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ABSTRACT
p]

This theSis examines evvdence of consCious artistry in

John Bunyan s The- Pilgrim 8 Progress, the Second Part.

The first chapter establishes, on’ the basis of Bbth internal
‘and external eVidence, that the work is the product of

mature and conSCious artistry. The Pilgrim 8 Progress,

K -~

the Second Part, issseen as a fitting culmination“of
Bunygg's fiction ‘works. The second chapter considers the
expression of consc10us artistry in the creative development
of an interaction between the core text and marginal notes
as welL as in the achievement of intense reader involvement
.through dontinual reference to other texts, notably the\
Bible and ghe>§@?§rim s _Progress, the First Part. The

-_,...,-

third chapter ﬁxamlnes the role of the fictive chief

narrator and various inset nagrators and finds that these
'narrating characters reveal Bunyan s art in contrslling pace |
of action and narrative distance throughout the work

N
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I consider it a pr1v11ege to have had . the advi®e and

.‘encouragement of Dr. 'James. F. Forrest ‘as the51s SuperVLSO;
To "have hgd access to the, Bunyan materials in the Bruce Peel
.Special Collectiohs Li§Tgxy during the»preparation‘of this
-thesis was also a speciai'privilege. ‘I was given gracious
and expert help. by Ms. jeannine'M;.Green aha others of tbe
staff in my examina%ionﬁof rare early editions of The
Pilérimfs Prgg;éés and of bther‘reléted materials I

’

?ppréciate the hélp I recelved in accessing these rare

&éterialg, I also apprecxate the adFllablllty of the Bunyan O

q.lleétion as aswhole, a resource which makes the study of’

-y

Bunyan at the University of Alberta a special opportunity.
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I. .Bunyan's Artistry 'in The Pilgrim's Progress, ’

. the Second ?art

«

The Second Part of The Pilgrim's Progress (1684)

demonstrates John Bunyan's artistig maturit? and reflects
his spiritual ﬁaturity. The self-focussed authorial pufposev
of the First Pgrﬁ—-"l did it mine ownself to gratifie"
(l)--is replaced with a sober awareness of responsibility to.
an established audience. The early delight in the creative
experience--"Still as I pull'd, it cgme" (2)--is replaced by
a more conséious exercise of craft and artifice. Certainly,
the "pulling" of the material of the First Part is the act
| of an art&st; in the writing of the Second Part, howéver,
Bunyan is less ‘overwhelmed by an erupting work and mdre
~consciously manipulating his enlarged repertoire of ~
narrative strategies to ;ccompk£§h an amplified didactic
purpose. - ‘
The solitary indévidualismg§f éhxistian in the First

Part is broadened to include an entirevgoﬁﬁunity as

—
L A

B
A
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Christiana nfkes her pilgrimage. The “assured theology of
charity"” which is dominaqt‘in the’Secénd Part‘(Sharrock,
cagebook 179) suégests that, in thé'Second Part, John
Bunyan deliberately sets forth "a more excellent way": th
way of aharity which shrq&sges'even(the,way of fa{lh and
hope set forth in th{ ﬁifst Paré; In 3?15 str?ctdre, he
‘follows a pattern eétgblished by St. Paul: ;\ ’

- ‘ . . _
But covet:earneétly the hgst gifté:‘ and yet shew
I unto you a more excellent way. . . .And now . S

-abideth faith, hope, charity, these three; but the

greatest of tRMese is cHarity.
[

(I Cor. 12:31; 13:13)..
It is surely no£ an accident that Christian'dztwo coﬁpaniop‘
in the First Part are Faithfulxénd Hopeful, while most of
Christiana's numerous companions either demonstrate aspects
of love, as do Mercy and Great-heart; or provide opportunit
for the §gmonstration of love, as do the children and the -
various weaker pilgrims. Roger Sharrock considers

Christiana's phrase, "Bowels [i.e. pity, tender feeling]
» : . :

bechmeth pilgrims" to be "the keynote of the book"

'

(Casebook 178).l
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-Hunyan's artistic presentation of the "more excellent
way" mirrors the theme ag, in the Second Part, hé reaches
hhis highest and most conscious artistic acnievement.‘QJames
F. Forgpst says, GTheEe‘is about the second narrative an
‘artiftic self-cpnsciousness éh&t is far more pronouncéd than
in the ea;lier piece" ("vision" 109). Charles Baird, who

argues that Bunyan's gradual development of mimesis can be

traced through his major works from Grace Aboﬁnding

through to the Second Part of The Pllqum 8 Pr‘gress, sées

the Second Part as the peak of Bunyan's mimetic achxeveﬁent

"The Second Part," he says, "is literally the most‘fully;
human of Buhyan's worksg; it is certainly the most drdmagic?
(93).% sharrock gtatesf "The first book grows direcfl}
out of personal‘experience, its form seems inevitable, and
it writes itself. . . . [T]hé second novel is a writer's
book, self-conséious, the_work of an artisﬁ with a style, . .
looking for a theme"f(Casebbok 176)..

In this chapfer we will consider a number of ways in
which Bunyan's sélf—conscious artistry is demonstrated in
the text of the Second‘Patt, considé;ing'his awareness of
- style and mode, as well as of the actual process of writing;

his ability to objectzfy the work as artlfact hi's awareness

of audience; and his creatian of artistic uﬂity both in the

*..

’



ﬁ;zvpart work and in the Second Part v1ewed -as a separate

¥
/ork ‘ & ' ; . 4 ’
! "saysout thy Say;" Bunyan tells his work 'in his verse

°

'preface“to'The”Pilgrim's Progress, . Second P&rt, "iq}thihe

~own native Language, which no man-/ . . . with ease
. dissemNle can" (p. 168). His stylistic self-consciousness

is evident. Bunyan's consciousness of exercising artistic

e in the~matter'ofIStyle is not,‘ﬁbx;jer,~somenhing new

&

fdrohimr. As.early as the publicationrof' race.Aboundimj.

lndl666, he was prepared to offeo a reaSOn for hisvchoice of

a plain etyle. R o s L. |
, v | \ .

I could also ﬁaVe stepped into a style much higher -

B
| than thls'Tn whléh I have here dlscoursed and

could have adorned all thlngs more than here I o
Lo .

"seemed to do-. but«I dare not’s God d1d not play
'1n conv1nc1ng of me; the dev1l d1d not pdiy in
temptlng of me, pelther dld 1 play when I sunk as
1ntoia bottomless p1t . .wherefore I may not play .‘
in myﬂt\gatlng of them, but_be plaln ‘and simple,
and lay aown the thxng ;t 1t was: he that 11ket
.9 .let him- recelve 1t, and he that does not, let

) 4 ad

'h;m produce,akbetter. e (GA 3)

. - : )
~ : ‘ . o
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~This~hfghly self—conscious paragraph'tells not only of
~Bunyan's specific selection‘g% style‘and,the reasoning by‘
"which he arrives at that style, but also of the temptation
to use a more ornamental style which he has met and resxsted

in a conflaet~wh1ch has both artistic and Spiritual

elements. He has clearry also rejectedQPart for art's sake;
as a kind of game which he will pot play. |

There can be llttle doubt that the'“plafn style" in

whach Bunyan clothes hlS allegory 1n both 1ts parts is the /

. /

'product of careful reflnlng of his wrltlng. The "garment of‘

7

style" (Fletcher 161) he so conscxously chooses stone‘_ lﬁ
fitting to the Puritan‘attitude toward. ornamentation. "The>;
A ‘

Puritans. . denuded the Stuart mode of all \its frlpperies.»

.. '[S]add colours' were the fashlon. A The,man s
Jacket was shorn of all trimming. .A.’.' He wore no
lace- edged collar or cuffs and hlS collar ‘was tred with
plaln strlngs" (WllCOX 158 159) Th% "plaln style" as
applied to writing was acknowledged and recognlzed g; the

Puritans as suitable to written dlscourse.//Sharrock states: =~
- . w ) e '/ .
The Puritan advocated and practised the plain
T . : .
. : : N S
style, in contrast to the humanistic or |
'metaphysical elegance of'some high Anglican

N

o
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preachers, he took the simplicity of the Gospel as -

&

his model and a1med to reach the hearts of s1mple

men., . é ‘ (John Bunyan 22)

a N
L

"In denying hiﬂbelf the luxury of:a‘more elevated style;

Bunyan finds a style which matcheS‘his didactic purpose and

P _
pleases his audlence——and one whlch has, qulte 1nc1deh\a11y, ‘

been the envy of wrlters eVer since.

L4

. Bunyan is artlstlcally ‘conscious not only of his “pldun

- style,” but also of his chosen method for»presentlng

spiritual gruths. "I have used 51m;11tudes, Hos 12 10," he.

announces on the t1t1e page of both parv

oﬁ The Pllgrlm S

-

[

Progress. .He éxpands on thks in- the "Sending Forth"-fﬂ'

-

Thlngs that seem to: be h1d in words obscupe, i
Do but the Godly mind the more alure, |
To study what ‘those Saylngs should contaln,

That speak to us 1n such a Cloudy straln

I also know,‘a)darklglmllltude,; . g ?gﬁ"

wiIl on‘the'Fancie more itseif intrude,

hAnd will stlck faster .in the Heart and Head

Then things from Slmllles not borrowed. . . .

. L el O (171.3-10)
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whlle, in the "Apology" t& the First Partv Bunyan finds
it necessary to explaln and defend the use of allegory at
cons1derab1e lengthv\ln the "Sending . Forth"»of the Second
‘Part he shows a clear selﬁ-confidence about the style and
mode of presentatlon he hasgchosen. The allegorical.mode'
is, of course,‘ln contrast with the."great plainness'of
Speech" (II Cor. 3: 12) which Bunyan.consciouslyIchooses'as
-hls ::;le., hccorﬂkng towAngus Flet‘her, "Though allegory
,may ‘be 1ntended to reveal, it does so- only after velling a
delayeq message Whlch 1t would‘rather keep from any very
‘ready or facile interpretation" (330).. ’

. The advantage of "similitudes" to‘Bunyan is'that, asi
Baird points‘out "they reveal known truth and they conceal
it" (1l6). Wlth St. Paul, Bunyan v1rtually says, "We speak
the w15dom of God in a mystery, even the ﬁldden w15dom... .
[T{&e natural man recelveth not the thlngs ?f the prrit of
'God. for they are, foolishness unto hlm. ‘neither can he~'
know them, because they are . splrltually dlscerned“ (I Cor.y

~2: 7, 14). Thus, the allegorlcal mode, .no less than the
plaln style, deflnes the audlence whlch Bnnyan addresses, an
_ audlence of whlch Bunyan was acutely aware. For the moment,
" we sxmply note both the consc1ousness and the conf1dence
-,

with whlch Bunyan‘makesphls artxstlc ch01ces,1n_the Se&ondv

Part. He no, longer cajoles the reader; he cheerfully admits



N
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hat his choices reflect his tastes, apd summarily dismisses
. from his readership those who do, not' sfiare his enthusiasm: -
f‘Some love no Cheese*~some love no Flsh & some
Love not their Frlends, nor thelr own House or Home,
Some start at Plgg, sllght Chicken, love no Fowl,

]

More than they love a Cuckoo or an . Owl.

v
Leave such, my Chrlstlana, to. the1r ch01ce, .
And_seek those,,who to find thee w1ll reJoyce. o o

Q e C(171.5)

; Since we lack manﬁscriptvversions of Buﬁy&h‘QQWOrks, we
'know 11tt1e about his method of wfltlng and rev1§!on. We

can be sure that there was extens1ve rev151on, even if we

must argue: only from the llmpld clarlty of the style. We do
have‘one or two clues as to Bunyanas own awarehess of the
writing ~proc.e,.ssz, and these: p‘ointf'in ‘the di:cect'i»on of_ ' "
.ooheoious artistic awerehees,andndiiiéence in'his'cfeft. As,

eatly as the 1665'writing ofimhe Holy City, Bunyan was

e;erCLSing caref&T’eraftsmanshlp.'_“Flrst with d01ng and
then—with undoing-and after’that with doing’ agaln 1 thus dia
3 fxnxsh lt,' he wrttes (quoted by Brown 161). 4The "doing, .
' undolng and 7.vdo;hg‘agaxnf'{e‘alwholly famllier‘process to

vany‘wrlter--espeoially to one who aSpires to "plainness of

.
Y
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speech," an effect much harder to achleve than might appear
to.the reader., As Zhnsser says, "A clear sentence is no
. accident" (13).. Contrary to earlier c}ltical oplnion that
Bunyan was a naiye erter, the clarlty ‘And simplicity of his‘
'style argues for the consc1ous artlstlc crafting of hxs
=works. O o . Sl Fwi
A partlcularly 1nterest1ng ‘and telllng passage which

1nd1cates Bunyan S growing. awareness of the act and art of

wrltlng is found 1n The Holy. War (1682). Since this is

is major work written closeat to’the time of the writiné'of

.~ The Pilgrim's Progress, SecondsPart,'the attitude
-

‘expressed may be seen as 111ustrat1ng Bunyan s mature

°.awareness of the artistlc endeavour. In the passage,
Emmanuel hav1ng reconquered Mansoul and\led in a purge of
its most vicious cltlzens, sets up "one Mr. Experience that
walteth upon that noble captaln, the Captain Credence" as a
captaln.' | |
; }Then said;theePrinceeto the youné gentleman; whose
‘name was Mr. Experlence, 'I ‘have thought good to
confer upon thee a. place of trust and honour in
thlS my town: of Mansoul . e .Thus Captain
1

Experlence came under command to Emmanuel for the

'good of theﬂtownaof'Mansoul. He had for his

| ;
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lieutenant one Mr.. Skiquf& and for his cornet,

3 - . . . R}

One Mr. Memory. % (BW 155)

The importance of experlence w1th1n the Purltan .
tradition is evident in the abundance of wrltten conversion
stories and spiritual autobiographies produced’ in thss

period, extensionst Perhaps; of the testimonges presented to

. the elders 'in application for church membership. " In the

paradigmatlc presentatlon in The HolyWar%¥‘Captain'\
,Experience is joined by two other native Mansoullans in
defense of the splrltual state- Skilful and Memory. ‘It‘
°seems that Bunyan here goes beyond the Purltan concern W1th

o

‘experlence 1tse1f to emphas1ze that experience becomes more’

“ ¥ 3

serviceable to Mansoui when it is joined by the writer's

great allles- skill gpd memory. - The art;stlc trlad of '
Experience, Skilful,mand Memory underlies each ofgbunyan;s\\\\g
’ major llterary works,kas he draws on his memorles of hlS own
spiritual eXberien e to reflect by means of' his wrltlng

;skill on»the comm pllgrlmage. Had,Bunxanvnot llved and
reflected upen the_experiencesreconnted;;n grggg |

Abounding he could never haVe written the vivid and

ﬁ;convxncing scenes of The PngAlm s Progress. In both

-'parts&of The Pilgrim s Progress the contxnual reiteration

of events . forces a character to "relive varlous experlencesv‘

~

IRY
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toward clearing up his own confusion And correcting his own

mistakes" (Iser 19). ™"Captain Eﬁpé éﬁbe"‘appears in The

Pllgrlm S Progress, 'Second Part in thegperson of Mr.q_ ”
Greak-heart. And Bunyan gives to Gaius the role of spea§ing
‘on the lmportance of experxence. “I have bin’ trained up in
thlS way a great whi‘le, Noth1ng teachqg ]7ff(e~ EXperiénce. . .
(263); and later, confxrmlng Mr. Honest'sﬁverse sermon,
Gaius says, "It is‘right. . .good Doctrine, and Experience
teaches this" kZéS); _But experience'alone does'not Prodnée
the'art that is “forithefgood'of, . .Mansoul.". Only in
combination with "Skilful; and "Memory" is “Captain

Experience"” effective.- Bun}an, the conscious artist, has,
¢ . .8

in th1s passage in The Holy,War, artlculated’the

L3

relat1onsh1p between the essent1a1 elements of his art
Bunyan has a clear sense not only of the relationship.
between the‘elements,of his art, but also of.his
relationship as an artist to hls’éompleted work Thig .may
£

be 1nferred from. hlS objectlfxcatlon of the work as he

presents 1t to the publlc. His "little Book‘>(167) has a

'personallty and a voice of 1t§ own and discusses varlous

problems of presentatlon and aCCEptance with Lts author in a

-

series of ObJEbtlons and Answers. Seelng and respondzng to

" y LI ~ «
[ e

[H

‘
.

