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. ABSTRACT : T

« The development of the silent film occurred at  the
same time as the development of ‘the stream-of- con501ousness
novel. Since then the criticism of the English- novel has been
marked by the efforts of critics to use the technical language
of the film-makers to explain new techniques in fiction.
Little attempt has been made to assess the effeet of the
.'medium on the sensibility of the writers themselves, or.to
‘ consider the reactions recorded hy writers to the presence of
‘the cinema, to its effects on the collective consciousness of
people, and to the varicus and sometimes conflicting pOSSLbllf
ities for-f1ct10n~1nherent in cinematic techniques.

| Part One ot thlS dlssertatlon presents hlstorlcal and
rltlcal backgrounds which establlsh the rationale for my
choice of the work of Wyndham Lewis and of Dorothy Richardson
for partlcular study in thlS context.' I discuss'here the -
. llterary cr1t1c1sm which has reflected attempts to define the
modern novel by means of a rhetoric based on film~metaphor.' I
call particular attentlon to- the approach Qf the critic Bruce
Morrissette. ThlS crltlc 1? his appeal to’ the crltlcal writing
of the artist hlmself-fln this case. Alain Robbe-Grillet--has
suggested the approach taken in this study. The strength of
this approach is tested by contrastlng assessments of fllm :
made by traditional writers like H. G. Wells an@ Arnold-Beqnettl‘

with those made by Vlrglnla woolf, whose'essayé on film and on

the novel link the stream—ol—consc1ousness novel w1th the

-

mt iv
E :



-

"dream architecture of film--and both with the transcript of
subjective reality These elements’ both Lew1s and Richardson
assocmated in their thought about the novel and fllm. Where
they dlffered was in thelr aesthetlc alleglance and in their-

»
degree of awareness of the effect of the film medium on

b

consciousness.

.
-

-Part Two of this dissertation analyzes Richardson'sf'
film. aesthetlc and con51ders it in. relatlon to.her views con-
cernlng artlstlc experlence.k Here I proceed to show how her
f11m aesthetlc lends ltself to an understandlng of the style :

and structure of her novel—sequence,~Pllgrlmage. Lewis took.

up a counter—p051tlon and extended and, I thlnk clarified
- the film-metaphor used by Dorothy Blchardson |

Part Three deals w1th Lew1s s bellef that camera- eye
vision and what he called the external apprﬂach in flctlon had
great potential for the SatlrlSt- Yet at the same tlme he o

noted that camera-eye v151on and the presence of the cinemna

had contributed to contemporary preoCcupatlon W1th avpﬂychology.

' ofx“amputated spaces" and "serlal groups" reflected in the

"writing- from-the 1n51de—method'" Lew13 s theoretlcal.explora—
tion of the c1nema and its bearlng on contemporary art, L

phllosophy, and culture wvere transformed 1nto fiction in many

of his novels." It is, however, in relation to The Chlldermass L

that these exploratlons are seen most ' clearly as guldes for
interpretation of his themes,and technlques. "His hlghly
crltlcal and ‘often po]emlc approach to the novel contrasted;
with Dorothy Rlchardson s very personal response, prov1des

» 1m§aluable 1n51ghts 1nto the dlmen51ons of the problems involved
in the development of <5 critical rhetorlc whlch will include -

both forms of ékpressron, novel and frlm.y oy .
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" PART/ ONE
NOVELISTS AND THE CINEMA

I CANNOT REPEAT THIS TOO OFTEN ANYONE IS OF ONE'S PERIOD
AND THIS OUR PERIOD WAS UNDOUBTEDLY THE PERIOD OF THE
CINEMA. .- . . AND EACH OF ‘US IN OUR OWN WAY ARE BOUND TO

EXPRESS WHAT THE WORLDlIN WHICH WE ARE LIVING IS DOING.
(Gertrude Stein, 1935) '



A. lFILM AESTHETICS OF THE STREAM—OF—CONSCIOUSNESS NOVEL:
THE NOVELIST'S PERSPECTIVE

THE ngLD WORLD SEEMS TO TURN O AqﬁEEL. (vachel Lindsay,
1915) /
‘ < :

; \\/ l o - {

The strqamwof odnwgif
ok ecades between 1910 and 1930

g
oy ‘
o
. - 2
!
)

‘\,t of the silent film. Literary

{ess convention in the

N

critics frequeﬁtly have*b01nted out that there are, not
N

only hlstorlcally but also aesthetlcally, obvious relations

between these two art forms belonging to quite dissimilar

media.
/

The ctrcam-of-consciousness novel, altheugh
restricted to the medium of the printed'Qgrd, tends to
Vemphasize the non-verbal range of a character'; mentai and
iemotional activity. Primarily by mcans of visual imageé@
the novelist establishes what\Wyndham Lewis C‘iled an
"inner cinema" in the mind of the character, a "einema"
which in effect the reader can "watch" through the
character's inner eye. The spectatdr of the silent film
likewise seces imaées'defined by qh eye not his own--that
of the film apparatﬁs. He sees a silent visual world which
is, as Dorothy Richardson described it, "intimate asf
thought. ">

In the stream-of-consciousness novel traditional =«

/
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narrative structure and verbal logic are abandoned in
favour of conventions which suggest the privage alogical

meandering of a relatively passive mind, one which is not’

‘necessarily intent upon expressing itself formally, and

which can reveal through imagery varioué.levels of
artlculatlon. The predominance.of a kind of dream logic

in such novels parallels the plcturlng of v15ua1 objects in-
the ever-changing temporal and spatial contexts of mgst
films. ~.

That the stream-of-consciousness experimentatibn in
the novel might have proceeded along certain linés without |
the historical occurrence of the cinema is unquestionably
true, for the forces which facilitated the great experi-
ments in literature and in virtualily all the traditional
arts during ‘this period of time were diversely and
complexly iﬁterrelated. However, the importénce of
confrontations with the c;nema can be estimated through the
nbvelists own reacthns to the cinema. erters who were
dissatisfied with traditionaiwformS‘and who experimented
with new fictional'forms were often keenly intérested in
the cinema--in its potentialities and shortcomings, and in
its.implications for tﬁe othef arts.

Two such writers wefe Wynd%am Lewis and Dorothy
Richafdson. Richardson was, an advocate and practitioner
of the stréam—of-consciousneSs mefhod,~specifically the

interior monologues, which she saw as belng‘related to the

cxnema. Lew1s, who also related this literary convention

"



. ” .
to .ithe cinema, adamantly opposed its widespread use. Both

}
writers responded directly to the cinema, Richardson in -
essays written specifically in response to the new medium,
Lewis in-statements scattered especially throughout his

polemical works. -"Also, the response of both to the new

medium is reflected in the themes and style of their own

. novels, in which they extended the boundarles of fiction

as they explored the 1mplicat10ns 7f gCe cinema for art and,

life in general and for the novel in particular.

The majority of English literary critics, eSpeeialLy
in the early days of the development of the film, either |
simply ignored thé<;inema and its possible influence on the.
imagination of the serious novelist, or occa51onally

contented themselves with diatribes deplorlng the subver51ve

effects of the mov1es,ﬁespec1ally "Hollywood"™ movies, upon

the cultural level of the country as a whole. The publin-

at least/a certaln portlon of it--often followed suit. For

h -

example, a certain Mr. Justice MacKinnon was reputed to -
have spoken these words in the ﬁing's Bench in 1929: "I’
have alwa&s regarded the film indqstry as the_greateet

menace that has ever arisen to literature,.art, and,

civilisation."4 ‘Few literary critics, until very recently, -

have taken any note of novelists' responseé to the cinema, .
or.on;he significance®of such responses. Just as few have

concerned themselves with developing an aesthetic to meet |



’ . ) K

the needs of the critic confronted with,the,fact"that'the
serious,experimentation which characterized German, |
Russian, and French films particularly was'paralleled'in‘

Britain by significant experiments in thevform'ofrthe‘

novel. o BERS T \\\\\\ :

A small number-of crities, it is. true, by isolating

=

certain technlques which are regarded as c1nemat1c have
,attempted to gauge the effect of, fllm on the novel by
flndlng 1nstances of 51m11ar technlques ;n the | novels which

they examlne. Robert Humphrey, for example, speaklng in .

his book, Stream of COnsc1ousness in the Moderanovel,ﬁof"
"devices for controlllng the movement of stream-of-~

consciousness fiction," p01nted to "a- group that may be

l

analogjnal1v termed 'cjnpmatlc dev1ces. Along W1th what“

he saw as the primary dev1ce of montage, he catalogued the

"secondary dev1ces" of multlple-Vlew, slow-up, ‘fade- out,

‘cuttlng, close—up, panorama,"and flash -back. 5 In‘hls book

Time and the‘NoveL,rA. A.’MQHQllOW,_llStlng "devices h," o

borrowed from the. film or common‘tofthé‘novel'and?the fflm,"

=

' mentloned 51m11ar aSpects \ nontage, the angle, super-'

\

\

Ne—

.imp051tlor, speed-up, ralentl, flash back, clos up, fade-

w i ,
in, and fade-out 6 In a book on-the work oi James Joyce,.

4

RoBert Ryf analyzed Joyde s ncvels in terms of what he

\

called "approx1mat10ns to 51x standard motlon plcture T

techniques: montage.,, superlmp051tlon, the overlap dlssolve,

flashback, controlled pqrspectlve or camera angle, and

S

pictorial lighting.7
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' Sﬁch categorizations of teéhniques, although they.
are sometimes’imposed in a mechanical fashion which has a
debilitative effect on the p0551billt1es of the analogy,
are important as initial contributions to the development
of a comblned crltlcal rhetorlc of novel and fllm. They
lead to questlons which have not in the past been ralsed.
In terms of personal and cultural aesthetic contexts, what
is the attitude of the”novellst hlmself toward the film as
\a medium? If it is suggested or shown that a novelist
actually adapts fllm/éechnlques for use as llterary
techniques, then what’ 1s his own attltude toward such
transﬁosition? When’ technlgue 1tself functions in the
-modern novel as aokind of'metaphor, what is the“preoise

[

meaning of the adapted £ilm-technigue in terms of its role

\

'as literary metaphor? = S L .
o : Very recently, to ‘be sure, literapy/égftics have

.become qulte aware of these areas.of 1nterest.' while

.Robert Richardson touched upon them only llghtly -in his

ilterature e Fllm (1969), Edward Murray took novelists'

fllm thoughts. and fllm—lnvolvements into basic con51deratlon

in his book The Clnematlc Imaglnatlon. erters and the'

Motion Pictures (1972). ln this work he paid spec1al

.attention to writers whom he cla531f1ed as stream-of-

consglousness novellsts, Joyce, wWoolf, and Fauikner, as

wel} as to Drelser, Dos Passos, Fitzgerald, West, Hemingway,

~ k]

Ste;nbeck,'Greene,“and Robbe—Grlllet. The reactions to fllm

of some of these novelists has_been anthologized in a



collection of.essays; Authors .on Film (1972), edited by

Harry Geduld. The recent interest in the effect of the

novellst s response to fllm 1s reflected too, in one of

the expressed intentions of the new periodical, Literature/

Film Quarterly (ed. Thomas L. Erskine; first issue,

January 1973); to publish article%:on'"authors' attitudes
toward rilm and film adaptations."8 |

Strangely enough the polemical and fictional works
of Wyndham Lewis.have been overlooked by critics who have
tried to establlish points of reference between novel and
. film. During the 1920's Lewis used the cinema as a central,
metaphor in his analyses and parodles\of the stream-of-
consciousness novel. Similarly, the work of Dorothy
Richardson, who was a most prolific essessor:of the new
medium of film and a pioneer in the use of the stream-of;
consciousness technique, has been related to film'only
tentaéivelyﬁby literary critics; although indeed, it waél
with reference to Richardson"s fiCtion that the term, |
stream—ot-consciousness, was first used as a literary

labei——by.May Sinclair in 1918.9 : .

This study concentrates, then, on the work of thesé
two British novellstST\whbse¥thlnklng on the 51gn1f1cance
of the cinema in the context/of its ownytime provides in
each case a reflexive backdrop agaihst which aspects of
their own fiction can be seen.' Each created in an
1nd1v1dual way in flctlon aspects of what he or she saw as

the cinematic experience. Although Richardson's novel,

-



Pilgrimage, provides no explicit statements about film, it
reveals a technical mimicry of cinema. Specifically, its \
style bears the stamp of the qulte coherent film aesthetic

which emerges from Rlchardson S many wrltlngs on film,

t

especi-lly those f? 1927 to 1933. Novels such as Lewis's
The Apes of God contain explicit

" The Childermass'an

references to cinema. These stress the importance of its
role at the thematic level, where it operates as metaphor,
and relate to Lewis's references to film in his polemical
works. Examination of»botthewis's and Richardson's
interest in film, then, 1llum1nates both theme and technique
in their own work. Their extended preoccupatlon w1th film,
too, provides a gauge to examine the varlous ways 1n whlch
BlltlSu novelists at the time were 1esponding to the
presence of the new medlum. It also prov1des a gulde for

the detelopment of a critical rhetoric to deal with both

novel and f£ilm.



B. THE NOVELIST'S ENVIRONMENT: THE SILENT CINEMA
. (1895-1930) o . |

WHATEVER DID WE USED TO DO WHEN THERE WAS NO PICTURES?
(Dorothy Richardson, 1927)

James Joyce was relatiVely eealy‘among writers ;
in showing any kind of overt awarenessng the presence-of
the cinema. 1In 1909 he returned from Tf?este to Ireland to
act, at least for a short period of time,\aS'the manager Sf
Dublln s first mov1e theatre, the Clnematogiaph Volta.ll'
Critics at times have p01nted to thlS event Ep sur
their assertions that Joyce was the first to recog. the -
significance ef the cinema for the experimental\povelist...

Murray, for example, wrote in the irtroduction to The

Cinematic Imagination that with "James Joyce as a'guide,v

a new breed of fiction writer would soon attempt to find
out the extent to which [great literature] could accommodate /
the technique of the film without sacrificing its own ///

. - . ] /
unique powers."12 : . _ ./

Murray's statement is typical of an oVersimplifiéa—
tion which.has fogused on bebe and has OVerlcbked‘the.
'relation of other writers to the cinema. Lewis and
Richardson, For instance, independently of each cher and

of Joyce, also recognized at an early stage of their work

the importance of the cinema. The first version of Lewis's
The Enemy of the Stars, a work which he referred to as "a




‘kind of play,"13 but which might more appropriately be
described as“a fantastic literary evocationxof cinema forms,
appeéred in the first number of Lewis's periodical, Blast,

in 1914. Pointed Roofs, the first volume of Richardson's

series of "cinematic" novels,'Pilgrimqgg, waé published
in 1915, ' ' |

Both Lewisvand Richardson Wrote'all'of-their majbr
fiction in the context of their awareﬁess that the world
itself was,changing and that man's perception of himself
was being altered by the.access}bility.of ne@"cémmunications,
technologies. Lewis saw thét the rise of the cinema,. as
well és'the.development of the telephone; the telegraph,
thé_radio¥—tpe mass media--éeparéted western man's immediate -
'present'ffomAéil of his past by alteriﬁg\radically the

coordinates of his environment. "The world war- (1914-

1918)," he wrote," is like a mountain range in the ﬁistpfic

landscape. It is, at once, composed of mountains of T

criminal destructivene€s, and a piling-up of tremendous
‘creative inventivenefs. Those four years marked in fact
the mass-arrival of the cinema, . . . etc. This is, as it

‘were, a perpendicular wall of great height, a mountainous

barrier, behind which the past world lies."14 Thé.arrival

of any neQ_tebhn01bgical forms, Lewis continually
’emphasiéed, forces man t&trestructﬁre his perception of hiS;
own éxperienceL Part‘of the fole of the argiét is to

adjust man's‘reiétionship to his environment. In this

regard Lewis not only heralded the arrival of the new

10
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medlum of cinema, but also documented the nature of lts"
current and potential 1mpact on man s relation w1th

hlmself. ‘ : : A - oy
S ‘ .

Dorothy " Rlchardson also showed an awareness of the
2

vy,

part played by the c1nema and oéher communlcétlons
technologles in brlnglng about a new era, an era of "world ;
wide conversations. 15‘ Unlike Lewis, who regarded the .
51tuat10n W1th critical caution, Rlchardson demonstrated
willing acceptance of the new 1nst1tut10n. "So here we

all are," she exclaimed. "All over- London, all over

England all over the world. Toéether in this strange

hospice rlsen overnlght,'rough and prov151onal but guerdon

-

none the less of a world in the maklng. Never before was

such all embrac1ng hoapltallty save in an ever-open church

where kneels madame, . . . where the dustman's w1fe bustles

in. . . .“16 ‘\ o

Sensitite to their own times,~artists such as Lewis
'and Richardson perceived in a variety of_Ways‘the |
revolution which media like the cinema were cau51ng in the
actual world and in the: thlnklng of writers themselves.
A statement made in 1928 by the poet, H. D., summaf“zes the
sense of the inevitable effect the cinema was hav1ng on

common consc1ousness and on the 1maglnat10n of the writer:

"the world of the film to-day (there ‘is no gettlng away
s.
‘from 1t) 'is no longer the world of the film, it is.the

world." nl7



. fﬁ. . 4 . o
‘A brief survey of the developmgn of film as

1ndustry, as entertalnment and as art, e pec1ally durlng
the perlod of the si}ent ﬂllm, will illumi ate the milieu
in whlch novellsts contemporary to Lew1s (1882 1957) and
- Richardson (1873 -1957) found themselves. AS‘early as
1895 the publlc 1n England as well as’ France and the
Unlted States, had the opportunlty to see the first moving
plctures progected llfe size upon sheets, of cloth " Movies
occupled, at flrst, small portlons of programs in which
other forms of popular entertainment were featured The
first films were shown at fairs, 1d cafes, or inm mu51c—'
_halls. With the comlng of longer films in the first years
of the new century permanent mouie houses were‘established.
| The use of.gilms for fictional narration, however
crude, had begun to develop by 1900, especlally with_the

work of George Méliés in France. In'1903‘pEdWin S.

Porter's one-reel, elght—ml ut /thriller, The Great Train -

Robbery, now considered a cl 551c.examp1e of the narratlve

£ilms of the period,Aappeared.: During the early,1900's

most of the techniques which have come to constitute what is-

/

oftenfcalled'the 1anguage of film were already in>use, even"

':though they were often 1ntroduced 1nadvertently through the

practlcal ex1genc1es of film-making. Parallel montage w1th

1ts dlscontlnultles of narratlve space\and time, camera

moblllty, and close-ups, for example, seemed almost

inherent forms of expressron in the new.medium. - ""xd
By 1810 the film,industry, with its system of

L ]

12



'{woéig—wide distribution of filmS} was already well
® e
established and highly organized. Film~gofﬁg was growing

. steadily in popularity in England. By 1914 over 1,000

N

cinema theatres were in use in England, each town with a

~ population of over'lOO,OOOEhaving, on the average, over

BN . - R .
twenty such theatres. 1In 1910 over 4,000 new films, coming

X -

" from a number of countries, were released in England. ij

1913,'the}number of new films'releaSed'in England ‘in a

one year period had expanded to over 7,000. French films, «
together with American fiiﬁs} accounted for over two-thirds
of the new releases in‘Eﬁglandiih 1910:' Within ten years

[ -

American films alone were to greatly outnumber the. £filims

v'ofﬂény other nation which Qere éhown cqmmé;éially:in
ﬁhgland.l8 |
| _A;QJ: P. Taylor ﬁas éiven an interesting accoupf
‘of the effect 6f\the cinema on th?.péople ofjﬁngiand:' "The
' cinema chénged thé pattern of English,life, particuiarly.
for the loﬁé&”middle claS;; It took people from.ﬁheir
homes; ecl%géed'both‘égﬁrchcandxpﬁpliéihouée;uspread
romantic, but by no means f;iviél, Qalues. Women joined
-,the%r husbands in egjoyment, as they had never done at
féotbéll matches or other puBlic pleasurés._ The cinemé wés.
the greatest educative force of the early twentieth
century. Yet’highly‘éducated people séw/ip it only
vﬁ;gariﬁyland the end of old.England."lg_' V
Déspite the general resistance of most highly
educatedipéoélé, however,’a'hinority“bf their number began

.
o
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to pay attention to at least certain films. Some were
attracted by the comedies of Charlie Chaplin, who was

known universally by 1914 and who 'in 1915, in a two-reel
film which was approximately his<;Lurtieth movie to appear
in just over a year, achieved mythlc status as "the tramp."
Chaplin evoked what Arthur Knight has called "the enthusiasm
of the’ llteratl.. Knlght has pointed out in his book, The

Liveliest Art, that by the early 1920's Chaplin's pictures
n20

had creatéd "a cult yith the sophisticates.
During the 1920's film--especially many of the

films made in Germany, Russia, and France~-developed

significantly as a serious art form. As such, it satisfied

7 the contemperary demands of modern art to be both '

intexnatibnai and European. Film was ideally suited’éz/a

.

position in the mainstream of experimental art, however,

only as as it was silept,* for captions could easily

be replaced thoéE‘bf»another language. Bryher has
reealljd artists’.attitudes to the‘international adia
.associated with the new medium: "The [silent] film was
new, it had no earlier associationsiand it offered
occasionaiiy, in an episode er'single shot, some framework
for our d;eams; ‘We felt we could state our conv1ct10ns
'vﬁonOrably in thls.twentlethécentury form of artland it
appealed to the popular 1nternat10na11sm of those so few

. years because 'the s:lents offered a single language

across Europe. n2l

In England the d031re to see the artlstlcally
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significant productions of Germany, Russia, andvFrance}J
which were not readily available at the conventional,

commercially-oriented theaties,»led to the formation in

_1925 of the London F11m Society. Roger fry, Julian Huxley,

Augusﬁus John, Bernard Shaw, and H. G. Wells were among

the Soc1ety s founding members; Irls Barry was its manager.

Oxford and Cambridge universities formed film societies

which early in the 1920's concerned themselves not only

with screening but also with production of films.22 Inl
the summer of 1928 the Shaftesbury Avenue Pavilion Cinema
in London opened, and specialized for two years in
screening important foreign films. Its audienceswas

composed "roughly ‘of three different classes the

< ¢

1nte111gen21a, the intellectual amateur who likes to (?

follow new art movements, and the ordinary, average middle-
class business man who doesn’ t‘go to the cinema as a rule’
because he does not like the'fare;grovided for 'the
masses.'"23 By 1930 the}Shaftesbury Avenue Pavilion was
compelled by American‘owners to screen the new talkies, a
Step¢Whlch was accompanled by the l1loss of its status as a
51gn1f1cant venture in the art world.

Some of the internatlonally prominent German films
which played at the Shaftesbury Avenue Pav1110n included

Karl Gruene's The Street (1923), F. W. Murnau's The Last

‘LaUgh (1924), and Henrik Galeen's The Student of Prague

(1926).24 Huntly Carter has noted some of the approximately

15



150 films which were screened at the Film Society in the

1920's: in 1926-~Robert Wiene's The Cabinet of Dr.

Caligari (Germany, 1919), Fritz Lang's Dr. Mabuse (Germany,

1922), and Erich von Stroheim's Greed (U. S., 1923); in

1927--G. W. Pabst's The Joyless Street (Germany, 1925) and

Jean Renoir's Nana (France, 1926); in 1928--Pudovkin's
Mother (Russia, 1926); and in 1929--Pudovkin's The.End of

st. Petersbugg»(Ru551a, 1927) and Eisenstein's The_

Battleshlg Potemkin (Russia, 1925). 25 The Cabinet of Dr.

M
Caligari, a self-consciously, technically radical

expressionistic £ilm which marked the commencement of a
rich period of fllm—maklng in Germany in the 1920's, |
contributed more than any other European film to the cinema's
growing prestige among people interested in the contempofary
art movements. Knight hés written that "postwar artists
and intellectuals, looking upon the movies for the flrst
time as something more than a mere entertalnment iéguthe
masses, found in Callgarl a film that they could safely
admare. Its unconventional story, 1ts Freudlan overtones
and, above all, its obviously 'artistic' settings_(related
both to the stage work of the expreesioniSts and to the
~ experiments of.the cubist painters) won for it an acclaiﬁ
that was actually somewhat in excess of its contributiOns
to the growing art.26 -

At the end of the 1920's the sound—fiimjreplaced
the silent film as a commercially viable product. Crities

who had been sceptical of the artistic claims of the silent

16



cinema remained antagonistic o the new form,_for in its
first years the talkie floundered aeéthetically: Most
serious supporters of the silent filmhat first assumed a
hostile aﬁqitude to the dissolution of this now highly
developed form of,a{t and entertainment, and to its
displacement by the new and at first awkward‘mixed—media
form. Of coﬁrse, the so-called silent films had not, in
fact, been without musical accompaniment even before sound-
on-film became commercially feasible. Pianos, organs, and ¢
éven orchestras were not uncommon during the .last decade of
the silent film era. With the talkie, however, the.demands
of sensitive, relatively immobile sound equipment forced
the camera to forego its freedom to develop fﬁfther a
fleoxible cinematic language, and the cinema resumed its
earliest role of being little more than photographed drama.
Responding to the spirit of experimentaﬁion in art;
EiSenstein, together with HKis colleégues, Pudovkin and
Alexéndrov, accepted the’aesthetic challenges of sound;on—
film, at least in theory. In 1928 these Russian directors ..
issued a-spatement'which they'deéigned to govern the
aesthetic principles of the soﬁndffilm.' Anticipating and
fearigg_a degenerating line of'development, from "talking
films ...'. in which sound—récbfding [would],proceed onfh

naturalistic level” to a period of "'highly cultured_b, -

dramas' and.othfér photographic performances of a theatrical

‘sort,". they . nted to the potential for new artistic

17
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achievements based on contemporary aesthetics:

. ONLY A CONTRAPUNTAL USE of sound in relation
to the visual montage piece will afford a new potential-
ity of montage development and perfection. .

THE FIRST EXPERIMENTAL WORK WITH SOUND ‘MUST
BE DIRECTED ALONG THE LINE OF ITS DISTINCT NON-
SYNCHRONIZATION WITH THE VISUAL IMAGES. And only
such an attack will give the necessary palpability
which will later lead to the creation of an ORCHESTRAL
COUNTERPOINT of v1sua1 and aural images.

- 3 - - - . . e o . . . . . [ L3 . . . - .

The CONTRAPUNTAL METHOD of constructlng
the sound-film will not only not weaken the
INTERNATIONAL CINEMA, but will bring it

gnlflcance
to unpre&edented power and cultural heL ht.

If fllm—makers should treat sound as a montage element, the
3

viewer's experlence of the v1sual 1mages would be enhanced.

The 1mag1nat1ve response to the 1mage would not be deadened
.
as it would be if .the image were cluttered with literal -

explanation. Indeed, sound could provide, the Russian
directors optimist%cally pointed out, “"an organic way out
of a whole eeries of impasses" by removing the need for

sub-titles and lengthy explanatory pieces, such as close-up

<
shots of items such as letters.28

o

* * ’ *

\

/

/
1

ﬁeéardless of whether it was\gbé/;esthetically
sophisticated oé the commercially popular film which
affected the imaginat;bns of modern writers, it is evidenf
that they were,virghally'bouhd to reveal ih_at least some
way in their owq;wdrk'sqmething of the new end pervasive

medium which was everywhere in their midst. Professor J.

Isaacs, writing in his book, An Assessment of Twenffeth-

o
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Century Literature (1951), ha§'summa;iéed:' . L

[Twentieth'centuryvnoyelists],drg'agreed
about oné thing, the profoung influence of ‘the. '
cinema on modern fiction, whéther by giving the -
novelist a panoramic view from a height, or by
forcing him tq break his work up into tiny scenes,
or by insisting on a narrative style’ fn which not |
dialogue, which is the smallest part ‘of a- talkle,u
but carefully balanced fragments are united into
a resultant impression, or in-a score of ways for -
which we have not yet evolved:a consc;gu0 label..

It is not merely the daily commercial cinema, which
has the same kind of effect as the newspaper or the
novelette, but the serious films, from Russia,
Germany, France and Italy, which we used to show

at the [London] Film Society or could be seen later
at the Shaftesbury Avenue Pavilion, .-. . and can
be seen now in the whole network of film societies
all over the country: Dr. Caligari, Potemkin, ,
The General Line, Storm over Asia, Earth, Warning
Shadows. . . . These are as much part of the back-
ground of literature as the novels from abroad.29

‘e

a
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C. THE MEANINGS OF THE CINEMA (1): PERSPECTIVES OF MODERN
NOVELISTS AND PERSPECTIVES OF TRADITIONAL NOVELISTS
' B . - , :

b

&

YOU WILL SEE - THAT THIS LITTLE CLICKING CONTRAPTION WITH
THE REVOLVING HANDLE WILL MAKE A REVOLUTION IN OUR LIFE--

;;IN THE LIFE OF WRITERS IT IS A DIRECT ATTACK ON THE OLD
METHODS OF LITERARY ART. WE SHALL HAVE TO ADAPT OURSELVES

TO THE 'SHADOWY SCREEN AND TO T CQLD MACHINE. A NEW FORM
‘OF WRITING WILL BE NECESSARY. I HAVE THOUGHT OF THAT AND o

I FEEL WHAT IS COMING. (Leo Tolstoy, 1908)30
o _|L

7

1

Bfoadly marked outlines distfﬁ;uish the pre-
occapations of ‘the experimental novelists who were inter-
este@.in the oinemaltfom those-of the older, establishe&
’hoveliSts of the pefiod. Writers, for instance, such as .
'Ddrothy’RicharQEOn and=Virginia Woolf felt that novelists
had much to learn from -the unlque POSSlbllltlﬁb for
exére;sion 1nherent in the new medium. On the other hand
novellsts llke H. G. Wells (1866~ 1946) and Arnold Bennett
11867 -1931) as'well as playwrlght Bernard Shaw (1856 1950)31
were moved merely by ° ‘a pgagmatlc desire to 1nfluence3the
naitative or story—telling role of the ﬁovies ratfer than

by any sen51t1v1ty to the technlques by which film was at

~
8

once explorlng and creatlng modes of - consc1ousness.. The

';older wrlters often saw cinema merely as an exten51on of.

Y, ‘ v N

the famlllar technlques of the novel or the play.

Y. o It 1s 1nformat1ve to cons1der briefly Vlrglnla

-

Woolf s thoﬁghts about fllm 1n the llght of the thoughts of

-Bennett and Wells and, brlefly, of John Galsworthy (1867—~v .

o
‘ ..:20
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1933), the novelists with whose fiction weolf contrasted
her own and Joyce's in some of her utiting of the mid-
1920's. In terms of their varying views of the cinema,%the
reactions on the one hand of Woolf, who explicitly rejected
the writing styles a literary values of Wells, Benﬁett,
and Galsworthy, the reactious on the other hand
especially of Wells and Bennett, act virtually as a gauge
of their.respective attitudes toward artistic conventions
and values in media other than the cinema;,

One dominant contrast between the reaction ef ﬁoolf
and of what might be‘considered the common reactions of tﬁe'
-older writers relates to the del i erate stressing and empha—
sizing of the subjective side of man, an area for the
exploration of uhicn Woolf (as well as Richardson and
4 Lewis) saw the fi;m—medium'as being uniquely apprqpriate.32
In her writing about both traditional and moéexnvliterature,
Woolf had taken exception to uhat shetsgw as the negligence
of the older "materialist“ wtiters. fhey were "concerned |

"33she claimed.

uot‘ﬁith the spirit but with,the body,
Woolf 1nsxsted on forms and technlques uhlch could reveal,
as it were, the subjectlve aspect of ‘a flctlonal character
and evoke the subjectlve response of the reader's
imagination. The older writers she said, were concerned
?nly with establishing:the solidity oflthe external and
mundane world. Shevstated that .in their‘bodks ﬁlife.

K]

escapes.®” She illustrated her argument by turning to



Ulysses: "In' contrast with those whom weAhave called
materialists, Mr. Joyce is spiritual; he is concerned at
all costs to reveal the flickerings of that innermost flame
which flashes ite messages through the brain, and in order
to preserve it he disregards Qith complete courage whatever
seems to him a@ventituous, whether it be érdbability; or °

" coherence, or any other of these signposts which for
generations have served‘to support the 1maglnatlon of a
reader when called upon to 1mag1ne what he can nelther'

touch nor see. n34

In he; essay, "ThetMovies and Reality" 11926),35

Woolf's thinking about»the potential of the cinema for
developing what she saw as.its inherent»strengths~is: in
‘princiglc, a continuation of her thinking about'thﬁ
possibilities.for the novel. The leadlng noveilsts, she had

' 1n51sted in her writings on the novel missed what she
called»"reality:" "Admitting the vagueness which afflicts
all criticism of nevels, let us hazard the opinion'that

for us at this moment the form of fiction most in vogue

. more often missee than secures the thing we seek. Whether
we. call it life or Splrlt truth or reallty, this, the
contalned any longer 1n such 111 -fitting vestments as we
provide. u36 VMost films, Virginia Woolf lamented in "The

R Movies and Reality," also missed such a reality, even though

vthe~film mediumVWas suited to capturing it. In»describing

the weaknesses of the conventional cinema, Woolf wrote that
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vthings happ

if the brain of the viewer should begln to assist the eye
in actually analyzing the people and objects which vere
projected onto the screen, the brain would see at once
"that they have taken on a quality whlch does not belong
to the simple photograph of real life. They have become _

not more beautiful in the sense in which pictures are

beautlful but shall we call 1t (our vocabularly is

miserably’ 1nsufflclent).more real, or real with a

different reality from that whlch we. percelved 1n “daily -

. "“"A

" life? We behold them as they are when we have no part in

Sit. As we gaze we seem to be removed from the pettlness of

actual existence."37f It was, Woolf said, because the brain
had been 1ulled into a non- part1c1patory dullness and only
the eye--"the ordlnary eye, the EngllSh unaesthetic eye,"

ll38

she called it, e . . a 51mple mechanlsm --registered

the 1mages on -the screen, that a proper reality was absent

\\from most f11ms~,_"the eye licks it all up instantaneously,

braln, agreeably'titillated,'settles:down to watch

ing without bestirring itself to think."3?

and

However, ere was, Woolf. posited, an abstract or

. symbolical language which-would free cinema from a- slavish

andtostensibly literal adherence to- a world of awkwardly

photographed externals: "For instance, at a.performance of
‘ P i .

. Doctor Caligari-the’other day, a shadow shaped like a

tadpole suddenly appeared at one corner of the screen. It

D

- swelled to an immense size, quivered,"bulged;‘and sank back

&
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again into nonentity. - For a moment it seemed to embody some

monstrous, dlseased 1mag1natlon of "the 1unat1c s brain.
For a moment it seemed as if thought could be conveyed by

shape more'effectively than by words."40

The shadow,
which had appeared accidéendally in the plcture, led wOolf
to suggest a radlcal development of the subjectlve
potential of the c1nema:, "if a-shadow at a qertaln moment -
can‘suggest-so,much more than the actual geStnres and
words of men and women in a stdte of fear, it.seems plain
that the cinema has within its grasp.innumeres;e symbols
for emotions that have SO.fangfeiled to find expression.'f41
Framing a question which recalis her description of the work
of Joyce as "conoerned at all costs tgtreveal the
flickerings of-that innermost. flame which flashes its
messages through the Brain," sne asked: "Is-theie,. _
some secret language which we feel and see, but never speak,
and, 1f so, could thlS be made VlSlble to the eye?“42
| T Apparently unaware of contemporary.experlmentations
in sbst;act film on the continent, 43 Woolf provided the
response to'ner,gueStion bydsuggesting'a need for visd&i
symbols which, like the unexpeoted.shsdow‘she‘had seen:in

The Cablnet of Dr. Callgarl, would probably be quite

unllke the real objects whlch we sée before us:"
"Something ébstract, something which moves with COntrolled 4

"and conscious art, something which calls for the very

.o

slightest help from-wofds:or'musie to‘makeaitselﬁ‘intel:

TTee—
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,before our waklng eyes.

ligible, yet justly uses them subserviently--of such -

movements and abstractlons the films may, in time to come,

"44

be composed. Such means for creatlng emotion and -

thought, means yet unexplored in what she ‘saw as the‘

‘conventions of the traditional novel and cinema allke,

would release the potential~of the;cxnema-for»creatlng an

) inner, thought -like reallty, she said: "When. SOme new .
symbol for expressing thought is found, the fllm-maker has;

‘enormous riches at his command. The exactltude of reallty

and ltS surprlslng power of. suggestlon are to be had for
the asking."” nd5 Woolf, in a statement which parallels’
Eisensteinfs views about the comparative potential of film

and novel, envisioned a cinema whose powers for recreating

- the many levels of consciocusness would cxceed even those

of thelstream-of—consciousness novelist: “Thé most
fantastic contrasts could be flashed before us with a speed
Wthh the write¥ can only t01l after in vain; the dream

archltecture of arches and battlements, of cascades falling

‘and fountalns rlSlng, which sometlmes visits us in sleep or

shapes 1tse1f in half darkened rooms, could be reallzed
"46‘ _ , R -o,'.

" Not surprlslngly, the wrlters w1th whose values

‘Woolf had taken exceptlon haldly tended to look at fllm in

a manner which could in any way be cons;dered compatlble

with her hope for an inmer “dream archltecture. As.

"materlallsts, or, to‘use Huntly Carter s term,.as S

"sociol’ogists,"'zl7 their interest in the cinema generaliy'
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involved a disregard for the aesthetic criteria of writers
like Woolf. Galsworthy, for.example, in responding to the -

questlon of whether f11m mlght be considered an art form,
replied 51mply, "I couldn't be bothered w1th that."48
Arnold Bennett,-who had had a number of his own

' .
works transcribed into film-scripts during the 1920's,49

contributed some of his views on film in an essay written -

in 1927. Whlle he - could apprec1ate, he sald the aesthetic
qualities of good photography and plctorlal comp051t10n,

he preferred to place greater importance on the quallty of
the story. He was disgruntled, he said, that he had "not:

“yet seen a first-rate story told in a flrst—rate style on

the screen." He malntalned that "all” ﬁhe new storles,

" contrived ad hog, are conventlonal _grossly senleental

'clum5y, and fatally 1mpa1red(by-poverty of invention. The-
screen. has 1aid hands on some oflthe greatest'stories in

t the world and has cheapened, soiled, ravaged, and p01soned
them by the crudest. fatultles, Thas charge applles less to‘
,Germany than to other countries, and it applles most of all
to Amerrca;‘but it applles to_Germany in a very serlous
.degree. Even Charlie Chaﬁlin shows immensely 1ess talent
for dev151ng a tale, and the 1nc1dents of a tale, than for
_any of the sub51d1ary branches of fllm—work. n>0 All of ~any
'fllm—maker S- creatlve energy was spent on graphlc tech-'
niques, 1t seemed to Bennett, and none- on the drama or. story.

,H, G. Wells set down most of his thoughts on fllm )

in his essay, "Film, the Art_Form,of the Future," the

-~

i
i
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introduction to The King who was é King, a film-script he

published in 1929. He, as'well as ﬁennett, saw a need for
accomﬁiishéd novelists to influence'the course of the film,
and he apologized for the general reluctance which they
had hitherto'shown in adapting thenseives to- the demands’
of the new medium: "Within our own special limits we had =

learnt to handle considerable complexes .of ideas and

: emotionalldevelopments; it was appalling to think of

learnlng over agaln the condltlons of a medium. We knew.
how to convey much that we had to say by a woven fabric of
printed words or by scene and actor, fine 'llnes vand
preface a551st1ng,'and it was with extraordlnary reluctance,

if at all, that we could be won to admit that on the screen

a greater depth of intimation, a more subtle and delicate

fabrlc of suggestlon, a completer beauty and power, mlght

be poss1ble than any .ouxr trléd and trusted equlpment could

achieve." 5;

Wells, who claimed that in. 1895 he and a Robert W.

t

Paul had "“initiated a patent application for a Time Machine

‘that anticipated most of the stock methods and devices of

o~ ;52
the screen drama,"™ saw in the cinema a medlum which he

thought would become the prlmary means of expre551on for

younger novellsts. The c1nema was for him the successor of

the novel and he, famlllar w1th the "trled and trusted

equlpment" of "the novellst felt a dlrect respons;blllty 1n

extendlng his talents to wrltlng for the fllm. It.was

indeed literary equipment which. provided the modEl for his,
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as well as‘for Bennett's; ideas about the cinema, a model
“which essentially retained the traditional values of

narrative literary form. On the otherfhand! and" B
notwithstanding the actual "literary—ness“ of most movies, |
the modern novelists often saw in the filmAmedium a model
-.for'their experiments in literature. In this regard the
position of the modern noyellsts is stressed, for example,

‘by Dorothy Richardson, who Vlewed Wells s declaration |
about the future of the film as a "direct challenge to all

who value books.'?53

Although Wells claimed to acknowledge the possibil-
ities of producing a “spectacie-music—drama" using non-
natural and contrapuntai effects, he was unable to*realfze
_such effects in the film—script which accompanied.his
essay on.the,future_of film. 'Taking his'inspiration from
Thomas Hardy's The Dynasts (1904), which he referred to as

"that great unshot-film,"54 Wells produced a novel~1ike

work which, he said, had been evoked by h1m "in an

1maglnary c1nemahtheatre..55- Wells's fllm, had it not

‘remained unshot, would have made exten31ve use of mu51c,

‘but none of v01ce or dlalogue, 31nce sub tltles ‘were . to

have been used to reglster speech. - Stubbornly true to
hlS convactlon "that a hard, falrly complex argument can be
stated more clearly and more effectlvely upon the screen -
than in any other way,' n>6 Wells produced a heavy-handed

- script encumbered with sub- tltles. The complex argumentA

depended upon a c1nemat1c treatment whlch approached that



described by the playwright; James Barrie: "Barrie," Shaw

remarked in 1924, "says that the film play of the future

will have no plctures and will con51st exc1u51vely of sub-

titles."57

 The film-theory of Bernard Shaw underlihes.with
considerable severity the»emphasis of novelistshsuch as
'Bennett and wellé on transferiing to the cinema what they
gbelieved to be the social fonctioﬂ of the novel. The film
like the novel should embody an 1deolog1cal content.

Indeed, Huntly Carter in his book, The New Splrlt in the

Cinema (1930), suggested that t0'portray the "spirit of
England" in the movies, one'"couldvnot look for it in' a
better ‘place than in the works of such emlnent writers as

£

Mr. Galsworthy, Mr. Arnold Bennett, Mr. H. G. Wells and

Mr. Bernard Shaw. All four are sociologists, and as such

capable of expressing the subject that the cinema should

express.“ss‘

When the tlme came Shaw prov1ded his own ratlonale

for the sound-film since he w1shed to part1c1pate in the

- s

development by having his own works transposed lnto fllm—

scripts fOr talking-film. Without inclining ‘to- modesty, .

he wrote in the notes which’accompanied‘the showing in

1931 of How He Lled to Her Husband, the first -full- length

talkle for which he supplled the script, that “11ke all

rporations for the“screenihg'of my plays, some of them

aywrights, I have had many pxoposals from the great £ilm

29



tempting enough commercially."” He went on to maintain

" that in the days of the silent films, films he designated

'~ as "movies," he had reason to decline the lucrative

proposals on what he saw as aesthetic gfounds: "my plays
i B
were made to be spoken and could be of no use as silent

plays, no matter how ingenidusly the; were'patched by
' scraps of printed dialogue thrown on the screen as 'sub-
titles.' When the talkies arrived the situation changed.
It became possible for the screen not only to show my

plays, but to speak theiri."59

BT

\

/For Shaw too, then, the cinema was simply an
extension of earlier litetary torms. He seemed unaware of
the ability of the camera to create an independent visﬁal
language and evenvless aware of the poﬁer of the~fi1m
itself to influence the forms with which he was familiar.
Continuing his comments; he wrote: "My plays do not
consist of occasional remarks to illustrate pictures, but
of verbal fenc1ng matches between protagonlsts and
antagonists, whose thrusts and rlpostes, parr;es and
passados, follow one another much more closely than thunder
follows lightning. The first rule for their [film] |
producersﬂis that there must never be a moment of silence

. from the rise of the curtain to its £al1."%% ghaw noted
|

- proudly among his “p01nts for conn01sseurs" of film that

in How He Lied Eg Her Husband, except during a moment of

‘dramatically functional silence, "the dialogue is

centihaous from end to end."61 Shaw's dream of an "Oscar

30
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wilde of the movies who will flash epigraph after epigraph
at the spectatorS"Gz‘paralleled Barkie's anticipation of
and Wells's approach to the cinema.

* * ) *

W. L. George, the novelist and literary critic, 4n’
an article, "A Painter's‘iiterature," which he wfote in
11920, provided an intéresting distinctionvbetween the
writers whom he called the "Neo-Victorians" ?Gélsworthy,

Bennett, Wells)ﬁé and those‘whom hencalled the "Neo-
Georgians" (Joyce, Lewis, wOofT, Riéhardson),64 In so

~ \

doing George unintentionally but tellingly reflected the-

feéling that literature could in no way be influenced by

- -~

the presence of £ilm. The momentum of traditien which
prevented writers like Bennett, Wells, and Shaw from seeing

what writers could learn from the techniques of film also

~

prevented George-from identifying the source of mu‘ch@ 2

contemporary experimentation in the novel.

Indéed, George expressed anxiety about the "Neo-
Georgians" whose works, he said, demonstrated thét |
inteliecﬁﬁal statement,lsocial cohment, aﬁd moral critiéism
‘wereabeing eclipsedrby-preoccupatibné with ae th;tic
virtuosity. 'In particulai;'George derided the| "Neo-

Georgians" fbf opening themselves to a stylistic
eclecticism which admitted a st:bngopictorial influence : (/f

n65 Literaturc, George contended,

should "narrate" and not, like‘painting, "depict.'_'66 He = -~

"unsuited to literature.

P

[



. . /
called the "Neo-Georgians" the "slayes{of impression."”

Theirlmork he said, "seems to’rest on that alone, and to
amount to impre531on without conceéeion. They make
plctures of states of mind, and, by giv1ng all %ﬁé details
of these states of mind, they end by imparting to all ’
impressionsvthe same value. (They will sayrthat this is
their object, because tﬂe eye, unlike the brein, is not a
judge; thus they define eheir divorce from pure litera~

67

ture.)"” In the closing paragraph of his essay, George

conclﬁded Qith the comment that mereb“pictufes" of current
social change, for example, could hardly ifterpret the v
meaning of the present and show ﬁan the way into the
fﬁturef indeed, he said, "a picture of the social
revolution 'written tﬁrough the consciousness,' or whelly
seen from the teriace of a café,r; . . would compare ill
with the product of a cinema cemera man."sq |
George;s essay, with its strongly delineated”

categories, raises at least indirectly a number of interest-

ing questions. Most significant, perhaps, is the question

®

of why George scrupulously avoided any exploration of a
{ : :
, _ B _
conjectured but for him entirely hypothetical comparison

“between the film and the novel. He raised the question,

ollowing year Again he despaired of the
I _

novelists who he felt had forsaken the “eritical tradltlon“‘

again;the

of the novel hlch "he clalmed in hlS artlcle, had been
sustalned by H rdy, GalsWorthy, and Wells, nove11sts who

w1111ngly criti ized the condltlons of llfe in thelr tlme.



During the past teﬁ years, he said, meny novelists had o™
"attempted to confine the novel to impressions of sense-
pictures ‘which the paint-pot and the film produce

better."69 The suggested comparisons between the novelist

and the "cinema camera man" or the novel and the film _

ironij ally suggest critical lmpllcations*which George did

anot intend. Perhaps the fact that George did not suggest

any actual influence of the c1nema on the novellsts, and ..

that he did not include cinema among the interests of

"the new generetion“ which, he.said, "tends to form
comp051te c11ques, where 1iteratuxehand dancing, sculpture
and mu51c, convince each other that they are expressing the
same thing through a variety of medJ.a,"70 suggests that

any consc1ous 1nterest of novelists in the cinema must
have been quite imperceptible to the onlooker; and not

widespread. Or perhaps George's statements simply %

reflected what in 1920 was the general attitude of wrlters_‘

and critlcs toward the actual 1nfluence of the c1nema.

unintentional or deliberate neglect.

.
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D. THE MEANINGS OF THE CINEMA (2): ' THE CENTRAL \
.PERSPECTIVE OF MONPERN NOVELISTS AND DIVERS
- LIKE-MINDED CONTEMPORARIES AND CRITICS

- o

THERE EXISTS TODAY A CURIOUS MISCONCEPTION AS TO THE
ESSENTIAL NATURE OF MOTION PICTURES. WE ACCEPT THEM
UNTHINKINGLY AS OBJECTIVE TRANSCRIPTS OF LIFE, WHEREAS IN

- REALITY THEY ARE. SUBJECTIVE IMAGES OF LIFE. . .-°.- MOTION

PICTURES ARE OUR THOUGHTS MADE VISIBLE AND AUDIBLE. THEY
FLOW IN A SWIFT SUCCESSION OF IMAGES, PRECISELY AS OUR!
THOUGHTS DO, 'AND THEIR SPEED, WITH THEIR FLASHBACKS--LIKE
SUDDEN UPRUSHES OF MEMORY--AND THEIR ABRUPT TRANSITIONS
FROM ONE SUBJECT TO ANOTHER APPROXIMATES VERY CLOSELY THE
SPEED OF OUR THINKING. THEY HAVE THE RHYTHM OF THE
THOUGHT-STREAM AND THE SAME UNCANNY ABILITY TO MOVE FORWARD
OR BACKWARD IN SPACE OR TIME, UNHAMPERED BY THE
fATIOgALIZATIONS OF THE CONSCIOUS MIND. (R. E. Jones,

941) :

. Virginia Woolf was not the dnly writer'to felate,

by 1mp11catlon at least the stream-of- consc1ousness novel.

. with the 'dream archltecture" o7 the fllm—-and both with

the transcript of “subjectlve reallty." Both Dorothy
Rlchardson and WYndham Lewxs did, w1th surprisingly
dlfferent results. Film makers, too, including Eisenstein,

the philosopher, Susanne Langer, the literaryvcritics,

Irving Deer;_joseph Warren Beach, RobertuHumphrey, Harfy

Levin, Roger Shétthck' and others, and novellsts such as

Malcolm Lowry and Alaln Robbe -Grillet have all tended to

. see in the film medium a model'for théiportrayal of priyate

-

v

pefception%ﬁfhe'rhythﬁ'of the>tﬁough£~5tream, Bt as Lewis

more caustically calléd‘it'ét its most elementary'level,
v ) - - ) - ) ‘v/ , i : )
“the dramatit scum"™ which "oozes agﬁ/gécumulates into the

-
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‘ra;characters we see.'

&
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It is often. tempting to assume that film, composed

._as it is of actual visual images which are the projected

photographs of external reallty, is inherently a relatlvely

Y
objectlve form of expression. In their book, The Cinema

«g% Art, Ralph Stephenson and J. R. Debrix, for example,

have stated thatmﬁtheﬂphotographic image oreated'by,a

mechanical process is more objective than other artistic

methods of.,reproduction.“73 Similarly, Edward Murray, in

.

The Cinematic Imagination,'has,taken for granted that what

he has called "machine-like objectivity"74 is one of the

primary properties of film. These writers have llnked
objectivity to mechanism.
Wyndham Lewis has provided the corrective to this

line of\thlnklng by insisting that the camera, which he

‘saw. as the epltome of the machine, gives a hlghly

spe01allzed and hardly "objective" renderlng of reality.

As Lewis frequently pointed out, any eye (for example, the

camera's as well as the spectator s) operatlhg 1n 1solat10n'
~from the modlfylng effects of the other senses increasingly

distorts reality. Slnce "the ‘eye, and 1ts habits," Lew1s.

wrote,- "has a great effect upon the psyche closeted at the-
back of the eye," n?3 the film as medium is unlquely

ompetent to deal w1th the subjectlve side of reallty, for

its effects are prlmarlly on the eye. Robert Gessner in hlS

book, The Mov;#g ‘Image (1968), has summarlzed correctly-

I
"the exc1tlng plastlc surface makes ob3ect1v1ty difficult,

/



.since cinema in its movements ahd,lights, its sense of
presence and immediacy, is similar to a dream experience or
o .
a stream- ~of- conscrousness.‘76
. Film-makers, sensrtlve to the natural propen51ty
of film to be an_essentlally dlstortlng medium,
~deliberately turhed to the'suhjective function of the
camera with varying degrees of aesthetic iﬁteﬁtion and
success. Geoxge . Melles, whose interest in the cinema in
the 1890's evolved from hlS work as a magician, exploited
fully the film's inherent potentlal for transformlng the
apparantly stable Spatial.and temporal aspects of‘the
unlverse into fantastlc, science-fiction representations.

‘¢

Two or three decades later the Expressronlsts, who in thelr

“art emphasized the use of objects of the external world for-

transmitting the nature of inner.experience,-and the
Surrealists, who stressed the logic of dream in their work,
saw in film a ready vehicle for their own aesthetic
“concerns; However, itymight\he claimed that in filmS'sueh

as Wiene's Express1onlst1c The Cabinet of Dr. Callgarl

(1919), and Bufinel and - -Dali's Surreallstlc Un chlen
anddlou (1928),'for-example, the techniques and content,
self-consciously drawing attentioh‘to the theme of inner

subjectivity, tend, by stressing what isvalreadj inherent

in the medium in any case, to parody the medium in which
they are operating.: Similarly, the traditional film-usage

of stock visual or sound devices which serve as sign-posts
) v _ _ s e

R . . - . :

. separating fantasies, dreams, or memories from the film's

a
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'narrative line involves the artificial use of paraphernaiia
which are in Qne sense entireiy redunaant or self-mocking
in termé of the medium. | o

In "A Note on Film," contained in a brief appendix

at. the end of her study of art, Feeling and Form, Susanne

Langer, having recognlzed the subjectlve aspect of fllm——
'of film tending toward pure thought, pure dream, pure
inner lifeﬁ77r—as its basic characteristie,,has-linked the
nature of the film-medium and.the_structure of the filme
form with that of'dreams.‘ Film, with its freedom from

the restrictions of a fixed, Continuous space and time, and
vi:
n

with 1ts perpetual presentness-—lts "endless Now
partakes, she wrote, of the conventlons of the dream mode:
"I do not mean that ‘it eopies_dream, or puts-oge into a
daydream. Not at all. . . . Cinema is 'like' dream in the
mode df its presentation: it creates a virtual present, an
‘order of direct apparltlon. That is the mode -of dream.'79
Hav1ng referred to Eisenstein's dlscu551ons of the’ lnfluence
of montage on  the spectator, Langer ‘saw the spectator of -
fi;m as a subjective participant in the personal re-creation
of a dream;wor}d. Filﬁ, She'said, "seems one's own“ |
4creati0n, direct visionary ekperience, a ‘'dreamt reality.‘"so‘

In.cohtrasting the'ﬁovel and tﬁe dréma>in terms of-
their respective relations to the fiim, Langer'stated.that
it is the novel which petentialiy offers thevaesthetic

peculiarities which might most readil§ parallel those of



the film, especially the f11m's penchant for, %§ Dorothy

Rlchardson once put 'it, "making game of time and space."81

A story narrated, Langer wrote,ﬂ?doeé'not require as much

'breaking down' to become screen apparition, becausg¢ it
has no framework itself of fixed space, as the stage has;

and one of the aesthetic pecnliari s of dream, which the

moving picturevtakes over, is thé nature of its' space.
Dream events' are spatial . . . but Ahey are not oriented
'g‘in‘any total space. The same is txue of the moving

picture: . . . its space come and g es,"82

Literary critics; too, have seen in filmvetructure
E?ﬁﬂﬁBer of devices which.pelp to_defineethéhmodern
novelists' narrative techniques and their preference
for subjective}and flowing'thought,patterns rathg}'than
for a stable authorial_point of‘vrew.v A statement bf |
Irving Deer, although it does’ not speak to the issne'
involving'Engiish etream—of—conscionsness noveliets,g
.'nevertheless gives an indication of the kind of sensitivityv
.to be”found in the thinking of a few other Critics as well.

