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ABSTRACY  * oL

., 3 lkm, :
fe- ﬁodérn ncvexla (a form.of prose fiction of 1ntermed1ate lengtn)
- . . /:j »

4${ >

James, D.H. Lawrence, and‘Joséph Conrad»are writers of the early

v

Twentieth Century who wrote many tales of this intermediate .length, and
- o AU ‘ B . v RN
whose meral concerns shaped their fistion. The novella, 'due to its
length, concentration, and highly rhetorical use of form and literary.
devices, provided them withk'a perfect vehicle for the exploration of

some of these issues. é-close reading of three of their ﬁovéllas. The

Beast in the Jungle,-Tﬁe vVirgin and th: Gipéy, and The Secret Sharer,

reveals a sense of mora;ity which is both tradition;§§%nd new. It 1s new
in the ;ense-tnat it aoncates a morality-baéed on indiv1duality and
consciousness, an ability to think for oneself, as opposed to r;lignce
‘on convent;ohal rules, moral axioms, or generalized>"trutns.”,lt is
gtill traditional in that in asserts th%j@bsglute necessity and value of
man's relatlpns with others the need faﬁ\comﬁltﬁené to other.
1nd1V1duals and to one's community. AS ail tnree novellas deal with an
issue of survival, it'may be said that 3ll three Qbrks are concerned
with the moral~surviyal of the 1nd1v1d&al as well as the c&pmunity, and

have attempted to define a morality which is relevant to contemporary

society.

iv
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INTRODUCTION
¢ & -
, i
. I . o
.. unlesé’ the reader quickly r-a :ses t . kind of .. he
. 1is dealing . W1th nis reactions to it A * 7 rely tc . a “°ys a

shade off- centre his cr1t1C1sm1'a tr. .e .rrelevanc

.

sSince ap#feciétion and relevant criticism ch  :cogni-:on,
7 the firstjddeéﬁidn for any reader ought (» be, Par vl of g is
this?" The purpose of the present work is pri r-..y to offer . relevant

reading of tnese three novellas, works which may be best appreciated
when read as moral fables. The secondar§ goal of this thesis 1s to
offer, by way of these readings, a means of understanding the moral

fable itself. There have been previous attemnpts to formulate :very

specific and almost scientifie criteria fOf defining and classifying

" both the novella and the moral fable, but they often lead to arbitrary

and misleading claséificatione and theories, and therefore
unsatisfactory readings. The definition I would like to set down as. a

poinﬁ of departure is that of the moral fable(given by F.R. Leavis in

14

his discussion of Hard Times:

I}

1 need say no more’ by way of defining the moral fable than
that in it the intention is peculiarly insistent, soO gnat the
representatxve significance of everything in the fable--

character, episode, and s¢ on--is 1mmed1at€\z\zfparent as we
P , .
read.

[’l ) ) \'
For Leavis, the 'peculiarly insistent intention" is sufficient to define

the genre; but interestingly enough, he does not define the ”1ntention.“

o ‘ .
Another critic, Sneldé; Sagks, has. HiS’”apolggue' may be considered

-
v

synonymous with moral fable: "...in an apologue all elements of the work

-y
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‘ b
ar? Syntne31zed as a f:ctional example that causes us to feel, to

experience as true, some formulable statemeht or statements about the

universe."? Sacks's definition* emphasizes the declamatory, the didaftic
h .4 '

statement, in g way which seems narrow and reductive. "Formulable

statements” suggest simple problems and simple solutions, deny the’

Ir ;

complexities with which these works grapple, and take the mystery out of

the tale.

Tney also take the 1ife out of the tale, for Sacks's Tintehtién”
dlctates that 1nterest in character and episode must be subordlnated to
inserest in tne "formulable sﬁatements : our expectations and desires
regarding the éhafaéters and their fates are sasondary to ourWinterest
inL the tnemewor attitudes exﬁresseé,in the fable. This has led some

'53!&ics.who nave pursued Sacks's lead to insist that this distinction is
an “absolute"\'ﬁzne.s Héfa I must disagrea. ALth&ugh it might be possible
in some fableg to say we care less about the fate of the characters than -
we do about the meaning of their fate, such a fable must be considered
of a lesser interest. It is not possible to say we care less about

—_—

yvette's fate or Leggatt's or the captain's fate than we do about what

" + ' : .
their stories mean. In fact, I think Lawrence and Conrad intend our
- . 4 '
emotional involvement with these Tharacters.to be integra™ “o the

meaning, or significance, of the tale..The'interest4evoked and the

emotion generated by a fable are part of the learning process integral‘

to the genre. Neither the intention nor the emotionaﬁﬂj g-nent need be
considered--can be con51dered--subord1nate. Conrad R fiderstand

individual respon51b111ty pecause he makes .us careﬂtha + the ‘captain will
. .

do the right tnihg by Leggatt, a man Conrad makes us respect rather than

condenn.

L
€



The intention of the moral 'fable is sufficiently defined byfthé

> *
Qerm'itself——and’tnere is no othEr word for ii: moral. Tor #his reason I
o P .-
Wwill use the term '"moral fakle': and not ”apoloque,”b"fabulation" or any N
- . Y

other euphemistic term. In this genre of literatufe it is simply not )

’

possible to ignore the morgﬁrelement without denying the form itself.

If "moral" defines the 1ntenti£n, what then, defines '"moral''? My
. . v . -
e ; : .l ) W -
rejection of Sack's "formulable statements" should be sufficient to.
B : . .' ¥ ;
convey what I do not-mean by "moral."' Moral-does not define or prescribe.

3

"right" and "wrong," but défineé the process by which one arrives at

such judgments. aAn 1nd1V1dua1 s moral sense is hlS ability to ]uaqe for

»

himself, to draw these dlStlnCthﬂS as oppcsed t§ sipple reliance on J

~

ility whicH
y
An individual's

codes, rules, or 'fgormulable statements;" It is aw

N - i ’
invqlves perception, interpretation, and evaluation.
- . N 3

moral character is this ability to make judgments and then to stand
behind them. ) .

R4
AY

Morality is a matter of consciousngsg. individuality and

commitment, and this is what we see enacted ih the three novellas: The’

Beast in Sgg Jungle, The virgin and the Gipsy, and The Secret Sharer.

"John Marcher is a man whos€¢ consciousness is blocked by his egocentrig,.

but passive, preoécupation wigp his own life. His failure to achieve

7

consciousness results in a life that is void of meaning and commitmgnt.

With the v1rglnal Yvette, D.H. Lawrence shows usg a mort

struggle ‘towards consciousness and 1qﬂ1v1duality But hers is a struggle
noﬁf;gainst her own ego, but against the collective ego of the "mob" and

its éoriventional moralit_y whir‘ has-lost all meaning. Lawrené:é take?s us

one step closer towafaé‘§§¥ew or ”finer"'morality as he shows the

individual lettlng go of the old and confrontlng her life and her

~ -



vuxrelatlons with a stréﬁgtheneq sense of her own 1nd1VLdua11ty In Joseph

o

YV <@
[1 3

Conrad s story of ‘a young captain's flrst command, we s2 & man' s
» .

indiJiduality puo\go the test, as he digcovers ghe inadequacies of codeéf

~ ¢

~ -

and laws when conftronting life's moral ambtjpi?iés. Hi%" fidelity to his ~ 7=

own conscience and his caring commitment to others defines a sense of
. - - .

dhty which is moral in the fullest sense. ﬁorality is, then, a.way of

_knowing, and a way of 1iving committed to that knowledge. Life itself,

or at least a way of life, may be said 'to depend upon it.

It is the intention of the moral fable,to convey this knowledge‘

that cannot be stated, to convey 'the sense of mystery surrounding our

-t
2

lives."* It is the kindAof knowledge th?t g? pxculiar, extraordinary--
what Joseph Conrad may have meant by the "shbtlé.and resistless power

{which] endows passingrevents with their true meaning, and [which]

creates the moral, the emotional atposphere of the place and time."7 Ity
—— I

4 P

is the "wonder and mystery" Lawrence defended when he(éa&d: oo

1

N

AN

"Somebody says that mystery is nothing, because mystery‘i%)sometning you

can't kxnow, and what you dog't know is Fotning to you. But there is more

1
than one way of'kpowing.”'_gnd it is also that whlﬁﬁﬁﬁenry James defines

o .
i
as "romantic": ' ,

_ . . ¢ things that, with all the faculties in the world, all
. the wealth and all the courage and all the wit and all the
adventure, we never can directly know; the things that can
"’y reach us only through the beautlful circuit and subht erfage of
our thoughts and our desire.

In the threfAWorks discussed here, we/find this zeculiari-y, iQ&s

dramatic intrusion into each of an element ¥»f the wonder. 1o . OU

¢

Vs

‘Fabulous, or Extraordinafy, or Supernatural .g., the ghost-like gV/
r .

<

appearance of the "secret sharer,' or the fantastic decision to risk ths,

ship in The Secre’ sharer) ; and the way in which this is dealt_i;tn in
: . i

)

i -

‘\;

.
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. ,'l: ‘ ‘ . N . * N ‘ g
. ' ’\\ ' '
moral erm Tne way in which this element lS dealt with is neltner easy

hal

$
nor .com stable. It~may be called®pep ullar. or peculiarly insistent, in -
D
) the i?n hat it is individual, af opposed 0 conventional or
. , o / . &

ental. So we may say that the moral fable is also recognizable by
s, 0 : ! - ® ‘

this peculiarit ; a peculiarity which is Dboth extraordinaryfand
* ’ - . . . > .
ndividual.//// . : - T

. ¥

" of the moral fable is the thifd and last way we

The '"inrsiste

recognize the gen It refer o the shape of the thing., ifs ftructure

B - 1)
and stwle. "Delight in design"'™ is one critic's way %i putting it. The.

t <design is priparily a "framework within which [the fabulist],couié
r _

present the problems tnat press&d on her, that life had shown her must

_ f ¥ v
be solved or, maniaged, and which were ere than merely per!éna%ﬁ“' !

/.

+ Within this framework we find the pattern of significance. whose chief
- ' LN

e .

characteristic is an "art of concentration that uses alwaysfthe,
» ﬁ -

- . 8

minimum-—-the loaded woJ;:;nd the uniquely representativg act.

~ K 4

. . .
pattern of -significance may be evoked intellectually, hrouiﬁ the use of

irony, or conveyed "through the senses,' as Josegh Conrad would say. The

5 . )
patterning may take the ﬁorm of repetition on a{small scale, such as
54 { :

repetition of certain wbrds of images, on,onSg larder scale, such as a -
. YTl -

"tale witnin a tale.” Or it may take the form of a puzzle or riddle.

wn;cnever mefhod the fabulist uses, his insistence eegages tne‘reader in
| -

éh active interpretation of the pattern. This éppeal to the Eeegee 38

L4
also part of the insistence,‘and it suggests another wa; in which we
~ &
recognize the fable: the "authority of the shaper, tpe fapu{fﬁor behind

L)

And finally; the insistence is the persistence witp which the\

the fable."'?

/

A

febulist pursues a resolution for the problem or question cohf;ontihg>
~- _ . .

‘.
L
t -
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him. In this way, the insistence becomes the intention, which is to_say*

. .
that the form becomes thé content. SO, when one understands all that is
!

implied by "peculiarly {nsistent intention,'" one "need say no more by

way of defining the moral fable." . .=

FIE I

"Novella" refers here in quantitative terms to modern prose fictiqn
of intermediate length, roughly 15,000 to 50,000 words, '* falling

somewhere Dbetween the snoct‘story and the ndvel. This genre has been

°

“”referfed to as nouvelle, novelletté,'Novelle, and short novel. This

*

terminology and its history have been thoroughly discussed in an article

Gerald Gillespie entitled "Novella, Nouvelle, Novelle, Short No¥%el--A
of Terms,''® in which he attempts to clarify the ambiguous

ferminology and suggests the adoption of the term "'novella" to designate

J——

~-this partlcular lntermedlate prose fiction and to dlstlngU1sn it from

the short story and the ndvel. In the interest of conSLStency W1th his
and following;studies; and to maintain the distinction between the

modern English novella and its European counterparts, the French

_nouvelle and the German Novelle I will use ”novella"’tnrougnout the

]
-

present study. Also, it should perhaps be stated here that, while there

“

are interesting similarities between ~the Renaissance novella of

Bocaccio, Cervantes, and Chaucer, it 'is not the purpose of this study to

pursue them.'*

Although Gillespie declares that nhis essay is concerned with

.

terminology and not ”formal ‘nuances,”" he does seem to focus on ”speC1a1

' 'techniques of selectivity which distinguish the novella" from other

genres of flctlon.‘7 These tecnnlques include "extraordinary economy

and "symbolism . e manlpulated in V1rtually mathematical patterns fr1s



. B _ . B

The orientation. of several subsequent studies of the novella 1is ;&

° .

distinctly formal and structural (as opposed to thematic), and appears

“to be following Gillespie's lead in investigating "special techniques."

In answer to Gillespie's gquestion: "Is there any particular
structure, or only a difference in length, that separates the novella

from the shortest and lorgest fiction?"'’ Judith Liebowitz, in ner book,

Narrative Purpose and the Novella, attempts to "define the novella as a
distinct narrative form.'?° She looks for a distinétive shaping

principle, a principle she identifies in the novella's 'narrative

_purpose.' The narrative purpose Ms. Witz isolates for the

distinction of novellas 1is the "double effect of intensity and
expansion.'” This means that the novella is simultaneously a highly

. _ )
concentrated and complex work, focussing consistently on one subject,
with many .suggested, Dbut undeveloped, implications. Thissis achieved by

means of what she calls a "theme-complex' and ''repetitive structure,"

which she describes in terms of their function: to offer thematic

complexity to the story's central conflict, and -to intensify the theme

py a process of redevelopment ("repetitive structﬁre\qi/hnstead of the
novel's linear development, then, the novella redevelops its theme; 1t
"turn[s] back on itself,'" rather than "proceed [ing] lineally to its

conclusion,'?!

Leibowitz's theéry of zxpansion aﬁd intensity resembles the remafkgw-
of dther critics of the rovella, particularly Henry James, whom she
frequently'untes; The n.veli-'s main merit and sign is the effort "to
do the compliéated thing with a strong brevity and lucidity--tc a"i.eve,

on benhalf cf the-multiplicity), a certain science of control."?* Robert

Scholes, in his book on fables, says essentially the same thing, but

¢
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more simply: a good fable *%ig jnstructive in many things beyond 1its

immediate moral.'?® In order to suppert and exp’ (..~ theory,
Leibowitz applies it to a number of German, F oy can and Englisng
novellas. The flexibility of her theory makes -cs5s.5. 2 to accept her

readings as plausible, but they. are ultimately unsatisfactory because
she does not tell us anything particularly worth knowing. This is

perhaps because her definition of "narrative purpese' is markedly

deficient.

Can the purpose of a narrative really pe to-expand and intensify?

The goal she attributes tov£he novella is too strictly formal; and her
preoccupation with the aesthetic effect éf the nove;la inhibits her
perception of the moral basis or intention of the novella, which must
surely have something to do with '"marrative purpose.'' She is actually
talking about narrativevtechnigues; and ner discussion is ultima-ely
shallow because she fails to show *the effect of these techniques on the

overall narrative purpose, or intention, of the work.

In another 1977 study of the novella,‘Fofms of the Modern Novella,
Mary Doyle Springer attempts to define the genre by its '"formal
functions'": ''to achieve a definition of the nov 1 less by what it is
than by what it does: a series of formal functions, which can best be
achieved at that length, functions which cause autnors'lntuitively £o
choose that length.;'"?* Becaﬁse form for Springer ''dbes not mean
structure alone,'" her readings are more useful :ﬁan those of Leibowitz.
However, her reliance on the fictional classifieations set éown byL
Sneldon Sacks, "action," "apologue" and ”sati;e,” results in some

arbitrary and.-misleading categorizations and readings.

Springer notes that apologue (a form which includes allegory and

3
i



+ | .
fable) is an extremely common form of the novella, and her best chapters

deal ‘with the novella as "apologue." Trouble arises when she attempts to

make a case for the other categories of 'satires" and "actions."

. <
Apclogue characteristics keep showing up in actions and satires, but
Springer fails to note the significance: .now easy it is to write about
the novella as apologue, ard how much_mbre difficult it is to deal with

the novella as anything else.