Y
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alﬁork as object is the very essence of the artistic

perspective,‘ The Pilgrim's Progress, Second Part is

[ . N U L
percéived by its author as an artifact, an object which,
once made’, has an exiStence separate from the author.

;As he sends forth The‘Eilgrim's Progress, Second

Psrt,,Bunyan is no longer diffident about there being an
£ . : L . : [

audience for his fiction. He néw knows that he has a .large

(S

and responsive audience. As for those who do not like his

style, we have already seen how they are ruled out from his
readership with a distinctlvely Puritan exclusiveness (cf

-his curt dismissal, "The Phrlistlnés understand me not " in

the introduction to Grace Abounding [l]). Yet Bunyan }s

:certainly not indifferent to his intended audience, warmly

inv1t1ng his previous readers ‘to enjoy this book and show1ng
no small delight in the. unant;cipated sxze of that audience.
‘He states that his work is intended "For Young, for 01d,
fOr‘Stag'ring and for stable" (170). ‘The concluding lines
of "The Sending Forth“ indicate  the br§adth og the audlence
\for which Bunyan intends the book:

Yea ney this Second Pilgrim yield that.Fruit,
' Ag may with each gsbd Pilgrims fancie sute,
'And.may it perswéde,SOme that go estray, :

.0
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To turn their Foot, and Heart to the rxgﬁt way.

(173.32~ 36)

who, through the book mlght hear the call of GodWl There
does seem to be a slxght shift in. emphaSLS, however. In the
First Part, Bunyan s primary intention Seems to‘be to
1ntroduce the reader to the falth, in the Second Part his
prlmary purpose seeMs to be to- encourage the reader L_ thei
. faith. . And yet whxle the Secohd Part lS wrltten even more .
ciearly for the already—conv1nced Purltan than the First
Part, Bunyan contlnues tg 1nclude non-belxevers w1th1n his
implied readershlp; He‘addresses thzs "frlnge audxence"'

dlrectly in a remarkably stern marg1na1 gloss- "Mark thls,

you,that are Churles to ypur godly Relations" (177). 'In

general however, Bunyan ls as courteous to his entrre v
- 4
audlence as 1s Great- heart to the pllgr1ms.

Desplte ev1dence of consc1ous artlstry, the Second Part
/ .

_ of The Pllgrlm 8 Progress, has lonP been seen as a poor

shadow of the . Fxrst Part. Nlneteenth-ceﬁtury critrgism

followed Colerldge 1n a "bzas 1n favout of Part I," as y

: rﬁ» T o~
’ g". ’ .

' £ 4
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Keeble notes "in his review of critical views (1). Even as

W

ardent a Bunyan devotee as his biographer, John Brown, can

*

¢ manage only this accommodation:

-~

[(Plhis Second Part of The Piigrim's”Progress is

‘not altogether unworthy of the Flrst Inferlor to
that no doubt 1t 1s, has more 1ncongru1t1es, is |
less powerfully. sustalned, and presents dxalogues

- of mediocre type. . . Yet whendall deductlons
have been made} we feel that it garries. . .enough

of charm.and indiﬁidnaldty alf itg'onn to entitle

Chrlstrana to go hand-ln hand w1th christian on

hls pllgrxmage through tlme., ¢ (264)

} .
Vo Y | i

In this century the stature of The Pllg;lm s Progress, o

Second Part has grbwn among the Crltlcs, such that ". .
commentators have come to see Part II not as inferior to
Part I but as different from it" (Keeble 1). Most recently,.
cr1tica1 attentlon has been dlrectsg to finding the ways in
which the Second Part is integrally related to the First.
Keeble notes the mtny verbal, structural and thematic links
.that,make the two Volumesﬁcomplementary parts of one whole
vision of salvationn "What 1s happenlng [1n Part II] is

that Bunyan is both placrng that hergxsm in a new

oy )
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‘perspective and enlarging the scope of his conception of it
. . . . We could almost say that it is only in Part II that
Christian assumes the hero" (16-17). .Talon likewise

concludes, "This_seqOel is not a repetition, but a

-

conclusion. . .revealling] Bunyan's advancement in the

knowledge of the soul.' If the first part’ of the workvtauéht

men how to die, the second teaches th@m how to }ibe“ (158,

161).

-t

I'4
One unifying link which I have not seen pointed out is
¢ :
,related to the genre of The Pilgrim's Progress, which

Northrop Frye claims to be "quest-romance" fAnatomx 194, .

305). Part of the tagk of<the hero ifi the quest romance is

the rescue of the heroine, Bunyan ingeniously works out
this plot within the framework of Chriétianity, with
Christian having’éf necessity to repudiate thg claims of his
wife and family in order to bring about their rescue o1
;sa;vation.v ThebSecond Part is_ghus essential to the
completion of the quest—romané@; the frequent mention
throughout the Second Part of the effect of phristian's

2

lonely ﬁilgrimage on the salvation of his wife and their
AN o
children makes it clear that Bunyan completes Christian's

quest not with the death scene at the end of the First part,
but with the closing scene of the Secohd, where it is -

. . " ;
evident that because of his home-leaving in search of salvation,

, b i o
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the entire two-parg work exemplifying Jesus' sax&ng, "E;cept
a corn of wheat fall into the ground and die;/fz abideth
alone: but if it die, it brinﬂeth'fb;thkmuch fruit" (John
12: 24),

There is,"ﬁhroughout the Second Part of The Pilgrim's

Progress, " a strorg sense of control, of managemenQ of

effect--in sho;f}‘of artifice. Forrest goes so far as to
[

see this as the greatest difference between- the two parts'of

- The Pilgrim's Progress: (
V. 4 :
"A deepened awareness of\ the ultimate significance

of art and the art-form is. . .what most(clearly

J

sepataies é%e Second part of The Pilgrim's
Progress from the first. . . . Bunyan. . .writes
in the second Part of 1684 his testament to the
truth and beauty'of [the] divineiy-ordered world
of the imagination. ("vision" iiS)

As we look more closely at one of the clearly

"artificial" elements of the story--the use of unifying -

‘symbolic motifs--we can see the sure hand of Bunyan, thei“

e

artist. A number of these motifs are obvious: the

recurring motif of "musick," which includes freduent mthion
-

of musical instruments and might be seen to include tqf
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percussxve knocking whlch is heard at the beginn&ng as first
Christiana and then Mercy knocks ihsiatantly at tho Gace

(188, 189), and again near the end of the tale in the

*

assault on Doubting Castle: "When they came at the Castle

\

Gate, they knocked for Entrance with an unusual Noyse" v
(281). qggrmu31cal motif mo;t certainly includes song--from
hymns (e.g. "Let the most blessed Ee’my guide"™ (187), and
+"Who weuid true vtlour see" [295]) to "countrey" birdseng'

(235); and, very

in the Road. True, [Ready-to-Halt) could not Dance

without one Crutch.in his Hand, but I promise you, he foo&ed
it:well. . ." [283]). The "Musick in the House, land] \
Musick in the Heart" is anSWered, finadly, by)'ﬁlgick also
in Heaven" (223). ;
Anotherjmotif is that of "family" whieh indludes both
blood and m#iriage relationships, and is extended to inclgde
a wldenlng nshber of pilgrims, so that the company in both
1ts steaéy growth and its dxversxty symbolically figures the
church, "the whole famlly in heaven and earth" (Ephe%Lans 3:
15). Related to the motif of family life and relatibnshipa
is the motif of eating and feasting, ranging from the stolen
.fruiﬁ which caused Matthew's illness (194 cf. 228 - 230)

through to the emblematic feasting at Gaius' Inn (262, 263).

F.R. Leavis notes, "The theme is pilgrimage, but the

? ?

emorably@vﬂange ("and to dancing they went

Vi



distinctive'note is that of a family party. . . .

-

i[Pfﬁritan' muatnnot be taken/to-éuggest~a-stern or morose

@‘-au erity, 05? . .any indifference‘to the graces of life.

nyan 8. 'homer'dspinituaiitﬁ entails no contempt for the

‘good th;ngs'OE“thfé world" (219). When the family and

-t

feasting images are-placed Zfz: the overriding biblical
mmation of the Church"

P context in whlch the consu
1relatlonshlp to Christ takes place at "the marrlage supper

- of the Lamb" (Rev. 19: 9),»§he motif effects unity not only
‘1nternally w1th1n the work but also externally in the

vlarger context of Chrlstlan symﬁ/llsm. ’

convincing as a demonstratlon of Bunyan s‘\bnsc1ous artvln

the Second }art is that of<the mlrror. Balrd states.
"Bunyan clearly acceptSy as the mirror 1mage 1mp11es, the

mimetic prxnc1ple of art\as an 1m1tat10n of inward and D
. outward actualltles,“ 1nv1t1ng the reader, "to understand
"'_hls own. splrltual condltlon better after reading" (10 %%)

° LN

However, the symbollc or emblematlc motif.which is most

Hxnts of _the mlrror 1mage in the Second Part lead up to

&
the f1nely etched v1gnette of Mercy' s longlng for "The great

Glass that hangs up in the D1n1ng-room"'(287 - 288).

1

_Forrest thoroughly expllcates the symbolic 51gn1f1cance of

;i“Mercy wlth her error,f‘eeelng”the 'imagery as a reflectlon

-



of the Virgin Mary and thus a veibey symbal of salvation.
‘He finds, further, that: . , . v,ﬂ
\‘ \‘fgw e W " nf

©
"Ck
S

3£%e Second Part of The Prlgrlm 8 Progress

()

ot
e communlcates an artlstlc self- coni;}ausness that

5.
G

is far more pronounced than in the earlier piece,

and it is possible to_acﬁnowledge‘in‘this‘late

‘study of Mercy with‘her gﬁrror'an’evaluetion by

] Bunyan of his own work, for the underlying

| acceptance of the ]ooklng glass fryure as Word of

God and xndlc?tor of the soul's lnner s.pte is a

| total‘comprehensron of art as a device *hre gh
which the sinner is.brought face t& face +ith the

f.af~iniqUity of his own mind and taught to see himéelff

as he really is. ("Mercy" 126)

While the mirror image does not receive- full
development untll the scene ogﬁMercy 's longing’, the motif is
'1ntroduced early in the &ork by means of a marglnal notation
to the same_blbllcal reference.whlch later Ldentlfres the
Glass for which Mercy longs: Je¢e8'1:23 (178~cf. 287). In

the earlier-marginal note, the reference is expanded to
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include verse 24 and 25 as well. The text adjacent to this
marginal note does not mention a mirror, but a comparison
between .the text:and the Scripture is illuminating:

‘.

Text s

~
[N

, For tho' Ivéormerly foolishly imagin'd
 Aconcérhin§'Ebg“TrqublesvSf your Father, 'that théy, ’
| procééded 6f¥;;fdoliéh fahcy that}he had, o£ for |
that>he was overvrun witb Melancholy Huméurs; yét |
now 'twill not out of my mi&d,:bdt that they |
‘sprang from another cause, to wit;.for that the
Light of Light was givenvhimy by the help of
which,ﬂas I'berceive, he has escapéd,thé Snares of

!

Death. -+ o S aTe).

| A .,'H o <
Scripture. ’

23 por if ,any be a hearer of the word, and not a
N e -
doer, bé is like unto a manibeholding‘hss'natural

face in a glass: 2% For he beholdeth himself
and‘géeth,his way, and étraightway‘forgetteth what

‘mannérsof man he was. 2° But whoso looketh into

E

~ the perféct.iaw of iiberty, and‘continueph

-

'-théﬁein;'ﬁa\Peing nogga forgetﬁpiwhearer, but a ,
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‘doer of the work thls man shall ‘be blessed'ln his ' '°

deed. N : (Jas. 1:23-25).

: -y ‘ .
The mirror of. the Wgyd, alluded to in. the'ﬂmrglnal

stural reference; lS 1dent1f1ed in the text with "the

Lii"c¢ of Light," merging the two Renaissance images of light

and mirror. It is by means of the mirror of the Word and
"the light it refiects that Christiana is able to re-evaluate
her response to ChriStiaan‘soul—struggle'and now o B

"perceive." She‘hqs been formerly “the«natural [wo]man

3

[who] receiveth not the things of the Spirit of God" (I Cor.