In a recent artlcle (1972), Deer suggested that one can see
"in the work of Strlndberg, Dostoevs and Kafka, among that
_of many other wrlters, expre551onlsta§g psychologlcal and
dream technlques strangely akln E? the fllm in the fluldlty
they suggest about human experlence, a fluldlty expre551ve

of partlcularly modern 1deas about the dlssolutlon of

character, the p0551b1e distortions and 1nterdependence of

©
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“time and space, the strange 1nterm1ngllng of illusion and _

reallty, and the breakdown of any fixed moral or spat1al
reference pornts.v83' ‘ : )

' Four decades earller Joseph Warren Beach,
referring in partlcular to Conrad, James, nd Plrandello

in hlS work, The Twentleth Centng_Novel (1932), dlscussed

in terms of cinema wrlters dwelllng on the mlnute aspects
of thEII characters subjectlve predlcaments. Tlme and
space are infinitely expanded to create. what‘he termed]the
A"subjectlve close-up“84 commonly found in modern novels.
"Wwondexful comblnatlons of close-up and ralentl are.found,“
_he wrote by way of-comparlson7 "in the masterpleces of

' Charlie Chaplln and Emil Jannings.' w85 Dlscu551ng alsO'the
prevalence of the fantasy or day—dream in the stream-of-
con501ousness novel and the manlpulatlon of the order of

tlme and space Beach agaln turned to the . c1nema. " [an] .

enllghtenlng analogy 1s‘¥erhaps that of the mov1ng plcture,

‘espe01ally the sort culti ted in Germany7~France, and

Russia, with its generous use of cut-back, of. symbolic

themes, of dissolving views,’, 1 meant to give the picture

a wider and richer significance

€ -

han that of a.mere story

told in chronologlcal sequence. n86 He added: "It is

o

probable that the mov1ng plcture has had a very strong
1nfluence on the stream-of—consc1ousness technlque. 8? He

suggested that where the stream-of consc1ousness technlque

can be said to fail in the novel, the valuatlon will be

\
that 1t is. "not practlcable for word—plctures, however-'

39



,ness writers have grasped.

practicable it may be for pictures taken on a photographic f

plate."88 ;

Robert Humﬁbrey; in his book, Stream of Conscious—

 ness in the Modern Novel (1954), llke Beach linked the LR

.stream-of-consciousness . novel w1th the dream-llke aspects

of the'cinema;?1Concentrat1ng particularly on the work of
James Joyce and Virginia Woolf, Humphrey saw in their use
of what he called time—montage and space-montage the basis

of his‘:analogy between novel and £ilm. "The chief function

of all of the cinematic devices, particularly of the basic..

one .of montage, 'is to express movement and coexistence," he

wrote. "It is this ready-made device for representlng the

nonstatlc and the nonfocused which the stream—of consc1ous—.

"89

Perhaps largely because of Joyce s promlnence

- among modern wrlters, most crltlcal acknowledgement of the’

!

importance of the development of cinema for contemporary

novellsts has concerned itself w1th hls work. Harry LeVin,

<

for example, wrltlng of 1zsses in 1941 drew attentlon to

a comparlson ‘which Wyndham Lewis had made flfteen years

~earlier.  Levip suggested'that "Bloom's mind is . . . a

°

"motlon p1cture, which has been 1ngen10usly cut and

carefully edited to emphasrze the. close—ups and fade-outs
of fllckerlng\emotlon, the angles of observatlon and the

flashbacks of remlnlscence.‘ In its 1nt1macy and in 1ts

contlnulty, Ulzsses has more 'in common w1th the cinema than

40
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.with other fiction. The movement of Joyce's styley the

. thought of his characters, is like uhreeling.fiim; his

method Qf‘construction,uthe.arrangéﬁént of this faw-

| matefial, invoived tﬁ; cruciél'3peration of ‘moni:age'."g'0
-Eisensteiﬁ, Jh6.SPCke ektravagantly'of therf

pbtential in film for reconstructing "all phéses and"ali

specifics of the course of thought,"91

gave an incisive
assessment of the kinship between film and the work of

Joyce. Emphasiiing Joyce's use of "integio: monologue,”"

Eisenstein selected Ulzsses,and Finnegans’ Wake: as

representative of a mode of.literaturé which most closely

.:approximates;the cinema's ability-#aSuhe°ideally envisioned

it--to provide a totality of the inner experience of man:

: . Here was reached the limit in reconstructing
the reflection and refraction of reality in the
consciousnéss and feelings of man. :

' .Joyce's originality is. expressed in his .
attempt to.solvéd this task with a special_ dual-level
method of writing: unfolding the display of. events

. simultaneously with the particular manner in which
*" these events pass through the consciousness and
feelings, the associations and entbtions of one of his .
chief characté%s; Here literature, as nowhere else,
achieves an almost physioclogical palpability. To the
S whole arsenal of literary methods of influence has
been added a. compositional structure that I-would call
"yltra-lyrical." For while the lyric, equally with
the imagery, reconstructs the most intimate passage of
the inner 1logic offfee%ipg, Jgyce patterns it on the ~
physiological organization of 'the emotions, as well as
on the émbryology of the formation.of thought.92

Joyce himself saw the relationship between the articulation

of modes of consciousness in his own work and that 6f;film.

" .

Eisenstein has indicated that when he met Joyce in Paris,;* -

Joyce "was intensely intgrested in'[hiSI plans fofuthe.;

] ’
' >,
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inner film-monologue. .. . . Despite his almost total

v

blindness, Joyce wished to see those parts of Potemkin
-and October that . . . mbve along kindred lines."93
- Malcolm Lowry, wr1t1ng mainly in the 1940's during

a perlod when he v1ewed the stream—of—consc1ousness

experlmentatlon as a major*achleyement characteristic of
an earlier generation of writers, substantiates in his

criticism and fiction the appropriateness of linking the

" subjective aspects of the'film and the subjectivist tenden-

cies of the novel. Lowrj}s Under the Volcano (1947), a

novel which critics often take to be modelled on Joyce S

b

Ulysses, is the portrayal of three characters whose
tormented souls are des%rlbed in terms of subjectlve,
often surreallstlc, perceptlons of fragmented personal
worlds. Lowry's use of fllm—llke technlques and forms in
a novel in which the'characters verge constantly toward
the abyss of inner:hell brings to mind a statement of i
Eisenstein's in which he spoke‘of &he ab. ity of film and
of literature to treat highly abnormal v LAWS of reallty._.
"Only the fllm—element commands a means for an adequate~
presentatlon of the whole course: of thought ‘through a

o

. disfﬁrgea mind," he clalmed "Or, 1f llterature can ‘do- 1t,
. o

it is only a 11terature that breaks through the limits of

94

its orthodox enclosure " The worlds of . inner agony,

revealed in Chapters II- XII of Undcr the Vblcano, are

fllm—llke, Lowry once suggested in a statement referring.

. to the mlnor character, the_Prenchman M. Laruelle, whose
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fllm-maklng interests are introduced in Chapter I of the
Anovel' "1f you look closely you could see that the whole
book could be taken to be M. Laruelle's fllm-*lf so,vit
was my way of paylng devout trlbute to the French jllm."gs‘

Lowry wrote elsewhere of Under the Volcano: "It can be

regarded . . . as something like a cowboy fllmy.‘l . ca

crazy film."96

In the novel itSe?f,ngonhe Constable's nightmare-
like fear of being always%pursued through the dark streets
ofsNew York provides a succinct illustration of Lowryﬁs
overall method. Subjective fears, in a more self-
consc1ously literal manner. than is generally the case in

Undexr the Volcano, 1nterm1ngle w1th the shots of a fllm.

Coming out of the black but neon-lit streets haunted by

men who seem to her to have~tost all hope in life, Yvonne
: - o :

enters a cinema: "'Yvonne, Yvonne!' a voice was saying at -

her entrance, and a shado herse; gigantic, filling the .
whole screen, seemed leaping out of it at her: . . ;‘[it
‘was] as if she had walked straight out of that world

outside into this dark world on the screen,'without taking

breath."g'7

\
‘ ’ o 3 :

~ly feel or'articulate'their awareness of the appropriate-

‘ness of the analogy between film techniques and the move-

'ments‘of inner life. indeed, they often regard the film as

In some of his novels Lowry's characters conscious-

an extension of that reality. 1In October Ferry to Gabriola,
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for example, Ethan Llewelyn, hauntéd by his own sense of

guilt, goes to the local cinema to see The Wandering Jew, a
movie about the fugitive who roves about the world as he
begré the curse of God. 014, irrational fears that he
himself is a type of the Wandéring Jew suddenly expand when
he senses that the movie is"providing a continuity'%or the
feelings of his own soul: "'Subﬁectiyely' . .(: Ethan
wondered if this'wasn't an almost universal experiénce,’
when life was 'going desperately, and you droppéd into some
‘lousy movie to get away fof‘;n hour from yourself, onl;‘to~
discover that, lo and behold, this movie migét‘as well
have been a sort of symbolic projection, a phantasmagoria,
of that'life of yours, into ﬁhich'ydu'd‘cqme_halﬁhay
‘ thrbugh.“98 It is, to use Eliot?é phrase, *"as if a magic
lantern threw the nerves in pétterns_on_a screen:"gg‘

For Lowry, stream-of-consciousness might more éptly
be descfibed as the downWaid plunge of consciousness,
éince many‘bf"his characters. are trammeled by their own
iﬁﬂér selves as they hasten toward what seems like inevit-
able destruction. Lowry found in the movie process itself
a metaphgr——based on £hé réel} or wheel 6f'time; turning

relentlessly--which best interprets the sense of unavoid-

able annihilation. -For example, in thinking of the movie,

' The Wandering Jew, Ethan contemplates its hero, "going to
“his predetermined ruin. .. . [Algainst such a predeter~

mined doom,'as,against.one's fate in thé\nightmare,_finally
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you rebell , How? when the Tilm will always end'in the
same way anyhow?'"loo Deeply spiritual agonies also lead

‘the hero of Dark As the Grave Wherein My Friend Is Laid

to equate his inner life withrthe life and mechanical
movement of films. Sigbjgrn Wilderness desperately askskof}/ -
himself: "Was he the director of this film of ﬁis life?
' Was God? Was the devil? He was ac'actor.in it; but if
God were the director that was no reason why he should not
constantly apbeal to Him to chehce the ending."101
| Ic'the text of Lowry's:still unpublished film , }

version of F.»Scott_Fitzgerald's‘Tender'ig’the Night, he

again identified and emphasized those qualities which
relate film to the wide range of uncontrclled,lsubjectiye
responses within-aﬁy individual. While explaining his

: surrealistic and potehtialli.quite literary use gf,writtenv

102

word- symbols——"srgns, words, advertlsements” --which

were to f1 sh erratlcally across t movie screen, he made

the script:

Whlle all this is paSSLng at such great speed it does
not haveé time to sink into our minds, in fact some of
these things may be only half seen, nonetheless it all
contribdtes to what one might call the subconscious
i of the movie itself, thereby rendering it ‘the more
ramatic. More than that such attention to detail,
hilosophically speaklng, gives the film a sort of-
olipsistic world 'of ‘its own which, if expressed in
ccordance with strlct realism at in turn is in
accordance with the actual historical facts, will
1nev1tab1y increase our response .to it by appealing
. to facets of the consciousness not usually called into
¥ play. . . . Many emotions may be evoked in the
o spectators without their being aware of how, or with-
out, even, being consciously aware that they are belng
so evoked, which all add up to the 1mpact and flnal
impression.103



Like Lowry, Alain Robbe Grlllet, novelist and now
film—_maker,lo4 has been orlented. in hlS discussions of
the French New Novel, toward an 1dent;f1cat10nxof-f11m withv
'intenseiy subjective expetience. In his explanation of
the '‘continued use of a dlStlnCt c1nema-mode in the writing
of the New Novelists, he has stated that it is not the

reputed'objectivity of the camera, but its access ‘to

rendering life by means of a-highly specialized perspective,

whlch has determlned the writers' choice of techniquesﬁ
*it is not the camera s object1v1ty whlch interests [many
of the new novelists], but its poss1b111t1es ln the realm

\of the subjective, of the 1maglnary . e . [Thelr terest

is] in the 1mage as in the sound, the p0851b111ty of

resenting with all the appearance of incontestable

'O

'ect1v1ty what is, also, only dream or memory—-ln a worxd,
what is only imaginatlon."105 A world unfoldlng accordlng
to conventions which highlight the subjective aspect of a
charactex'e 1ife is, Robbe-Grillet has indicatéa,_the
artist's compliment to the reader/spectator,,for it is an
incitation for the reader/epectator to participate |
creatively in -giving meaning and ordgr to the world of
drean: "far .From neglecting him, thebauthor today
proclalms has absolute need of the reader‘s cooperation,
an actlve, consc1ousq'creat1ve a551stance. What he asks -
- of h1m is no longer to receive ready—made a wotld

| ccmpleted, full, closed upon 1tsel£, but on the contrarj

T
g
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to participate 1n a creation."106 ‘ !

Acceptlng the technlque of juxtapositlon as central

to the methods of the modernists, Roger Shattuck,,in The °

Banquet Yeafs_(lQSS)‘has summarized the rationale belind

such writers' use of a verbally aldgical utructﬁring~of
the elementé of their art, and has stressed the importance
of the cinema as the primary mofel for. the modernists'

tendency:

At last an answer begins to emerge to the
question of why the seemingly rough and arbitrary )
technique of Jhxtap051tlon has shaped so many modern
works, why it is. art at all. The intimacy of the
voyeur relationship to art, watchlng it from-the
wings, represents a yearhing to be 'in touch with the
subconscious world which produces -it. This candidness
is turned inward. ' Interest in the inaccessible
resources of the human mind induced the arts td
model themselves less‘and tess on the rational pollﬂe

disciplines of the past ‘They . sought* what Sergei - ,

-

Eisenstein called "inner speech." Subconséfous
thought processes--dream.and memory and wit--
function by sudden leaps the way a sPark jumps a
gap. The arts have sought to duplicate these 1nner
creative processes, to poﬁtray them without puttlng
them through rigorous realignments of dramatic
development, linear, perspective, or tonallty. Self-
reflexiveness aims a work. of art at itself, at 1ts
own development, as both subject and form.
~Juxtaposition, with its surprises and intimacy of

* form, brings the spectator closer -than ever before
“ta the abruptness of creative.process. The film, -

" for example, an art of pure Juxtap051t10n conveys.
the restlessness of the mind in action. 7 :
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.E. ".NOVEL AND FILM: THE NOVELIST'S PERSPECTIVE

IN MOBERN - LITERATURE THERE IS PROBABLY NO MORE CELEBRATED
TECHNIQUE THAN THAT O.F THE STREAM _OF CONSCIOUSNESS OR '
INTERIOR MONOLOGUE. . . ' THE. STREAM OF CONSCIOUSNESS

IS REALLY MANAGED BY THE TRANSFER OF g"ILM TECHNIQUE TO
THE PRINTED PAGE, WHERE, IN A DEEP SENSE IT REALLY
ORIGINATED. (Marshall McLuhan, 1964)108 o

Recent interest in deveioping an aesthetic abproach
which.aeals with thejrelatibnship-between novel and film
has centredltoﬁsome extent%eh the literary and film work .
- of Alain Robbe-Grillet. The critic Bruce Morrissette, in.

an overview of the history, the current state, and the

R
w

possible future of'"a combined rhetoric of these two basic

n1039 has tried. to show that, usxng the

arts of fiction,
work of Robbe—Grillet as’a.klnd of base, the‘comparatlvist
nay moveAtoward the structuring of such a combined'
rhetoric;' He has seen in the work of Robbe—Grlllet--both
the novels and the fllms-—"an 1ncrea51ng 1nterplay of - -
110 >

technical innovations in thé two genres." _ Already in

1965 he contended that the art of Robbe-Grillet "may well
‘serve as the 'ba31s for a unlfled f1eld' theory _of
novel-film relatlonshlps in the future." He suggeeted thatA
“the art of Robbe-Grillet, with its objectification of
 mental imeges;'its Pse‘of psychic chronology, its
'.‘deve‘_lopmer'xt-f)f"ebjeéta_].‘I eequences or series related
formally-and fuhetionally to plot and to the implicit

.
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psychology of characters, Lts refusal to engage in 10g1ca1
dlscourse or analytlcal commentary, is as 1dea11y suited
to: film as to narratlve. nlll

Although Morfissette has placed undue*sttess-on
what he has cons1dered to be the centrality of the role of
Robbe- Grlllet in this regard his empha51s on approachlng
the comparative aesthetlos of novel and film throughvthe
thgnking of a single aftist.personally involved in both |
media is significant. It represents in principle.the
approach which is used in this study.’ Thﬁf approach
differs from that of the critics who ignore the novellst s

own vision, or 1nterpretat10n, or definition of the .

cinema. Such CrlthS often “tend to use a catalogue of

- criteria which may c1rcumvent those perspectlves .only to

be establlshed by taking into account the no%bllst S own

views.

It is appropriate that Morriésette haS'approached
the question of influences‘and of comparative criticism
cautiously. He has objected partioularly to various
critics' tendency‘to "minimize inherent specifié differ-

112 by a literal 1dentification of one medium with

. the other. Indeed, comparlsons between the two arts,

rooted in two such radically dlss1m11ar medla, print and
v1sual images, work best analoglcally and not 11terally.

The key p01nts of the analogy--ke that is, from'the

-

r'perspectlve of the novellst in questlon——constltute one’

P



of the main areas of conoern of-this study. .In the case
of Lewis and Richardson, what were for each the central
points of the analogy provide the meanling OEJZhE)metaphor-—
the cinema taken as metaphor—-as it was employed stylistic—
ally and thematlcally by each

Both Lewis and Rlchardson were partlcularly
sensitive to the new medlum and to the p0551b111t1es for
change in the form of “the novel. Since their statements
about cinema. and their awareness of an analogical

relationship between film d novel were intensified by

their own aesthetic concerns) their work should be of
interest to anyone occupied as Morrissette has been with
"the inoreasing interplay of technical innovetion in the
two genres" and with the history'Of the development of a
‘wunified field theoxy" for the two media. Wyndham Lewis,
who exoefimented with both v1sual and verbal forms before
the first World War, used c1nema as a metaphor to explore
.his complex response to the %nc:ea51ngly selffconscious‘
snbjectivity of the ‘modern novel. His development as an
artist carfied him from a spifited’éabioratiOn of cinema-
like technlques and structures in early works such as The
f_ne_z of the Stars and Tarr to a rejectlon of such

techniques in the novels of the late 1§30's (The

‘ Chlldermass and The Apes of God), which 1ncorporate

brllllant parodleq of the stream-of con501ousness novel .and

satirical commentary -on the effects_of the new media onothe‘
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~individual and collective con;gfousneSs. Dorothy
. fiction, Pilgrimage, begun

Richardson's life-long work o

before the onset of the war, provi ' sustainéd

demonstration of aesthetic principles dérived from her own

~ view of the cinema. ' _ ~ , \
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‘ a PART TWO

e

THE MIMING OF CINEMA

,/)\\quOROTHY RICHARDSQN'S LITERARY EXPLORATIONS:

Lo~

IF YOU ARE A NOVELIST AND WANT TO WATCH YOUR SCENE TAKING
PLACE VISIBLY BEFORE YOU, IT IS SIMPLEST TO PROJECT IT ON
TO AN IMAGINARY SCREEN. (Christoplier Isherwood, 1947)1

*

THE OUTER SKIN OF THINGS, THE EPIDERMIS OF REALITY, THESE

ARE THE RAW MATERIAL OF THE CINEMA. IN GLORIFYING ‘THE )

MATERIAQ IT REVEALS THE PROFOUND SPIRITUALITY OF MATTER

AND ITS RELATION TO-THE MIND OF MAN WHENCE IT IS DERIVED.

(Antonin Artauwd, 1920)2 : : ‘ ; :
. ’ A
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"A. DOROTHY RICHARDSON AND THE CINEMA: BIOGRAPHY AND
BIBLIOGRAPHY IN BRIEF . - ;

THE CINEMA, HAVING BEEN FIRST A NINE MONTHS WONDER AND
THEN, ALMOST TO DATE, ‘A PERENNIAL PERPLEXITY, MATTER FOR
PUBLIC REPUDIATION MITIGATED BY PRIVATE AND, WITH FAIR .
GOOD FORTUNE, SECURELY INVISIBLE PATRONAGE, IS NOW PART OF
OUR LIVES, RANKS, AS A TOPIC, .ALONGSIDE THE THEATRE AND
THERE ARE FILMS THAT MUST BE SEEN. WE GO. NO LONGER IN
SECRET AND 'IN TAXIS AND AILONE, BUT OPENLY IN PARTIES IN
"THE CAR. (Dorothy Rlchardson, 1927)3

Dorothy Rlchardson s personal lnterest in the
cinema found artlculate critical expression durlng the
years 1927 to 1933, when she revealed her attltude toward
fllm in a 1ong series of essays wh1ch appeared under the
general heading, "Continuous Performance.” The essays,

- numbering about twenty in all, appeared in Close 23,4"

a little magazine whieh ﬁichardson;described in 1951 as
having been "the first to take cihema'seriously."s. In a
'stateoent she made in 1927——"We are for THE FILM as well as
for FILMS"G—-Rlchardson expressed the generally prevailing
attitude she held toward the cinema in the days of the
silent fllm.‘ Her unequivocal admlratlon was modified with
the coming'of the talkie.

Rlchardson s strong’ attractlon to the s1lent fllm

predated her period as film essayist by many years. She‘

v ]

recollected in 1928 what had been for her the wondrous

sense of the much earlier'impact of moving pictures as

53
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"those crudish, incessantly sparking, never-to—be-forgottenv
_photographs, settlng the world in movement before our |
enchanted eyes. n? Her earliest attractlon to the c1nema'f
lay not in its aesthetic achleyement, of which there was
at first little, but simply in the "mlraculous" presence
of objects in motlon "We were knocked silly by the new
"blrth, were content to marvel at the mlracle.
. By the 1920's, however, .when aesthetlc achlevements

of a number- of film-makers had made the cinema a proper

RS "y

candidate for a place'among the 1eg1t1mate art forms,
Richardson . stated: "That babe is now a youth, a thing of
beauty. ? She felt the cinema would fulflll the hopes of
those, llke herself, who saw it as a medium for art. ?So
| far,ﬂ she wrote: emphatlcally in l927,if1ts short career of
some twenty years is a tale of splendid achlevement. Its

wlO0

‘creatlve power is 1ncalculable. She espec1ally -

Jappre01ated generally the German and Russian fllms, and ‘

pointed spec1f1cally to The Student of Prague, with Conrad

Veidt, as a prime example of f11m as an art form. 1L Als
contemplating a potential 1list of the world s “Hundred

Best Fllms" she’ suggested in 1929 that some of them "ha

already been made in pioneering Ru551a nl2

’

Rlchardson clalmed in 1928 that she had grown

' impatient with those critics whom she descrlbed as scornin

"the c1nema and all its works."13 In an eloquent defence Jof

the future of the cinema as an art form,_she sarcastlcal y
1%



attaeked "the ravings of the i?ullientjcritiesu who;,ih
 her opinion, were motivated by a"desire to nip in the
bud®™ what they saw as a "virulently poisonous growth."l4

*The critics might have been suffering, Richardson surmised

from a paran01c "vision of the c1nema as embarked upon an

orgy of destructlon that would demollsh the theatre, leave

literature bankrupt and the public taste-hopelessly

debauched."%l5 She dismissed this vision by calllng 1t

"futility personlfled."16

In her pleas for a.hide—spreaa aeceptanEe of ‘the
¢cinema, Richardson distinguished what she called "the
'Fllms"—-those Whlch occupied a nlche patronlzed by the'
peculiar mlngllng of people at that tlme ‘known popularly
as nlghbrow"l7-fffom what she referredfto as "the
wMov1esl”18 ‘éhe wrote ih 1928 thatp"roughly, there are the
- two main territofies, the'territo;y of the Films,‘andﬁthe
territorj'of the’Mévies. The Films climb, austere and

t
poverty-strlcken while the Mov1es roll in wealth upon the

lush floor of the valley."19 ~Rlchardson chose to defend

the "bad, beloved" but often'very popular "Movies" against'

the attacks of the highﬁ%oWs. ~ She suggested that the
. attackers were too:inflex1ble in their lack of empathy

with audiences whose llfe styles or educatlon had

produced an order of tastes different. from théirs. There -

woﬁld'aIWays be a legitimate demand'.she malntalned for

“.an art which appealed to the."phlllstlnes,“ an’ art
. . A
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thriving on stock characters, formulaic'conventions of
plot, and happy endings.

When Richardson was asked, "[wjhat thinos‘do'you
really like?" in a questionnaire sent odt by the editors{of’

the Little Review in 1929, her reply 'included four. times in
20

one paragraph the words, "[tJhe cinema." In’iesponse to

the same questionnaire.shemlisted "Sound and Colour in

o cinema"21 among‘her "dislikes." Riohardson's preferenoe ”
7ﬁfor silent cxnema-—that 13,?%52 c1nema in which the only !
‘sound was that .of musical accompanlment——was 1nten51f1ed'

at times to religious’ devothn. "The film," she wrote,,
. M

"is a spirit and they that_woiship'it must worship it in
spirit and in truth. n22 '

Although, Rlchardson at tlmes expressed her dellght
i

in the new medium in most ecstatlc terms, shevalso i
.recognlzed some of its short comlngs in comparlson w1th
llterature.- The mechanically- paced forward looplng of the
fllm, she observed, allowed the spectator "none of the go
- as you'please that is one of the charms of readlng,.no

pause -for reflection, ho turning back, no possibility of

apprehension."23 A spectator must "adjust [his]

sen51b111t1es to follow its pace and either keep them SO
adjusted or mlss the whole, miss the closely woven |

24

contlnulty that is the llfe of a good film." Rlihardson

summarlzed succ1nctly you cannot hold a film in your

25

hand and study it at leisure." L1terature~—1ts medlum'
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print}-its format the book--remained aIWaYS for Richardson
the "intimate domestic friend, the golden lamp at the

elbo_w;"26

-

<.

The arrival of the talkie brought into perspeetive
for Richardson ndtvonly the question of an aesthetic
which would deal with the talkie on the one hand, and the
_W;51lent £ilm and also.the book on the other, buj also the
'.questlon of the future of the 511ent fllm and‘ notwith-
standing her ridicullng of the "ebullient critlcs," the

future of the book: She also wrote in 1929 that\ghe was f

fearful that the silent feature film, which she
affect;onatelyvoalled "the silent magic lantern,"27'wou1d
be forced into extinction by commercial exploitation_of‘
“the public's demand for novelty. As for the future of
‘the novel, it seemed to Richardson that simple observation
reveaied that the film actually had expan?ed rather than
diminishedAthe market for readers.' She claimed that "the
£ilm to;date has reinforced the book by‘creating‘more 5

- readers than it has destroyed if indeed it has destroyed
any. The two arts are v1srb1y playlng into each others

hands n28 Rlchardson felt sure ‘that H. G. Wells, who, in

h1s 1ntroductlon to The King who was a‘kl_g, spoke of “the

fllm s power of eXcelllng the wrltten word " must have

el

been overstating his case to find acceptance fog\exless
extravagant .point. She was certain that "1t ~[was]’ hardly
possible to suppose that Wells [saw] .in the arrlval of -the

film the departure of llterature. n29
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Most radically and optimistically for her time,
Richardson predlcted in 1929 that the cinema would '
probably, as it progressed, "achieve for all the arts

30, In partlcular she

renaissance rather’than death."
pointed out that "in literature alone it [was] creatlng

a new form " She explalned that "just as the stage play//
~created a publlc'for the written play and many are the
'unplayahle plays that-are eminently readable and guite
numerous those who in.ahy oase.would rather read a play

than see it acted--so will the practice of film-seeing

‘ create a public for the film literature of which, if we.

'”'n;pttthe miniature scenarios from time to time appearing

xiodicals, Mr. Wells' own book is characteristically

31

Pfgh, the first example."~ Richardson, acknowledging

. - gl . 4§ .
at.ftﬁiré are plenty of people who believe that what is

Ra

‘an artistic success in one medium cannot be born,ali- n
another," always maintained that "there are, fortuna ely
for those who_enjoy‘experimentih&;in more than one medium,

plenty who do not.‘"32

Her own novel, Pilgrimage, is a

-« . ' . . . 3 'b/ .
major exercise in the literary mimicry of film.

A small number of_literary critics and-reriewers;'
writing at an eariy“point in the publication.of
Rlchardson s series of fictional volumes~—wr1t1ng prlor,

T that 1s, to the appearance of Oberland (1927) and to. -

Richardson's .first essay on film (1927).in Close ggf-‘
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suggested indirectly or tried to show, at times derisivély,

that Richardson's fiction had something in common with the

film. It %as, for example, the current of'literary‘critics'

grudging prejudice against;the cinema which provided both

an anonymous reviewer and the critic, John Middleton Murry,’

with adequate means for derogating the novel. Pilgrimage,
they wrote in 1920 and 1922 respectively, was "merely an

endless film,"33 as "tiring as a twenty-four-hour -

cipematograph without interval or plot.n3€‘

The prerailihg
opinion that cinema‘was the formless product{pfma |
necessarily uncreative recording machine again provided the
‘basis for’a description of Pilgrimage in 1924: ."The'
succession is that of the episodes in a 01nematograph £ilm
with a tenuous plot « « « [T)he author contlnues-to
turn the:handle steadily, and everything . . . is
_ reproduced with equal fldellty n35 |

Other early critics, more sympathetic to cinema,
drew on their 1nterest‘1n the new medium in their

discussions of Pilgrimage. Alluding particularly to the

.elnema s tendency to create temporal and spatlal

dlscontlnurtles in narratlve structure, one reviewer in

1921 wrote of "Miss Richardson's' photographlng-of the

actions and interactions of unusual mental states with

exceedinéiy commdnplace outward'events}" ana of "the

bewr}derlng cinema-like habits her photographs have of
|

yd
'fadlng bdut' into a set of dots across the page and turnlng

into someth1ng quite d1fferent;"36' In 1919, while.
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describing what he referred to as the "kaleidoscopic
speed" of Miriam's changing moods, another reviewer '

suggested that readinngilg;image was "like watching a

‘cinema show.“37 And in 1923 the first six volumes of

Pilgrimage were described by~§till ancther critic as ,
Richardeon's presentation.of "a cinem of her mind."38 : '

Critics who wrote after 1927 referred more’deliber—

ately to the ev1dent parallels between Pllgrlmage and the

film medlum. E. M " Maisel stated in 19239 that a "careful

investigation of such factors as . . . the advent of cinéma

. . » would undoubtedly point to a stage’ in which

n39

[Richardson's] style was ripe for dlscovery Edward

Wagenknecht, noting that 1n readlng Pllgrlmage "we see

the world, and we see other persons, only as they 1mp1nge
upon [Miriam's] consc1ousness, concluded in hlS dlscu551on

-of Pllgrlmage 1n 1943: "Sometlmes the vividness. whlch

results is essentlally c1nemat1c. w40 In 1956 Leon Eéel, 'd

discussing narrative point-of-view in Pllgrlmagb,Aand

noting the 1nflueﬂpe of Henry James, "the master,

directed, attention to the dellberateness of Rlchardson s

ch01ce of what he called "camera eye technique:

" The fasc1nat10n of puttlng the reader into a given

angle of vision and keeplng him there--this was the “
. lesson of the Master for Miss Richardson and she .

! learnt it well- it became the guiding’ llght by which
she worked:

"The traln was hlgh above the platform
Politely smiling, Miriam scrambled to the window.
The platform was~mov1ng, ‘the large brlght station
moving away.- Fraulein's wide smile was creasing

~and caverning under her hat from which the veil
was thrown back . . Frauleln s .form flowed slowly

0. .

s . ——— 3
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-experience. - L.

away with the platform."
To~day we would call. thls\the "camera ye"
S0 accustomed are we to seeing it done in the iinema.
Miss Richardson anticipated the moving picture camera;
from the first she brought everything into"the orbit
., ©Of Miriam's eyes and her senses. . . .41

A ]

Finally, in 1963 Gloria Glikin wrote that Richardson's

"attraction to the c1néﬁa is appatent in Oberland the most

pictorial of her volumes and the one in which she .

d;splayed her clear grasp of c1nemat1c techniquesh42
As I examlne Pllgrlmage, I shall pay spec1al .
attentlon to Oberland which appeared at a tlme not only
when Rlchardson was turnlng to the wrlting of essays on the
film, but also'at_the time when the sileht cinema was well;
established. Although Oberland has been singled out ds
a Yolome showing most graphically and in a most‘suStained
way the influeﬁce of the cinema upon Richarxdson's"

.-

lmaglnatlon, Pointed Roofs, the flrst novel of Pllgrimagekx

| begun in 191343 and published 'in. 1915 ~already provides

R

ev1dence of Richardson's overall approach to her flctlon by

-

what may be referred to as cinematic technlque. ‘¥1th the

.hope of enlarglng the v1ews of crltlcs who have seen, in

terms of their own deflnltlons of the cmnema, ev1dence of

' .
¢

the lnfluence of cinema in Rlchardson s stream-of—

consciousness novel, I 1ntend now to examlne first

<

Richardson's personal views about film as a medlum and %er

_1nterpretat10n of the medlum 1tself, and then to view .

‘Pllgrlmage in the llght of flchardson S own aesthetic/

phllosophlcal deflnltlons ‘of . fxlm and of the\?}Iﬁ;view1ng-

)

-
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spectator to partlplpate in what she considered to be

,‘between the individual and the env1ronment. In 1934,

" the contomporaly soc1al "relevance of art Rlchardson

-faculty of’ ‘contemplation. In other words:- while subject'

B. RICHARDSON'S AESTHETIC (l)h THE CINEMA AND
THE SPFLTATOR S

4

L)
N Lot

THE EXPLORATION OF THE CINEMATIC WORLD IS FRAUGHTMWITH
EVEN, GREATER CONSEQUENCES THAN THE EXPLORATION OF THE
PHYSICAL WORLD. . . . IN THE DEPTHS OF MATTER LIE
INCALCULABLE AIRY REALMS UNSUSPECTED BY THE DEVOTEES

OF THE SPIRIT WORLD. SO TOO, IN THIS WORLD WHICH WITH -

. OUR WAKING EYES WE RIGIDBLY TAKE FOR GRANTED, FROM THE

MOS'™™ DEMONIC TO THE SUBLIME, WHICH ONLY THE PLAY OF
FANTASY CAN BRING TO LIGHT." (Henry Miller, 1947)44

Y
2. -
o . . -y

A

» . e S

? . ot

' Art said Dorothy Richardsdi, invites the
*

tion"™ between the individual and the work of art, or,

»
hav1ng been’ asked in a questlonna;;e her oplnlons about

responded 1n terms which encompassed but also. superseded

5\‘ o - ~ 7
the scope of tﬁ% questmon:‘ "the relevance of art of

all kinds and on all leuelsi to "exiStingfconditions,' at

¢

all times and in all places," she %?ld ;"re51des ln its

:”;power to create, or arouse, or call 1nto operatlon (but

not to dlreet-—that is the bu51ness of ethlcs) the human

&

to the influence of a work of art we are, ourselves

artlsts, supplylng creat1Ve collaboratlon 1n thedgorm of a
2 : .

reaction of the totallti}bf our creatlve and constructlve

~and d151nterested bs;ng.“45 This response by Rlchardson;

3 xs
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'fproduct of a "ﬁ%able human consciousness.

-is a succinct summary'of'what remained throughout her

career her central p051tion on the 51gnificance of art. .
At various times Richardson discussed the narrative

arts, literatureLas well as film, in terms of their

relation'to her views dh the~pol1ahorative_function of

art. For exampte, in a discu;sion of the Eﬁvel} during

which she was countering certain implicatiohs of the

label, "stream of consciousness,“vbv claiming that it

was a spurious term, she posited the fact that literature,

x>

ﬁhich links the consciousness of reader and writer, is the

[ ~
w46 She explained

v

'that thlS humanfconsc1ousness, whlle it expands "from

. birth to maturity," nevertheless "sits stiller than a

tree“ and remains "one With 1tsel£ thruout [sic]) . life. 47

~ /

SHe continued rhetorically: "Does not the powexr and charm
| . .

of all literature reSide }n its ability to rpuse and to

‘ !
ﬁ concentrate the reader s contemplative consc1ousness?"48

Further on :in the same dﬂscu551on, after having categorized

and summarized the styles of novgiistic writing,lshef

’concluded' "whatever bb the, means by‘which the reader s'-
/
rcollaboration is secured, a literary work for reader and

writer alike, remains essentially an adventure of “the

stable contemplative human consc1ousness.“49

Notw1thstanding-Richardson s grand inclusion of all

. V O

literaturé, indeed of all art, under terms of reference
\

which stress collaborative functioning, she dld reserve

N

-
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for herself the right to point to,certain modes of
expression.which, within a given art form, modified--eitﬁér

through enhancement or detraction from--what she

considered to be the central role of art. Thus, in her =~ .

.

discussions of the various narrative styles which novelists

might choose.to use, she at times broadly distinguished

between two modes of expression. She developedvthe poipt

of her dlstlnctlon around the quest;qgﬂof ‘whether or not a’ T
cular style led to the noveIQé{ ing what she called

a "conducted tour"50 for the reﬁgfh the term she used as

a metaphor for the novel in whlch the author was |

"dellberauely present telllng his tale." In’ $§Uak1ng of

her own work, she explalned “her rejectlon of’%ﬁ_

provided by the “conducted tour.

The materlal that moved:me to write would not fit the
framework of any novel I had experlanced I believed
myself to be, even when most achanted 1ntolerant
- of the romantic and realist néwvwel alike Eac so
1t ‘seemed to me, left out certain essen 1als and
dramatised life misleadingly. Horgzo§§ally
Assembling their characters, *the noveldsts de¥eloped
situations, . devised events, climax and conclusion.’
‘I could not accept their finalities. Always,Téor‘
charm or repulsion, for good or ill, -one was aware
of the author and applauding, or deplorlng, his
manipulations. This, when ‘the drama was a conducted
. tour w1tb§€§e author dellberately present telling
-his tale. ; - ' S

.,;‘

Rlchardson acknowledged.fﬁaﬂ it was Henry James who,

keeplng the reaﬁeésmlncessantly watchlng the conflict of

‘.52
n52 had
: 5 .

exerted a cons derable technlcal 1nf1uence upon her own

human forces t?rough the eye of a 51ngle observer,

.work. He had tefralned, she’ wrote, from -taking the reader
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"upon a toﬁr amongst the properties, or breaking in Qith
descrlptlve 1ntroduct10ns of the players. n53

In the article cited above, in which Rlchardson
described the collaboratlve function of llterature, she

also spec1f1ed the mode of writing whlch for her provided

an‘alternatlve to' the "conducted tour." The cinema was

the mddel for this ‘alternative mode. Noting again that =~

.

-"the process may go forward in the form of a condueted

tSur, the author leading, visible and audible, all the 7
time," she added: "Or the mate;ial to be contemplated

may be thrown on the screen, the author out of sight. and

‘hearing. no4 - The cmnema, spec1f1cally the silent cxnema,

prov1ded Rlchardson w1th the model not only for the

¥ technique which she preferred and praotlsed 1n the novel,
it

but also, as I shall point out; ﬁpr the power of any“uedlum

.....

r.,‘, -,;.v 1,.

1nterfer1ng commentary o% a condhctcrﬁy_

* . ek * . -

Rlchardson s des?ilptlon of the novel as ;material
. .h,'thrown on the screegau}alses the questlon of wha&
Rlchardson s views of film material might have been. Most
ipportant for Rlchardson was her conviction that the fllm

1deally had an "unrlvalled opportunity of presentlng,the

’ 11fe ‘of the spirit dlrectly" by utilizing "only thG P

u55

mlnlmum of 1nformaf1ve accompanlment. The c1§§pa, w1th

o
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" its use of movxng, visual images, prov1ded Richardson W1th

“N

the rudlmentaxy means of descrlblng graphlcally and
operationally the collaboratlve relationship between an
individual and a work of. art ' or between an’ individual - and

his actual env1ronment. In the movie theatre the

spectator, perce1v1ng directly a visible environment in

motlon, sits "stlller than a tree:" "ig any £ilm of any

. kind those elements whlch in llfe we see only in fragments

4

as we move amongst them,‘are seen in full in thelr own

mov1ng‘rea11ty of which the spectator 1s the motlonless,

observing centre.“56 y , ‘ Co

Q&}lberate, concentrated contemplation“57‘eXtending

from the individual's consc1ouSness, Rjchardson said in her
writing on the novel, assists in the collaboration between
an 1ndlv1dual and a work of art. Cinema,,Riéhardsdn saw,

provides the- crrcumstances which are perfectly suited to_,

such contemplatlon. In 1931 she wroté ‘in Close Up: "every

imagihable kind of film, talkles 1ncluded, e . reduces or
raises, as‘you please, ‘the onlooker to a varylng lnten51ty
of contemplatlon. e .- [W]hatever the ostensrble 1nterest
of the film, it 1s arranged andQEocussed at the distance

eXactly fitting the contemplatlve state. - . In Ehis

single, 51mp1e factor rests the whole power of the rilm:

3

_the reductlon, or elevatlon of the observer to the‘

condltlon that is essential to perfect contemplatlon.

1t should be noted that Rlchardéﬁn s exp11c1t 1nc1us;on

!

\

here of the talkie was, for her, a magnanlmous bu7

66 .
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- it was~the 511ent film whlch for Richardson best‘fulfilled

" what' she saw as the role of art. ‘ - <.

the creative consciousness of the audience

67

momehtary gesture arising mostly out of her general good

‘feellngs about the cinema and partially out of her largely

e

unfulfllled hopes for the future of the talkie. Certainly

LT
>

iy
& S

Rlchardson expressed her feellng, too, that the * &

power of the silent film "to compel the co—operatlon of
"Sgiis complement4

ed by the accompaniment of continuous, unobtrusive music:

"accompanying music is not an alien sound," she wrote. "It

"assists the pluhge into life that just any film can give.

. . . The music is not an alien sound if it be as

continuous as the performance and blending with it. . . .
Music is essential. Without it the Film is a moving _ L
photograph and the audience merxe onlookers. Without music

there is neithep_light nor colour, and the test of this'ig

that one remembers musically accompanied films in colour

and' those unaccompanied by music as colourless."60

'y

Because it u%? SO important t0‘her that the spectator N

should be ablf to "create the fllm," to “manufacture [hls]

-«~'. /

own reality," Rlchardson at one 901nt 1n51sted that_

?

"dramatic actlon in photograph [unaccompanled by mu51c] is.

N

obscene because 1t‘makes no personal demand upon the

onlOoker."G;
Richardson's view of film as the ideal model»for

her own novelistic techniques did not prevei-&her from' o

" seeing in the film's use of”theicaption.and"of realistic;



‘  synch;onized‘sennd the potential‘for certain weaknesses,
weakneéses w?ich she was also able te‘relage te ones in
| the,noVei, specifically to the narrative mode.in the novel"
which she found undesirable. She maintained, for-exampie,
that "if the direct giving of\infofmation in cabtions"is |
tne mark of a weak film, the aireet giving of information
in a . . : novel is the mark of a weak novel."62 Her view
of the use Qf the synchronized, talking voibevparalleled
her view of the use of captions: "Why do we hesitate [in
‘abandoning the silent screen in favour of,sound]?"lshe
askedf ®Is it that the intenferenee befween seer ahd seen
is to be too complete? . . . ¥The‘onlooker too overwhelm-
ingly cdndudted?“63‘ |

when the talkie first arrived, Richardson felt that
the‘term "film‘vceuld be applied legitimately only to |
.silent film. It waSLthe visual directness and immediacy
of th?‘fllm'whlch she feared would be annihilated by the
'1nﬁ;iéuctlon of §ound. Even whlle she was "merely. 1mag1n—
ing a fllm breaklng into speech, wrecking its medium, its’
perfectibn)of éirect communieation,"sf-she dreaded with
"woeful apprehen51ons her first visit to the talkies.'>
"Vocal sound always a barrier to 1nt1macy,"-she felt, "is
destructlve of the balance between what is seen and the

w65

51lently perceiving, co—operatlng onloocker. When she

"actually experienced her first talkie--one, to be sure,

which was mechanically stiii-far from perfect-fher worst

68
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fears were confirmed, she said. "Annihilating speech," or

the "funeral march of words," demanded such concentration,
c R O . .

pe

she claimed, that "all, cinematograpﬁicallyh is lbst; for

n66

no gain. The;éxPerience verified in her mind the

opinion that "cinematography is a vi$ual artﬁreaching the 1

mind through the eyés alope."67 _It_was her strong feeiing

that concentration on hearing resulﬁéd'in "the diminution
of the faculty of seeing."eg The'talkie,-she concluded,
wxs only an "ambitious pudding of incompatible

ingredients."69 ' . _ -

The film's "essential character," Richardson said,

"js pantomime, and anything and everything else incident-

"70¢,Theguse of the visuél

c .

.image by itself was, i er opinion, most ¢onducive to
g . s, i .

ally. But phimarily pahtomime.

the spectator's participation for there*ié,‘she said,

'"go limit to vision:"71 "on'thé scféenl. . « sight glggé

is able ko summon its_companion faculties: giveﬁ a
sufficiént degree of concentration on.the.partyoflthe
éﬁeCtat&r, a sufficientfrousing_of his collaborative
cfeativezcohécioﬁsﬁess. And we believe that the silent

film seéures thisvcollabéégtion to a higher dég;ee than

'the speééh—film just beca&se it enhances the one faculty

that isfbéét able to summon all the'otggrs:v the faculty

of visio;gﬁ72 N o ) ' ‘ 3 14 .

Lt T

[

Richardson also specified that if captions must

beAused~ih a film, they.should remain unobtrusive: "the
. _ 4 ‘ -

e



rxght captlon at the right moment ise inv1sxb1e. It flows

unnoticed into visualcontlnulty."73

visual images without
captiens, she emphasized strongLy: in themselvee supplied.
a picterial logic’ whlch was constltuted of an unlimited
material upon Wthh the imagination of the onlooker cquld
get to wqu unhampered by the pressure of a controlllng
mind that is not his own mind."74‘ She»annqunced #n 1927:
"we are ready to try doing without tcaptiens]. ﬂqy .'db?
‘again a film gathers us in without any clear hint béyend
the.title. This we love. We love the callenge. We are
prepared to go without a hin£ even in the title. We are

prepared for anything. We trust the pi’ctures."75 - Spoken

i
or written words in a film, Richardson said, "served only

w16

_to blur what was already abundantly var. She added

in support of her own approach to -watching films, the

- approach her readers must take in coming to Pllgrlmage,

that."somewhere, if not in any aiven place then all over
the picture, is . a hint. w17’ ghe conclude@* a"and the pull
 of the film is just here,lln its unsupplemented dlrectness,
in the' way it can secure collaboxatlon. . o . A good pic-
tufe will tell its own story."?8 Most lmportantly for
Richardson, a good picture wi11{ ultimately, lead the

spectator beyond his sensual self toégicollaborative

apprehension of "“the real.! . ¢
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C. RICHARDSON'S AESTHETIC (2): THE PILGRIMAGE ANDA
" LIFE'S CINEMATOGRAPHIC SHOW o <~

N e, : . i

‘THERE EXISTS A WORLD, CINEMATIC IN TEXTURE AND CONTOUR,
AS MARVELOUS AND INEXHAUSTIBLE AS ANY KNOWN TO THE POET
OR MYSTIC. IT IS A WORLD WHICH, ONCE DISCOVERED, WILL .
ALTER THE VERY ATMOSPHERE WE BREATHE. ITS CARDINAL
ELEMENT IS FANTASY. IT MANIFESTS ITSELF WHENEVER THE
IMAGINATION LIBERATES ITSELF FROM THE THRALLS OF THE
INTELLECT. (Henry Miller, 1947)79

The overall title of Dorothy Richardson's novel sequence

is Pilgrimage. The concept of pilgrimage——specifically as

it takes. shape in the'pilgrimage of Miriam--lies at the
thematic and structural centres of the hovel. Miriam's
pilgrimage in the novel is not a journey teward any clearly
articulateg goal, but a jourﬁey toward what is for her an
assumed goal which only makee its presenee felt by ‘a series
of ever-intensified 1nt1mat10ns. Miriam's is a journey
toward inner enllghtenment toward awareness of what
constitutes her:real'self. It is a journey not ma}kedlput
b&“the traditionéfflandmatks and experiences foénd in the ‘/l
lives of‘other of literature's pilgrims; but.’By cprrelatives
taken by Rlchardson from the c1nema. | .

erlam, -at flrst 1ntent upon settlng Aup her own
'gg;ms of reference for finding meanlng in life, lives in
des ~rate but false pursult of herself and her own
fulfillment. Again and again she goes through the motlons

of pefsonal friendships'with male cbmpanlons, involvement
~ ) . N : O

» o



in social causes, and commitment to various jobs. These

motions, however, measure only'the superficial phases of
ey ‘

her pilgrimay 3 i't is from behind the surfaces of these

en ative: "of her life %hat the real goal, first

only inwpétt but'finally in its fullness, makes itself
known to her. Tﬁeﬁ her active pursuit of false goals is
replaced by the calm acceptdance which accompanies her

recognition that for herself her own "being"¥ys the .

‘ultimate reality.
When she establishes an orientation toward hérseif
and toward a life in which she finds great inner satisfac-
tion, Miriam discovers that her spirit iéllinked io the
épirit df her youth and infancy. She recovers a child-like
personal vision of reality, a direét, ever—-astonished
perception of realitx, a reality morermean.ngful to her
than»that created by;zntellectual analyses, categorizations,

ggiq in 1933 Richardson

descxibeddthe essence of that fO¥hich Miriam finally

and labels. In‘a statement pub
realizes she is searching: "We all date our personal
exiStence from our first conscious awareness of reality.

o S~
outside ourselves. And this awareness is direct and im-
5y :
Lmediéte,'éreceding instruction as to the nature;of-the
‘realiiies-g; whiéh we dre surrounded. Inétrucﬁion and
ekperiéncé can enrich énd deepen but can never outdo or

replace this first immediate awareness. ~It‘recurs,'ipl

different fdrms, thruout life."80 Théfexggrience apd\



3

g |
growing a&apeness-and maturing interpretations of the

meaning df the moments of "that first direct knowledge"81
dellneate the structure of Miriam's pilgrimage.
The mea&s——lnvolving what might be called

progressive revelation--by which Richardson has-chosen to

illuminate and to let the reader gauge the gquality, while -

simditaneoﬁsly experiencing the pattern,. of Miriam's

pilgrimége are remarkably evocative of Her own def%nition

of the experiences which a film viewer may undergo.

Indeed, it is pre01se1y during the most dramatlc moments of

her pilgrimage that Miriam is shoWn to be involved in a

world which she experiences as though she were a _r’//

Richardsonian film spectator, watching what might be

R

Richardson‘s ideal film, and discovering reality in

moments of collaboration with the visual environment.

} statement wﬁich Richardson made during the year

/4

i prior to the publlcatlon of the flrst volume of Pllgrlmage

points to her method of d1501051ng the hlghllghts of

. Miriam's sp1r1tual pllgrlmige in terms ‘reflecting her view

of -the collaborative possibilities_betWeen the spectator

~and the env1ronment created by the £film., Writing in 1914

1n ‘The Quakers Past and Present Rlchardson spoke of an

-~

1nd1v16uel_s "accustomed surroundlngs" as the "c1nematograph

show" of his external world. This description came in the
. . ~ ‘ +

~context of her discussion of the levels and intensities by

73
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" which different groups of people—-firét,'“most of us;"

secondly, the "artist;" finally, the "mystic"--respectively
’may transcend or nearly transcend, the external and |
glimpse, Jjust brlefly, or perhaps even grasp fully, the
"real." Richardson's descriptions of g &ﬂeal film

viewing experience relate closelyy as 1 §ha indlcate, to
Ik - .

‘ her descriptions of the mystic's apprehension of reality,

an apprehension which Miriam herself comes to realize in

' pilgrimage.’

, surroundings, we fix upon this one point,

Some human expericuces, like the following, are.
Rlchardson maintained, more or less universal: "when in

veryday llfe our att«tion is arrested by omething

standing out from the cinematograph‘show fccustomed ,
: evcrything
else fades away o the 'margin' of consciousness. 'The

. ! ‘ .
'thing' which has had the power of so arresting us, of
making a breach in the normal unnotlced rhythm of the v
senses, allows our real self'--our 1arger and deeper belng,'
to which so many names have been given--to flow up and
flood the whole field of the surface intelligence.“
Richardson suggested that "typical instances of this-

phenomenon are . . . the effect upon the 1nd1v1dual of

‘beauty.on all its l_ev"els.“-83 Although for most individuals

"the times of illuminationvare intermittent;-fluctt . .g,
imperfectly accountable, ‘and uncontrollable, 8% the artist

can at least sustain a cont\inuous relationship Wlth the

-

&
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beauty he sees, and w1th the glory whlch he recreates for

his fellow humap beings: "The 'artlst"11Ves to a greater
A . 4o
'Of less degree in. a perpetual state of 1llum1natlon, in

S
<

perpetual communication with his largen:self ‘But he
remains within the universe c0nstructed for h1m by his
senses, whose rhythm he never fully transcegds. "His-
thoughts are those which the veil of sense calls into being,

and though that veil.for him is woven fat thinner above

the mystery of life fhan it.is for mos of us, it is p

there;“85 I L : "

Great religious mystics, according, to Richardson,

"thoseAin'whom the sense of an ultimate and essential

goodness,'beaqty, and truth,'is‘tﬁe dominant characteris~

tic,"s6 are individuals who,\}ike the Quakers, find in .
siience the first step of their pilgmimage, of "breaking

through the veil of sense” and Jmakipg a journey to the

787

heart of. reallty By their "deliberate control of all

external stlmull, a sw1mm1ng,ﬁso to say, against the whole

/

tide of the surface 1nte111gencé " sheawrote, they . .

wlntentronally " [set] forth to seek sométhlng already

. ""

~Q -
Tound——somethlng whose presence is in some way 1ndependent

of the normal thlnklng and actlng creature, somethlng.

which has already procla’ mediltself in moments of : i
N 1188 . . o . 'f.'“:

helghtened consc1ousness % -

() . \,-.vl

Of moments ¥in the vrewung of f11ms Rlchardébn later '

‘wrote: "L1fe~s great,momeﬁts* are 51lent., Related to“’

DR R MRS

¢
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‘transluscent for 1ts great” moment before the G%ash 3§d
. ’«

" There is ' no other way && enterlng upon the dlfflcult

«enterprlse of transcené#ng the rhythms of sense, and this,

uy the mystrc upon his prlgrrﬂage.