Springer's other problem is her emphasis on Sacks's 'formulable

-

statements':

if apologye, as a particular form of fiction, intends as
its qgifying——thus dominant—-principle the 'maximizing' of the
tru{n of a statement or statements, then that statement must
be caused to become the dominant effective concern of the
reader. If this is to be successfully achieved, What Happens
to Whom, and the artistic means for presenting these, must
pend to the requirements of the m¢ .3age the story wishes,
‘pefore all else, to leave with us. °’

» »
¥

Again: I must argue thatv”What Happens to Whom' can never be subordinate
to ahgh”statement.” what happens to whom is the statement--although 1

would prefer to substitute the word 'moral" for ”statement.: If we lose
1nterést in What Happens To Whom, we lose interest 1n the fable. If, on

the other hand, we become too interested in What Happens to whom, we

lose interest in the moral. So it 1s not a matter of subordinating What

Happenéito wWhom, but only keeping it from getting out of control.

épringer is not the first critic or reader to‘note the gimilaritles
petween the moral fable and the novella. Hany ofttne characteristics
;dLntified by a number of critics as belonging to the novella are those
outlined in my discussion of the moral fable. The length, of course,
lends itself to the art of concentration: “the loaded word and the

7

uniquely representative act''; and the “shapely" novella is much more j
. -



given to intricate patterns. Like any image, the smaller the area of

L
the@ﬂfore, more pronounced, more significant. But the grt of

concent—ation, tre greater the resoluticn. The struétuie of the plot is,

concentration whiCh shows up 1in the structure is merely indicative of.
the concentration of the content, or story. For the narrow scope must be

the predominant characteraistic of the novella, a focus around a sinagle
. ) )
issue, an issue which is, more often than not, moral.

Thefe is likewise an interesting relationship between the novellas

written -by a given author -and his longer novels. Henry James,»D.H.
<

Lawrence, and Joseph Conragd are writers whose moral concerns are

expressed in all of their prose fiction. But it is in their shorter
works that the focus narrows to a smaller. area, and instead of merely
- illuminating the prdblem (which may have arisen elsewhere, in a longer

work), a deeper analysis and solution are attempted. The moral fable,

then becomes like a creative workshop where the writer defines, works
on, and possibly resolves the problep. Examples of this have been noted “
by a number of critics:

. g
Conrad - as we have seen, broke off Lord Jim to write "Heart of
Darkness ‘a novella); and clearly he did co out of an impulse
to is atze and explore with a high concentration what had
revea_. ! itself as a commanding interest while he was wrltlng
his n-vel. There is an equally notable chronological
relat_cnsip between "The Secret Sharer" and Under Western

Eyes. . . .*¢
»

In Under Western Eyes, Joseph Conrad deals with the themes of moral

isolation, loyalty and betrayal in the broader context of the 19th-
century Russian police state and fanatical revolutionaries. In The

Secret Sharer he explores it more precisely. This particular critic anes

on to say that The Secret Sharer even "provides a simplified solut. .n "0

the issue central to Under Western Eyes."s’ A solution it does clearly



provide. But to call it "suFpiified” Ls, inimy view, a serious
,( o S . : !

misreading, as well as & grogs injustice to Conrad, The Secret Sharer, -

and the novella itself. : X\ y

%
Such a case might alsc be made for Henry James's The Beast in the .

Jungle, which appéared in the same year as The Ambassadors:

There is a clear ccnnectidn between the two werks, The central
"scene of The Ambassadors is the scene 1aid in Gloriani's
Parisian garden, where Lambert Strether, another pcor
sensitive gentleman, proclaims his conversion to the doctrine
of experience. The lesson drawn by Strether is that "it -
doesnLt so much matter what you do in particular so long as
you have your life. If %du haven't had that what have you had?

Live, live!" The+same lesson is drawn by Marcher when
with the wane of his hopes he comes to realize that "it
wouldn't have been failure to be bankrupt, dishonoured,
pilloried, hanged; it was failure not to be anything. . . ."
Nowhere in James is this lesson of the primary uses of life
demonstrated with the concentration achieved in The Beast in
the Jungle.?* )

f ‘ -
In The Beast in the Jungle, James defines what it means to "Livel"

The novella is, therefore, po less éompléx, but it ig complex in a
differeﬁt way. The method of the novella-writer is like that of a
photographer who, after taking a grouplpnotograph, moves in closer to
study one member of the qroup. The»égmplexity is found in the precisfon
afforded by ; ¢loser look, a sharper fo;us. TheAnovellas of these
writers a}e therefore very 1mportanb*€o tneiruwork as a whole; and, as

moral fables, they offer intelligent and valuable insights intoc the

probléms which press upon us all.

¢
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CHAPTER ONE

The Beast in the Jungle

Do
v :q}: . .

and\ft may be said that in his account of Marcher's doom
James created the unifying fable summing up the predicament of
all those figures of his imagination who forfeit their
allotted share of experience through excessive pride or -
delicacy ‘or rationality.' '
Although Henry James does not specifically define his 'nouvelles"
-.as moral fables, the terms in which he does define his shorter works are
very similar to the terms in which the moral fable is defined here. He
considered this form to be quite distinct froem both the short story and

the novel, and the distinction was based on more t{an word count. In her

study of James's novellas, The Nouvelle of Henry James in Theory and

Practice, Lauren T. Cowdery finds:

The distinctions on which James bases his definition of the
nouvelle--which is expressed in terms of the difference
petween anecdote and nouvelle--are the opposition of story to
subject, anecdotal treatment to development, and ultimately
the perteption of real truth to the intuition of romantic
truth.?® ‘(underlining mine]

The "anecdote” for James ''consists, ever, of something that has oddly
happened to scmeone, and tﬁe first of its duties is to point directly to
the person whom it so distinguishes.'? Tnis,éomeone, Cowdery explains,
"is interesting for external reasons-—-not pecause of the quality of his
or her Eonsciousness, but because. of the adventufes in which he or she
playé'a starring role."* The anecdote is primar concérned wit@\story.’
and plot as représenped by the Eég;, or '"the tninqs we cannot poggibly

-~

not know."® It concentrates on adventures, and it sounds very much like

14
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i
N r

Springer's (and Sacks's) "action":
X

. a work organized so that it introduces characters about whose
fates we are made to care, in unstable relationships which are
then further-complicated until the complication is finally
resolved by the removal of thé represented instability.*®

derlini i : ' ‘ :
(underliring mine] ,
g

James's ''mouvelle' must begin with 'an excellent anecdote-. . . in order

. '» R ]
to succeed as a nouvegﬁe. . . ."7 It must begin with a good story,

—

\\\ realistic in that it corresponds to our sense of external events, or

reality as '"things we cannot'possibly not know."

1

'\—7 - : : ’
Then these elements are "developed" in such a way as to bring out,
?

. . . . N
or point to, the moral or human significance, what James refers to as
. 3 ‘

: e
the "subject." This '"subject' may be defined as ''some direct

or perception of life.,"*® It beiongs to romantic experience, yomantic

} , R E
denoting 'things that with all the faculties in the world . . . w/e hever
can directly know,'"® "because it is concerned with the significance of
numan events"'® [underlining mine], as opposed to merely the events
themselves. This subject.is nc*.a character, but an idea evoked by the

character or his actions and interactions with other characters.

The sub-.ect may therefore be said to be the nouvelle's "intention,"

N

A moral subjec£ for James is one that is " . . . genuine, . . . [and]
sincere, the result of some direct impression or pe;ception of life. . .
. the 'moral’ sensé of a work of art [depends] on the amount of felt
Vlife in producing it."'' The development of the subject is it's pattern
ofbinsistence; and its romant’ic appeal corresponds to the moral fable's
peculiar or extraordinary quality. And like the moral fable, the

"nouvelle" maintains a strong tension and balance between its moral

dimension and its story, never subordinating one to the other.



N

The Beast In The Juﬁgle is not only not ferely an ”anecdote,"-}hat
— " ANEN

is, -a simple account of "What nappens to Whom,'" it is in fact, an anti-

anecdote, as it takes for ltsf
[']

And anyone who 100Ks in it for. an anecdotal plot (something oddly '~

subject the whole idea of "nappenings.’

happening to someone) will be as frustrated as Marcher waiting for an
anecdotal life ("something rare and strange . . . that was . . . to

nappen to [him]').'?

It is not surprising, then, that Mary Doyle Springer, who
classifies Beast as an "action,' should miss the point. of the stcry, as

is evidenced in the following quotation:
~

The quality (as against the amount) of irony imn The Beast in
the Jungle is immense-—more so than in any other noyella tna%
comes to mind. Marcher, in his dignity as protagonist, does
not understand May Bartram partly because she is for ¢oo long
where he is, drawn into a struggle to uncover 51gn1f1cance
where there is no significance at all. She dies of her adual
awareness that his great secret is nothingness, but she has
elevated the pathos of that-nothingness and of Marcher's
struggle toward nothing, by her loving involvement. '’

springer reads Beast as a degenerative tragedy, a sub-category of
”actiohs,” because of‘tne downward movement she defines by May Bartraﬁ‘;
death and John Marcher's/pathetic ending. It is indeed a éragedy, but
p .
the tragedy is not that there was no sign;ficance to Marcher's life, but
instead that he missed the significance of his life, because he missed
the experience of his life, which was, in fact, May Bartram's "loving
lnvplvement.' The fact that he eventually glimpses this should not
obscure his continuing lack of mndersganding, which is obvious in
.

Marcher's concluding that he was ''the man to whom nothing on earth was

to have happened."'*

To say May dies of a 'gradual awareness 1at his great secret is



. n

nothingness" is to miss the irbny_of this statement, for Marcher's

"revelation'" is nothing more than a continuation of his failure from the
beginning. He '"'realizes' ncthing was to have nappened to him, wnen'what>
"he ‘should have realized is that he lackeé.tné sensitivity, awareness and

-+ . N ’
human;zy to comprehend whdt did happen to him. Marcher remains to the

end a static character. Far'from being a ”Marcher,” he makes:no

. J:‘ : ]
advanﬂement in understanding what life 1is all about. @é% 4 the reader

A

should understand the lesson 1f ‘he has understood tne&?( 21 ion of

v

James's irony, an irony which Mary Doyle Springer herself recognizes as

one of the chief characteristic of this novella,‘but then fails to see

how 1t WOrKSs.

. Sp-. ~er 1is not the only critic to have misread‘the ending by

maintaining that Marcher comes to the realization 'that his great secret

]

is nothingness, and that ne.is consequently destroyed, as was May °
R .

AN

Bartram, by that realization. The point 1 wish to argue is that the

distance between the narratdr's and Marcher's perception persists until

<

the end, at which point Marcher is no closer to realization of the truth
about himself or his 1ife than. he was at the beginning. A reading of the
text as a moral fable, following its pattern of significance will prove

this, aS the revelation of Marcher's cﬁéracter will reveal the moral or

human significance the author is exploring or developing.

The cause pf May Bartram's death. is revealed in tﬁé developmenf'of
this tale, and especially ir he final image we have of her. The image
James creates of May éartram is one of deterioration, her wasting away
from a disease Qf the blood (the essence of life). One can pursue the

. S '

metaphor (as one must in moral fables) to see that May ceases to exist

because of a deficieﬁ%y‘gm ner life which is due to Marcher's never:



' t
. - Lt . ; 1
Really\acknowledging her existence; he wastds her instead of saving her.

The question of what it is that "saves' one in this life is the

"subjeft" of this novella, as it is of sev@ra_ othePs:'® ‘the "social

4

relation.”'* It is that which determines existence and saves one from
. ‘V .,‘v. - -

desolation, waste, and an empty existence. It is that which May Bartram
. ' ) A

o

is denied. Her pnysical d¥ath is representative. of the life John Marcher ;

deniedpboth her and himself. : _ . (
equally true"3f

‘.
52

Lo

):-l

What Cowdery says of The Coxen Fund is The Beast in

0

v :
S ©

the Jungle: it "is a complex, carefully wrought nouvelle in which 'mere

narrative' is forsaken in favor of such romantic structural devices as

evocation, irony. . . .'"'? If we pursue the ironical insistence of this
tale, we cannot fail to see how it reveals how a man loses his "allotted
share of experience' due to his:obsessive angd.selfish preoccupation with

—

finding 1it.

This irony ls evident in the presentation of Marcher's thou

action:. CJames conveys his moral attitude towards Marcher througn the
. N .

use of a "iighly irorical narrator, who shows us Marcaer's opini f
himself in a way which gives us the narrator's opinic- ut the same Qime.
He tells us not only how Marcher sees himself, but how Marcher views his

world and his relation to it. This is always accompaniec Dy the tfuth,
4 N .

@’

not. as Marcher sees it, but as the narrator sees it. This is achieved

o R /‘
not only by the irony of the narrator, but by the developmer* of May's

cénsciousness as well. James's limited omniscient narrator shows us

. 4 , !
Marcher's thoughts, but not May's. However, we understand May's thoughts
’ »

because we understand neQ actions and words. That Marcher does not is
made obvious not only by his actions and wdfds. but also'by the

narrator's presentagion of his thoughts; and, gt is one of the ways in

-
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J‘%ch J¥r-es xéeps the reader distanced from Marcher's character (or

avoids pointing too directly to ﬂ§m) and develops the irony of the

. . .
[

novella. - ’ : '§§?§ ‘ » \\
o O

. ) )
The tale of Jopn Marcher is fra...s Dy another consciousftess, that

of the narrator, whom we can take, I think, to represent James. The
- . .

NEY LA
‘frame ‘device goes all the way back to the early novellas of Boccaccio

-

and Cervantes, but it is also a characteristic device of the mpral fable

in that. it est;gizgﬁks a relationship between the author and reader, the

relationship being of a pedag&jical nature. A writer of James's sKill

and subtlety goes to eat lengths to present a méral without

moralizing, t et the reader discover the truth for himéelf, In Beast,

Henry Jam engages the reader in the subject Dby means of a riddle with

. N
which tfe characters themselves are preoccupied (and which is the

story) .\ Through his use of irony, James keeps the reader's interest

2
o

balanced between the fate of the characters and the méaning'of the

riddle. The irony persists until' the end when the reader makes the-
v

discovery which centinues to elude Marcher.

< Y

The bakic "anecdo " of Beast, the "What Happens To Whom,'" is the

! * .
: .

basic "Boy Meets @irl" plot: John Marcher meets May Bartram on an

afternoon visit to a magnificeyt coun ry'estate; npwever:.it‘is actually

. v

the second time they have me
L4

o

”boy” is different; he claims

.for himself a rare sensitivity.and pgrception of some extraordirnary fate
in store for him. This is what we learn of Marcher from May Bartram, who
N . 1 i
. Y
is merely repeating what Marcher told her years ago:

"You said you had had from your earliest time, as the deepest
thing within you, the sense of being kept for something rare

-and strange, possibly pfodigious and terrible, that was sooner- se
or later to happen to you, that you had in your bones the
forebodiny and the convittion of, and that would perhaps .




%

. overwhelm you."'?
. A ’ . _ . .
But James shows us.a man who is neither sensitive nor perceptive. The

fact that it is May and mnot Marcher Qnoafirst'states the great secret
allOweyJames.te pe wonderfully ironic about Marcner: how could it be
Fhat a sensitive and percéptive man would have forgotten that he had
‘oﬁee shared tne_greatéet eecret of his life with an attractive young
woman? James also showsvus a man who nas some mistaken ideas about

. /
relevance. He shows us Marcher groping for something that might have

happentd between them in the past, something which would gfve enough

relevance to the relationship to resume it now:

Marcner sald to himself that he ougnt to have rendered her
some service--save? her from a capsized boat in the bay, or at
jeast recovered her dressing bag, filched from her. cab, in the
streets of Naples, by & lazzarone with a stiletto. Or it would

. nave been nice if he could have been taken with fever, alone,
at his hotel, and she could have come to look after him, to
write to his people, to drive him out in convalescence. Then
they would be in possession of the something or other that

r their actual show seemed to lack.'?

1

Marcher's idea ;of something happening, then, is related to the world of

sﬁberficial, external events, to the world of anecdote. When he does’
% 0 . . .

‘learn that he told her his secret, his response is, "No wonder they

_couldn'tfﬁave met as if nothing nappened.“’° That Marcher doeé‘not

A

: understand‘whét must haVe passed betw&gn them on the more human_level,

‘-

'somethlng ]e] deep as to allow ‘him to share his secret with her, 1is an

1nd1cat10n that he will not understand or perceive what Wlll happen

4between ;?em now. Coupled with the fact &hat he forgot tnat he even told

¥

her nis secret, this should tell the reader that this is not a sens;tlve

and perceptive man. A

] . b
5 M

May Bartram acCepts Marcher's proposal to watch with him, and- tnud

the fAi[St chapter ends with a kind of parcdy on the conventional boy-
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meets—girl anecdote: not '"Come live with me and share my life," bu;
""Come watcﬁ with me." The relatibnsnip; like ﬁarcner's life, is one
based on anticipétion of, and suspension from, action, rather than
action itself. In this first cnapter; James engages our ir ~erest in John

‘Marcher and in What Is Going To Happen to him, but offers us a few

signals to be suspicious of him as a "hero."