22
§ i

2 14), but a dawning of "spiritmal dlscernment"'ls taking -
place in her mind. N - ) -

Thp mirror motif is again plcked up by Bunyan in the
sanctificatidn and seallng scene at the end of the pllgrlm s
stay at Interpreter's House. Here, the narrator flrst—acts"
.as mirror to reflect to the reader, "Thispseal greatly'aoded
to their Eeautyf’for it wae an Ornament to their Faces".f
(208). Then, as though fascinated-with the mirroring of’the
beauty of the two transformed women, the narrator shows them ‘
-mlrrorlng each other S beauty ‘.. ._"

. ﬁ%ﬁl

When the women .were thus adorned they seemed to be ¢

'+ a Terror one to the other, for that they could not

&
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) ‘see that glory éach one on her self, which they
could see in each other. Now therefore they began -
to esteem each other better than themselves. For, |

,You are falreruthen I am/ saldlzne, and, You are ,“
more comely then I ‘am, said. another. The Children
’also stood. amazéd“to see 1nto what fashion they

weré /brought. o (298)

N
-

Althou;% there are-echoes ofathe'mirror'of folklOre‘
("Who's the féirest of them all?"), Bunyan rings. very surely
the Chrxstlan changes. Instead of belng an, 1nstrument of
vanityg the mirror is now an instrument of "True humility."
It is- with the bachground of these earlier-mirror incidents.
.that Mercy;s mirror assumes thevimportance*it does.in'the‘
narrative. ‘ |
| The ouestion'.of whether ‘Bunyan‘badded the early marginal
note to the James, text afterjwriting:thex“Mercy and her
hlrror+ soene ls unanswerable. "It is not one‘of the "great
»many_marginal notes" which Sharréck indleates as haviﬁg’been‘
added to thevSecond Editlon (Intro. cil‘ If we}could know,
that, after writing the story, Bunyan recognlzed and
emphasxzed the centrallty of the m1rror image by adding the

: Pl

early margxnal note, we would have strong ev1dence of

self—c?nsc1ous artxstry. "Phe rather obl1que_connect1on of

0




the‘marginal reference to the‘text‘suggests that. this
might,,indeed have been the process of composition; but, ofv
course, such a deduction could not bear the burden of proof |
" At any rate, the mirror motif is a unifying element in the
text of the ‘Second Part and highly illuminating of the
- central Puritan concern for both self-ekamination . and inner
'illumination by the Word. It is. also worth noting that
vBunyan takes a Scripture which speCifically speaks of a

man looking in a mirror and in- three passages applies ‘it

to gomen, thus” linking it with another concern of the -
author- to’ﬁspeak on the behalf of WOmen, to take away

: their Reproach" (261).

In this chapter, we have examined some evidence for

‘Bunyan as a self-conscious artist.for whom The Pilgrim'sw
Progress, Second Part is the supreme achiévement. ‘While
the Second Part has not enJoyed the popular acclaim of" the
First, it is in no way a second-rate performance. Nor is
it, as Sharrock states; "the sequel bearing no particular

formal or artistic relation to the original story. but
. - - < :
serving to perpetuate a popular character or situation”

w_

»(Casebook 174). As we have seeni the Second Part is

r

deeply and_consciously related to the Pirst, and serves as a .

‘memorable conclusion not only'to Christian's lgnely- .

~
v

pilgrimage,,but to Bunyan's artistic endeavours.

. [
-



fwé“ﬁ;vé souéht to establiah Bunyanfs deliberate
l{‘salection pfvliterafy style ana modé,‘nis ‘éqnsciousf
aﬁaréneas;of and atténtion to'the,writing process, his
awaréness of a speaific'and definable audienbe,'andrhis
.development of unifying motlfs as evxdence of his maturlty

,m&ﬂd self-~ consc10usness as'a writer. Whlle we do not know
ch about how Buny;n comgosed, we have viewed his
‘workmanship’as the mirror .of his artistry
As late-come readers of Bunyan, we 301n a jJarge and
admirlng public. 'For Bunyan, it would be nollnsult to learn
' othat "for_the most panp [his] readers consisted of ﬁhg
uneAucated maéses.and dadicatéd'Puri;ans" in the years
immediatély after its publication (Santa Maria 26). - After -
}alle it @as written of Jesua that "the common peonlé heard
him gladly" f(Mark 12: 37).' In the "Advertisement from the
Booksellesﬁ to the'FourtniEdition, N. Pqndef speakévof,the.
» popu;arity_of the Ei;st Pa?t whic? had already fsold.sevefalyu
. impressions. f‘,.With good Accepfation among the pedpie." o
Bunyan‘wonyd‘haye considered himself in édb& company both
with his Lord and with his common-folk readers.
'Whaﬁ'QOUId-have surpriseé Bﬁnyan mucn more:than the
commonness of his or1g1nal audlende would be the favorable
crltlcal attentlon his works have now come to receive. An

¢

audience analysis finds the conteMDorary audlence of the

 ¢



>

.
»
3

) , : i é* ’
Pilgrim's Progress to be "extremely divefsified. . ,

'IP]eople‘from_all walks of life, .-;a@e.reading Bunyan and -

A

- talking about him, It is almost impqssib}e to generalize .

across.such a heterogeneous audience" (Sahta Maria“l46).

Althouéh The Pilgrim's Progress has dropped from the place
& .
it held for more than . two hundred years as the Morld's most

w1dely read book after the Kxng James Bible, critical

L
vreaders are increaSLngly reSponding to Bunyan's artistry. 1f

they no longer regard him as splritual mentor, thex at least

-~

£tnd him to be a master of the Enngsh language. Bquan 8
courtesy to his readers contlnues to be re01procated by

»careful and respon51ve reading of his texts.



1T, Interactivepyexts\and-Involved Readers

- .

*

Bunyan s artistic maturlty and virtuos;ty are dlsplayed

clearly in The Pilgrim s Prqgress, Second Part in hjs use

of multiple cbncurrent texts to convey not only the story of
{

Christiana s pllgrlmage and ltS sprrltual meanlng, but also

its relatlonshlp to the First Part, to the Bible, and to the

reader's personal sp1r1tual experlence.
Baird sees the artlstlc challenge met by Bunyan to be

the resolution of the "conflict between bhe demands of two .

‘_alfbgorical principles, the mlmetlc and the

‘dialectical '" Baird traces Bunyan s artistic development

towards anreaSLngly reallstlc mlmeSLS most fully reallzed

-

in the Second Part -of The Pllgrlm s Progress (14) In;fm

thls chapter, however, we shall consider the ways,in which
oy Bunyan reconcxles the narratlve and hortatory elements of

"allegory by the. creatlon of a dual text cross- referenced to
-

outsxde texts interactive w1th the story. Thls multlple

text creates a readlng experlence demandlng a. high level -of

reader lnvolvement

26




In the core text, unthin the ongoing story of
Chrf&tlana 's pilgrrmage Bunyan introduces 'hortatory
material by having the characters ‘comment upon and elucidate
the spiritual lmplig;tions of the - story-events through

1

doctrinal discourse, as in Great-heart's sermon on Word

and Deed (209 212)- or through shorter didactic or
expdsitory "set pieces," such as Gaius! teaching on behalf
:of women’ (261) Spiritual lessons are frequently summarized
and generalrzed 1n rhymed verse such as the cautionary lines»
lnscribed under the btage on which the punlshment of
‘Timorous and Mistrust is dlsplayed (217~ 218). Iser notes;
that "the verse abstragts from the concrete instancelin
order to offer all Christlans general crlteria of conduct. .
“(ll) 'Only very occasronally does the narrator 1nterrupt

-

the story to g1ve a. hortatory comment such as,,"Wherefore‘
blet Pllgrims look to themselves, lest 1t happen to them as
it has done to these, that, as_you_see, are fallen asleep,
and\none can wake them" (299) " The. infrequency with which
the narrator directly teaches ls strong ev1dence of Bunyan 8
conscious artlstlc control Bunyan, the preacher, pulls :
vback from the core text, even brldllng his frctive narrator,
_ allowxng the characters 1nvolved in the action of the story

to do the teaching.
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However, the preacher is not entirely absent. 'Adjacent

>
to the core text, like a voice at one's elbow, is another

@ »~

‘text: the tekt of the marginal notes. These serve to keep
us aware of the author 's didactic intention and to
cohtinuously narrow our range of possible interpretation.
'According to Fletcheriﬁ"Since aliegorical workslpresent an
aesthetic surface'whicﬁ.implies'an authoritative, thematic,
'correct' readxng, and whxeh attempts to ellmlnate other
possible readings, they deliberate;y restr1ct the freedom of
the reader" (305). Certalq;y~5unyan intends no ambiguity to
cloud tﬁe?interpretation of his story, and-whi}e :he core
text has the veil of mystery which .is the mark of\ allegory,
in the margins he sp@ils out his meanings clearly‘enough
.that “wayfarlng men, though fools, shall not. err- thereln"

(Isaiah 35 8).

Mz

L]

Bunyan's skilled use of marglnal notations ‘in

‘interaction with the core text draws our attention to a

L 4

’speciat artistic feature of‘The Pilgrim's Progress, Seeond

Part- that of intér—textﬁality. While the core of tﬁé text

o

is the story of Chrlstlana s quiet and grac10us pllgrlmage,‘
an almost: regal progress,“ that text is not only buttressed

by margxnal notatlons, but continually cross- referenced,

[ 4

both withln the text and in the margin, to the Flrst Part.

—

Bunyan assumes that theareader of the Second Part has
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already read the First Part, and uses this second'pilgrimage
'go rework many of the scepes of the Fir;t Part, "[wW]hat my 
first Pilgrim left conceal'd, Thou my brave Second Pilgrim
hast reveai'd," Bunyan sayé in his "Sendihg Forth" of the
Second Part (171). (The relationship which Bunyan

establishes between the two parts of The Pllgrim's

progress may have been, in his mind{‘ana}ogous to the
‘reiationship his readers would have understood as existing
between the Old and New Testaments. A rhyme which I recall’
hearing in sermons during my childhood is very similar: "The
New is in the 0ld concealed; the 0l1d is in the New
revealed.") : | )

Keeble demonstrates convincingly that "Pért 11
amplifies the meaning of Part I th;ough a fiction wﬁich is
itselffga;nd up with that of part I. . .tand thus is]
artistically, as well as morally, relevant” (11). The
Second Part serves as a commsntary and enlargement of the
First, not merely in continuing thekstqry to fts culminﬁgion
in the "household saivation"-of Christian's family, but by
at every point enriching and extending our understanding of
the pilgrim experience. ]

Thematic concerns aside, the continuous linking of the

Second Part with the text of the First Part creates deep and .

active readeq:?nvolbement. Susan K. Howard claims the most
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productive re%ationqhip betwesn author, text, and reader to
be one in which "the apthor. .-,challenges the reader to aid
him in achLeVing the rea}ity of the literary work."  In this
rela&iﬁrship, she sees creation of the work coming about

. through “the sympathetic imagiq&ﬁgs of the reader applied to
a text that cgllaiout fol such involwement® (288).

In thesgq, terms, Bupyaqgcreates akhighly productive
relationship with his reader, the text "callihg out" for
réadér involvément in.readidgy cross-referencing, and
fﬁtenpretiné’activities. The reader is expected not only to

e

have rgad, but tb,have reﬁembered, and now to be ready to
\

reconsxder and amplify his or her understand1ng of the

events -0f the Flrst ﬁ%rt., Thus, reading The Pllgrlm ]

rogress, Sccond Parﬁrinvolves much more than following the

story line; or even, as in neadlng"the First Part, followxng

“*

* h%

the story*line wqile arriving at correct allegorical
aintetpfheatéon. Reading the‘Second Part involves‘following
the s;ogy line ahdiarriving at an allegoridai interpretation
while at the é&me time récoliecting and reinterpreting an
earlier sequence .of allegorical ;3ents. Since, as Iser

points out, remembering and reflecting on experience is

essential to the certitude of salvation for which the

-

Puritan longed, e actual act of reading The Pilgrim's
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Progréss is mimetic of the Puriqaﬁﬁmeditation on things
past in the hope of fjnding evidence of electjon (19).

If reading is mimetic of life in the First Part, it is

: ~ |

~even more clearly imitative in the Second Part, where the
recollections.are not only of events in the current
pilgrimage but of the‘completap pilgrimfge of one who has
already completed the tourse, The reintegpretation of the
"frey" in the Valley of Humiliéﬁion is a‘particﬁiarly clear
case in poing. I'n the First Part, Christian's fortitude is
the dom%nan:\meressioﬂ in“h}s conflict with Apollyon, 1In’
the Second, the bilgrims are\guideq by Great-heart to

re-evaluate Christian's experience: ". . that frey,ywas

the fruit of those slips that he got in his going down the

Hill. . . . This valley of Humiliation is of itself as
fruitful ;‘place, as‘hfy the Crow flies over. . . (236),
The success of the weaker pilgfims in this once-fearsome
Valley reminds the tead%r that pride is the cause of the
intensity of much of Christiar's struggie: and that the
Christian-life can be sugcessfully lived in a more humble
and less heroic style.

Another text which is everywhere interactive with the
core text is the Bible. The use of Biblical texts and

stories, through direct citation or allusion, with or

A



wgthont marginal(references, demands that the reader be
‘d,inVQIVed Qrth the.core‘text in yet another way. While
.Hreadlng the story, the reader is also 1nteract1ng with the
" biblical text which, to the %urltan reade:, was \, .»

unequlvocaély the erd of God The physical presence of
scr1ptural references and words ,in ‘the core text and marglns
adds an 1mpre551ve_welght of blbllcal authorlfy to the
work,‘and.signifies‘the strong presumption,on:the part:of
Bunyan that, in the text as‘a whoIe,vGod speaks to his
people as he ‘would through "an01nted" preaching. What is
ﬂdarlng about thlS#dS not the conv1ctlon that God . can speak . ;.
Vthrough a human vehlcle——a Purltan;commonplace——but‘rather~ ;,f‘
ﬂthe_assdmption'that God could speak his,truth through o
fictioné‘ it is this daring nresupposftion‘hhiSthunyan
defends in hds prefaces°and snpports ghronghout'his text
with scriptural citations, alinsions,dand.reference notes,

The reader of The Pllgrlm S Progress, Second Part,

X

‘is not- merely ”hear1ng" a story told he or she is 1nvolved
in the mahlngwof‘meanlng from a_partlcularly rich and
Awprovocatibe'teXt‘which,calls on one's experience of.reading‘
Lthe earlier allegory and one's knowledge of ‘the Bible.- What
makes the text even more: 1nterest1ng and demandlng is that

the reader is ﬁresumed to be llnklng the multlple text to a

ﬁ
. ’ .
2.
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y'subtext of subJectlve splrxtual experlence, matchlng
personal perceptions and expreSSLons of the Chrlstlan&
experlence against the mapplng of the topography of the llfe
‘ﬁof falth offered by the allegory.‘ The impact of The

Pllgrlm 5 Progress on the entite subsequent llterature of»

,the Engﬁlsh language . -may be partly a result of the xntense
reader 1nvolvement requlred in the readlng of the

1nteract1ve multlple texts of The Pllgrlm s PfogreSsL the

complexity of which is even greater in the Second Part’han
in the First. ‘
For a twentieth century reader, accustomed to pages of

unbroken prlnt, the text of The Pllgrlm s Prpgress Ls

vrsually rich and challenglng. “The text that Bunyan has
“-produced in hlS "plaln style" is rlchly textured——hls .