'meahs of offering u*=t in the case of the

v51ient fllm, she wﬁote ha thz

~

K3

£

them, the soundful moments may- be compared to E; fhlling

w

of the- crest of a wa%e that hds stood polsed 1n llght,

dlspersalz To this pecullar 1nten51ty of Helng, to each ‘

i

' man s 1nd1v1dual 1nté§51ty of being, thé 51Ient fllm, Wlth

mu81cal.accompan1ment, can translate hlm."89 Rlchardson s
AN ) : . . :

'conCéption of the idealrfilm viewing situation"has its,

]

’3 h i TIENN

mystlc must. make as he seeks- his goal *@SllenCe, bodlly

and mental 1s necessarlly the flrst‘é%ep in: thlS dlrectlon.

'S
and nothlng else, has’ been- 1ﬁvar1ab1y the . flrst step taken

"99 In a rater reference

to the 1nd1v1dual s deepest 1nner ehperlence, Rlchardson

\agaln,advanced,her Jiewv that the silent fllm-

oylded-a
- o

.(J

LN

e heart of
.-
"quallty oﬁ belng
Tk N -t . - .

‘and. everywherq, nowhere 1n the sense of haV1ng more .

o . .
>

referred tD as "a §oﬁrney to t

The

p;antentlon than dlrectlon and more purpose than plan, every—:j‘

o -

,s whe',tby ‘reason of its. power to evoke, suggest,ﬁreﬁlect,

& N RS

v&@xpress from w1th1n 1ts’mov1ng parts and 1n thelr totallty

A
of movement, sOmethlhg of the changeless belng at the heart

. ~ 4
of all becomlng ® «Jﬂf In its 1n51stence on contemplatloh
it prov1ded a pathway to reallty "91 . S co T

AR \ N . -

. . -
- . 4 < N . . .
. - o - . c.

'parallel 1n het descrlptlon of the preparatlogf whach the MR

c, shé had. . =

w

\f; o Rlchardsoh svdescrlptlon of the mystlc s pllgrlmage,*

76
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together with her descriptipns of a film spectator in an

“dealQV1ew1ng s:LtuatJ.on, prmes a contex 'for understand-«l

M

'1ng Miriam's pllgrlmage. It is a context which erlam :
N (\ ¢

herSerf cbmes to peg%eive as her own<ﬁyst1éa1 belng is

o

" realized in Pilgrimage. It is through wrlttep?deSCrlptlons

which evoke the cinema v1ew1ng experlence that Rlchardson
\ )

111um1nates M1r1am s mystical pllgrlmage. It is a1304

A .

through technlques which attempt to- create the llterary

N
-

equlvalents of the qlnema viewer's experlence that oL AR

- &

'experiénce,that erlam transcends the v1sual &ﬁd this

Rlchardson 1nv1tes the reader ] collaboratlve part1c1pat10n
- . . gl . N

in the pllgrlmage. : RS - .

-

. In Pllgrlmégg_lt is through contact w1th v1sua1

i

:
+

H

P
bhscerdencc,luvrn turn rcveale&;uo the- regael through

» .
. s .
A 4

E Rlchardson*?vﬁandllngJof vﬂsua%glmagery. [

$e .
, e B
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. .D. MODES/OF SEEING (1): MASCULINE AND, FEMININE RFRCEPTION
: - » . : R . A

Ly

AR

.y
s

(

THIS IS #HE ILLUSION THAT THE CAMERA CREATES: ;THAT IT IS
PRFSENT AT THE HAPPENING, RATHER THAN TELLING US ABOUT : Q
SOMETHING THAT HAS ALREADY HAPPENED. FIDM;, IN OTHER WORDS,w sE
_DOES NOT -EXPLAIN: IT SHOWS. AND THE MOMENT WE. ARE SHOWN' . & are

. SOMETHING WE BEGIN TO SENSE THE MYSTERY,: OF IT. - FOR WE | vj"
MUS%KDISCOVBR THE UNRERLYING MEANINGS FOR OURSELVES. o '
.(Evelyn T. Rﬁesmah, 1957)92 N _w;-{‘f% S
A ' 3 . ‘ . - %O?‘ ‘ ‘.»_j“ ‘;.4 i“/ _‘f“" “‘ ) ' &%

CO Two broadly-deflned ways .in which an observer
)5. s
actually percelves the phy31cal world or, to use Dorothy

/
e/

&
Rlchardson S termlnology, in whlch an. observer perce ves
‘the "c1ﬁematograph show" of life, constantly recelv
N

atteﬁt!on throughout Pllgrlmage. Rlchardson categorlzed\

L&

'thesé,A:N& hjﬁgperce1v1ng accordlnq to two pr1n01ples of .«
'vi‘. *_{:"ef;scullne .and the femlnrne. She d1scuSsed ,
thesewgot o;iy 1n the noveksltseléﬂybut also 'in her film 0“:
eﬁﬁﬁys in Close Ug? Althoh%h she applled the two te;ms toi ' ~;

v
A phy51cal V1510h &t was ‘their: extended appllcablllty to

- = k . - .
C . I 2

&y - . L E S
_merital and splrltual levei% Whlch wé‘s most .1m‘%ortant‘7fo*r "g.s:
.ﬁ ) [Y

_her. - C E Y F T 5, 2
3 . '“ . 7 , Y : ) . 4 v e - ‘ . i/ = .- ’u / o .

I vRichardson was@unrelentiggeat times:iﬁ her

o . Y #‘ o .
: 1n51stence%Pn malntalnlng the 51mp11st1c conslstency of |

T k] 3

\ * 93 - .
“.the maZd 1ne feminlne dlchotomy. 3 As a result she——or PR AN

,rather, in the novel erlam——was often lemd. 1nto»what
AL

appear to be allenatlng pre judgments of her relatlonshlps
particularly;thh nen. Nevertheless the categories, however
N



'thlngs, understandlng nothlng of their relatlonshlpo.

* = : 79

blunt they might be, provide ‘the reader with a framework

X
¢

for understandlng erlam ] gglgrlmage, because the

categorles are deeply integrated 1nto the Splrlt and

: purpose, the theme and technlques, of e novel Indeed

the many references to the masc line and the femlnlne ways
Vi \

of” seelng are related to Rlchardson s f1ct10na1 treatment

_, -«

of her theory Qf collaboratlon They provide 1llustra ions

f,ures (thnbugh mascullne perceptLOn,

Tu

perceptlon) of an 1nd1v1dual s communion - w1th hls ‘

environment. In general even though' it is Miriam who in |

. Pilgrimage per51sts in castlgatlng the male for his

‘bllndness, the’ maqcullne pr1nc1ple of V151on should- be )

been as synwollzlng the false pursults of erlam herself—— V3

lthose~1n whlch erlam engages during her llfe and whlch
& A

%éﬁ ,
'dlstract her, aqggeast.temporarlly, from hgn timate goal.

o3 Q. 3 ’

_The femrnlne pr1nc1plauof vision sﬁﬁﬁkd be 1dent1f1ed in+

the novel W1th‘per successful jqprney toward the "real. %

< (
+

oy . L., N ‘ N L )
¥ . o .
v - N . - . . s

-

P

Men, complalnsathe narrator of Pllgrlmage, rather

‘u,ﬁ

LN

thanrseelng the inner depth and stillpess of life, see only
) - o ’ ' i ol -" L . ’ i .

the surface and the movement of things,.gecause that is how
they see'themselves: "They only see the‘appearances of
94 -

erlam s lonq, drawn- out relatlonshlp,ylncludlng her love

.' i . . g

affalr, w1th Hypo Wllson,95 prov1des scope for commentary‘

i
. \ N i . -

» . s - . ) & ' ’ ) ’
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e R . - s fu o e
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abolt¥ man's mode of vision. On one occas:on, as erlam and.

her close friend Amabel plan to meet Hypo socially, erlam
warns Amabel about the kind of mlnd the kind of eye(s)-~

"two vacultles 96—-W1th which they,will have''to contend.

. ‘e
)

"'the 1ntelllgent eye, blinkered 1n advance with unsou d

generalizations, . ... and the clumsy masculine machlnery
of observation, working in*this case like a hidden camétra
with a very visible and very'gleaming lens,_will both find

themselveseat fault.'"97

_The chapter which begins on ‘the | o
page inl ilgrimage following Miriam's statement and in .
whlch the ant1c1pated meeting ‘between Hypo and the two -
wbmen is dctpally held, opens w1th words whlch emerge as a
little johe a knowing 1rony, shared between Rlchardson o
andighe reader, and perhaps beLween Mlﬁram and Amabel "
"'Y see. . . .'"98 beglns-Hypo.

| The image 'of the eye as a camera lans’ betraylng

thoggpts that 1n the male simply cannot be camouflaged leads,

@mmanother occas1on, to Miriam's anger with another sultor,j

. N .
4“ "’Miﬂael‘« Shatov. MJ.rlam on th;s ocj ‘as'-.

H.Mlchaelig'huyék glance at’a group Qople be51de whom she

1 %

and he are belng seated in a restaurant' ‘"the moment of

-

.catchlng, as they-sat down, the fllcker of Hhis moblle

¢ eyek%d the llvely unvelled recognlzlng glance he hadA

.flung at the opp051te table,‘descrlblng ltS occupants

before she saw them; the'rnsh‘of angry sympathy; a longing’

g » o .
. 19

‘%to blind hlm/’ln -some way to screen them from the,

1ntelllgeng unseelng glance of all the men 1n the world.

.~ ‘ v . . R . ; PR B . ' PR S .
. - . . . R KL ¥ - . . ~
. - KR

o . A .



'You don't see them; they are not there in what you see.'"99

Elsewhere Miriam thlnks,“w1th some cranklneis,
that similarly the "cold rheumy eyes - of two German men
she sees seated on a park bench betray "thé horrlble leer
of their talk:" "Looking up from it, scannlng her fh the
spirit of the 1mages of 11fe they had evoked . o . they
identified her with their vision. She tu;ned back towards

the wide empty avenues. But there was no refuge 1n them.

(S

[ Lo
. Their bleak emptlness reflected the thoughtl ss llveéﬁbf .

3 : -
=%-:ngllsh men. Behlnd her . the twoﬁrmans oot .‘fw‘ere the ¢ N
Q o T
. whole unconsc1ous male mind of Europe Surprlséd unmasked.

v v

. .« . Men were mlnd ani body, separatedumrﬁd ané body
3

. looklng out at women, beldw thelr uncon501ou%*men s brows,
varlously moulded and sanctlfled by thoﬁgh%wwnlth onc
;unvarylgg eye There was, no escape from s horrlble “

,:v'»"-“ : a, Yoo AR UL o .
.&ﬁ / Qllndness.ﬁloq e g 7'i°f ’ - "%=1.?m311

¥ .
;V( v " One- eyed masoﬁllne 7151on characterizes the

1*,1nter—personal relatlonshlps, thlnks erlam, of all people
@ TN -
}who 51mply accept values 1mposed upon them by c1v1llzatlon

}ffd:and who jEE'Wafted throu&h a maze of sweetly smooth surface
or encounfers durlng theyrlllves;w'"She 1maglned herself [1n
* the smooth;voiced world],‘seeing everyday 1nc;dents,_

‘hearing conversatlons sllde from the surfaces of mlhds

E ("Pi ‘ o .
t}] % ?:;»"“’y ' : e
that in all thelr dlfferences made one even surface s w
unconsc1ous, unbroken, and maddenlngly unquestlonlng and e

- unaware. ... . They yere unaWare of anythlng . e amoebae,

g
14



. referzonce agaln to his perceptlon:

‘5’

1ty

<', femlnlnecv151on. Durlng;one of thelr gcnversatlons Hypo' s

. astablllty of males aqd femaies eyokes from Miriam a rebuke

T orte o

o

 awful determlned unconscious . . . 6ctuphses ...

e

frightful thlngs w1th one eye, tentacles, poi~

. +« « . The surface made them, not they the su'

rules. They were civilization., But they-kne

they knew how to do'the surface. . . .”101

. . .-"I must come down and have a look at . . ™

e your ‘Quakers."

‘x'v“”flﬁ M¥You wouldn't see them. Coming deliberately’
down’, W with a pxepared spy-glass, you wouldn't see
“them. " . oo
A The tralﬁ was moving. Leaning forth, he pro-
_ ]ected hlehusky vbice: "What a silly thlng to say, -
Miriaf, What.a d4mned silly thlng~$o say. .
5 Gébd byeh sHe crled and strolled away . PRV

LN i y 162 ' 3 , o

. y » - m
e : P S

L Ao [ A . '
Reet At an earller p01nt'rnxher rel 1onsh1p Wlth Hypo,

HQthe’re 1$ occa51on for lelam not only to denounce mascullne

S SN
VlSlon,»but aiso°to explaln to Hypo heﬁ feellngs about’

’ ;-4.

s

;ﬁjchamplonshlp of a 501ent1flcally "tested fact" Wthhgj

fhls dpinlon, reveals~dlst1nct10ns between the emotional

“

for what one mi@ht now refer tu ad the "llnear way of B ‘ f:;
A

seeing in contrast to the 1dea1 woman's “mosalc" way oé

@
. ) ' \ ,
seeing: "'Damn facgts. . Those arrangeq tests and their '

facts are utterly nothing at all. Women's controls appear

to be feebler. because Ehéy have so'much‘more to control.



9

“~§
I don't mean physically. Mentally. By seeing everything

simultaneously. Unless they are the'kind of woman who has

been warped intol seeing only one‘thing at a time. S
. r Tidy .
Sc1ent1f3cally. ngy are freaksg. ﬂwOmén see in terms of

llfeﬁh Men 1n terms Qf tblngs, becauae their llves are

g inl03 .o
passed amongst;scraps. 5&*
In éiose U Richardson identified the feminine .
‘Liose Up
principle with the silent film as opposed to the talkie. s

She insisted that"the silent film leads vision past the

rhythm of exteﬁj@l facts and thlngS to insight into the
reality of life itself. -In her essay, "The Fllm Gone
Male," shevdeliberately linked the femlnlne pr1nc1ple, the

pr;nc1ple of being, with the 51lent film, wjth what she

] s ‘
Galled the film "in the days of its innocence."!%? she
'xinsisted that, like the silent film, "women . . K are_

s/ N

humanity's silent half, without much»faith in speéch as_a
medlum of communlcatlon."losj And of the talkie sheASaidf

PRI

‘ PR v
‘_fgwtecomlng audlble and parthularlY iﬁ ‘becoming a medium - -
’\T:i'gropaganda, Ithe ¢inemal is doubtless fuifiliing,ifs SN

, destlny. But 1t is’ a mascullne destlny. 7The-destiny of

planful becomlng rather than of purposeful-belng It will ’
N , .

be the chosen battle—ground of rlval patterns, plans,h

- - P
ldeologles in endless succe551on and bewflderlng varlety. 106 9

In Pllqumage the success of erlam s splrltual journey may

.uro

be gauged ‘in terms of its klnshlp to the experlence of

- N ,\5"" “

viewing 51leht%f11m, and to the femlnlne pr1nc1p;e Sf

-



perception.

Miriam's thoughts about the manners of perception
anid expression which she differentiated by their sexuaf* -

labels lead her to an awareness of the impasse which
« {
|

also confronts Richardson in creatiﬁg a work of art that
strains largely toward visual expression but depeands s&laly

. ,
on words and print. Unlike men, women, Richardsqafis
U

- \
'\I‘

utter thei ost profound statements prior to aof
'd therein lies the paradox1cal situagp

speaking;

finds herself in with her OWanork- B ;
[Man is]} lonely:.in a unlverse,ofﬂéhlngs. . '« .« . The
chaos that torments him:is hlS own rootless self.
. . - Men weave golden thigs; thought, science,
art, religion, upon a black background. They never
are. They only make or do; unconscious of the
quality of life as it passes. So are many women.
ut there is a moment in meeting a woman, any woman,'
e first moment, before speech, when everythlng
’becomes new; the utter astonishment of life is o
. there, speech seems superfluous, even with women 7‘9
who have not consc ously realized that life is
. astonishing. . It p rsists through all the quotatlonc
and conformltles, and is there again, the ‘one
underlying thing #Bfat women have to express to each
other, at parting. So that between women, -all the
practical facts, the tragedies and comedies and
events, are but rlppleb on a stream. It is not-
possible to share this sense of life with a man;
least of all with those who .are most: alive.to "the
wonders of the universe." Men have ho present;
except sensuously. “That would explain their ambition
. o e and their doubtlng speoulatlons about the
future. ‘
Yet it would be ea: :r to make all thls
clear to a man than to a woman. The very. WQ{db
expr0551ng it have been made by men.107

Rlohardson S own sen51t1v1ty to the convxcblon

4 . b . . .
. ’ R ) bt .

( [



\.
that all words "have been made by men," and her belief S

: r
that the masculine mind is prone to categorizing and
labelling, made her conscious of the dileFma she faced \
a wrlter. The reader could solve the problem of Richard-

son\s dilemma by a willingr suspension of media- llteral-

3

_‘%% iﬁ%ﬁﬁndedness. qﬂb he‘mlght conclude that the severe
ey e :‘

“dichotomy empl¥ ;zed by Miriam is the narrator's dev1ce

for self_—parog .

Whatever the peculiar problems and”Strengths

inherent in her choice of media, Richardson'é'ﬁﬁgee
nevyertheless is the medlatrng agent through which the
reader sees the world which Miriam sees. It is, of course,
the world 1n1t1ally enV151oned by Richardson as author, ) Y
who is closely identified w1th ‘Ricka dson as thc third- -

person narrator of mzst of thé novel. "Richardson as’ . v

'narrator, however, i finally eclipsed by and merged with

- the flrst—perSOn voice of. Miriam. . At the end'of the
9 Y

gel Miriam, who 1s by then the flrst-person narrator

A

< A »11 arcel “at the end of Proust's Remembrance
) s~Past 1s prepared to* become the- riter Rlchardson
e . .@

already 1s, 901nts -to’ the transd%ndence of the woman ~ ‘w

rlter s 1mpasse by dwelllng on the transmu 1ng functlon ofﬁ“*

~- words, words which make 1mages v151ble ta: the inner eye o

'the_reader. ’“Imaglnataon means holdlng anw1mage in your. ¥

mind. When’i} éomei&up of 1tself ot }s sg;moned by some-
. Py o



L

“ held it, steadily, for long enough, you could write about

" . it for ever.

o

e
e

lgthingu Th¥n it is not outside, but within you.

108

o

And if you.~

D
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. E. MODES OF SEEIN

: thelr own and ggnsequently ahy othey p0551b111ty of ;“m

.

. PERCEIVING AND BEING PERCEIVED

THE MAN OF VISUAL coL e DO T THINK IN WORDS.
. . . 'THE GESTURES QF VISUAL MAN NOT INYENDED .TO
CONVEY CONCEPTS WHICH CAN BE EXPRES IN WORDS, BUT SUCH '
INNER EXPERIENCES, SUCH NON-RATIONAL EMOTIONS WHICH WOULD
STILI REMAIN UNEXPRESSED WHEN EVRYTHING THAT CAN BE TOLD
HAS BEEN.TOLD. SUCH EMOTIONS LIE' IN THE DEEPEST LEVELS OF
THE SOUL AND CANNOT BE APPROACHED BY WORDS THAT ARE MERE
REFLEXIONS OF CONCEPTS. . (Béla Baldzs, 1923)109

Miriam, at a certain point in her'pilgrimage, is

able to say that her ‘meaning is defined not. by'flurr1e§ of

exi&tznce,

buSy ‘pursuits. but by her encounter with "cu
P’J

wllO

<

collaboratlve encounter at the centre of her "belng "

the ultimate astonisher She is referri

Accordlng to M;rlam, men, in whom the predllectlon for

"becomlng," for ceaseless processes whlch engage only the

. 1ntellectual facultles ;n loglcal manlpﬁlatlons of the

g

surface appearances of llfe, is forembst have exchanged
4 ' , ! . 4

/"belng or ex1stence" for the superflcral llfe. Thus ‘ ;,.l*_

‘4.

erlam flnds Hypo a mﬁh "ach&ev1ng, becomlng, .V dellgﬁ
lng 1n the‘process. e o e Anﬁ“also a\man seemlng uncreat-
ed W1thout any ex1stepce worth the name."lll~“

hopelessly w1shes to - see "hlS world of ceaseless

-

erwhexmgpg, Smléf ﬂéhlnt"“"'

U

'beconlng exchanged fox .one wh relnﬁshould be 1ncluded
also ‘the fact of 'belng,l‘the og

\

proof against all poss;ble tests,\prov1ded by the

o oy o ’ = . S .

87 . i . | .;:l: . . iE4 "‘T




R o s : . R
. Being, whatever their“discontents and}longlngs,.outdoes for &cﬁi

_f‘"anythlng at all" provides a deep1y1geallzed conflrmatlon
o

4 0
A

. " - ““&
existence of anything, aDXWhere."llzl ,

For Richardson, the evidence for "being" in

.

‘women—*even those who, like Miriam ln the earlier stages
: @

of her pllgrlmage, are not aware,of 1t--cou1d always be

found in their sensing of actual "existence," their own

existence and the world's. Miriam .states near the end of

Pilgsimage: vwomen live, even if unknown to themselves, in

v L " . -
the Now, the eternal moment, fully; .that their sense éf

most of them the desire to Become. Will triumph,. , o 7
6 - /M

throughout their lives. Is thlS conv1ct10n of the wonder-

of mere ex1stence, the ama21ngness of there belng anythlng

anywhe?, the secret ‘of my feeling, wherever I go"‘ .. 113 B

o -

erlam recollectlon in the. novel of a personal experlehce

-

.galns 1n meanlng when ‘she. comeﬁ ‘to reCOgnlze the value of =,

A} CI : ' ~.‘~'

r chl -llke sen51t1v1ty to mere ex1stence' ’ "I felt §
about me ° an awareness, conﬁsldﬁsiln the few, shared ‘11

-

A

an. lnfectlon, to some extent@by all, of the stgangeness of

. , m" - 1

: 'vthe adventure of elng of Lhe faot of the exléfence,f

anywhere, of anythlng at all-. nlld a 'JT‘.u'

VR Hﬁrlam s sen51ng of . the realrty of her own

exlsténce prov1des ‘the- ground for her acknowledglng "the

fact of the ex1stence, anywhere, of anythlng at all; 'nd
. ,¢ q", ?
conversely, erlam s adknowledgement of: the ex1stence of -

»

of her own ex1§§ence. That lS, the ex1stence of a world ‘ ,ﬁ"

outs1de herself
\“ v \\ N 0 PO 1 . : S T
| ) N . . : . N
| - . K .

Tike her reflectlon in a mlrror, - o



+wacknowledges her'uniqueness .and wholehess.’“Miriam is both
the seer and the seen. "Instinctively," Richardson said’

of the ideal woman’ in a film—essay 1n Close- _Bﬂitﬁhe

malntalns a balance, the thlng percelﬁed and herself

perqp1v1ng 115 In 1lgr1mage Rlchardson 1llustrated ‘this

poxnt forxr example, when Miriam recalls once hav1ng had, ax,

‘deep sense’bf recognlzlng and belng recognlzed as she-

w

became aware of a splrltual klnShlp between herself and
her grandmother: "I saw that I was looklng at someone

exactly my-own‘age. PSP It s flndlng the same world 1n )

., another person that‘moves you to your roots. R & =

b _ja ) e’

makes you feel that you‘ex1st and can g_ on.A'Your.sense

%
of the world and of the/astonigklngness of there belng

an"thlng aqywhe*e . < . 1S ccrf*rmed vhen you fwnd tbe:
_ Bame world and the same accepted.. astonlshmenu 1n someone u“
W i u N + ) ‘ >

. e, '
else..’.-.“."116 Splrltual collaboratlons suﬁh as this one

-

. L4 . "'1;
are not restrlcted in Pllgrlmage to erlam s,relatlons w1th

— . » /,

people but extend also to relatlons w1th the entire /

B8
T
»

1 1“ o

o

4 )

”phy51cal world whfch 1sgV131ble or whlch 1s " made v1sibl§$to_ s
her. ‘a ,—-‘i . . o B : .l" ’ ; R
e _t : & s B 1 R
' Throughout the noVel, then, the innex and”qgté -

£ Ly

. . 0
’ worlds of erlam 1nteract. What is of\most 1nterest n

' terms Of this . staﬂy is that in Pllgrlmage the depth/br the.
. § )
2 'extent or the quallty of erlam,s.;nner feel}ngs -3 e 1n

! . i . h: v‘.w, v ~

;varlous ways revealed'and corroborabed by the nature %f

A
her v1sua1 pegceptlonﬂatuaﬁy glyeﬁ/tlme. YTH‘t 1s, the -

_’1nature of.MLrlam s feellngs, or attltudes, or awarenessesT‘""

e

e - K,
L - ¢ J R o '

- . . )
N < « c . T s e s L .. . .
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~BAC



is dftgn revealed to the. reader by the accompanying visual
descriptiohs or visual context. Miriam's actual or
imagined visual worlds provide for the reader a kind of
index to ﬁhé quality or'n;ture of Miri§m's psychic'feeiings
and of theix relation to the pilgrimage in general.

. -
Indeed, Richardson's technique is such that the visual

14

‘descriptions or the direct setting down of images. evoke in

thé reader responses which resonate in sympathy with the
responses of ﬁiriam, regardless of whether or not Miriam
herself can actually articulate at the moment the precise.
meaning of hef'own visual perceptions.

A limited but nevertheless helpfg;(illustration of

the collaboration of Miriam's inner and outer worlds is

seen in the opening lines of Chapter VI 3%\Tbe Tunnel.
There Miriam's experience of the external wo;\d is a .
precise gauge of her interior state of mind. ‘feeling at
first "non-existent," Miriam éxperiences a stultifying
physical perception which registers only the surface
appearance of the landscdpe. Then, simultaneously with
her realizing that "she,was somebody," her perception ’
alters as a breach, to use Richardson‘s term, is madé in
the normal surface rhythm of the senses:

Miriam sat on a damp. wooden seat at the station. ~

Shivering with exhaustion, she looked across at the

® early morning distance, misty black and faint misty

green. . . . Something had happened to it. It was

not beautiful; or anything. It was not anything.

. « « T7hat was the punishment. . . . The landscape

‘was dead. All that had come to an end. Her nimble =
lifeless mind noted the fact. There was dismay in it. . —_

—
i
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-

Staring at the landscape she felt the lifelessness
of her face; as if something h®d brushed.-across it
and swept the life away, leaving her only sight.,
She' could never feel any more. . _ ‘
Behind her fixed eyes, something new seemed

moving forward with a strange indifferenceJ,_Suddenly
the landscape unrolled. The rim of the hori%on ‘was
no longer the edge of the world. She lost sight of
it in the rolling out of the landscape - in her mind, P
out and out, in a light easy stretch, showing towns ‘
and open country and towns again, seas and continents
on and on; emp=:y and still. . . , She drifted back

to herself and clung, bracing herself. She was
somebody.117 ~

‘During a moment of spiritual and emotional
inertness, Miriam views what appears to be a bleakly dead
landscape. As emotional coldness gives way to-depth-of
inner feeling the landscape is animated.

The two phases of’ perception in the illustration
cited above, phases involving first emo&ional'inertness
and then emotional participation, provide parallels for
Miriam's view of the two categories of seeing, masculine
and feminine respectively. She describes, as we have
already noted, masculine perception in terms of the rigid
aspect of the camera eye, and feminine perception in terms

of sensitivity to inner realities beyond visible surfaces, .

inciuding those of the photograph. In Remembrance of

Things Past Marcel Proust provided an illustration of the

dynamics of what Miriam would call the dgeration of the
’ RN

masculine eye. - Proust's narrator makes a distinction
between what he thinks of, on the one hanq,~as the .

mechanical perception of an eye which is devoid of emotion

and memory and, on the other hand, the emotional perception
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'of,an'eye clrarged with collaborativ intimacy and

-knowledge of what it sees. The par itular occasion

involves the fleeting glimpse the narrdtor has of hig
grandmother just prior to her becoming aware of his
presence in the room, and thus justiprior to her acknow-

ledgement of him--prior, that is, to the reciprocating,

$ .
mutual acknowledgement which would complete a spiritual

circuit in the manner in which the spiritual circuit
between Miriam and her grandmother is Eompiete:

" The process that mechanically occurred in my eyes when
I caught sight of my grandmother was indeed a
photograph. We never see the people who are dear to
us save in the animated system, the perpetual motion
of our incessant love for them, which before allowing
the images that their faces present *+o reach us
catches them in its vortex, flings them back upon
the idea that we have always had of them, makes. them:
adhere to it, coincide with it. How, . . ..since
every casual glance is an act-of.-necromancy, each
face that we love a mirror of the past, how could I -
have failed to overlook what in her had become ‘
dulleéd and changed, seeing that in the most trivial
spectacles of our daily life, our eye, charged with
thought, neglects, as would a classical tragedy, every
image that does not assist the action of the play and
retains only those that may help -to make its purpose
intelligible. But if,.in place of our eye, it should
be a purely material object, a photographic plate, .
that has watched the action, then what we shall see,
in the courtyard of the Institute, for example, will

~._ be, instead of the dignified emergence of an Academician

‘who is going to hail a cab, his staggering gait, his
precautions to avoid tumboling ﬁpon\hig\ggék; the " .
parabola of his fall, as though he were unk, or the
ground frozen over. So it is-when some casual sport
of chance: prevents our intelligent and pious affection T~
from coming forward in time to hide from our eyes what
they ought never to behold, when it is forestalled by
our eyes, and they, arising first in the field and
having it to themselves, set to work mechanically,
like films, and shew us, in place of the loved friend
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.o
< .

who has long ago ceased to exist but whose death
our affection has always hitherto kept concealed
from s, the new person whom a hundred times daily
that affection has clothed with a ‘dear and cheating
likeness.118 ‘ '
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F. SIGHT AND INSIGHT.(l): MIRIAM

WRITING CAN RECREATE THE INTERIOR LIFE MOST NATURALLY »
BECAUSE OUR MINDS THINK CHIEFLY IN WORDS. BUT WE DO OUR
DREAMING IN IMAGES, AND THE CAMERA IS A DREAMING AS WELL AS
A SEEING INSTRUMENT. ‘IT IS EASIER THEN AND MORE 'NATURAL'
FOR THE CAMERA TO DREAM AND FOR. THE WRITER TO THINK.
(Evelyn T. Rlesman, 1957)119

Dorothy Rlchardson s emphasis on the 1mportance'
of v1sua1 contlnulty 1n erlam s personal life can be
related to her interest in the visual continuity of film.
.The overall heading of Richardson's series of esSays on
film, "Continuous,Performance,"Areflects orie part of-this

aspect of the fllm, as screenlngs in Rlchardson s day

would run unlnterruptedly for what she called the

"continuous performance publlc, }20 a public of which she

saw herself as a_part. Rlchardson clalmed that all of a
film's attractlons or finer p01nts "are ultimately
‘dependent, for their pull on us, upon the peculiar quality

-0of the film'S'oontinuous performance, the unchallenged

achievement that so overwheIminély«stated itself when the
flrst 'Animated Plctures' cast their uncann& spell with
the dim, blurred, contlnuously sparklng representatlon of

a locomotlve advan01ng full steam upon tha,audlence,c

.majestlc and terrible.” 12;

Always, however, in fllms as 1n llfe, there was,;

-

x
\
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\ ' o .
"for’Richardson/'a “something eISé}" a "something standing P
out from the cinematograph show"'and inv1t1ng the "'real ;
self'--our larger and depper belng," to maké itself known
to the 1ndiv1dua1--1t mlght be added, to the 1nd1v1dua1
w1th ‘the potential for feminlne perception. An indlv1dual s
T collaboratlve 1nteractlon with film, as Miriam's (and, to a
. lesser extent, the reader' s) with the visual aspect of 11fe

for which fllm i's the model in Pllgrimage, will lead

ultlmately beyond or away from a surface apprehen51on of
the external world and of ‘the self, and w111 culminate in
a metamorph051s of both the external world and the self. |
-"The surface shape is powerful, every one is in it," said

Richardson in Pilgrimage, "but in every one, alone, often

' chonsc1ously, is somethlng, a real 1n51de personallty
- that is turned away from the surface."-l22

Pllgrlmage is, first of all, erlam's continuous

’ visual event erlam s is a world structured largely in
terms of the’ surface shapes of - the "c1nematograph show“’of
llfe, but it is also a world in whlch thé” reqular rhythm
of shapes at tlmes 1s superseded,'as has already been o
stated by v1sua1 phenomena marklng eriam s encounters

 with a splrltual reallty that 1s "tufned away from the

)

surface." A fﬂ . E{

References establighiﬁg tﬁgﬁéXiStence of the . ;i,
surface show of Miriam's world, even that part of»hézy

¢

- B &
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‘world seen only by her 1nner eye, seem almost endless in

Pilgrlmage. Many excerpts from the novel mlght be gathered

to prov1de a checklist of passages whlch establlsh the
impre851on that erlam s world is predominantly visual. I
shall note here - only references to the &tates of mlnd the

memorles of the past, and the ant1c1pat10ns of the future

3 )

which constltute her inner world or as Wyndham LeW1s would

have called 1t, her "inner CLnema:"
' )

- .

[Miriam was] confused by a picture coming between her and
her surroundings like a filmy lantern slide;123. _

Pictures came in the darkness - +» . lamplit rooms, gardens,
understandlng ;124 - : : '

Thnngs were comlng to her out of the fire, fresh and new,
seen for the first time; a flood of images. ghe watched
them with eyes suddenly cool and sleepless-

scenes from the future, moving in soundless background
came streamlng unsummoned into her ming;l ,

here within, 1lit up as if by a suddenly SWltChed on electric
»llght, was one's own realization going back and back; in
pictures that grew clearer, each time something happened
that switched on a llght within the€ black spaces of your
mind. . . . * [Tlhe inmost reallty comes to you when you

are alone; : - -

The rosy light shone -into far—away scen th distant

friends. They came into her mind rapidl ne by one, and

~ stayed groufed in a radlance, sharper and Clearer than in
experience;

Lying sleepless, . . . she watched the pictures that

. crowded the darkness;1

Two scenes flashed forth from the panorama beyond the
darkness;130

She walked home amidst the Eroce551on of scenes, grouped
and blending all about her; _ ( :

Single, detached figures came vividly before her;132



'All the places she had known came unsummoned before her
mind's eye; . . . so far away that several could be

focussed at once.lp3 )

there passed before her inward vision a picture. . . .- It
slid away. Joyously she recalled it, supplying time and
place, colour and_sound and living warmth. And it stood
there-before her;1: ' ‘ .

her mind moved rapidly from picture to picture_;135

[his question dissolved] her mind's fixed image of the
room in a series of distant views competing for her
attention;l

she sawi in a swift series of dissolving views, her own
career; : . '

Shiftingﬂher gaze, shg'saw . . . scene upon scene from the
depths of the years;l 8 :

[The face of the clock always brought] the time of day to
her mind in swiftly moving, stereoscopic scenes;l39

[Miriam saw] a visible backgrouhd of dissolving views
freed from their anchorage in space and time;l 0

Miriam departed on a mental tour. Picture after picture
emerged from the past;l ' . :

she saw within her mind, evoked in all its first ciarity
and revealed as immortal, [a] hitherto unpondered
vision; .

One after another the scenes passed before [her], eéqh
with its unique charm.143 : S

* * o *

"Music, invisible, 'coming out of space,'".

Richardson wrote in Close Up of the film viewihg experience,

"enhances the faculty of vision."144

For Miriam, tgo,
music intensifiés'the effect of the visual environment,.

and often creates moments which stand out from thé}normal
. ’ - -

surfaces of the environment. During the vorspielen a£,the
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German school in Waldstrasse, for example, Miriam comes to
see beyond the visual reality’sf her surroundings as she

moves to a state of being where her vision brings her only

/

‘abstract forms:

Emma Bergmann was playing. The single notes
of the opening motif of Chopin's Fifteenth Nocturne
~ fell pensively into the waiting room. Miriam, her .,
- fatigue forgotten, slid to a featureless freedom.
It seemed to her that the light with which the room
was filled grew brighter and clearer. She felt that
she was looking at nothing and yet was aware of the
whole room like a picture in a dream. Fear left her.
The human forms all round her lost their power.
They grew suffused and dim. . . . The pensive swing
of the music changed to urgency and emphasis. . . .
"It came nearer and nearer. It did not come from the
" candle-1it corner where the piano was. . . . It came
from everywhere. It carried her .out of the house,
out of the world. '
It hastened with her, on and on towards great
brightness. . . . Everything was growing brighter
and brighter. . . .145 a

e
Much as in Proust's Remembranc¢e of Things Past, music in

Pilgrimage has the power'to make the listener and viewer

. transcend the surface confines of the physical present and

to recall v1sual scenes from the past. At Oberland (in

' Sw1tzerland), for example, more than ten years follow1ng
her stay in Germanf, Miriam hears a theme being played on -
a piano, and ehé past--in terms of a visual world which
breaks into the visual rhythms of the present--is revived
in her memery- 'Threugh'all the years she had tried in

. vain to recall it, and now 1t came, to welcome her, piling
joy on joy, setting its seal upon the days ahead’ ‘and taklng‘

her back to “her Germany. . . . For an instant she was

back in it, passing swiftly from scene to scene of the '



| L

,146
Vﬁ
Miriam herself theor;zéh about music's function as

months inyWaldstrasse. . .

e -

an aid to v151onw On oﬁ§706ca51o;§jpe recalls having

o ( Y T

@etdmpaniment, although in advance
d;ls

stated "that'pﬂqmslzaiﬁf
it seemedftp proﬁ;ﬁé%a :1on of one's attention,
actually'had thesxﬁsgiﬁe'eff;ct helping, with 1ts
'unaccentuatga flowh,té?focus and v1tallze the images
evoked\gy‘é béem. 147 She recalls too having thought that
"music favoured the reception of poetry partly by causing
the shapeless mental faculties that deal with thingé, to .
" abdicate in favour of the faculty that has the sense-of h

w148

form and sees things in relationship. Indeed, sound

often translates int0'visq§l forms in Miriam's mind. ‘The
Waldstrassé nocturne, for example, "was a s ape of tbnes
caught from a pattern woven continﬁousiy‘andtdrawn, with
itf.rhythm ready set, gleaming into sight. The way of the
best nocturnes,"149 Again, when she is at the sea-side
with her ailing'mother, Miriam on one océasion is listening
to a band: "She waitedvfor the loud gay jerky'tripping of
the second movement. When it crashed‘brassily out the

»n150

scene grew vivid. On still anotheyr occasion, a

"smooth firm foreign voice flung out a shapely little-
o é
fragment of song. Miriam watched its outline."151 C

-

.

Dreams make up many of the more remarkable moments

-

@

of visual act1v1ty in erlam s life. Iﬁdeed, as is p01nted_‘

99



quality reflecting the reality of her inner'self, deeply
imbues many of Miriam's waking moments: - "all the real
part of your life has a real dream in it," says the
narrator; "some of the real dream part of you co%ing ' |
true."152 In Miriam's life, dream and day-dream are often
part of a seamless visual continuity:
. . . Miriam lay watching the pawnbroker's
daughter in the 'little room at the back of the shop,
“in the shop, back again in the’ little room, coming
and going. There was a shining on her face and on her
hair. Miriam watched until she fell asleep.
She dreamed she was in the small music-room
in the old Putney school. . . .153
A description'of Miriam's "favourite dream" very
early in the novel establishes itself as an important
feature which in varioul forms emerges from time to time
i ' . ¢
upon the visual landscape of her life: "floating threug?
clouds and above tree-tops and villagés.‘ She had almost

brushed the tree-tops, that had been £he happiest moment,

and had caught sight of a circular seat round the trunk of
nl54

.a'large old tree, and a group ofgwhite cottages. This
particular dream, deeply meaningful to Miriah who, upon
recalling it to herself, exclaims, "[i]t's me,"155 is the
prefiguration of visually similar and-;ng;easingly fuller
realizations which Miriam comes to on%héf pilgrimage. . Her
delight in and the sense of self—knoﬁledge related to the
:@ieé, which in the dream is enélosed, symbolically, in a

circle, are anticipations of Miriam's ultimate epiphany

near the end of the novel. There, in acknowledgement of

>
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out by the narrator in Pilgrimage, a dream-like quality, a .
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her circling back to her real self; to her own beginnings,

it is in her perception of a tree' that she simultaneously

»

and completely reelizes the profound significance of her’

-growing awareness of what it me s'xo feel, "[i]t's me."

. 5 .
* . * ' *

Pilgrimage itself contains no explicit internal

references to the cinema, even though the chronology of the
narrative (approx1mately 1892-1915) parallels the passage
of the years that saw the advent of the 51lent £ilm.

Thus no literal parallellsm is exp11c1tly 1nd1cated between

erlam s and the film spectator's situations. The reader s-
N

‘attention is at times dellberately drawn, however, to items '

related to cinema- lrgg‘apparatus, the effect of whlzt
'underlines the reader's awareness of the primacy of the
visual sense in Miriam's life. For example, on one occasion
while. she is recalllng her chlldhood pleasures, Miriam
establlshes a sense of her attachmeqt to toys such as the
keleldoscope and the stereoscope: "'. . . The kaleidoscope;
Do you remember looklng.at the kale1doscope° I used to \
cry about it sometimes at night; thlnk;ng”of the patterns I’
had not .seen. I thought there wal a nek~pattern every

time you shook it for ever. . . .' She rushed on to the
stereoscope, her eyes:still on the.little cardboard stage;‘
hearing the souod of the paper scraping over the little
wooden roller as the printed scenes came round backwards-

or forwards. . .'."156 s -



rsometlmes, as in. the 1llustratron,3ust c1ted breathes of

T 102

A slide show, which Miriam watches durlng her

visit to a scientific lecture on‘Xhe photographer,

ooooo

’

the colour. photographs came, Mirlam was too happy,for

thdught. Pictures of stalned glaSs, hard crude clear .
. : - !
brilliant opaque flat colour, stood in miraculous squares - ]D; s
# v

on the screen, and pleces of’ gardens, grass and flowers and

.trees, shining w1th a: shadeless bllndlng br:l.lllance."157

‘v

Unllke Mr. Hancock her screntlflcally—mlnded mascullne-

eyed companion at ‘the lecture, erlam feels keenly that

K}

the pictures in themselves, in belng only of the senSes,

. -

were superf1c1ai 1n comparlson to the presence, the .

‘“somethlng else,F the real certaln thlng,"_whgch she

feels‘standing "brllllantly behlnd them: "the ‘e was | .
v ¥ - -~

somethlng else in the thlngs as they stood b11nd1ng, .

there. e o o o It was somethlng that ‘she had.seen somewhere,
. . s—_\
often. . . . There was somethlng ln thlS 1ntense hard "

trlch colour like somethang one . sometlmes Saw when it

&asn t there, a sudden brlghtenlng and brlghtenlng of all

colours till you felt somethlng must break 1f they grew any - “%,D
"
brlghter--or 1n the,dark or-in one s mlnd suddenly, at

any tlme, unearthly brIlllance. . o .. [I]t was the. real

certarn thrng, the one real. certaln happy thlng..¥58 S

In all of Pllgrlmage 1t is through the breaches--

£

3

\

A unearthly brllllance ~-wh1ch occur from rme to time in 777

the regular reglstratlon of 1mpre$$1ons that Mrrram 'f

. LY e
< .
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. "\U“. I (
increasindly gains the sensg of having access to something
prefigured or symbolized by the occurrence of those breach-

' es, or gaps. There is, she feels, something vaster,

something beyond, something within--that which she at first

can identify only as a "something else."

Agaln and again in Pllgrimage the 1mportance for
"erlam of the relatlonshlp hetween surface pictures,
o whether seen externall or only in the mind, and the less
tangrble "somethlng e{Ze,"“is‘explicitly_stressed. For
erample,_while Miriam is at>Brightoh, she takesjvisual
cognizance of the scene‘around her, and her thoughts move
.'beyond.the surface impressions: "her thoughts of the |

\

™ great brow and downward sweep of cliff and the sea coming
up to 1t was not a picture, 1t was a thing, . . . it was
an experience, perhaps the most important thing in' life,
e . . a thlng belonging to that strange inner life ‘and

' 1ndependent of everybody.“160 Throughout the novel the

c1nematograph show" of llféi With its flow of.surface"

scenes, provides. ylrlam w1th a v1sua1 context Wthh,_lf
she cobperates with it, offers her 1ns1ghts usually +
accompanied 51mu1taneously by renewed v1sual experience
which trapscends normal sight: “"there is w1th1n&oneself
somethl g that ceaselessly contemplates 'forgotten
thlngs--. . « even a photograph . -» « has the pOwer of

making one enter a kingddm one hardly knew one'posseSSe‘d."161

(e
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'G. SIGHT AND INSIGHT (2): THE READER ‘
N4

BY RECORDING SELECTED IMPRESSIONS, THOUGHTS, AND SENSATIONS
OF HIS CHARACTERS, THE NOVELIST CAN CREATE (AS DOES THE
CINEMA) THE ILLUSION THAT WHAT IS HAPPENING IS HAPPENING
WHILE WE READ, IS CONT];NUOUS, AND IS HAPPENING ALWAYS IN
THE PRESENT. (Weller Embler, 1971)162

L4

Dorothy Richardson used a variety of literary

devices in Rilgrimage to invite the reader to occupy a

life-space which to varying degfees cé&ncides with Miriam's.
At times, particuiarly where hef techniqué mimes film, she '
has invested’the reader with a stétus‘essentiqlly like )
Miriam's--essentially that of the film_spectétor, aé
Riéhardson described him. The .visual patterns and
techniques wﬁiéh measure Miriam's own changing distance
from and insight into reaiity, fhe reality implicit in
Miriam's seeing beyond surface structures, are used by
Richardson bo;h to let the reader:inte;pret Miriam's

current state of being, and also to let the reader enter

frequ;htl%/ nto a "seeing” role{&ﬁich is guite in phase
: S : - s v :

~

with that of Miriam. in actuality; of course, it has to be )
kept in mind‘that any‘alignment of Miriam's and fhé feader's
visuwal .perception cannot bevsaid‘to occur“literally}'if énly_
because Miriam's is a thsiéhl«vision which is constant

and direct, while the rgader'élvisionfis dependent on the"

evocative and directive powex of words.

-
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Even after heving taken into account the qualitative
difference wrodght upon any event by.the mediation of
prose, it is tempting to c?nclude upon a cursory'judgment'
of the text that, in terms of Richardson's aesthetics, the
reader's visiod consigtenti&Iparallels that of Miriam.
waeveru Richatdson at times has refrained entirely from
"showinéJ the reader directly, or even describing to thﬁ\
reader obliquely, the substance of Miriam's visual
perceptions, and yet at the same time has made thelreader
aware that certain pictdrial "scenes" are flashing before
Mixiam's inner or her outer eye. On the other hand,
Rlchardson sometlmes has employed severeée llterary tech- .
nlques which ant1c1pate what is called the "camera eye"
in novele such- as Robbe-Grlllet s Jealousx.'163

Since it has been Richardson's method to use -
Miriam's experience as the only guide for the reader's
expefience, she has.been able to reflect the variations
.w1th1n the mlnd of Miriam by varying the reader s dlstance
from the standard or norm of a purely "c;nematlc world;
and variations, especially "breaches," within the visual
world perceived by the reader fdrther guide the'qeeder to
a close knowledge of Miriam's inner world. For example,
within the spectrum of Miriam's v1sual expernences the
" reader is 1nv1ted at frequent intervals to participate with
_extraordinary.directness in Miriam's life; The evocative
use of visual 1magery or visual descrlptlon, especxally
when it is self-consc1ously employed, ;s central to

¢ @
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Riohardson's prose style. Her~use of the visual eLement
was the result of her determined attempt not to let her
- art violate the free: will of the\reader. As a conventibn}
it lets the reader identify with Mirlam simply by settlng
before him much of what eriam herself sees, without
overtly taklng hlm on a "conducted tour ,through the
"material. Given her aesthetic de81re\not to 1nterfere with
the reader,.and_glven the sensory llnltations and strengths
of literature, Richardson's use of visual \imagery was an
1nd1spensxb1e convention for her 1n51stenc\\as a- - ' rer on-
remaining w1th1n the 11fe -space of Miriam. \En 1. _xcure

the v1sua1 sense more than any other can be. used ‘to make
‘the reader's. point-of-view cornc1de with that‘of a
oharacter. Indeed in the case of Miriam,'it‘is through
Rlchardson s consistent demand on the reader's v1sua1121ng
sense that the reader comes to know erlam by the very
means through whlch she comes to know herself Rlchardson;s :
was a‘conventlon which recalls the cinema w1th its
" impersonal® pictures, each, she repeatedly-stated, v ///

"164

"telllng its own story without the intervention of -

conventlonally overt guldlng‘forces. ' _ ’ '/
One of the most dramatic instances of Rlchardson s

_grv1ng the reader the opportunlty to- empathlze w1th Miriam's-

—

vlsual perception of the "c1nematograph show of her -
environment, and of a breach in that showl involnes‘a
self-conscious attempt by Richardson to utilize cinema

. . . . C . r3 a . . .
- technique in the re-creation of Miriam's visual experience.
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The instance occurs quite uneipectedly'in'Honezcomb (1917)[

in the context of events whlch otherwise are technically

i

1nausp1c1ous On thls occasion Rlchardson used technique

- in an obvious way to 1nterpret the sense of erlam 8

experience and to provide the parameters which determine

the sense of the reader's’experience. The technique itselfl..

~

_is a clear enunc1atlon of Rlchardson s attempts to avoid

plac1ng strlctures on the reader's 1mag1natlon, as the .

visual content emerges bare and unlmpeded by narrative

" 1nterference.

The West End street . . . grey bulldlng rlSlng
on either side, angles sharp against the sky .
"softened angles of buildings agalnst other bui
. « . high moulded angles soft as crumb, with d ep .

yellow, hlgh up; a confusion of lavender and
pouching out along the dipping sill . . . a wash”of
green creeper up a white painted house- front .\2\::

patches of shadow and bxlght 1lght e e e ‘-> .
She sped along looklng at nothlng Shops \\\\,
passed. by, bright endless caverns screened with glass. N

. « . the bright teeth of a grand piano running along
the edge of a darkness,”a cataract of light pourlng
down its raised crumpling stalks; sly, silky, ominous
. furs; ‘'metals, cold and clanging,. brandishing the llght,
close prickling fire [df Jewels. o« o »

She pulled up sharply in front of a window.
The pavement round it was clear, alloWing her to stand”,
rooted where she had been walking, in the middle of ‘
the pavement, in the midst of the pavement, in the
midst of the tide flowing from the clear window, a soft
£fresh tide of sunlit colours . . . Clear green .glass
~shelves:laden with shapes of fluted glass, glinting

gtransparenc1es of mauve ang\gmber and green, rose—pearl

and milky blue, welded to lowing tlde, freshening ‘
and flowing through her blood,,a sea rlSlng and falllng
with her breathing.  «—={ )
‘The edge had gone from the keenness of the .
light. The street. was a happy, sunny, simple street--
small. She was vast.v She could gather up the buildings’
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in her arm and push them away, clearing the sky A
a strange darkling, and she would sleep. She- felt -
drowsy, a drowsiness in her brain and limbs and great - B
strength, and hunger.165 [The ellipses, except those.
at the end of the first two paragraphs respectlvely, ‘
are Rlchardson s.] . _ - ‘ ‘
b ’ » o @
This rendering of the visually-sensitized cbnsciousness of S

.%'\

erlam is unuSual technically in terms of the overall style
of the novel. It is at the same time a central 1nd1cator
of the general nature of Rlchardson s "cinematlc" method “
It reveals-Rlchardson_s‘afflnlty with the stream—of-
conseiousness writers.' It supports, too, the validity of’
Rachardson .5 own" preference for thq label "slow-motlon oy
photography, rather than the 1abe1, "stream-of consc1ous—
ness,“ to describe‘herywork.;GG

,f/‘

There are as well in’Pilgrimage other forms of =

vvisuai expression,'of etarkly viSualized’experience, Which
Rlchardson employed toaxnv1te the reader s 1mag1nat1ve .and
v1suallzlng part101patlon. 'Often Rlchardson would place \\\\\5%:1
. visualized objects,_which Miriam»sees, within afframlng }
device—élike the“"pictures;"'for‘example, Miriam sees B
gleamlng in a window" 16?-on ohe occasion. This framihgv L
dev1ce functions in the manner of a film screen. The |
reader shares w1th Miriam not only the'phy51cal appearance
of ob]ects, often objects ‘in movement but also the relatlon
of" ijects to ‘each othexr w;thln the frame.» In her frequent
use of the framlng—devrce'Rlchardson was employlng anf



screen:

M-

A . »

e - E ;i o
- aspect of the film viewing,egperieace as the model for .

‘engaging the reader, ‘as Mipism is engaged, i visual

! .

. ékperiehééswleaﬁing”td“Contemplation and creative -

b

collaboration. N ' \
ti 1 - :

' ‘The effects, of Richardson's deliberaté\gstébiish-
ment of and the ;eédef's knowledge of Miriam's;gngie of
Vision‘énd‘offthe composition of the'picture wfthin the
frame'ére'begt'élarified by observing an illustration of -

Richaréson’s method: . "Through the ffench windows of the .

____new drawing-room Miriam saw a group‘of flggres moving

towards the end of thé.gardeﬁ; In a momeht they would.have

reached the low brick wall at the end of the;gardén. They

might stand talkingdthere with their heads'outlinéd»against

the green painted trellis-wcrk that ran'along the top of

‘the hall,‘. .‘."168' The description of'the grouﬁ of
strolling figures provides a sense of movement within the

,context of the frame. in another instance in which visual

images appear in a frame, Miriam'S'head—movements{ which .

. make her eye function like a mobile camera, facilitate the.

creation of a sense of visual objects in movement on a

A A

-

~ she went into the brilliance of the window space. The
. outside world appeared; a long row of dormer windows
- and the square tops of the larger windows below. them,
the windows black or sheeny grey in the' light, cut out
against the dinginess of smoke-grimed walls. The long.
strip of roof sloping back from the dormers. was'a pure
even dark grey. She bent to see the sky, clear soft
heavy grey, striped by the bars of her window. . ...
To the left the trees were black against-pure grey,
to the right they stood spread and ;bunched in front of

‘.