S

In Chapter 1I, the irony intensifies as James cohtinueé to explore

Marcher's perceptions and develop the mystery of his fate. The gap
P

between the nafrator's perceptions and Marcher's perception widens, and
the distance‘between reader and Marcher is effectively established in

the narrator's account cf Marcher's idea of his own generosity.

He had thought himself, so long as nobody knew [his secret],
the most disinterested person in the world, carrying his
concentrated burden, his perpetual suspense, ever so quietly,
holding his tongue about it, giving others no glimpse of it
nor of its effect upon his life, asking of them no allowance
and only making on his side all those that were asked. He had
disturbed nchody with the gueerness of having to know a
naunted man, though he had had moments of rather special
temptation on hearing people say that they were "unsettled."
If they were as unsettled as he was-—he who had never been
settled for an hour in his life--they would know what it
meant. Yet it wasn't, all the same, for him to make them, ‘and
he listened to them civilly enough. This was why he had such
good--though possibly su rather colorless--manners; this was
why, above. all, he could :=zgard himself, in a greedy world, as
decently--as in fact, perhaps even a little sublimely--
unselfish. our point is accordingly that he valued this
character quite sufficiently to measure his present danger of
letting it lapse, against which he promised himself to be much’

on his guard.?'
‘

"What James nas given us here is a perfect portrait of a totally
egocentric, ''pedantic and portentous'?? man--the very thing which a
couple of pages later the narrator tells us Marcher prides himself on

not being. The reader rightly guestions the insight and

"disinterestedness' of a character who can call himself "sublimely

.
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unselfish,'" and who can be so vain as well as blind; this doubt will
make the reader suspicious of Marcher's ability to perceive Or KNOW

anything. Therefore, when Marcher c:fers as ﬁroof to himself of his

~"sublime unselfishness' the fact that he does not marry May Bartram, the

LN

reader suspects it to be evidence of the exact opposite. Here again, the

narrator conveys Marcher's thinking in terms which allow the reader to

seé things which Marcher obviously does not. Mérchef feels he cannot
marry May with ﬁis prodigious fate, ni§ "Beast in tﬂe Jungle," ready to
spring. James's irony is turned against Marcher once more, as he
contemplates his "Beast in the qungle” in the same terms in which he

regards his relationship with May Bartram:

"1t [their relationship] simply existed; had sprung into being
with her first penetratirng gquestion to him. . . . It signified
little whether the crouching Beast were destined to slay him
or to he slain. The definite point was the inevitable spring
of the creature; and the definite lesson from that was that a
man of feeling didn't cause himself to be accompanied by a
lady on a tiger hunt.?’ [underlining mine]

-

Marcher's failure to draw any counection between the twc things 1is
underscored "on the folloﬁ§ng page when Marcher'jokingly suggests that
her coming to town may be 'the great thing''?* itself. John Marcher
becomes a character from whom the reader expects the oppogite of what re

says to be true. Most of the time, he is wrong in his perceptions; and

when he is right, he does not know it!

~The reader does not, then, look :or great percipience from Marcher.

May Bartram, on the other hand, emerges in this chapter as a character

kS
who understands, feels, and means much more than she says. And ¢s we

struggle along with John Marche: to comprehend her enigmatic remarks, we
v . : .

begin to suspect in this chaéter that we will have more success than

Marcher. This is the effect of James's irony.
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James offers further proof of n%s character's misguided thinking
and at the same time introduces a major clue to the. riddle, and an
important aspect of "the subject, 1in Marcher's preoccupation with
appearing 'indistinguishable from othef men."?* He 1is concerned about
appearing ”queer" and is g;gteful to May Bartram for making him appear

like other men because he has a friendshipAwith an attractive woman. But
it seems to be a strange concern, and the reader suspects that Marcher's
concern to be like other 'men is as misguided as his conviction of his,

[

-

sublime unselfishness.-Wp@t igtessentially Wwrong with this concern 15
that it is focussed again on appearances, ekternal realltleé (just as
his expensive birthday gifts are superficial substitutes for what would
be true generosity--the gift of himself). What Marcher should be
concerned with is not appearing to be like otﬁer men, but actually being
like other men, actually 93122 part of the human eXperleﬁce. And what
tha£ means, we begin to suspect, is the ‘answer to May's riddle and the

“subject' or moral of James's "nouvelle' or fable.

Another pattern starts to become apparent in this chapter as we
watch Marcher trying to comprehend Hay[s meaning. Wher Marcher expresses
concern that Hay“é "curiosity is T.Oot Deing-partaicular.y repaid," ¥ she
intimates that it pernéps has been repa:d: G. . . of course one's fate
is coming, of course it ggé come, 1n its own form and 1ts Own w;y, all

the while.'"?’ In this conversation, as in almgost all of them, Marcher

’ L

Y
fails to understand her:

"Only you know, the form &nd the way 1in your case were to have
been--well, something so exceptional and, as one may say, SO.
particularly your own."

Something in this made him look at her with suspicion. "You
say 'were to have been,' as i1f in your heart you -had begun to
doubt." :

"On!'" she vaguely protested.



A

24

"aAs if you believed,' he went on, "that nothing will now
take place." ' ’

She shoagk her head slowly, but rather inscrutably. "You're
far from my thought." .

He continued to look at her. f'what then is the matter with
you?" _

"well, . . . the matter with me is simply that I'm more
sure than ever my curiosity, as you call it, will be but too
well repaid,"??

Her words are certainly enigmatic, but at no point does she even suggest

that

will

she believes nothing will take place. All she suggests is that ”it”

not necessarily be the kind of thing he was expecting; and there 1is

the implication that she does expect ne will eventually understand wna;

she does, what "it" is. But Marcher misunderstands her, and

- . O
1)

unfortunately, some critics-have followed his lead. But it is difficult

-

to see how anyone could be in line with Harcheq's tnlnkiné,'when James

¥
’

‘has created such an -ironic distance between the reader and Marcher.

’

Consider the final part of their conversation in Chapter 11I:

"1 am, then, a man of courage?"

“That s what you were to show me.

He still, however, wondered. 'But doesn't the man of
courage know what he's afraid of--or not afraid of?7 1 don't
know that, you'see. I don't focus it. I can't name it. I only
know I'm exposed." i

"Yes, but exposed—-hdw shall I say?——so directly. So
lntlmately That's surely enough.' .

"Enough to make you feel, then--as what we may calﬁgphe end
of our watch#-that I'm not afraid?"

"you're not afraid. But it isn't,' she said, "the end of
our watch. That is i sn't the end of yours. You've
everything still to see.'

“Then why haven[t you?" he asked. He had had, all along,
today, the sense of her keeping something back, and he still
nad"dt. As this was\nis first impression of that, it made a
kind of date. The casik was more marked as she didn't at first
answer; which in turnymade him go oOn. "You know something I
dori't." Then his voice, for that of a man of courage, trembled
a little [underlining mine). "You know what's to happen." Her
silence, with the face she showed, was dlmost a confess;on~-1t
made him sure. "You know, and.you're afraid to tell me. It's
so bad that you're afraid I' 11 find out."??

2

May's compassionate ambiguity is clearly not James's, and he leaves us



25

little doubt that this is a man who hasn't a clue as to wnat céurage is,
or what trﬁly saves one 1in tﬁis exiséence. Tne narrator has so cleafly
intruded in this passage with his i;ony that one is left to wonder whose
final worag,.”You'il‘ﬁzver fipd'oﬁt,”’° wé are left with—-May's or

James's. And we read on not merely to discover if this prophecy is true,

but also, if it is, to learn why he never finds out.

From here on, the tale revolves?' around the riddle. The insistence
of the tale is evoked through the riddle, and the "subject'" of The Beast

in the Jungle is hidden in it. It is this riddle which gives both

structure and meaning to the tale, and the reader is drawn into the
story by participating ir. resolving the mystery. He is not given the

solution, but must fiﬁd it or not--as must Marcher.

As Chapter III opens, Marcher is reassuring himself of his

selflessness in his relationship with May: "His point was made, he
@

thought, by his not eternally insisting with her on himself."*? James's
method is repeatedly to have Marcher thinking or telling himself he is

unselfish and then to present actual evidence of his outragedus

B

A
selfishness. This majintains the gap between Marcher's self-image and the

. » ’ : .
reader's image of hims It alsc focusses the reader's attention on

Marcher's selfishness, which is a key element to the riddle.

Se when Marcher asks May, '"'What is it that saves you?'" and the

Ay

narrator explains, “saved he-, he meant, from that appearance of
4

variatipn from the usual human type,"?? we suspect that behind ﬁﬁs
4 v,
apparent concern for his friend, there is a desire to return to his true

obsession, his fate. But if Marcher is Xeeping his .question iﬁ_&ﬁe

foreground, so 1is James his: what is it that saves anzone?
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; ' v
The structure of the argument suggests that the question of being

saved is ultimately.one of survival, 'moral survival'; but Marcher fails

~

to understari zh:s. May, however, seems to comprehend and mean much more

y

than her friend.'The conversationé petween the two take the form of a
P ’ - °

riduling, and, as it becomes increasingly clear that she has answers and
Marchér does not, their relationship becomes.that of insight versus
ignorance. And ag this is a -oral fable, one may even regard their
characters as the personification of these twe states of being. But it
is not enough o see this; one must undersgand the basis of Marcher's
ignorance in order to grasp the whole fable. what keeps getting in
Marcher's way of crossing over from ignorance to insight 1is his egot;gm.
Not only can we deduce this from the narrator's irony towards'Marcher,v

but we can see it built right into the structure of James's fable:

"I never said," May Bartram replied, "that it hadn't made
me talked about.'" [This is in answer to his question of what
saves her.] ' ' o

"An, well, then, you're not 'saved.'"

"{t nas not been a question for me. If you've had your
woman, I've had," she said, 'my man."

"And you mean that makes you all right?"

She hesitated. "I don't know why it shouldn't make me--
numanly, which is what we're speaking of--as right as it makes
you."

"1 see," Marcher returned. "'Humanly,' no doubt, as showing
that you're living for something. Not, that is, just for me
and my secret." . '

May Bartram smiled. "I don't pretend it exactly shows that
I'm not living for you. It's my intimacy with you that's an
question." .

He laughed as he' saw what she meant. “"Yes, but since, as
you say, 1'm only, so far as people make out, ordinary,
you're--aren't you?--no more than ordinary either. You help me
to pass for a man like another. So ,if I am, as I understand
you, you're not compromised. s that it?" - -

She had another hesitation, but she spoke clearly enough. i’
"rhat's it. It's all that concerns me--to help you to pass ‘for
a man like another."

"How kind, how beautiful, you are to me! How shall I ever
repay you?" '

She had her last grave pause, as if there might be a choice
of ways. But she chose. "By going on as you are,"?3*

-
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This i§ typical of their enigmatic conversations, invwniEh the reader
becomgs confused as w0 what is actually being said. It is not clear to
the reader what May Bartram means by her cryptic answers. What 1is cleér
¢ the reader is that John-Marcher doés not understand her either. Sco
that remarks -like, "He laughed as he saw what sne meant," are only more
of the narrator's irony. This is madebclear by May's responses to

. ’
Marcher. Before ev Ty reply, she "hesitates,"” 'smiles," and ”paﬁses”;
these gestures all .signal the lack of spontaneous communication and
understanding between ﬁay and Marcher, as well as indicating to the
reader that there is something more in her consciousness than she 1is
sharing. She 1% the mystery;'nowever, Mgrcher is still looking for his

mystery elsewhere, in his "Jungle."

1%

All that Marcher is real.y lnLe“ested'in finding out from May 1is
4
what she might know about his fate that he does not. His selfish
preoccupation begins to take on grotesgue proportions when he learns
that May is ill. He congratulates himself for not thinking first of his
own personal loss, but hers: how "cruel" it would be for her to have ta
die before 'discovering ”it)' since her whole life has been dedicated to
watching and waiting for "it'": "These reflections, as 1 say, refreshed
: Q '

his generosity.'?® But the narrator goes on to tell us that even this
generosity '"lapsed for nim," and Marcher became ""di1sconcerted' at the
"tnreat of much inconvenience"?* that her death would mean to him. This

supreme egotism is the source of Marcher's failure and the subject of

‘James's tale: "It was characteristic of the inner detachment he had

nitherto so successfully cultivated and to which our whole account of

him is a reference. . .”ﬁ§ (underlining mine).

The results of this cultivated detachment are ironically presented
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on the next page when, since he is sO "disconcerted'" about her poséibie
death, Marcher wonders "if £ne great accident would take form now as
nothing more than hic being condemned ;o see this charming woman, this
admirable friend, pass awa§ from him."3' Marcher, as usual, even when he
gets into the general area of the truth, gets it wrong. He suspects her
>gg§£§ might be the great accidént which is to mark his life, overlooking
the possibility that it might have been not her death, but her life. And
as usual, his confusion is linked to his selfishness: "He had never so
unreservedly qualified her as while confronted 1in tHbugnngitn such a
cssibility.'?? In other words, he does not acknowledge he;'bf value her
tor herself, but only if she should turn out to be part of his great
fate, instead of realizing that her value is his fate. So just as he 1is
about to attain some understanding, he is ‘blinded again by his egotism.
He believes if her death were to be the great thing, it would be arn-
"abject anticlimax. It ;%uld represent, as connected with nis bast
attitude, a d4rop o{ dignity under the shadow of which'pls existence

could only become the most grotesque of failures."*® i .

»

Marcher comes very close to understanding at the end of this

\

chapter, when he considers that it might actually be '"overwhelmingly too
late,"*' that nothing is going to happen to him. But even in this bit of

1insight, James points to Marcher's fatal ignorance:

It wouldn't have been fgziure to be bankrupt, dishonored,
pilloried, hanged; it was failure not to be anything. And so,
in the dark valley into which his path-had taken its unlooked-
for twist, he wondered not a little as he groped. He didn't
care what awful crash might overtake him, with what ignominy
or what monstrosity he might yet be associated--since he
wasn't, after all, too utterly old to sufffer--if it would
only be decently proportionate to the posture he had kept, all
nis life, in the promised presence of it. He had but one
desire left--that he shouldn't have peen{ ""s0ld."*?

N
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There are two main problems here in his thinking: one is his persistent
egotism, his posturing; and his passive relation to life. He has thought

all along of his fate as something to happen to him, and this passivity

is expressed in his fear that 'he shouldn't have been 'sold.'" Marcher,

ultimately, has it wrong again. His passive "detachment . to which

our whole account of n1im is a reference' has kept him outside the human
or social community and distant from the experience of living. Marcher

nas it partly right: failure is 'not to Dpe anything," but he fails to
understand that it is precisely his detachment that keeps him from being

o

anything. It ié?nig ability to reach partial truths which makes Marcher

an wnterestlng character and his limitation which makes him a tragic
if

‘ Qne; The cluesypf the riddle are coming together in Mar-her's ignorance,

Se

'?“5§eifisnness, and passiyity. Through the irony of his narrator, James

gdea cf the rlddle comes more lnto focus in Chapter 1V, as

l" -

resents Hay tO us as 4 sphlnx If She appears SO to Marcher, the
!* j ,,1 "

“

< $§§nbm is even greater to the reader, as it has been all along. To
f%w

e 15 a Sphlnx because of the enigma she represents to him. But

}«n.the reader'%gknowledge of the mythlcal sphinx whlch is
woman and tne bedy of a lion. And it destroyed ali who
ér‘its riddle. May, therefofe, 'embodies the riddle;

”h Mafchef realizes. But the reader cannot fail to equate

U the sphlnx

.,'

Xi p}@Beast in the Jungle, since what is the Dbeast in the
SR LA

tﬁan the 110n7 U51ng the simple equatlon, Hay Bartram (A)

. Q
. f)l.v b
0 Tno Sphlnx (B) ; Ihq“Spthx = The Beast in cne,Jungle (c), and The Beast

jungle o%‘

7

1h the Jungle = Marcher's. Fate (D), the. .Lisdle 1s solved.

1f ‘p=B, _ B=C, - and C-D, v @*tnen A=D.
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May Bartram is Marcher's fate.

\
5
Marcher's fear of never knowing his fate eclipses his fear of

losing May. Even as he sees that she is dying, he continues to badger
her about his fate. The conversation of this chapter (each chapter is
centered around a conversation) is enigmatic and cryptic,.and the only

way the reader can Qﬁke any sense of it is to understand that they are

W

tali@%d about two different things. And meaning can be found only be

v

following iay's words: @

"Oh, yes, there were times when we did go far." He caught
nimself in the act, speaking as if it were all over. Well, he
wished it were:; and the consummatibn depended, for him,
clearly, more and more on his companion.

But she had now a soft smile. '"Oh, far ----!"

It was oddly ironic. "Do you mean you're prepared to go :
further?" .

She was frarl and ancient and charming as she continued to
look a. him, yet it was rather as if she had lost the thread.