“garment of style'agaln 51m11ar to Purltan dress in which

i

-"the materlals employed such as lute strlng, heavy 911k

cloth and velvet, Were rlch in subdued tones" (Wllcox 159)

Lok

Although the most 1mportant and 1n51stent v15ua1 aspectrof

the text of "The Pllgrlm S Progress is the, presence of

marﬁi@al notat;ons, we shall postpone our consxderat&on of -

‘both ‘the. v1sual and artlstlé~1mportance of the margxnalla

"’rﬂuntll after/brlefly '»tlng a number of other'

y1nterest1ng--although admlttedly less 1mportant--v1sua1

Vi . e :
7 - B .



+ . o [ .
.aspects of tex{. Extensive capitalization and

italicization; the use of rhymed verse and name—tagoed

s

- dialogue; and, in‘early editions, the use of asterisks,

-daggers, and even reference letters: ‘these are some of the

visual'aspects of Bunyan's demanding and richly rewarding

w

\text | \ |

.4‘ The" seventeenth centdy reader ofwThe Pllgrlm s
rogres mrght not, of course, have been 80 1mpressed by
the vrsual aspeots of ébxt whlch challenge and 1ntrlgue a
twentleth century reader, since familiar texts such as the

Authorlzed Version of the Blble and Foxe s Book of Martyrs

were also richly pointed. The book had net yet become as
visually bare a thlng as it ls today. Books of the

Stheenth and seventeenth century st111 bore some marks of
O

A

thelr relatlonshlplto manuscrlpts of the medleval
[8

monastexies. However, ylthln a few editions of The

\'Pi;grim's Progress,vthe’process of-visuaily simplifying the
text mas underway“mrth the dbietion &f*}éfefehce letters -
linking text.to‘marginal gloss. In thexn1neteenth century,
‘the unnamed editor of a facsxmlle reprint of the flrst

L\_edxtxon (London [187671) comments onathe'v1suel’espects of .

- L E g
the original texg, noting:&‘

Ny : : . o " . &
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&, : ' ’ .
. . .a very irregqular use of capital letters, and
the greatest profu31on of italics, the employment
now of asterlsks and now of letters, for reference
- to the notes, and the use of. certain characters
dlfferlng in form from modern letters. and not
commonly used in books of the seventeenth century.
@ Ub
- \
Although we cannot reconstruct the visual lmpact on the  ~
‘seventeenth century reader, 1t is falr to say that the text.
was, even by seventeenth century standards, a yleually
K strlklng one. |
Examlnatlon of early edltlbnggﬁtrongly regnforces the
sense of a v1sually elaborate text Names of characters and ‘

*places and of ltems with emblematlc or symbollc meanlng -are

4

<

H most often italicized w1th1n the text, A'he marglnaha,
the ltallclzatlon is reversgd w1th the main body of the .
: note in 1ta11cs and the name of the characters 1n Roman
Mﬁm_prlnt It wodld appear that Bunyan 1ntends by the
1ta11c1zatlon to draw attention to the underlylng meanlng
denoted by a name. By this means, the allegor1ca1 intention
is contlnuously emphaSLZed and the reader is prevented from

A=Y
! readlng as mere story what Bunyan intends for spiritual



edipratlon.' . ‘ '
Embedded scriptural quotatlons ‘are also frequently
italicxzed»and thus helghtened in thelr effect. Bunyan uses‘fx
scripture conceived of as "texts" to iRumine his meanlng
g'Northrop Frye p01nts out that the 1nd1v1dual numberlng of
verses, and prlntlng of each verse as a separate paragraph .

common in the Authorlzed Version creates: C

(tlhe conceptlon of the "text". . .implying that
_the Blble is acollection of authoritative
sentences, and that»the cehter of the entire
‘Bibiical;strueture is whatever'Sentenee one .
happens to be lodking‘at.'. . . 1Ideally, every |
'sehtepce is the key_to“the‘wHole_Bible.”. ,the
.text'ie?d[iAg] us, like a guide with a candle, .
into the vast“labyrinthkdf the Scripture,\(ggggt
(_:_’od__;__eZOS) B . o

?

Bunyan's scriptural texts are embedded within his

narrative core text, the résonant rhythm and authoritative

‘ tone of the Authorized Version in continuous counterpoipnt to
: ’ ) ‘o ,? ‘ - N A
- the nearly oral tone of Bunyan's. plain style. One example

{will serve to. demonstrate the. textual var1at10n whlch the =

embedded scripture creates. the vrsual technlque of
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italicization helghtenlng and dramat121ng~the aural effect
" of the. quoted scripture, as well as simply setting the .

quoted. materlal apart from the main text:

Greath. This is like doing busihess in great

Waters, or like éoihg down into the deep; this is
like being in the heart of the Sea, and like going

down to the Bottoms” of the Mountains: Now it

seems as if the Earth with its bars were about us

- for ever. But let them that walk in darkness ‘and

. :
have no light, trust in the name of the Lord, and

stay upon their God. = For my part, as I have told

o

you already, I have gone often through this
.Valley, and have been Much'harder>put to. it than
‘now I am, and yet you see I am alive. . . .

(242-243)

‘In thisdpaSSAge; the nearly orql*tone df'the narrative,
‘v”("rhis is likérdoingvbusiﬁess?) becomes incantationél in a .
. series of parallel simileé reaching deeper and deeper into

the experience dfbdgpression, échoing and personélly;
applying Jonah s prayer from the whale' s belly but not
‘precisely: quotlng it (cf. Jon. 2:5, 6). ThlS "descent of the

soul" concludes,‘"Now it seems as 1f the. Earth thh its bars



c

s _ ) :

. - |
Qere‘about'us for ever." The subjunctive verb in this ’
summary‘clause is the first hint of hope: what ggggg is &
not necessarily what is. It is to thlS lmpILCatlon ‘of
hope that the scriptural admonition is llnked It is oy
confldently gquoted w1thout concern for recontextuallzlng,
the passage pivotlng in the dlrectlon of hope on the initial~
"but" of the embedded olpllcal_sentence..The\passage ends
with a personal'testimony- ““For my part," with the friendly

famlllarlty of the narrator restored in the. phrase "as I

“have told you already," and the passage returnlng'to the

tone of oral address with the idiom "much harder put to it"

»
-4

" and the inclusion of the reader/listener in the phrase, "and.

yet you see." Thus, the narrative voice very subtly»:

| _modulates from story to poetry to’embedded pericope and back

%

to story telllng, with the 1ta11c12at10n helghtenlng the

reader's awareness of the meldlng of oral,and biblical

styles into a dlstlnctlve narratlva rhetoric. » A
Italics are also used to keep voices dlStlnCt from one

another}withln dlalogue_as well aS-forUlnset rhymed Verse.

In The Pilgrim's Progress,vSecond'Part,;"rhyﬁes.embedded- :

in the text,include hymns (295); summaries of action (208,

-'209); briefpsermons (238); and riddles and their "openings"

4(262—2f l, Visually, the rhymes create a diversion from
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text,‘51m11a?uto that offered by the dramatic form of some:
of the dialogue. 1In addltlon, the italicized form of the
verse adds to its metrical gait for a kind of lightness, a

' skipping'%r dancing effect, whichgserbes as avvariation on
the‘prose narrative norm, | ‘

The use of the name—taggedgdramatic'dialogue form forba
good deal of the directly repcrted dis®ourse in the text
*creates another kind of visual teiture., Whiie the‘tekt,very
often links conversation to narrative bQ'means of tne usual
connectors even w1th1n name- tagged’dlalogue--u51ng phrases
such as ﬁThen said, . ." (275),‘ "These thxngs, said Mr.

® . - _"', .

Pénitent"v(277); "Then M=, Great-heartAreplyed" N

(284)--in dialogue it ccmes‘cloee to the direct

representatlon“of drama, and uses the dramatlc form

Ky

frequently. The effect rs, agaln, multiple. The dramatic

, o
nature of the d1alogues,;s enhanced. Characters vfrtually

i

'etep od:>of the stcry onto the'stage/of the reader‘s mind,
h

with t narrator recedlng to the w1ngs. _Perhaps this o

effect is mbst notable 1n the miniature dramas ofers._
: flTlmorous '8 gossxp—eesslcn w1th her nelghbors (184-185) and
Mercy s d13cussxon w1EB Prudence of Mr. Brisk's courtshlp

(227 228). The use of name tagglng breaks up the- text
Kia
v18ua11y,lafford1ng further Jar1atxon to the ¢ potentially
]

’r:p\?

E -"LY“-»'"V‘/' ‘ . o o . .
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' plodding effect of a travel tale. The name-tagged dialogueA
‘scenes are unusually spr1ght1y, perhaps : only the Puritan

resistance to the theatre‘kept Bunyan from becomlng a

- A

-dramatlst. The fact that not all dialogues‘ere namertacged -

nor that there is any apparent chsietency as to which ones.
are tagged is part Oﬁﬁthe‘idiosyhcratic nature of The

Pilgrim's Progress in both parts. Behind the

inconSLStenc1es, one catches a- gllmpse of the author, at
once artlst and busy pastor, catching and repeatlng the

cadence of the conversation around him and sen51ng its .

dramatlc potential for persuadlng his readers. e

Q

The visual impact of the marginal notes is the moséﬂ

distinctive aspect of'the text of-The'Pilgrim's Progresﬁ.

"In usinq marginal notations,'Eunyan‘is following an

established custom of presentation of Biblical commentary or

-doctrxnal instruction., The storles in. Foxe s Book of

.Martzrs (1641 edition), for example, are ik exed by

marginal notesf Since that work epd Arthur~Dentfé\The

& - ' ..
Plain Man's -Path-way to Heaven are two works which we know

for certain influenced Bunyan (Talon 24), their visual

.. _ o o
lay-out is worth noting. The 1641 edition of Foxe's The

"Book of Martyrs whlch I examlned in the Bruce Peel Spec1al

Collectlon at the Unlver81ty of Alberta xs a large
- o ;
. . :

.
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;‘double-columned“boohr thn marginal notations indexingrthsv

' stories by name of the martyr. "An early edltion of Dent's

~book which I also examlned 'is a small chapbook -with marginal
'”§notes serv1ng 1ndex1ng and referencrng functions, such as .
-'notlng "Nlne Predlctlons or, foresigns of wrath" adjacent to Af

the llSt ln text or offerlng bibllcal references.

Then cuﬁ}ent editions of the Authorlzed Version of, the Bible
v were also r1ch in marglnalla offerrng explanatory ‘and

1nterpret1ve notes, translator s notes w1th varlant

readlngs, and cross- -references to related scrlpture

passages. | In the ?reface,' "The Translatour to the Reader,

the core text of,a 1649 edition examlned has marginal notes |

to the right and left, w1th the notes to the right | .

summarlzlng and 1ndex1ng ldeas, and the notes to the left

*offerlng sources or words 1n the prlglnal languages. The' "vg

marglnal notes are spec'flcally defended ‘in the preface, the

marglnal note- "Reasons moving us

; 4.\' «.»‘,:

defence carry1ng 1ts Q,

to set d1ver81ty of senses in the margine.'.'. . n?he'q_”f’;
Lot e '»
translators ‘ask the. reader--fﬂ* -.doth not a margine do’

\
well, %o admonlsh the Reader to seek further, and not to.

cqnclude or dogmatrze upon thxs or that‘peremptorily?” (x),

Mllton s comment on the use of marglnal notes in his

1ntroductlon to The chrrstlan Doctrlne reveals how
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-vstandard was the ﬂracbice of usxng marglnal notations in
"religious dlSCUSSlon'
- Andinhereasithe gféater bart of those who have -
'f'wrltten most largely on these subJects have been'
wont to f111 whole*Pages w1th explanatlons of
their owh opxnions, thrustlng into the margln the
-texts in support of thelr doctrlne with a summary

(y

reference to the chapter and verse, I have chosen,

on the cgnt:ary, to f111 my pages even to

redundauce thh quotatlons from Scrlpture, that so

ot revelgtion‘xtself o . (921)

Thélviéﬁéi lay-out of ‘the Bﬁﬂyan textvis thus a
Vfamlllar one to the seventeenth century reader. 'But‘in
Bunyanks fxctional text, the marglnalla ‘have a Spec1al
fnnction. The author's presence rn the marginal notes is a
continual reminder that this flctlon 1s not to be read as
'_msre entertaxnment, but as eommentary and teachlng. The

effect of “thrustrng lnto the margln the texts" in. support

of the mater1a1 in the main text 1s that the reader feels

v¥ . o ¢ . ’ °
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not only that‘the material is weighty but that it is amply
buttressed and supported. The scr}ptural authority -
buttresses the fictional narrative,énd adds weight to it;
allegorical meaning.

The viéual lay-out of the page, with its coré text and
marginal notations, forces the reader to continuously read
in two places and two modes virtually simultaneously. The
significance of thig to an allegorical presentation.is quite
obvious. The allegory is more than it seems. At is sgory
and meaning.ﬁ Bunyan's textual lay-out/is‘mimetic ofr the
very act df reading and responding to_én allegoty. Sharrock
demonstrates an inverted fesponse to the text when pe says,

"It may be allowed that much -of this [i.e%, valiant for-
“;gjrruth's story] is symbolic. . .but the doctrinal or "

scriptural émphasis of the Tfrginal glosses cannot alter ‘the

impression made by the narrative" (John Bunyan 149). The

fact is tﬂat Bunyah's whole intention is only realized in
the readingiof the téxt through the lens of the marginal
glosses; 'as Keeble points out, Jit isAthq preachers', not
the artists' [siQJ, motive he exéresges" (7). Artist though
he is, Bunyan is always more concerned with instruction. than

with delight. - ] -
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While it is not surprising that Bunyah'wod&d use the
format of core text buttressed by mar;inal notes, what is
surprising @nd impressiQevis the flexibiliﬁy with which he
useés the marginal notations. 'The marginal,notations are faf
more than mere Scripturél references in support of thé main
text. Tkey serve to maintain a non=intrusive but
contiquously present authorial voicé. One could wish we
kngw’whether Bunyan added these after he wrote the text
while re-reading (and thus while acb%nq as a primary .
audience to the work), adding points and generally enriching
the text, the marginal notes'thus being part of the :
"re-making" of the wotk; or whether he added the marginal

notations as he worked. Marginal notés continued to be

added to the early editions of The Piiérim's Progress,

according to Sharrock's introduction to the Etandard text

-

(1xxxiidi, xcv, ci). This fact would tend to suggest that
the ﬁ;rginal notes as a whole ma} have been additions to the
text after its writing. Whatever was the process of
composition, the result is that wé'havé’é core text written
ip the persona of a fictive narfa;or; and a set of

marginal comments in which we hearlphisgegg fide voice

of the author. By means of the margindl notations, the

q :
author, a courteous and always-present .companion, walks
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alongside us as we read, guiding us in our interpretation of

his tale. (
The mdrginal notes thus function in a way which the

\
Puritan reader might have found similar to the teaching of

the Holy Spirit, the One presenﬁ when‘themécripture is r;ad
ég "teach. . .all things, and bring all things to . .
remembrance" (John 24: 26 cf. I John 2: 20). This
spiritually guided interpretation of Sc;ipture gave the

Puritans the confidence approaching the Bible which is

expressed by Milton i, hristian Doctrine: ~

The Scriptures. . .partly by reason of their own
simplicity, and partly throuéh the divihe
illuminatioh, are plain and perspicuous in all
things necessary to salvétion, ghd adapted to the -
instruction'even of the most unlearned, through
the medium of diligent and constant reading.