\
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the distant buildings blocking the vista. Runnlng

across the rose-washed facade of the central mass she '

could just make out "Edward s Famlly Hotel" 1n large
" black letters.169 . v - : :

- The selection from Pilgrimage which was oited by Leon Edel,170

and whlch constitutes the c1051ng llnes of Pointed Roofs,

&
_prov1des a more extreme form of Richardson's miming the

action of a mob;le camera eye to create the sense of a . -
moving picture within the context of A frame;,
o ,
Film, in its essence a mediuﬁ-deeiind with pictures .‘:\
‘of actual visual ‘objects, is Qore preoise and more explicit :
than literature in its.abiiity to arrange and select’ d
specifio,-vividly—definedvvisual objects aogfinvest‘them
with symbolical meening. Such meaning is derived not
- necessar%ly from antecedents'external to the work but from
the'positioh or funcfioning of rhe object in a series of
visual or_narratiye contexts witﬁin'the work'itself.
Richérdson, in creating'the visual_eorld which‘ié Miriam’s
L'to perceive, constantly has emphasized the significanoe of
' thipgs-through:their visual associations and.vieual qdality.
'RichardEOh has tried as much as possible to use her medium
as tﬁapgh ié were film, which, she recognized,‘haS'the power
to raise the level: of Signifioeoce of everyday visual -
'objects. She wrote in 1931: "Everyone knows that amongst

».
its thousand and. one potentlallﬁﬁes the fllm possesses'

that of belng a mirror for the cubtomary and restorlng 1ts

-
¥
P
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essefitial quality."171

L
3

In the "cinematic" atmosphere of

Pilgrimage, visual images which recur in one section or in

‘several parts of the novel come to reveal their "essential
quality," both to Miriam and to the reader. The effect of
their occurrence, on both Miriam and the reader, like the
effect of the film as Richardson quite simply described it,
is "the awakening of the imaginative'power, the gift of
expanslon, of moving . ; . into a new dimension of
consciousness.“172
~ Richardson often has attemptedcto mim~ the texture_L
or the effects of film by references to colours and to visual
objects, as well as by hei literal, visual reproducﬁion of
such icems as signs or advertisementsu In their effects////
the technlques relnforce the reéder 's 1mpre551on ot seeing
““‘\\\what erlam sees, and also, consequently, feellng what
/ Miriam feels. _ The technfques,‘lt must be kept in mlnd
are used by’ Richardson to complement the thene of
p11gr1mage\and the prlnclple of creative collaboratlon.

.

In Pllgrlmage recurring references to partlcular

colours.become one means not only of transmlttlng Miriam's
vlsual experiences but also of indlcating her changing
moods. By a‘combination”of their commonly-known symbollc
valuesland, more specifically, by their association in the
.a 'text_With certain objects, events, or-feelings, refe;ences
to colour serxrve Richardson's'pufpose of making the feader
see as Miriam sees. Whlle Rlchardson opposed the use of

colour in the cinema because, llke synchronlzed dlalogue, it

-



interferes with the eye/mind's imaginative involvement with
. the moving images, no such interference—-iqgeed,.jnst the
oﬁposite--oecurs when colour—references are"used‘in prose.

. The use of colour:referenceS‘Was also one of
Richardson's means for developing the structure of Pilgri-
mage. Lengthy passages of the novel are at times bathed,
as it Qere, in even tones of colour. Aan analqgous.but
crﬁde practiee which comes to mind‘involves the eaily use
of tinting in films to elicit or indicate desired moods

or effects during a particular series of shots or

sequenees.17? .

A few examples will indicate by their contextmthe
values which Rlchardson at times attrlbuted to, and drew

from, grey as well as gold and its related colours, yellow

4

and brown:

Inside the house a cold grey thllght was blottlng out the
warm b;pwnness,l74 ,

[She notlced] -a l?gge brown dlnglness, one rich warm even
tone everywhere-

the whole of_ the time in Germany was beautiful, golden
happy llght-176

The woman ?}d not see the wonderful gold-brown light in the
carrlage- \ :
men wander in a grey desert of agnostlcz.sm,178 ' e
she was observing the’ deepness of the room's grey light.

Another storm-cloud 179

N
Richardson's, or Miriam' s, preference, as 1nd1cated

by the precedlng references taken from different parts of

the novel, is for the richness and warmth of the gold

~
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colours; and the reader is’easily oonditioned to respondlro.
the-meeningbofffhe oolour acoordinély. ﬁlhus-mheanaréeAm' |
sectione‘of the“novel'are bathednin ;'sustalned, bolden',
~glow, they evoke 1n the reader the, sense of the inward joy .

whlch Miriam is experiencing, and' invite ‘he reader to

¢ -

participate in that joy with ‘her. Throughout ‘Dawn's Left.
. Hand, -for example, erlam basks in the golden light of her

recollectlons of her Oberland expérdence She remembers

«180

the Oberland days as a 'golden_eternlty, a "golden

‘glow,"lel a "golden life within her life."'82 she saw it

proceeding simultaneously with what she called the

"fortnight of dark London days.”183 At a,Klater poinpt in

the novel the feeling returns: "Oberland againi'its'golden
llght and its way of making its outer world eonform to its

1nner."184 All of life had become for her a "golden

leisure"185 with "golden light giving an ethereal quallty"186

to its spec1al moments.

The recurrence of objects, too, prov1des ‘a

reflectlon or correlative of erlam s inner life. For

example,’"the mystery of her passion for soa’p"187 imbues

a v15ual object, often encountered in the pages of Pllgr1~
"mage, with personal, symbolical significance. A~new cake
of soap gives Miriam the assurance of mysteriously new

days to follow: "To buy a new cake of soap is to buy a

»188 says the narrator : "ell.great
.. , .

daYs had soap,_impressing its qualities uﬁon you, during

fresh stretch of days,
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your most inﬁense'moments of apticipation, as a‘prelude.
And the rea;izétion“of a good day:pagt, cbming,with_the;}_j?i_jwhA,
early morning hour, is accompanied by soap. Soap isfwith' /)
you when you are in that state of feeling life‘af first "
hand that_makes eveﬁ the best things thét can happen
important not so much in themselves as _jn the way they
make you conscious of life, and of yourself living.
Every day, even those that are callgd ordinary days, with
its miracle of return from sleep, is heralded by séap, "
summoning its retinue of companion days."18? -  ¥ }

Other items, too, recur and téke on symbolicall
significanbe’in terms of Miriam's world. The two references
to the large Oriental plagque with the tiger in its midsﬂ, , }"

for example, are separated by 775‘pages in’ the novel. Yet

~the plaque functions, first vaall, in simplest ¢
terms by taking on a heightened visual quality. ' In the
: firét reference to fhe piaqugé_which‘is in Mr. Hancock'r
réqm,‘wheré on"#his occasion it falls and breaks in two,
thé réader sees it in great detail as does Miriam:

“Miriam's eyes went . . . to the violent soft rich red and

blue and dull green cqvering the huge concave disk from

-

side to s . ;t appeared to represent a close thicket of
palm fronds, thin flat fingers,.suﬁerimposed a£a splaying
out in all directions over the deep blue background. In
‘the centre appeared the head and shoulders of an enormous
tiger, comimg sinuously forward, one great paw plaqted.on

the greenery near the foremost middle edge of the plaque.nlgo‘
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Severa1 volumes later, Chapter 1V of Ré%blving Lights opens

" with thls abrupt description. ""The tiger stepping down his
blue plaque. The one thing in the room that nothing could
influence. All the other beautiful things change. They
are beautlf\l for a moment, again and again; glving out
their expression, and presently frozen stiff, having no

| expressicn. The blue pladue, inrense fathomleﬁs eastern

#®lue, the thick spiky grey—green sharply shaped leaves, |
going up for ever, the heavy striped beast for\ever curvingp;
through, his great paw always newly set on the base of the
plaque; 1nexhaust1ble, never looked at enough always‘
br1ng1n§ the same Joy. If ever the memory of this room
fades away, the blue plaque will remaln. n191 This
paragraph, wn\ch introduces the chapter follow;ng the one
taken up.w1th Miriam's splrltually critical visit to Hypo ,
ané Alma Wilson's country-hbme; opens with what might be a

| literary equivalent of a film shot. The camera eye, as it
were, does all_the primary. work in the paragraph, simply by |
making £he*reader see. It recalls a senseucf the place

S

and time of the earlier occasion,ﬁﬁhen the now-MLnded

plague had fallenland/broken-in tko;" Analogous to Miriam's _
B : 1 . ' o
. oWn pilgrimage from»a divided self to.a woman at one with

herself, the trger in its garden—llke env1ronment is a

metaphor for her experlence.-
Gardens and, as we have already noteé7 especially

trees represent fgr Miriam the return to the self she was
) . / -
as a child, a self made aware of its very being by the

o )
‘
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& - . hlﬁ .
cknowledglng presence of the natural environMent.- el ;’;
- | ;——-— - s _;52
Richardson's personal recollection of her "first direct e -

J L TN -
knowledge"” of woods and hills and rxvers and gardens, s
which, she wrote, alone "brought the sense of ex1st1ng,?19?

;_was the source 6% the similar sensibllity in Miriam. On

(\one occaslon when Miriam's external life is coloured by ‘
gloomy circumstances, the garden is the untouched image ., .
that restores a sense of calmness and oneness deeply L\‘ '

within her: “far away from the everlasting accusations of* [

humanity . . . was something cool and fresh--endless e

ord

&
'

\‘y.
garden."193 eriam glves her own sense of the importance o>
. A 2

~of this recurr1n§ v1sual 1m5ge, a sense Of belng "'bac§ in'
the moment of seeing for the flrst time thoge flower—beds
and banks of flowers blazing in the morqnng sunllght, that
smelt of the flowers and was one with them and me and the

-b%g bees crossing the path, lqw, on a level with my -

face."194

‘Phirdlyg among the visual devices. whach Rlch&xdson

used to let the reader see what~miriam sees was her use 1n

e

the novel of the typographlcal dupllcatlon of actual v1sua1

stlmull. Signs orx advertlsements, h1ch constltute the~ %
most llteral use of written, words as they are commonly |
found 1n fllms, may readily be 1ncorporated 1nto the/text

of the novel 1n the form 11terally 1dent1cal with tﬂat

"

seen by Miriam. Their use 1n the text carrres to A loglcal,
3y

ptechnlcal extreme Richardson's 1nsxstence on showing the

~

\



117
reader ;hat Miriam actually sees. Thus, in one sense,
these\v1sual stimuli bring the_reader closest to Miriam.

A dramatic use(of‘sigﬁs, as,they functiéh to reveal
and gauge the progress\of Miriam's»expanding inner aware~
‘. ness and spiritual strength is the suggested and finally
the explicitly stated recurrence of a 51gn whlch is first
1assoc1ated wfth Miriam's- traumatlc\feellng of loss and °,

bgu1lt concernlng the death of her mother. Chapter VII .of

The Tunnel contalns the first reference to the 51gn.

| erlam s tenseness .is’ stressed by the br/rlty of the

°
(]

chapter, which is " here quoted in full

Why must '3 always think: of her in this place?

. « - It is always worst just along here. . . . Why
do’ I always forget there's this piece . . . always be
hurrylng along seelng nothing and then, suddenly,
Teetgen s Teas and this row of shops? I can't bear it.
I don't know what it is. It's always the same. I

' always feel the same. It is sending, ‘me:mad.”  One day
it will be worse. If it gets any- worsé' I shall be mad.
Just here. Certainly. ‘Something is wearing out of me.
I am meant to go mad. If not, I should not always be
coming along this piece w1thout ‘knowing it, which ever

» Street I take. Othexr people would know the streets
apart. I don't know where this bit is or how 1 get to
it. I come’-every day because I am meant to go mad’
here.,4Someth1ng that knows brings me here and is mak--

ing_me go mad because I am myself afid nothing changes
' me. 195 ° » - - - . ST

;

K

The "her" of the flrstrllne must be erlam s mother who,
‘the. reader gathers only obllquely, takes her own llfe at a
p01nt which, narratlvely speaklng, occurs near the ‘end of

o

,'the precedrng volume of Pllgrlmage, Honeycomb. The present

stressful moment of erlam 's recollectlon of her mother

S

anticipates at a .rather. early p01nt in the ndvel the later

ascendancy of the first person narrator in Pllgrlmag_
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The effect of this passage is to underline Miriam's feelings

of helplessness and despair, feelgpgs which are set off by /
her visual sense‘of the locale into which she wanders. i
j

‘About four years later (in Deadlock) the scene j

. . ~ ! o
bursts again before Miriam, this time before her inner eye.
‘ v : ] “ . ]
‘But now her encountering the scene .cleanses her of her |

'former.fear and idsecurityes she walks "into the
multitudinous pattering of heavy rain:" "scenes flashed
forth fioin fthe panorama beyond the darkness;\and . . she
saw, narrow and gaslit, the llttle unlocated street that
had haunted her first London yea s, herself flitting 1nto
it, always unknow1ngly, frpm a maze of surrounding streets,

" feeling uneasy, recognizing it, hd?rying to pass its awful
centre where she must read the neme of a shdp. . ,..i'Her
imagined figure passed from the hadn ed'scede, and from the

. vast séread of London the tide flowed through it, leaving .
it a daylit part of the\wﬁole, its speil broken and

_gone.n196 | | o :

. . Some. four or five years still later (in‘Dawn'S‘Left

5

QHand), while splrltually luxurlatlng in the rlchness of

the post-Oberland "golden" period of her life, erlam once
agaln finds herself actually "o anc1ng along the shop—

T fronts of this mean llttle back street:"

\\Téétgen s Teas, she noted, in grimed, gilt
§ lettering above a dark and dingy llttle shop. . . .

Teetgen's Teas. . .
And this street, Stlll foul and dust ~filled,

y but full now also Of the light flooding down upon and
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the air floﬁlng through the larger streets with
which in her mind it was clearly linked, was the place
where in the early years she would suddenly find

herself lost and hekplessly aware of what was waiting

for her eyes the moment before it appeared: the
grimed gilt lettering that forced me to gaze into the
darkest moment.of my life and to remember that I had
forfeited my share in humanity for ever and must go .
quietly and alone until the end.

And now their power has gone. Th~ - can brlng
r, to which,

back only the memory of a darkneSs and OXXor,

theri, something has happened, begun to happeh9197

Hanng felt her new freedom, Miriam "glanced back over her

shouldér'at'thexléfters now éway behind her and rejoiced
in freedom‘ihatiallowed her to note their’peéuliarities of
size and shape."198 .

The gfimed, gilp.letfering, like thé_other visual
-referents which she uéed,‘géve Richardsoh a way of letting
the reader rélateAto'cué% in a manner yhjch reflects--
both at éne sensnal level and; by_implicafioh,fat fhel
spiritual level--Miriam's own relatibn to the actual,

visiBle presence of those cues.

I
\
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H. .MIRIAM'S PILGRIMAGE: THE SIGHT AND SENSE OF SELF’

s

THE CINEMA, OF, ALL THE ARTS, " POSSESSES THE MEANS ‘OF
EXPLOITING [THE] ELEMENT OF FANTASY TO THE UTMOST LIMIT.
ON THE SCREEN WE CAN SIT INSIDE AND OUTSIDE OURSELVES AT

THE SAME TIME. THE VEIL BETWEEN DREAM AND REALITY, WHEN
SUFFUSED WITH LIGHT, IS CAPABLE OF YIELDING THE MODULATIONS .
OF THE SPIRIT WHICH ANIMATES LIFE. EXHAUSTED BY LONGING,

. THE SPIRIT OF MAN STRIVES PERPETUALLY TO SURRENDER ITS
BURDEN THROUGH WONDER. THE ORGAN OF THE SOUL IS THE EYE
WHICH, HAVING BEHELD ITS CREATION, SEES THE SIGNIFICANCE

OF THAT WHICH IT ORIGINALLY LONGED TO BEHOLD. A THIRD EYE
RENDERS BACK THE WONDER WHICH SURROUNDS THE MEANING OF -

" . CREATION. ONLY THE BLIND CAN EXPRESS TRUE LONGING, JUST -

AS THE SEER CAN EXPRESS ONLY ECSTASY. ENTERING THE REALM -
OF VISION WE MOVE WITH THE FLEET HARMONY OF ANGELS. WONDER
EXPANDS THE INNER ORB, MAKING IT WAX LIKE A GOLDEN MOON.

AT THE FULL THE DARKEST RECESSES OF THE SOUL ARE ILLUMINED.
IT IS THEN WE SUSTAIN, WITH OUR BREATH MERELY, THE
CHANGELESS UNIVERSE IN WHICH FORM AND IMAGE OBEY THE
CEASELESS LOGIC OF DREAM. = (Henry Mlller, 1947)199

" In her definition of'the experience of:film. 
viewing, Dorothy Ricnardeon Elacedgspecial emphasis on the
spatiai stillness of the eéectator..'We may recall ner ,
statement in Close _g.that "the whole poweruof the £ilm"
rests in "the reductlon, or elevatlon of the observer to
the condltlon that is’ essentlal to perfect contemplatlon.
To that she added;a “The fllm, by settlng the landscape 1n;

, motion and feeping us still, allows it lo walk through us.
And what is true*of the landscape 1s true of everythlng else"f

200

that can be fllmed " The film spectator personlfles for

Rlchardson the stlllness at Miriam's. centre of being, the
vast stillness toward which she grows in terms of hexr

' awareness and strength. —.

: . : L

L
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'lthe country when you are not mov1ng yourself

In Pllgrlmage the st111 centre is manifest in

physical forms which in their actual descrlptlon need not

necessarily demonstrate an absolute-repose but only, in

\ . . ’ . - : .
terms of the visual environment, a relative repose. ~The
relationship reflectsithe contrasts specified by Richardson -

in Pilgrimage,where she'described,_on‘the one hand,.the :

"motionless unchanging centre of [the] consciousness"rand,

on the other, what she called, successively, the "ceaseless

-stream of events,"™ the "ceaseless stream. of inadequate -

commentary " the "ceaseless flow of events,"‘and th€;4_

ceaseless exchange of unsatlsfactory comments."z_01

For
example, someone rldlng, to a greater degree than someone

walklng, might emnlate conditions llke those surroundlng

: the film spectator. Miriam ls‘frustrated by thé fragmenta—'
"'tion-of perceptiondcaused by Walking "she wished that the
vactlon of walklng were not [=Te} Jerky, that the expanses on .
felther side mlght pass more smoothly and ea51ly by, 'that s

:.“why people drlve,' she thought- fyou can only really see

‘rldlng a blcycle erlam felt as if she wa5°"31tt1ng at rest:"

"Lifted off the earth, 51tt1ng at rest in the mov1ng air,

> the London air turnlng 1nto fresh mOV1ng air flow1ng througb'"

your head the green squares and hlgh houses mov1ng,

. sheering smoothly along, salllng towards you changed
'uprlght, and alive, mov1ng by speaklng, telesc0p1ng away

behlnd unforgotten, st111 v151ble, staylng in your forward-l'

looking eyes, being added to-1n_unbroken movement;"203..

5121'
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For Miriam a moving vehicle ‘such as a bus, by being
enclosed, may prov1de the means for increa51ng the sense
of watchlng a mov1e on a screen in the "softly-gllded
tw111ght' ofa clnema theatre..‘"In the dlmly llt little.
.1nterlor, moving" along through the backward flow1ng mist-‘
screened street lights,,she . «» o« 8at thoughtless, ga21ng
‘inward along the bright kaleldoscoplctvlstas that came
unfalllng and unchanged whenever she was mov1ng, alone and
still, against the mov;ng tide of London, .« o [ga21ng at
vistas that were] the conmon possession of all who would
,204 ' N v '

be Stlll.

- These excerpts show agaln that watching contlnuous

v1sua1 1magery is v1rtually a way of- life for erlam lt
"15 in the breaches or gaps or radl;al varlations of the

‘normally unbroken, often mov1ng surfaces of the v151ble N

world, of the c1nematograph show" of llfe, that eriam s

moments of acute awareness of the stable, Splrltual core."

of her real self occur. - The film v1ew1ng experlence prov1des L

%,

B the model for such breaches. In its deplctlon of “the

‘mov1ng panorama of llfe" fllm prov1des, Rlchardson sald
1nterlors, and 1nterlors 0pen1ng out of 1nterlors..2°5 )

Rlchardson spoke too of the p0551b111ty of whlch any‘fllm E

1s so dellghtfully prodlgal. the’ p0351b111ty of escape v1a
, nzoe

0

1nc1dentals 1nto the world of medltatlon or. of thought.
_ | For eriam, 1t may be the 111um1nat1ng patch of
llght, 1dent1cal at elther end of any tunnel, whlch 1s a't

type of the breach in the normal woven contlnulty usujlly

.,':/

1
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- perceived by thev'stationarY”‘obserVert-ihidingion one
'ocoaSion in an omnibus, for example,'Miriam feelsvas‘if
she is in.a‘tunﬂelzra"The long corridor of London
imprisoned'her. . .“f ‘The irregular faqades, dull greys'"’
ahgorblng the 1lght brlght buffs throw1ng it br1111antly
out, dadoed below with a patchwork of shops, and overhead‘
- the crlss—cross of\telephone wxres, shut her away from
the low-hung soft grey sky. But. far away, unfaillng,
retreatlng as the long corrldor telescoped towards them,-
an obliterating haze- filled the VLsta holdlng her in her

place."207 . ‘

In the following:pages*of'this‘study igha&c
~excerpted a number of iilustratiOns'evokﬂhg aspects of the
ideal fiim viehihg eXperiehcefwhich*Richardson;deseribed
in glggg__p.- I~have'arrahged'them chrbnologicallfiaa
reveal thelr use as a.metaphor which 1nforms the movement
- and _the themes of'the novel. The'lllustratlons,;not

'qualltatlvely unllke many of the ones I have ‘already made

‘u,reference to, are taken only from the 1ast flve volumes of

i Pllgrlmage. The fifth- 1ast of these is Oberland Ih.

loberland Rlchardson has created an expanded t1me and space :
lnterval or gap, or breach~—1n narratlve terms, prec1sely B
‘ a fortnlght——whlch stands—out from the broader contlnuum of .
. erlam s~ent1re llfe. This 1nterva1 has the quallty of |

belng a spatlally and temporally enlarged v1sua1 model of




.
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the moments--particq;arly the special moments which occur
subsequently to thlS lnterval——whlch dramatlcally mark out
the flnal stages of Mirlam 8 pllgrlmage.l It ;s thlS inter-
val whlch, as has already been noted, is seen by Mirlam as

a "golden eternlty, a "golden llfe w1th1n her llfe.

Oberland, characterlzed by an evenly proportloned

124

visualvrichness~and directness which entirely ecllpses<any L

i

. non-visual content it might contain, is a-visual‘correlative

for the vast strength beauty, gnd unity whlch M;rlam‘
dlscovers, both there and more intensely- later, within

‘herself. chhardson uses visual technlques to show the
1nf1n1ty of outer spaces mlrrorlng andabelng mlrrored by

.Lerlam s inner vastness. Miriam's.sense of the great .

external spaces wh1ch seem ta be dellberately 1dent1fy1ng
or collaboratlng wrth her in Splrlt relnforces her

recognltlon and knowledge of - ‘her own 1nner strength. ' The'

sense of krnshlp, of collaboratron, recalls that whlch erlam

“saw between ‘herself and her grandmother——"flndlng the same )

world in another person Soe e makes you feel that you:
ex1st._ For erlam, a sense of kinship with place is often
'stronger than that with people,'and in Oberland she flnds

a world Whlch deeply reflects and reveals her own. Indeed,

'Oberland seems to express with erlam "the same accepted -

by

. £ ‘
rastonlshment“ at exrstence as ‘she does, .as- 1t deflnes and

‘mlrrors the nature of her own wholeness.

n208

A train,. "steamlng off into the nlght, carrles

Miriam,through\the nrght-long tunnel of a "flaming



darknéss"zo9 to the_light at the eﬁd'of thevtunnel, a
tmorning viéion of "dawn-greyed snow;fields."?lo‘ The

vision, the "pictures framed and'glazed,"le which Miriam’
sees fhrough the windo; marks the'beginning of the virtually
c¢ntinuous 'motioh—picturé,‘ the Oberland-interval, of the
next 100 ﬁagés: ‘

The leap of recognition, unknowing between the
mountains and herself which was which, made the first
sight of them--smooth 'snow and crinkled rock in unheard-
of unimagined tawny light--seem, even at the moment of
' seeing, already long ago. T - '

; They knew, they s 'l1ed joyfully at the glad
shock they were, sideways jigantically advancing while
she passed as over a bridge ar -oss which presently  there
would be no return, seejng ana unseeing, seeing again
with the first keen vision. -

- They closed in upon the train, summitless, |

« their vases ‘gliding by, a ceaseless tawny cliff throw-
ing its light intd the carriage, almost within touch;
receding, making space at its side for sudden blue
water, a river accompanying, giving them gentleness
who were its mighty edge; broadening, broadening, o

- becoming a wide lake, a stretch of smooth peerless blue
. with mountains reduced and distant upon its hither
side. With the sideways climbing of the train the
lake dropped away, down and down until presently she
stood up to see’ it below in the distance, a blue pool
-amidst its encirclement of mountain and of sky: a
picture sliding awag,_soundlessly,.hopelessly demanding
its perfect word.212 T T T

Fade—qut.

This pés;ége, marking Miriam's_enfry into the
.Oberlandestage‘of her pilgrimage,:éomprises ohé’of.the most
' st:ikiné visual sequences in‘the novel, a sequence eﬁoking

. \ , - .
the sense of wat¢hing~$6ving imaggs_on film. In concludihg
,the_basSage tﬁe narrator ironiéally seems to_éonsider S
: momentarily, but in:efﬁecﬁ éncdmpasSes‘énd dissolve$; the
fimpasse.raised by éheineed'toffind Qérds—ftp use the i

-~

T ek
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"masculine" mode--to convey something pictorial and B
KSpiritual and "feminine." The passage conveys pictorlally
bnot only the sense of a sp1r1tua1 klnshlp between the
observer and the observed environment, but also the sense
of the environment's willinq, collaborative response,
acknowledging that Miriam spiritually is at one with it.
In terms of technlque and.themez the passage, llke all of
. Oberland, anticipates other still 'more intense moments of
Miriam's selrfrecognition and inner joy.

Toboéganing, which becomes the most popular

paSt~tlme.for Miriam at Oberland, has been repeatedly used
by Richardson as‘almeans of stressingbthe'harmony>between
Miriam and the envirbnment, The movement of'the_landscabe—-
it "haad flownedith her and swooped up as she plunged"213f~
evokes the sense of the movement of surfaces projected on a -
film screen, with "sky and landscape sweeping upwards,
mountains'gigantically sweeping upwards to the movement of
- her downward rush."214 The movement refines vlsual_and
other ‘sensory experience by demanding attention exclusively
for itself. The wvisual world takes on the quality of what
,Richardson.saw as the ideal film screen which, she said,'
"Should dominate . . . should £ill the vista."?!® he
experience brings hiriam a "joy‘of"flight," a “singing jov
of the inacceSSible world to'which in flight one was4
translated brlnglng fbrgetfulness of everythlng but

itself. Bend after bend appeared and of 1tself her body

swayed now right now left in unconsclous rhythm. The.

K
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landscape flew by, sidewayé-ﬁpwards; its features indis-

tinguishable. She was movement, increasing, cleaving the-

backward rushing air.n"216 . ' .

127

Exhilirating experiences such as this make Oberland

a catalyst and a confirmation by bringiné to Miriam the
assurance of her own teality.” The Obe;land-interval shows

her the value of transcending the imprisonment and the

superficiality and the frustration of a "fact-facing and -

: circgmstance-facing" existence. In the period of time

K

'

after the OberIan§-experience Miriam'follows with a

growing cerféinty of self "the light ;hining.from the

future over her earliest memories: - revived in Oberland and
now iéaping forward regardless of the intervening years."217

It is the same light shining at both ends of the tunnel of

experience.
.

In Dawn's Left Hand Miriam, now back in London,

makes a dramatic series of breaks from the.WOrldly

'encumbrancgs.,which ovei the years~had come to suépress the

- spirit of her inner life. First, she flees Flaxman's Court B

and the oppréssive'Selina Holland with whom she had lived-
for eighteen months. In recalling and evaluating the -
reason for her flight, Miriam_says: "On1y7from Flaxman's

did I.fly, from encidgure'in squalor I was powerless to

‘ 218

mitigate; ready to agree with." ~Also, in her 1love ;

éffair with Hypo, Miriam moves inwardiy'away from him and
toward’"lifé's infallible centre:" V

"I'm not here,".she said abfuptly'as he bent
.towardS’her, and the sound of her voice went past him
- out into the dark spaces and left her . . . separated



from him. .« o .

A .« o e Within her was something that stood
apart, unpossessed. . . . [Hler spirit was making its
own statement, profanely asserting the unattained

" being that was promising, however? faintly, to be-

presently the surer for this survival. Joining forces

with it, using her will ‘to banish the lingering
images, she felt herself sink .towards sleep.

Drawing back the curtain from the open 1attice,.

she found in the outside scene no escape from the
lifelessness of the room. The garden; . . .
expressionless.

The world was changed. And perhaps this
repellent bleakness was the truth lying beneath the
bright surface she had mistaken for reality.

Seeking refuge in imagined, distant scenes,

‘she found their faces wan, and glanced with dismay along -

the endless years to be lived out in a dead world.

But even dismay failed her, remained cold and llfeless,

like the features of the room.

At the ‘edge of her circle of vision as she
stood before the mirror with her arms raised to her
head and eyes intent upon the shaping of her hair,

birds appeared, three moving specks far off in the far-

ther corner .of the scene framed ‘by the open window.
Without shifting her gaze she saw them as they came
forward downwards towards the centre of.the sky. In o
the form of an elongated triangle they flashéd by

near at hand and disappeared beyond the window's
‘nearer rim. And the sight of them as they passed had -
smitten through her as though she were transparent

‘and left her thrilled from head to foot with the sense
. of having shared their swift and silent flight. - tn

And as surprised and as new as this vivid
experlence was the way she had taken it:  noting it
in passing and, while exultantly her conscxousnesa@
declared that last night's lonely journey through
uninhabited darkness had carried her into a way of
belng that would find its own responses_in thls dead-
seeming world, going on doing her halr P :

The appearance w1th1n the double frame of mirror

d w1ndow of the "elongated trlangle brlngs o mlnd
\-Vlrglnla Woolf s reactlon to the shadow whlch appeared
' for a moment at one corner of-the screen during a show1ngi

of the film, The Cabinet'ggyDr; Caligari. "For a memen%

it seemed,” said Woolf, "as ifvthoughtxeould be conveyed.
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by shape more effectively than by words." Richardson has

4 e

used a visual rhetoric in the novel to communlcate

l’Lingulstlcally Miriam' s subJectivefStates in a manner. which

in its intent and effect matches Woolf's suggestion
.concerning the use of abstract shapes in film. The degree
oflactuality which accompanies deeply subjective and
highly'viEual experiences. such as Miriam's--her "sense .of

_having.shared [in the birds']® swift and silent flight"--

is emphas;zed by her recollectlon, somewhat later that day,'

that "it was herselffwho this morning, ages ago, had been
up with the birds in their sky;"zzo o )
Soon after, near the conc1u51on of Miriam's v151t
at Hypo Wllson s home on the cliff, it was her ride in a
etram wvhich "hailed her . . . from within the seclf that
wae unknown to those in the house on thevcliff."
Richardson used this tram, 1ike‘other'vehic%es in the novel,
to 1m1tate the condltlons of film v;ew1ng in a- c1nema-
theatre. The occa81on marks a further step in the |
transformation of Miriam' s awareness of herself-. "Through
the slldlng door she escaped into the welcome of reflected
"llght: into an 1nner world that changed the aspect of -
everything -about her. When’ the tram moved off, the scenest
framed by the wrndows-grew beautlful in movement. The
framlpg and the movement created them. . . . Watching |
‘thém' Shemwaé‘out in eteroity, gliding along, addinc'this{

. _hour to the strange sum of her central be&ng;"zzl

- In Clear Horizon, the volume;folldking,nawn‘s Left o

- ; ) T : . : - —~5.
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Hand,*Richardson’agaih placed one of,Miriam's-fantastic and

‘ K ‘F lv k3 ) . ’ .
rsonal experiences into ‘a continudus visual context where -
o = )

er.attehtion is. arrested by somethind suddenly "standing - -
out™ from the "cinematograph show" of her day-time

environment. An "adventure in the sky“222

duxihg which

she watches in wonder certain "vibrating particlee of
light"zz3 overtakes her while she sits in a restaurant:
"With a single up;swinging movemeht, she was clear of earth
and hanging, suspended and motionless, high inlihe sky,
looking, away to the right, 1nto a far-off pearly blue
distahce, that held her eyeﬁ, seeming to be in motion
within itself: an 1ntense crystalline vibration that
seemed to be aware of being enchantedly observed, and even
_.to be amused and to be saying, 'Yes, thlB is my reality.'

She was mov1ng, or the su# about her’ was. mov1ng. 2?4 The
fact that for Miriam this moment is intensely actual is
emphasized by her fear, later, that her telling others that
she had been "up in the clouds" ~would be taken.by them ‘only

as a metaphorical statement.225 For Miriam, however, "it

was the world of hard fact she had Just v131ted.'226' The

experience was as real, the narrator says, as other visual

exPeriences—- 'as real as the crowded roadways - converglng

-

within her sight as she.looked/phroqgh the,w1ndow,;as real

as the calm grey church'across,the way and tlie group of

poplars presiding over the ca;:a—sheite'r."-227

-In terms
bringihg{to mind what we hawﬁ'already:hoted~cohcerning.the
significance for Richardson of the film spectator a5<a still

°

..”



R ﬁ" Somewhat later”in her room at Mrs. Bailey's, Miriam

. centre, the narrator sums up-the moment, which is seen as

[

"just a passing glimpse,” as "mbvement that is perfect

rest,"228

Another v1sua11y—reallzed "gllmpse comes to Miriam

when a "little phrase," as in Proust's Remembrance of

Things Past, brings her the certainty that somewhere fher

ranthentic being wasrplunged in a_timeless reaiity-;ithin
~which . . . she' might rejoin it}ﬂ " "she drew back and paok'
.and oaught a glimpse, through an.opening~inward eye, of a
_gap in a low hedge, between two dewy_lawns, through which
she égﬁia see the features of;some forgotten scene, the
‘iast of a fading.twiiight npon the gloomy leaées'of darﬁ,
clusterea'bushes-and,,furtherloff: itsvfriendly glimmer
upon massive tree—trunks."229 Ponderlng to herself why
it seemed "that only garden.scenes .. « o returned of
themselyes“w1thout assoc1at1ve link or 'deliberate effort
of meﬁor&,"ZBO erlam is led to the feellng that -a "green
-"solltude," an ultlmate return to the endless garden" of
her flrst self, mlght yet'be hers.231 The forgotten .
scene in the gap;of the-hedge,{like'the n;Sualized spatial-
'_gab or breach or inter?al of "reality" announcing itself

'from within the éeaSeieSs c1nematograph show" of temporal

3

———————

consider shortly, when M;rlam flnally’flnds herself as she

,also'finds'God.
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again experiences a retreat into a "film viewing"

Y

centre, into ‘the changeless heart of her being.. However
the final anticipated revelation st111 does not come, but ’
-holds her in suspense: ”Her belng sank, perceptlbly, back
and back into a centre. . . . Turning gently in the midst
of her recovered wealth, in the companlonshlp that brought,
even w1th movement a deepenlng stlllness, she saw upon

the end wall -the subdued reflectlon of London llght,

slgnalllng thé;yast quiet movement of llght,about the

——

world. It'held~a secret for whose fuli revelation she felt

she could wait for ever, knowing that it would come.“232

The opening of the next volume, Dimple: Hlll, marks

the gateway to another 1nterval of tlme—-llke the* Oberland

‘vacatlon, another perlod of rest for Mirlam--away from” Mrs.
Bglley 's and the Tansley Street offlce. Before ectually
proceeding to Dimple Hill, where she will stay with some
Quaker people erlam goes to visit the Brooms, a V{Slt
whlch for Miriam represents externally a return to "the’

centre." In terms of the structure of the novel, it is a

return which brings together the second-last volume,

Dimple Hillv and the second volume, B;okWater, for it was
in Backwater,vwhen Miriam was fifteen years younger,,that
her dayshwith the Brooms,.and at Worésworth House,
commenced. Only Grace Broon, thinks Miriam,”"could émbodY'
so long a strétoh of the past;i All the years from Words—

“ worth House days onward lay embalmed in ‘the treasure house

:Eof Grace's félthful memory - "333 " phankful for the detach-}

:
~ ° y
o \
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'ment from the flow of current events whlch is facxlltated
for her by her return to the Broom' s, she reallzes that

- "in no other.Spot on earth could she so deeply savour the

- bouquet of her''releais“e.'Y;_w'4 On the.first'morning of he;?v’

visit Miriam feels-fully "the bliss of escape" from external

concerns: "when in thevmornlng, as she stood, ready to go
downstalrs, before the ‘wide mirror in. whlch hltherto had .
been reflected her 1mage entangled w1th a thousand
undetachablebassoc1atlons,’she\saw only her solltary
self there had come that-all-transflgurlng moment during .
V%hlch in the depth of her being she had parted company
with that self, masqueradlng under Varlous gulses, w1th
whom she had'gone about ever 51nce leav1ng home, and Jorned
company w1th the self she had known long ago. n235

The mixror has ‘been used by Rlchardson here again
to prov1de\the breach whlchvallows er;am to see beyond the
surface rhythms of the self. 1In the mirror, not only does
Miriam.see herself, but,'as if in confirmation of the |
f“yalidity of her detachéd&onenesé‘andzuniguenese, she is
. seen.v Like the sign of recognition in the encircling
mountains of Oberland, and in‘the crystalline vihration dn
the sky, this recognition reaffirms for Miriam the'ﬁact;pf‘
hervbeing a motignless, unchanging'centre, nnchanged, |
indeed' from the self she had'actually.known long ago.

'The experlence is like the return to the spot of light at

) the end, or beglnn;ng, of a tunnel. It recalls the vaguely—

L33



formulated reallzatlon she had years before in The Tunnel,
about llfe s belng a walklng backwards to so£Zth1ng you
‘know is there. However far you go out, you come back."236

. mhe’experienCe'in-front of the mirror, in terms -
of its’relation to the*window/film¥screen.motif, ls the
}culmination of the many occasionSIWhen light and mOvement
seen through windows or otherdopenings bring to Miriam a
sense which foreshadows her fullfawarenessﬂof the.reality
of her inner being. 'RichardSonfs.description of the ideal
- film v{ewing experience provldes,‘as it were, a commentary
upon Miriam's moment of reallzatlon before the mirror.
Hav1ng stated 'as we have already noted that in her opinion
one of the great potentlalltles of film is that of "belng
2 mirror For the customary and restorlng its cs scntlal
quallty,“ she added: "“is thls so obvious mlrror—focus
quality a point worth 1n51st1ng uwpon? . . . I believe it
.is immensely'worth making and insisting upon. I belleve
that mlrrorlng the customary and restoring its #ssential
quality 1s and remains the fllm s utmost."237

Only a few pages after the experlence before the

mirror, Miriam receives ultimate conflrmatlon of her inner
reality and_eompleteness‘ fﬁaving seen-a‘windowfframéd View
of aAgroup of trees, a Qiew giVing'rise'to tears and the
feellng that "for the flrst time since chlldhood she was
alone w1th summer trees,“,erlam dec1des to\enter amongst
‘them and read a book.' A familiar‘quotation, appearing

‘unexpectedly upon the ?age of her book, shoéks her body

A
AL
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physically, so that sheflooks up at the trees: Heralooking )

up leads to an experlence which is a visual, and spirltual,_‘

Aclose-up maklng a breach in the c1nematograph show before

her:

she'found'herself~looking up‘tO'take astonished. .}
counsel with her forgotten surroundings and discovered,

upon the upper foliage of a group of trees in the dense d N

- mass at. the far end of the ridge, a patch of bright
colour in a golden light so vivid that for.a moment she -
seemed to discern, as if they were quite near, each
of the varnished leaves. Risen to her feet, she found
the radlant patch more distant and less bright, a-
small spash of brilliant colour such as she had seen
a thousand times before, plcked out] from- a spread

- of dark tree-tops by a rpy of haze-screened,-shadowless R
sunlight. But the rapture that had seized and.filled
her emptied being at the first sight of it stili )

- throbbed to and fro between herself .and that far- p01nt~,v>”

upon the rldge,wand still she felt the sudden challenge
of that near, cledr vision, llke a“?lgnal calling for
response; and llke a smile, of amusement over hgr L
vsurprlse. o
/ "I know," she heard herself,exclalm;towards

the outspread. scene'whose'grey light could no longer . -
deceive. "At last I know!. I have seen- the smile

of God. Sly smile." " [S§ Ihe,. . . looked . . . into her
mind and found there, ‘bathed in its full 1lght, the .=~
far-off forgotten world from which she had fled and,
with a last glance at the sunllt trees, tﬁrned ‘to run
and seek it there. 238

L6

Q-

-Miriam sees what she takes‘to be the smlle of God- and God

in return, smlles, it appears to erlamﬂuin acknowledgement

of thelr klnShlp. God's smlle, revealed to erlam in the

'patch of: brllllant colour, glves her the pergect 1nner

perceptlon of herself whlch is the culmlnatlon of her;f,

return to her essentlal self. The evocatlve power»of the~‘ff-

..v1sua1 1magery lets the reader, too, grasp the essenée of

o .

'Thls moment marks the mystical’ unlfylng of ‘seer'and seen."??g’ﬁ

'-pllgrlmage. It 1s the moment of. erlam s v1sually-celebrated ,



f;3g'
: Mirlam s moment of complete sp1ritual in51ght. | - RN
erlam 8 return to the essence of the "green
solltude" of her chlldhood s "summer trees releases her N
from the pressures of false, 1ntermed1ate p051tions she
‘had taken in llfe, and restores to her a clarlty of v1310n
’ which glves her a'ba81s upon. whlch to become a wrlter.
‘Ironlcally enough 1t 1s Hypo S earlier statement about

. Juxtaposed fragments of thought whlch now proves prophetlc

for erlam : "You want a green solltude. .An 1nfant.. Then '

you'd be abl to wrlte a book "240 Wh11e Hypo s words

* had much e 11er evoked w1th1n her a@ vision of "a little ._; .
house who e little garden should lead down into a wood, " |
Verlam neve”theless had at that time reacted to hlS o :' ~"1
predlctlon with disbelief: “Tree-tranks, in. woodland

' varlety, standlng in llght dlmmed by thelr full- ~leaved

t
hranches, came before her inward eye, and the London
fever in her blood longed for the. touch of the m01st, deepv

air called up by hls words®™. . .- But the words settled'

- in her mind, the promise of durne to which she could see.

3 no‘p0351b1e path "241. However, by the end of Pllgrlmage,

:and after her hav1ng experlenced e serles of events, the

model for whlch may be found 1n Rlchardson s 1nterpretatlon

) of the experlence of the f11m spectator, erlam feels the o

freedom.she now ‘has to contemplate her ‘past w1th 1nslght
‘Q “and’ detachment. 'Mrrlam states ‘on the second- last page of

the novel‘ ’"Whlle I wrlte, everythlng vanlshes but what I

Ri

” contemplate. The whole of what 1s called 'the past' 1s .

A:'.v oo
S
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' with me, seen anew, §5v1dly. e e Contemplation 1s_’

(adventure Lnto dlscovery, reality.?242

\

Ae if 1n*f1nal

',fulflllment of Hypo s prophetlc llnklng of green solltuae,
~an infant, and erlam s wrltlng a book, and in confirmatlon
of Miriam's own capturlng of her chlldhood V151on, the
novel closes w1th erlam s recollectlon of her 1nward
peace at holding the infant son of Amabel her best
frlend. "Freedomx, Often I had held bables in my arms.

. ;'; But never with. that sense of perfect seren1ty."243



OUT. . . . (Elemlre Zolla, 1968)

 PART THREE

- WYNDHAM LEWIS S LITERARX EXPLORATIONS

" THE PARODYILG OF CINEMA.

IN MODERN LITERATURE THERE IS PROBABLY NO MORE CEL-
EBRATED TECHNIQUE THAN THAT OF THE STREAM OF CONSCIOUSNESS
OR INTERIOR MONOLOGUE. WHETHER IN PROUST, JOYCE, OR ELIOT,

THIS FORM OF SEQUENCE PERMITS THE READER AN EXTRAORDINARY

IDENTIFICATION WITH. PERSONALITIES OF THE UTMOST RANGE AND .
DIVERSITY THE STREAM OF CONSCIOUSNESS IS REALLY MANAGED

BY THE“TBANSFER OF FILM TECHNIQUE TO THE PRINTED PAGE, ‘WHERE ,

IN A DEEP SENSE IT REALLY ORIGINATED: FOR . . . THE GUTEN- -
BERG TECHNOLOGY OF MOVABLE TYPES IS. QUITE INDISPENSABLE TO
ANY INDUSTRIAL OR FILM PROCESS. -AS MUCH AS THE INFINITESIMAL
CALCULUS THAT PRETENDS TO DEAL WITH MOTION AND CHANGE BY

:MINUTE FRAGMENTATION, THE FILM DOES SO BY MARING MOTION AND

CEANGE INTO A SERIES OF STATIC ‘SHOTS. PRINT DOES LIKEWISE

_ WHILE PRETENDING TO DEAL WITH THE WHOLE MIND IN ACTION. 'YET

FILM- AND THE STREAM OF CONSCIOUSNESS ALIKE SEEMED TO" PROVIDE :

A DEEPLY DESIRED RELEASE FROM THE MECHANICAL WORLD OF IN-.

CREASING STANDARDIZATION AND UNIFORMITY. NOBODY EVER FELT
OPPRESSED BY THE MONOTONY OR UNIFORMITY . OF THE CHAPLIN BALLE?T
OR BY THE MONOTONOUS, UNIFORM MUSINGS OF HIS LITERARY TWIN,

LEOPOLD BLOOM.
IN 1911 HENRI BERGSON IN CREATIVE EVOLUTION CREATED

‘A SENSATION BY. A r‘OCIATING THE THOUGHT PROCESS WITH THE FORM
.- OF- THE MOVIE. . AT THE EXTREME POINT OF. MECHANIZATION
- REPRESENTED BY" THE FACTORY, THE FILM, AND THE PRESS, MEN
‘SEEMED -BY THE STREAM OF CONSCIOUSNESS, OR INTERIOR FILM TO
- OBTAIN RELEASE INTO A WORLD OF SPONTANEITY, OF DREAMS, AND _
- OF UNIQUE PERSONAL EXPERIENCE. (Marshall McLuhan, 1964)

. THE CINEMA HAS AT LEAST ONE POSITIVE VIRTUE. IT
SHOWS US HOW WE MUST NOT WRITE, DENOUNCES THE DEBASED TRICK-
ERY AND SENSATIONALISM M OF THOSE WHO IMITATE ITS METHODS ON
THE WRITTEN PAGE, UNROLLING BEFORE OUR EYES A TAPE OF IMAGES .

AND PEDANTIC DESCRIPTIONS NOW IN CLOSE-UP, NOW FROM A DIS- :
TANCE, NOW IN TRUCKING SHOTS," BREAKING OFF WITH A QUICK;%ADE-",
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" to effect thlS total moblllzatlon of our facultles.‘

' A. WYNDHAM LEWIS: THE WORLD OF CINEMA ' L

'BUT FIRST THERE WAS THE CINEMA BEGIN WITH THAT. (Wyndham
Lew1s, 1930)3 ' . ' .

-~

g

In hls flctlon and polemical work Wyndham Lewis
made 1nnumerab1e references to specific. aspects of what
mlght be called the world of cinema, references to f11m
,personalltles, 1nd1v1dual fllms, or fllm technlques._ These
references, whlle the% contrlbute to the metaphorlcal
'quallty of Lewis' s attltude toward the film medlum, flrst
of all point to Lew1s s! general knowledge and apt use of
contemporary symbols. ‘Behind thlS w1de range of speclflc
reterences lay a recognltlon, to be noted in more detail
shortly, of the artlstry of.- a small nu: ber of films. 1In
these films Lewis saw. that the medism “ad a potentlal for
art as he deflned it: "All forms of art [1nclud1ng what
. Lewis referred to here as the "fllﬁ-play"] of a permanent
order are 1ntended not only to please and to exc1te,';‘. ;;3
- but “to call 1nto play the’ entire human capac1ty--for -
senSation, reflection, imagination; arnd will. We judge a
ftwork of art, ultlmately, w1th reference to 1ts capac1ty
né
. However, most of Lew1s S spec1f1c references to

£ilm, unlike those of Dorothy Rlchardson; are not concerned.
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.withhtheﬁfunction of art. LeWisfwas primarily-concerned .
w1th the functlon of the medium . itself and the implicatlons' o
.of its use as a model for perceptlon and as a tool. The
,popular £ilm seemed to- h1m to illustrate what he saw as a
. vulgarlzed use of the medlum,_a manlpulatlon of new |

-

technology for debased and debaSLng ends. He was j

‘particularly( concerned, too,,w1th ‘the effect of what he
alled "the nstruments of research," of new'media,~andm'
ne technl es, on phllosophy and speculatlve thought.
His ferences to specrflc aspects of the world of cinema
take |]n the attrlbutes of a many*faceted, comprehen51vely
‘mpos1te metaphor a55001ated with a loss of common

§ r .
sense values and a consequent loss of meaning in both art :

vast,

ano l;fe.

Although I intend in my concentratlon on. LeW1s to
explore in some detall the meaning of this metaphor, ltS
’appllcatlon by Lew1s to contemporary fiction, and 1tsr
.operatlon in his own flctlonC?I shall first look brlefly .
at his actual famlllarlty with the world of film and some
of his references to it. . ~«'l -

- For the early Chaplln fllms, Lewis always expressed | .g
some measure of admlratlon.' Indeed hlS enjoyment of -

‘Amerlcan mov1es was reStrlcted entlrely to these productlons.

Lewis stated in The Lion and the Fox (1927) that Chaplln . .

was “the only creatlve personallty that the cinema [had]
produced for 1tself (comlng in its flrst days, before

B superproductlon changed, in standardlzlng.lt, the character ) N



of the screen play).

“

nb Similarly, in Time and Western Man

(1927), while discussing Chaplin s 1914 mov1es with "the

-:Keystone giants," Lew15 stated that Charlie Chaplin,was for

him "the greatest screen artist."7 William C. Wees, in his

book, Vorticism and the English Avant—Garde (1972), has

provided a.chatty account of a pre-war afternoon which

 Lewis spent at a London cinema: “Rather_than an Omega

'evening for wealthy customers and patrons, Lewis would
choose, unhesrtatlngly, an afternoon 1n a little flea-pit _

cinema at the bottom of Charlotte Street, where children

'ﬁ_went for tuppence to‘see, among other things, Charlie

| ~Chaplin one-reelers. " This waslbefore'anyone talked'about

Chaplin, but Lewis discovered him there. 'Come and see a
clown,' he said to Helen Rowe one day, and took her to 51t

among the children and marvel at an actor who understood

that\nannerlsms not only dlsguise, but have the power to

take on lives of their own." n8

Lewis's. unabashed reception of what he called
"that celebrated fllm-tramp‘9 did not preclude,,it must be .
noted, his subsequentvcriticism“of the popular reception
of Chaplin films throughout the world.- Imputing to mass-man

an 1nab111ty to discern and evaluate the popular contempo-

rary trends, LeW1s judged harshly the world—splrit whlch

[ —SU}

animated and supported Chaplm,~ and whlch gave Chapl:.n as .

well as other film personalities a prominent and sentimental

‘place in a new mythology.. Since he saw Chaplin become as

it were both the symbol and sympton of the mind Of‘thefage,

141
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he included. him 1n his- criticism ofnthe age—r—hewtsrs
censure of the current idolatry of a wide array of actual,“_}/m>t;
and flctlonal characters who, he malntalned, reinforced or
represented the "age, a youth-worshlpplng age obsessed with
"time," led him to devise what at first srght,seems.asmostﬂ”
astonishing and’unlikely configuration of characters-~the
”associationvof Eiustein Qith Miss Stéin,'bf Swann and’ | s
Stein, of Berjson afa Bloom,,of ﬁlss Loos, CharliefChaplih s
‘and Whitehead."10" | |

It was partlcularly because of Chaplln s functlon

,as an- extenSLOn of what Lewis identified as the fashlonable'
chlld -cult that Lew1s linked h1m with the other flgures,
espec1ally w1th Gertrude Steln. ‘In the Doom of Youth (l932)a
‘Lew1s simil .rly connected the chlldlshness of Charlie
Chaplin--the 1little, down -trodden chlld-man not only w1th
the "thunderous dellberate nalvete" of Steln, but also w1th

the "child-art* of the German palnter, Paul Klee.ll

The
presence in Lew1s s fiction of Chaplin as chlld—man,
whether it is madeiexp11c1t or left 1mp11c1t, colours much -

of. Lewis's fiction.

The Chap11n~1mage 'is evoked repeatedly, for example,

“in The Chlldermass. The Bailiff, w1sh1ng to give the.

»sensatlon—seeklng publlc its faVourlte show, and himself °

_'Operating within a phy51ca1 atmosphere whose laws might-

be said to resemble those of the fllm medlum, sudden
metamorph051zed into a fllm close—up, "a greatly enlarged

mask of Chaplin." nl2 The atmospherlc condltlons in the



- - .
narrative also affect Satters, whose mode of walking

es'a-record'of~the famous Chaplin shuff1e§~“

flings his feet out, supposing each yaktd
twice an spacious as it is. . So for him his’ foot
always cojes down too soon oOrx falls short,13

Satters start off- badly, striking hlS feet down all
over the plac but after '‘a trial or two he finds
‘his sea-legs d develops a gait of his own which - 14
is manfully chitic, if at first absurdly arrogant,

the please
out his feft at stoneés and things with rebellious

) absent-mindedness, his: fges dutlfully lowered,
craftily 51de—glan01ng ‘ y

;3\' ' In The Apes gg.God Charlle Chaplln s shuffle is

again recalled in Lewis's deplctlon of Matthew Plunkett,
"Matthew thrust his hands brutally into hlS trouser- \.‘
pockets and assumed an expre551on of aggressrve 1mbec111ty,
half scowllng tramp-comedlan, half baby-boy. It.was a

rhythmlc tramp-tramp tramp, with every third step or so a .

n16

stumble, that took hlm to the end of the square. In

thls novel’ there is- also Archle Margégln sq"gesture of
Charlot—trlste-—bltlng-a-11p wl? and the "Charlie Chaplln‘
moustache nl8 of Isabel Kein's unnamed confldantel

For Lewis as for many other writers Hollywood was
the bllght in the world of fllm making.  He saw Hollywood
as the‘world s dream—factory, turnlng ‘out. products whlch |

were commerc1a11y saleable but artlstlcally vulgar. "there

is a worse ‘thing than no art at all (ro manner, no style),"

Lew1s sald,g'the saccharlne travesty of art, namely, of the .

w19 - pewis, too,

'3

k1nd supplled by the Hollywood magnate.

satters creeps forward, . . . klcklng ‘ \ )
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deplored the decisive. role of economids in the production

| of fllms.. "If we turn to [the art of] “the cinema, we havetﬂm
at once a kind of creation whrch}rs fabuloualy expensive,
right from the start. I refer, of couree, to what is, for

!

the cinematograph, the same as paper or canvas for the
painter--namely cellu101d There ;s no more expen81veu
lbasrc materral for an expressive art in the world. l once .
_llstened to Mr Grlerson, klng of documentarles, expoundlng
-the economlc problems confrontrng any -man who used the‘
cinematograph camera. I- was;amazed and horrlgled to learn
what it cost to produce even;ayshort documéntary'film."zo
Lewis coﬁcluded: "the celluldid is so fabulouély expensrve
that only the. fllms of the vulgarest type can be undertaken
in Hollywood.™" 21 In the purgatory cum welfare state of

Monstre Gai (1955) the c1tlzens aré dellberately bred upon

the Hollywood product. The Baillff explains to Pullman.