"Do you consider that we went so far?"

"why I thought it was the point you were just maklng-—that
we had looked most things in the face."

"Including each other?"*?

The distance between their thinking is painfully evident as May tries to

turn this conversation away from the question of his great fate and
/ .

towards their relationship. It alerts the reader to what has really been ’
. 14
at issue here from the start--their involvement with one another. Then

we see the extent of May's "loving involvement' as she backs down,
realizing that understanding might be too painful at this point for him.

Here, in May's compassion, is that great selflessﬂess that Marcher

claimed for himself. But Marcher doggedly turns the topic back to the

question of his great secret:

.

"You know something I don't. You've showed me that before."

These last words daffected her, he could see in a moment,
remarkably, and she spoke with firmness.

"I've shown you, my dear, nothing."
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He shook his head. "You can't hide it." o,
"Oh, oh! May Bartram murmured ©ver what .she couldn't hide.
It was almc . a smothered groan.
"It would be the worst," she finally let herself say. "I
mean the thing that I've never said.'*!
The critics who believe that the thing she has never said is that
nothing was ever to have nappgned to him havé obviously been as confused
by May Bartram's words as Margher is. To beli that Marcher's great

secres 1s nothingness is to remain aligned wit Marcher's consciousness,

which any sensitivity to James's ironyvshould have rendered impossible,

May's,ambiguous statemenhts to Marcher work up to a poignant
revelation which is made tragic by Marcher's inability to comprehend her
meaning. She responds to Marcher's accusation that she is abandonind~h1m

in a loving and symbolic gesture: "'No, no!' she repeé..d. 'I'm with

~

you-—don't you see?--siii¥, '"*® She is with him still, or he still does

not see? In contrast to M&mer's pompous pretentions, James Shows us

generosity in May's painful last effort to save Marcher. But Marcher is

again prewented from undérstanding because of his egotism (ne only sees
A o

ner as ''capable still of helping him"*¢) and by his obsession with his
"fate." "Then tell me if I shall consciously suffer,”.Harcner pleads
with her. To which she requgss, "Never!"*’ He will never suffer, or she
will never tell =" Marcher hears tne'former; but the reader must

consider the lat-<:r. May follows his thinking and challenges the idea

that never to suffer is best, and again the reader senses that James 1is

p .
playing with the two meanings of "suffer'": to suffer pain or to

experience something.

[

May, who has suffered, in both senses of the word, knows that

LY .

experience, even if it is painful, is better than failure to experience;



32

and she hopes ﬁgre that Marcher will finally grasp this. When he says.
"I see--if 1 don't suffer!" we think he has glimpsed this truth. But May

Bartram is right to doubt nim. "You see what?" she asks. "Why, what you

mean--what you've always meant.'*' But Marcner ultzma&e;y ‘alls to

"

understand what she means, what she is tryingjto say, a§§ What she has

L4
1 " ;! . ) %‘ ” )
always meant' to him. ’ = ; o

May assures him that he has not been wrong in thinking that

somethiné great was to happen to hinm, and then she presents that'
fsometning éreat” right before his eyes.and Fellé him, "It's never too
late.'*?® She gets up and stands before him. This is the ”épr;ng” for
which Marcher has waited, but James has rendered it in terms too.subtle
for his protagonist to pe =2ive. (Recall tﬁat Marcher only recdgnizes )
the kind of melodfamatic happenings he wishes had marked their earliest
meeting in Chapter I.) Blind to her meaning, ingapable of perception,
F——

Marcher waits to be told. His passivity and egotism are still in the

M

"

way: . . . the fear that she would die without giving him light."*®

5

"Don't you know--now?"
"Now----?7" [and flnally in lmpatlence.«Marcher exclaims] "I
know nothing.'*' R ‘

- o

As she-goes out the door, Marcher is still insisting: "What then has

nappened?” To which May wearily replies, "What was to.'"®? This does no:

mean ''nothing.”

Harcher s distress over May's imminent death is domlnated by his
< \\\ [

hl

preoccupation With his fate, the fact that she knows what it is, or

A
)@7
- 29 g@‘;

has been, and has not yet told 1m. And i1l as she is, Marcher badgers

her to reveal it to him. Whenfkne tells him it has come, he argues that
he has not been aware of it. with her customary hesitations and

E

. i
enigmatic smiles, May_tellsqé&m, " . . . your not being aware of it is
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the strangeness in the strangeness. It's the wonder of the wonders.'®?.

o

. . . [
Her®words here reflect the romantic kind of knowledge James is

exploring, “'things that, with all the faculties in the world, .

..o we
‘never can qsfectly know; the things that reach us only through the
beautiful circuit and subterfuge of our thought and our desire.'’*' Her

. ~
enigmatic answers and statements embody~James's theory that these

. . A .
"tnings" cahnot be merely narrated, but must be evoked. It 1s impossible

for May to tell Marcher in the explicit terms he unQerStands. Marcher is
. ‘ : — ¢
a man who needs '"fofmulable statements'’; and May Bartram’s art, like the

art of this fable itself, is far more subtle than that. What she {ana

the fablés represent is another way of knéwing.

- i

4

May's own, way of naming his insensitivity is to tell him, "You take

your 'feelings' for granted. You were to suffer youlr fate.“nat was not
. X
necessarily to know it."*®*® The kind and loving May hopes for Marcher now

. only that he will never know "it,"” since now it is too late. Ke: guesses

- Y

that it is her death which will be the prodigious event, because hlS‘lé

a mind alert only-to melodrama (remember when he wished something

4

- —— . -

drastic had marked their earliest meeting: "Then they would be 1in

possession of something . . .'). The truth is that it was ner life that,
N

was the great thing, ahd the love she brouqhﬁ

IS

to him. Never having

o .
Jproperly appreciated or ¥xperienced this, to realize the truth only as

she dies would ‘be a pain the compéSsiohate May does not wish‘him to

- kxnow. Tre waste of it °%is his tragedy, and, she wishes-to spare him that:

|

)
"Don't gggg-jwﬁen you needn't," she mercifully urgkd; "you
needn't--for we shouldn't." ‘ - :
"Shouldn't?" If he could but know what she meant!
" Y“No--it's too much.'*®*

a

The consequences of Marcher'd 'cultivated detachment' are revealed
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-

in Chapter V, as Marcher is alienated from those who are mourning May's

death. With no "producible claim . . . no connection that anyone

’
! \

appeared cpliged to recognize,'"*’ he is granted none of the rights of

the bereaved husband, which is the identity he presumes to have a right

to:

He couldn't quite have said what he expected, but he had
somehow not expected this approach to a double privation. Not
only had her interest failed him, but he seemed to feel
himse.f unattended--and for a reason he couldn'sound=-by the
distinction, the dignity, the proprletyv lf nothing.else, of
the man markedly bereaved. It was as if, - #n the view of
5001ety, he had not been markedly bereaved as if there still
failed some sign or proof of it, and as: .ufg nonetheless, %45
character ¢ould never be affirmed, nor the def1c1ency ever
made up.>3*

It is cnaracteristio of’Marcher‘tnat he begins to understand ris failure
only in terms of how he is now being slighted. What Marcher is being
denied here is the acknowledgement and oonfirmat;on that he denied May
all these years. But Marcher is Stlll kept from full understandinc Dby
his preoccupation: "What could he have done, after all, in her llfetlme
witnouﬁ giving tnen both, asxit were, away? He‘couldn't have made it
‘known she was watching nim,:for‘tnae would ‘have published the
snperspition of the Beast."®®’ Just as his egotistical self-absorption

has kept him from ekper;ence,,it &1so keeps him from knowledge.

B T , _ o,
. As tne,final chapter‘opens, James subtly'introduces one of the
story‘s thematic paradoxes. Before, Mafcher thought of ﬁay in terms of
;ne person who allowed him to pas as an ordinary man. Now he thinks

only »f the ”dist;nction"_she ave him:

4

“ He was 51mply now one of them himself--he was in the dust

- Fwithout a peg fqr the sense of difference; and there were
hours when, before the temples of gods and the sepulchers of

- kings, his spirit turned, for nobleness of association, to. the

bareiy discriminated slab in the London suburb 60

R
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‘ This is one of the morzl mysteries James is exploring. To be a full”
>
,part1c1pat1ng mempber. of the human community, to enter into the common

experlence of love and life, is to- feel the distinction which is to be
one of mankind. But this still eludes Marcher, as the next sentence
makes clear: "That [s1ab] had become for him, and more intensely with

time and distance, his one witness of a past glory."¢'. He is not drawn

to nér‘grévé pecause he loved her, for herself, but‘because she had been

‘watching with him, and had apparently "-itnessed" his fate. His

.

fascination with, and need for being at, her grave is presented in terms

of complaisaﬁce and nostalgia, as opposed to true grief. When James

describes Marcher as "a contented landlord,"*‘? he is reminding us that

1

he never valued May for hefself, but only for her connection and
usefulness to him. He needs her becagse she knew him; and in that
knowiedge-ne feéls his idenﬁity, his existencé.’Tnat is almost right,
ex;ept that it is all one-sided. She knew him, bufégs has been pointed

out, he never knew her, he never acknowledged her.

Wnen revelation finally comes to Marcher, it comes, signifigﬁntly,

from "the face of a fellow mortal."¢? The revelation comes as Marcher

)

recognizes true grief and passion in another fMan's face--recognizes it

~and envies it:

9

Now that illumination had begun, however, it blazed to the
zenith, and what he presently stood there gazing at was the
sounded void of his life. . . . The name on the table smote
him as the passage of his neighbor had done, and what it said
to hlm, full in the face, was that she was what he had

,!

missed. 7

There seems to be some incongruity between this realization and his

great conclu51on tnat "he had been the man of his tlme the man, to whom

i ‘U
nothing on earth was to have happened."*? Thls seeming paraflox is
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understood ds one cames to a full understanding of what James means by
"happen.' She wés what was to have happened to him; but she was
ultimately nothing to him. Marcner'§ fz+e ''happened" tolnim while he was
r;altlng for -it; bdt sincg he did not recognize it, it did not really

)
happen. A nappen%pg cannét pe a merely passive occurrence; it must be
one that the person fully recognizes and takes part in. To happen heans
to’come intc being; and nothing comes into being until it is perceived,

experienced and acknowledged. Marcher's existence may be said to be a

<

nor®l failure becausé, there is so little "felt life' in it.
. g 0T

Marcher forfeits his "allotzed share of experience' through his
egotisﬁ, nis total preoccupation with his individual destiny. He thought
he was saving himself for his great destiny, while in fact he was
keeﬁiﬁg n;mself gggg‘it. The moral mystéry James is exploring 1§ the
seeming paradox of %ndividual fulfillmént achieved by ;ommunion with

another., Had Marcher fully appreciated Hay, had he understood exper.ierce

13(3 subtler, deeper sense, he would have lived, and something would

-
)

have haggened to him.
The concurrent point James makes with this ‘fable is that life lived
_  _as mere anecdote is failure, failure to be anything. What makes life

2]

more than just\fn anecdote is awareness and the significance we “bring to

it "through the beautiful circuit and subterfuge of our thought and our

a

desire." This is what Marcher denies in his denial or May .Bartram.

May Bai:ram dies from not beiné allowed to come into ekistence. But
it is Marcher whom we are meant to see naé no life. If this is not made
clear at May's_funeral,_when Marcher 1s so utterly ignored, when nhe 1s
treated as - f he never héppened at allz we see it in the-final scene

- Wwhere Marc:er throws his desperate self upon May's tomb. In denying Ma§,
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k]

he has denied the significance of his life. He_is doomed now to

emptiness:

The escape would have been to love her; then theﬁ he would
have lived. She had ived--who could say now w1th what
passxon7—-51nce she have loved him for himself; whereas he had
never thought of her (ah, how it hugely glared at him!) but in
the chill of his egotism and the light of her use.f*

o

May, whose name conweys the promise of spring, represents the .otential

and the source of life: the human relation. Qll;we are. even glvén is

-

N .

this possibility, anﬁ our fate 1s what we make of :; -May was somethary. .
e, w

-x o
/

that might nagg beé% but Marcher never rea;mzed the potentldl For
i\ ’

Henry James, then,.to llVe means &; reallz@UOW@ S ponentlal ope‘s

& -

pOSSlbllltlES Realization depends on fecognitiun, on, conscxousness

John Marcher s failure to llve is failure of consciousness; and as such,

it is a moral failure.

#
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CHAPTER TWO

The Virgin and the G psy

. . every man has a mob-self and an individual self, in
varying proportions. Some men are almost ail mob-seif,
incapable of imaginative individual responses. . . . The
public, which is feeble-minded like an idiot, wiil never be
able to preserve its indavidual reactions from the tricks of
the exploiter. The public is always exploited and always will
be exploited. . . . With imaginative words and individual
meanings it is tricked into giving the great goose-cackle of
mob—acquiescence. Vox populi, vox Dei. It has always been so,
and will always be so. why? Because the public has not enough
wit to distinguish between mob-meariings and individual
meanings. The mass is forever vulgar, because it can't
distinguish between its own original feelings and feelings
which are diddled into existence by the exploiter. The public
is always profane, because it 1is controlled from the outside,
by the trickster, and never from the inside, by its own ’
sincerity. The mob is always obscene, because it 1is always
second-hand. '

!

For D.H. Lawrence, moral thought and creativity depend on
imagination and individual reactions, since "second-hand" conv;ctions'
are no conviction§ at all. In order to 'preserve its individual
reactions,' the individual self muét ge able to stand alone. Moral
survival, then, depends on ﬁhe survival of the individual self, or as

) .

Lawrence puts it: '"We must be able to be alone, otherwise we are just

victims."? : o -

John Marcher thought he had to be alone to meet hisg fate; but
despite his ''cultivated detachment," he was not "able to be alone," as
we see in his desperation after May Bartram dies. Marcher confused
individuality with egocentricity. .To be aloné means, in this_con;ext, té_

be an individual; gut Lawrence's concept of 'singleness" does not deny

41 ' )
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the necessity of human interaction, or the need to recogniie

"otherness.'" On -—he contrary, he goes on to say: "But when we are able
to be alone, then we realize that the only thing to do 1is to start a new
relationship with another--or even the same--human being."?® And

' 2

elsewhere he states, ''No human being can develop save through the

polarized connection with other peings.'* Human interaction is, then,

[

lalso essential to development. So the focus of most of Lawrenqé’s work
i's on individual life, but it is the individual life in delicate balance

with "its essential and inescapable relations with others."®

The Virgin and the Gipsy may be recognized as a moral fable because

in it the intention is peculiarly insistent, so that thg’representative
f. "

significance® of everything in the fable--character, episode, and so on—-
1s immediately apparent as we read.'"*® In his discussion of this novella,
Leavis has called it a "complex work of definition that has been done Dby
creative means,"’ whose theme 'has nothing to do with Wraggle-taggle-
gipsYism. . . . The tale is concerned with defining and presenting
desire as something pre-eminently real--'real,' here, having its force
in relation to the nullity of life at the rectory."*

i

\
G.W. Watson agrees with Leavis that the work is about "desire,' but

He argues that:

Leavis is highly misleading when ‘he speaks of Lawrence's art

'vindicating desire', . . . What Lawrence does in The Virgin

and the Gipsy is demonstrate the highly mimetic nature of

desire: he penetrates behind a smokescreen of "glamour'" to

reveal the "fearful selfishness' it obscures. It is always

selfishness at the expense of gomeone and it is fearful
because that someone 1is turned®™nto a victim.’

Although "desire" is an important element in the work, I believe that if

the work "vindicates" anything, it is the "selfishness'" which Watson
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refers to, but which Lawrence would probably call individuality. And as

it defends individuality, this complex work defines, or redefines,

morality.

This is the '"peculiarly insistent intention"” of Lawrence's novella,

R

The Virgin and the Zipsy, to defend the inteé}ity of the individual, to

define a "finer morality," and to rescue the individual from the mass.

| »

The central character of this fable, '"the virgin" Yvette, must be saved
from_the nullifying effects of conventional morality. Since, for
Lawrence, ''the eszential function of art is moral,"'® it is the function

of the artist to eXxpose the false morality c¢f society, to reveal the

pr2
' ’ )
hypocrisy, and destructiveness of ”mobjpeanings,” to substitute a "finer

morality for a grosser.,"'' And by ei§051ng the obscenity, dishonesty,
and immorality of the mob, Lawrence hopes to rescue the individual se_. .
in each of 'us, to keep us from ''giving the great goose=cackle of mehH-

acqguiescence."

#fe e

. When the vicar's wife went off with a young and penniless
man the scandal knew no bounds. Her two little girls were only
seven and nine years old respectively. And the vicar was such
a good husband. True, his hair was grey. But his moustache was
dark, he was handsome, and still full of furtive passion for
nis unrestrained and beautiful wife.

why did she go?'?