(1039)

As the alongside interpreter, Bunyan could, by use of

the marginal no$ations, make sure that his allegory was
"plain'and perspicuous” for all his readers. As readers,

our'engagément with the author of the text becomes

CY
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contlnuous, yet functlons w1thoutifrequent author1a1
intrusion. In the margins, Bunyan hlmself is most ev1dent,
‘most personélly present in his work Whlle there is no

doubt he is metamorphosed in a‘number of characters, ranging

from dhrlstlan and Great heart to Mr. Honest and Mr. -
Fearlng, in the marglns he speaks as. the Purltan preacher.l
| Artlstxcally,‘the use of the‘marglnal notatlonspls,of
great importance. Because of the the margihal”notations,
“the "narrator" of the story and the "author;~of-the sork are
more_clearly distinct from one anothervthan mfght have beeh
expected in so early a fiétioﬁ,Workr Ironically, this

' withdrawalﬁofpthe direetﬁ‘uthorial presenoe—;even if only as
far as the margins54is.thepbegrnning of a process in English
fiction which oulminates~in;the{¢wentreth céntury doctrine
that;the‘author must‘oreate_the*iilus}on'of being totally’

h ahsent from his story'(BQOth 23-25).

The marglnal notes serveﬁto prov1de the authorlzed
interpretatlonvof theudream-v1s10n.l Bunyan would be
rinfluenceé to provide such:interpretation,not only by.his
oﬁn preacherly instinCPs and'motiVes,'bnt also,by'the | e }

' ,impOrtanCe given“to interpretationlin“key biblieal-dreamo - ;W
accounts.“In-tWO‘suoh storiés, thoselof Jbseph and of -
. : v : A

R _ D c o L T
Daniel, correct interpretation is the gift of God. When Lo B
- X o . . Y T
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o
Pharaoh demands an’ 1nterpretat10n o his dream, Josephm “ -
replles: "It is not in me: Godrshall give Pharaoh.an _—

answer, . .ﬁ (Genesis 41: 16) | L1kew15e, when
Nebuchadnezzar requires that Dan1e1 reveal boﬁh "the v1sions

*fof My dream . .and the 1nterpretat10n thereof " Daniel
' M

s

’repiies: "[T]here is a God . in heaven that. revealeth

secrets.f (Danlei 2.,28). '~ Bunyan.is veryuconsc1ous.of béihg

both dreamer and interpreter,dand within tZe/COre text has

~Christiana comment- upon the nature and uses of dreams--°

¥
1

We need not, when a—Bed 11e awake to talk w1th
,God-‘he can visit us whxle we sleep, and cause us‘
then to hear hhs V01ce.> Our Heart oft tlmes wakes "'
. ‘when we sleep,xand God can speag to that, elther |
by Words: by Proverbs, by Slgns, and Slmllltudes, k
as well as it one was awaké. g ;4(22%)_
] b'@ -

‘ 'By offerlng 1nterpretatlon,‘Bunyan srgnals to hls

’readers the authorltatxve, splrltual nature of the - .

‘5;,h am—v151on» When a messenger gomes to Chrxstlana s door,
N , T .
the 1nterpret1ve note im the margln explalns ‘the situation
: : ‘3 ‘p
‘,1n doctrlnal terms-' "ConV1ctlon seconded with fresh Tid;ngs

P s
o

SN

e of Gods readlness to Pardd;‘ (179). This ongoxng

<
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lnterpretatlon of the dream by translatlng story into

doctrlne 1s one of the prlmary functlons of the marglnal

‘

notes .

N

The Qalidation of stétements made witnin the text by
ﬁ rererencing them‘to"scriptures is a second'functkbn of the
"marginalvnotes; vThese(references may be supplied for
scriptures cited'or alluded to within the core text or may
,supply references to aux111ary and supportlve scr1ptura1

passages., While-a full and systematlc -study of the ways in
[ . P
whlch the scrlptures are used 1n these references is not a

vpart of this study, it is clear that— efscrlptures are used

14

textually, often typologically, and sometimes with'-‘

consz&erable sophlstlcatlon 1n cross -textual networklng

I
thhxn the b1b11cal sources. An example of such

‘sophistication is in. the reference note to Hosea 12- 4 5
O -

(238_ hich serves to l1nk Chrlstlan 'S experlence in the

¢

Valley of Humiliation with Jacob's wrestllng w1th the»angel,

a story told in Genesis 32. Not only does funyan’

(l

demonstrate a wide- ranglng and freely linked knowledge of

Scrlpture-hlmself; be‘assumes a slmllar rlchness on the part

o PR

of his- readers, " ? |

.' . .

Many of the marglnal notes cross- reference the main-

'ilel passagesbxmwthe Flrst Part, show1ng 51mply,

4 " ; Bt
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"I Part pag. X" (e.g., 220, 221). The marginal notes thus

serve as pegs wh1ch hold the core text in tight relationship

_ with 1ts two main referentlal texts' the Bible and-The

Pilgrim's Progress, Flrst Part.: The marginal notes mean

that the reader is contlnually 1nvited to interact with

mater1a1 beyond xhe current story or 81tuation.

A ‘\)

h The marglnal' 'rlch and embroider the text in a

,'*4,, a'» & ‘
llterary sense as well as xllumlnatlng ‘the underlying

spiritual or doctrinal meanlngs, They offer additional

~allusive hints;to«the reader;'as in the note: "Timorous

"p S ) )

forsakes her; hﬁteMercie cleaves to her" (181), which: links

Christiana’ s leaving' the C1ty_of Destructlon with Naomi'

smi",;'* e

1eav1ng Moab Mercy cast 1n the role of Ruth and Tlmorous in

. the role of Orpah (cf Ruth 1: 14- -16). ‘The ripples out‘from‘

this 1dent1f1cat10n 1nclude the warmth of Christiana L and

Mercy s relationship (whlch flnally becomes th%t of

—t

mother- 1n—1aw and daughter in-law) as’ well as Mercy 8
_shelterlng, as does Ruth, 1n~”the Lord God of. Israel, under
whose wings [she has] come - to trust“ (Ruth 2: 12)., Thus, an

elght—word marglnal note opens out on a rlchly suggestive :

i blbllcal analogue, the sxgnlflcance of which 18 developed

throughout the text.
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Another‘way in which»the‘mﬁrginal notes enrich the
“literary value of the text is by emblem identification._'The

‘marglnal notations serve both to emphaSLze and to 1nterpret

‘the varlous emblems and symbols which Bunyan employs, and
v1n'add1tion, ‘to lndexfthem. Thus, the harassing barklng dogr
lkar the wickethateris said,'in ‘the core text, to have,

'"anotﬁer *Owner, he is also kept close in an other man's

.ground,‘only my Pllgrlms hear hlS barklng. . The asterlsk“is
answered by a terse marglnal note: “Dev1ll" (192) As %
the pilgrlms tour the "Slgnlflgant Rooms" of Interpreter Sy

'House, the emblems are 1ndexed 1n the marglns along with

Q

interpretlve Sc}lpture references (199~ 393). The f1nal

3marg1nal note regardlng thlS series of "SLgnlflcatlons" or

;emblems 15 telllng-v “Préy, and you will get at that whlch
’ ' ‘ni ~
yet lles unrevealed“ &203) The ten51on between clarlty

qaand obscur1ty wh1ch exlsts throughout The Pilgrim' s

rogress 1s here brought into focus. B@ke the words of
."'Wisdom, the emblems in Interpreter s House "are all plagh to
u;hxm that understandeth, and rlght,to them that find
“dknowledge tPrdverbs 8: 9) The emblems—-whlch are allegorles
~wln mlnxature—-requlre, gs does the allegory as a whole, an

Interpreter 1f they are to be" properly understood and

applled. Prudence 's emblematlc dlscuss1on w1th Matthew is
. o : v
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also 1ndexed by marglnal nétatlons (231~ 232), . as are'the
emblematic 1Rems of the menu at Gaius.' feast (262, 263).
<Rosemary ‘Freeman p01nts out ' that the marglnal notes actually :
serve to "emblematlze" elegggts whlch might otherwise be
read xn a more generally allegorlcal ‘way. She cites as an
'example of this the’ marglnal note whlch indicates that the
boys"crlnglng back behind Mr. Great-heart at the encounter
with the Lions is "An Emblem”of those that go on bravely;
when there is no danger;. but shrink when troubles come"
(218).3 |
_Another li&erary device, that of paralleiism, is
emphaéized by marginal notqtions;'.Perallel scenes, such as
the deaths of the_pilgrimstb(304 - 3115 or the speaking of
'set pieces or "sentencesﬁ*(254),‘are indicated as parallels
- by the meréinal notes, heightening the reader's auareness of
the Structure. The‘indexing and emphéeizing of parallel
paéeeges.is part of the ouerali“indexing function whichhthe
marglnal notes perform throughout the work. Wlth the lack
of chapter breaks or sub- headlngs in text .this is a :
valuable referenc1ng functlon even apart»from the~efféct‘bf
emphaSLZlng 11terary qualities of the text. |

A final llterary use of the marg1na1 notations should

be mentioned: ,thextprov;de an occasional note of the humour



A Y

which is characteristic of Buhyan. An example of this
occurs in the marginal notations to the story of the
doctoring of Samuel, The core text descrlbes the med1c1ne
"'Twas made ex Carne & Sanguine Chrlstl. (You know ’

/.

'Physicians give strange Medic1nes to their Patlents). . "

(229). The smile implied in the text is ampllfled in. the
marginal note opposxte where, under a llstlng of relevant,
interpretlve scriptures, Bunyan comments wryly, "The Lattine
I borrow"'(zég), . -
of cgnrse,}the marginal notes are not merely -

functional, nor merely elaborative. The purpose of the
allegqry is\to teach, and i the,marginal notesdgﬁnyan,.the
preacher, makes hisvpoints;‘ He offers additidnal
exhortation. For example; he adds, "Prayer should be made ;
.with Consideratlon,vand Fear.s As well as in Falth and Hope“
;(188) to the- story of Chrlstlana s knock}ng at the Gate.
Many tlmes, he draws attentlon to a particular point: >"Mark
this" (e:g.,.190), or reiterates the 1mportanc2 of a |
"‘passage:F'Galus introduces to the pllgrlns\"A Story worth

- the hearing," and the:marginal‘note echoes, "A Question
'worth the minding" (265). The Qprtatory,isermonic, or
teaching function is so_prevalent that the_marginal notes ‘

_'actually,becomevthe sermon outline alongside the story.
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A
The r1ch1y interactive text of The Pilgrim' s P*gg;ess

\k.Second Part. represents Bunyan s highest achievement in
creating reader involvement in text, in amplifying and

‘enlarglng not only the imaginative world but also the

*

spiritual lessons begun in the'Fxrst Part,.and in claiming

and affirming spiritual authority for his work. re than

any- other aspecf of text, including the inéreasiAg realism
of the rendering of cheracte}'and'saené, ‘the intensely :

interactive text argues Bunyan's consciousness and maturity

: . e
both as .a teacher and as a writer,

j



III. Chief Narrator and Inset Narrators

v

’Cne of the features of the story—télling of The

Pilgrim's Progress, especially of the Second Part, ié the -
‘varietybof narrating'voices.” B |
v i 4
* The wise God will have it so. vSoﬁe must Pipe,
~and somé must>ﬂggg: Now Mr. Féarfnguﬁas one
;that play'd upon this Base. He and his fellows
éound the Sackbut, whose Notes are mdre doleful
than the Notes of other Musiék,are. Tho indeed
ébme say, thfBase is the ground_of Musick. . . .
B | (253
In, the Second,Part,vBunyan condqgts a‘symphony of
‘narrative‘vdiqesﬂ The “giouqd-of Musick" is establiéhed and
maint&ined by the chief narr;tor, whose fole; tone. and
stapce'supplféé(; stable "Base." variations on thé themes"
. are playéd by inset narrators, to'whom_wé must also pay
katténtion if we are to understandlihe‘power of this work.

In this chapter, we will‘considér the chief narrator and
" ' ’ ’ . N - . - ' ' | & ’ ‘

54 b



oF
L
‘j
wm

some. of the maxn inset narrators as artistic creations of

pre—

the author,'voxces whlch sustain and carry the themes while

-at the same tlme advancing or- conveying the story events., N

The presence of the same narrator in both parts of The

Pllgrlm 8 Proqress is ongi of the artistic unifiers of the

»

complet twc—part.work dn Thethetoric of Flctionp Booth

‘draws att ntlon to- the dlStlnCthR between the real author

and the "author 's second self" who serves as: the narratqr of
the tale (71) --In The Pllgrlm s Prggresa, thls

_ :
drstlnctlon is reallzed, although it is unprofitable to

further divide between “narrator“ and “lmplled author.
The chref narrator is, 1n th%ﬁ work the 1mp11ed author._
The distinct voice of a fictive narrator is heard in

‘the Opening 11ne&fof both parts of The P11gr1m 8 Progress.»

In the First Part, the rrator takes a posrtlon outSLde B
A

- the dream—v151on frame. and from thls posxtron, watches the

dream-events and relates them to the reader

And as I slept, 1 dreamed a Dream, I drbaﬁed, and

behold I saw. . . . e



. s .
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That Bunyan means for us to identify the voice and
‘person of the narrator in the Second Part with. that of the
First Part is unmistakable. what Iser says about the
narrator in the First Part applies to the narrator in the

Second, as well:

" The dream narrator knows that the pilgrim will win
‘ through, but the pilgrim,himSeif does not know
this. . . . And so. . .the reaqer has. . .extra ¥
information which puts him in a:superior position‘
and enables him to recognize and‘evaluate'the
trials and tribulations aiohg the road to
’js;lvation. o o e [T]hg narretive-technique
'alternates betwetin omniéCient narration and

*‘dlalogue.', ; .- [Thel 1nterest lies- not in

- }whether the pllgrlm will arrlve, but in what the

mpflgtim ‘has to do 1n order to get there. Thls. .