"Luc1fer and his suhjects are tremendously '11berallsed'

as it 1sﬁcalled. They have plctures from Hollywood in _

their cinemas, and - the Dev11;sometimes smokes a pipe." n22 _ ?i“~
Lewis placed tlregome Engllsh fllms,_and many

contlnental films made by the underllngSvof Hollywood, 1n e

T a category wlth the Hollywdod mov1es.v Such frlms only

g
drew, he Sard upon audlences whom he varrously called the

nld

y . 4

“box—ogflce gulls,"23 thevrrobot-rabble,

, ?
chewing World—'pit."25 Reportlng .on the manoeuvres<9f a

~and the gum-.

Hollywood-styled French fllm crew 1n the Moroccan desert,

S

- . . : o
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Lewxs‘descrlbed the. film maker ‘as one who goes about
"throwing up shoddy mlrages, w1th hlsﬂphotographlc
sausage—machlne, ‘of the desert- llfe-—so falsely-selected

as to astonlsh into suspic1on sometlmes even the tamest

26

Robot.f Bew1s cgncluded scornfilly: “this mechanical

Vandal degrades . . . everythlng he touches."27
Of English §i1ms specifically Lewis wrote in The

Mysterious Mr. Bull-11938): "The, cinema. audience [of

England] PP i?ggff;ided with a fare that is of so-

studlously '1ow~brow a nature, that often crises of

inattention or bore:zm occur, the publlc absents 1tself,
and this necessitat

pinch more reallty to rope them in agaln. (Compare an

Anglo-Saxon film with a French or German one, and you w111

see at once what I mean. )"28 “

Lewis's reference-ln'1938 to the contrast between

France and Germany, as well as those of Russia, represented

- the typlcal oplnlon of many artists durlng the precedlng

two decades._‘The usual p01nt of contrast for Lewis lay

between the technically eff1c1ent but artistically defic1ent
movies of - Hollywood and” the aesthetically 1nterest1ng fllms

of these three European countries. ThlS contrast emerges,

for e#ample, in America and Cosmic Man (1948)., where Lewis

discussed éhe quality of. American radio programs. "The -

" American radio is as good," he wrote, "as .the American

a&readjustment of programmes, Wlth a

, , A
what he called Anglo-Saxon films and the serious films of

145
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movies are bad."zg. He then péinted out'that "you have to

go tOytne French cinema, or/the-German or Russian, to match
the wonderful life, resourcefulness, intelligence of some

American [radio] productions."‘  Lewis's feelings are

reiterated by -the characters of his fiction. In Self
v ~

Condemned (1954), for example, René Harding and his wife
£ind that "Momaco was a city without a theatre.. It had the
regulation number of cinEmas; but these ran the repulsive \

- average Hollywood Film, and were of no use to the Hardings.
No French, Russian, German film was ever shown anywhere."31 =

Lewis's references to specific films and film ‘

personalities, as well as his references to Chaplin, form ,

)

part of his system of symbols representing.ﬁﬁe?age. A
sense of the everyday presentness of the cinema is

conveyed for exampile, by the qulte_EfSual inclusion of

32

references in hlS flctaon to the "Sovklno Fllms" or to -

"the latest Eallng Studios films." n33 Among important

European movies which function brlefly as contemporary

. symbols in Lewis's work are: Thé Cabinet of Dr. Callgarl,_

- : \
Metropolis,35 and The Battleshlp Pot’emk1n.36

lee Chapliﬁ/'the Keystones became the prototypes'

for Satters 1n The Chlldermass. When Pullman cracks

Satters on the head Satters reenonse recalls the sense
of prec1se ‘eomic tlmlng of actio.. ln the slapstlck fllms .
of the silent era: "Satters as Keystone giant receives the

1

ecrack exactly in the right qut,'he sags,fQIWard in obedient .
Pl 4 B »

R
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overthrow, true to type-—as though after a hundred
”rehearsals, true to a second--and crashes to earth as
.expected rolling up a glazed eyeball galore, the correct_
| classical Keystone corpse of Jack-the- Glantklller comedy.‘
Pullman gazes down. through h1s glasses at the prostrate
enemy while the camera could click out a hundred
revolutions."37 Lew1s s descrlptlon is an excellent
example of the way in which c1nema 1mages have 1nsp1red e
the writer's creative imagination. |

Marx Brothers comedies, .(in their highlighting of
the»chaotic element in'life, are \also hriefly part'of the
film-landscape of Lewis's work. or example,'while discusF

' sing European politics in Blasting'an Bombardlerlng (1937),

.Lewis described what was happenlng as "the true Harpo

technlque. Everyone at everyone else's throat, Sust the

.wway things happen in a Marx Brothers film, with-Harpo at

the heart-of the mischief. No one knows lf they re standlng

"on thelr heads or thelr heels any longer."38 In Snooty .

" Baronet (1932) the bewildering confusion in a crowd is,

' Lew1s wrote, "llke a football scrum in a Marx Brothers

: pantomlme." 33 _-' d o L o
. LW . ,

Clark Gable provrded another contemporary polnt of

_reference. 1n Lewis's system of symbols. Clark Gable's

smlle, his touch his" growl constltute some of- the

frequently 'recurring "Clarkly 1mages in Lewas s flctlon,‘

espec1ally ln The Revenge for Love (1937) : Gable 1s.grvenn

2
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top billing in the fantasy world of Margot, who filters

her idea of her husband, Victo Stamp, through the screen

image of Clark Gable: "Victor is her prlvate screen star

incent Penhale

really."® In The Wulgar Streak (1941)
takes on.the attributes of the fashionable god by wearing
"a twisted Clatk Gable'spgary smile of such deliberate,
almost 51ck1y, pathos. w41 A

In The Hitler Cult (1939) there are dlrect allusxons

to'Clark Gable, Charlie Chaplin, Adolph Zukor, and Emil

Jan‘nings.42 The religion, Hitlerism, Lewis said, was -

making existence-for Berliners of ;he thirties seem "like

n43

a never-ending film of The Life of Adolf Hitler. In

Hitler (1931) he spoke of "the gelitical cinema unrolling-
itself in the“German Capital, with~ﬁeny a hefty start and;A
flick."44 .He described;coering as thiné "looked.rather’
llke a sherlff in a cewboy film." nd5 Lewis's references to
.£ilm suggest that he was. aware)of the subllmlnal effects of
the new medium on the con501pusness of the viewers. ,The
mechaniselfunrOlling 6f-movie—reels was beginningAto reify
‘and to accemmodate the coﬁcept'of the ineVitability‘of |
-phistorieal process-ﬁy,providing an easily accessibIe
metaphor for the-ieitqeigt. Lewislelso_saw that the film
producers as mythmakers were providiné Qhat might be vf
-i“—ﬁangerously‘simplified images for?the'projection and'
interpretatioﬂ-bf reality. 4

Lewis frequently employed’a'rhetofic'in his fiction



whlch parodled the mechanlcs of actual film images, o o

eSpec1ally the close—up.~ For example, 1n The Apes of God
when Matthew Plunkett goes’through the motlons of embrac1ng

| Betty Bligh, the "adult—tot,” she’ sees h1m as 1f she. were ._j¢jﬂjf__

<

" watc g a fllm. HlS 11ps\approach hers in "portentous

' —movement of gruelllng close—up. 4 The film close-upq? o

usually 1mp11es unpleasantness~-llke the "julcy close-up"4z - .

e N

.of Val in Snootz Baronet—-or often sensatlonallsm

[

'1nvolv;ng, for example,‘brutallty." In Se1f~£pndemned the

horrors of the World Wars are seen . by René Hardlng .as "the _

frlghtful close-up of. typlcal Hlstory which we have a11 had

durlng the past twenty or thlrty years. 4%‘ In Tlme and

Western Man Lew1s used the )pﬁoept of the qlose-up——'s<f ) 5 ¥
Nl . - : “ / '( .
sensatlonal and lmmedrate—-to deflne the antl-xntellectual ‘ :

'q -

nature of the work of the advert;ser or hypnottst, .!’\k‘

who seeks to shock “the 1nd1v1dua1 out. of a sense £ ast and \
: future° '"the essence of thls 11v1ng-1n-the-mom€nt an in
for—the-moment——of subm1551on to- a glant hyperbollc

close—up of a moment--is . .i. to.banish a1l 1nd1VLdual ﬁ'{“

contlnulty. -You must, for a'perféct response tOrth1S-

‘1nstantaneous suggestlon, be” the gerfect sensatlonallst.
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B. TWENTIETH-CENTURY WAYS OF SEEING (1): WYNDHAM LEWIS

Al

~

IMMEDIACY, AWARENESS WHAT DOES NOT FORM,A SYNTHESIS WITH
REALITY AND REALITY THAT DOES NOT FORM.A ‘SYNTHESIS WITH
AWARENESS: SUCH IS THE FALSELY PARADISIAC STATE THAT THE
CINEMA OFFERS AND CONFIRMS. THE MASS-MAN IS, RIGHT WHEN HE
REJECTS AVANT-GARDE LITERATURE AND ACCEPTS THE' -CINEMA, SO .
CLOSE TO EACH OTHER' IN SPIRIT. HE DOES NOT KNOW WHAT TO DO
WITH .THOSE ATTEMPTS AT .MOVIEMAKING WHICH°ARE THE PAGES OF
JOYCE, WHERE EVERYTHING OVERLAPS" AMBIGUOUSLY, SINCE IT IS

- ABSURD TO WANT TO DESTROY WORDS BY MEANS OF WORDS;. 'WHEREAS

* | THE SUPERIMPOSITION OF ATHE IMAGES OF A FATALLY WOUNDED MAN,

'A WALTZ PLAYED BY A PIANOLA, AND. THE PERHAPS LEERING OR’
,:STUPEFIED FACE OF AN ASSASSIN COMMUNICATES DIRECTLY (YET
sEDOES NOT EXPRESSP THE STATE OF PARALYSIS IN WHICH TgE MASS-
v MAN LIVES 'OUT HIS EXISTENCE. -(Elémlre Zolla, 1968
e ,E' e

LA

WYndham Lew1s S, e#ploratlons of medla began W1th
a v1olent avant—garde, pre—war celebratlon of the possibll—
";1t1es for medla developments and changes, and ‘moved to
more sober assessments of the sxtuatlon 1n the”lQQO's. In
| “the post—war world a medla— ssaulted world reeling from :

o ©

,the effects of technologlcal changes whlch were creatlng

" an allen env1ronment in terms of man s perceptlon and

°

experlence, Lewis came to see hlS role as that of "a sort
of publlc bodyguard."51 .*if"

In June 1914 the flrst of” two edltlons of Blast, o
edlted by Lew1s, appeared 52 The contents of Blast featﬁred

a joyful serles of declaratlons "blastlng establlshment

‘values and symbols, 11ke, the years 1837 to 1900," and

K .

-“b1e551ng' symbols whlch for LEWlS could be assoc1ated with

- 150
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"an awakening of the emotions of artlstlc senszbillty."s3
In recalllng this period of Putsches and manlfestoes Lewxs?

has wrltten in Blastlng and Bombardlerryg . "At some time

_during thes51x.months,that“precededmthe declaration of war,,
. : ‘ A s - ‘
very suddenly, from a position of relative obscurity, I

became extremely_well—known.v Roughly this period coincides

with. the publication of Blast. 1 can'remember no specific

e

morning~upon whiéh‘& woke and found that‘this*had happened.

--But by August 1914 no newspaper Was complete w1thout news
about vort1c1sm and its arch- exponent Mr. Lewis." n54

It is the external appearance of Blast, as astonish-

ing as the literary style and content of the manlfestoes,vk
.'”;?\.[v;

which for thls study 1s partlcularly 1nterest1ng. _ - k'h
Physlcally and typographlcally, in terms of 51ze as well as. |
de51gn, the perlodlcal was an experimént in the uses of a
medlum "With a page:area of 12 lnches by 9%, thls
publlcatlon was of a brlght puce colour,"'Lew1s wrote. "In
"general appearance it was not unllke a telephone book.','55
What Lewis showed by his productlon of Blast was a
‘fasc1nat10n with new forms of a glven medlum, forms whlch
were self exploratory 1n terms of the uses and lmpact of p
the medlum, forms which affected readers' sen31b111t1es 1n'
terms of the actual presence and power of what was untll

then the tradltlonal medlum of prlnt.‘ Lew1s S.own

‘sensitivity to the potency of med1a~metamorphoses and to

the effect of the presence.of'new media is what gave depth

*-



to his 1n31ghts into film, wluc‘ he 1dentified more in .

.,,ﬂ

- terms of 1ts contlnuous presence aSva communlcatlon medlum

than in terms of its presence as a_story—telllng mechanism.

152

,f;‘: The flrst versxon of Lewis' s " The Enemy»of the Stars_”__

" appeared, as has already been mentloned, 1n the flrst issue
of Blast. As one literary critic, E. W. F. Tomlin, has
- stated, this piece “w0u1d'make an admirable éurrealist

56

film." Lewis described the "play" as being‘an attempt to

lead the way toward a llterary abstractlon which would keep

. pace with the visual revolutlon in palntlng '“My llterary

contemporarles I-looked upon as too bOOleh ‘and not keeping

pace w1th the v1sual revolutlon“ 'A kind of piay,_'The |
~Enemy of the Stars_ « « . Was my attempt to show them the
way. It becamefev1dent to me at once, however, when I |
started to wrlte a novel, that words and syntax. were not

|

susceptlble of transformatlon 1nto‘abstract terms, to whlch

A3

process the visual arts lent themselves quite: readlly.

The comlng of war and the ertlhg——at top—speed-—of a-full-
) .

length novel ( Tarr") was the turnlng-p01nt. ertlng—-.

11terature——dragged me out of the abstractlst cul de- sac."s7

The Ene my of of the Stars, the llterary mode of which

Lewis. came to reject,. was, he suggested probably respon51ble

for .the manner here ahd there of Joyce s book, " sglUlysses.

It is interesting-to note that Tomlin has seen in the manner

'of The Chlldermass too*an extensxon of The Enemy of the

"Stars.v Indeed, Tomlln ‘has suggested that the dramatlc and

A



incandescent quality of vision which he'has found in The

Enemy of the Stars “attalned 1ts apogee in Chlldermass.”59

‘While Tomlln s suggestlon carries a face—value validity, it

-fdlrectness, .o [a] strong visual notation. . .

dbes not’ p01nt out that The Chlldermass is essentially a

parody of the c1nemat1c, mentallst ‘environment of

Ulysses, and hence a parody even of The Enemy of the Stars.

The flrst edltlon of the novel, Tarxr (1918),60 was
wrltten in the perlod l914~1915. It had, said Lew1s in

Rude A551gnment, an "abruptness and for that tlme a new

In 1953 he’ wrote about the novel in a letter to Hugh Kenner'

1t

"In Tarr (1914 15) I was an extremlst. .0 I wrlt;;g
Tarxr I wanted at)the same time for it to be a novel and to
do a plece of writing worthy of the hand of the" ab°tractlst
innovator (which was an.lmp0551ble comblnatlon). Anyhow
it was my object,toieliminate-anything'less eeaential/than
a noun or a'verh;'vPrepositions} pronouns, article?~the‘

small fry-~as far as might be, I would abolish. - Of course

‘I 'was. unable to do this, but for the purposes of the.nove1,~

I produced a somewhat Jag?ed prose."sz'

In hlS turnlng from innovative abstractlonlsm{ln his

early work to a severe-questlonlng of the abstractlonlst :

'literary mode  in his work of the late 1920'5, Lewis moved

toward attempts at a reconc111atlon of extremes rather

than an elevatlon of. one extreme.‘ In mov1ng away from ‘what

‘he came ‘to call a pretentlous 1ntellectua11st abstract:.on,"63

"61' F:f‘r '
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Lew1s tried to av01d a visual mode Wthh would appeal solely
to the isolated eye" ?f ‘the reader--an appeal taklng on what
‘Lewis thought of as the sensory vagueness of mu51c--and '
whlch at the same tlme ignored the intellect and. the
1mag1natlon. Lew1s s dlscu591on of his attitude toward

-

palntlng in the Demon of Progress 1n the Arts (1954)

acts as a gulde to an understandlng of his eventual
preference.ln llterature for what was both v1sually and
1nte11ectua11y concrete rather than what was solely visual
and hence abstract. "I saw that 1t was 1rratlonallfo
attempt to transmute the art of palntlng into mu51c-:to _
substltute for_the'most naturally concrete of the arts the
most'ineVitabiy abstract. So of course I 'recovered my
reason. This“did not mean that I abandoned a twentieth-7'
century ﬁa&"of‘seeing. I escaped—;that was-all--from
reaching a p01nt very soon, where I should hhve ceased to

be a visual artist at all.f's4
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C. TWENTIETH-CENTURY WAYS OF SEEING (2): TECHNOLOGICAL MAN

o

THE LIFE SWALLOWED BY THE MACHINES IS THERE, IN
THOSE TAPEWORMS, I MEAN IN THE FILMS, NOW COILED ON THEIR
REELS .

-WE HAVE TO FIX THIS LIFE WHICH HAS CEASED TO BE
LIFE, SO THAT ANOTHER MACHINE MAY RESTORE TO IT THE MOVEMENT
- HERE SUSPENDED IN A SERIES OF INSTANTANEOUS SECTIONS.

WE ARE AS IT WERE IN A WOMB, IN WHICH IS DEVELOPING
- AND TAKING SHAPE A MONSTROUS MECHANICAL BIRTH. (Lu;gl

Plrandello, 1916) 65 , -

b
" - ! i

retrospectlve conslderatlons of the perlod

~lr

e

" %&eyasulglg' the extent to whlch an age had been embrac1ng

pertr)

changes,.such as’ medla developments, had prec1p1tated a

Joyons madneSS among both artists~and»the masses, a madness
R which shonld be‘interpreted as a'feal madness.

After the war the masses had become the uncrltlcal
heir to what they were 1nv1ted to consider as the beneflts-
of the medla exp1051on which had taken place at the
beglnnlng of the centd;y. In words provxded by Hardlng in
Self Condemned the perlod between 1914~ 1918 had been "the

~giant bachcloth for a newﬂYear One." GF' "The great

development of the radio, the c1nematograph and the tele-~

phone all can be 1ntegrated in this almost mystlcal

w67

barriex between pre-war and post-war years, Lewis

observed much later in The erter ‘and the Absolute (1952),

as a year earlier in Rottlng H111 he had wrltten- "In 1900

-~
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.and safe."

progress. "Everywhere the peoples become more and more

155

" the bee was in the clover. Godiwas in His Heaven, all was

1. ....; - '\l.
well with the world. Flfty years ago the scene was
s

amazingly different. The radlo, the automobile, the airshlp
and airplane, the telephone, telev1saon; the cinema--these |

revolutionary techniques did not come one at a time with

decent intervals in between. Four.decades absorbed. this’
»68 ' '

'stupendous cataract."

The wide-sﬂ?ead presence of media and of fast
transportatlon wasrcreatlng, Lewrs saw, a "global village:"-
"the earth has become one big v11f;ge, with telephones laid
on from one end to the other, and - air transport both speedy
69 Lewis was generally pessrmlstlc about the
world-wide levelllng 1nfluence of the medla'as they produced
an externally uniform and common QOrld ¢u1turé; Individual o

perception and hence imajﬁnative expression were easily

erad;gated, he thought, by the onslaught of technological_

-

Aoemew,

‘alive," Lewis wrote in Time and-Western Man. "Local

eolours;'which have ‘endured in many plaees for twopthousand

years, fade so quickly.that’already one uniform}grey tint

has supervened. The astonishing advances in applied science

e _ - \
and in industrial teChnique’made thiS»inevitable n70 Lewis

repeatedly 1mputed to the cinema a central role in this

7

drama of un1versa1 subjugatlon. "The great technical

1nventlons--w1re1ess, the petrol- englne, the c1nema-—affect-
nll

o

radically ,the llfe of everybody.

i

Wr1t1ng in Paleface /

A
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“‘1n an 1cebound landseape

157

(1929) Lewis paid specialvattention to the role of the

. cinema as_levelier: "It is not disputed by anybody that

- we hagerevolved.a“very~mechaniea;vtype of»life, as a result

of the discoveryiof"ptinting and its child, the Pres&--the

Cinema, Radio and so forth, and the immense advances in the

~ technique of Industry;~ There is much fﬁjf\:ifferentiation

now, that is, between the‘cbnsciousness of the }eSPective
members of a geographical group, and” between the various
groups of peoples, than before machines made it possible

for everyone to mould their mind upon the same. cultural’ ..

model - (in the way that they all subject themselves to the

emotional teaching of a series of films, for instance,'all
. - . c ‘-\-4*

over the surface‘of the globe)."72 In«Rude’Assignment '

Lew1s descrlbed how television, too, Wlll affecgipeople
. ° 4 ‘Lﬂ ’ 0
scientlflc technlqges have so dlmlnlshed dlstance, and

. . ~—
<] i 3.

telesc0ped tlme, that the earth whlch once was for man an

immense, mystetlous, and seemlngly 11m1t1ess unlverse, is

‘no longer that, ‘but a relativelyrdiminutive‘ball, which, if

we want to, we can dart around-in a few days. The 'people

living on it arevtapidly.standardised~~are'no laner
'mysterious', any more than is theii habitat. And tomorrow

television w111 enable us, by the mere press1ng of a button,,

"tO be in the West Indies, &Qi:fjiggar canes and Fife bananas,

or 4n Greenland enjoylng the olltary life of the Eskimo,
w73 ' ‘

\

' On.one level the medla, smmply by v1rtue of thelr
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slaughter them?

~ said Lewis, the use of "film-plays” iand other methods in

I have an object.y at all to these pr1nc1ples of 1ndirect

158

presence, were affecting the lives of every individual in

uch the same way, Lewis ;%bte in 1922, as “the shapes of

the objects (houses, cars, dresses and so forth) by which :
: 74
. they are surrounded have a very profound effect on people. i

/
In another senSe, controls could ea31ly-be established and

weqe established to deliberately manipulate the responses
of the masses. The world could be eaSily paralyzed by the'.g —
mesmerizing effect of the media. "democratic masses could’ 'L;~'l;
be governed W1thout a hitch by suggestion and hypnotism-- ‘ o

'Press, Wireless, Cinema. . So what need is there ; . ; to
75 ) ‘
L]

Governing by means of maSthypnotism mightlinvoIVe,

“bringing about such a state of mind as is desired by the

political interests financing those act*vities."76 At the

-

same time 1t might involve what at first 51ght appear ‘to
< K4

be 1ess osten51b1y political factors than factors

reflecting 51mply.the'interests of the lowest cultural level

of-society: "whether openly or coyertly, it is Press and

o

C1nema hypnotism that rules Grﬁat Britain and Amerlca, not.
the conversazione at Westminster or the White House._ But e

the spell—bound Publlc, at thO hands of the }a’opular prfess -

or by way of the film, has notions and beliefs(pumped into

, it that are the reverse of an;trecdgnlzed Tradition--‘

whether in Religion, Law, Government,”or Ethics. ;‘. [I]f'=f'
. 1 o - /

A
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Idestroy.

EE%

- enthusiasm characterlzes -the ”plrlt'bf Lew 's,Statement;',

» oppogtunity,not only to prove'itSelf but also to enrich“'7

‘and preferences dlstlngulshes in many ways the sustalned

° . ) . , \ w

\,, . o ; Y

gojernment in the democratic West, it is because, although

revolutionary, it is purely destructive: / and being

& S
'democratic' it is destructlve ‘of what the lowest average

'low—brow Homme moyen sensual is disposed to hate %gd to
n77.

- ' 4
-y» The entire tone of Lewis's general assessment of

the influence of the cinema bontrasqs-strongly with

Dorothy Richardson's readimess to gtant the cinema the '

e

r
v

the other'arts. A broad set of dlfferences in dlsp051t1pn

gentleness of Richardson's approach from Lewis's crltlcatdg

- : W B
-attitude after the first World War.” N( e of Richardson’s

about c1nena.1n The" Art of Belng Ruled (1926)#- "you must":

Q"

(g"

The story you present cannot‘}e too stupld. w'llt,"In'

general it can be sald that no confldence trlck is too

transparent to dupe [the Public]. w1th?unowb1cture of llfe

1s too unreal or sugary for thelr taste; 78' It was durlng

‘the follow1ng year that Dorothy Rlchardson began wrltlng

her series of essays on the c1nema..

ffollow the goldea‘rule, namely. You cannot alm too lo%i -
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; flux as opposed to Stabllld;.' Both narrowed subjective

)

D. COMMON-SENSE PERCEPTION, VERSUS THE ISOLATION OF THE
CAMERA EYE .

Y

IN DREAMS . . . THE EYE IS IN EVERY WAY, SUPREME. OUR

.DREAMS ARE SO.MUFFLED . . . THAT THEY ARE NE Y AS SILENT

AS THE KINEMA. . . . DREAMS ARMR AN EXAMPLE OF SENSATIONS
EVOLVED, WITH GREAT COMPLEXITY, !N A NEW ORDER, AND WITH
NEW EMOTIONAL STRESSES. AND JUXTAPOSITIONS. .. . . BUT THE
WORK OF ART DOES THE RE-ORDERING IN THE INTERESTS OF THE
INTELLECT AS WELL'%S OF THE EMOTIONS. (Wyndham . Lewis,
1922)7 _ _ R :

~

- ..v‘/‘

The c1ne$h and the stream-of consclousness novel--
- +
80_

or "the. stream of unconsciousness " novel as he called 1t

brought together, by what Wyndham Lewxs saw as shared, a

numbex of negatlve characterlstlcs of central 1mportance in

ES R

his phllOSOphlcal analyses of. contemporary 11fe. Both

-

progected a dream—world._ "Both stressed the value of the

1rratlonal as opposed to th# rational, time as opposed to.
space, fragmented as opposed to comprehen51ve perceptlon,-'
¥
1nterpretatlon to abstract mentallsm or confined sensual—
ism. Nelther broadened 1Hterpretatlon to encompass views

x

based on fhe complementary functioniny of all the senses

~and intellect. Lewis favoured he sald the claSsical"

81

| approach f@[art. The* romantlc" apprdach prevalled.

‘ .
s - Using another set of terms to dlscuss what was

substantlally an extension of the cla551c-romant1c

dlchotomy, Lew1s said that he preferred what he called the
. . ' :
Y e : ,

o
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_thn ara in the nlneteenth centur o

- 1]
in Time and Western Man, Lew15 explalned his preference

pagan’ anthulty

-

"common-sense" rather than the "isolated sense" approach

.

to things. The former of these two terms -refers to a

comprehens1ve as opposed to a partlcularlzed view of llfe.

-Together the terms raise the main issue 1n Lew1s s

attitude toward the film as medium. Fllm, Lew1s felt,

facilitates a’ partlcularlzed perceptlon, a ‘particularized

. &4

Lewis: did con51der the v1sua1 sense, the sense to

whlch cinema makes its prlmary .appeal, °to be the ﬁfst

1mportant sense, partlcularly 1n contrast to hegs&pg f*“

touch. 1In his artlculatlon of his. "phllosophy-of th‘”eh_L"

for the visual sense.. "If by phllqsophy Qf the eye
meant that we w1sh -to repose, aﬁd mat@rlally t@ repose, in

the crOWnlng human sense, the wvisual sensg, a if 1t meant

‘that we refuse . « « to retlre 1nto‘the abstractlon‘and

\
darkness of "an aural and tactlle world, then it is true

that our philosophy attaches itself to the concrete and .’

‘radiant reality. 3£§the optlc sense. That sensatlon of .

'overwhelmlng reallty whlchti&s;pn alone glves is the reallty

of common sense, asait is the reallty we inherit from
J"82 ) -

Lew1s strongly cautloned however, agalnst the'

1solatlon of the e#e, partlcularly its isolation:from the .
: L

sense of touch (as|well as, on another level, from

~ .
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" intellect and memory). He opposed philosophy and art which
emphasized the use of the eye as camera, Whieh'tended "more
and more to‘attribute a less conditioned reality to sight,"

and which granted "unique privileges to vision, in its raw,

n83

.immediate and Sensational sense. For the film spectator

the visual sense operates in 1solat10n from the. tactlle
‘sénse. The camera 1tself 'is but an 1solated mechanlcal »

eye, and has nothlng to do with the cemprehen51ye'un1ty of

e

common-sense perception.

Lewis wefrned that partlal or fragmented personal
responses to the world even though cumulatlvely they mlght

et

involve an appearance of mass—unlty oﬂ:perceptlon and

thought, ultimately undermlne Ehé 361b111ty for any‘klnd .
?-

of objectlve" Oor common-sense pub?i¢ truthh“;. "*‘““
: It is our coﬂ%entlonﬁhere %hﬁtgit iB.becauseﬂgf
the subjective disunity due to the sé%nﬂih&dn, "@Picals "
separate treatment, of the senses, principally of Slght
and ‘touch, that . . .-external disunity has been
"achieved. It is but another case of the morcellement
of the one personali + in this case into a tactile-
- observer on the one h hd and a visual observer on the
.other, giving differen enderings of the same tNing.
! Its result% must.be th disintegration, finally, ofgpny
"public" thing at all. . . . [Tlhe cutting. up of t
ideal, public, one, exterior, reality of human -
tradltlon, 1nto “manifold spaces and times, leads to a

fundamental "subjectivity" :of one sort or the other. ', -

“ And we would emphasize that our ideal, objective, -
world, which was wrought into a unlty——the common ,
. ground of 1mag1nat1ve reality on which we all meet--
- 18" being destroyed in favour of a fastidious egglsm,
based on a disintegration of the complex unit of the

senses, and a granting of unique privileges tdii$ 84
v151on, in its raw, immediate and sensatlonal nse/

,,

The danger, said LeW1s, lay 1n the confu51on of

.

" the actual woréd w1th that part of the world experlenced by

&
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o - o ,
the isolated sense:' "what results from the isolation of

the space-world of touch -and that of 51ght, is that the:-

pure non- tactlle V1sua1 warld 1ntroduces a varlety of _ o

-

things to us, on a footlng of equallty as ex18trng>th1ngs,

‘t?which in the WOrld of common-sense (&here the tactlle sense
| is fused with the- v1sua1) do not possess that equallty.
'Thus 1t.1s‘that the mlrror-lm&ge draws leved with the

'thing' it reflects. n85 Common—sense, the‘ 'picture of the
:,plain:mah,f_the "one éeneral sense of things that we alia}

was to be transformed "into the terms of

thls hlghly complex d1s1ntegrated world, of private’

'tlmes and spec1f1C'amputated ‘spaces,' of serial-groups

o

and 'events' (in conformity with the dominance of the -

86

. time—facter)'in blace of 'things.'" ' This latter world

(%
was the one, -said Lew1s, :of the “c1nematogfaph or pattern-

group."87 T ' :

»
.

~ A spec1flc example taken from the cinema and
symbolizing the dlslntegrated world of which Lewis wrote

is the_closefup. The close-up 1sAone¢bf the extreme,forms‘

of the specialized vision of the cinema. Bé&la Baldzs 3 s

B

were that "the close-up not only isolates objects in
—space, but seems to lift them out of space entirely and
transfer them to a conceptual space in which different

laws obta1n."88. Lew1s, aware of the réie of the close—up

a

f«}-ln allenatlng the eye from the hand, playfully prov1ded a

.
- .

. o S
tf 7iflctlonal close—up of prec1sely that- an eye allenated

R4 . v e >

;‘.-,_v . A . : . o
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{ the hand. It appears at the end of Monstre Gai as

Pﬁllman'and th® Bailiff look £hroﬁgh a suddenly darkening
. N RN . . o o '
window: ‘

While [Pullman's]) eyes remained fixed . . . he saw
the whole area of the window blotted gyt, from the .
' outside, by something blue and green. ™It had curved
' lines all over it; it looked like glass . . . it
appeared to be llghted from within. > . . 89"
"Somebody s eye," he remarked. . . .

This ‘incident proceeds to a satiric.comment on the'logical
conclu51on of lettlng specialization in the senses estrange
51ght from touch, eye from hand.

' The room became almost entlrely dark, as
something began forcing its way in. . . . [S]omethlng
was entering the room. .

. What had entered the room was now opposite to ‘
them, 5lowly moving forward. ‘It reached almost from
ceiling to floor, and was covered with. strong semi- -
circular lines. It was almost touching Pullman. c e e

. . * o e o . - - . - . e . . o\..n'- . . . .

. . . It was a flnger.90

Wyndham;iewis repeatedly stated his p051t10n on '
' - '
tle part played by the camera in. the break- down of common-

.-

2 o ‘

{ sense, ijectlve; public trxuth. I’ The Demon of Progress

in the Arts he wrote:® "The senses of . .'.\earlier publics;

had not been vulgarized and demoralized, as ours have, by
‘ camera and a hundred other devices;"gl‘ Although Lew1s dld
"acknowledge the potential role of the camera ghr the crea-

tion of art, he dlStlthlShed nevertheless between the

rigidiy—defihed object perceivedfby the limited vision of



S

"looked at very Variously.:. . . [The] same object, under

, the camera obscura."

'Impre551onlsm absorbed from the photograph espec1ally in

'the.camera, and what he called "the 'art object' or the

object of 'common-sense:'" ."the external world can be

the eye of science or under the m%croscope, and beneath the .ﬁf-%

human eye, or, alternatlvely, 1n the mind of the camera, or

"of the mathematician, or of common.sense, w111 be a very
-‘different object. n92 "Nature," Lewis chutioned, "is not

a photograph——odd as thlS may sound to*a!publlc who thinks

-

.of nature-at second hand, in terms of Mov;e or Press

photOgraphy.l Nature is only converted into a photograph ) .
by the medium of men s machines."?3 A . - -
In-l938 Lewis wrote in a letter to the Times that .

he deplored art "whose 'traditlon dates no farther than

- Speaklng of a current art show, he

L 3

'decdgeﬁrthe photographlcfpuppetry whlch he saw as the

1gﬁob1est mechamical travesty of nature."95 The work of
Se?rat represented for Lewis-a way of seeing modlfled by
the 501ent1f1c 1nstruments of the prev1ous century, o S
espec1a11y the camera, which he called "the nlneteenth—- : _" | R gu
century robot. n36 The conjunction of art and science in ‘ /Vy7

the work of Seurat, Lewis said, perpetuated all that,

His earliest work: and 1n hls 'lelSlonlsm' ‘he consummated

in the most absolute fashlon‘the typlcally nlneteenth-

Oy,

, 9
century mesalliance of.art and sc1ence:".7 P

Lewis stated that even representationai-painting,v

-



45‘

;ﬂ

J

if it is good, is preferable to the mecﬁan alf alienating

'_v1sion of the camera eye. The palnter, Lewis said, "will

ilways out-poxnt.the camera."gs. Lewis lamented that the
painter's vision had‘been'impoverished,by the ascendancy of

the camera, and later by the‘preseh¢e of the cinema. The

“entire world, Lewis said, was developing the myopic vision -

of the camera eye, which, with the absent-mindedness

'characteristicAof the machine,,Was usurping the tréditionq;

" function of the artist:

- for the historian of the future the Industrial
Revolugn will overshadow the great political -
explosion-in France. The artists of the second
half of the nineteenth century had moved deep
into the industrial , of which the invention
of the camera'was~an" tegral part. 'Along with .
the aftermath of the French Revolution (which
affected things for the bad as well as for the
~good), the Industrial Revolution rapidly resulted
in a vulgarization of the whole of society from
which we still suffer--the Hollywood cinema is
something which could not have existed prior to
the industrial age. 99

166,
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E. CINEMA AS DREAM (1): SURREALISM

CONSCIOUSNESS IS THE MOST TROUBLESOME COMMON~-SENSE _FACT
OF ANY SCIENTIFIC ANALYSIS. (Wyndham Lewis, 1927)100

The fragmentation of common-sense, said Lewié:
found its ideal modeibf litefary expressidn';n.the stream-
of-consciousness convention of the contemporary novel.
Watching the "thought-streah" or "unorganized word—dreaﬁing"
of a charactér's‘mind,,Lewis wroté, referring particularly
to Gertrude Stein and James Joyce, islggke WAtching |
phdtégiapﬁs appear on a cinema screen. Lewis‘explicitly ‘
'established this association «of stream—qf-consciousness L

novel and motion picture in The 2-t of Being Ruled (1926).

He reiterated his point in Time and Westegn Man (1927):
. .o . £ 3 ~ ‘

The repetition (used by Miss’Stein) is . . .
in the nature of a photograph of the unorganized
word-dreaming of the mind when not concentrated
for some logical functioning purpose.. Mr. Joyce
employed this method with success (not so radically
and rather differently) in Ulysses. The thought-
stream or word-stream of his hero's mind was supposed’

' to be photographed. . :
- . . . [Bly the devious roj%é of a fashionable
naturalist device--that usually described as "presenting4‘
the character from the inside"--and the  influence.
exercised on him by Miss Stein's technique of
picturesque dementia--Mr. Joyce reaches the half- 43
demented crank figure of traditional english humour.

o

Lewis saw inherent in the cinema a naturalism

:analogous'to the attempted naturalism of the stream-of-

-
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% consciousness novelz '“In his professional dlsplays the

.

Screen«worker in the nature of thlngs is the last word

in naturalism, at the opposite pole to a formad art."102

When carrled far enough the cinema- llke naturallsm
,'of the stream~of—consc1ousness wrlters turned up, Lewis

pointed out, as the hardened Super-naturalist dogma of the

‘Surrealists.~ The Surrealists tried to: formalize a lique-°

factlon of’ reality and 111u81on in a way analogous to the

c1nema s dlssolutlon ‘'0of traditional demarcatlons between a

world of 1llusion and a real world--to the cinema's

"surrealism of d:ceams."103

In The Dlabollcal Principle and the Dlthyramblc f

SEectator (1931) Lew18 was highly crltlcal of the Swnreallst /

dogma which insisted on the dissolving of normal consc1ous-

s

‘ness in the solvent of dream—reallty The Surrgallst
convention of turning all of life 1nto art only vulgarized
the concept of artiltself. All v1able art, Lew1s p01nted

104 In the Dlabollcal Prln-

'out, is already "super~real."
. ' P’e
c1p1e also Lew1s brought the novel and the film together

Vagaln 1 to the same focus by 1dent1fy1ng in the work
of Gertrude Stein and in the films of commercial Ru551a
manlfestatlons of an "art" operatlng within the(para—
meters of the Surreallsts' ‘purpose--the. creation of a

"dream—aesthetlc of Supe_r--reallty:'"105 "The.xEtual o . wg

L



merging &£ 'e'dream-condition and ghe waking-condition (of

the external and the internal) must result in a‘logicall

emulsion of the’ forms and'perspedtives of life as we know

them. Translated into an art-expression,’it will approx-,

iméte.most closely fo,ghe art of the child.~’Thét is, of v -

%
i

courée; what has everywhere occurred with the theorists of

that persuasion. The infantile is the Iink between the

Super-realists and Miss Stein."106 Films, Lewis insisted,

serve as a tool in re-defining life in terms of the dream
condition. . ' .

The dream, indeed the opium-dream or the coke-dream,
of the super-reali%ts, is to be imposed upon the living
material of life. iIt is "art" going over into life
and changing it, so that it shall conform to its
fantasy. . ., And it is arti ial because it has
fed upon a life falsified wit} Nrine, and merged
in dream. Or, if we call it Mg instead of an
~art, then, as a dream it is ewidently a sort of
static nightmare of the Maldorer order. . It is its
avowed programme "to evoke the logic of pathologlcal
terror" and .to shock human society "to its foundations."
And that is also one of the avowed objectives of the 2
communists in their Fllms But horror, or "patho- .

: loglcal terror," however usefu% in pOllthS, 1s not

- of’the same sﬁandlng in art.

-

in whlch»"art“ only parodles 1ts own.functlon-—lllumlnates
/the perspectlve whlch he brought also to hlS thlnklng ‘on

the 01nema§ It is a perspectlve wh1ch comes out of his.

A v

‘assessment of ‘the 51tuat10n created by the world-wide

presence of the cinema, a'situation’in which reality itself-

.becomestbnt a parody of the film‘s’dream—;eality or vice

versa. A description by Sﬁerwbod>Anderson, which Lewis-

LeWIS’S V1ew of Surreallsm——a vulgarized infantilism =

’p
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. . . e ' :
quoted in Paleface, illustrates the conditlon Lewis

questioned: "I went often to the movie studios and watched

the men and ‘the women at work Chlldren,vplaylng with

dreams——dreams of an heroic kind of desperado cowboy, doing

*
good deeds at the business end of a. gun—-dreams of an ‘ever- -

 virtuous womankind walking amid vice--American dreams-- -

" shadows. . . . But if you stood‘ﬁp to them,iifvyou i LT

Anglo Saxon dreams. "108

.

The c1nema as a medlum appropriate for breaking

- down the<dlst1nctlons between dream and actuality, and the

-merging of the two, appears as a theme in Lewis's novel

The Revenge for Love (1937) 109 Margaret (Margot), in one

instance in the novel, is particularly distressed by the,,—//

. -

question of the nature of reality. ‘Of‘Sean O'Hara and his

w110

friends she wonders: "were they real?" ‘or were they, but

"phantoms," or "ghost-persons,” or shadow—persons""lll

Margot who, as we have already noted, can substitute: for

the 1mage of her,husband the image of Clark Gable from tlme

to time, now is led. to try to identify seriously Just what

is actually real in her 11fe. "Was this after all a great
complicated dream she had got into againstiher volition, , L
where all these wvivid llkenesses of llfe only existed in her.
dreamlng mlnd’>“112 The creatures who flicker amblguously |

through her inner and outer worlds are llke screen"fmages,

o

‘ having only a mechanical reality: "they were ﬁbt 1n £

very real at all. . . .- They were a dangerous crowr

+
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‘their 4xv'xoi.sy shadow-bluff, . . . if it came t?aipowdom; S
‘between a shadow and a man of flesh and blood—-they would
give way. . . . They could only browbeat you. like a
gramaphone, or 1mpose on you like the pro:ectlons on the
screen of the cinema. Sprlng up and face them, and they
would lee way before you. For they'had no will.v Their
will to life was extinct, even if they were technically‘ O
'real."113 Central among the’figures whose veryrexistence
"”jseémed to depénd on Qnefs looking‘at them is Abershaw
kGerman--aber shau: vbut‘look) _Referred to as a "highly

bogus persona e," ‘an’ q“t!t'u,tomat:.sm," a "ne atlon of a erson,
gus p g ‘

\ and an "insolent shadow—person,"114 he’is of th

' as many filme eoplé\crowded into parts of The Ch¥1d

. &
Lewis spoke of the st:eam;of—cdﬁsciousness novel . r
in terms which for him indicated its resemblanée to the |
ﬁvcinema; as wéll_aé to thé Surreélist mock—childish éonfuéionv
of illusion ahd reality.. He-5pokg most 6ften‘of theerit e

of Joyce in this regard, and was not at a 1OSjgfor other

~. labels besfhe "childishﬁ.to describe Joyce!s work. Leﬁis
saw asvekcessivé-the applicati?n of a Super4realist

- technique to situations which té him at times—wouid ha&e

‘wérranted quite different treatment. Regrettlng the fact -

"that Joyce had chosen to exer01Se hls talents in the stream~'i S

of—consc1ousness mode, Lewis saild: ~"the unpunctuated'
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'43

:3-bicture of Ulysses . . . is merely a device .,; . for pre- _
~lysses

“.

senting the disordered spoutlng of the 1mbecile low-average

mind--it has no other Justiflcation (and . ; . it is a

pity Joyce has adopted ‘that. gibberlng 22 a vehicle for the
% “y w115 v B
expression of everyth;ng. N P _ .
The apparent rejection of'the'creative aspect of a
'character s intelligence by contemporary writers, and the’
celebration in the stream~of-cons¢1ousness novel of "’ the K
dlsordered flashlngs of the und19c1p11ned mlnd, led L&wrs

A !
to organize attacks on what he\called the myth of the «

."'1mbec1le, the childish artlst, &Whlch] has been one of'the

most, destructlve qulnes 1n the war agalnst the conceptuaL ;":.,h
‘stronghold of the 1ntellect."llﬁu It was in the context of ° |

thls view of antl— ntcllectuallsm that Lew1s included the = f'
~cult of the Child and, the cult- of the Derpented Chale.n he 9 ,‘4
h‘teferred to .as the "chlld—man,\ the eternal suckllng "11] oy

!

and Steln as the "1unat1c" wrlter who, he said, expressed

herself with "a sort . of gargantugn mental stutter.“ll8
Under the. heddrng of the Chlld we can’ i
group . . . Charlie Chaplin's.art (he is always the .. o
small put-upon littleé: Neutgi, the llttle David. ., o,
confronting the. giant WOrldT' c.e e IR N
'Under the, headlﬂgﬂbf‘the Demented you 1.
get Miss Gertrude“Stein and the various stammering, - .
squinting, punnlng group who follow hep. 1196- ) o
..-x: O o
In Satire’and Flctlon 11930) Lewis gaVe a more ' -

. ] . LI [} 0:' 0

complete- llst of. the catégog&es d% belngs whom he con51dered

‘ ellglble for the justlflable exploratlons of the stream-of—

conscxousness or,J.nterJ,.or, mono].ogue novelists 3 "Inéa_llng

"5“ "/ v



padr-
i

. with (1) the extremely “aged, (Q)Iyoung'thdldren,’?B) hg&f-

£ik

those classes of characters. "

. . ) . s % .
L ) . ) - - o , -,"" . L
. . . L .
o oo ‘Q\. I :
. Y, 4 - : -4 '}
) N e . ' N
B < '

) wlts,“and (4) anlmals, the 1nternal method cdh be extré%elyt,

effectlve.‘ In my oplnﬁﬁn it 'should be enﬁnreiy confzned‘to'

120 Another naturallstac

appllcatlon of the stream~of—consc1ousness method would be

1n -the depletlon of a character who, said Lew1s§r"1& half

(a é,i&

i asleep, day—dreaming, 1ts mind wander:mg.*g21

ol
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F. CINEMA AS DREAM (2):. LADY.FREDIGONDEUFOLﬂ%TT' ' .
’ ) f - L - ’
ST : _ S y L
. o ™~ ' W
I OFTEN CONSIDER, WHEN I AM'IN THE CINEMA, HOW Mdbﬁ aﬂcu
* URIQUE INDIVIDUAL SITTING IN THE DARKNESS THERE,” WATCHING g
THAT REPRESENTATION OF OTHER INTERESTING INDIVIDUALS QN =
THE SCREEN, RESEMBLES THE SOLITARY CREATURES. WHO SIT AT : .
*HOME BEHIND A VEIL OF, WINDOW-CURTAINS, PEEPING ‘OUT AT . '
&Y PASSERS~BY. THERE IS THE SAME ISOLATION THE SAME *
. ATTENTION, THERE IS SOMETHING OFaTHE SAME NEED. (Iris.
Barry,'1924) o : - ol
. . ' o7 : . . -
ai“‘ ok

'The‘"Proiogue" to The g of God prov1des a:

<

significant.insight 1ntQ»Lew1s s flctlonal uses_ of . the :

cinema and intohhis 1dent1f1cat10n of the stream-oﬁW"l y 7
Ly Yo : ’
conscigusness novel w1thsthe c1nema.-wihe'"Pr013§ue" , N

v.

.explores the ','a% of a eharacter whom LeW1S con51dered
h ; . R % 3 ‘¢ V
v v LRETAN X R A

Suxtable for streaﬂ&qfi@bqgc1gusness caStlng, Oﬂk of {P,;

’ bﬂ N " 3
Lew1s s statements coﬁqﬁrnfﬁg the Joycean llterary method

¥ a statemenggéo whlgh Iewia appended a parenthethfl
ko R

reference tp the centraL éh gacter -of the-"Prologue,"
w8 C
-supplleéﬁanﬂlntroduCtlon to the character and to his -

a.,vtr:eatm,ent:&gi"»‘ hi' "The Ulyssean 'thought-stream' method E

Nt

llate to the deplctlon of chlldren, morons,
' -"123 ' ‘?jf

- andﬁthe extremely 1nf1rm (Fredlgonde)
) A *.l

Lady Fredlgonde bllett is Lewis's object ‘of satlre“

~

1n“the “Prologue." She is used to parody the- aggregate of

f1ct10na1 Characters crﬂhtﬁﬁ by the prevalllng llterary _
K :
: orthodoxy——the "erlam Hendersons of the - time.: She 1s

i?- \

A N g .
w174 T
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.-

“. N ‘ ) ,1,:-' ) ‘l

Lewis s m0ck i eal of this group of characters. L1ke the

*-of—consc1ousness specrmen, as seen tﬁrough

<

she lives largely in a sollp51s€ic, mental

typ1ca1 stre

Lewis's eyes
yes,

!

world.‘ Her wﬁthdrawal 1nto this world means; Lew1s 1nsisted,

the ecllpse of hef'common-sense by a conflne%, subjegtlvelyﬂg
e

o rlgld mental apparatus~. "It had been at the allohdd span

that the great reversal had been completed of out81de

o

" 5 into in-—so a11 that is externalggas begome nothlng but

P to M-w\"-";, ]-,a:.

"124

bursts of ' dreamlng She was largely conflned to the p

ﬁbrlg.of what Lewis called her "prlvate c1nema-"125 ’

Y ’,

aRTA "Fredlgondewagaln w1thdrew. she closed her eye- lldS to e-.

\{ ‘lax hersebf?h~The 'fb and nlght cinema that ex1sts"

“s\' ey ‘ )
was encouraged to operate. The braln on -

ts own 1n1t1at1ve from 1ts progﬂctor waﬁ flashlng lace-
* KT L
lcaps upgg the screen., All her collectlon was ldly ca}led‘
w

forth, in startllng chpse—ups, for her 1nspectlon.3126 R

SR 2o ‘Rug

‘1}‘3,” .
personally occupres only an 1solatgd vantage,p01ht‘as she

’ﬂ_carrlesobn her precazlous eﬁastence. i%%?’has¢gggressed
.Erom what once. m@@ht have been a- qulte balanced view of i

jgeallty, to. le now a prlmltlve, 1rratlonal gesture of
Yresponse to life. Loss of memory 1solates her fgpm past

experlence. Loss of sensesirestrlctfwher means of asse551ng
. present experlence. She slips ea51ly 1nto a world of -

Y wl27

prlvate_'tlwes and specific“amputated spaces . Outer

’
and 1nner eye readlly throw up only a "pr1Vate photo—play"128

. -

Lady Fredlgond:‘?decreplt and half out -of %é;e, e -f

175
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S @ | -
for her amusement: WCut off frOm the optic or'tactile

connectlons, Fredlgonde passed most of her tlme-an her

., mental closet, a hermlt .in her o‘P heaéac'129 She is the

'Stein-technique personlfled. O?Sometlmes she would Sﬂeln

away ﬁﬁght and morning.to herself, making patterns of’ ¥
w ¥ - o )

conversations, . . ...a veritable peasant industry,_of

Sy e “ ;‘1 ) -
&*.'Xlng and shonﬁs1ghted nonsense.n130 #‘

persohal;oh;

- 7 Fred gonde s inher eye and her now-decreplt phy51ca1'

o

[7%

Veye, to which Lew1s drew attentlon by labelllng it the
131

'"fredlgondean" eye, 7. function at tlmes alternat1Vely but

w1th more or less s1m11ar llmltatlons and poss1b111tres.

”;,Vlews of the prlvate photo-play" alterna%e in Fredigonde's -’

-

“must have beeq}ag p,v sald\..ﬁu. t}&f pecullar plcture- :

s Y.)
, detached pale eye ¥ | at the mald s handlwork E

Y oa

) Monstre Gai. Rpproprlately,ilt LS ‘a. mechanlzed world wh1ch -

,-1

HW

~1n her band—mlrror. as ﬁel mald per‘orms her to H “'IA

:L. * . S g

& ]

fan, stralghtafrom her prlvate cinem: 'dld you noticeﬁit?
b. ulv.; &*';

I had a most eccentrlc expé%lence. The Stlff flSt of .

AFredlgonde closed upon the handle of the glass. Stlching

1t (w1thout looklng) up into the alr, she then codked ai'

132

”

emphasize, through parody, the cxnema—ltke?guallty of this
"film spectator' s",experlence, Lew1s—-u51ng a technlque
51m11ar to one often employed by Rlchardson-—transformed
-the‘w1ndowfspace 1n Fredlgonde S room }nto'a canemaﬁl;ke

screeh} much like .the one-we haye~already taken not€ of in.

. o .
» N st T

4

mmnd w1th external views, for example, of herself reflected ,-



upon- the rigid” pat ern of the second ha

"

comes tosview: "She directed her eyes upon the narrow

opening in the curtains;—where the important thoroughfare,,

_beyond the gates of the private road, was visible. Idly

o . ) A
she was watching the bodies of the omnibuses fit themselves
into the space and slip out of it, slacking or speeding

accordﬂng‘to the pulsation of this current of machines. As

"if they had been shadows upon the celllng, 5ast 1nto a

darkened room from a sunllt street underneath she

t"remarked-their passage. The- w1ndow before her shook wath

»
the weight of the“super—trafflc. The amu51ng skeleton of
- . ~4J

new skyscraplng flats entered into novel comblnatlons with
.

the geometwac maze of the patterned Curtarng'"l33

¢

Fredlgonde S body or, as Lewis would have it, her

) <>

' L
shell, rs a machine-like exLensron of her inner methanlsm.