\

In the scandal we hear the ''great gooée-cackle of mob-
acquiescence." Thé mobss reaction, condemning her and labeling her "a
ﬁad woman,' reflects the superficial and limited "way of knowing" of Ene
‘mob: 'she left her husband because he was aging. The mpb, restricted to

empigical knowledge, can see only the physical phenomenon of his greying

hair. And likewise, the mob defends the vicar on the superficial grounds
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nature of the vicar,
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of good looks. But Lawrence suggests there is an another answer, an
answer known by the '"good women, " a%%?nswer which Lawrence wants the
reader to come Qo know. And this knoﬁledge is ftnat there 1is somethiné‘
wrong with the vicar, something thatéjuStifies his wife's having left

him.'"'? This something wrong is suggested in the word "furtive."

The mob fails to see that a man "full of furtive passion" might not

have been 'such a gocod husband" after all. The unwholesome and dishonest

4 passidn suggests that sex to the vicar was "a
. o

dirty little secret,"'¥ making their relationship pornographic and

-ading, a "breach of integrity"'’ to the'individual (his wife). I

)

Q)f marriage has.degenefated into pornggraphic and

ins, then the proper response is to "burst away with

ah‘eééét of

brilliant success for the young woman, as the.current usage of the word

revulsion."'® To escape this relationship was, then, a

"eclat" suggests. In its archaic sense, "eclat'" dencted scandal.
Lawrence asks the reader to redefine, to leave behind outdated values,

like werds, whose meanings are not relevant te the individual.

Cynthia, or "the vicar's wife," is the first character to be
mentioned in the tjlé, and the representative significance of her
character will dominate the fable. If Cynthia 1s to represent
individuality, and th# rector the institutions of society (church,

«
marriage, family), then the conflict of the novel may be defined as that

bCetween the individualoand the institutions. And Lawrence's intention is

clearly to defend Cynthia, or the individual.

His first step in this process is to reveal what happens’ when

Cynthia, Qr»individuality is driven out of the institutions:

®
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The vicarage family received decided modification, upon
transference into the rectory. The vicar, now the réctor,
fetched up his old mother and his sister, and a brother from
the city. The two 11tt1e girls had a very different milieu
from the old home.

The famiLy is now dominated by a manipulative, selfish and power-hungry

old woman, who keeps herself-in 'the chief arm-chair" by invoking the

"whole tradition of 1oyalty " The dup11c1ty of this tradition, or myth,

as watson aptly puts it, is revealed in the old woman's aims and .

. 1 . ;
tactics. Her only concern is that she ''was not going to be dethroned,"'*

which means not allowing any potential rivals. As far as the ex-wife or

any future wif® is concerned, this means exploiting and supporting the

£

mythr of loyalty her son has adopted;.unable to‘keep the woman nerseif.

he devotes himself to an ideal,+$ghegure white snowflower'--thus

dehumanizing Cynthia and.distancing himse.{ from her.

As a representative of the mob morality, the Mater uses-the label

(a kind of '"farmulable statement') to turn the woman into an object,

simultaneously distancing her son from his wife and focussing his

loyalty on an unattainable ideal. This duplicity allows the Mats:- to
play .the role of tﬁe kindly old granny in her "old-fashioned lac cap"
and "black silk," forgiving the errant wife, yet'loyai to her son. But
she is exploiting her -son's weaknesses and maniﬁulating nim to her own
selfish.ends.:And the vicar, having far more mob-self than individual
sélf, cannot "distznguisn between [his] own original feelings and
feelings which are diddled into exi;tence by the exploiter.' The Mater's
mytn of loyalty is dishonest and selfish, but powerful With her own
offspring under control, the only threat to her rule comes from her

grandaughter Yvette, 'who had some of the vague, careless blitheness of

She-who-was-Cynthia.""'’



The mass is alwavs threatened by the individual, In fact, danger is
an inherent part of individuality, as it is of morality, the morality

which this work defines:

Mingled with all this, was the children's perfectly distinct
reccllection of their real home, the Vicarmge in the south,
and their glamorous but not very dependable mother, Cynthia.
She had made a great glow, a flow of 1ife, like a swift and
dangerous . sun in the héme‘ forever coming and going. They
always associated her presence with brightness, but also with
danger; with glamour, but with_fea;ﬁyl selfishness.?®
i -
&
-But without individuality, as.withou; Cynthia, there is another sort of

danger:

- . .
Now the glamour was gone, and the white snowflower, .like a
porcelain wreath, froze on its grave. The danger of
instability, the peculiarly dangerous sort of selfishness,
like lions and tigers, was also gone. There was now a complete
stability, in which one could perish safely.?

i_ynthia reprgsents spontaneityf creativity, and individuality. When
these qualities.are goﬁe from the marriage, the family, or any of
society's instiﬂﬁtions, stagnation sets it; when iﬁd;viduality is driven
away, the mass (personified by Granny's '"old bulk'") moves in; the
"grosser morality" of the mob takes over, '‘and Society, as represented by

Granny's offspring, is a mass of weak and disintegrated members.
\

The second chapter of this story defines '"stability" and the
oppressive and consuming demands of Granny's (the mob's) "tradition of

loyalty'":

f& The rectory struck a chill into tnelrﬂhearts as they entered.
It seemed ugly, and almost sordid, wltn tﬁ% dank air of that
middle-class degenerated comfort which has ceased to be
comfortable and has turned stuffy, unclean. The hardg, stone
house struck the girls as being unclean, they could not have
said why. The shabby furhiture seemed somehow sordid, nothing
was fresh. Even the food at meals had that awful dreary
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sordidness which is.so repulsive to a.young thing coming from
abroad. Roast beef and wet cabbage, cold mutton and mashed
potatoes, sour pickles, inexcusable puddings.??

Domin@;ign has-replaced direction in’a family and society which anchors
instead of steers, and .the shackle of the family bond.is(felt:in the
prison-like institution of their home. The rectory is; therefqre, a

r rfect metaphor for‘the dégenerated c';dition of middle-class'mo;ality.
‘It is dominated DE‘a corrupt will, jyhose means of rullng is manlpulatlon

and censorship of anything ‘external to it.

?

.Granny, in her "old bulk," 1is the mass, cr mob, itself. She is the

n

ifh" * .
embodiment of the corrupt will which defines the mob, spokesperson and

perpetrator of its false morality. And, as "the mob is always obscene,"

.

Lawrence.'s physical descriptions of Granny,!spread throughout the second
chapter between the .incidents which define-&er cnaracter,\intensify ;h
theirbrepulsiveness. We are told first of all that.”éranny, who Floved a
‘bit of pork.' . . . quickly slobbered her portion--lucky if she spilled
nothing on her pfotuberant stomach.”** And theh,

But the Mater rose as ever, towards noon, and at the mid-day
meal, she presided from her arm-chair, with her stomach
pro<ruding, her reddish, pendulous face, that had a sort of
horrible majesty, dropping soft under the wall of her high
brow and her blue eyes peering unseeing,.-Her white hair was

gett¥nd scanty, it was'altogether a little indecent. . . . She
was perfectly complacent, sitting in her ancient obegity, and
after meals, getting the wind from her stomach, pressing her. v
* posom with ner nand as she "rifted" in gross physical
complacency.?
And as the chapter closes: ‘ -

And it was then that Yvette, looking round, suddenly:saw the
ston- ‘mplacable will-to-power in the old and motherly- .
seer ... Granny. She sat there bulging backwards in ‘her chair,
impassive, her reddish, pendulous face rather mottled, almost
unconscious, but-implacable, her face like a mask that hid
something stony, relentless. It was the static inertia of her

. .
B3
.
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unsavoury power. Yet in-a minute she would open her ancient
mouth to find out every detail about Leo Wetherell. For the
moment she was hibernating in her oldness, her agedness. But
in a minutegher mouth would open, her mind would flicker
awake, and with her insatiable greed for 1ife, other people's
life, she would start on her quest for every detail. She was
llke the old toad which Yvette had watched, fascinated, as it
sat on the ledge of the beehive, immediately in front of the
. 1ittle entrance by which the bees emerged, and which, with a
demonish lightning-snap of its pursed jaws, caught every bee
as it came out to launch into the air, . swallowed them one
after the other, as if it could consume the thLe hlVe full,
into its aged, bulging, purse-l:-re wrlnkledness
[underlining mine]

Granny is identified with the mob in terms of general ynlgarity,-but
more specifically,'Lawrence focuéseé on her ‘all-consuming, unnatural
appetite, a predom;nant characteristic of the mob. Her.”inéatiable‘greed
for life, other people's life,' takes on sucn propdrtions as to
virtually extinguish her humanity. Hence, the toad metaphor. But at the

same time, it is the kind of distancing device Springer identifies in

"apologues" or moral fables. The representative significance of the

‘character is stressed so that the reader will be distanced from the fate

-of the character as a human being and will focus on the significance or

meaning of the character and story.

The 1life which Granny has swallowed up is personified in her
daughter, Aunt C1551e. A victim of Granny s appetlte, Cissie has none of
her own. She in fact "hated food herself, hated the ‘fact of eatlng.”“
By sleeping with Granny, CisSie has sacrificeé ner.own s%eep, that
preC1ous and essential retreat into the sanctlny of one's own
unconscious ('"that essentlal and unique nature of every 1nd1V1dual
creature””) cut off from-her own essential and unique nature, which
constitutes a kind of 'breach of 1ntegrlty,” she loses her appetlte and

her nealtn: "And she grew greyer and greyer, and tne food in the house
) [ ]

got worse, and Aunt cissie Xad to have an operatlon."" As.Lawrence

Al
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tells us elsewhere, "It's the failure to live that makes one i11."?®

The representative significance of episodes is important in the way

Lawrence develops & pattern of comparison and contrast. Yvette's two

f

'main characteristics in the tale, her vagueness. and her yearning, are

consistently contrasted with Granny's determined will and appetite. The

!

kind bf‘naturél and healthy appetite which is essential to life is seen
in Yvette at £he ogening of Chapter Two: Her reluctance to go bhack to’
tne "boring" reétofy is the natural reaction of a '"young thing'" yearning
for life: When Yvette exclaims, "I should like to fall violently in

. .
love,”’° it is the spontaneous expression of this yearning to partake in
the adventuré of life. But whether or not Yvette will be able (unlike .x>
Cissie).to rgsist'the will of the mass and preserve this essential
appetite is a matter of nef will, that is, choice. Thié is an important
point which Lawrence makes clear in the exéhange between Cissie and;

Yvette over the tea-cakes:

Yvette absently grabbed another cake, from the now almost
. empty plate. Aunt Cissie, who was driven almost crazy by
Yvette's vague and inconsiderate ways, felt the green rage
"fuse in her heart. She picked up her own plate, on which was
the one cake she allowed herself, and said witn vitriolic
politeness, offering it to Yvette.
"Wwon't you have mine?" - ‘
"Oh thanks!" said Yvette, starting ‘in her angry vagueness.
And with an appearance of the same insouciance, she nelpéd
herself to Aunt Cissie's cake also, adding as an afterthought:
~ "If you're sure you don't want it "

If you are willing to make a sacrifice out of yourself, don't be

surprised if someone takes you up on it. Lawrence has no mercy for those
who Victimize themselves. It will be‘Yvette's choice then, if she
saérifices her own natural appetite to the"perverse and corrupted.

s

appetite of tié mass.
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But free choice is ﬁot so easily made. The difficul;y Yvette has
‘opposing Granny is revealed in the iﬁcident of the open window. Yvette
is no match for her bec;use the "tradition of loyalty" demands‘}espect
for elders. Hervown instinctive andvindividual reactions to Granny are

suppressed by a sense of guilt inflicted on néf by the mob, as expressed

“1

by Yvette's friends who drop by the following afternoon:

-

Granny was alwa . :here, like some awful idol of old.flesh,
consuming &ll ¢ e attention. There was onlky the one room for
everybody. And !’ere sat the old lady, with Aunt Cissie
keeping an acrid gquard over her. Everybody must be presented
first to Granny: she was ready to be genial, she liged

. company. She-had to know who everybody was, where they came
from, every circumstance of their lives. And then, when she
was au fait, she could get hold of the conversation.

Nothing could be more exasperating to the girls. "Isn't old
Mrs. Saywell wonderful! She takes §EE£ an lnterest in life, at
nearly ninety!"

"She does take an interest in people’s affalrs, if that's
life,'" said Yvette., .

Then she would immediately feel guilty. After all, it was
wonderful to be nearly nlnety, and-have such a clear mlnd' And
Granny never actually did anybody any harm. It was more that
she was in the way. And perhaps it was rather awful to hate
somebody because they were old and in the way.

Yvette immediately repented, and was nlce. Granny blossomed
forth into reminiscences of when she was a girl, in the little
town in Bucklnghamshlre. She talked and’ talked aWay, and was
so entertaining. She really was rather w0nderful

7

. . e 4 .

n
4 g

Yvette abandons her own' feelings and ends up 91V1nq r,the qééac goose-

iy L4

cackle of mob acquiescence." A

"Actually' is a key word in this fable. Yvette is afraid to trust
‘- : X
ner "intuitive" knowledge, "the things . . . we never can directly know..

.. " yvette's difficulty im recognizing the harm Granny does is. in her-

not trusting her own intuitive xnowledge, her own perceptions;rﬁét 
individual-self lacks the confidence to defy her mob-self, thé7sidéa‘.

which rel:es on the “actual." Remember she is the offspring.of both

'Cyn nia and the Rector. Her understanding of Granny's evil, irsidious

i
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ways remains locked in her u-conscious, the core of her individual-self,
where it finds expression :n the symbol of the toad. (Symbolﬁ'are the

language of the unconscious.) Whether or not Yvette will survive will be

a matter of her indiwidual-self triumphing over her mob—self;

As Chapter Two offers two contrasting kinds of appetite--the
natural, spontaneous adppetite of Yvette, and the overdeveloped,

gluttonous appetite of Granny——Chapter:Three explores two kinds of

repellion:

Six young rebels [Yvette and her friends], they sat  ry o
perkily in the car as they swished through the mud. -~ ~hey ’ o
had a peaked 1ook too. After all, they had nothing T=zall+v to
rebel against, any of them. They were left so very .:=e _.n
their movements. Their parents let them do almost en... :ly as

! they liked. There wasn't really,a fetter to break, rn>r a
prison-bar to file_through, nor a bolt to shatter. 7Tr¢ keys to
their lives were in their own hands. And there they “:ngled
inert. .

It is very much easier to shatter prlson bars than to open .
undiscovered doors to life. As the younger generatlon finds
out, somewhat to its chagrln, True, there was Granny. But poor
old Granny, you couldn't actually say to her: "Lie down and
die, you old woman!" She might be an old nuisance, but she

- never - reglly did anything. It wasn't fair to hate her.

-

Lawrence's irony, since he or »Husly believes they do-have somethinq Eo
rebel against, is directed at their ignorance, their inability to
recognize what factual harm' is and to act against it. "She (Granny)

never really did anything" echoes the voice of Yvente's conscience from

the previous chapter: "And Granny never actualil +1id anybody .any narm." *

Lawrence is calling attention to the fact that Yvette and her friends

3

are limited in their perceptions to the realm of physical phenomgna, 1@

much the same way that John Marcher was. So without this understandihg.

they don't see what they have to rebel against; and their ”rébéllion" is

all for show. It is, in fact, no rebellion at all, but conformity to a

certain social convention, 'a really jolly social life,"3?* and a form of

4
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"static inertia.”

Then they, and we, encounter the gipsies. As Leavis points out,
"One can say that, for Yvette, the gipsy represents the antithesis of

the rectory, with its base self-love, its fear of life,mgts.stagnat;on,

' Y . \

and its nullity."*® The gipsy's colorful, clean attractiyeness and

virlllty'contrast with Granny's dark decrepitude, as his snug winter

<

. . . ! " W'
campfwith its;'smell .of flCh food" contrasts with the rectory, But“the

. . ‘&
gipsy" represents more than another way of llVlng, h& represents another
q

wa9 of knowing; he represents the intuitive.“His first-word is to invite
: M i s - "»*_ '
them ‘to have ther. fortunes told by the glpsy woman The "s;x young
. : - \\’
rebels” take it as a%lark, except for Yvette, who is immediately struck

s

.0y the Kind of strength Wthh she flﬂdS -~ his ''dark conceited proud

‘ eyes”"”lt was a peculiar lo0k, in tne eyes that- belonged to the tribe

° u,

w o,

- of the humble. the pride: of the parlah the héﬁfwsneerlng challenge of

the. outcast who snéered at law-abiding men, and went his own way.'?*,

¢Yvette is separated from sner group by her ag?reness~of the gipsy. Amidst

the sporting’of the otheéy ‘there 1s a prlvate scene being played out
between Yvette and the Glpsy, WhOnlS also vefy much -aware of her: ""She

. -

met Nhis aark_eyes*for’a second; their level search, their 1nsolence,
their v”:‘:omplete indi;iference to people lilte Bob and ugo, and something
tooh fire ln‘her~breast. She thought:_;He ls'stronge; than I am! He

doesn;t care!'d” ’ ' | ';?‘?