‘ﬂ‘ﬂform of tens1on 1s eplc, slncefthe outcome. . .18

.

jfff>-5ﬁelready known.. . > (8, 9
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 outside the dream—frame; Because of that position, the
narrator does, indeeq, have the privilege of knowing the .
‘"outcome, having already seen the whole. However, except f%ﬁ
dlalogue between Faithful and Talkative when the narrator
actually moves with those characters (81-84), the/taréator
ha%’a limited angle ef vision which focuses en'Christian and
reports what he says, doge, and what hapéens to'himti fhts;
rather than belngman omnlsc1ent narrator, he is, in Booth's
termlnology, a pr1v1leged--although not a completelyt |
~ privileged--narrator (160). D '

The nafrator in the Second Part has a somewhat v
dxfferent angle of vision from the narrator in .the First
Part. 1In the Second Part, the narratér'does not stand
dutside‘the dream-frame watchrng~the dream unroll visually,
but rather makes a sure-footed leap into the dream frame,
beeoming quickly involved in the action within the
dream—vision. This gives pim a‘position even cloeer to

events and characters than he is in the First Part.

.. .as I slept I dreamed again.
And as I was in my Dream, behold, an aged
' Gentleman came by where I lay; and .. .methought

I got up and went with:him. So as we walked, as a



Travellers usually do} it was as, if we fell into

-

discourse. - (174)

Lo 5 § ’
By having the narrator “Yeap into the story, Bunyan

makes the dream-vision more theh a static framing device.
The involvement of the narrator in the dream-visionmn creates,
.as Forrest notes, "a solidity and depth ih the yision of the
pilgrimage that follows" (Vieion 110).

" As theAnarrator becomes interactive with a charecter
wit in the dream—frame, his rolevchanges from that of an

eye-witness reporter to that of an 1nvest1gat1ve Journallst,

with accounts of reported events added to hlS repert01re of

informaéion. Since "faith cometh-by hearxng," (Rom 1¢¥17)'g=
and "we walk by faith,‘not by sight," (II Cor. 5 7),tthfs (
"‘2

than the mere. reportlng of experlence. The_narrator
Second Part acts as a rece1ver and trans?rfd

trustworthy reports, re-epactlng the goostolio %a
‘"delivering" that which has first been "recéiv ‘
Cor. 11323: 15=3; I Peter l: 16 18; I John 1°‘

creating a highly credible gospel" for thé re

_..o

'“with Mr. Sagacity(



) Sag. 'Pls true, I can give you an account of the
matter, for 1 was upon the spot at the instant,
and was throughly acquainted with the whole

affair.

[

Then, said I, a man it seems may report it for
a trutﬁ?'
S,

Sag. You need not fe&r to affirm it., . . . (177)

while the ﬁarrator is not dramaﬁized, nor directly
%pvolved in the dialogue after the Mr; Sagacity seg&ent, he
is conti;uously present, a gHﬁ%é%}er'feveaigd in his i
.atﬁ;tude and involvement with éhé“reader, his attitude
£oward the characters of the dream-action, his prevailing
tone, and his control of the paée of the story.

One of the most noticeable features of the narrator is
his sturay reliability. "Ile warrant you* (194) and "I
promisé you" (283) are the kinds of reassurihg phrases that
.remind the reader/listener of the trustworthiness of the
5 anrator and of his actcount. T;e reader feels quite

confident that the narrator could say with Mr. Honest, "not
' 14
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Honesty in the Abstract, but Honest is my Name, and I
wish that my Nature shall agree. to what I am called (247).
The narrator is not only credlble in hlS address to the

reader; he is consxstently courteous as well The implied

'reader is’ exp11c1tly 1ncluded as a character in the work

from the openlng words, a'“courteous companlon" who is

presumed to have already travelled w1th ‘the narrator through

N

the events of:the Flrst Part There is a sense of

. compan10nab111ty and even equallty of reader.M1th narrator

’

which is very attractlve and results in strong reader

engagement w1th_t“, story. The opening *address to the

o

intended audience is not only decidedly courteous, but also

in the plural, thus striking two thematlc keynotes at once:

‘the communal nature of .the Christian experience, and the

high degree,of mutualbresp@ct and esteem which is to exist
within thefpilgrim comﬁunityn

VWhile‘the‘ arrator's distance from»thezdream and its
characters and dction is'deereased hyVhis enterinéxthe
dream—frane in diScourse with Mr, Sagaoity,‘the reader's -

dlstance from the events 1s 1ncreased as, the'dream—frame

- NOW 1ncludes not only the events, but the dlscu551on of the

_events: and their second- and even thxrd hand reportlng. The

. complex1ty of the relatlonshlp between narrator and reader

1s further 1ncreased by 1nset narrators w1th1n the flrst

B | AT ]



the other neighbors.*-Even whil?f

,the narratlve actlon.,'

-cknowledglng the value of
Mr. Sagacrty to the story, the reader may feel some relief
when the relatlonshlp between reader,'narrator, and inset

narrator is 31mpllf1ed and the reader ;s suddenly-closer to

K q : .
 After the dlsappearance of Mr. Sagacxty, ("And'now Mr.

o

Sagac1ty left me to Dream out my Dream by my self" [188]),_

the narrator takes full control of the story and hi's

P

presence means that the reader, no less than the pligrxms,

o

is condudted by a Gulde. One of the compelllngly atqmactlve#

aspects of. the Second Part of The Pllgrlm ] Prqgress 1s

that the narrator, like the character who 13 his couﬁterpart

vy

within the action of the story, is greathearted.

The tone’ of respect for all is everywhere present in

~
’the Second Part, and 1s one of the chief dlstlnctions
'between 1t and the First. In the First Part, the narrator

can enjoy pa351ng on a witty "snlb," euch as that of Hopeful

by Chrlstlan- "Thou talkest 11ke one, upon whose head is the
!

Shell to this very day" (127). Inthe,Second Part, not only ,_

‘the reader but all of the pllgrims,'including Fearing,”
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.‘wcka “Women are not only portrayed, but very delicately

L IRCR

Feeble-mind and Ready-to-Halt, are %riated with utmost

q9

courtesy. ‘ . ' : Cw

"A True Christian Spirit," (marginal note, 271) is the .

spirit which suffuses thevnarrative'of the Second Part. A

R . : : )
tenderness suffuses the whole wo&k, a tone of '"voice" which .

- can be attributed to the character “of the’narrator as a

o PR S O v ) <
persona of tHe mature Bunyan hims&lf. The selection of

imagery is-frequéntly of'the tenderest sort, with the image .

of the garden in Interpreter's House rather tYpical:

a

4
N

After this, he led them into his Garden, where was

a.greatvvarietyVOf Flowers: and he said, do you
: séeyall{thése?fpSo Christiana séid, yes. Then
- said he agaiﬁ, Behold the'Floweréxare'divers in
| '_Staturel ipfguaiitxt and Cpiour, and

'Smgli, and Virtue, and some are better then

some: Als0 where the Gardiner has.set them, there

. w

they sfandt_ang quarrel not oneamith anothe;l
) .Q‘Qe..i'_ oo N - | ’ R . ) .'::' J( 20 2 )
’ »
a Paft of this tenderness is an awareness ofsand responée

s[ to thé feminine expéfience and point of view throughout the

{

_"charaéterized, and thé'narratdr'pdrpiéipateg in their point



- of .view. A fine example of this is in thelstory of -
Christiana's boyS'eating~the poisoned fruit:

So Chrlstlana s Boys, as Boys are apt to do,

belng pleas'd w1th the Trees, and thh the Frult
that did hang thereon, d1d Plash them, and began

to eat. Thelr mother d1d also chlde them for so
!

doing; but still the Boys went on. ’(I94)

The aside, 'as Boys are apt to do," has a dlstlnctxvely
‘maternal tone. It makés the reader compllc1t with the

narrator——and w1th the boy§' mother——ln an understanding of

the boys actlons. v%‘ /

The persistent narrative”interest in beauty and
o /\
.adornmentias seen, foT example, in the transfxg//atlon

° @

through saqét1f1catlon of the women: (208), suggests a
femlnlne p01nt of view as does the xnterest in courtshlp,

5marr1age, and chlldren' Interestlngly, whlle the narrator *

- accommodates many femlnlne 1nterests and perspectlves, he

dlsplays what seems a - typlcally mascullne lack of 1nteresﬁ

. in the weddlngs in the course of . the pxlgrlmage. narrlage
1s of 1nterest<;o thls narratorp weddlngs are sxgnxflcantly
-lb ( f

not of lnterest and are dlsmlssqagln a few words;: '“Now.. .*

about thlS t1me Mathew an&géﬁrcle-was Marr1ed, also

t

a . o - . .
<& 3 . P P
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aiu gave his Daughter Phebe to James, Mathew's

’

Brother, to Wlfe" (269). leen this narrator s dellght in

' feasting (espec1a11y at‘Galus' house) and in music, one

_would“have,expectedvmore.might have been made of the

’ weddings. Perhaps a Puritan 51mp11c1ty in the conduct of

0

Qx. weddings would account for this lack of embelllshment.
{

4

' Some of the prevalllng tenderness and sweetness of the

qtone of this narrator comes from frequent lyr1c descrlptlve

: passages which verge on poetry The descrlptlon ofwtare
erdSQng\heard as the pilgrims - leave House Beaut1fu1 is one

suth lyrﬁ%&ﬁassage-

Christiana thought she heard in a Grove a little
'lg way off, on the Right-hand, a most ‘curious

",melodious Note.. . ? . And listning still she

& thought another answer it, . .. So Chrlstlana
: asked Prudence, what 'twas that made those o ‘{Jw

ﬁ curlous Notes? They are,'sald she, our Countrey

o Birds. They s1ng these Notes but seldom, exéept

1t be at the Sprlng, when the Flowers appear, and .

the Sun shlnes warm, and then you may hear them

-t

.éi all day long...IAoften, said she, go out.tomhear

\




¢

them, we also oft times keep them tame in our

{

House. . S . (235)

The honest Engllsh»pleasure at spring is here expressed
w1th a tender 51mplic1ty perhaps only matched by Chaucer 8

. opening lines 1n the Prologue to The Canterbury Tales.

Other lyric passages of similar attractlveness include the

‘descrlptlons of the Valley of Humlliatlon (237- 238) and of

the Land of Beulah 1303 305), and the evocation of the merry

dance after the~destructlon of Giant DeSpair,and Doubting
Castle (283). ﬁ |

. From-the opening sentence.which, like.a tuning'fork,
sets the pitch of the work, the narrator seems more to be
talking than griting C. S. Lewis comments, "We must |
kattrlbute Bunyan's style to a perfect natural ear, a great
sen31b111ty for the 1d10m and cadenCe of popular speech, a
long experlence in addresszng unlettered audiEnces, and a

3

freedom from bad models” (199) Bunyan is masterful in

- ¢

keeplng the "sound" and "feel" of- oral language, while st1ll

ma1nt51n1ng the economy of carefully constructed prose."The

sense of oral story telling is so convincing, that the
1mplred reader is really a llstener. As Talon puts it, .

"Bunyan s style does not rlse up li&e a screen between the

reader and the story being told e e e There is no

ot



“thls:xnformatlon:'Iliésm‘ S

l»/

LY

‘hiatq: between the narrative and the dialogue... . . [Both

have] the chﬁéhcter of oral style" (222)

405y | |
e dip into the work almost at random to find

»e}amples of the special oral quality of the narration. 0f ‘

the pilgrim 8 stay at Mnason's house in Vanlty Fair, the
narrator says, "Thig time, as I said, that they lay here,

wasviohg (for it was not now as in former times)" (277).

The sentence serves as a good example of the near-oral

gtyle,_withgthe interpolated‘"as I said,” and the

'eXplanatory parenthesis, "for it,was‘not now as in former .

times." The repetltlon of ‘a former comment glves a

" leisurely story—te;llngtquallty; Yet the sentence also

serves as an example of-economY,‘compre551ng an o,

indeterminate span of time into four words.

It is'in a personal, oral tone that the narrator gives-
1nformatlon the: reader/listener could not glean from ‘the -
action.f As the pllgrlms-encounter Mr . Grlm, the narrator

supplles background lnformatlon in an ahxde to the

1istener/reader- “Now the . name of that man was 5' or

f,gloodx,manl because of his slaying of Pllgrlms, and he was

'of the race of the Gyants" (p. 218). ' And agaln, concernlng

’fthe ﬂonster the pllgrlms sallxed out agalnst from Mr.

J'Mnason s gou%@, the narrator offers,-1n a conf1dent1a1 tone,,

-
.

Y
;’-e
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' The Monster, you must know, had his certain

1

Seasons to come out in, -and to make .his Attemps
upon the thldren of the People of the Town, also

(. these Seasons d1d these valiant WOrthies watch him
\\ i
th, and did still® contlnually assault him, in so

‘o‘lv

much,dghat in process of tlme, he became not only

, but lame~ also he has not made that

-

havock of the Towns mens Chlldren -as formerly he

wound

has done. Amd 1t is verily belleved by some,:that

'thls Beast w1ll d1e of his Wounds. - (278).

The narrator is at his best,inth<htelling of inset
stories or vignettes. These vignettes

them whlch is- one of the most notlceable aspects of the
Second P;rt The three inset stor1es*wh1ch are most
dramatically and reallstlcally told are Ihe Courtlng off

‘Mercy (226-228); The Illness of Matthew (228-230); and The

Longed—for Looking—Ga_:s (287-288). In each of these, deft

touches of narrative bring the story allve. Mercy's pert

and self-assured words: I might a had Husbands afore now"

.;{

(228); the standard éoctor 's faréﬁell- "So he. . .bid

Mathew take heed ‘how he eat any more:Green Plums (230),

the descrlpt;on of the pregnant Mercy 8 lneXpllcabLe

ave a realism about
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'longing{ “[Ilfltherefore I have rt not, I think hall

Miscarry" (p. 288), and her blushlng admlSSLOn of he obJect

of her deslre,-“The great Glass that hangs up in the

Dinxng -room" (289)--all of these characterlze the narrator )

‘(and by impllcatzon of course, the author) as an astute and -

responslve observer of life as . lived verxday in famlly

" cohtexts. Leavis comments on "his chpathetic evocation of
‘day-to-day life," (219), and Talon statesgb "Bunyan was a

. visionary only at times. But he was~praoticallY‘always a

keen observeﬂiof dally life. . .always ready to portray

lntlmate scenes of home life (119).

As a travel narrative, the Second Part of The

Pilgrim's Proggess needs to have narrative links supplied

ﬁ ana the pace controlied This majagement of the bace and of
the .inter-episodic. lxnkages falls to the narrator. It i;

“the narrator who moves the story along w1th the formulalc,
r“bo I saw hp my dream. It is the narrator who foreshadows
filater narratlve, "But more of that hereafter” (261). It is F&
5frequently the ch1ef narrator who makes the cross- : '
7refere7tial links with the First Part: "o .as\you will
tfind more fully related in the First Part of these Records

,'o: the Pilgrxm s Progr ess” (197) It is the narréygr who

;qmanages he complex and uneven flow of tlme, comp«hFV'
'ﬁomerassages 1nto a sentence: "Now they stayed é% this Falr'
oo ' Cos

o
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a, great whlle, at the House of this Mr Mnasonl who in

process of tlme gave h1s Daughter Grace. untf Samuell

. 'Chrlstﬁana s Son, to Wife, and ‘his Daughter Martha to

Joseph (277),‘and expanding- other incidente into colorful
scenes (as, for example, the inset stories cited~above, or.
the blow—by blow encoghter with Giant’ Grim [219]). Baird
says, "The scenlc method 1s’so fully developed that much of

the work could readlly be adapted for theatrical
B /

o

performance“ (88).