Like any*%ﬂnema apparatus she is but a ]umble of clock—work

a?drg Ven her heart 1s "tlcklng llke one o’cl ck.;134

CAR

When she trles to walk, her "funeral g e : sfﬁtimed.
, Py . ol

,clock—-w1th the leftvleft left left of ltS drfficult heavy

oA A . .
tlck."135 . . o ,

§ ~ '
%Qis .cast Fredigonde-upon the clock*work,mould of

Bergsonran tlme, a mould whlch Lew1s saw as one, whlch

;Eeduced ex1stence to ‘the t1ck1ng 1nstab111ty of a temporal

fraéhentatlon llké/the product of the cinema' s lurchlng
- ‘ .

frame by—frame attempts to reconstruct llfe. Even the

movement of Fredlgque s personallty demonstrates the

t.

o¥.a considerable’

177
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| v_!‘.Chlldermass. Lew1s s own summing_ up.in Sat(‘e

v e

oo 178

_ _ o ‘ ; .- |
patterns of clock-work conttrols: . "Gradually ’, . . her
\ : : - - :

- L i s by . |
personality made its appearance. Fragment by fragmentféhe 4

got it back, in rough hand—over—hand a bltter salvage."136

Lewis's. metaphorlc use of the c1nema in what he

called the "slow-movement prelude of The Apes of God

raises mdny of the“issues he eXplored on a larger scale @m

Ed(‘ ‘
Flctlon, his rationale for hav1ng aﬁaﬁted a Eharaeter such

.as Fredlgonde, expllcrtly prov1des also a'glgeﬂqupon‘The.‘
B s O o

ChlldermaSS° : Lo

Fredlgonde ;e‘half out of llfe, half 1nw The. 1nterlor

~method was chosen in that instance as belngtpartlcuiarly
approprlate Incidentally its. use (for the purpose

- of praﬁedtlng‘tbls braln 1n-1solat10n, served only - .

by senses. paralyze& with“age) is &Mt exposure-of the - e
bllterary dogqp of thé& interiotr monologue, regarded ™ 'ff%
Jass'a universai method. Where elsewhere 1n;gnother

SBatire (with "Satters" in ¢hildermass) .I made use of: ?’ii
e “it, I dia sowith ;hat even more clearly in"view. 137 . ;*§>%‘
. e S e I8
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Y

' SATIRE IS ACTION FROM ABOVE' HUMOUR IS ACTION FROMJNK

,.;fLerS, 1938)

qf vlew, except 1n short,uanfrequent casgs of punnlng

“SORT OF LENSES EMPLOYED BY SWIFT IN GULLIVER, SHOWS T

ﬁpqrodzlng the,sxreampof consciousness conventlon, does not

G., - CINEMA AS SATIRE: . LEWIS'S EXTERNAL APPROAdﬂ*“_'$‘

"\' |

UNDERNEATH. . .THE SATIRIST LOOKS DOWN UPON THE HUMAN SCE
ENLARGES IT FGR HIS PECULIAR ENDS, AND BY MEANS OF TH‘

EARWIG. TO BE IN FACT A SMALL-SCALE DRAGON (Wyndham

v

‘o

'Q"~f, Wyndham Lew1s s own style, even in passages

JL'U"""ww‘ Do

1€§elf adhere to the stream—of -consciousness syntax, for

o' ) t

example, of”Joyce on S€é1m;~éNor, unllke .the stream—of-

% ’,

.....

o; "4 <

hlmself~w1th the subjectlve V1Sual and m tal perspectlves‘

L 4] .

xof<hrs characfers. Rather, Lew1s s narrators retain a

L o}
X3

By

strghg, tnadltlonal°h°1d uPOD thelr mateﬁlal. Their pOint YR

v 139

g
parodles of a spec1f1c style, is reasonably continuﬁps

“ B
S 'v’

and largely external,-rather than fragmented and exclu51ve-
1y 1nternal. The overall effectg?a the reader ls often that

of watchlng a naf&ator describe @ character who is part1c1-
B - s:
patlng, elther exp11c1tly or by 1mpllcat10n, in the,
k2 = N y
mechanlcal dream world of the c1nema. At the same time'the sl

K3

'observed narrator 1s himself exempt from ‘the fllckers and

vacmllatlons of the character belng satlrlzed.\ Lew1s, then,

'when he parodled the stream—of consc1ousness technlque of

___.,_.___

photographlng" the 1mages of the mental world dld not

179
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simply mimie prevalllng conventlons, buﬁ”&ngaged rather 'in
» Y

an externaly intellectual eﬁposure ofh@hem
} -
Howe#ér, the Splrlt of much of Lewis's fictlonal

.style is nevertheless dlrectlyvrelatggxto the cinema. His
-P
'bellef that camera eye vision 1nvolves a highly spec1allzed

peculiar way bf peraelVlng informs hlS style, partlcularly

. in a novel such asigh_ p -of de LeW1s S ertlng shares .

»the method and the sat1r1c 1ntent10ns of Jonath 5w1ft s

Gulliver's Travels, particularly the Lllllputlan

Brobdlngnaglan passages._ In Gulllver 's Travelgst e narrator
y., o .

v1sually by the appllcatlon, so to speak, of dlstortlng |

lenses. For/example, Gulllver s close—up v1ew of the; {
, - ¥ oo

"monstrous breast" of the Brobdlngnaglan maiden, = o B T

}‘;lclltch causes h1m to ponder: mwmeﬁhurlly upon the

140 & 77

functlon of a magnlfylng glassu‘vlew of reallty. v
| 'It 1s‘a satlrlc, Sw1ft1an eye~p1ece that Lew;s sov.tQ?" et
2 - often utilized in hlS fiction, He used 1t for example, R l
to descrlbe Lady Fredlgbnde, oxr more spec1f1cally, the '§Au
';"sﬁell"'of Lady~Fredigonde; In "THE BODY LEAVES THE |
4°<CHAIR" portion of the "Prologue” to The Apes of God God . the
notion Qﬁ cameraaeye v151on as' cold, brutal and . 1nev1tably
‘satlrlcﬁdlrectsétﬁe narratlve. The lady is descrlbed \for
Er i "example, ‘as she beglns to emerge from her cha1r~‘ "A local
. brlskness, of a,muscular nature, was patent in the depths

of the_cha;r;‘ The ma551vely—ancho}bd person Shook as 1f'

1

N,
- : - - )
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from the hiddenﬂhamﬁering of a propeller, revolving at her

stern, out of sight. A determined claw went out and .

* '\

grappled the alpenstock. It planted it at a.forward‘cant

to obtain thefprellmlnary purchase.’ 14; The body seems to - .

be as much an 'inanimate object as the chair: ﬂWithout

fuss thettwoAmasses came apart. They were cut open irnto

two pieces. . , .- The unsteady solid rose a few il§
| e e s It ahs acted itself slowly. Something imp;- S al
anlmate had cast off from a portion of %ts self. RN

departlng, with a grlm paralytlc toddléj&&lsewhere. n142 _"“i

Appearlng finally "to rollic¢k, to dance, a little, after
"143

~

‘the manner of a dying top, the aged lady, aided by her

4

aged body- servant, negotlates a landlng in another chair,

anOtner}sne i: LWnen titey were near the rear of the chalr,_
& I
they took a course at a tangent then tacked, pa551ng aroung,

. £
its left arm. . . . V[Fredlgonde] lowered her body 1nto .
1ts app01nted cav1ty, . .@ﬁ ounce by ounce-—back first,
grappled to Brldget [her body—servant], bull -dog grlt all—‘

out——at last rlveted .as though by sugtion within its elastic

crater, corseted by its mattresses of silk from waist to

_ bottom, one. large feeble arm rldlng the Stlff blllOWS of 1ts:

v .
nsubstantlal fluted brlm; u144 - Supr ‘me humour underllnes the

.

unrelentlng satlre of Lew1s s camera eye vision as\the lady,

having reg@lned herself realeeduthe tones of a muted fob-
» . : : i P

o
' ~

horn to exelalm—-'There will come a time Bridget when I

,shall_not be1ahle to move about like that.!'"145 e ‘ )
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!

Thelcamera, typifying for Lewis the epitome of the

uhmechine,‘is here creating what it sees after its own image,
HSQQQQESpeak. .Lady jjifedigonde, herself personifying the .

oy B T : v :
6?1

“clock-work terms .

%’which she is viewed, can only presume
to be human in he echenistic,wo:ld. Hers is the life‘of‘
the movie-actor upon the screen, who only seems to move
when an abpatatué‘projects his_image. Fredigonde is a_part
of what gew;s saw as a whole sysitem of mechanized actors,

'actors who are glven a show of life in an essentlally

mechanlcal universe. ) ' : .
€ b ]

' At one level Lewis. was writing satire to provide an .
antidote for the prevailinz "cinematic" literary conven-

'tion,‘the interior or stre: -of4con§Siousness'method.‘ At
. o : = : 7 o
.o anothcr levte, his own method, when thought of in terms
g ., ’ DX '
he himself has - introdiced, is. "cinematic."

Body (1927) Lew1s 1nd1cated why it is

# The . Wi
4 éppr,op?@ﬁo v1ew man and 1nterpret\lhm by means of the

camera eye, ‘Man ls,‘Lewls wrote_thefﬁh only a preshmptuous.

object, "a Ehigg behaving like a person.'f-gl‘-46 Although a ) 'j
‘man;s own eye ﬁay‘show that he wahts to lay cleiﬁ ti aﬂméaf "
sure of humanness, the body s whlch the eye often'treats in- a- .

. detached way, mookﬁ thegl‘ﬁ)es revealed throqgh t%e eye.

The . dlsparlty between the look of hopefulness in the eye

™
-g?), M
and the actual level of perfo§mance of thevbody poxnts to %"@@;

Yo o .

what Lew1s in: The wild Body called "the root of “the sensa-

Y

%%?on of the comlc."147 The body, however, is embarra551ng1y ™

.). . - .-.j' ‘ ._ﬁ
e s . g e i R

s’
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available to any gamera eye which mlght w1sh to photograph

148

»and fix"‘lt- * "The finest humour," Lewis wrote in The

.Wlld dy, "is the great play-shapes blown‘up or glven off ,

by the traglc corpse qf 11fe underneath the world;of the

'camera "149

In the case of Lady Fredlgonde, her eye betrays

'her w1sh that her mechanlcal performance be a human

performance. For example, at the end of her walk %?
Fredlgonde s "fixed eye was bloodless and w1thout any #g
VR s ,

nlmatlon, a stuffed eagle s sham optlc in fact or a glass

. eye in the head of & corpse——though ‘the bellows plalnly

&) e
worked" Stlll " the shoulders slowly grlndlng on, blown up Qﬂw

P '4 \,’

and let dOWn w1th theriabour of the breath "lSO"However Jf

_that all is not death returns to-

. . : , ; . 'T . . R .
reglsber. It was appa :z 9rat 1nd had mz;ed in, behlnd S
them. There was a. greatJbustle all at: oncé Her head was

lived 1n-once again; 15} and she utters the~ mutedvfog—horn“'

rary
v Y L4

cry whioh T haye already not -3 5. an exaﬁplegof_Lewis's .
humour. h J ) Qf V”4 S : lf%_' rwf

7‘,‘Ai; g Gm.the oase of Fredlgonde; Lew1s S camera. éye .i' . |
technlque mbcks the preSumptuouS hope of her own eye. o S

Itself a part of & machlne, 1t As’ as if the- camera eye

-

afflrms man' s role as an 1nan1mate mechanlsm.u In a philo-

“~soph1cal sense, Lew1s gas porntlng out that common sense‘

ERN

human perceptlon can hardly functlon in a world where B V' _1J$.

v R s L VRN 8
R o . ) . ) - ;‘-‘ "ﬂ . o Y oy an o
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instruments and machines dominate.

[N

a vision, as one

common-'sense.

* * *

In Satlre and Flctlon Lewis's dlSCUSSlOD of the . T

?external satlrlc aspect of The Apes of God lead to his f

celebratlon of the work as va novel of the Grea Hout;‘ &
Ironically, thlS work of satire, which is Lew1s's response- o .
to the work of his contemporaries, to the mental-cinema

g ° . ) .

novels of the Great Within, itself depends so largely'on a
’ ' . $, - . i ) o
camera eye vision. . , R ‘P. e

|4

Lewis thou%gt of sgtlre" whlch he sald "must~deal

>
‘with the out§1de "15?

to the stream of 55ﬁsc1ousness mode, Whlch he sa1d o «N_‘

*as though it were the.very-ogpos1te ,h

. - : y 2 B

' pfecludes satlre, L NTO let the reader 'into- the mlnds oﬁ Co

» ,,-)ga & " . - ,' R
the characters, "to 'see the play*of their thoubhts'hﬁthat "3*

, 5 \. S
. is prec1sely the method least. sulted to satlre.fl?3 In a AN

—_ . \

statement 1n whlch Lewxa's words, "the truth," mlgh$ be

taken to mean, "the correctlve for faulty subjectlve v151on,f

B

Lewas sald 2% "Satlre is in reallgy often nothlpg else but

'the truth 1n fact that of- Natural Sc1eﬁce.‘ That ﬂhﬁ!gtlve,:'

;non emotlonal truth of ‘the sc1ent1flc 1nte111gence sometlmes

i,
-

. takes on the exuberant sensuous quallty of creatlve arts T
4:then~1t 1s»very-apt’t0'be called Ksatxre,‘ for lt has been . :f;\
. . i -~ - . 154 u'\ g ;

bent not sogmuch upon plea51ng a; hpon belng true. _ f\v.u_, -

. » N T - ' ' ’ N ~ 4. -
o . . . \‘ : \‘_ o - - . st
. - o \ . B . K , - M a,a



: vﬁsuel. R [E]verythlng 13Jtold.%rom the out;lde. ‘To.

k thls extent 1t is- the opp051te of say,JJames, who sought,

";from 1ncons1derable technical 1nfluence.") "[I]n a world T
'7Qhat is 11terally 1nundated w1th sexual wviscera and theA. FIT

"dark' gushlngs of,tne tides of The Great Wlthln, Lewis

’ c0ntemporar1es.r In ‘his 1ntroduct10n to the 25th annlversary

Lo i ) . . . L o v

185

o ) ’ . ¢ @ _

i

Stressing the distinction which he saw between his mode of

,Writing‘and that of his contemporariesf two different uses

‘of the camera eye approach, Lewis wrote that satire "is

’ N, - _
merely>a ‘formula based rather upon the truth' of the

gt

{ intellect.than upon the 'truth' of ‘the average romantic R
‘ . & ED . AR
sensuallsm."155 . ' x%gw_
N &L a ,

Speaklng specifically of the novel The Apes of ot
God, Lewis empha51zed the manner 1n whlch he used the eye;

"For The Apes of God” 1t could I thlnk, qulte safely be’

clalmed'athat no book has ever been er.tten that has pald *

more attentlon to the out51de of.people.' In lt thelr//.;—/’f// '

) ¢ : .
shells, or pelts, or, the 1anguage of thelr bodlly movements,i'

156., Lew;gs readlly accepted one é : rv‘

comé figgt, not‘last ..

' cr1t1c S descrlptlon that éﬁ% novel 1° "the work of @

4

s

157 (we may'. .

S

to narraEA’iTom 1n51de the character s mlnd "

recall th@t Dorothy chhardson, 1n speaklng of\her own,
6 o

work in, wh1ch everythlng is told from the inside, 'said

I3

that it is possrble to\clalm for Henry James .- » . a far i

fror ° e
2158 °

essentlally substltuted his "camera eye for that of hlS'_L:ff“#w

<,

_edition'TTQSS)Jof The Apes gﬁxGodg Lew1s hlmseIf.alluded‘to,.fV'

s Vo ! Lo {? . : ' .

\



N

w

3

o

i

the

novel: "Many scenes could be shot‘merely by leaning out of 1

. one

P

é ﬂ‘ - | Sk | . 186

“e
) a9

camera as he recalled hls satlrlc technlque in thét ‘ 5o

's w1ndow.ul?? : AR L I -
N - N .
Lew1s concluded Satire and FlCthn by stresslng -
B~ . ,
y

that "for an understandlng of the llteraturé of today and

lto~morrow it is very necessary .o to grasp the
pr1n01ples 1nvolved 1nt[the quest;on] 7 . of theilag'\‘«
resfectlve merlts of the methodlof 1nterna1 and of external JENE\
160 A series. of 1temized paragraphs, some of » |

‘approach "

whlch are 1nc1uded below, prov1des reasons why he belleved

fgpat "the method of externaxéapproach is the method that s
________5‘ .

w111, moxe and more, be adopted in. the art of wrltlng j”r
S (1) ‘The external approach to thlngs belongs to $\$

the "chas al" mannexr of apprehendlng whereas the

romantic, outlook (though it -may serve: the ,turn: of the |
"transitionists") willgnot, I belleve, attract the . best
ifttelligences :in the @ 1ng years,'and w11 not surv1 s

" . the period of "{ransition." -

& (2) " The_&xternal approach. to thin s grekylng ‘ _' af'”

" upon the ev1dence of the.eye rathe@ than Of . the _moxr

ar

v\of the wandering stream of thc Unconsc1ous) aséz/ ‘ 1,

'?an aurlferous mud buL 1t/must rema1n<mud—hnot a clear -

”fdatedr -even a OCOdllé s tears é&an be relleved of .

- satire--there Ehe eye is suprehé*‘ S -',g‘ﬁ //}

"with the. maséullne ormalish bf the Egyptian or th

emotional organs' of senSe) ‘can.nmake a,heal hy andQ} \

"attractive companion of “"the''grotesque."”  Other

approaches cannot do this. ;The 'scarab can be accommo—r

‘some:.of their repu151veness. For "the requirements’ of ., - .
the new~world—order this is essentlal - And.as for pug - o

o

. LR ] - . ., e . . . bo—o . .

Al ‘ (4) Ifayou cons der the aturallsm of the

‘greek plastlc‘as Ja phend enon_ of decadence (contr:;;ed T f

:Chinese) , -then- yau. Will régard likewise the method/of ."?fgh?

"the intermal mdnologue“’(br‘the romantlc snapshottlng
phenowenon of decadence. L !

© ..~ (5) A tumultuous stream of evocatlve, pellnzv
bearing vocables, launched at your head--or, podred into .
your Unconscious--is, "finally,. a dope only. - Ig\may be -

° 3

LM



187

‘but a murky picturé. As a literary medium it is
barbaric. ‘ -

e o e ® - e o e ® 6 @& e & s 8 = s o e &° e @

(8) . . . Shakespeare is the summit of the
romantic, naturalist, european tradition. And there
is a great deal more of that rousseauish, natural-
sgringiggness, in much recent work in literature. than
is generally recdgnised. But especially, in the nature
of things, is this the case with the tellers-from-the-
inside~--with the masters of the "interior-monologue,"
with thosé Columbuses that have set sail toward the El
Dorados of the Unconscious, or of the Great Within.

(9) Dogmatically, then, I am for the Great .
Without, for the method of external approach, for the
wisdom of the eye, rather than that of the ear.161

Lewis's quarrel with his literary contemporaries
was not a matter of absolute positions. He wanted primarily

to provide “an alternative to the literary orthodoxy of his
‘day, his caméﬁé)eye for theirs. He remained willing to say
of either method that "there is, in both cases, another

truth, that is all."162



H. CINEMA AS MECHANISM (l): HENRI BERGSON . '

TIME [IN THE NOVEL] CAN BE RETARDED, IT CAN BE ACCELERATED,
AND, ‘AS IN THE CINEMA, 1T CAN BE ARTIFICIALLY CONSTRUCTED.
IT IS CURIOUS HOW OFTEN THE IMAGE OF THE CINEMA HAS BEEN
EVOKED. FOR THE STREMM OF CONSCIOUSNESS AND THE PROBLEM OF
TIME, FROM BERGSON INW™®nS. (J. Isaacs,. 1951)16 :

’

I

S

=
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'Wyndham Lew1s saw an 1nextr1cable d8sociation
between the stream—of consc1ousness vogue and what he called
the fluld flabblness and vagueness of Bergsonlan time-
phllosophy. He malntalned,bfor example, that the |
philosophicalfmainstay of Joyce's work, crammed as it was,

he claimed, with "a mass of dead stuff," of "nature—morte,
"164

was the 'duratlon-flux of Bergson: "W1thout all the

unlform pervasive growth of the tfhe—phllosophy startlng
from the little seed planted by Bergson, dlscredlted ~and
now spreading more v1gorously than ever, there would be no
Ulysses.’ .'.:. Mr. Joyce is very strictly of the school
o Adidted

of Bergson~Einstein, Stein-Proust. He is of the great

time- school they represent. His book is a time-book.' }65

It is essent1al before proceedlng to an examlnatlon of

The Childermass to look briefly at Bergson's theory of
dur4tion; and spécifically at his introddcgion 6f the cinema
as a metaphor for his theory. Lewis, who tried to expose
what he saw as the dange;ous wéakness of Bergson's philoso-

phy, did so largely by shifting the tenor and vehicle of

) . 188
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“the metaphor. It is Bergson's cfnjma metaphor which Lewis

ifdermass.
~d

Henri Bergson had 1ntroduced the concept of cinema

so thoroughly exploited in The Ch

1nto his development of a "duratlonal" theory of reality.
His theory was largely avreactlon agalnst the then tradi-
tionally accepted sc1ent1f1c, or 1nte11ectual ways of

N

galnlng knowledge. These methods, Bergson malntalned led .

only to a fragmented knowledge of isolated moments or
events. Scientific knowledge, he. pointed out,'was a clock-
work knowledge dealing onl& with-measurable,;calculable
features of‘life,-not with life's internal,;eality. The
cinema, Bergson's metaphor, illustrated_what;was_for him‘the
mechanistic nature of human'knowledgel Lewis} taking note
of Bergson's c1nema analogy, wrote of Bergson that he

" [ascribed] to . human knowledge an intermittent, c1nemato—

graphlc character."166 , -

o Bergson understood c1nema——or, as he called it in

referring to the £film apparatus itself, the cinematograph--

in terms of its mechanical character. The apparent

'dfnmovement of the screen image, he noted at a time when the

jerkiness of the picture made his point more apparent than
it would be today¢ depends .@n the qulck succession of a
series of 1nstantaneous snapshots whlch are progected onto

- a screen. In Creative Evolutlon (1907; flrst Engllsh

translation, 1911) he empha31zed that each plcture Was

itself lifeless: "If we had to do with photographs alone,

. .18'9'1

-



however‘mueh we might look at them, we should never;see

them animated- with 1mmob111ty set be51de 1mmob111ty, even

167

endlessly, we could never make movement W The motlon on

the screen is only'an art1f1c1al anlmatlon, produced by
the mechanlcal movement of the fllm apparatus.' |

It 1§ because the film of the c1nematograph unrolls,
brlnglng in turn the different photographs of the*
scene to continue- each other, that each actor of the
scene recovers his mobility; he strings all'his - =
successive attitudes on the invisible movement of

- the 'film. The process then consists in extracting
from '‘all the movements .peculiar to all the figures an
1mpersona1 movemént ‘abstract and simple, movement in

- " general, so toesspeak: we put this into the apparatus,.
and we reconstltute the individuality of each
particular movement by combanng this nameless
movement with the personal attitudes. . Such is the
contrivance of the 01nematograph. _Andhsuch is also
that of our knowledge 168 o

The mechanlsm of man's knowledge, sald Bergson, depends

.d

_entlrely on plecemeal reconstructlons of 1solated frag—

mented facts:

Instead of attaching ourselves to the inner. becomlng
- of things, we place ourselves outside them. in order
to recompose their becoming. art1f1c1ally. We take .-
snapshots, as it were, of the passing reality, and,
as these are characteristic of the reality, . we have .
only-to string them on a becoming, abstract, uniform,’
and invisible, situated at the back of .the apparatus
of knowledge, in order.to imitate what there is that
is characteristic in this becoming itself. Perception,
intellection, language so proc€ed in general. Whether
"we would think becoming, or express it, or even
perceive it, we can hardly do anything else than set-
going a kind of cinematograph inside us. We may -
“therefore sum up -what we have been saying in the con-
clusion that the mechanism of our ordlnary knowledge
is of a cinematographical kind.lI69™

- The "cinematographic method” of knowledge, Bergson
realized, is the only practicable one by which man may

o’
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. . . .

come to perce1Ve and know hlS external actlons. But
X
transition or change, or "real" movement, remalns elusive

in terms of such a way of knowing. Man must be satisfied -

with exper1enc1ng onIy a klnd of Stelnlan perpetual "f

: recommencement“”170 of" each statlc unlt of what Bergson

saw as a perpetual becomlng.

4

All sc1ence, anc1ent and modern, "proceeds
‘according to Bergson, "according to the c1nematograph1cal

method‘.“171

Greek.philosOphy,'with its'concepts of eternal
Ideas;or Forms; Ber@son emphasized, reflects "the vision
’thatva systematic intellect ohtains of the universal
'becoming when regafding it by means of snapshots, taken at
ulntervals, of 1ts flow.lng..172 For"the ancients,-toﬁpass

'.from the 1mrutab1t to the changlng or becomlng was to pass

from perfectlon to lmperfectlon. Modern science was

‘descrlbed by Bergson as an “egalltarlan sc1ence, n173 to use

LeW1s s phrase. The Greeks"' qualltatlve conSLderatlon of
the . tlmeless moment, the eternal Form, becomes for the

modern 501entlst a quantltatlve conSLderatlon of a multltude-
of arbitrarlly dlspersed molents. Reflned 1nstruments,of
‘research prov1de the modern SCLentlst Wlth means of achlev—
_1ng what mlght ‘be called the democratlzlng of the moment.
,Wlth:ﬂhe moderns there is an "1ndef1n1te breaklng up “of
tlme. n174 In contrast to the anc1entsn‘the uniqueness in
the approach of .the moderns 1s, 'in a techﬂlcal sense, only

one of degree-—there is 51mp1y a hlgher precxslon l75‘ﬁin

<
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their measuring what still constitutes a series of static
= N | ‘ 4

““forms.

Bergson 111ustrated what ‘he saw as the hlstorlcal

B

contlnulty of the application of the principle of the
c1nematograph1cal mechanism by draw1ng an .illustration

which he. mlght have taken from comparing Muybrldge 3176
/-

. photOQraphlc experlments with horses and,other animals to

Greek sculpture: "Of the gaqup of a horse our eye

" -perceives chiefly a characteristic, essential or rather

schematic attitude, a form that appears to radiate over

a whole perlod and so fill up a time of gallop It is

N pascaannl

e that sculpture has fixed on the frieze of the

this attit

But instantaneous photography isolates any

‘momert; it puts them all in the same rank and thus the

A

allop of a horse spreads out for it 1nto as many successive

attitudes as it wishes, instead of ma351ng 1tself 1nto a_.

151ngle attatude which is supposed to flash out 19 a

©

pr1v11egéd moment and to 111um1nate a whole perlod w177

Modern sc1ence, unlike that of the ancients, certalnly

p

stralns toward encompa551ng movement 1tsélf-—“A mechanlzed

world is always in the process of gettlng ready to 11ve,"178
ﬂ
McLuhan hasvsald of the cinema. Berg%on, however, malntalned

@,

that desplte its reflnements of measurements sc1ence will

always fall short of such a goal ' "I& contrast with ancient

science, whlch stopped at certaln So- called essentlal

moments, [modern 501ence] is occupled 1nd1fferently with

v
. " -
) * &

%
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any moment whatever. But it always considers moments,

always-viriuallstopping-pléces,‘afweys, in short,
immobilities. Which amounts to(saying that real time,
regarded-as a flux, or,’in efher woxds, es the very
mobility of being,jeséépes the hold of‘scientifie know=
ledge.'l79‘ ﬂqgever, modern scéence, ailowing no-
qualitatively superior momept in any series of chagging
forms, at least does not diminish the'importance of .time
or change. Bergsop, in i;ght of the contemporary acceptance
of time as an 1ndependent and all- 1mportant varlable, said
that in modern science the "flux of time is the reality
jtself, and the things which we study are the'things which
w180

flow.

To complete the ultimately futile straining of

modern science toward the apprehension of time and change}

i .
there was, for Bergson, the heed for "another knowledge:"181
/ .

"This second kind of knowledge would\- . . set the '

nl1l82

>

‘c1nematograph1éa1 method a51de. Although—this new

metaphysics would not. necessarlly be useful from the prag-
matic point of view, it would, said Bergson, hold reality
; TR .
itself. It would embrace "the flow of time, . . . the very
flux of the real:"183
Not only may we thus complete the 1nte11ect and its
knowledge of matter by accustomlng it to install
itself within the moving, but by developing also
another faculty, complementary to the intellect, we
may open a perspective on the other half of the real.
For, as soon as we are confronted with true duration,
. we see that it means creation, and that if that which
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is being unmade endures, it can only be because

it is inseparably bound to what is making itself.

Thus will appear the necessity of a continual growth

of the universe, I should say of a life of the real.

And thus will be seen in a new light the life which »

we find on the surface of our planet, a life directed
* the same way as that of the universe, and inverse

of materiality. To intellect, in short, there will

be added intuition.184
For Bergson, then, "science and metaphysics are two opposed -
'although complementary ways of knowing, the first retaining

only moments, that is to say, that which does not endure,
185 |

the second bearing on duration itself."



I. CINEMA AS MECHAN;SM.(Z): WYNDHAM LEWIS

. /

THE FACT . . . IS THAT BERGSON'S PHILOSOPHY OF BECOMING-
COINCIDES HISTORICALLY WITH THE WORK OF THE ITALIAN
FUTURISTS, THE EARLY CUBISTS, THE 'CONTINUOUS PRESENT'
OF GERTRUDE STEIN, THE 'STREAM-OF-CONSCIOUSNESS' TECHNIQUE
IN FICTION, . . . THE PREOCCUPATION WITH THE MYSTERY OoF
. TIME IN THE.NOVELS OF MARCEL PROUST, . . . AND WITH THE

ASCENDANCY OF THE MOTION PICTURE TO THE PRINCIPLE. ART FORM

OF THE TWENTIETH CENTURY. (Weller Embler, 1971)186
A : /

Bergsonian duration was for Wyndham Lewis abstract
mechanism. Lewis saw as a hoax Bergson's emphasis on the

organic or continuous aspect of the postulated duration.

In particular, it was the arbitrarigsss of the philosophic

-

emphasis on Time, at the expense of the spatial entity, the

single, clearly articulated Form, to which Lewis was

opposed. i

’

Bergson and the time-school, in placing a premium

on time and change as ultimate realities, constitute what

n187

Lewis caLled an "abstract school. Lewis, who favoured

a system of reality which is oriented toward acknowledgement
¢ ' ’

of the discrete concreteness of things, did'not‘accept as
credible what he saw as Bergson's view, that "behind the
perceptual facade, or beneath the inanimate carapace, is
188 -
n

an organic existence. For Lewis,‘the'postulated

organic reality of Bergsonian thought could only be an

abstraction. "The specific advertisement of the 'organic’

o .
- o

195\ o
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'theory," he sald "should be\gegafaed only as bluff:"189

/

"The more abstract,the les,‘re? 7vwe [that is, Lew1s] would
B

say, since however'abstl‘wi”"

fs still an abstractlon from’

what is dead(. :Iato bdth%ﬁhe dead shell and the mechanical
SN
laws that obtalﬁwthroughdﬁgf mdtter' and' which are for us

subjective éppearances, we wish-to put no more ‘reality’

metaphysically, and as explanation of the world, than

nature has provided it with. We experience no desire to
190 ‘
"

bring it to life. The apparent lifelikeness of the
once dead scientific object, said Léwis, reflects Bergson's
wish to invest modern physics, which Lewis saw as being
most useful, with a metaphysical reality. The altered way
of interpreting the world, Lewis insisteqd, viola.%s the
common-sense picture of reality by positing a npn—v{sual

abstraction which questions the integrity of material real-

iE§: "Surely it is the abstraction of the materialistic

&

picture of science that puts the movement and the fusion
into it? that 'time,' in short\ that is the mind of Space,
that stirs it up? It is certainly not our eyes that are

responsible for it. Sound, it is true, suggests movement

191

generally: but vision does not." Jd.ewis continued >

elsewhere: "movement, oy things apprehended in movement,

are very much more abstract than are static things. . . .

nl92 Lewis was

-

[T]lime is more abstract than space.
determined to defend against what he saw as the Bergsonian

threat to the "!'spatializing instinct' of man,"193 a threat

/



which he saw as rooted in Bergson's mentalism: "First of

-

all 'Time,' for Bergson, is mental as opposed to

194

Ehxsical," said Lewis. Elsewhere he added: "It was that

'spatialization' that the doctrinaire of motionkand of

mental 'time' attacked."

sculpture . . . belongs,
principles of surfaces and lines."
said Lewis, is an anti-spatial world of "Time and 'restless'

interpenetration;" a world in which all objects disintegrate

195

Lewis's "external, objective, physical, material

,;wggﬁd" is, he said,; the world to which "the’hellenié

"196,a world "arranged on the.

197

J

Bergson's world,

¥

into a "fluid, futuristic mass," a "vivacious, hot,

mercurial broth."

198 For.Lewis it was the clarity of the

single, readily-contemplated object which was most

important:

the Time conception of Bergson seems to us entirely
to misrepresent the role of Spacey and, as it were,
shuffle and transpose their respective "realities."
. . . [W]lhat we seek to stimulate . . . is a
philosophy that will be as much a spatial-philosophy
as Bergson's is a time-philosophy. As much as he
enjoys the sight of things "penetrating"” and "merging,"
do we enjoy the opposite picture of them standing
apart-~the wind blowing between them, and the air
circulating freely in and out of them: much as he
enjoys the "indistinct," the "gqualitative," the misty,
sensational and ecstatic, very much more do we value
the distinct, the geometric, the universal, non-
qualitied--the clear and the light, the unsensational.
To the trance of music, with its obsession of Time,
with its inalienable emotional urgency and visceral
agitation, we prefer what Bergson calls "obsession of
Space." . . . ‘ *

: . . . Space keeps still, at least is not
(ideally) occupi®d in incessantly slipping away,

R
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meltlng into the next. thing, and repudlatlng its
integrity. Regarding mind as: Tlm ess, it is moxre
at home, we find, with Space.

N2

.\ =
In staglng hls war agalnst the tlme—mlnd Lewis was trylng

to restore essentlal values which he felt were belng
abandoned by Western man: "Space seems to us by far the '

greater reality of the two, aAd Tlme meaningless w1thout

/¢

it. Time as change was the 'Nothlng of the Greek, and it
is ours. Space is rapidly, -under the guidance of a series

be Bergsons, each Time-obsessed, becoming the 'Nothing' of
the modern\European.“zoo‘ .

~
Lewis saw Bergson' s philosophy favour not only the.

abstract but also the mechanlstlc. It brlngs to a culmifa-

tlon, said Lewis, tzf"nlneteenth century predisposition

. tOWard the mechanistic idea of progress: '"The material had

<;§-

Bergson was ready to give it a philosophic form. The

darwinian Theory ang alllthe background of nineteenth-

century materialistic thought was already behind it. Under

the characteristic headings Duration and Relativity the
nineteenth-century mechanistic belief has now assumed .a

final form."201 Lewis insisted that "locomotion 'and

movement, 'organism' in the making, or becoming, not
become, what is that but a machine? Indeed, since it is
.a functlon, not anything descrlbable as a thing, it is a

system or process and essentially mechanistic."” n202

Having analyzed Bergson's time-philosophy as

already collected into a considerable patrfmony by the tirfie:

14
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doctrine, Lewis made part;pularkusg of ths Futurists. He

mechanistic, as well as abstract, Lewis-went on to declate
that it is also, in“its*manifeStations) cinematic. Retain-

ing in principle the essence of Bergson's own metaphorical .

use of the cinematograph, Lewis?invertgd Bergson to under-

. i E ) _ e . s,
line the specifically cinematic nature of Bergsonian’'

.. I

 ‘philosophy . and its expreséiqn‘ih\the'apts. In éxpoéing@

- what he saw as thé'éinematog;aphip nature of Bergsonidﬁ ‘

saw Futurist art as-a direct extension of Bergson's theories

.

of duration:203

Dispersal and transformation of 'a spade--
Phenomenon into a timéJPhQnomenpn.ﬁhrohghoutW§We;y— ,
thing--that is the trick of thig dogtrine.  Pattern, -
with its temporal multiplicity, and ‘it5 chronologic .~

depth, is to be substituted for the thing, with its - -

' one time, and its spatial depth.. A crowd of hurrying
shapes, a temporal collectivity, is to be put in -

the place of the single object of what it hostilely = -

indicates; as the "spatializing" mind. ' The new ,
dimension’introduced is the variable mental dimension
,of time. S6 the notion of the transformed “object"

" offered us by this doctrine, is plainly in the nature
of a "futurist" pictire, like a runming dog with a
hundred legs and a dozen backs and heads. “In place
of the characteristic static "form" of greek Philoso-

phy, you have a‘ series, a group, or . . . & reiteration.

*° In pldce of a "form* you have a "formation"--as it is.

characteristically called--a repetition of a particulari
shape; Zou have a battalion of forms in.place of one \_ -

form. 20 »

i . 2

Lewis'chsistentlY.stresSed that.in "Bergsqn's.bospe; 6fu,;ﬂ‘

fluidity and illiquation" is to be fouﬁdhthé ?philosoghib .

hasis of futurism and similar movements.?ggsg.;{“»
- ’ . . S
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Lewis used the Futuristic picture asra model in his
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warning'AQSinat‘the effects of Bergsonian metaphysics' and
art upon the individual. The individual becomes what he
beholds, said Lewis. He who Wwas once "the counterpart of

what formerly has been . . . a material object" becomes

"no longer one, but many. . . « [Y]ou become a phalanstery

ll206 "

of selves. LIn your turn, 'you' become the series of

—

your temporal repetltlons, you are no lQnger a centrallzed

n

self, but a spun-out, strung—along series, a pattern—of—a-

self, depending like the musical composition upon time; an

ijeet, too,-alyaYS"in the maging, who are your states._

: 50 you are a history: there must be no Present for you.

t

You are an historical object, since your mental or time-

207 phe special loss,

. > o k& -
said Lewis, would‘be to the individual as subject as mlnd,

life has been ‘as it were objectified.”

. as thinker: "By thls proposed transfer from the beautlful

objectlve, materlal world of common—sense, over to ‘the

organlc world of chronologlcal mentalism, you lose not
S ‘?\v
only the clearness of outllne, the static-beauty, of the

thlngs you comqonly apprehend you lose also the clearness
of outline of your own 1nd1v1dua11ty wh1ch apprehends

hem. 208 ‘ ’

L— cm.

Lewis, taking the Futurists' celebration of the

machine as the spec1f1c manlfestatlon of qre 1nfluence of

the time-philosophy, 1ntroduced lnto some of his novels‘

fictional renderings of the mentality produced by the

cohtemporary machine-worship, often automobile-worship:

200
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"phe italian futu;ists--with their évang?le of”gction, \

and its‘concomitanﬁs, speed{%yiolenée,’impressionism and

sensation in all.things4—iﬁéessant movement with the im- - ’

permanence associated with that, as'the ideal of a kind of |

suicidal faithf—ghey were thoroughly adepts of the time-

philosophy: and Marinetti, their prophet, was a pur;Sang

bergsonién."zog - It was Lewis's intention to debunk the

praise of the machiné. Worsh{p of it wagmnot only misplaced
but belated.. He had written in the ;314 issue of'glggé:

AUTOMOBILISM (Marinetteism) bores us. We
don't. want to go about making a hullo-bulloo about
motor cars, anymore than about knives and forks,
elephants or gas-pipes. .

Elephants are VERY BIG. Motor cars go quickly.

wilde gushed twenty years ago about the beauty
of machinery. Gissing, in his romantic delight
with modern lodging houses was futurist in this

sense. .o .
The futurist is a sensational and sentimental -

mixture of the aesthete of 1890 amd the realist of
1870.218. > U - ,

weee Y

o e e

Lewis‘believéa\th;f‘man_should utilize the machine and
understand the effects of its presence, not ludicrously
adore it. In The Apes of God Dick Whittingdom, Lady'

Fredigonde's nephew, represents thehfashionabie motorist
upon whom t@is old moéée’ﬁan'dotes:q "Ah you yourig space-
eating spalpeen, you."zll‘ His. latést "mechanicgl toy"212\’
is a néw Bugatti.

) Having found the cinematographié principle of
successive picﬁures or formation, as opposed to a single

integrated picture or form, in Futurist art, Lewis provided .

in The Revenge for Love a prolonged fictional
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illustration of the relationshiptbeﬁ&een'the cinematographic

[y

principle and the-FutqristS' auféhobilism. Stressing in
particular the effecté»6f'aﬁtom6£ilism—-and} at the same
time, of the cinema--upon life itself, Leﬁis emphasized the
breakdown of perceptioh and’ the fragmentation of experience -

which are perpetrated by them. . In the novel Vict:j/ﬁggmp,
the

Margot's fantasized Clark Gable, plays the role o
Q '
Futurists' man-of-action when Margot faces him with the

necessity of having to flee from the Spanish police in

their own car, their "biQ»Speed?toy.“213 During the flight

the transformation of thé world into a cinematograph is
described‘in terms of Margot's pérception-

v . . . trees, rocks, and. telegraph-poles
stood up dizzily before her and crashed down behind.
They were held-up stiffly in front of her astonished
eyes, then snatched savagely out of the picture. Like
a card-world, clacked cinematographically through °
its static permutations by the ill-bred fingers of a
powerful conjurer, everything stood upon end and then
fell flat. He showed you a tree--a cardboard tree.
Fix your eyes upon this! he said. Then with a
crash it vanished. Similarly with a segment of Cllff.
Similarly with a teledraph-pole.

Her head ached with the crash of images.

Every time a telegraph-pole fell down she felt the

-~ shock .of its’ collapse in the. picture-house of the
senses. This rushing cosmos filled her with a bleak -
dismay.. She had not foreseen their mad charge through
this forest of objects; and her senses quailed.

Above .all she detested this charging beast,
that muscular machine. Pounding beneath her, dt
carried her forward, she knew, by means of unceasing
explosions. Very-well. But in this act she must
co—-operate. To devour miles and to eat up minutes,
in gulp'after gulp, use must be made of her organs, So
it seemed, as well as its own. Under her feet she had
a time- eatlﬁg and space-guzzllng automaton. . . . It
was her tlme, too, it was gobbling up--under great -
pressure, in big pa591onate draughts.2 i ’ ’

When, through the w1ndfscreen frame Of thelcar,
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Margot sees one of two armed SbaniSh Civil Guards blocking

the roadway, her cry for Victor to stop the car is, in

terms of its futility, like the cry of\a_film épectator

urging the events of a movie to stop: ﬁit was quite
. : .

unavailing to shout at events--at events'three seconds off.

\
As well talk to Time and tell it where to stand! . . .

\

was this machine--it would not'stop."215 The head-long

It

rush of the "actors" in the car, like the heaé-long rush of

events reeling thrbugh film apparatus, becomes,ig th

also the head-long rush, toward each other, of t&p of wan's

technological extensions of himself. There was "the man

15e

that was a gun, and the man that was a car."216 Margot's

"cinema show" captures the horror:

~ She saw the two Guards get bigger and get
bigger. It was as if in a series of blinks. . . .

Screaming and staring she went through that -

expanding second where time stopped. . . . What she
Saw appeared 4o her in fragments,;but in too great

detail, for it was incoherént.

« + « She saw the Guard leap aside, . . . but

leapttod.late. : :
. « « « They in their car were like a cork,

tossed in some turgid medium--through which, however, .
they had passed. . . . A bit of pitching and rolling.

was only to be‘ex?ected, in this storm of shadows and

- lit-up objects.21

P

The automobile, the more modern technologiqalLdéVelopmehpgé

. kills the man with the gun. The car's lethal effécﬁiVehess

203
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/

/
/

S/

© at the phyéiéal level underlines the nature of those aspects

which Lewis here associated with the car--the propensity -

in man for a Futiuristic automobiliém) moulded on the

principle of cinematographic dynamism..

.
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‘From Lewis's point of’ ‘view the aesthetlc condltlons

"of Futurist art in many ways overlap with those of the
stream—of —~consciousness novel. Both hold in common a place

in Lewis's thlnklng as manlfestatlons of a c1nemat1c,

‘ Bergsonlan world that is "not a world. of distinct objects.

It is an 1nterpenetrat1ng world of direct sensatlon...ﬁl .

‘It is a mental, as it were an interior world, of palpita-
ting movement, Oisually'indistinct, electrical - « . What
‘we have to grasp in the Bergson world of 'duree, is thaﬁ

n218"

it is an 1nterlor world. Joyce's work, for example,

as much as Futuris't art, supplied Lewis with materjal to

,1llustrate the abstract mentallsm and mechanlstlc fragmenta-

tion which Lewis saw as central to the c1nemat1c a pect of

the Bergsonlan world: . "the secret of an enille‘org ism

escapes.[Joyce]. Not being observant where entlre people

(that 1s, people at all) are concerned he deplcts them

3¢,
~2

conventlonally always, under some general 1abe1. For it R

.

is in the fragmentation of a personality--by isolating

some characteristic weaknéss, mood, “or time-self--that you.____

arrive at the mechanical/ and abstract,_the’opposite of
n219

.-

o Hav1ng found - 'in contemporary llterature and palntlng

\
e

\
the expression of the cinematic aspect of Bergsonlan

A\living.

phflosophy, Lew1s turned to the\c1nema in The Chlldermass
to provide an e ten51ve flctlonal documentatlon of his
" ,view of the nathre and Ehe\effects of the binematic presence

N
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1n life. The Chlldermass is an exploratlon of a world im’ a‘@ 4
- B . - ,,‘.—"7?"

whlch techn010g1es have suddenly altered perceptual correla—

K

tives so that the common-sense ‘may not function effectlvely, F
and it is a parody of contemporarm art whlch Lew;s saw as ' ;‘  ‘
hav1ng'the effect of producing the. opposite of<11v1ng.

;
/
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J. THE CHILDERMASS (1): THE CINEMA AND E' MASSACRE
- OF, THE INNOCENTS .

s

-

[FILM ACTORS] FEEL AS THOUGH THEY WERE IN EXILE. . IN EXILE,
- . « IN A SENSE FROM THEMSELVES.-: BECAUSE THEIR ACTION,
THE LIVE ACTION OF THEIR LIVE BODIES, THERE, ON THE SCREEN
OF THE C NEMATOGRAPH, NO LONGER EXISTS: IT 1d THEIR IMAGE
ALONE, CAUGHT IN. A MOMENT, IN A GESTURE, AN EXPRESSION,
THAT FLZCKERS AND DISAPPEARS, . . . A DUMB IMAGE WHICH
QUIVERS FOR A MOMENT 'ON THE SCREEN AND DISAPPEARS, IN
. SILENCE, IN AN INSTANT, LIKE AN UNSUBSTANTIAL PHANTOM; THE
PLAY OF ILLUSION UPON A DINGY SHEET OF CLOTH. (Luigi
Pirandello, 1916)2 N )

Wyndham Lewis's The Childermass, which in. 1951 he .

‘descrlbed as "the book [he] Set most store by 221 is his

most involved fictional exploration of the implications of
‘the eXistehcerf the cinema. For the most part this and
the following chapter of "this study will be concerned with

the nature of Lewis's descriptions.in The Childermass of

‘the conditions of a post-earthly environment or, speaking
in EExgs of Lewis's polemics, a post-eemmon—sense environ-
~ment deflned,by what Lew1s Saw as. a c1nema-L1ke reallty.

Most of the descrlptlve passages in questlon occupy *.

approx1mate1y the\glrst 100 pages of The Chllaermass, pages:
222

‘eats once singled dhg\;s a masterplece."
At the outset of“the story Pullman and Satters-

thwaite, innocents from a world_not yet complicaﬁed by the

proliferation of mass @edia, fina themselves in an after-

¢ .
life condition in the midst of what is described as a

206
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"dead environment,"223 an environment which recalls Lewis's

descriptions of the perlod created by the rapid 1ntroduction
of neW'media systéms such as the wireless, the press,. and
the cinema. It is the world of a new Year One, and Lew1s,
as Marshall Mcluhan has pOinted out, "is concerned precise-
1y w1th accelerated media . change as a kind of massacre of

the innocents n22 4 o ¥

. . L S
In the narratlve Pullman and Sattersthwaite or,

~as they are more often called, Pulley and Satters, alias.

Joyce and Stein, pass their time in anhinternment'camp

administered by a character known.as.the Bailiff, whoﬁis.a
" vulgarized Bergsonian time—advocate. Pulley.and Satters,
who had been friends, after a fashion--Pulley as master,
Satters as fag--on earth, and who here resuhe a form of
this relationship, are waiting to be allowed»to enter the
magnetic city which lies beyond the river, the water of.
which turns'out to be a kind of time?stuff. Their
traditional modes of interpreting experience, especially
that cOncerning'matters of time and space, have been suspend-
ed,.andra dnbious survival attends them as they naively : 7~
struggle to adapt to the conditions of the new world. |

3 fhe river is, appropriately, one of the pervasive

- features of this world which, at one leVel represents'the

mental world of the stream of-consciousness hero. In his

discussion of Joyce . in Time and Western Man, Lewis
* C s ; .

associated the river, or the stream, with the stream-of-
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'is 'Time-stuff,' as they calllit."

J° o
s : ’ \

consciousness convention: "the authorb. . < plunges with
you. He takes you inside his head, or, as it were, into a
roomy diving—sdit, and, onceféown in the middle of the

AY ~

stream, you remain the ?uthor;'naturally, inside whose

head you are, though yo#xare sometimgs supposed to be aware
of one person, soﬁgtimeé of another. . . . Some figures
for a,moﬁent bump against you, and you certainly perceive
them with a great distinctness--or rather some fragment of

their dress or some.mannerism;‘then they are gon~. But,

generally speaking, it is you who descend into the flux."zz-5

Elsewhere in Time and Western Man Lewis associated the image

of the river explicitly with Bergson, whom he called one of

the "river officials of the great River Flux."220 . In Saygire

1

and Fiction Lewis described the "clow-movement Prelude® of

' Lady Fredigonde's "thought-stream" as a Styx, as "the

n227

sluggish introspective waters of a Styx. In The

Childermass the rivé;y which holds no organic life, is
referred to by Lewis as "this‘Styx;" and wandering along-

side this river Pulley is described as "a lost automaton

»228

rather than a lost soul.™ Pulleyﬂtells Satters that

there are some who say that "the wavéé-are years, the water

229 And of the shore he

‘notes: "Some say . . . it is a mirage. . . . -It's in

another dimehsign. . #° It's not there really."230 Some
~ . X

_ time later Pullman adﬂf.that "the river is the real thing,

231

all the rest is sh.39wf“ In the narrative the river is

Q-

208



the actual "source" of the cinema-like experiences which

first of all confront, but then g%so absorb and reflect,
vy

the helplessly disoriented "herves" of the novel. The

stream-of~consciousness becomes linked with the "stream"

of cinema.

Satters, the more recent arrival at the camp and

still more of a novice than Pulley .at adapting himself to
< .

the peculiaritiés of the atmosphere,}is incautiously

watching a film sequenée which emerges from the river and

confronts the two friendsr/ .

s Satters in the-dirty mirror of the fog sees

a hundred images, in the aggregate, sometimes as few
as twenty, it. depends if his gaze is steadfast. Here
and there their surfaces collapse altogether as his
eyes $all upon them, the whole appearance vanishes,
the man is gone. But as the pressure withdraws of
the full-blown human glance the shadow reassembles,
in the same stark posture, every way as before,.

at the same spot--obliquely he is able to observe

it coming back jerkily into position. One fiqgure

is fainter than any of the rest, he is a thin and shab-
by mustard yellow, in colouring a flat daguerreotype
or one of the personnel of a pre-war film, split
tarnished and transparent from travel and barter.

He comes and goes; sometimes he is there, then he
flickers out.232 .

The pressure of the "full-blown human'glance,” causing

this "motion picture" to lose its effect, implies that the

power of an eye which still carries remnants of a common-

sense way of seeing can defy the mode of tH& cinema, which
is based on an appeal to a single,'isolgted_gense. Lewis

%

elsewhere (in Snooty Baronet, 1932) described'the frustra-

209
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tion of watching "a figure upon a cinematograph screen" by
noting that it was "apt to go out ‘at any moment, and turn
up agdin, in some other place.'f233

The beings or images which Satters sees are known

in The Childermass as peons. The peons--we may also call

them, for example, film-beings or Screen-folk--have the
surrealistic quallty of what often appears to be the eyeless
characters of very old movrQS° ?Grey-faced? a cracked
parchment with beards of a like material, ragged wisps and
lamellations of the skin,xbandage;like turbans of the same
shade, or long-peaked caps, their eyes are blank, like

234 They are described, toe, as having

[

discoloured stones."

n235 and as moving, like Fredigonde in
The Apes ‘of God, with "clockwork regularlty n236

"inferior natures,

Marticu~

lated with th§’§tlffest jolnts they were walklng slowly

- « . but advancing very little. "237 In Doom of Youth

(1932) Lewis defined peons 51mp1y as "c1phers, n238 while in

Flllbusters in Barbarz (1932) he placed a 51m11ar empha81s

upon his description of actual fllm actors--a description.
which evokes the sense of the flctlonal peons of The

Childermass: "These fifty dumb characters in search of an

author dumb enough to concoct a Plot and text for them
: ’ _ P .
. - . swarmed forward, vociferous and replete with a

strident quality that was so thin as to stamp themianywhere
as screen-folk--creatures that is of an art at one remove

from the shadow—pictu:re."239
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Appropriately enough, it is along the river that
the peons of the novel move,‘énd frém which they emerge.
The river bank, Pulley observes, "is always empty, except
for the peons."240 They are transported in a crowded punt,
froﬁ which they make their way to the shore as they dis-

. embark for Fheir daily labour. Satters, who persiats‘in‘
watching these'screen—folk, suddenly discovefs that "the

images take on for him abruptly a menacing directness."241

Their‘appearance; which seems to be $ubject to uncontrolled ‘
factors such as those wﬁich at times actually affected the -
processes of early, relatively crude film production,

varies slighﬁly from time to time: "a darker shade rushes

into the pigments, as it were, of them, like a wind spring-

ing up in their immaterial passionless trances, whistling

upon their lips, at some order, denying them more fepo
since they have a life.after their fashion, howevér
fadea.'?42 _ .
Pulley, who feels he has had some time to assess

the disturbing effects of the film-peons upon the viewer,
sees their effects as harmful. While he does not explicitly
articulate is's point, that the peohs are part.of an
alien medium which distorts perception, he is aware,
neﬁertheless, that the uninitiééed viewer will be affected
by their ptesence; He warns Satters not to watch them:

"They're a particularly. feeble lot--they seem scarcely

material. We could almost walk through them! Don't

el



look."243 S;tters, in spite of Pulley's warnings,AiS;the

entranced and also incorrigible child:
"I cap't help."
"I know but when you come across them
you ought to make a point of looking away or’
pretending you don't see them. They'll let you
alone !hen."244
‘Satter's insistence upon watching induces in him
the dizziness which accompanies.the accelerated stimulation

of an isolated sense: "Satters' eyes. are attr cted to

;V'these halted human shells. . . . The bold,spanklng rhythm
of Satters forward roll degenerates into sluggish pretence,

; stimulated by hlS tralner. His Veftigo‘increases as they

draw near’ to the peons. Pullman idles coolly forward,

blandly receptlve';B his Zoo of men, but he says, 'Don't

look!'vfréquently, mistrusting the mysterious inflammability

of all more instinctive o;rganisms."z45 The overwhelming

stimulétion of the unéided eyé leaves Satters entirely
helpiess. A éonteﬁporary description of the cinema,és "a
Juggernaught brushlng out mind and perceptlon in one vast
orgy of the senses,! j;s_éaptures the sense of what Lew1s
saw a the{forcefulness and immediacy- of the impact of the
cinema, ox the peqn—film, upon the unthinking, detached
inétrﬁment: "Theleffort to undefstand is thrown upon the

large blue cifcular eyes entirelyi but.the‘blue disk is a

simple register;- it has been filled with a family of pain-

photisms, a hundred odd, it is a nest of vipeLs absolutely--

~ - .
oh, they are unreal! what are these objects that have got
| . ' L oid
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in? 51gnal the muscles of the- helpless eye: it distends

in alarm, it is nothlng but a Shocked astonlshed‘apparatus,

e =

asking 1tself if it has begun to work improperly. "247
Satters, mesmerized by the’ visual lmages, the solltarlness
of hlS sense of sight estranglng him from the actual,
phy51ca1 environment around him, 1s helpless in his efforts

S
to respond to sudden changes 1n the regularlty of tactlle

,stlmull. Disoriented by the peon-£film, by what Lewls called

"this grbup—mechanism,"248 he is easily victimized:

' e o o he presses ‘against Pullman,wfor01ng
him off the track in panic. At this point it is
slightly raised above the suwrounding level and they:
both stumble down. Stubbornly hol8ing .hig ground,
Pullman, asserting himsel butts and rolls the

- .stampeding colossus back upon the footpatp
“ "We must hold our ground," easily'he remarks
‘as he does so, without looking at Satters, "Don't.
show you're afraid of ‘them whatever yon do. Where:
are your fighting glands? They're quite inoffensive."
Jacking him high and dry with'a ¥inal '
' hustllng bounce, he jumps up beside” him.249

.
S

Lewis 1mmed1ately contlnued his descrlptlon of g
what he considered to be the consequences follow1ng upon

the isolation of the visual from the other senSes, and

deplcted st111 further the nature of such consequences. As

Pulley-and Satters move along the track once again, and
come near enough to the peons tonbe able to touch them,,the
two'friends are suddenly confronted'by one of tHe screen-
folk: 'A.flgure standlng out from the others, barrlng the
way of the. two 1nterlopers, upon the uncertain track comes
to llfe. His neck stlcks out there is a black flash and a

-

stream of sputum. stalned with betel—nut strlkes Satters

™o
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1

upon the cheek."250 Pulley, antictpating.another attack by

one of the shadow—people, didactically~-and somewhat‘

- I

desperately-—prov1dessa label for the 1nc1dent.