4

|

; Yvette sees the gipsy, all of the glpsles, “is ‘an alternative to her

T . 't

)

life, ‘a rebellion egalnst her llfe. For hei? the gipsy has almost
mythiCal-statﬁs; he becomes her 1Qeal. and, as watson has pointed out,
it is not just the gipsy man, but nis wife as yell. They have become a

.

replacement/myth for the rectory. ) Tk



Therefore, when Watson says that Yvette and the Gipsy are both

attracted to "what the other represents," I agree to a cértain extent.

.

"yvette is attracted to the gipsy and his woman because they symbolize:
in ner mind the "'scandal'--in the shape of her mother having run of f

'with a young and penniles§ man'--against which the world of the rectdory

defines itself."* But there is more to the attraction than this. I
think they do indeed récognize a certain affinity in one anothér; they

intuitively recognize in each other a kind of understanding, an

-

understanding which separates them from their conventional surroundings.

3

As a gipsy, he is on the outside of society; as a virgin@ Yvette is also
in a sense on the outsigde, uninitiated. Yvette's virginity has more to

‘do with the state of her consciousness than her sexualiiy. Yvette's

wvagueness is essentially the same thing as her virginity: she is

[N

uninitiated into the corrupt consciousness of her soriety.

N

oo

So Yvette recognizesjsometniné of herself in the gipsy, that »
something which isolates her "individual-self' from her hmob-self.” But
she sees. that his "individual-self" is stronger than hers. As is
frequently the case in this kind of hero-worship, or idealization,
Yvette fails to see his weakness, a weakness which I believe Lat:énigk 4
very much intended thé reader to see. Watson calls attention to thﬁgika
weakness in the gipsy's 'dishonest sta:e,” nis insolence, his.swagger.
which suggest that he '"cares'" a great deal more than Yvetﬁe realizes.

. ' 4
" But rather than making him one of t@?@”slaves” of conventional morality

as well, this weaknéss reveals the fragility of the g%psy's rebellion.

His heroic proportions may exist in yvette's mind, .but Lawrence warns us

4 v

! ) -

through language not to label him.

The gipsy does feel the threat énd menace of the mob, as
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represented by the hostile approach of Leo in his motor car (blasting
his ho:n ané threatening to run over the gipsy's cart). Every individual
feels tne.tnreat of the mob,.and indifference is frequeﬁtly a means of
defensé. He recognizes himself the fragility of his position. Despite
its hidden snugness, his caﬁp can never be totally defended,
unassailable, permanently fixed and secure. There is, even, a certain
futility about the gipsy's rebellidnl as Lawrence suggests later in the
talé, when he tells us that_Yvette "liked that mysterious endurénce in
Him, which endures in opposition, .without any idea of victory."?? This
defines a.kind of spiritual $uperiority, a kind of surrender of the
self-willed eéo, for'ynich the ”ideé of-victory” is always paramount and
always enslaviné.llf the individual self 1is alway§ threatened by the

mob-self within. as well as the mob without, 1t is strengthened and
. 4 -

>

‘reinforced by those "essential relations" with other individuals. It 1s

t 3

for this reason that the gipsy is attracted to Yvette, and, in fact,

kY -
v “

needs her, needs communion with her. - ' : S g g,

Meanwhile, Yvette, who is feeling the stirrings of her individual-
self, has lapsed into a spell-like, otherwqudly, trance. But when it

comes her turn.to have her fortune told, she is suddenly frigntened,
. /

" apprehensive. Part oféﬁ%r believes in the mystery, the wohder, of the
49, . .

~

v ’ . \)
o0ld gipsy's knowledge; and thatzknowledge frightens her. Yet she
ultimately enters the gipsy's caravan to have her fortune told in
private. Yvette comes out of the caravan some time later, we are told,

with a "stooping, witch-like sileénce about her as she emerged in the

" twilight."*°® But, significantly, she instantly loses this enchantment

when she rejoins'her.companidns (or re-enters the mob) . Despite her

" fascination for.and affinity with the gipsies, her mob-self still has

control. Alligned with her companions once more, she feels the need to

’
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refute the spiritual knowledge of the gipsy, and to attack their pride

with her middle-class condescension.

Thg struggle to free oneself from the mob is not an easy one, the
triumpnknever secure. But to live within the stricturgs of the mob is to
subject oneself to a steady degradation. This becomes mOre.and more
apparent as Lawrence reveals t#%e dishonesty and corruption of tqg

°

-
"grosser morality" of she mob.

* The window-fund es:sod;sz\éﬂotner illustration of the way in which
Lawrence uses a contrast to define the ''grosser morality" of the mob
(the rectdry family) and the "finer morality" of the individual
(cynthia). ("In the negative, of course, tne‘positive is invoked.”“f
There'is no defense or justification for Yvette's trifling away money
which does not belong to her; and it is not Lawrence's intentign to
offer any. As a fable, we must grant £Qe episode its symbolic

significance, which means to,look beyond the surface of the "actual." 157

And when we do that, we see that it is not really the taking of the

pmoney for which Yvette is being punished.

what throws the rector into such a frenzy is not the money itself,
but Yvettefs attitude, her vague, thoughtless disregard for things. When

ne first hears she has misused the momgy, he is merely "rather severe'

"If you needed money, why didn't you tell me?" he.asked

. coldly. "Have you ever been refused anything in reasoen?"”
‘ "I--1 thought it didn't matter," stammered Yvette.

"and what have you done with the money?"

"I suppose I've spent it,'" said Yvette, with w1de
distraught eyes and a peaked face. ’ ’

"spent it, on what?"

"{ can't remember. everything: stockings and things, and I
gave some of it away.'"*?

s

Then the rector becomes really angry, his face contorting into "a

»
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snarling, doggish look, a sort of sneer,"*? as he recognizes ''some of

that vague, careless blitheness of She-who-was-Cynthia'" in his d%y@hter.

N

So she ls.béing punished not so much for what she has done, butwéof what
she 1is; and i+ is this which I-think Lawrence intended us to recodnize

as the rector's lack of "belief' in her.

For' Aunt Cissie as well, the window fund incident is representative
. 4
of a crime wnich drives her practically insane: "The selfishness! The
self-shness! The selfishness!'** It is not the money, whi~1 the rector

r .
restores to Cissie, which enrages her; it is Yvette's failure to conform

to the rules of behavior to Wich Cissie has sacrificed her life. Aunt

‘Ccissie's "green tumour of hate" is more than a little jealousy. She

env%es the young girl her freedom, her "selfishness'; and the suppressed

envy erupts in resentment and hate.

aunt Cissie's and the’Rector's reactions, then, are based on hate

and fear: feelings the mob always has for the individual; and their

effect on Yvette is to produce a -sense of shame and self-loathing, as 1is

¥

always the effect of the mob on the individua#: s ‘~Q ’ .

B

Yvette remained crushed, ggd deflowered and humiliated. She

crept about, trailing the rays of her pride. She had a

revulsion even from herself. Oh, why had she ever touched the -
leprous money! Her whole flesh 'shrank as if it were<ﬂeflled

‘Why was that? Why, why was that?"*? \ -

Lawrence's language here suggests a violation so brutal and physical
that @mmedlately think of rape, and in this way Lawrence shifts tne
as

emph ‘ from Yvette's ''crime" tc the crime of her "punishment' and

forces us to guestion which is more immoral. As crimes are frequently

3 .

judged by their motivation, Yvette's,”thoughtlessnes;" must -appear the

lesser crime when compared to Cissie's hate and the Rector's enraged
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fear. But if this is not clear enough, Lawrence offers another

contrasting incident which further undercuts the credibility of the
- O .
rectory morality.

The secohd;episode of this chapter reveals the hypocrisy of
AN .
Granny's "traditioen of loyalty' and contrasts Granny's willful malice

with Yvette's thoughtless crime. Gr. y takes: advantage of a minor
ekttt o

famiiy squébblg to slander the girls' Mother: "At least . . . We gon't
come_from‘nalf—depfaved stock;““ The remark not 6n1y reveals a
viciousness in thg old lady's character, but.her malicious ;ntention,
which ,is to.wound. And hér duplicitou; edigorial;ziﬁg of the exchange
later on reveals her aiso to be a riar and hef*tradition of family
loyalty to bé a lié. Aga}n,.the crimés must be compared: Yvette stole
money; her family robs her of her human digniﬁy.'The comparison is part

of the 1nterpfetation process of reading fables.

-

"It is not surprising that Yvette turns for comfort and solace to

;he memory of her Mother:

When things went very wrong, they thought of their mother, and
despised their father and all the low brood of the Saywells.

© Their mother, of course, had belonged to a higher, if more
dangerous and "immoral'' world. More selfish, decidedly. But
with a showier gesture. More unscrupulous and more easily
moved to contempt:-but not so humiliating.

, to degrade; which is the greatest crime,

’and *which is the motivation for ra}J. The only way not to be humiliated

; ""Lb o o .

is not to care, and Yvette is trying not to care in the same way that
' . “a &,
ner Mother had not cared, in the way that the gipsy seemed not to care.

P C o ®

~So the giﬁéy offers solace to Yvette in two ways: the healing power ‘of

his pure desire after the huwxllatlng v1olat1ﬁn by her family, and a

w1thdrawal to a higher, superior reality. Her 1dentification with her
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Mother shifts towards the gipsies, who are after all, much more

accessible and immediate. And she lbngs to run away to their freedom and

purity.
v P

The pattern of comparison and contrast continues into the next
chapter in which Yvette receives two proposalg. When the gipsy c-mes to
the rectory (as if in some mystiC response to her longing), he and

Yvette engage iﬁ a subtle flirtation, which is all suggestions, double

1y

meanings and insinuation, culminating.im his provacative invitation to

"come Fridadys, when I'm there.'*?® N

But Yvette resists him, or rather his power or appeal; she reacts

against the '"feeling" that possesses her after the gipsy is gone, ''the

feeling that she had been Looked upon, not from the outside, but from

the 1nsi€i. from her .:cret female self.'*’ As Watson has pointed out,

£

the shgg she puts on with'her sister Lucille when they dress up in thei
‘ .

best Qewgaws' and "sailed down and into the sitting room"®° is a

reaction against the gipsy"s penetrating gaze which has left her feeling

naked, vulnerable.. Interestingly, it is this show which smoothes over
I ’\‘ ——

e

the family feud agggke@tores the family to its status quo, allows the

family to re'sume its show of unison and c@hgeniality:

'Thé’réEfbfmldﬁgﬁéﬁTéIﬁﬁafﬂéﬁa“Uﬁélé”Fféd"§§idf'""’
“The family fegds itself highly honouied."
Both the elderlyimen were quite gallant, which was what

Yvette wanted. o '

"come and let me feel your dresses, dol' said-Granny. "Are
they your best? It is a shame I can't see them." .

""Ponight, Mater," said Uncle Fred, "we shall have to take
the young ladies in to dinner, and tive up to the honour. Will
you go with Cissie?" T

“ ¥l certainly will,'" said Granny. '"Youth and beauty must
come first."*' -

L3

They are once agéin the "Saywells,'" Put the hypocrisy of which the name

O
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is suggestive has been fully revealed in the breceding episodes.

[

AN

!

“the question "wny is nothing i mgortant7” And as she pursues her 'really
jolly social life,ﬁ)sne 1§Qmored and i:ritated by her friends,-

particularlyuheo, wnokﬁsﬁﬁ s?ner a very different sort of proposition:

”éngaged} Yvette?"*? There is no -"naked

@y

insinuation; of de51re nere"——no deslre at all—-and no awareness of ner

@ . >,

either. Leo S proposal bf marrlage is Vulgar and Yvette is shocked and

repellied by xt. ""She mlght as well have expected old Rover “ne

‘ 1

Newfoundland dog to propose to her.!'*® As she compares t.eo to a dog,
Yvette is mimicking the gipsy yoman éi 'contempt, for such domestlcated

dogs, calling themselves menk““f'heo's'coarse style i§ worth comparing

- - 5
: .

to the gipsy's: ‘ ﬁ' ' .

"Why?" she said. "Why should yonnind i€ 1 was an old
maid?" : .
"Every reason in the world, M ne sald looking up at her

"7 And Vvette remains troubled by the superf1c1a11ty of 1t plagued by

A

with a bold meaningful smii e tnat“wanted to make its. meaning @

blatant .if not patent. —_—

But - xnstead ‘of penetratlng 1nto some deep secret place, and
shooting her there, Leo's bold and patent smile only hit her
on the outside of the body, 11ke a tennis ball, and caused the
same kirRd of sudden irrita*eAd reaction.®?®

It is his ODVlOUSHESS which lS ;O offenglve, a blatangy which has all

e e e I T TR T S - g T
pali "’

the leering lewdness of the mob, andﬁwhlcn ie-abrasive to ner

St

-
' '

\\ S, .:-’

comes around, 'Yvette dlsagreeably and unaccountably refuses to go."**

She heads off for the gipsy's camp, whe- time she does surrender
@ ‘ .
to the "dark complete power"' of the gipsy .e is absorbed by his

. o ‘ .
awareness of her, an awareness which affirms her humanity as well as her
sekuality, in opposition to the reotory family. and Leo, who degrade her

————_sexuality and deny her humanity.

sensxbllltles. It is not surprising. that tne next time the "usual bunch" °
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Despite her attempt td remain casual and nonchalant, Yvette slips

v

into a mystical, trance-liké state:

\

And again the bird-of her heart sank down and seemed to
die. Vaguely, as in a dream, she received from him the Cup of
coffee. She was aware only of his silent figure, sitting like
a shadow there on the log, with an enamel cup in his hand,
drink...J his coffee in silence. Her will had departed from her
1imbs, he had power over her: his shadow was on her.

and he, as he blew his hot coffee, was aware of one thing
only, the mysterious_fruit of her virginity, her perfect
tenderness in the body.

At length he put dlown his coffee-cup by the fire, then
1ooked round at her. Her hair fell across her face, as 'she
tried to sip from the'hot cup. On her face was that tender
look of sleep, which a nodding flower has when it s ull out,
like a mysterious early flower, she was full out, 1iks a
snowdrop which spreads its three white wings in a fiight into
the waking sleep of its Brief blossoming. The waking sleep of
ner full-~opened virginity, entranced like a snowdrop in the
sunshine, was upon her.

The gipsy, supremely aware of her, waited for her like the
substance of shadow, as shadow waits and is there,

At length his voice said, without breaking the spell:

"You want to go in my caravan, now, and wash your hands?"
The childlike, sleep-waking eyes of her moment of Fe fect
virginity looked into his, unseeing. She was only aware of the
dark, strange effluence of him bathing her limbs, washing her
at last purely will-less. She was aware of him, as a dark,

complete power.

"1 think ‘I"x_‘mi’;!".t.," she said.?®’?

The seguctive rhythl\of the prose here and the suggestive progression of

“.‘P'_'

A . ©oo-
this scene enhance tgg\mystical, other-worldliness of their

rélatioqshib.;And the sileﬂ;\aialogue bgtween them is carried out on

g

' anotner;Lintuitive, leveiﬁof understanding.rThe power the gipsy has over

1

.

her is his awareness of her, his penetrating awareness which enters
"ifto some’ deep, secret place, and shoot[s] her there."*®® This awareness

‘then, with its very sexual connotations corpects t physical With the

»

‘~5pir1tua1. And the sta;eiof unconsciousness into which ng~is luring her

& '

is an acceptance of a ﬁind of mystical mysteriousness which the gipsy“s

caravan may be said/to represent.

-
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by the noisy arrival of 'the little Jewess'" in her motor car. ?Vetié gt
subsequent transformation and transferral of interest from the gipsy to

" Mrs. Fawcett is illustrative of the difficulty the individual has in

¢

“penetrating the mysterious sources of xnowledge, As Yvette transfers her

v
©

At tention to Mrs. Fawcett, she in essence turns on the gipsy, and we see

her reassuming the "lordly ways'" with which she previbusly condescended

-

‘to the gipsy woman. And he acutely senses her wiéhdrawal and his loss:

‘Aqt . \

"You're going back in the motor-car {with Mrs.Fawcett]?" he
asked. ' ) g

"Yes!" she replied, with a rather mincing mannerism. "The
weather is so treacherous!" -

"Preacherous weather!"Y he repeated, looking at the sky.