The’narrator thus controls what Genette terms the

“duration" of’the action,\and performs‘ail three of the

functlons which Genette sees for a narrator "the narrative

function (in prov1d1ng linkages); the dlrecting function, in
\

giving stage dxrectlons of the,dlscourse”; and the function

of relating to the narratee,'as we have already discussed
(95 ££.) -
The strongest and most sophxstlcatedxmanagement of

narratlve ‘is demonstrated by the narrator s control of the

parallel death—scenes in whxch six of the senior pllgrims

‘ are.summoned to the Celest1a1 City (304 - 311). In what

Shafrock calls "the splendld conclusion,” the narrator makes
each summonlng, each preparatlon, and each passing like the.

others and yet startllngly individual (Casebook 19). 329

characters are individual and recognizable



70
characters to the end--and one feels sure will be individuali
and recognizable in the Ceieétial City as well. The
parallels point out the differences in the'pilgriﬁs_as they b
approach théir common destination, and thus culminate the
" central theme of the Secoﬁd bart: the diversity ana”ﬁdrmony

of the Body of Believers whick is the Church. |

In this,final sequence of episbdeé,'the narrator P
. manages time very gluidly.‘ The space,between the deaths. is-
'bollépsed. "Now, while they lay here, and waited for the
good Hoﬁse; there was a Noyse in the Town. . ." introdﬁces
the call of Christiana. ' The other deaths, foilowing,the
same pattern,'arg introducedssimpfy: "In process of time"-
Ready-to-Halt is summoned and dies (306); "After thié," ¥
Feéble:mind receives his cgl; to égmef;ome (307); "wWhen

Days, had many of them passed away:‘ Mr. Dispondencie was

 sent for" (308)}  "Then it came to pass, a while after," Mr.
;Honeét is summoned (308); "After this" follows thé call to
.. Valiant (309); "Then, there came forth a SumMOns for Mr.
Stand-fast" (309). The equally admirable and successful
passage into thevCelestial~City of the weak aﬁg étrong
pilgrims rounds out the tone of respect for ali; and
reinforces the theme of the inclusiveness of the Cﬁristian
communfty. The linking of the parallel sgepes}with;

- quotations from the Book of Ecciesiastes creatés’hn echoed
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+lyric tone to the sequence, the harsh out;ines of death-
gentled by the poetry.

The‘strpng narrative control of these passages re%lecte
Bunyan's pastoral concern to ameliorate fear in the face of
the anxions Puritan attitude in .the face of death. David E.
Stannard suggests that the impossibility of absolute

"certitude of salvation meant that death bed anxiety was a

~o
24 2

frequent experience of the Puritans.

i , .
Puritans., . .were possessed of an intense, overt
' ‘ - A
fear of death--the natural consequence of what to

them were three patently true and quite rational
eliefs: that of their own utter and unalterable
glpravﬂ:y, that of the omnipotence, Justness, and
) 41nscrgtab111ty of God; and that of the unspeakable

“terrérs of Hell. T (et

s
'By controlllng the narrative and malntainxng a note of
hope not only for the sturdy and battle- scarred Mr. Vallant ‘
"but also fo; the timid Mr. Ready-to-Halt, tne narrator acts
.in a pastoral role to the whole church. “Death is swallowed:'

up in victory"™ (I Cor. 15:54), the victory in this case of a

narrator who imposes, not -oply in ‘Bunyan's stead, but in
.,H . \

{y‘r i,
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' God's, a sense of control, order, pattern, and even beiuty ‘\h
in the facéipf death.

On thé high note of hope that not only the gignts along
the way but the térrifying and powerful last enemy can be
overcome, the narrator takes leave of his "courteous
companions." The dream-frame has merged inta the travel
story so completgly that he does not waken; he simply makes

- an exit afiter a very brief epilogue.

As for Christian's Children, the four Boys that

Christiana brought with her, with. their 'w"ve‘s
and Childreh, I did'not stay where I was till
they were gone over. . . . Shall it be fiy Lot to
go that way again, I may give those that eéire
it, an Account of what I here am silent abdut;

mean time I bid my Reader Adieu. (311)

The.journalisgié tone established in fhe first narrative
unit is picked up again: "I heard.one say. . . ." The
"courteous companion" is now straightforwardly address;d,as
"my Reader." The’narrator (the travel-tale dream-vision

teller) and the author (writer-to-reader) have merged.
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This merging og?narrator and author occurs at one other
: &l
point’ in the story. Part way through a dialogue between Mr.

Great-heart and Mr. Honest, the inset narrator

-

(Great-heart) and the chief narrator suddenly vanish and we
&
find ourselves for a brief moment in direct contact with the

author:

I mahﬁmbold.to talk thus Metaphorically, for the
rhpenlqg.of the Wits of young Readers, and because

‘in” the ‘Boek of the Revelations, the Saved are

[N @ ;
compared to a company of Musicians that play upon
tﬁext Trum Qets and Harps, and sing their Songs

ba

' hefore the Throne. | ‘. | (253)

¥ -, 5 Y
. ¥ 3 ¢
2 A

foere,aas fg the conclusxon of the book, the fiction of dream

, B

land pllgerage mef\s, and we find ourselves aware of the
'fmedfum of pen and 1nk and then of print; and of the
‘fconSciously chosen method of metaphor or allegory. That

. thls “breéﬁing through" of the author happens only at these

two p01nts in the ‘story testifies to Bunyan's strong

Fartlstlc control. Writing at a time when direct authorial.’

» al . ! " }
f

intrusions and asides were the norm, he maintains with

- remarkable consistency a fictive narrator with a sustained

tone and stance throughout the work.
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' The flrst of the inset narrators in. the Second Part is

\ v

_the crltlcally m@sunderstood Mr. Sagacxty Even such ;astute
" and sympathetlc readers as Talon and Sharrock have faulted ‘
“Bunyan forﬂ varla ion. . . SO 1ns1gn1f1cant that the

author soon trres of it" Q@lon QPB), and "a curious false -
4,

start"f(bharrock, John Bunyan L4l)2

But Mr. Sagacity‘has an,important°role "to plagiboth
‘allegorioaliyiand asla’narratipe device of considerable
1mportance. ‘Enwthe:aileéorical role‘of "attained wisdom,?
Mr., Sagac1ty is an 1mportant\counterpart to the even more
miSunderstood character at-the end of the Flrst.Part,
ignorance; In thls role, Sagacitylcreates an important K
thematlc llnk between ‘the two parts of The P1lgr1m S

| 7 7
ﬂProgress. Those who “w1111ngly are 1gnorant"

f the truth
- are ]ustly condemned (cf. IIEPeterMB:S)- on the other hand,

-thosey«ho‘llstenoto the’ vpice of wisdomuwill be éuided on a

ffui’piigriMage,(cft Proverbs\l:20f33). Mr ., Sagacity?‘

»

thus also’ provides a llnkxbetWeen the enlng of the Second b
' Part and the Wlsdom L1terature .of- the Blble. R A 5(
Forrest expands on the role of this, flrst lnset

EY

narrator: . = . e o - S ' E /
'bagac1ty is really an acuteness of perceptlon that .

evokes good actlon andﬁ%s pecullarlg dlscovered in

TR N



~
_.visicngh; . . Sagacity teaches us how towregard
the conplete vision: as a motive for agtion'that
;will'setﬁms:off-ourselves on pildrimage.«... .
VBunyan casts aside Sagac1ty, not sxmply because he-

tlres of him, but because he no longer has need of

him. When the point has beenwmade, the purpose

fulfilled, Sagacity can disappear. . iand the’
: ‘ A S
vision unfgld without him. ,“(mvision“‘llo 111)
C - ) , . R .. ’p ? v‘“ +
J F oy
- o ] . ." L ﬁ".‘f‘
o 4" M e

Mr. Sagac1ty, however, fulfllls a technical 1"‘velI ag

a thematlc functlon. HlS reportlng to the chlef narrator of
9

the action: 1n the "inter- testamentary perlod" between the ;
. two parts of The P1lgr1m s Progress allows for a compact
N N

"vpresentatlon of the antecedent action, effectlvely brldging

--the two ~works and presentlng the key events antecedent to

the pllgrlmage of the Second Part: the effectual call of
o

?Chtlstlaggjgmd her s ,ﬁ&g out with- gﬁr entourage. . 2 .

. The dlscourse m*r. S.agac1ty a],lows for the dramatlc
»

, presentatlon of event ich the narrator was not on hand to

w1tness.. The narratlve carrled on by Mr. Sagacity thzns to
"allow for d1rect dramatxc presentatlon of key scenes, most
notablx the dlscussaon by Chrlstrana thh her nexghbors and

r

jlts ‘parody 1n the 90551p of Mrs. TlmorouscWLth hers.

(-

et
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> SR AR , e

R I T O ) - |



i

e ‘ L P
: o e [}4

Mr., Sagacity, as the flrst 1nset\narrator, prepares the

e

*

reader for an . 1nvolvement with 1nset narrators and dlrect
dramatic presentatlons which will make up the greater part
of the readlng experlence throughout the Second Part In

the subseqpent~narratlon,_the narrator,WLLi step back‘time

bwand again tQQallow“the narration to be carried on by one of

Lt
A

the many inﬁet‘narrators,“in one of the seteral distithive

narrative styles.' In all but the case of Mr. Sagac1ty,

5

- these lnset narrators w111 actuadly brlng the reader closer

to the events of the story, sinde all pf the.other 1nset

"narratorSWare active characters=within the'story The

f"reverse blnocular" v1sxon effected through the f1rst

1%

.narratlve unit w1th Mr. Sagac1ty 1s wqﬁl sultedj%or the .

:purpose of provxdlng background to. the maln actlon of the'

story.; For the rest. of the book the va@lous narratorg“w1ll

each prov1de a "zoom lens" 1nto a partlcular experlence or
...l-

LN

éfvent The’ reader is thus engaged in an extremely complex

and contlnuou

and meliedta fhor or chlef narrator, but also w1th a wide

‘Vvariety of inset narrators. :

nconductor or. gu;de. If Mr. Sagac1ty s is the voice of

L'wxsdom, Mr. Great heart's is the voice “of’ love. His

In the maxn body of the narratlve many of the j .

narratzve tasks pre delegated to Mr. Great heart.kthe

\

\r'.
: °

ay changing relatlonshlp not’ only w1th author N
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speeches are characteristically mellow and'géntle. For
example, as the pilgrlms struggle up HiIl Difficulty, %‘
Great-heart turns his attention to the "little ones,"’
asking, "Come my pretty Boys, how do you do? what think
you pow of going on Pllgrimageéﬂ.(216)

This characteristic interest in the “llttle ones" ;g

constant throughout the work A mighty warfaring champion

' .
Mr. Great heart is, to be sure, but a tender, gentle, caring

person- an . ldealized model of the christian pastor. His
sensrt1v1ty and caring for the entire community ‘of faith,

1(4
lncluding the weak pllgrimsn'Mr. Feeble-Mind and Mr» ‘Ready

. 4\‘.

But Brofﬁer, said Mr. Great—heart I héVe

1t 1n CommlSSAOn, to comfort the feeble minded

‘vand to support the weak ' You must needs go along %g .

w1th us; we will wait for you, we will lend you
our help, we w1ll deny our selves of ‘some things
dﬁﬁit for your sake‘ . . eWe will be - made all things ‘to
o you, . rather then you shall be left behind (271)

) , .
_ The’ rhetorLcal style of Mr. Great heart 8 narrative
‘passages 15 varied He engages in dialogue with the |

pllgrims, but he also rs capable of preaching ‘a.fine sermon

» [
; . s . . . : . o i
= N R S e B

¢ P P
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,"(moet'notab}yq;his discourse on*Pardon‘by ggéd‘and‘by
Qgggi't209-213d),in‘the:best Puritan style. He can spin a
“fine‘tale,'as he does in'tellinclthe story of'hr Fearing
Acknowledging the accuracy of Mr. ‘nest's unsparing
odescription of Fearing as "a @an that had the Root of the

'Matter in him, but.‘r .one of the most troublesome Pilgrim' -
! RN <A /

/

‘that ever I met with in all my days" (249), Great -heart goes .
on to descrigg;Fearing.s pilgrimage in a richly detaiLed‘

narrative account which rings“with‘the‘ ﬁden' "Nor. WOuld I
YL Cooe !

'hei’ ack%again"~7250). It 1s that phrase Wthh conveys

C Mr XGH at- heag!? adhﬂﬁation for this much- beset pilgrlm.

Y
'blending of inset narrator "awd chief naﬂ§§tdf which occurs ’

Ré

‘That his admiration 1s sﬂiged by the author 1s 1m911C1t 1dﬁg

at the end of ‘the storﬁﬁof Mr..Feari*?'s g}lgrimage.."
iOStensibly, we are still engaging thh a narrativeh!bld by»
' Mr. Great heart but the v01ce of the chief narrator begins
¢ to be heard at the point at which the*oral character of

N VGreat heart,s narration gives way to the economy of the

& B | a
writer-" ‘ o v AR . ' -
. . . P : . : , *
y : , ,
Ig/tyuld be too tedious to tell you of all,o,,_‘
Sﬁ‘" '_,we will therefore bnly mention a passage or two

»

'f;ﬂmore., When he waé come at*YanitidFair, . e .I ‘}/d

g ‘feared there we should both have been knock'd 0. th

3 _) PR DT
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' Head, so hot was. he agalnst.“

the 1nchanted Ground he also was very wakeful. ' Ui.»@’hg

"But when he was come at’ the giggg. . .he was in- B
a heavyt%ase; now,bnow he said he should be
drowned for ever, angl so never see that*Face'with
‘Comfort that he hancome 8o many‘miles to behold ‘.?_ h

. When he was going up to the G{ie,

Great-heart began So take his Leave » jto

w1sh h1m a good Re eptlon abovev Soiu'

. qshal I shall. Then parted we asun(}
g;:é
=3 , .

saw him no more.” (252 253) -
‘The "we" of the seco ) fne of thls passage brings inv‘ .
) ’\ 5! . ’ E 4 -
.‘ne lnterwoven chzef narratlye voice whlch briefly--and
N ‘

apparently acctnentally—-takes over the story at the Gafe, ot

Great heart That thls hadpens jhst paragraph or t

Y

before the one major authbrxal Lntrugfon of the wor . _

. suggests that B&ﬁ? was e1th3¥ a little- dlstracted at this

. polnt or, more pro::;z;j\so’lnvolved in Great hearts telltng
| ogwhr ﬁ@?rﬁng 's story, 1n Whlch elements of his own

g%personallty we}e mvolved in both the lov1ng perceptions of

]

the 1nset nar ator and the feafful preoccupations of the _}k

”troublesome pilgrlﬂ”ﬁ that he slmply forﬁf;?,w

Pk

g N o o co .
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momentaﬁﬂly. Bunyan s own - personal experience takés over'

R B

ftONTthe art‘that represents it for: Just these few télling |
e | voae
paragrfphgvl o Y

Yet another role of Mr. Great heart ithhat of

interviewer o; examiner, as,~for example, he leads Mr.nu ‘jf‘

. v liant~£bt-Truth through the‘fetelling of hlS“CQnVEISLOH

kan& .ubsequent pilgrimage (Zaﬂi- 295).’ In this, too, he

exerclses a pastoraﬁ role %amiliar to the Puritan reader.

a

.'“W:}'“’Updn making application far church members“lpr the Ch“s“an h

;j would be iﬁked to recounﬁ his experie' :Whnder the

ql}.tioning of the pastor and eldevsr '

described in the
records of the Bedford'congregation with wﬁich Bdnyan was"’
long associated (Brown XXX) . Gréat—;eart s gentle A o @
questioning as.ag'guff_sl valiant for-Truth thro #s;’
story 'could actually ﬂserve as’a model of exami’na:?for - .