"You must learn to deal with these fear-
neuroses you're a bad case. Look sharp here comes

another."”" _
Leaving the shafts of the wheelbarrow where %

-he has stood, an aglle figure, leaplng from spot to
spot, overtakes thém in an uneven series of cavorts,
drops upon his haunches in thglr path, and head
wagging peers up into Satters' face. Halted once
more, Satters stares down: the other continues to

7roll his head and squint up innocently.
"Take no notice!"™ Pullman drags at Satters

shouting at the peon, "Get back! Go back! What do
you think you're doing here, this s not your place!
Shadow! go back to your barrow!

" This time both Pulley and Satters are struck bgpa similar
diéoharge before the -peon, "returning to his immobility,"zsz.
jOlnS hlS mechanlcally ~animated fellows. The incident is a

parody of the role of the stream—of consc1ousness hero.

Lew1s contended that such a flgure, taklng all hlS cues
from his mental cinema, cannot cope w1th extra-v1sual
factors when they aSsall or assault him. .

What we may refer to as the first peon fllm of The

ChlldermaSS suddenly ends, and the peons "become a part of

°

‘the sodden unsteady phantasm of the past upon the spot.' In
the course of a mlnute they have convu151vely faded..2537w
The peons are temporarily forgotten and-~-though Satters
continues for some time in his trance-like'étateiefo;

Pul lman normal conditionsvrapialy ensue, and he "reaSSetts
thelr ordlnary solid llfe spell ‘in common apts and great

homellness, of housew1fe-order, n254 o . .. N
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Moments later "Pullman looks back, to discover’that
the party of peons with whom they have had the éncounter is
no‘longer_there. . o e [T]hey may not have been there—-
that unfortuhately always has to be reckoned with.“255
Pullman, in making a futile effort to find some continuity
betweenlhis present'and his experience of the peon—film,

effectively illustrates Lewis's description_in Time and

Western Man of the "stream of the Unconsc1ous," a descrip-

tion whfch applies equally to fllm. Lewis was here dlscus-

'singbthe "intensity, nakedness, . . . of the immediate

sensation:" "it gives!you no ideal whole, . . . it is
dogmatically a creature of the moment, . . . it gives you
the 'objects' of life only as s§trictly experienced in Time;

evanescent,-fiaShing and momentary; . . - ideally having no

- prolongations in'memory, confined /to the 'continuous

present' of ‘their temporal appea ance: consumed (and
1mmed1ately evacuated) as events'- one with.action,
incompatible with reflectlon, 1mp0531b1e of cohtemplatlon."ZSG_
Pullman's own lectures, m;xed w1th his repeated-warnlng about
the nature of film—creatures, to some extent'captﬁre,

however weakly, the.insights'ovaowisP statement on the

nature of the immediate sensation:~ "'You'll eoon_get used

to them. But I recommend you, when you come across theﬁ,‘

to pretend you "don't see anything at all they don't- expect

you to see them! Many.of them don't know they exist. If

you don't- take anyfnotice they contihue te'think they're

[}

ha
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o @5, -
not there and of course then it's>all right. ° But you

) 257

mustn't take any notice.'" Pullman's argument reflects

to some ext?nt Lewis's preference for the cieafly articulat-
ed single objeét;.

Upon Satters' prodding and rather hopeful
questioning--"'They hardly seem human»do they?'"zss—-
'PuyEman cohtinue; his attempts at explaining: "'Yes, théy
~aré unearthly,' he,said. 'Whaﬂ\they say abbpt them is that
th;y are the masses of personaiities who God, having
c#eéted thém, is unable Eo destroy, but who ére not dis;inct
'eﬂougﬁ to rémain more than whét yoﬁ see. Indistinct idéas
. ‘ 259

don't you know,' he adds loftily." This "God" is.

Lewis's Bergson who, Lewis wrote in Time and Western Man,
: , \ , ‘ .
created a "time-world [which] does not grow, decay, ana

die, as dees the world of physical qgjects. It is always
there: no be;gsqnianVWOuld be able to banish it."260
'MoVies, with their mechanical\ability to reSuscitate
endlessly the world\they‘once_fixed, ére the epitome of

such a time-world.

o
perceptions or experiences is dependent on, or is'affected

The individual's manner of interpreting his

by, contemporary instruments of research_and.contémporagy
mass-media. The refined and specialized percepdz§n of the
instruments og;é%e media limit and define the igdividuél's

¢

range of responses to his perceptual experiences, so that

“~



the individual himself may be said to become a product of .
the instruments:or media with which he comes into contact.

Lewis explained in Time and Western Man: "reaiity has been

- pushed infinitely far away, and the sevérance between it
and us is complete. Both we and it have become abstractions,
while between us flourish phantasmally the scenes of, the

'visible worldv.'r'261 In The Childermass Satters, in the

context of his continued concern regarding his own and
" Pullman's reality, and through a series of inéidents whiCh
shall here be outlined, isvthe adolescent n&if:whoidiécovefs
the nature of thei;’reality.g ) A
‘At one pdint_iﬁ ﬁhe‘nbvel the scenes of the film-~
‘peons are repltaced by other phanfasmai scenes. ’ Pullman'aﬁd
Satters are described as walking along a track runniﬁg }
parallel to the riVeé, a£ é distance of no more thaﬁ two
hundred Yards'from it. ,Thé heéyy fog over the~fiver
engirely'obséures the view of the'citylon the other side.
Satt;rs;'becoming increasingly conéérﬁed éver Pullman's and
hisvown reality since'théir unnerving méeting with ﬁhe
blaﬁk—eyed peons, asks: "Do you think we should be called
distinct::TPulley?'f262 Puilman retains his attitude-of

'lecturer;“but his explanations_gfow’more elusive, éﬁd his

warnings become more’urgent. ks they continué their walk

 §iong the track, their distance ffom'thé river, ‘over which
: /Kihe fog is lifting SOm§Wha£,.seem§tFo vary,inexplicably.

They look in the direction of the éopper-red hills which
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line the track. The hills, the city, and, again, the misty

[
[y

river become part of another. film-scene:

"What are those hills?"
: "Hills? Where? There are no hills. They're ‘
nothlng'“ Pullman crossly exclaims.
"I didn't know."
‘The distance to the city varles, Satters
repeatedly looks over, lunging his head to catch
it at its changes and at last says:
"Doesn't that look smaller sometimes?"
"What?" Pullman looks round indignantly.
"Sometimes it looks smaller to me than others.”
“Certainly not! Whatever makes you think!"
‘The whole city like a film-scene slides away
perceptibly several inches to the rear, as their eyes

are fixed upon it.
"Oh that! . I don't know, it looks like it.

< ,But it isn't so. It's only the atmosphere."

Fllm—scenes, flourlshlng in. an atmosphere conduc1ve to

o ' - (i

their existence, again take their toll of tactlle
correlatlves. 'As the two travellers turn toward the river,

"Satters' eyes -become fixed upon the city. He trips'.-

w264

repeatedly. Pullman responds by reiterating his

increasingly anxious warning: "'I do-wish you'd stop
looking over there,' Miss Pullman scolds. 'It's best not to

look; haven't you found that out yet?--most people never
do--haven't you noticed?' . . . 'It's‘unlucky.'"‘265
Sudden tension enters their relationship as e

Satters, "his fece [still staring] in unrecognizing paésiv4

ity ahead;"zsﬁ begins to question_Pullman‘s_evasive but -

. smug dlsplays of’ 1n51ght.. Satters. shouts back accusingly:

: "I'm not [starlng at the 01ty] You looked.
-~-It was you who looked. I do think you're re unfair! .
I shouldn't have looked if--. o . . ‘ : - T

. . oy @ . . . RN - - » - . . . - o ® - -

* ., . . Don't you understand are you absolutely

\ T - : B
’ . ois
. . _ N ) ..\")‘ ;



b11nd as well as dumb? You march on without speaking
as though you were some stupid machine!"267

. Satters simply bases the analogy betweeﬁ Pullman
and a “stupid machine" on thefamassed evidence. ‘During
their’ walk Pullman. has grown coldly inert to Satters mahy’
questions. On different occasions, for example, "Pulley s

"face does not reglster‘"268:"Pullman s ears do not

n269

»functlon, he has dlsconnected them; ‘"puyllman has

apparently heard nothlng.‘ Satters wonders if he is a little

deaf;"?70 "Pullman proceeds imperturbable, reconn01tr1ng
ahead to leftnand right."271 n |

P Just when Satters compares Pullman to "some stupid
machine"” Pulley momentarily drops behind and Satters,
plelng up momentum, rushes along the track ahead of him.

'They are confronted suddenly by three peons whose "faces ‘

are grey and elementary, their eyes mere- dlSCS of~verd1—

grls. 2724 Satters, ever more perplexed by - questions of

who is really real, now bravely makes the. assertlon. "They

are scarcely human..273 Follow1ng behind now, Pullman

attempts another gesture of warning: "pon't look at theml

<

They are'peons."274 But now, for the first time in the

o

‘narratlve, Pullman hlmself seems to be subject to the kind
of spatlal and temporal tentatlveness whlch affllcts the
visual images of ‘the fllm—scenes. Satters does not at thlS

'momént look at Pullman, but contlnues to hear the voice of

what is now called the" "1mmater1a1 gulde 275 Pullman for
some time remains hidden to Satters, "blotted in his rear n276
¥

‘v
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1
[N

and "out of sight." 277 When Satters fihally'doeS'catch a

. F: A
S, e .
gllmpse of Pullman, what he sees is like a film close-up of

his face. - "he 'can catch sight of a large face manoeuvrlng.

It is Pullman s head, very large w278 When Pullman reappears‘

to Satters only a moment later, Satters sees him as if 1n

long~shpt:' "Pullman 1s a long way off, a small shapely

~figure."279 n ' _ |
Pullman, now constantly peerlng into a basket he

at this time 1svcarry1ng, hldes his eyes from Satters behind

the wide brim of the hat he is wearlng. As Pullman keeps

"his head down he and Satters begln to dlscuss Satters'

questlon about the reality of the images they are percelv—r

280

~ing: "What is a peon then, really°" Pullman 31mply

echoes his earlier answer that God has created peons and
cannot now destroy them., Considering Satters' question of

the1r own power to create peons, Pullman——"hls head 1s

281

sunk" -foffers_the suggestlon'

; "Indyour dreams you create all sorts. of
- people. - Why not in the other- thing?"
"why not in the what?" 282
"why, in the other dream. "

When Pullman has finally placed the plane of their"
own existence on the gualitative level of a dream-world, it
is left only for Lewis to show how this world affects its
inhabitants; Aftei he makes™ his statement,

Pulley looks up. .Satters gazes into a

sallow vacant mask on which lines of sour malice
are disappearing, tlll it is: blank and elementary, =



in fact the face of a clay doll. ) .
‘"Why, you are a peon!" Satters cries

p01nted1y, clapping his hands.283 . N

\\

Pullman strains to'recover his original countenance, and !

, "the normal Pulley—mask<éme£ges, but still sallow, battered
' 54

and stiff—lipped."284

Satters, educated in the pature of peonereality,
and suddenly recognizing the kinship between himself and
Pulley and the peons, s£i11 Stubbornly clutches at'the
remnant of>hopelthat he and éulley are human beings. His
hope, however, has been reduced to desperate and empty

rhetoric: "They are human llke us, aren't they, in a way,

285

Pulley?" Pullman, with what now_is only a futile

286

gesture, maintains: “Not like us." Satters, freshly

accommodating himself to his new knowledge, innocently
replies with the truth he has discovered: "Not like ns? -

What is Eye.difference? Are we very different? I believe !
' ‘ n287

‘we only think we're so different."” . g\\\;\\\



K. THE CHILDERMASS (2): THE CINEMA AND THE
REMEMBRANCE OF THINGS PAST :

MASS-MAN IS BLIND. HE SEES A STERILIZED REALITY FILTERED
THROUGH A DIAPHRAGM OF PHOTOGRAPHS. IF HE. EVER SUCCEEDS

- IN CONCEIVING A NON-PHOTOGRAPHIC AND THEREFORE NON-MORTUARY
VISION, IT WILL BE COMPOSED OF ABSTRACT LINES. WHAT IS
LACKING IS AN INTERPRETIVE RELATIONSHIP BETWEEN HIS EYE AND
THE REALITY; THE PHOTOGRAPH HAS DESCENDED LIKE A CATARACT
BETWEEN ONE AND THE OTHER. IF THE MASS-MAN FINDS HIMSELF
IN A PLACE WHERE BEAUTY THREATENS ' TIRRITATE HIM WITH ITS
UNREPEATABLE SINGULARITY, HE TAKES .. Si'APSHOT WITH HIS-
CAMERA--THE WEAPON WITH WHICH HE MUEDE! UNIQUENESS BY
"REPRODUCING IT. (Elémire Zolla, 196¢)<8¢t

L4

Though yet unrelated to the overall Lcwisian
approach to the cinema I have been examining, there is one

aspect of cinema which still requires examination--what

@

Lewis called "time-tripping." It is an analogue of

Bergsonian mentalism. Lewis discussed this in his polemical

work and explored it at length in The Childermass. The-

mentalism of Bergson, Lewis maintained, threatened the
status of what since ancient times had been accepted as a
"spatial™ present. Thanks to Bergson, Lewis said, "we have

indeed lost our present: in a bergsoniaq attempt to crush

all the Past into it, and too much of the Future at a time,

as well."?89 Time, treated in- contemporary thought as

though it were a material element--what Lewis called .

bmockingly "the ultimate'and supfeme reality"zgo—-emerges,

he charged, as a "stuff, the colossal mountain of sheer



material . . . --stuffing up and constipating the 'pure
Present;' impedin§ clear-cut living and sane;,resolute,
'classicai' action, like a rising morass of rhud."291

Lewis claimed that contemporary philosophers,
because they are obsessed with attrlbutlng to matter a
reallty proper to llfe, ‘have attempted to brlng m?tter to.
11fe "by pumplng it full of 'tlme.'"292
the art of the Futurists to illustrate this point: "They
were a sort of painting; carving, propaganding ballet or
circus, belongihg to the milanese showman, Marinetti. One
of the tasks he set them was to start making statues that
could open and shut their eyes, and even move their limbs
and trunks about, or wag their heads. The step from that
to a living creature is.a-small one; and rivalry between
the statue and the llVlng puppet could be guaranteed to
become rapidly acute.“29335 | o ’

In the work of a historian like Spengier Lewis saw

an insistence that llfe in its passing contains "some degree

of mechan1ca1 repetition, of recurrence, of per10d1c1ty ‘294

"Lewis looked upon the Spenglerian, as though he were.
‘mcrawling @bout a reversible time-region which was fixed,
closed-in, . . . as though'life consisted entirely in a

w295 pewis's view of the

repetltlve, periodic osc111atlon
time-region is unllke his view of the pure present which,
he said, 1nv1tes the play of the spatial 1nte111gence.

What the time=region invites is the play of the kind of

He agaln turned to

223
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- mentality Lewis distinguished as the time-mind. Man
becomes a time-tourist or time-tripper&,~The "historical" .

" intelligence, Lewis wrote, "does not live in, it is en

L)

touriste that it tastes this time-district, or time-climate,
and that. This mental world becomes for it an inte;minabie
time-preserve, laid out for criticai,vdisembodied.
'journeyings."296 But how does all this affect the cinema?
If'becomes increasinély clear as Lewis continued thag this
"historical" intelligence, when it is Qidespread, provides
an attitude favourable to the success of the'Cinema_as a
:'pobular medium.  Indeed, the cinema is the best'symbo; of

this intelligence:
S . . :
the time<world is a world of images: that is one of
the main ‘things to remember about it. .-. . In his
private time-sense a man can move up and down,
backwards and forwards, at will, in his gallery of
S memory-images. And it is natural at a period where
- this world of the "inner eye" is stressed, that men,
whether physicists or philosophers, would begin
constructing systems which are, as it were, dead
.-« Worlds, laid out endlessly in what we know as Time.

~In"“their midst they imagine themselves moving about
:liké sleep-walkers, placing themselves over against
‘quite arbitrary perspectives, but perspectives of a
sort of crystallized Time, instead of receding space-
vistas. This time-world that they will imaginatively
~construct will naturally be difficult for the space-
sense to imagine: but in effect it will consist of a
time-sense all there at once, just as a space-sense
.1s; yesterday, for example, will be five hundred yards
away and in perspective, and last year will be a group
of features in thg middle distance. It is we who will
be moving about in this time-scene. We, in short,
shall be Time.297 o

As we shall see, Lewis used Pulley and Satters as "globe-

® trotters" become "time-trippers" in The Childermass.

The st eam-of-consciousness writers, Lewis claimed, .

o



\%that now is rubbish."
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N -

moulded the dead material of the past--a mentalist's
w298 _

material "that is almost more physrd%l' than matter
into a system of truth. They gathered, he claimed, a

"suffocating plethora of rubbish . . . within the infinitely%
w299

extended field of memory. Lewis, having only short

patience with writers such as Joyce and Stein in this regard,
treated them roughly in Time and Western Man. Of Joyce -

L)
Lewrs said that the dead time-zones of the past are, revrved

by a cinema—llke mechanical revivication of them as they

are "rolled out"jzn\the“present° "he collegted like a
\ B ¢

cistern in hlssyouth the-last stagnant pumplngs of

vict an anglo—lrlsh life. . . . Proust returned to the'
temps } erdulc Joyce never left it. He discharged it as (-

&

freshly as though the tlme he wro\\\about were stlll

present, because it was his- present. It rolled out.w1th all
W

ety
e,

~

the aplomb and v1vac1ty of a contemporary experlence, . “.
assisted in 1ts Slle dlscharge by the latest technlcaltb
.dev1ces."3op What could also be defined 1n terms of fllm

is again defined by the.lmage of the river in ‘Lewis" S
commentfupon Ulysses: '"[you will] have had a gluti. . « of

i

matter, procured you by the turnlng on.of all thls rlver of
301 '

The c1nema s treatment of reallty provided Lew1s
w1th the 1llustratlon for the easy dlsplacement of t1me-
units. Wlth the cinema actual or flctlonal large-~scale

recurrences of the‘tlme-perlods of the past transform the

i



. resuscitated."
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- . ' o g
world into an dhgoing "replay" of itself. The sensuous3o2

but timeless 1mmed1acy of the pure present dlssolves in the

mentalism of the c1nema, in the "serles of direct, flat

(or not-memory-inflated) impressions:" n303 "it is [the

picture of common-sense] for which: the cinematograph of the

\

physics of 'events' is to be substituted. . . . [Pleople

are to be trained fromvinfancy to regérd the world as a

moving picture. In this no ‘'object' would appear, but only
the states of an object. . . J‘ If we want to approximate

to the discarded view ot the .percipient of common-sense,
we must move round the object, and as far as posséble get
inside it. With the thousand ed§cessive pictures we thus
obtain we shall have--only suceessively, nothing all at
cnce, except a punctual picture and momentary sensation--

the perceﬁtﬁal picture of common—sense."304 The cinema, as

. vivifier of the mechanically-embalmed events of the past,

also satisfies the vogue for replaying the-larger time-

zones of the past. Lewis wrote scornfully in Time and_ |

Western Man: "how'. . . impressive would itAﬁot be if with

the assistance of a gramaphone and domestlc c1nematograph,

or a vocal f£ilm, men were, in the future, able to call up
at will any people they pleased with the same ease that now
a deadbfilmrstar, Valentino, for instance, may be publicly

305 Also—-in Time and Western Man Lew1s

- . o3
paroﬂfea’e possible mechanlcal restoration o% a garden

scene of the past: ‘“\X
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A quite credible domestic scene of the
future is this. Mr. Citizen and his wife are at
the fireside; they release a spring and their selves
‘of long ago fly on to a screen supplied in the
Wells-like, or Low-~like, Future to all suburban
villas. It is a phono-film; it fills the room at
once with the /cheery laughter of any epoch required.
"ret's have that 'picnic at Hampton Court in such
and such a year!" Mrs. Citizen may have exclaimed.
"yes, do let's!" -hubby has gesponded. And they live
again the sandwiches, the tea in the thermos, the 306
ginger beer and mosquitoes, of a dozen years before.

* - : * - %

A major portioﬂ of . The Childermass is devoted to

~

Lewis's fictional construction of the kind of time-world

which he had described especially in Time 3and Western Man,,

where he had said: "We can posit a time-district, as it

-

were, just as much as we can a place with its individual

w307 1, Monstre Gai, a subsequent’ A

physical properties.

'npvel of his trilogy, The Human Age, Lewis himself stressed

that the cinematograph was the model for the time-district, -

or time-trap, Or time-hallucination, of The Childermass. ’~n\

'In Monstre Gai Pullman recalls his.aﬁd Sattefs' experience

of this event in the transit camp of .The Childermass: "éel
began thinking of the time in the-~camp. He remembered how -
Time had its traps there; he ha§'§0t~}nto-a scene qﬁ'tﬁo
hundred yegrs.agofrlike turning'avcihematograph,backwards, o
and holding it rigia."3%% ./

In The Childermass, as Pugi%an and Satters, having

sgardﬁiﬁg\éniieusly»for it, a
/ R e . S = ’ .
large picture syddenlyvand inexplicably appears before them.
/ : . . . . -
/ : \

lost sight of thg river, are
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It is, Pullman knowingly and reassuringly tells Satters,

‘only a "time-hallucination:" "'It's nothingfat all really.

It's a time=hallucination--we don't get them often but I've

. ; v ' . ,
dséén several. I daresay it has not much depth, perhaps none,

o

perhaps a few yards~—time—Yards,\Ilmean! You see how the
-wind stops in front of us?' He thrugfs’his hand out. .

10303 To walk through this

'That's about as far as it goes.
: 7

quite static picture should not, Pulley guesses, také more
than-a few minutes. Close sciutiny reveals no $ign of life

among the inhabitants of theltime-hallucination. These

N

. ére not dressed as éeons‘but asgfigures of an England of
the past: "Nothing'seéms to be moving on its surface, their
four eyes repért, rahging énd'ratting round in all its =
corners. It is a little faded like a very much-éhlarged

rustic_colOUr:print."310h Or(‘it is similar to an
enlaigement of a single frame of an historical movie. Like

Lewis's film-age man, Pullman and Satters enter the time-

3
i

scene; en touriste. -

| Pullman is éuité at gaée in the ghanged environ--
ment. "I like other dimensions!" he says;' "I feel ridicu-~
lously at ﬁome%ﬁ%}l‘ Pullman recognizeéwfﬁgt Satters is
:having congiderabie difficulty in trying td change from his
old-world ways to thosé demanded by the stimuli of the new

world: "You must get a method, that is essential. . . .

? ~ ‘ v ~
The trouble is you haven't properly got clear of your old

"

life. It's a éommoh‘caée. I should say you belonged first

312 puliman

and forémost to the human dimension, however."

a

[¢3
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explains that one-must adapt to the elect;ical/magnetic
basis to fully appreciateeghe new system: "The Qagnetism
ut here again requlres stamina of a particular sort; at

bottom it's electrlclty all the way through magnetic and
electric, this is all nothing but that."3l3‘

' Pullman proudly continuei to point out what he has
" come to see as some of the remarkable features of-the

"time—spaees," as he often calls'them,-and through which he
o

trazg;s with delight. In a statement recalling Lewis's.
- description of time—regions as fixed, closed-iﬁ, and

: reversiﬁle,jtn'Pullman says without any sign of Lewisian
regretﬁ "Reversibility is the proof that- the stage of

perfection has been reached in‘machine-construction--it's
- s :

the same 'with us, in my opi%ion. Here we are going back-

wards aren't we?“315

Pullman talks on about what Lewis would havemcalled
Time's constipatign of the simple present. Multiple time

and the dissolution of spatial references occur here as in
dteams: "when you're in one you're in the other."316 What
Pullman refers to as "revisiting the glimpses" can occur in

a vague system where there is often, as he says, "hothing

to go-by, near and far are very relative;"317 The solidity

of physical space breaks down, Pullman acknowledges about

the .effects of the tlme-halluc1nat10n. -"It s most remarkable
how two times caﬁ be made to fiF info'bne space and that
only a functional 'one; no one can call EEiS physical excepf

. ; Y | | |

[
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w318
by courtesy or for convenlence. .

As Pullman and Satters walk’ 1nto the chronologlcal

or, as Pullman callsvit, "durafiqgii" depth of the picture--
w319

'We'fethoﬂhgndred years back that's what we are now

they note it;’dimiﬁishing, camera-eye perspective. They,
however, retain their size along the time-vista, and finaliy
discover themselves to be Gullivers to the.Lilliputians who
seem to pose delicately and lifelessly at their feet.

In underlining his:concern with theveffects of
technologies such as the cinema,’Lewis here again depicted
fpartlcular aspects of what he sawr?é the result of man s
exposo;elto such technologies. He satlrlzed Pullman's and o~
Sattefs' smugness with regard to their feelings of being
uniguely life—like or at least superior in reletion to the
inert and increasingly - dlmlnutlve creatures of the time-
hallucinatlon., And as upon the occasion of Pulley s and
Satters' encounter with the peons, he again ‘incorporated
1nto his satlre a parody of what follows upon the estrange-
ment of the tactile and the v1sua1 senses.

In the mldst of the” tlme—halluc;nation Satters, as
upon the‘earlier occesion of the'peon—fiim,‘poseSMhis |
questlon concerning jgthe nature of the reality of the
1nhab1tants of the tlme—reglons. "what would happen if

they all came to life suddenly'»’"320

Then, shortly before
the t1me scene runs its course, Satters, anxious'to"

experlment w1th touch, molests. one of three small figures

£l
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. standing about a table in the garden of an inn by graspihd
it with a mischievous wrench. The tactile-embrace has
immediate repercussions, as the little figgre, hitherto part
of a static world Only visually perceived by Pulley's and
Satters' combined "four eyes," comes to life and counter-—
attacks: '"A sharp howl'goes up from Satters as the teeth
of this refractOfy‘monad are fleshed in his hand, and he
“drope it staméing.with pain, both hands tightly squeezed
between his legs."32?1l Having touched when the situation
demanded that he éhould;only have lcoked; Satters is still
ln.pain when the time-Scene-ie suddenly extinguished: "[a]
large helpless woman in distress, Satters’. . . holds his
left hand in his right."322 | .

Just priorvto the end of the_time—hallucjnation,
Satters brutally slays the little figure, whose‘only crime
was to bite his finger and to call him a loth Here Lewis_
prov1ded an illustration of the effects of mind- dlstortlon
cencamltant w1th sense- dlstortlon- "in a few strides Satters
is up with the fugitive and with a flying kick dashes 1t A |
.forward upon its face, then before Pullman can reach him the
football stogles are trampllng it in an ecstasy of cruelty
beneath them into an inert flattened mass."323 Although the
. new 1nertness of the body parallels, grotesquely, the
attractive inertness which preceded 1ts destructlon, the
crushed body is mock—w1tness to the superlorlty of the

"real™ people to those in the clnema—llke picture.
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The ending of the brightly-lit time-hallucination

evokes, in simple terms, the sense of a movie ending: "the

_ , '
light is extinguished in a black flash."3?%  ghere is\i?-'
immediate loss of the tyraﬁnical‘exclusiveness df visudl

stimulation, and simultaneous regrouping'of inter-sensual
functions, which creéte for Pulley and Satfersfan inner
.environment c%lling for quick mental ahd'moﬁor re-orienta-
“tions. With the}cénclusion of the "fi;m“‘the two "are
'fluﬁg upon'théi;‘fabes as the road rises to'meét them.
They get up it seemS'almdst*immediateiy,ibreathless,»bﬁﬁ

w325 Appropriately, thé& rivér,-

the time-scene has vanished.
the "real thinq," which'ﬁhey had been seeking prior te the
timthéllucination, now appears before them as they pick
)themselves Off the road. The Bergsonian flux/stream |

provides the underlying continuity of experience along the

episodic route of their adventures.



L. THE PHOENIZX: .REBIRTH,IN THE AGE OF THE-CINEMA
¥ : .

e

THE CINEMA SUPPLIES [MAN] WITH ALREADY FINISHED FANTASIES,
NOT DENIED BY THE IRONY THAT ALWAYS ACCOMPANIES THE
COMPARISON BETWEEN THE YEARNED-FOR IDEAL AND THE REALITY
(THE REGAL MANTLE- CAUSES ONE TO TRIP, THE PROCESSION IS
BORING, THE SCISSORS WON'T CUT THE RIBBON, A HEADACHE
TWISTS ONE'S SMILE INTO A SILLY GRIMACE). BY IDENTIFYING
HIMSELF WITH THE "SUCCESSFUL" MAN ON THE- SCREEN, . THE MOVIE
ADDICT IS EXEMPTED FROM ALL THE PAIN CONNECTED WITH
SgggMING HIS DESIRE INTO AN . IMAGE. f(Elémire_Zolla,
19 8) ' C

i
s need for renewal within the context of the

1

Mary
technologilcal environment Lewis was saying,‘is desperate.

In The Chilfermass the mechanlcs ‘'of rebirth are regularly

51mu1ated b;‘means sulted to the shallowness of media-

L3

” " produced man, and actual rebirth never really occurs. In
. _
the internment camp the comlng of the Phoenix, the symbol‘

of rebirth, is arranged éT part of,an impressive cinema

¥ers and other occupants of the

spectacle. Pulley and Sa
transit camp watch a mirage/)¥ilm-show which_flashes on the

other side of the river, whexe the walls of the magnetic

Y

. city are normally seen._,It is, st viewers aggee, a sllck x

R

'plcture of Babylon five thousand years ago- " 10h look'
That must be "Babylon! I ve seen it on the plctures ‘"327

- The occas1on, a technolog1cally—contemporary celebratlon of
the return of the Phoenlx, is accompanled once agaIn by the

mechanlcal relteratlon of Pulley s warnings ‘as he v1g11antly

233
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continues his role as intrepid guardian:

- "It's getting worse,"” he says.. "I shouldn't
stare too much if I were you. It's a great strain on
the eyes. '

"I recommend you to Stog looking. It might

. Permanently affect your eyes."328 -

Some of the more perceptive viewers explicitly

identify the nature of the picture shining before them, *~

) although.others_vaguely disagree:.
) "It's a cinematograph!"

"No, it's not a cinematograph." 329 )

"Very well have it your own way!"~“ L

}
3

The narrator refers to it as a “phantom picture"33% ¢ pe
watched "updn'the turning dowh of the lights."331 When the
show is over the Bailiff confirms the opinion that. it was

indeed a cinema show: 'j?hey always do that film business
3 . ‘bg...w . N . . ’

whenAthevPhoenix comes. It's quite pretty, but as

archaeolﬁgy it's all nonsense I'm afraid. I hope you -

'enjoyed it?"33?
The'continuedvflippant tone of the ﬁailiff's words,

taken in view of his embarrassed awareness of the farcical .
nature of the périodicalireturn of the Phoenix, and the
cynicéi_supérficialityvof subsequent interchanges with his -

+ fawning audience, encompass the essence of the ‘mentality
e ’ . . .

~ of which Lewis was most critical in his own day:

". . . that tiresome bird . . . makes all S
that fuss about its stupid nest every time it lays A
itself again or whatever it 'is" that it does, as
though that could be of any interest to any one but
itself or perhaps the dynasty of Noah! Why ‘it should
suppose that the feathering of its stuffy ill-smelling
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nest is so attractive and worthy of celebration or -
why it should regard its eternal reproduction of its
"ill-favoured self as a sign of God's favour baffles
me: ' but there, you know the saying about people
being taken at their own valuation!--it's only a
bird, after all, a mere bird, we must excuse it--if
it were a man that‘would be dlfferent-—but then it
v would know better, would it not?"
"please, sir, is it a real bird?" .'. . . 333
"No, not real but quite real enough." . . . .77
"Not real but quite real enough"” not only describes
the bird but also defines what Lewis saw as the limits of
the possibilities for man's rebirth in the context of the
mechanical dream-environment he inhabits. This definition
satisfies the res;dents of the env1ronment who, . like
Satters, only temporarlly cllng to hopes that the new
condltlon carrles with it the vestlges of a tradltlonal
reality, of what Lewis saw as a pre-Bergson and pre-cinema
reality. It is a~defiﬂition Which takes on a compounded N

meaning in our own day. : : \
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‘lStein,_Lectures in America, 177.

2Lindsay, The Art of the Moving Picture; 229.
3Richardson, "Continuous Performance, [I]", 36.
B _ ‘ :

: 4A. W., "Finis", 80, Rachael Low has speculated
that the attitude of conservative inflexibility toward the
‘cinema significantly nullified serious attempts at artistic
. achievement among many British film makers: "If films had~
been socially accepted as an outlet for imaginative impulses
as readily as they were, for example, in America more talent
might well have been attracted by the new medium of expres-.
sion for its own sake. One is left with the impression
that in Britain the film had to overcom: . = resistance of
a particularly inelastic social and int-=lle:tual pattern.”
(Low, The History of the British Film, .90.-1914, 138) '

o 5Hum.phrey, Stream of Consciousness in the Modern
Novel, 49.

6Mendilow, Time and the Novel, 53-54. In the
introduction to Mendilow's studyjProfessor J. Isaacs wrote
concerning a section on fiction and the other arts in
Mendilow's work: - "The most promising .direction in which
profit might be found is the relation between the novel and
the cinema, for the cinema is the form, the art-form
peculiarly of our own day, which has conquered time. The
whole business of montage is common to both arts." (Isaacs,
in Mendilow, Time and the Novel, VII)

7

Ryf, A New Approach to Joyce, 177.

8Neither of two otherlsignificant studies of film.
and literature-—-Claude-Edmonde Magny's The Age of the '
American Novel: The Film Aesthetic of Fiction Between the
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Wars (1948; tr. 1972) and George Bluestone's Novels Into
Film: ' The Metamorphosis of Fiction into Cinems (1957)-=
- attempts to consider the fElation§Hip between a writer's
personal film aesthetic and its influence on his fiction.

gsinclair, "The Novels of - Dorothy Richardson", 58.

10Richardson, "Continuous Performance, VI:; The
Increasing Congregation", 63.

: 11S e the Letters of James Joyce, ‘45, In his
chapter on |Joyce and the cinema Murray has written: "The
Volta Theaffer, located at 45 Mary Street, opened on _
December + 1909 with a program of Italian films--The
First Paris Orphanage, The Tragic Story of Beatrice Cenci
and the Iike--which were well-received by the newspaper
reviewers. But it is difficult to see how Joyce (the_(~
question of the medium's technical possibilities to one
side here) could have been greatly. impressed by the fare; .
at any rate, after ten days of supervision he left the
Volta in charge of an associate and returned to Trieste."
(Murray, The Cinematic Imagination, 124-125) '

: ‘lzsee: Levin; James Joyce, 88-89; Murray, The
' Cinematic,lmagination, 4-5; and Ryf, A New Approach to
Joyce, 174-175. ‘

13Lewis,‘vRude Aséignment, 129.

Miewis, Self condemfi2d, 89-90. ‘The statement 'is
made by Robert Parkinson, one of the characters in Self"
Condemned, who is reading his article on Rend Harding, “A

‘ ] is*aﬁti-ﬁistor¥,l‘tQ_B§§§;\“The view, however,
is Lewis's, and he expressed it several times.in his work.

; ’lSRichardson, "Continuous Performance, XII: The
Cinema in Arcady", 57. ' '

: 16Richardson, "Continuous Performance, VI: The

- Increasing Congregation", §3-64. Elsewhere Richardson
noted: "It is not possible perfectly to disentangle from
that of the wireless, the popular newspaper and the grama-

phone, the influence of the cinema." (Richardson, "Con-
tinuous Performance, XII: The .Cinema in Arcady", 55) ;
17, . |

H. D., "Russian Films", 20.
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'lBLow, The History of the British Film, 1906-1914,

51-54.

Yraylor, English History, 1914-1945, 181.

"

20, . : Crs . ’ B

Knight, The Liveliest Art, 49. o e

21Bryher, The Heart to Artemis, 246. It was
Bryher's opinion in 1962 that, despite enormous technical
, advances, "the life has gone from modern films, they are
seldom creative, but have become what we prided ourselves:
should be avoided, photographed theater. They do not
'move.'" (Bryher, The Heart to Artemis, 248)

~-

2210w, The History of the British Film, 1918-1929,
34. ~ S . :
23 '
Ibid., 34. Low was quoting Stuart Davis, manager

"«__/df the Shaftesbury Avenue Pavilion Cinema.

24Carter,‘ The New Spirit in the Clnema, 387-392; .
and Knight, The Liveliest Art; 59, 62. The bracketed dates
indicate the year the film was flrsp released. It is
interesting to read the reactions of novelists to specific
films. Dorothy Richardson, after having seen The Student
of Prague at the Shaftesbury Avenue Pavilion, wrote in

- 1929 that this film "joined forces with the few good'
films [she had] seen at home and abroad in convincing f{her]
that the film can be an 'art-form.'" (Richardson, _
"Continuous Performance, [XIII]: ‘Pictures and Films", 54)
Malcolm Lowry wrote about The Street, as ‘well as Murnau's
first American film, Sunrise (1927): "Nor has anything I
have read influenced my own wr1t1ng personally more than
the first twenty minutes of Murnau's Sonnenaufgang or thg
last shots of Karl Gruene's The Street." (Lowry, Unpublished
letter to ten Holder) _ )

25

Carter} The New Spirit in the Cinema, 393.

26

Knight, The Liveliest Art, 60.

27Elsenste1n, Pudovkin and Alexandrov, "A State-
ment", 258-259. Jay Leyda noted in an editorial comment:
"This historic collective 'Statement,' generally assumed to
have been initiated and composed by the first of its three
signatories. and endorsed by the other two, first appeared
"in the Leningrad magazine, 2Zhizn Iskusstva, on August 5,

238"



1928. All previous English texts have beéen translated from
a German publication of the statement later in that month."
(teyda, in Eisenstein, "A Statement", 259-260) One of the
texts to which Leyda must have been referrlng appeared in
Close Up in October, 1928. :

281pi4., 258-259.

29Isaacs, An Assessment of Twentieth- Century
therature, 182-183. Some of the production details of the
silent films to which Isaacs made reference and which have
. not already been mentioned are: Eisenstein's and .
- Alexandrov's The General Line (Russia, 1926-1929):
Pudovkin's Storm Over Asia (Russia, 1928); Dovijenko's
Earth (Russia, 1930); and Arthur Roblson s Warning Shadows

(Germ many , 1922). B . /(

30Tol'Stoy, " [Conversation concerning the future of
the cinemal", 4. Tolstoy continued enthusiastically in his
con31derat10n of the cinema: "I rather like it. This
swift change of scene, this blending of emotion .and
experience--it- is much better than the ‘heavy, long—drawn—
out kind of writing to which we are accustomed. It is
closer to life. In life, too, changes and transitions

flash by before our eyes, and emotions of the soul are like

a hurricane. The cinema has divined the mystery of motion.
And that is greatness. ... . [T]he films! They are

- wonderful! Drr! and a scene is ready! Drr! and we have
another! We have the sea, the coast, the city, the palace--.
« « « I am seriously thinking of writing a play for the
screen. ™ (Tolstoy,’“[Conversatlon]", 4)

'31We may recall that Wells and Shaw were among the
founding members of the London Film Society. Stuart Davis,
manager of the Shaftesbury Avenue Pavilion, has noted, while
referring to a Gala Performance on the opening night in
1929 of a series of silent films, that "a large number of
notabilities were present, including H. G. Wells, Arnold
Bennett. . : ." (Carter, The New Spirit in the Cinema, 391)
Dorothy Richardson recalled in 1929 that Wells "was amongst
the first film-fans, Chaplin-fans. One of the first to see
some of the possibilities. . . ." ° (Richardson, "Continuous
Pexrformance, [XIV]: Almost Persuaded", 31) ‘ ' ,

324hile both shared with Woolf the awareness of the

contemporary ascendancy of the subjective in art, it was
Richardson who concurred with Woolf, while Lewis diametric-
ally opposed her. Taking note of Woolf's reaction against
the traditional realism of Wells, Bennett, and Galsworthy

239
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~in her Justlfylng the new fictional emphasis, Walter allen

has commented upon Woolf's preferences: "It was just such
a novel that Dorothy Richardson had already been wrltlng
for almost a decade." (Allen, "Introduction", in

"Pilgrimage, 5)

?3W001f, "Mpdern Fiction", 185.

341pia., 190-191..

- 3%Hoolf, "The Movies and Reality", 308-310. The
.same essay was published as "The Cinema" in The Natibn and
Athenaeum, July 3, 1926, pp. 381-383.

36Woolf, "Modern Fiction", 188. C P

[ A '
37Woolf, "The Movies and Reality", 308.

3815i4., 308.

-3%1pida., 308,

401114., 309.

41l1pia., 310.

O

421pia., 310.

43About a month following the appearance of Woolf's
essay Gilbert Seldes noted that Woolf's desire for "some-
thing abstract" in the cinema "is apparently written with-
out knowledge of the abstract films which have been made in
Paris in the last two or three years, films which already
make the conditional future unnecessary. - At least a part of
the films of tomorrow will be composed of the elements Mrs.
Woolf méntions." (Seldes, "The Abstract Movie", 95) ' .
Seldes was thlnklng specifically of films such as René
Clair's Entr'acte (1924). It was not until a few years after
Woolf's essay that Un chien andalou (1928) , by Luis Buhuel
and Salvador Dali, appeared.

44Woolf, "The Movies and Reality", 309.

/

451pia., 309. o )



- 461pid., 309.

4?Carter, The New Spirit in the Cihema, 359.

‘ 481bld., 378. Galsworthy, expressing ¥nly a
"tolerance" for the silent film, .said that the talkies, of
the three or four he had seen by then, appealed to him even
less: "They have seemed to me silent films spoiled."™ He
wrote with insight that the film had "a very real ‘and ratHer
dangerous power of holding the eye even at its worst. It
. could sway you while you looked on;, but when’ yOu came away .
(with the rarest exceptiors) you wgre wholly unmoved. And~
this .. . was partly because you Wére consc1ous ‘of its
enormous faklng power, and partly because the eye wgs held »
at such a pace that the mind did not:stir in concord."
(Galsworthy, in Carter, ‘The New Spirit in the. Cinema, - 378)

Carter quoted a letter from Galsworthy concerning
the number of film versions of his works: "Silent films *
have been made of 'Justice' (1913)", ‘'Fair,' 'The Skin
Game' (19%0), 'Quite Good,' 'The First and the Last' (about
1921). 'Terribly bad, I believe. The novel 'The White
Monkey' (about 1924) even worse, I-believe. No talklng
films as yet." Carter noted that singe Galsworthy had
written .the letter, dated October 29, 1930 his play,
"Escape," had been made into a talkle. (Carter, The New -
Spirit in the Clnema, 375) :

) , 49Carter prov1ded the follow1ng llst whlch he’
obtained from Bennett: Milestones; The Great Adventure;
The Grand Babylon Hotel; Sacred and Profane Love; The
Card; The 0Old Wives' Tale; City of Pleasure; Sinews of

War; Death, Fire and Life. Bennett als® wrote the film
scripts for movies entitled Piccadilly (1928) and Punch and
Judy (1928). (Carter, The New Spirit in the Cinema, 376)

50Bennett "The Film 'Story'", 30. While grantrngr

Americans the leadershlp technlcally and ‘commercially in the
cinema, Bennett maintained that. aesthetlaally the Amerlcan
.fllm——w1th the excepti®n of Chaplin--was entirely
1mpover1shed "I consider- that America has no artlstlc
. importance whatever in the woerld of the cinema. . . . I

have never--Chaplin'$8 work apart-+seen a good American film..
I have rarely seen one that was not artistically revolting.
Not' one of the American directors has left a permanent matk—"
on film hlstory, or ‘produced anything that would Dob= eply

~grieve t udicious.
I ;ﬁgt“s 11y except Cha&”gswtﬁgmiln, who, in :
peclémhxtmabtbr"m 2. great producer. 'The

addlthn\to being a grea
Gold Ruﬁ?', whlle not. perfect in some essentlal matters,

\ -~

¢ . ~ v Y
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was a great film. It would bear seeing tW1ce. :
. The future of the films it seems to me to be’ 1n

Germany. I have seen dreadful German films. . One of the

silliest and worst was 'Metropolis'. -But I,have seen two

_relatively good ones, 'The  Last Laugh' and, still better,

'Vaudeville'." (Bennett, "The Film 'Story'", 27-28)
51 ! a4
lWells,.‘The King who was a King, 15.

>21pid., 10.
‘ - 53 ' n ) s "
' Richardson, "Talkies, plays, and books", 56.
54 - . ' : N
Wells, The King who was a King, 25.
> 1bid. . 21. )
S61pia., 248-249.

57Shaw,‘"The Drama, the Theatre, and the Films",

- 293. - Rachael Low has candidly summarized Wells' script:

"his approach was highly intellectual and verbal, and after
outlining a veritable sermon of a story in the introduction
he proceeded to presedt it in such a way as to suggest that

he had little understanding of film as visual story-telling.
"His use of sound, also, was merely additional, and it is

hard to .believe that with this attitude to it he could
really have sSeen sound as a turning point in the cinema.
The action is designed throughout as a silent film with

.montages and elaborate silent film symbols, packing the
unwieldy message igto the many long, wordy and literary

titles and the use of words superimposed on pictures; faces

" "and illustrative actions were to be incidental and the

sound track used only for music and effects.” (Low, The
History.9£ the British Film, 1918-1929, 242)

58Carter, The New Spirit in the Cinema, 359.

-

: 59Shaw, "My First Talkie", 204. The screening of
How He Lied to Her Husband occurred during the Mrlvern,
Festival of-Shaw's plays. Donald Costello has wrlttenfv\

"By 1921 Shaw reported that he turned down ten-thousand-

rpound movie offers 'about three times a week.'" (Costello,

The Serpent's Eye, 25) "As early as 1927 Shaw had written,
accoxrding to Bernard Dukore, who has written an introduction
to the book, Saint Joan: A Screenplay by Bernard Shaw, a
film script for a film-and-record experiment of the

" Cathedral scene from Saint Joam. (Dukore, Saint Joan, xi)

" 242
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Later film scripts by Shaw’ were for movie versions of the

" “ following of his plays: How He Lied to Her Husband (1931);

'Arms and the Man- (1932); P alion (1938); Magor Barbara®
"(1941); Caesar and Cleopatra (1945). (Dukore, Saint Joan,
141-142) shaw's scrgenplays of The Devil's Disciple and
Saint Joan, both written during the 1930's, were never made

into films. (Dukore, Saint Joan, xvi, XXxiv) , .
: 4

601p54a., 205.

61. )

Ibid., 205.

62Shaw,,"The Drama, the Theatre, and the Films",
1293-294. : : \

63George, "A Paintér's Literature", 224. George
included also Joseph Conrad among the "Neo-Victorians." He
also mentioned in passing the group of writers whom he
called "Edwardlans."‘\Among these he included J. D.
Beresford, D. H. Lawrence, Hugh Walpole, Frank Sw1nnerton,
Compton Macken21e, and E. M. Forster. ' by

64Ibld., 224, George also included Romer Wilson
and May Sinclair among the "Neo-Georgians." Tarr, Lewis's
first novel, was the only Lewis work under consideration by
George. All of Lewis's later novel eflect his aesthetic-
philosophic estraﬁhement from the w?iiérs w1th whom George
~grouped himn.

661pig., 23 R

S 67Ibid.,'233. George made an exception of Woolf:
"Mrs. Woolf is a complete writer, for she combines the -~
intellectual outlook with the pictorial sense." ° (George,
"A'Painter's Literature", 233) . .

681pid., 234.

69 N : [ 5
'“George, "W. L. George", 126.
70Gveorge,."A Painter's Literature", 226.

71Jones,,The Dramatic Imagination, 17-18. f—

L 4
72

~

Lewis, The Wild Body, 238. .

1
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/ 73Stephenson and Debrix,ﬂThe‘Cinema'gg;ﬂxt, 214,

,74Murray,'The Cinematic_Imagination, 172.

7—SLewis, The Mysterious Mr. Bull, 90.

3 76Gessner, The Moving -Image, 17.

77Langer, "A Note on Film", 415. 'Langér was here
' quoting from R. E. Jones' The Dramatic Imagination, p. 18.

781pid., 415.

791pia., 412. R

80Ibid., 414. . In a footnote Langer quoted
Eisenstein: "the spectator is drawn into a creative act in
which his individuality is not subordinated to the author's
individuality, but is opened up throughout the process of
fusion with +the author's intention, just as the individual-
ity of a great actor is fusgd -with the individuality of a
great playwright in the exeation of a classic scenic image..
In fackt, every spectator . . creates an image in -

. aceordance with the representational guidance, suggested by
the author, leading him to understanding and experience of
the author's theme. This is the same image that was
planned and created by the author, but this image is at
the same time created also by the spectator himself."
(Eisenstein, -in Langer, "A Note on Film", 414)

81Ri,c‘hardson, "Continuous Performance, V: There's

No Place Like Home", 45. S B )

82Lange_r,""A Note on Film", 413. -
83Deer, "Strindberg's Dream Vision", 253.

84Beach, The Twentieth-Century Novel,,409.

-

 85yp34., 409. Emil Jannings, the Germah%Abtdr:?yas‘

the central figure in Murnau's film, The Last Laugh (Gerhany,
, 1924). | | - |
, SR

Ibid., 525.

86

87

Ibid., 525.
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. 88

89
Novel, 50.

Ton

L oo

Ibid., 525.

Humphrey, Stream of Consciousness in the Modern

9oi.évin, James Joyce, 88. See also the chapter,
"Joyce's Visual Imagination," in Ryf's A New Approach to

Joyce. '

91Eisenstein7 Film Form, 105.

921pid., 184-185.

93Ibid., 104. Eisenstein's and Alexandrov's

October had been released in 1928. Ivor Montagu, referring
to Eisenstein's reference to Joyce's request to see his

films, has stated that "because of his near blindness" the
screening could not be made possible. (Montagu, Eisenstein
in Hollywood, 29) ' : ‘

o

94Ibid., 104. Eisenstein continued: "Literature's
most brilliant achievement in this. field has been the immor-
tal ‘inner monologues' of Leopold Bloom.in Ulysses." (Eisen=
.stein, Film Form, 104) ' o

gsLowry, Selected Letters, 192.

96Lowry, "Preface tb a Nével", 28.

97Lowry, Under the Volcano, 266.

98Lowry, October %érry to Gabriola, 132.

9gEli'ot, "The ﬁove Song ¢of J. Alfred Prufrock", 14.

100wary, October Ferry tc Gabriola, 133.

101

‘ Lowry, Dark as the Grave Wherein My Friend is
Laid, 249. ' .

102Lowry, "Tender is the Night" (unpublished fiim

script), 83. : '
S e

103rbia., 84-85. e
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‘ 104Edward Murray in 1972 listed the following
Robbe-Grillet films: Last Year at Marienbad (1961); The =
Immortal Woman (1962); grans—Europ—Express (1968), The Man
Who Lies (1969); and Edén and After (1970). (Murray, The
Cinematic Imaglnatlon, 285) R -

105Robbe-Grillet, For a New Novel, 149.

:/)\\J— 106454, , 156.

107

Shattuck,'The.Banguet Years, .341-342.

- 108

McLuhan, Understanding Media, 258.

109Morrissette, "Cinema and Literature", 232.

110yy54., 2340 o -

‘ 11lMorrissette, "Surfaces and Structures.in'Robbe—

- Grillet's Novels", 10. R , ‘ N

112Morri-ssette. "Cinema and Literature", 231. L

"PART TWO.

1

Isherwood, Lions and Shadows, 86.

2artaud, "The Shell and the Clergyman", 65.

3R:Lchardson, "Contlnuous Performance, VI: The '
Increasing Congretation", 61 62. o

4Although Richardson herself did not contribute to
each issue, Close Up appeared monthly from July 1927 to
Decembexr 1930. . From 1931 to 1933 it was published only
quarterly, but in a somewhat enlarged and more profusely
illustrated format. Attracting writers associated with
innovative llterary movements, it prov1ded -a forum for
serious discussion of the cinema.