She could not tell in the least what his feelings were. In
truth, she wasn't very much interested. She was rather
fascinated, now, by the little Jewess, mother of two children,
who was taking her wealth away from the well-known engineer
and transferring it to the penniless, sporting young Major
Eastwood, who must be five or siX years younger than she.
Rather intrigquing!?®?

V4
As Yvette garlier mimicked tne’gipsy woman in nef contempt for the '
""Rover" bays, Yvette is now prepared to mimic Mrs. Fawcett, as we see at
the close of this .chapter: "she flung her scarf royally over her
shoulder, anﬁ follgwed the fur coat og the Jewess, which seemed to walk
- on little 1égs of its own."¢?® Yvette's_yimlcry of Mrs. Fawcett is a

digression from her rebellion;.bﬁt mimicry i® the pitfall into which

febellion frequently falls.

chapter Seven shows Yvette distancing herself from the Rectory
. family, even her sister Lucille, a secretary in the.city and already too
much a part of the mob. She is also trying to distance herself from the

(3]

gipsy, whose memory haunts her like a conscience:

_—




Yvette pondered. Far in the background was the image of the
'gipsy as he had looked round at her; when she had said: The
weather is so treacherous. She felt rather like Peter when the
cock crew, as she denied.him. Or rather, she did not deny the
gipsy; she didn't care about his part in the show, anyhow. It
was some hidden part of herself which she ‘denied: that part
which mysteriously and unconfessedly responded to him. And it
was a strange,;lustrous black cock which crew in mockery of
“her.*' : : o

It is hot the gipsy himself, but wnatwhé\regresents which is important

N B

~. to Yvetig andvto tnis'story. What happens Detweén theﬁ is secondary to
what happens bépween Yvette and ''that hidden part of herself"¢? which
she is denyiné. But if the gipsy fepresents "tnat hidden part of
herself,™ Qhat do "the Eastwoods,”'witn whom she 'was rather thrilled,"

.represent?
*

Mrs. Fawcett provés to be no£ only a distraction for ertte,,but
‘alsg a kind of test for the reader. Like Elizabeth Bennet with her Mr.
wickhah, we may at first be taken in by Mrs. Fawqett's "honesty" and'

. straightforwardness, her will;ngﬁess to put "her cards’ . ; . on the

table."*? But we ought to be as wary of her indiscretion as Elizabeth

o
-

‘ought to have been of Wickham's. Mrs. Fawcett's 'expensive get up' and
, ostentatious behavior are pure show, aé is her moral indignation. The
humorous image of the '"little Jewess"  {or rather, her fur coat), as she

-

exits the gipsy camp, warns us"bf her true nature. The coat "seemed to

walk on little legs of its own." She is all "show," with nothing within.

v

Watson calls attention to Laﬁrence's irénical treatment of Mrs.
Fawcett, but‘is uncertain as to what effect Lawrehce had in mind with
tﬁ%s irony. I think there is sufficient evidence that Lawrencé's irony
is intended to- reveal Mrs. Fawcett for a phbﬁy, while simultaneously’
shdwing why YQeﬁte in;aken inbby ;;L. &hen Lawrence tells us, ”Sﬂé was

. intensely moral, so moral, that she was a divorcee,'"** the inference

." . 5
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from Yvette's point of view is that like her own Mother, the little

Jewess has fled an intolerable and "immoral" marriage. But the true

nature:of Mrs. Fawcett's rebellion is revealed in her ''rococco little

cottage':

It Was a funny household. The cottage was hired furnished, but
the little Jewess had brought along her dearest pieces of °
furniture. She had an odd little taste for the rococco,
strange curving cupboards inlaid with mother of pearl,
tortoiseshell, ebony, heaven knows what; strange tall
flamboyant chairs, from Italy, with sea- green brocade:
astonishing saints with wind-hlown, flChly coloured -arven
garments and plnk faces: shelves of weird old Saxe < Capo di
Monte figurines: and flnally, a strange assortment f '
astonishing pictures painted on the back of glass donz,
probably in the early years of the nineteenth century, or in 5
the late eiyh*teenth.® :

V-

Her tastes here represent her elabotate_sndwiness, her affectation, and-

her unconvent‘ional conventignality. For despite these exotic

furnishings, her household is strikingly conventional.

2 , .
‘The Major's role in their affected uncénventionality is also worth

noting. Having resigned his commission and abandoned his career, the

Major seeme‘to have rejected the traditional role of the male in society

\

as breadW1nner and head of family. But there is somethlng not quite
right abcout the Major's "rebelllon.” As Watson has poxnted out, ''the

marriage of the Eastwoods may not be so moral either, that is, honest.

The only feeling the Major exnibits}yowards Mrs. Fawcett is a

"“"tenderness . . . based on his sense of outraged justice."**¢ There is a

strong implication that the Major's deepest interest in the %%ttle

Jewess is self-serving, mercenary:

-

"But what about your future?" she asked nim.
"what about it?'" he said, taking his pipe from his mouth
the unemotional p01nt of a smile in his bird's eyes.
, "A career) boesn't eVerylﬁan nave to carve out a career?--
li1ke some huge goose with gravy7” She gazed with odd naivete
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into his eyes.
"I'm perfectly all right today, and I shall be all right
" tomorrow," he said, with a cold, decided look, "Why shouldn't ; !
my future be continuous todays and tomorrows7“
He&looked at her with unmoved searcn;ng ,
v ”Quﬂtel” she said. "I hate. ]ODS, and all that Slde of
life." But she was thinking of the ‘Jewess's money.
. To which he did not answer. His qnger was of :the soft,.

*asnowy sort, which’ comfortably muff;es the soul e #{

>

Behind his enigmatic pipe'thefem£5éa7étr0ﬂgf5uQQestion of complacency--
the pipe itself suggests comp;aceﬂcy——whlch is remlnlscent of the "

vl
o

'Materfs. omplacency 15 a pnaraﬂfenlstlc of the mob, a kind of splrltual
‘ ) 'M‘J PR A " s il

.)'

re51gnatlon from the 1ssu9£ oﬁ llfe a muffllng of the soul.,AnQ a et

'further suggestlon ofCﬁupllctty 1n tne Hajor 15 revealeddln hlS
ied B ty
' PR ! ’ A V
attraction to Yvette w1th whom ne/seems to De falllnq xnllove ’

s
REN 7, , \
Do oo
s
R

* Despite: her ”curiouS'indighationV againsz.the "false morality,"

,,, ¢

‘\'Ml

MMrs. ‘ﬁastwood” still agheres to 1t as is illustrated Dby her ""'curious

1nd1gnatlon" @gaénst tne glps 's intenest in Yvette:
a‘,_ . _ 5 . u*. o ‘

"But how dia’ ne look at you7” 1n51sted the Jéwess. .
: "Why--as i€ ne really, but really desired me," said Yvette
her medltatlve face looklng llke the bud of a flower.
"What ‘A v1le fellaw! What v;ght had he to look at you like
-~ that?'™ criedvtne 1nd1gnant¢Jemes*.
"A cat may look_at af klng;” almly interposed the Major,
b_and now, his - -face h%ﬁ the’%mlles of a cat's face. *
ﬁgﬁto him.

i %n,“xgp‘tnlnk ne cligntnit to?" asked Yvette, turni

, Cextalnly not! A gipsy fellow, with half a aozen dirty
2 men tra$imng aftétrshim! Certainly not!' cried the tiny
Jéwess. e, 0

N ?u
13

N
[

Her-outfaqe here is not moral, but purely conventional. Had she really
left behind conventlonal morallty, "false morality," she would not react

in this way to the idea of the gipsy making love to Yvette Her

—

soandalized outrage reveals the hypocrisy of her "rebellion,'" which has

i

been, obviously, purely self-serving and for show. She is nothing more

than a "figurine."




/
"I wondered!" said Yvette. "Because it was rather

wonderful, really! And it was som h;ng gqiite different in my
life. .

"I think," said the Major, .taking his pipe from his mouth,
"that desire is the most wonderful thing in life. Anybody who'

can really feel it, is a king, and I envy nobedy else!'" He put
back his pipe.

The Jewess looked at him stupefled PS

"But Charles!" she cried. "Every common low man in Hallfax
feels nothing elsel"

"That's merely appetite,'" he said.
An. he puf'back his pipe.*’

¢

Tﬁe comparisoh.of "desire" and "appetite' recalls the earlier comparison
of Granny's gluttonous app;tite and Yvette's natural desire for life.
The fact that Mrs. Eastwood fails te understand the difference aligns
her with the mob. The Major may understand it, but erhas compromised
hiﬁeelf: He may envy desi;e, but he has clearly sacrificed it in his

complacehqy. Because of his uneerstanding, thé?e iS a poignancy about

it
el

. 9
the ¥. -or which causes the reader to regret his compromise:

b

”That gipsy was the best man we had, with horses Nearly
- died of pneumonxa I thought he was dead. He's a resurrected

man-to me. I'm a resurrected man myself as far as that goes.
He looked at yvette. "I was buried for twenty hours under
snow," he said. "And not much the worse for lt .when they dug
me out."

There was a frozen pause in the conversation.

"Life's awfull" said Yvette.

"They dug me out by accident," he said.

"on—" Yvette trailed slowly. "It might be destiny, you
Kknow.

To whlch he. did not answer.

IRev.‘Saywell's outrage against Yvette's relationship with_the
Eastwoods is a fine 'parody Qf Mrs. Eastwood's'dutrage against Yvette;s
relationship witﬁ tﬁe gipsy. This irony ought now to be obvieus to the
reader, who should hdbe recognized all the telltale signs of Mrs.

. r .
Eastwood'sunderlying conventionality. (She did, affer all, praise him

in Chapter Seven as being "A verQ'clever writer!"’' whom she had read;

65

//



" and we have no evidence of. Mrs. EasEWOOd being capable of any

_ inteuﬁional iruny and ouéht therefore to accept her praise as sincere.)
“This i§ one of.Lawrénqe's umail laughs atythe "conventionals': thei-
pfejudices.and iabéllings afe leveled as frequently at each other as at
ltneir ;eal'dénemies.'", v j .
The rector s reactlon here is an 1nten51f1catlon of his earlier
outburst agalnst Yvette; his mad, hysterical diatribe is pfovoked by the
spirit of Cynthiarwhich he again sees in his "still-uncow d”72 daughter.
Behind the rector's hysterical fury is his feér of his daughter's
contempt, the "slave'u collar" worn by the "born cowed."’? For, again,
it is uot really the Eastwoodu themselves, but their circumstantial
resemblgnce.to his ex;wife and her young lover which enrages and '
terrifies the Rector.’It is almost_aé if ”Sue—wno;was—Cyntnia" had come
pack to take Yvette away from the Rector. Su nisxfear;of his daughter

turning into another Cynthia is really a.fear of His daughter turning on

.him in contempt, as Cynthia did, recognizing his inferiority.

But Yvette.doeé not understand_any of this. In fact, her mind is so
pure that she does not even understand the nature of the crimes of which-
’ \
he is accusing ner. By‘the time the Rector accuses her of Jdepravity,”

"lying," and “criminal lunacy,' there has been: much more evidence of
o

these'things in the Rector and his family than in Yvette, whose naive
-and simple mlnd struggles to comprehend the hysterical tlrade of her Co

[ .
demented father in a scene. which is both com1ca1 Aand pltlfUl' . ‘ééﬁ-.~~

~

"you know best yourself, what you have got," he sneered
"But it is something you had best curb, and qulckly, if you
don' t intend to finish in a criminal- lunacy asylum.,"

"Why?" she said, pale and muted. numbed wlth frozen fear.
"Wwhy criminal lunacy? What have I done?"

"That is between you and your Maker," he jeered. "I shall
never ask. But certain tendencies end in criminal lunacy,




unless ‘they are curbed in tlme. :

"Do you mean like knowxng ‘the. _Eastwoods?" asked Yvette,
after a pause of numb fear

"Do I mean like nosing round such people as Mrs. Fawcett, a -
Jewess, and ex-Major Eastwood, a man who goes. o‘f with an
older woman for the sake of her money? Why yes; I do!"

"But you can't say that,'" cried Yvette. "He's an awfully
simple, straightforward man." v

"He is apparently one of your sort." S

"Well. --In a way, I thought he was. I' thought you'd like

. him too,'" she said, simply, hardly knowing what she saiad.

The rector backed in to the curtains, as if the girl
menaced him with something fearful.

"Don't say any more,'" he snarled, abject. "Don't say any 15
mores, You've said too much, to 1mplicate you I don't want to
learn any more horrors." ) X -

"But what horrors?" she per51sted

The very naivete of her unscrupulous innocence repelled
nim, cowed him still more. o

Say n& more!" he said, in a low, hissing voice. "But I will ~
kill you before you shall go the way of your mother."

She looked at him, as he stood there backed against the
velvet curtains of his study, nis face yellow, his eyes
distraught like a rat's with fear and rage and hate, and a
numb, frozen loneliness came over her. For her too, the
meaning had_gone out of everything.’*

We are reminded of Kafka's "The Trial," in whien a man is accused of an
unnamed crime, and@muet defend himself-againSt an irrational authority
with whom he cannotféommunicate. Tne resuit there, as here, is a tgtal
demoraliéatron anq atceptance of an inexplicable guilt. The mob
authority in;tills a sense of guilt in the inaiyidual who cannot
understand the crime, and because he cannot understand it, he cannot
'defend himself or resist the persecution. Yvette anpumbs to the-
rectorfs threats and tirade. Her capitulation is patheti;‘and comical,
but in its dignity and understatement, it furtner contraste with the

judicrous and inferior nature of the_rectorfs bullying: "I can write a

note and say you disapprove.'’?

- 3

Unable to understand the nature of her crlme, Yvette has
X R .T'
nevertheless accepted the burden of her guilt, the ba515‘of the "whole
.

tradition of loyalty." And even the thought of the gipsy, which was once-

%
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comforting and healing, nQQ fills her with a sense of fear and shame:

Yet she felt a dreary blank when she had posted her letter.
She was now even afraid of her own thouchts. She wanted, now,
to pe held against the slender, fine-shaped breast of the
gipsy, She wanted him to hold her in his arms, if only for
once, for once, and comfort and ¢onfirm her. She wanted to be
confirmed by him, against her father, who had only a repulsive
fear of her. ' ' ..

And at the same time she cringed and winced, so that she
could hardly walk, for fear the thought was obscene, a
criminal lunacy. It seemed to wound her heels as she walked,
the fear. The fear, the great cold fear of the base-born, her
father, everything human ‘and swarming. Like a great bog
humanity swamped her, and she sank in, weak at the knees
filled with repulsion and fear of every person she met.’
(underlining mine]

what Laﬁrence has described here in tnisichapter i§ how the mob
intimidates, overwhelms, and ultimately corrupts the finer sensibility
of 'the individual. Denial of seif, acceptance of guilt, resignation of
spontaneity and expectation are %ollbwed by a hardening of the heart,
and a lustreless will to survive. At the basé of *it all is a self-
loathing. Her hatefulness and vengefulness_cannqt be attributed to her
relationship with the gipsy, but to her fa;lure to have a relationship
with himf—to her self-denial. =

‘In her hardness and hatefulness, she now bears a striking
;esemblahce £o Aunt Cissie,'intd whose footsteps she has fallen. And
like Aunt Cissie, the only pleasure left to her ;s that ”pure,.sheer
hatred wn;ch is almost a joy. Her hate was so clear, that while she was
feelings strong, she enjoyed it¢"?7? The focus of Yvette's hatred is the

]

Mater, "whom she came to detest with all fier soul."”®

The old woman sat with her big, reddened face pressed a little
back, her lace cap perched.on her thin white hair, her snub

nose still assertive, and her old mouth shut like a trap This
motherly old soul, her mouth gave her away. It always had been
one of the compressed sort. But in her great age, it had ‘'gone
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_like a toad's lipless, the jaw (&Eakdng up like the lower jaw
of a trap"The look Yvette most hAWEd, was the look of that
lower jaw presgilm relentlessly up, with an ancient
‘prognathous t:W'?l, so that the .snub nose in turn was pressed
a little Dback, eath the big, wall like forehead. The will,
the ancient toad-like obscene will in the old woman, was
fearful, once you saw it: a goad like self-will that was
godless, and less than hul ;ig' It belonged to the 0ld, enduring

~raee of toads, or tortoisefy And it made one feel that Granny
would never die. She would I13¥ve on, like these higher

reptiles, in a state of semi-coma, forever.’