N Vfl Mr.\Great-heart also serves as chronicler of thf
. 'group 8 activities, providing summaries of their shared
“ " @& ~ .
rstory upon request (e g., at Gains' Inn? '259). He takes a

~f_"gx‘e:at deal of the responsxbility for prdviding the group

"Lwith a memory and a past, crdss-referenCing the e{:j




Examples of Great- heart servxng as the voiqe pf‘collective

‘;memory lnelude his recollection of Christieglt experigpoe ln
’t .

the Valley of Humlliation and his explanapuf"
R :
. m,.,u N .
not have beenkso dlffloult (226), and his hortatory R -

»:dlscourse on other eﬁents of th;\tian s delrimage forfthe .

ation of the presené‘pilgrlf'was ﬁméy make thelr~way o

_ Mnason s house (271'- 273);igFor the Puritans,

tf~a;e a people not only with a future, butxalso a
R "“'A f3

‘#” ; A ad
paste both must be conSLdered and held. in tenigon (Iser 19).
. R

The. overall effect of Mr -Great-heart a% primur? lﬁietﬁ»-f“gf

*

narrator in theemaln poftlon of the story, gxom the
B N

& departure of Mr. Sagacxty to the arrival in Beulah Land is

w

V;ty to the pllgrlmage with much S

-,

to prov1de contlf
' flrst-hand”b ived narratlve, The kindly tone ‘of Mr,

Great-heart? ”Quidante supplles--if we may develop Bunyan's.

psymphonlc metaphor and apply it to the narratlve--the tone 3,
"pf a well-played Erench horn, an lnstrument whlch "blenda
: w1th the brasses as- well as w1th the strings and woodwinde. ' b_

~gts low tones are deep and solemn. Its . middle register,
. ‘&:

'which is the one most used is rlch and mellow.. . ...ﬁ , . -
'guxLloyd~1989, The volce of the chief narrator blends wlth s

"all of the other v01ces of the story, carrying forward the

o

melodlc 11ne of lova and un1fy1ng the entire work with,its

,“Eha' cterlstzc mellowness and maturity of tone,

R e e L
’ M -
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But now to the other instruments. The prevalence of

. )

£ women\f voices 1s one of ‘the artistic’ features of the Second -

Part of The Pilg rim's Pr gress.i Bunyan "hamed - th% v1ol as
o Chtittiana*

V gnstrument and the 1ute as Mercy S.f’"Now . f

5, c0uld play upon the viali

““uﬁon thq Qute" (283) » Music :""‘ "
“'-h;qtéffa o ﬂ, udeﬁcribes vxols.' "The VOlceS of the

w?ﬁ‘*ﬁ“ B ; N R
2. viols were @, combined well Wlth othe i

o instruments,?, A‘as the 1ute. NP (640), he spe

Ifff of lute music (290).‘ These *
gqust how carefully Bunyan selected the type

.ﬁoﬁ/each ‘of- ﬁxs key womeh chara__

s - ’ The v

.

' E?f%f e tones of these godly women is i' contrast to |
‘\.‘“:"‘;; 2 o‘ ‘ !

»

Ry p iy
the "sounding bva,p of Mrs. Bubble, whose VOlce trumpets
s ,

t‘ edu!%qons of the godless world.

What &I'xﬁmarkable about the women ' s v01ces as- lnset,V -
.

| narrators ih thie'WOﬁk'is not only the space allowed to t

buf Elso the ﬁruthfulness w;th whxch the nuance of thelr i.

tone in caught. - These aré not merely “represenmaggh,

women._ These are real Women.- Talon goes sq far as to -k

f;vmsmorxes of his first.v 1"v-o; e L

°f R



i A ‘ .

Amjtiana suggested to Bunyan by his

second wife, Elisabeth? It is very possible. . .w'

Mercy . .makes us think of Bunyan's first wife 'ﬁppﬂﬁ

"as wen imags.nef bnr to have been across the

| reticences of Grace’ A‘ \iudin v, (20& 203) ‘

, - e e
P ’ . : ’ T e
; L et

4 certainly speculative, the finely realized

While this
'_preSentation‘of women in the Second Part work proves Bunyan
Rto be a great artist, imaginatiVely uni ted with the women'

_whom he creates, able to enter their world and their

.
)

-perceptions with remd!kable sensitivity. Brown speaks’of i ;
JBunyan s|sen81t1v1ty to the "passive, trugtful, feminine.

side of religion" (264), but Bunyan s w0m 'while trustful,al T
‘are certainly not pa531ve.ﬂ And his attention to the

;. distinctive nature of the female spiritual pilgrimﬁgé )'”f"”]
antic1pates by three centuries the current interest in the -
feminine experience of@?eligion. He astutely senses the
»dddication of women to qurturance of each other, of other T
vpilgrims, of children, and\finds women to be. central to a oy

\

v_communal aQrcompared to an 1ndividual approach to spiritual

*
h‘\ ‘

L
1i£e ‘and growth. Bunyaq's own- experrence of. galvation*was ‘\ o
:’~brought about through the nurturance of women-—hie first »
wife and the "three or four poor women sitting at a door in

'the sun, and talking about the thinge of God. J_.as if.joyv

. ¥ .
P
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did make them speak" (éA 14, 37). ccoraing equal time and
Bpace to Christianetl pilgrimage as to Christian s ‘may have
been one way of repaying- his debt to women..

Artistically, the women's voices add variety and grace.
oA Y
Christiana is consistently womanly and motherly, her

b

'maturity and self-confidence the achievement of both her
- years and her "calling and election [made ) sqre Hcf. 2 Pet.
}41 :10) . Mercy haé a moraptremulous tone, although she gains‘
in confidence as the story progresses and signs of her

-~

» election confirm her calling
e

sweetness and clarity that makes us all echo I ter,
-who askgy "And what amoved thee to_come hlth%{i; AR

- ~ v
<

'5‘kwhere, she has a

swee heart?"'(ZOS). LT ; é%?f

Both of the women are engaged as inset’ narrators ’ AT
primarily in the telling and retelling of their own |

v‘experiencel of ‘calling and conversion and pilgrimage ke.g;,
198,_205), eech examining her'Story for‘sig’ f‘her
election.‘éhrietiena's dream in the‘firpt narratiVe segment :
(l?&)‘and Mefcy's dream while at Houseﬂﬁeautifulv(ZZZ 223)
[are,‘ts has been noted earlier, 1mportant elements of

ﬁhunyan s a{eamhgision, providing as they do the depth of

'dream-within a' dreem " Christiana s dream is both

deacribed and tecounhlﬂsf Wicy s is seeﬁs'nly in her own

joyfnl :etelling. Pex the qpmen and for the Puritan reaaer,

'

L T . B . i . P 3 -
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these dreams are touches of the supernatural which are

cherished as confirmations.of divine election. For today's "

reader, these same dredmskserwe as part of the intriguing
mirror motif, mirrcring‘the subconscious minds of the women

P

pilgrims. " )
| Other inset narrators continue the variations on the

theme already introduced by Great-heart and the, women. Mr,

Valiant-for;Truth is led by Mr. Great-heart to tell his

conversion and: pilgrimage story much as the women are led

through their story by Mr.'Interpreter. Valiant- for-Truth's'f

inset narratlon of his own' ~rife (293 - 295) is, like the

women's storles, an example’of "testlmony " Another inset

| narratlon is given by Mr. séand fast of his encounter with

'Madame Bubble (300 - 303) Mr. Honest engages inian inset

dialogue on the principles of @‘reprcbate pilgrim, Mr.
Self—wial (256) and then moves on to a "set piece" or

él]t,:e;si‘on the formula of Psalm 37:“25, "I have

." His is, everywhere, the

voice of experience thus of -wisdom--as surely as is the
. N . | \
y . A
Other characters ‘serve lesset narrative roles.

voice of‘Mr; Saga ity;

Intergreter narrates hxs "Slgnzfxcant’Rooms (198 208):

|

r

!

ok ,.;'u- -




summarizes the events in vVanity Fair sinoeHChristian and
Faithful were there (275). By means of inset narrators,
. . " N ﬁﬂ
i&_unyan is able to weave together a rieh variety of

rhetorical forms, from sermon to riddle, from testimony to

emblem, from realistic dialogue to inset monOIOgue:
Mgmet;cfof the theme of Christian unity in diversity,
 the many vo{oes of the inset narratorS'elabotate and
demonstrate the'varietiee of e;periepce which may all
'reflect ‘phe same inner reality. The inset narrators a¥Tow \
the author h create varlety in tone and personallty while
'continuing go lead us to a broadened pnderstanding of the
'Chrlstian experlence. . Yes, Bunyan 1mp]a1es- it is a solitary
warfqﬁe like that waged by Chrlstlan~ but comfortlngly
e;bﬁgh it is ano a comﬂunlty in motxon, a progress shared -‘
by a wide variety of people who can acknOWledge each other's
differences while embracxng thelr shared gaal. Bunyan thus
_.conducte a aymphony in which all of the voices blend into
' one predominantly joyful melody celebratxng the Christian
 pi1grimage, a melody which aqtually breaks into dance 'n ,
- measute after the o'erthrow of Gxant Despalr and then blends

1#&0 the even grander symphony on the other side of the
’ ¥ \‘kﬁ . e - ‘,‘ ' B
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But glorious iggwas, to see how the opén“Region
was fiILed with Horses and Chariots, wi;h
Trumpeters'and Pipefs, with Singers, and Players
on stringed Instruments, to welcome the Pilgrims

as they went up and followed one anothef in at the

‘fbeautﬁﬁhl Gate of the City. (311)
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- It could be said thht‘bowels,'"conSLdered as the
’ ‘1 [ >

seat of the tendé% and sympathetlc emotlons“ (OED 3), "

..

domlnate the Second Part’ oﬂ %he Pilgrim's Progress as "

+

heart, séén’as-"the seat of courage" (QED ll)j\dominates

.0

the‘First Part. In another:sense, the word‘"bowels," in the
Ly —

*sense of "the iRterior or 1n31de of the body. :'.df wom ;

heart, bosom breast" (_§312 .C) ¢ can be seep to refer.t
- N!.~"~~
Y the maternal aspects of the church allegorlzed 1n~the,¥9 en,

&

Christiana; and Merc1e, as they bear children and cSre for
them. Blbllcal phrases such apv“bowels of mercres" (Col.

3

3 12) and "bowels of compa851on" (I John 3z l]) are also |

'echoed in nglstlana s phrase.,

2 Balrd sees Bunyan s dldactlc elements 1n conflict

1

with hlS mimetic art, w1th the balance beﬁg reallzed in The
Holz War, and the m;metlc art most fully developed--at some
risk to. the dldactlc 1ntent10n--1n the SeCond Part of The

| Pllgrlm s Progress. ,‘ ‘ ’ : Lot 'bﬂ
® " jpeter M.- Dalyddesgxlbes word emblems as VLSual ) |

“ o

. ¥ N _
images of Whlch "the meanlng. . .1s unamblguous.,ﬁ o« o
. . ., 1 N
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“.The objec and 1ts mean1ng . .remaln alstlnct f%d
separate; there ls ‘no r1ch 1nteractlon of vehicle and ’
o

tenor, picture and. meanrng, as; 1n the more mo&ern poetlc

_ symbol A [T]he treatment of [a] motif. . .is

LN

N

»

R

v
emblematlc [1f] it presents*vxsual and concrete objects,

>

whlch convey a clear,'objectlve meanlng“ (72) Daly agrees_

J 4

w1th Roger Sharrock that Interpreter ] House is "a klnd qf

/ +

emblem theatre, devoted to a serles of emblem p1ctures" (60;
cf Sharrock "Bunyan and the Engllsh Emblem erters," 170)
Rosemary Freeman sees Bunyan s~ v1sua1 1mages as less
def1n1t1vely emblemailc than do Daly and Sharrock "One

cannot; . in fact, Ln The Pllgrlm 8 Progress work out the

|

polnt at whlch emblem wr1t1ng&stops and parable,
; B ¥
lllustratfbn,”and the other adjuncts of sermon begln'

clearly so- much else be51des the technlquerpf this-
"Q
¥

- .partlcular qonventlon has_gone 1nto the maklng and

(

,appllcatlon of Bunyan s sxmllltudes that the emblems he

‘uses, whlle preserv1ng thelr own completeness and remainlng

/

-provlde a framework for other elements of popular appeal"

2,

_(220).' I thlnk that Bunyan makes qulte clear when he

'Lnténd‘\awv1sual obJect to be read emblematlcally and when

'jhé,rs speaklng in proverbs.v However, my 1ntentlon in . the

/

4o

ﬁxsouésxon hn_the text lS not so much to dlSCDSS Bunyan s~

- .
. I et
Lo > o ! B . ) o Id
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use of emblem as to show the way iﬁ wﬁigp'he uses the
marginal dokéé to %mbhasize thgkemblematic wherever it

\ . S - .
occurs, héightenfﬁg ﬁhe"fegéet's awaréness of the emblems
and signalling'ts the readeruthe/éggfopkiatéfrqading énd

o

interpreting strategies.
4

20 . ‘. -‘ ’
While Stannard's discussion is based on the_records
of New Englahdeur;tans, it would seem to be applicable to

" the exparience of %heir spiritual forébeérs, the English

Puritans as well.
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