Bryher, who married Kenneth Macpherson, edltor of
Close. Up, in 1927 ‘wrote in 1962: "Close Up was born on a

v
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capital of sixty pounds. We expected it to last three issues
. and had five hundred copies printed. It was an immediate
success and when we ended after the collapse of the silent
film, six years latgr, we had five thousand readers. . . .
- Switzerland was a §§?§gg§hplace for our headquarters. It -

was possible to see Fren®h, German, American and English
films all in the same week." (Bryher, The Heart to Artemis,
245-246) ’ :

The tone of Huntly Carter's description of Close Up
contrasts with that of Bryher and of Richardson. He wrote.
in 1930: "“The Film Society and 'Close Up' clique have
always done their best to convey .the impression that they
‘are obsessed far more with technique than with social
content. Indeed it is doubtful whether the leaders and
members of these two groups have any knowledge of sociology .
and the transformation which present-day society is under-
going. Their game is quite plainly to promote the idea that
the moving picture must be detached from actuality and = P
infuse it with a new aesthetic having nothing whatever to

do with actual fact or a life-centred society." (Carter,
The New Spirit in tWe Cinema, 290) - |

. 5Richardson, "Seéven Letters to Dorothy Richardson
" [1950-1951]", 108. - ' : ' .

o

_ 6Richardsonr"Ccntinuous_Pcrformance, V: ;There’s
No Place Like Home", 44. ' : : ’

. 7Richardson/ "Continuous Performance, IX: The
Thoroughly Popular Film", 44. - :

" 81pia., 4e.

’Ibid., 46.

loRichardson, "Contindous'Performance, [I)]", 36.

\ llRichardson, "Continuous Performance, [XIII]:
Pictures and Films",ﬂ53—54.

121pia., se.

l3RiéhardSon; "Continuous Performance, IX: The
Thoroughly Popular Film", 44. -

of

Mibia., 45,
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131pia., as.

161pia., a5. . -

17Ri charason wrote in 1928: "there is an epithet,
a single word, half awestruck and respectful, half
hilariously mocking, coined in the largest nursery of the -
new civilisation, by some citizen of the lower world
wandered by chance into alien territory: highbrow.".
(Righardson, "Continuous Performance, IX: The Thoroughly
‘Popllar Film", 46) o - ‘

~ .

_ ;  18Richards'dn, "Continpous Performance, IX: Thé'
Thoroughly Popular Film", 46-47. ’ o :

: 19Ibid., 47. Some months later Richardson again
insisted that "welcome for the FILM does not by any means
imply repudiation of the movies. The FILM at it's utmost
possible development can no more invalidate the:movies than
the first-class portrait . . . can invalidate a sfap=shot.™
(Richardson, "Continuous Performance, [VIII]: P;étutgs and

Films", 55) | | .
,)

v 2oRichard‘son,' "Confessions", 71. The entire v
paragraph reads: : "The cinema. Cafés. Any street. Any -
‘garden. Mornings. ‘Sundays. Brown bread and Cornish. butter.
Soap. The cinema. Onions.. Split greengages. Cigars.
Berkshire bacon. The cinema. Munich Lager.. Conversation.
Dry champagne.. . Planter's punch. Gilbkert and .Sullivan.
Bach.” Antheil.  Bach. Wagner. Beethoven. Beethoven.
Beethoven. Bach. . Bach. The cinema. Quaker meetings."
(Richardson, "Confessions", 71)

2lypia:z, 71.
22Richairdson, "Continuous Performance, IV: A
Thousand Pities", 63-64. ' ‘

23Ri¢hardéon, "Talkies, Plays and'Books",_SG._

24

25

Ibid., 56.

SN

Ibid., 56. . = o

\

- . 26Richaidsgp, "gqntinuous Performance, [XIV]:
Almost_Persuaded",‘34. »
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1 ¥

’~27Ibid.; 36. Richardson wrote'comically: "If,
beside the film grown solid and sounding the. silent magic

lantern

show persists as we are told it will. . . . But

will it, for example pay? 1Is it not. already old-fashioned?
-We are reminded of a lady who remarked on hearing that : '
Paderewski 'had played 'The Bee's Wedding', ‘That old thing? J

Why Winnie could play that when she was eight!' Alas, alas,

valag," (Richardson, "Continuous Performance, [xxviy:
_ "Almost Persuaded", 36-37. - C . '
28

Almos; Persuaded", 32.

"30

Richardson, "Talkies, Plays and Books", 56.

2-S’Richardson, "Continuous Performance, [XIV]:

Ibid., 33.

31

.

Ibid., 33.

! o : L
32Richardson, "Talkies, Plays arnd Books", 56. -

'33Anon, "Novels", 474. The writer of this article,
which includes a review of Interim (1919), also pointed out -
that there are stylistic analogies between Richardson's o
work and that of Joyce, and-that there are traits in her .
work which reflect the practice and theory of the Futurists.”

WyndHam

Lewis frequently linked both Joyce and the Futurists

to the cinema.

- article

34Mur;ry, "The Break-Up of the Novel", 298.
35Hydé, "The Work of 'Dorothy Richardson", 511.

36Anon, "Misszichardson‘s New Novel", 403. This
is a review of Deadlock (1921). ' '

.37Ahon, "The“Tunnél", 331
. ' q :

38Collins, "Dorothy Ridhardson and her Censor", 100.

-39Maisel, "Dorothy M. Richardson's.Pilgrimage", 89..

' 507-508.

e

40Wagenknecht, Caﬁalcade of the English Novel, ' = e

~



250

‘ 41Edel, "Novels of Influence", 743. Edel was
quotiny from the last few lines of Pointed Roofs (1915).
It should be noted that Edel's suggestion that Richardson .
"anticipated" the moving picture is erroneous, if only at
the factunal level. Richardson rather "mimed" the moving
picture camera in her fiction. S

' .4261;ckeh, "Dorothy M. Richardson: The Personal A\ !
'Pllgrimage'”, 596¢. -

43Richardson wrote in 1933: "the war finds one with

the first chapter written of a long,. long book, and the sec-
ond Hégun, and the third in shape, one is therefore, when
.the time comes, incensed in being ¢lassified as a post-war

" writer altogether." (Richardson, "Beginnings", 198) 1In
1943 she wrote: "The first chapter-volume of Pilgrimage, i
begun in 1913, was finished just before the outbreak of -
war. Various publishers refused it and it finally appeared
in the autumn of 1915." (Richardson, "Data for Spanish
Publisher", 9) ' e

.44Miller, "The Red Herring", 5.

45Richardson, "The Artist and the World To-day",
94. L } ‘ .

6Richardson, "Autobiographicél Sketch", 562.'

*71via., se2.

I81pia., s62. ,
I1pia., se2. o : | (
. [ ' ~
50Even in life Richardson resisted the principle of
the “conducted tour" which raised in Her the suspicion of
ulterior motives. The army of social welfare personnel who

life" were suspect in. Richardson's opinion: ‘"Contact with
them may be for the lost a tour of paradise; but it is g .
conducted tour." (Richardson, "Continuous'Performance, X:
The Cinema in the Slums", 60) ' ] _
Richardson dig acknowledge that, indeed,,every

novel -like any work of art must be considered, in one sense,
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~a conducted tour; that is, a conducted tour "first and
foremost into the personality of the author who, willy-
. nilly, and whatever be his method of approach, must present
_the reader with the writer's self-portrait." (Richardson, )
"Novels", 190) Thus, even when a writer "projects his !
material on a screen," he is nevertheless in one sense _
quite visible; "present, if we seek him, only in the atti-
tude towards reality, inevitably revealed: subtly by his
aceent, obviously by his use of adjective, epithet, and
metaphor." (Richardson, "Autobiographical Sketch", 562)
Similarly, of course, any film, even one without

" sub-titles or vocal sound, is really a self-portrait of the
artist who, ultimately, "can no more eliminate the caption
than he can eliminate himself. . . . A work of pure fantasy
bears its caption within." (Richardson, "Continuous
" Performance, III: Captions", 55). '

-

51Richardson, "Data for Spanish Publisher", 19«

52Richardson, "Forewoxrd [1938]", 11. ,

531pid., 11.

_ 54Rlchardcon, "Autobiographical Sketch", £62. 1In
an essay.in 1948 Richardson provided a similar set of
alternatives, although she added a third, intermediate one.
The author, she wrote, "may face his audience after the
manner of a lecturer, tell his tale, interxrpolate the re-
guisite information, descriptions, explanjations; or, walking
at his side,. letting the tale tell itself, come forward now
and again to make a comment or drive home a point; or, '
remaining out of sight and hearing may, so to speak, project
his material upon a screen."- (Richardson, "Novels", 190-

©191) - - N
B | | Y

55R1chardson, "Continuous Performance, III:
Captlonsﬂ 56. ' B : : R |

56Richardson, "Continuous Performance, [XVII]:
Narcissus", 184-185. Richardson wrote in 1929: "the snap-
' shot [like the movie] . . . is food for all. It can't go
wrong. It is innocent, and its results go straight to the
imagination of the onlooker, the collaborator, the other _
half of the game. ™ . .
The charm of the first movies was in their inno- .
cence. . . . Like the snap-shot, they recorded, .. . ,-the
snap-shot records what are always ‘and everywhere food for .
a dlscrlmlnaEThq and undiscriminating humanity alike." :;b
(Richardson, "Continuous Performance, [XIII]: Plctures and

Films", 55-56)

~
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- 57R:'Lcha'rdsc:m, "Aﬁtobiographical Sketchf, 562.

, 58Richaidson, “Continuous'Performance, [XVII]:
Narcissus", 184-185. < ' :

59Richardson, "Continuous Performahce, [x]", 36.

601pid., 36-37. Richardson added that *though a/
gderchestra can helghten and deepen effects, a piano
Py one able to improvise connective tissue for his
o . {hémes is preferable to most orchestral accompani- v
o A a later essay Richardson cited the case of a
) f¥inducted orchestra which in her opinion brought =~~~
ti "destruction of the relatlonshlp between onlookers
e.was quick to add, however, that "any kind
“ofMisical noise is better than none." She said too that
she Siice. had endured an occasion when an orchestra had:
failed to:appear, *and the pictures moved silently by,
lifeless and colourless, to thé sound of intermittent
talking and the continuous faint hiss and creak of the
apparatus." (Rlchaldson, "Contlnuous Performance, II:

‘Musical Accompanlment" 60) o

isichardson, "Continuous Performance, II: Musical
Accompaniment", 61 '

62Rlchardson, "Continucus Performance, III:
Captions", 55- 56 o o T \ -

, 63Rlchardson, “Céntinuous,Performance,»[XIV];
Almost Persuaded", 36. . |

64Ibid.,‘31.
' 65Vocal sound, said Rlchardson, is more likely to-
be "dramatic" than . "c1nematograph1c."» (Richardson, :
"Continuous Performance, [XV]: Dialogue in Dixie", 217)
) 66'Ri‘chardson, "Continuous Performance, [XV]: . o .

Dialqgue_in Dixie"™, 214-215..

A

67 1bida., 215.

681b1d., 215. "Music and song," Richardson--
remaining consistent with her earlier statements--continued,
"demand onjy.a distributed hearing which works directly as-
enhanbemeng rather than diminution of the faculty ofvseelng.



But concentrated listening is immediately fatal to
cinematography." . In another essay in 1930 Richardson -
improvised a theorem which she/applied to the talkie: "it
is impossible both to hear and to see, to the limit of our
power of using these faculties, at one and the same
moment.®" (Richardson, "Continuous Performance, [XvI]: A
Tear for‘'Lycidas", 198)

69Ibid., 216. While the poor quality of the sound
and the noise of the projector must have reinforced her °
opinions, Richardson maintained that even if "the technical
difficulties of speech are ultimately overcome, the results,
like the results of the addition to silent film of any kind
of realistic sound, will always be disagtrous. No spoken

e~ £33m-will-ever-be-able-to hold-a-candle to silent drama, . __

will ever be so 'speaking.'" (Richardson, "Continuous
Performance, [XV]}: Dialogue in Dixie", 216)

70Richardson,'_"Con’tinuous'Performance, Iv: A -
Thousand Pities", 62. : ‘

¢ -

T;Richardson, "Continuous Performance, V: There's
No Place Like Home", 46. :

' 72Richardson, "continuous Pexrformance, [XVI]: A .
Tear for Lycidas", 199. One of Wyndham Lewis's main
arguments against the cinema and against the stream-of-
consciousness was their dependence on or emphasis on the
eye functioning in isolation. '

73Richardson, "continuous Performance, [XV]:
Dialogue in Dixie", 217. The caption, Richardson added,
"jis, morecver, audible, more intimately audible thar the
spoken word. It is the swift voice within the mind{" In
an earlier essay Richardson said that ‘in some films,)
otherwise badly made, the captions actually were "the ‘
better part, presenting, bright and new, truths th t - in our
keeping had grown a little dim." (Richardson, "Cogntinuous -
Performance, III: Captions", 54) — "

"74Richardson, “Continuous_Perfprmance, [XIXII]:

“néﬁictures and Films", 56.
- 75Richardson, "Continuous Performance, III:
‘Captions", 55.

76Richardson}\"antihuous Performance, [XV]:  ~ d
Dialogue inlgixie", 216. ' o R
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?7Richardson, "Continuous Performance, III:
Captions", 55. ) ’

/

7BRichardson,f"Films for Children", 25.

79M111er, *"The Red Herrlng", 4.

8ORlchardson, "Autoblographlcal Sketch", 562. v
‘Elsewhere in 1933 Rlchardson, writing autoblographlcally»
stated: "Being born in Berkshire should mean early

- acquaintance with woods and hillsand%;izs;s. It meant
these things for me. Long before thei es were known. to
me they had glven that first direct knowledge which instruc-
tion and experience can amplify and deepen, but dhn never
outdo.""(Rlchardsony"”Beglnnlngs“- 195)- S

81Richardson, "Beginnings", 195.

-

82Richardson, The Quakers Past and Present 33-34.
. N ":\

. 831pia., 34.

R . i ' - : : ‘ L
Y1vial, 3. S L

85ypid., 34. .

’ _ BGIbido r 35- -

87Ibidt ’ 35- :

881pid., 35.

i

89Rlchardson, "Continuous Performance, [XVI]: A
Tear for Lyc1das" 200.

90

Richardson, The Quakers Past and Present, 35-36.

91Richard$on, "Continuous Performance, [XIX]: The
Film Gone Male", 37. Richardson-often associated the
meanings of the terms "masculine," "plan,” and "becoming”
with each other, Slmllarly, the words "feminine," "purpose,”
“iL§§ "being" overlapped in meaning on the other end of her
, cﬂ%é Her use of the terms, "masculine" and "feminine,"
fshall be examined in the subsequent chapter of this study.

-
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v/// 92.Riesman,,"Film'and Fiction", 359,

»

fL as Charles Dickens and James Joyce. have delightfully shown

v " “Richardson, Revolving Lights, 279.
. . . )

2 100

B
-

f 93see alsoﬁp&&t Two, footnotes'bl and 107 of this " v'/
study. , . | : -
94Richardsqn, Deadlock,’iOO. - ' e

95The name, Hypo, is appropriate in the context of - .

‘this novel. It suggests the chemicadl usedmigé/ﬁflxlng T
photographic pictures. In Pilgrimage the uline eye - .-
flxes rather than frees what 1t observes. ST

o . A

96

Richardson, Revolving Lights,'3ﬁl.

97

Richardson, Clear Horizoh,'3l$.’
%81bid., 316. ¢ D o

99

Richardson, Deadlock, 207-208.

. =T

1'OJ‘Richardson, Interim, 316—515}

102Rlchardson, Dimple Hill,  549. erlam recalls
this .occasion 1ater, and again thlnks that he "with his
spy-glass focused in advance would be unable to see them."/;~
(gichardson,~March Moonlight, 644) K

103Richardson, Revolving Lights, 393.- o, fl, . .

104R:Lchardson, "Contlnuous ’erformance, [XIX]: The

~ Film Gone Male", 36.

y . '_;‘\
- 1051pia., 36. R

IOGIbido r 38- - ’ ’ L {.‘
107 '
RlchardsonPRevolvuag Lights, 280- -281. 1In her
"Foreword® to Pilgrimage Richardsorf wrote: "Feminine prose, i

: themselves to be aware, should progerly be unpunctuated,
moving from point to point without gformal obstructions."
(Richatdson, "Foreword [1938]" 513' S .
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108, c N
Richardson, March Moonlight, 613.
~ 109 " [ *
Balazs, Theory of the Film, 40. This particular
statement was originally made in Der sichtbare Mensch (19230,
a portionsof which is reprinted in Theory of the F%lm (pp.
»39-45). . ‘ ‘ T i
. o 4J
110,,. . U , o
Richardson, March Moonlight, §11. -y

»

l;lRichardson,.Dawn's Left Hand, 20.

j:"L‘?Richa'rd'son, CLpar.Horizon, 361+362. It is a
"smiling"™ proof which Miriam finally receives as. final
confirmation'of having reached her goal.

& T +

113Richérdson, March Moonlight, 635,
. i ~Wl'
o M1pi4., e3s. | | - s
- llsRichqrdsor "Continuous Performance, VIII", 55. :
‘ Richardson, Clear Hori on, 333. ) e ) /u
: Y ] - A e A i
117 - . & ’ ""3 ‘ "', . ,,'\';,(.‘\‘ ’
"Richardson, The TunnelgL;09. " -
T 1ig g " i
- Proust, Remembrance ,0f Things Past, I, 815.
' 115 o .' @”J §T ' v
v  “"“Riesman, "Film and Fiction", 360, -
vE 2200, o LG d ‘
_ T Richardson, "Continuous Performance, [XIV]:
- Almost Persuaded", 32. R

gfy‘- e 121

Ricﬁardson, ?COntinuous,féfféfmance; [¥x]", 131.
122Richafdson: Deadlock,ﬁisz.'  4 - ’ e
. — _ )
¢w~~ 123Richard80n,‘Honeycg%%ﬁ 433.
o 1241pi4., 460. A ;
' .lzsRiphardsqpfﬁﬁhtérim, 2%8.' B ’ :
12; e . . : |

“°Ibid., 312.
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129Richardson, Deadlock, 91. . |
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31pia., 106, o
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1311pia.", 200. - . {

~ . -132p;chardson, Revolving Lights, 322.
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-7 ¢ " . 133picharasol; pawn's Left Hand, 266.

VAR .

L 134Richardson, Clear Horizon, 285.

R - 1351p34., 318.

1381pia., 319.
371pia., 341, |
138134, , 384-385./ 3 |
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Ib‘id., 386. ‘,‘ /
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Richardson, Dimple Hill, 406.
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1411p34., 526. | |
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Richardson, March Moonlight, 595:
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Ibid., 610. |
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142

‘143

I . 144Riéﬁard$on; "Continuous Performance, [XVI]: A
. Tear for Lycidas", 200. ' “

¥ _ | o a .
*&;, - }45Richardson,‘Pbinted Roofs, 42-43. . S e /
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Richardsen, Oberland, 35. : . : :
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Richardson, Clear Horizon, 272. a .
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1481pia., 272.
149_. .
Richardson, Oberland, 36.
150_. )
Richardson, Honeycomb, 478.
151, | L
Richardson, Interim, 323. ’”*ﬁ”
152 CR N

R 4

“Richardson, The Tunnel, 13.°°

By

Richardson, Honeycomb, 484. = . .

153

154 . . ® §
Richardson, Pointed Roofs, 150. e
. fu'} - e
\ a W s
1351pid., 150. ‘ o %»-% .
: _ i : . PR e -
156Richardson, Interim, 298-299. - f##ﬁé o
157 ‘ 1 109 o
vidchardsgn, The Tunnel, 107. | . ] o
158Ibid.i/}07. o £
159Richaf:dson, Honeycomb, 431. ,, b 9
1601piq4,, 431. 0 b
161_. . | » ‘
Richdrdson, Clear.Horlzon, 368.
162 bler; “f;?ght",-3l3;vv | - | S

: 163Jealousy was published ‘#h French in 1957 and in
English in 1965. . . R S '

184Richarason,  "Filns for children", 25-27.

-

leSRichardson, Honeycomb, 416-417.

; 166Richandson, "Autobiographical Sketch", 562.
Although Richard#on was in principle opposed to, the use of
any labels, she resignedly admitted in 1938 that literary -
_critics, following what she saw as the masculine-mode,
“would always need to categorize, and that the labels might

as well be as uspful as possible. Earlier, in 1933, she

. -
/ N .
- \ . R
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‘had shown what she considered to be the logistical
inaccuracy of the term, stream-of-consciousness. Writing
in response to a question, she stated in 1933: "What do I
think of the term 'Stream of Consciousness' as applied, in
England, to the work of several modern novelists? Just
this: that amongst the company of useful .}labels devised to
meet the exigencies of literary criticism it stands alone,
isolated by its perfect imbecility." (Rlchardson,
"Autobiographical Sketch", 562) She did concede in the same
statement that another term, the "transatlantic amendment,
'Interior Monologue,' tho rather more 1nadequate than: even
a label has any need to be, at least carries a meaning."e

‘ In 1938 Richardson specified the other "transatlantic"
.term, "slow-motion photography." Of the' three terms,
'Richardson sald' ‘"' The Stream of Consciopusness' lyrically
led the way, to be gladly welcomed by all: who could persuade
themselves of the possibility of comparing cbnsciousness to
a stream. Its transatlantlc successors, 'Interior ¢
- Mogplogue' and 'Slow-motion Photography,,»may each be
granted a certain technical appllcab;llty laav1ng then; -
to this extent, unhampered by the deféctg of. their = ..
qualities.” (Rlchardson, "Foreword {18381" ll) ‘ A

. B J. ',,.’ , “Jffﬁ
' 167Rlchardson, The Tgnnel 18. Balézs otice wrote:‘-'“

"We know far more visual forms than &ound ‘fdims. -. . . [Wle.
so often see without hearing. We see things “Promtabar gk
through a windowpane, on pictures, on photographs.“
(Balazs, Theory of the Fllm, 212)

<

168Richardson, Honezé%mb, 28,

L A ] - -
169richardson, The Tunnel, 14-15. - &
170

Above, pp. 60-61.

e ' , . '
_ 171Richardson, "Continuous Performance, [XVII]:
Narcissus", 183. A : o ’

172Richardson, "Continuous Performance, [XVIII]:
This Spoon-fed Generation?", 307. " : . : qgi

173See Knight, The Liveliest Art, 149. #r‘

A - 174Richar%fonf:1nterim,-324.
;75Richardson, The Tunnel,- 11. .

, “~
. A781pia., 214,
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181
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184

1851154, 145,
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Ibid., 188.

Richardson,

l,881bid.., 63. . Similarly the narrator says.else-
where that within a "rose-pink cake of fresh soap were
safely stored the days to come." . (Richardson, Dimple Hill,

435) _ o

1897154., 62-63.

190Richardson,

191

. 192Richardson,
193Richardéon,

.§;A§ - 194p; chardson,
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. ~P”Richardson,
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Ibid., 140.

821pia., 136. -

Richardson,

Interim;_357.

Richérdson, Dimple Hill, 500.
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Ibid., 157.

Oberland. 62.

The Tunhel; 50.

Revolving Lights, 384.

Honeycomb, - 425.

Dawn's Left Hand, 243.

The;Tunnel, 136.

Richardson,lclear.Horizon, 381-382.

Dawn'S'Lefé Hand, 139.
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"Beginnings", 195.

Deadlock, 106-107.
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19755 chardson, Pawn's Left Hand, 155-156.

1981p5a., 156.

. 199Miller, "The Red Herring", 5. | A

R;chardson,v"Contlnuous Performance, [XVII]:
Narcissus", 185. What Richardson said about the landscape
she might have said about music as well. Lewis, who took
the opposite approach in this regard, wrote: "¥You move
round the statue, but it is always there in its entirety
before you: whereas the piece of music moves through you,
as it were." (Lewis, Time and Western Man, 179)

201Richardson; Clear Horizon, 305.-

202Richardson, Honeycomb, 394.

. A _ B * oy
Richardson, Interim, 425—426. : : o

P 4

203

20435 chardson, Deadlock, 114. “
. ———— N & ,}/

20-5Richardson, "continuous Performance, [XIiI]:
Pictures and Films", 56. - .

"206Ric'hard‘§%w "Continuous Performance, VIII", 54. a

y 207R1chard§3n, EEEQEQEE’ 215+ -z

; 208p; chardson, Oberland, 12. Wf
2091pi4., 20. -

2107y54., 21.

21lypi4., 21.

&

2127p34., 21. *®
., 2131154., 71.
. ?14Ibid., 85.
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215Rlchardson, “Contlnuous Performance, V: There's
No Place lee Home", 47. o _ ’
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Rlchardson Dawn's Left Hand, 238

Rlchardson;‘clear Horizon, 363.

Rlchardson, Dlmple Hill, 406,
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recalls the "sudden glimpse of reality" she had of her
sister, Harriet, and of others: "Within the depths of that
moment I seemed to gaze into her being. Aware of it as if
it were my own. For the first time I realized the unique,
solitary person behind the series of appearances that so far
had represented in my mind the sister called Harriet. And
as the scene vanished, its curious darkling spread, fading,
‘across the world, showing me, as it moved, dim unknown
figures as real as she." (Richardson, 'March Moonlight,

~ 608-609) ' F : .

-

R T»' 236Richardsbn, The Tunnel, 13.

237Richardson, "Continuous Performance, [XVII]:
Narcissus", 183-184. B o :
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Y

238

Richardson, Dimple-kaID 420-421.

S

239Riéhardson, "Caﬁt{nuous Performance, [XV]:
Dialogue in Dixie", 213.7 . : .

'240Richardson//DaWn‘s.Left ﬁand, 238.

241

Ibid., 238.

/

242Richardﬁson, March Moonlight, 657.
: i _
\\‘\f\ .
2431114, , 658. “ S
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PART THREE _
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E 1McLuhan,;.Un‘ders‘tanding‘ Media, 258.

?201la, The ‘Eclipse of the Intellectual, 219v220.

_ 3Lewis, The Apes of God, 402. It is Horace Zagreus
who makes. this statement In The Apes of God. He .continues,
speaking here as Lewis would have spoken: "For a decade
.«everyone has grown accustomed to watching animated
photographs of plays written for children, or for the least
bright Nippy or domestic drudge. He could not help himself;
if he went into any Cinema Theatre he was .compelled to

e
s
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swallow a mass of the bad with a fraction:of good. . . .
The film-play of Post-war is the homologue, upon the mental
plane, of the War 'gasper,' from the standpoint of palate.
And the thrillers of Edgar Wallace also are a sort of
'gaspers'.: Mental 'gaspers'. . . . They are the "Gaspers'
of this Peace--of this unhappy Truce. But if the averag¥
high-brow had not been broken in by the Film to unrelieve
stupidity, then he could never have swallowed Wallace.
'« . . We are all rats caught in a colossal mechanlcal
trap." (Lew1s, The Apes of God 403-405)

A

4Lewis, Men Without Art, 8-9. ‘ "

5LeW1s, Time and Western Man, Book II, Part I,
Chapter II, "The phllosophy of the 1. 1nstruments of research",
pp. 160-165. . ,

Crevtc, ‘mhe Bion and the Fox, 41,

Lewis,"The Lion and the Fox, 41.

p—

7Lewis, Time and Western Man, 83.

) 8wees, Vorticism and the Engli: Avant-Garde, 147.
According to Wees, Helen -Rowe was 'an actist’s model who
knew Lewis well in 1914." ' ot '

*

9

Lewis, Time and Western Man, 81.

101pia., 218.

Miewis, poom of Youth, 207-208.

_12Lewis, The Chiidermass, 182. . . € N
131bia., 10.
M1pia., 11.

15tpid., 78.

"6rewis, The Apes of God, 62.

171pia., 49.. - o
181pia., 275. : - I S
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19Lewis;»Blasting and Bombardiéring{f?ﬁz.
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20Lewis, The Demon of Prdgregg'ig'the'nrts; 18.

]

2lipia.; 95. S R

22Lewis, Monstre Gai,'l35.. In Malign Fiesta (1955),

the third volume of the trilogy, The Human Age, the
references to Hollywood again:represent the sensational ‘and

the vulgar (see, for example, Pp. 368 and 440).

23Lewis, "Film Filibusters", 101l.

241p54., 100. -

251pid., 104.

26153d., 90.

271pia., 90.
28

Lewis, The Mysterious Mr. Bull, 94, .
v

29

lewis, America and Cosmic Man, 186.
30, ' & b ‘
0I‘bid.-,'206. To- illustrate what he saw as th
wealth of talent poured out on the American radio getworks
Lewis listed, for example, Henry Aldrich, Amos and Andy,
Jimmy Durante, Edgar Bergen, Jack Benny. Bing Crosby, and
the American newscasts. These he also contrasted to what
he saw as the inferior quality of British radio. i

NS N ‘ N
4 Lewis, ‘Self Condemned, 224.

3“;ewis, The Apes of God, 538. "The Sovkino, which
came into being in 1925, employ many directors, of whom the
most important [is] S. M. Eisenstein. . . . They are the
sole distributors of Soviet films abroad and the only
importers of the foreign product."” -(Rotha, The Film Till
Now, 226) Their studios were located at Leningrad-and '
Moscow. ' - o :

B , : R : K
Lewis, The Red Priest, 63. ' : /

33

: 34Lewié, The Revenae for Lové;Alﬁl; and Lewis, Time
. Wnd Western Man, 320.  Lewis associated The Cabinet of Dr.
Caligaxri with drugs and the unconscious. : o

v
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35Lewis, Paleface, 219. Metropolis provided a vision
of the future societal problems pf}tecgnoIogical man.

36Lewis, The Apes of God, 376. Lewis, satirizing
Lord Osmund and his company, wrote: "this Theoretic - s
Underworld still shook in its criminal shoes, its Edgar
.Wallace teeth néver ceased to chatter, its Potemkin heart

was in its throat." (Lewis, The Apes of God, 376) .See also

Part Three, footnote 3.

37Lewis; The Childermass, 111.

7

A$38Lewis, BlaSting and Bombardiering, 18.

“ ’ 39Lewis, Snooty Baronet, 216.

40Lewis, The Revenge for Love; 338. See also pp.
68, 86, 89, 297, 315,7332, and 370.

41L_ewis, The vallqar Streak, 34w

Q ‘ 42Lewis, The Hitler Cult; Clark’ Gable is mentioned
on page 103, Chaplin on page 80. The American movie tycoon,
Adolph Zukor, and the German actor, Emil Jannings, are both
referred to by Lewis on pages 114 and 255. . . : =

S 43

P . Ibid., 25. In Self Condemned Lewis said of the
keepers. of the Hotel Blundell that "1ife was for [them] a
. cinema. performance. A -violent performande." (Lewis,
Self Condemned, 209) E . : '

%

44Lewis,<Hitler, 12.
- ewis. Hitler : ¢
/’V:45Lewis, The Hitler Cult, 6.
46 "- | . ’ . . >
Lewis, The Apes of God, 90.
47LeWis, Snooty "Baronet, 44.
' 48 L | e

Lewis, ‘Self Condemned, 355. , .

49

ngis; Time and Western Man, 29. L o

g 50Zolla,,The Eclipse of the Inteliectual, 220.




SlLewisL Rude Assignment, 201.

v 52The second isgué of Blast, the "war nﬁmber,"
appeared in July, 1915." | _ ) o .

53Lewis, Blasting. and Bombardiering, 35. The

P

‘"hlast"™ to which T have made specific reference is found on

'page 18 of the first issue of Blast.

241pja., 35. Lewis was the leader of the Vorticist

art movement in England. Lewis wrote in 1939: ."The
‘vorticist group' were a band of young painters led by
myself, and established in 1914, to make England a land «
safe for a pictorial hero to live in. It did not .
succeed. . . . England continues tc he a place highly
unsafe for a pictorial hero to live in.” (Lewis, Wyndham
Lewis the Artist, 67) : : i

551pia.; 41.

56Tomlin, Wyndham Lewis: An Anthdélogy, 16.

57Lewis, Rude Assignment, 129.-

58Lewis, Time and Western Man, 127.
. :l ~ i o B " 5
, 5gTomlin, wyndham Lewis: An Anthology, 16.
N N .

,GoThe revised version of Tarr appeared in 1928.

61Lewié, Rude Assignment, 148.

62Lewis, The Letters gngyndham Lewis, 552-553.

63Lew_is, The'Demonlgg Progress in the Arts, 6. -
- Although Lewis was here discussing painting, his term -
applies to writing as well. :

641p34., 3. e

65Pirandello, shoot!, 85.

661 ewis ,ItSel‘ Condemned, 91.

67

Lewis, The Writer and the Absolute, 38. .
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68Lew1s, Rottinglﬁill 198. These are Mark's words
in the story, “Time the Tiger" (pp. 163-212). The title of
the story is taken from the French existentialist film
which is discussed-in the story. In Blastlng and Bombar-
diering Lewis provided another instance giving a sense of
the pervasiveness of the cinema. He wrote light-heartedly:
"The Press in 1914 has no Cinema, no Radio, and no
Politics: so the painter could really become a -'star'."
(Lewis, Blasting and Bombardiering, 39)

§9Lewis, America and Cosmic Man, 16.

1

Ve . 70Lewis Time and Western Man, 96. Unless otﬁerw1se
indicated, all eferenceq\sre to the flrst edition (1927).

4

71Lewis, Time- Western Man (Beacon paperback
edition), viii. This the only reference in this study -

to the "Preface™ of the paperback edition. A part of this
"pPreface" is not included anywhere in the 1927 edition.

725 cwis, paleface, 74-75.

73Lewis;‘Rude Assignment,'92.

. ‘74Lewis, Tyro, No. 2, 4-5. o

7-S-LeWis, Time and’Western Man, 137. .

781ewis, Hitler, 136-137.

77Lewis, Doom of Youth, viii.

78Lé%is, The Art 9§ Being Ruled, 87.

79Lewis, "Essay on the'Objective of Plastic Art in
Our Time", 36-37, ot ' -
80Lewis, Time and Western Man, 414. 1In the
"unconsciousness" of man, said Lewis, taking his figure of
speech from the German Expressionistic film, "Dr. Freud,

.1ike a sort of mephistophelian Dr. Caligari, is waiting forfv

hlm. (Lewis, Time and Western Man, 320)

, ' B;FclassiéalfMan—-fﬁat inveterate 'spatializer'--
was in love with Plastic. Modern, Western, ‘Faustian' man,
on the other hand, is pre-eminently Mterested in Music:  he

\ ! . M .
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'fspurns and abandons Plastlc, and all its ways." (Lewis,
Time and Western Man, 407)

:82LeWis, Time end‘Western-Man,'418; : _ !
N : " Q‘
831bia., 419, 4200 R ~

841bia., 419-4z0. o

« - 831pia., 432,
‘86ypia., 432-433. ) | g

871bia., 432. o - - s

h]

o n ggBaléis, Thepry of the Film, 14%.. Referring to
what he ‘called Sartre's "cyclqne aesthetic" Lewis wrote:
"My .criticism would be this: what this fragmentary '
peepshow may gain in sensational 1n;en51ty, it loses ‘in

the more comprehensive satisfactions-which “intensity rules
~-out (or perhaps intensity is not the yord but a- technique

of the naive close-up). Though it may feed—vperhaps over=
feed—-the senses, it starves the intellect. hen since
there’ 1s no person of v1gorous mind who does not.possess the
will tb understahd, nor does anyone' care to be left ) é'y‘sﬁ
permanently in the dark, thls method must always leave a a
dlsagreeable sensation, as also will its kaleidoscopic

. chaos." (Lewis, The erter and theq@?solute, 84)

J

'lﬂ

89Lew1s, Monstre §S£' 500~30Y. While ‘the 901nt of ) i
‘the incident remains much the same, it may be that Lewis
was here thinking more of tBIEVlsiQk——"lt appeared to be A
11ghted from within"--than fllm-:-w’y , ﬁ' A

o goIbid. r 301—302‘.\::{_"{':‘:' ._.‘ '/u.(ql' T . . .

91LeW1s, The - Demon of Progress in the Arts, @46 -

‘92Lewis, Time and Westexfn Man,-208.
~ =, - o
93Lewis, The Letters gg Wyndham Lewis, 254.

94Ib:id., 254. Lewis was here CrlthlZlng what»ﬁ
.saw as the mechanlcal" art~of the Reyal Academy. * g

9SIbid,,.254~
o
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- 1pia., 254, o o R
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98Lewis, TYyXo, Nc,nz,-s."f" T ‘;\-” . .
Lewis, .The Demon of Progress in ‘thgrarts, - 80%
. Ag - —_—_ — —— et . i:,:\_k:‘
loot . oo . P TR
Lewis, Time and'Western'Man, 320.. .

e R : ] ; ) ot
' . ERR . .

: 101euis, The Art of Be efg Ruled, 400°402; dlso,
quoted in Time and Western Man® 21—122) ‘Having stated )

, that the thought~stream or wofd¥stréam of ‘Bloom's mind "was‘
supposed to be photographed," Lewis. added: '"The effect was.
not unlike the conversation of Mr. Jlngle in Pickwick."
Lewis's exp11c1t llnklng of Joyce, Dickens, and the cinema
invites. comparison with a similar clusterlng of associations
brought. forward by Eisenstein, especially in ‘his .essay, :
"Dickens; - Gnmfflth and the’ Fllm Today." - (Elsensteln,

Film Form, 195- 255) In the work of these wrlters Eisenstein
- found™ in particular paralle’: to the c1nema s use of :
montage. Lewi® used the l:iera:’ label, "naturaljsm,
.define that; qualltv in the vork >f %hese two writersd
attracted the interest of E.. wateln. "Lewis parodl
with what ' he: called the "dﬂckenSJEngllng of the Ba
., who- says .that he feels "bloomlngas:~

™ Chlldermass, 272) S '
- L . . ° e ,?, ‘ . L » : “
. ’lpoz . " " 1;- e . o - . .v ':‘f'; . v - o
" _ Lew1s, Fllm Fl%lbusters C94. e
'.{»‘ cLuhan,,Uhderstand1n4<ﬁedla, 254, : v-'.‘ P 1; - ‘xf:;
I04 iiEus, The Dlabollcal Principle and the o -?”

Dlthyramﬂhc Spectator, &7F. - .In pagtlcuiar Lewilis's argument*a'
was ‘with the Iiterary editors of ransition, fashionable -

proponents of Surrealism, who only played with the
- experiments of serious painters like Max Ernst anﬂ/de

Chlrlco, whose early work Lewis, admlred . .
l losIbldo ’. 650 . . A '
(j et loslbldo 7 655- . ‘ " . \

- S

‘ ’ 107Ibid., 68. The*romantlcally satanlc" Lay of
Maldorer had been' written by the Comte de Lautreamont, %.'

1a-n1neteen€ﬁ century Frensh prose poet.~ s , e T 47,
. S P

' R . .
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108Lew1s, Paleface, 95. Lewis took the quotathp
from Sherwood Anderson's A Story-Teller S - Storx >

109Lew1s 's orlglnal title for the novel False
Bottoms, emphasizes this theme. Plrandello, 1n.hIs novel,’
' %ﬁ@ot' (1916), also used the cinema as an extended metaphdr .
or the mutual breakdown of 111u31qp and reality. ‘i

K . .
§iuu ‘:ﬁflloLewis, Theﬁkeveﬁge for Love, 172.:
’ b . ) i
11154, 172-173. _
. llzIbid. .' 1.72 - ""a'\,: “"_ ' ‘ o ‘ ” N
v , : R i,
. 113Ibid.p 173- 174 o .
: \:’ . ] ﬁ *o,"‘“ \*{;)' N \b
J oo J. Ibld ?@%75 175 ~176, ‘and 178.
IEUURTEL L R s
- e 115 . % &
L e Lew1s, ThgﬁLemtﬁrg ofrwyndham Lew1s, -1882
16 e B T

LT Alezﬁf,_The »gfégexng Ruled 397.

- U ' o ;; ) B SRR
B }17Lewms, Tlme an&fW&ﬁ grn Man, 3, 84. ¢ .l
. F = i -
118 ‘ . .
%}ew1s, The Art ofd&élng Ruled, 400. . o
119715 o7, R “;. .
» RS E . \‘ > h. . ’j_y . 5 ‘;; . \ .
. ) ‘ ljo ).) ) ; oo ".;' ” P
- - Hev fSatlre and Flctlon, "47. Lewis illustrated

ElyeY by referring to The Childermass: PFor '
certain comic purposes it [tk e‘lnterﬁal method] likewise
has itg uses (cf. -The 'Chil@€rmass) especially when used
~in confjunction with a fu;l—blooaed Steln stutter." (Lewis;
Satlre’and Flctlon, 47) - : :

‘

’ 121LeW1s, Tlme andeegtern Man, 127. )
- N - N . ‘ v . . ¢ . .
‘ ‘322Ba:ry, "fhree Eilms", 926. _ T T,
LT o ¢ A
. 123 ' . - . : ~ -‘. . \
. Lew1s, The ‘Ledfers of Wyndham Lewis, 191. o
) “f{ 124 i ~‘ ¥ | . L T - .
T Lewis, The Ape$wof God, 13-14. Fredigopde is

96 years old AT
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» 125953, 21, 1In The Vulgag Streak (194L) Lewis % . =
- i.made similar explicit associations between cinema ‘and day- v

o e R Y ) N e o e o, )
. Y7 dreaming. The day-dream, made up of quickly shifting "inner '
¢ Y scenes"” and ["mental pictures,” is April Mallow's%¥  Lewis .-

wrote? “Her mental cinema was abruptly terminated 'by: the = - :;ﬁu
‘ arrival of her mother." (Lewis, Vulgar Streak, 20-24) .. "V % *
.‘V ‘ﬁ‘- T ’ o : . N » . el ’ .~- .;:‘ k2 ';41 “
126, .. . : e o . " R A :
“~Ibid., 18. In her "private cinema Fredigonde : s
finds herself exhibited upon a theatrical stage. The- :
copjunctidii of film and stage, together with Fredigonde's " _

‘ ‘histrionic cry of "Houp-la!" sugge“st,%.that Lewis was here
* parodying contemporary experiments i® the fise of mixed-

media, “specifically Ernst Toller's use :of stage and film

# in 1927 in his Hoppla, wir leben! - )
s *“’1ow#S, Time and Western Man, 432." '
A e o N T
“".a % 3 ;V. '.,A'- » . : .
o S, «;@' es of Gody 21. -
. » . SRS : .;: ) 1‘ . ‘”:5 el . " .‘
’ A L . N
‘:‘\ %?? b \"3']? ,-7" ’ @ ‘ T
. T ‘
{*”" ' T . "ﬁ‘ 'xf”&; .
. ?I’)A OIbid -.", i3 .‘ &5’ Q al ’ W g” o 1 )
R x R e Lo,
‘..: Ibid-"624o {b v \ : - ' 3 .0 3
Tt o. ¢ Coped ‘, . . . ‘ y o . ' . o o L K
L ' 'V‘i3zibid "hszff CL & R . g ﬁ;q
M ‘ ‘&‘n' ‘ Bt e . tr _. &‘? - . . o . . " ST | 7&' .‘: . -
dog e 33pian, 24l " I
Ty 134 R K A -
. .. 135 v T | \ |
A2°ia., 23-24. A AR
| 137 e S f
R ‘Lewis, Satire and Miction, 47. ' — *

- *}38Lewis, The Mysterious Mr.. Bull, I51.- Lewis

wrote: = "Charlie Chaplin's comedles have all been dope-

dreams [that is, humorous not satirical]: the Nirvana of

the Little Man. And the dwarfs of Walt Disney, with 'Dopey'  °_
~ at their centre, are just a herd of Little Men, instead of -

one 'Little Man." (Lewis, The Mysterdous Mr. Bull; 148)

- l39Fof exémplé, pp. 1790-176 andvﬁhe‘tbp,pffp. 272
_ of The Childermass. : o - :

<
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140swife, Gulliver's Travels§?74. : .
¢ ' - * B
141, . o '
«.~Lewis, The Apes-of God, 22. .
M21pia., 22
' oz A P .
) 1431b¢”“ SR o
s L e : e
T MAynia., 23,
ce 1%5mpia., 24,
146 . o ' t ‘ . :
. "Lewis, TheAW1;d Body, 246. ‘ . N
1471654, 250, A Lo
mid, s

. . 4’0‘ . ‘-'. S - § w : S :
1491bid.,fzasjgsséla'salazs,wrote that- "ghR photo- -
‘graphic cafjicatuter #5%m re,murdérous“[thquthe drawing]”
‘because it is more authenfic." . (Balazs, Yheory of  the

4
]

Pilm, 104) : .
—— ) ) . . o . -ty - g’ o, f
’ . #y - S AR A S o g8 Lot
| '.lSOLQwis; The Apes of God, .23. - o B
o | e S L .
» - ‘1511bid., 24. | - Coe Cow R, AT
U. - - : N . . : - . .’ - ' '.
) . . - um” e N ' -
" 1§?Lewis,_Satiﬁﬁ'and:Flctlon,46. o
, . , o LI
" 1331pia., 46, T e

) ;54Ibid.,_48. Lewis's references ‘to natural
stience varied significantly in application from time to
¢ time. * THe term, natural science, related to the way of
seeing of the camera, describes at different times the
.- Lewisian satire as weld as the stream-of-cdnsciousress
‘mede. In.The 'Art of Being [Ruled Lewis associated the .
inside of things with natural science: "The more art. goes
> ‘to science for its dnspiration, the more of the inside of
things, and the less of the outside -of things, it will gg;iﬁ
~into its shop. I have defined art as the sciencey| wdehe
outside. of things, ‘and natural science as the'sciéfce of:-
the inside of thinggl™ (Lewis, The Art 6f Being Ruled,®
’ » Lewis clapgfied his use of the terms in Time and-

-
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Western Man. Here, having first discussed scientific
naturalism as the ' mode of Ulysses, he said: "there are so
many varieties of naturalism. Some scientific naturalism
does deal with things from the outside, indeed, and so
achieves a very different effect--one of hardness, not of
softness., But the method of Ulysses imposes a softness,
flabbiness and vagueness everywhere in its bergsonian
fluidity." (Lewis, Time and Western Man, 120%°
In any case, the "truth" of Natural Science itself

is only a style of truth. Speaking of fiction writers
Lewis (as Zagreus) said in The Apes of God: "the more

the average person is invested.with the signs- and powers of
a super—puman 1mpart1a11ty, the more Eartlsan—~more partial
and human, he 1is sure,,ln fact, to be. Instlnctively he
uses the 'impersompality' presented him by natuxal science.'
(Lew1s, The Apes of God, 260) He cautioned: ithe

1mpersona11ty of science and- 'objective'’ observatlon is-
a wonderful patent behind which the 1nd1v1dua1 can 1ndu1ge
in a riot of personal egotlsm, 1mp0851b1e to earlier
writers; not provided with such a disguise." -(Lewis, The
:Apes of God, 260) He pointed out the irony: "The air of
~being "scientific' and the paraphernalla of 'deta&hment,
used by the average literary wo“kman, result in something .

“the oppositggof whaf you are led to anticipate. - The fiction

produced in, thls manner becomes more personal than ever

- before. 4 v -[A] mask of impersonality nerely remoyes the

_J%; a. llttle truly detached
) .

o

e g o LT

Ibid.; H

15 GIbld., 46. . . . - L (\

155

, 157 gid.; 46,» Thé same crltlc, Montgomery Belglon,
spoke of the-Kein eplsode in The Apes of- God as one-in. -

- which "the whole thing is somehow made to stand still, as .

if it were*a slowly -unwound film: it is like a plcture.
("Have with you to Great Queen Street'": see Satlre ‘and

" Ficgion, 31) ° O, .
N ) S o o
s 181pia., 49.. 7 . L .
' 4

- 159 . ‘. . . . . . L " N . - P ~ : "_ N

‘ Lewis, "Introductien", n. pag. , .

.‘ ~ . . p - \ , v . : . .
160 . . s s . : :
Lewls, Satire and Fiction, 52. . . .
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Co Libid. , 52-53,
lezlbid., 89, TR
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163Isaacs, An Assessment of Twentleth -Century Lit- g2
erature, 124. C i
164 .

Lewis, Time and Western Man, 119. -

-~

1651pia., 106, » . - | s
6Ibld., 16. Lewis was here quoting Alex 'dé&i " «

Moszkowskl, Einstein's "Boswell," who 1n,yv 1 wrote
Einstein:  Einblicke in seine Gedankenwel a work whlah

grew out of his conversatlons WTth Elnsteln.

v - . . o . & @ \
) l'67Berg'son, Creative Evol .fon, 331.3 - w
. Y8mpial, 3320 L T e
6 o .\Q' o _: . . o " . P ’@
R 9Ibid.¢,332. L R R N
_'gr , » €0y . T LA e
B l7olbld-r 334-¢ o - ’ o
".m . . . - ’ . ‘;‘D"A: »
| 1711b1d., 357.. :
?!l,&?‘ | s f. “; vij_‘d Ly 34 3 . . B ‘ '.‘ ) 71 - . . &y - R .

. 174Bergson,'Cre'ative EV%lutiOn,f360:w.'
1751bid., 361.
7 %
176 ‘n.‘ » * . .:/,
5Eadweard Muybrldge began making "series Ly !

pictures" which were analyses of the motion of, flrst,,
horses, as early as 1877 in Callfornla.

e

177B‘e.rgson,Crea'tive Evolution,‘361.

! . 17§Mciuhan; Undefstanding Media; 254.

3

. l79Bergson,vCreative-E\tolutienf, 366.

Ibﬁaar 374 ",,_'f STl

: 1811b1a., '374. S

e
pid

—



&

*lsszld , 372,

. *831pi4.,372.
‘ t].‘8”4I.bj-dc " ‘3730
.‘ A‘:'s': s : . ' l
9 imial, ama | A | RN
S oy B _ .
g{t"g'lsaEmbler, "Fllght" 310.' : y .
b‘n . 8‘% .m‘ (7 '. R4 . ‘ A .
' % Bew1s, T%mé and3Western Man, 169.
& . B ) -
“1881b1d e ' ‘
T .s'ue‘,”‘-#ﬁ ¢ L e o
A E ’4. B lBgIbld- r- 18‘1.«# Lot 7;”, ) ; ’ ; ’ \5
S ' }' P S
‘;«' RN %%91b1d., 171 172.. w e, ‘? o
%,ff“lslibld‘, 212 . “<”.'ﬁ‘” e
Y S .a: - ,:» .;,'a T e T . B ~.f. B
t , . N

i MW‘Igzlbtdff *7 " In & descrlptlon,ﬂhlchéas
1nterest1ng both in 1tself #nd @s. a p01nt of comparison . °
‘*between Lew1s§s and quothy Richardson's attitudeés toward .
”Jmusfc and its usefulneSs, Lewis discussed the muﬁpal ’ 9
exclusiveness.bf the visual . (plastlc,_concrete) and the
aural (musicalj emotional) modes of expression.by, referrlng
to abstract art: "You know what my feeling about 'abstract
art' is. To re uce the materéal of ‘the-ydisual world to the
~abdtractnéss of a musical compoéltlon 13 qulte impossible.

. What you get if you att®mpt to do so, i 1nescapab1y
concrete. It has been tried out, and the results are LI S
unsatisfactory. 'The visual has not the emotional appeal .
* of the aural: another difficulty. _Very nice effects can B
- be obtaineéd in the course of such attempts heroically to,
abstract, but, in the mass the effect is very empty\"
ZLew1s, The Letters of “Wyndham Lew1s, 361) -

s

1931pia., 449. ) o

T - Y1pia., 434

- 195mpy4., 1680 ¢
1967434., 453, ' D o
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1971pia., 435. R
§ ' ' 'd _
‘@, 198 o

“Ibid., 453.

v

1991154, 443-44%2.

2005, :4., 445. "% o
2011y54., 103.
2021p34., 178-179.
_ ‘ .ingLewis recalled in Blasting and BOmbardieriﬁg that
‘during hi$ "Blast period” (1914—1915; he was often called

a Futurist, "though," he said, "this was a misnomer."
(Lewis, Blasting and Bombardiering, 26) '

3
i

204Lewis,.Timé and_ﬁestern Man, lSiu

.

work Lﬁm”}‘»-:”'“ ithin the dominions, geherally speaking,
of thedbikat God Flux, are to-be found . . .. the psycho= . o

analysts, ‘futurists, dadas, proustites, etc."  (Lewis,’

The Art of Beéing Ruled, 397) He noted too with sofie - -

- Humour: ~"[Bergson's] philosophy of movement and ghange.

. ‘makes him the best spokesman of the Iife lived by the_ -
typical american business man." (Lewis, The é{E'Qﬁ-Béin
Ruled, 386) In The Childermass Hyperides sees the Bailiff
as a futurist-magician figure: . "With your convex and
concave mirrors and with your witches' cauldronm, Time,

into which you cast all the objects of sense, softening and
confusing them in your 'futurist' or time-obsessed alchemy, ’
are you not faithfik to the traditions of the magician?"
(Lewis, The «Childermass, 150) The Bailiff's heaven re-
creates the essencésof Léwis's interpretation of the.

bergsonian uhiverses “There, one is denied one's will, and~

‘ _ becomes a "static souvenir™: of one's self, orL as the

4 Bailiff tells Macrob, a "habit of a habit--of a Habit."
(Lewis, The Childermass, 230, 224) ' o
. i . s -

206

Lewis, Time and Western Maﬁy 175, v

2°7Ibid,, 181.-' ; . R '

2087p34., 2175, 0

2091p34., 213.

. ‘ ,
395 . , . : o s W
jf}usLewis, The Art of Bein -Ruled?$388§h41n-thé same
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210Lewis, Blast, No. 1, 8.
{
2llLewis, The Apes of God, 28.
2121pia., 44. ' L
a . . o
213

Lewis, The Revenge for Love, 370.

2141bid.7f3604351- S .
2151134, 358-359. | -
2161pia., 359. - -« B -

217 v ' '

Ibid., 359-361.

: , .
-218Lewis, Time and Western Man, 435.

1y ,
f
2194pia., 118.

' - o W

220p; randello, Shoot!,,105-106.

Lewis,,The Le£EErs§8£ wyndham Lewis, 540,

221

e

* ' 222Yéats, in Carter, "RationaIiSt‘iﬁwHellf,.326. Y

223

Lewis, The Childermass, 3. ’

., 224McLuhan\,jUndér’st‘a‘n‘ding Media, 31.

o a

- 2251 6wis, Time and Western Mar 120. It is ,
informative to note that Dorothy Richai -son, writing ofy
novelists such as Joyce, suggested thatthe .reader, forwy
what-she called a reward of. "sheer delight" and "inex-
haustible entertainment,” should "plunge, provisionally, (
here and there# - enter the text and look innocently about.™ .
s(Richardson, "Adventurg-?or Readers", 51)- o ‘ ..

- 2‘?G'Ibid.,‘l;lllx. ‘Lewis wrote in The Art of Being .
Ruled: '"Bergson is throughout recommending capitulation to
the material in’ strucgdle against which the greatest -things
in the world have been constructed. This fashionable,
uriskeletal, feminine philosopher of the flux wished (with
more chance of succeeding than the merely-very noisy

v
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Masiimetti) to deliver al%?thls up to the Tiver-god, to the

"god 'Flux, once more. BN .
I am an artist4¥ﬁé£, through my eye, must confess

to a tremendous bias. n my purely literary voyages my eye
is always my compass. °‘The architectural simplicity'--
whether of a platonic idea or a greek temple--I far prefer
to no idea at all, no temple at all, or, for instance, to
most of the complicated and too tropical structures of
India. Nothing could ever convince my EYE--even if my
intelligence yere otherwise overcome-“that anything that
did not possess this simplicity, conceptual quality, hard
exact outline, grand architectural proportion, was the
greatest art. Bergson is indeed the arch enemy of every
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