In this descriptioh'we feel the intensity of Yvette's hatred, and it 1is
: 4 v
almost painful in its acuteness., It becomes clear at this poiht that

while the obscene physical descriptions of the olad lady have been
symbolic of the mob, they also represent the tendency of such hatred to
distort perception.“?br surely these descriptions are distorted, just as
everything seen through the eyes of hatred is obscene, ugly, distorted.
and hatred, Lawrence clearly reveals in this story, is not rebellion:
Her life seemed now nothlng but an irritable friction against
‘the unsavoury household of the Saywells in which she was
immersed. She loathed the rectory with a loathing that
consumed her life, a loathing so strong, that she could not
really go away from the place. While it endured, she was
spell-bound to it, in revulsion.*® (underlining mine]

<
Yvette is wallowing in her natred; she is bogged down by it, drowning in

self-pity: '--an awful, smelly family that would neVer disperse, stuck

half dead round the base of a fungoid old woman! How was one to cope

with that?"s" Hatred, like ‘mimicry, is not rebellion; it is selfr

: defeating,Aself-destructive;kand leads to insanity.

N

ii 5 b )
Only the reappearahce of the glpsy keeps her humanity alive and.
reminds her of tne alternatlve sne has rellnqulshed And as he "busied
nimself at his cart~bﬂ£sideithe white gate, with that air of silent and

forever unyielding outsideness,'"*®? we ‘get the full 1mpgessxon of Yvette

“‘on the other side of tnat "'stubborn fence of unison," imprisoned inside

:'»") . ' 3
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the rectory walls.

L4

emotion of "liking," and again she identifies with the gipsy world:
! 1

She liked the quiet, noiseless clean—Cut presence of him. She
liked that mysterious endurance in him, which endures. in
opposition, without dny idea of victory. And she liked that
pecwliar added relentlessness, the disillusion in hostility,
which belongs to after the war. Yes, if she belonged to any
side, and to any clan, it was to his, Almost she could have
found in her heart to go with him, and be a pariah gipsy-
woman, *?

9

>

~10

Only when she sees him is her hatred replaced by the more positive

But '"Man or woman is made up of many selves,''* and Yvette's "individual

self" is submerged and her "mob-self" has gained*grouﬁd, as we see in

her growing complacency: " . . _'she liked comfort, and a certain

prestige. .'. . Also she like to chip against the pillars from ﬁhe
inside. She wanted to be safe under the temple roof. Yet she enjoyed
shipping fragments off the supporting pillars."*'*® She is beginning to

.ound more like Leo and her young "rebel" friends. But the analogy of

Lhe Philistine temple carries an implicit warning: when "samson pulled

.

the tample down,"*¢ he went with it. The gipsy intuitively understands

1yetts's vacillation (he has been thréugh his own war), and warns her

to

be ' -aver. He offers her his mystical knowledge to combat the lethafgy

of her soul. BUt what she needs is resurrection. _ @ ;3.

As Chapter Nine opens, we see Yvette, existing in a submergéd,

miserable state. We see her, in-essence, drowning in the malaise of the

middle-class, with '". . . a curious reluctance/giways‘towards taking

action, or making any real move of her own. She always wanted someone

else to make a move for her, as if she did not want to play her own game

t

of life."'? Her depiction here recalls the ineffectuality of the "six

N

. - : i

young rebels" earlier, "the keys Of [her 1ife] dangling inert in her
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‘hands." Sitting on her wooden seat in the garden, '"too lazy, too lazy,
too lazy,'" Yvette is a perfect picture of the "static inertia' which

Granny's rule perpetuates. .

' watson maintains that her releasé from this state is brought about

by the scapegoating of Grahny: all of Yvétte‘s problems are blahed on
Granny, and killing off~the_eld lady will free Yvette.without her ever
"making any real move of,he;vown.”" But on the basis .of the pattern
which I”have traced here, I must disagfee. This work\is)primarily about
the prdblems of the individual to .escape the mob, and it is about the

"essential relations" which are necessary for the individual. The

following chart may’make,this more clear:

<CHARACTER/ACTION REPRESENTATIVE SIGNIFICANCE
Cynthia leaves Individuality, integrity and
¢ creativity are expelled from

5 life, society's institutions

N

(marriage, family)

- Grannpy takes over Mob takes over; Stagnation, . ‘~£a,
' nypocrisy set- in; hatred, A
resentment spreads S
' Yvette wants to escape, rebel Individual wants to escape

against the rectory family mob, rebel against _
- conventional morality. Co ki
. e

Yvette seeks escape through:

--"3 really jolly social

life" ) meaningless diversion o
--association with following false rebels
Eastwoods

--mimicking gipsies & : mimicry is no true -rebellion
Eastwoods or act of individuality

~-hatred, revenge ' no true rebellion; self-

defeating, self-destructive

Yvette fails to resist the individual defeated by mob
.Rector {(chooses to respect
Granny)
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This leaves us with tr guestion of now D resc the individual,

nowvto bring individual: a-1 crea.ivi*y back? Lawrenc= has stated

elsewhere, and it seewr -~ be - ~ irterntiorn here, "V oou e‘got very badly
to want to get rid of ¢ 014, ref %e anytfinw ew Wi’ appeaf--e&en in
the self,”",wpicn br- -~ us t. the noment Watson ¢ 1S 'breath-takingly

chilling and cold-bloodez '°:

It was not tild [Yvette] was > t~~ _ng, dripping and
shuddering till she could not : .a <rect, clinging to the
banisters, while the house shook and the water raged below,
that she was aware of the sodden jipsy, in paroxysms of
coughing at the head of the stairs, his cap gone, ‘his black
nair over his eyes, peering between his washed-down hair at
the sickening heave of water below, in the hall. Yvette,

" fainting, looked too, and saw Granny bob up, like ~ strange
float, her face purple, her plind blue eyes bolting, spume
nissing from her mouth. One old purble hand clawed at the
panister rail, and held for a momént, showing the glint of a
wedding ring.

The gipsy, who nad coughed himself free and pusned back his
hair, said to that awful float-like face below:
"Not good enough! Not good enough!"’!

]

The éipsy, who has just"nefoiqally risked his life to save Yvette
from the rushing flood waters makes no attempt to rescué Granny; This is
disturbing; it-is morally shocking in the conventioﬁallterms with which
mosﬁ of us are familiar. But these are exactly the terms against which
Lawrence is arguing. And in this moment, he redefines mofaligy, a
morality 5ased not on self-sacrifice, but on individual responsibiiity.
Watson has no;ed that the selfishness wﬁicn Lawrence advocates 1s alwéys
at tng expense of someone, but there is also a victim in selflessness.
What Lawrence has‘shown in this talé is that there is a differ?nce
between a selfishness which saves and a sélfisnngss which consumes, and

. P . .
that there is a selfishness which is both necessary and moral.

“ N
Watson feels that Granny's drowning:is intended to appease Our

collective (Yvette's, the readers', Lawrence's) desire for a scapegoat;

&
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and "the old woman is the most obvious choice for the scapégoatgﬁ” e

accuses'BéQrence of maniPuiating u;’into hating Grannx=andhhf¥ké Yvétte,
wanting.ner Zead as a églution”tngvette's 1and our?)'pgpﬁl;ms. But the
. . el v
scene on the landing dces notpsugges; such é mgtivlﬁ whereas there is
&
evidence of their acting out of a iggntaneous sen;é of self-

™y

ey

preservation.

"%ﬁﬁ
Ry :

) v ggf.
First of all, the picture we have o%ﬁ?ﬁk "sodden gipsy" on the
N ’ i A

) v & S ) '
1anding%peinforces his vulner;blllty, a #¥ulnerability which Lawrence has
earlier suggested. The gipsy with nhis pneumonia-weakened lungs has
risked his life for Yvette. But gazing down at'the old worn-out ‘Granny,

ne chooses not to risk his life to save ners. It is just as lfkely that
the grasping hand of the obese old woman would pull the gipsy under
before he could pull her out. Thus, morality is not a matter of

. - ’ )
adherance by rote.to a certain code cﬁf%ehavior, but a matter of

individual thought and discrimination. It is not a matter of

unquestioning self—sacrificelﬁbut of individual responsibility.

gL

It is as if the gipSy';ﬁégitively knows what Lawrence has been
revealing to us throughout the work. If‘we accept Granny as a
"scapegoat,' that is to say that she is blameless, innocent of any -
wrong—doing. Tnis woﬁldvkeep us on the level of Yvette's thinkinnghen
she says, "Granny never actgally diad énybody any harm." Only if we

restrict ourselves to the most superficial awareness, Such as Granny's

tripping Yvette and sending ner down the stairs with a broken neck, can

.
‘

we believe she does no harm. Lawrence's evidence has been convincing:
Granny manipulates hefkfon to prevent his having a normal life, that is,
’ 1\-""l -~

. a marriage; she puts unreasonable and selfish demands on her daughter;

she hates her,granddaughtefs; put most importantly, she is guilty of.a
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complacent way of life which is devoid of-any creativity or jorality. -
- 1 , W

And this brings us -back.to the representative significance .whifh is’the

.

3
%

N .

core of this fable: "One old purple nand cClawed at a banis}egfrail, and

’

neld for a moment, showing the glint of a wedding ring,”’?{ . -

1=

It is not a helpless, sightless, old woman who is}being gotten rid

of; it is the old, the WOTrn-out COnventions which néve;consumed all

vitality ahd meaning from society and life. As the g;psyvlets Granny be
swept away by the flood waters, Lawrence urges us to let go of the
"false morality" and complacency;ih which we ére drowning our finer

sensibiMities. The toad symbol, the ugly, distorted physical

qsscriptions, and finally the ''glint of.;he wedding - ring" are all
intended to focus:fﬁe reader on Granans,symbolic value and distance us

' from her human value. The'diminisging of her human value is not part of

a scapegoating process, but part of tne:fablé process.

watson says the flood ”iéavg§;gs with a myth thatlis clearly
designed to protecf”us fromkﬁﬁe trugnx"’i The trth is, I believe hé is
saying, that our responsipility for ourselves cannot be éﬁbétitﬁﬁed by
glamiﬂg otﬁefgﬁfor our. problems. But far from protecting us from tﬁis'
truth, the fable insists on it. The first étep_towards.enacting the new

'is to get rid of .the old, but then the individual is still responsirle

for his own life.

[

Ii is not just that tﬁe flood takes Granny (Yvétte and'the gipsy
let the flood. take Granny), but it is.Yvette's feaching out to the gipsy
which éaves her, although significantly she only reache® out to him
'af;ér Granny is gone. Only after one lets éo o% the old can one-‘reach

) N B L d

out for the new:
v
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1 .

"Wwarm me!" she moaned with cnattering'teetn. "warm me! I
shall die of snlverlng

A terrible convulsion went throughther curled up white
body, enough indeed to rupture her and cause her to die.

’ - The gipsy nodded, and took her in his arms, and held her in
a clasp like vice, to still his own snudderlng ~He himself was
shuddering fearfully, and only seml conscious. It was the )
shock. -

The vice—like grip of his arms round her seemed to her the
only stable. point in her consciousness. It was a fearful
relief to her heart, which-was scLalned to bursting. And
though his body, wrapped round her strange and lithe and
powerful, like tentacles, rippled with shuddering as an
electric current, still the rigid tension of the muscles that
held her clenched steadied them both, and gradually the .
sickening violence of the shuddering, caused by shock, abatedq,
in his body first, then in hers, and the warmth revived
petween them. And as it roused, their tortured, semiConscious
minds became unconscious, they passed away into sleep.’?

They reach out to one another, individual to individual, and the
esserntial relation is established: - their lives are saved. From the flood
in her soul, Yvette is resurrected by thg gipsy's warmth,*and the sleep

they pass into is a kind of death, from which both emerge reborn.

Despite the "dramatic restoration of calm and sanity,'"** the
changes in the world to which Wvette returns are not drastic. Life after
4

the flood is not anarchy; it is going to go bn'much the same as it did

before. The ‘family will stay together, but in a new, festructured home.

AN L4

The church will go on, but in a new rectory. The Recth, niméelf, as
well«as Aunt Cissié,'nas survived. Their tears, their.joy, their relief
suggést a new humanity releasedlin them. And all the'characté;s seem
_kinée%, mér; numan, and more aware of each other. Bob Framley, whose:
~family has taken in the ndmeléss Saywel}s, wants to acknowledge the
gips§ witn"a medgl. Moreover, there is a freshness to'tne characters
WniCh ﬁespgaks a new beéinning. The flood, .having wéshed away the worst
eleméngs of the Reétory morality, Granny and the stuffy old rectory

itself, has effected a symbolic cleansing and ngs left the family and

’

fioa
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the community with a chance for a new beginning. -

Yvette, who collapses  "appropriately" into her father's arms when

. she ‘climbs out of her bedroom, als$o seems notRto be so radically

changed:‘But ﬁeﬁ brave.climb down-down the lad@er to safety,symbolizes a

less passive Yvette who will take greater responsibility for herself.

Though she seeﬁs perfectly villiﬁg to return to her family, she will,ne
Y .

lenger conform to the nypecritical "traditions of»loyalty,” such as

attending Granny's fuﬁeral. Though she yearns for the gipsy, she will

probaply marry Bob Framley before long, because the most significgnt

change in Yvette is the wisdom of her being "acquiescent in the fact of

[the gipsy 's) disappearance.' "o

The gipsy is gone. That is the final significant detail pf this

tale. Watson has noted that Lawrence has also huﬁanized him, given him a°

pal

name, a very common nage at that-=-Joe Boswell. But rather than placing

. ’ : L. A . o
the gipsy in a category of inferio ity, I believe Lawrence intended just
the opposite. Lawrence has humanized him by taking away the romantic,
glamourous, ''wraggle-taggle gipsyism" aspect of him. Since, throuqﬁ the
gipsy, morality is revealed and defined, I'thinx'Lawrence means to say
‘that morélity is not a romantic, heroic, or idealistic coheept, but an
everyday way of knowing. ”Gipsy" is a label,'which Lawrence

Significantly removes, and leaves us with a sense of tne man's J‘

indiv1duality and ngpanity.

$o-

B
1

The tale ends realistically; defying the ”nappy“ fairy—tale ending

]
where Yvette would find love and freedom by running of f With the gipSies

aﬁ? leaVing her Wicked family behind ‘The picture we nave here is far
more realistic, and Lawrence intends us, like Yvette, to see "the wisdom

of it."** Yvette, left to her ”singleness,” must first learn to be able

Y

i
o



to be alone, to be an indiwidual before she is part of a pair. For '
rebellion is simply that--a’ matter of being able to be an individual.,
The gipsy, through his awarehess of her, nis.desir% for he:, and his

confirmation of her, was able to help Yvette reach a position of

strength..Now she must, and will, be able to be alone.
’ \
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CHAPTER THREE

L8

The, Secret Sharer

t

In a letter to a friend, Joseph Conrad says; "'The Secret Sharer,'
between you and .me, is i£.~En? Every word fits and there's not a single
uncertain note."' This seems to me a highly descriptive statement about B

' 1

~The Secret Sharer, as well as about fables in general. It is also

/,

suggestive as'tq;hOW.this and other fables ought to be read. Conrad's
"fit" reminds me of Leavis's "pecuiiquy insistent Intention" as

revealed by ''character, episode, and so on--." Con;ad‘s statement also
' W
' vr*‘) ) f

suggests a kind of resolution, an answer which nelhas‘achieved in The

Secret Sharer, and this too is suggestive. of fable:
?

This particular work of Conrad's has been genera%ﬁy recognized as

..

nighly symbolic; it has been read as myth, allégory,ﬁﬁnd even as "a

microcosm of Conrad's major themes'? -in an effort to determine its
significance, or exactly what the '"fit" is. But in reading symbolic

works, the critic should not forget that the insistence ought to be all

Y ,

on the part of the fable.

‘Albert Guerard's "night journey" theory, in His introduction to The
- 4

» Heart of Darkness and The Secret Sharer, 'is a mythopoeic manipulation of

e
i

3

;o

the text,which is more faith7ul to Jung than to Conrad. He refers to ’

both The Secret Shafer and Heart of Darkness as:

dramas of consciousness andﬁé@nscience, symbolic explorations
of inward complexity. They ate, like Faulkner's The Bear,
stories of youth's initiation into manhood and knowledge,
dramatized- testings of personal-strength and integrity,
psychological studies in half-conscious identification.?

82
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The initiation theme is obvious; particularl? in The Secret Sharer, the '

work ‘with which I am concerned here. Guerard's readingﬂbegins'to go

astray, however, when he attempts to answer the question: "Why does the’

narrator (the 'I') of The Secret Sharer protect the criminally impulsive

"Leggatt?"*

.
s

In the unconscious mind of each of us slumber infinite
capacities for reversion and crime. And our best chance for
survival, moral survival, lies in frankly recognlzlng these
capacities. At the begimning of . . . The Secret Sharer, the
narrator is naively confident of success in the sea's
"untempted life." The two men must come to know themselves
better than this, muét recognize their own potential
criminality and test their own resources, must travel through
Kurtz and Leggatt, before they W1ll be capable of manhood ...
manhood and "moral survival." The two novels alike exploit the
anckent myth or archetypal experience of the "night journey"

or a provisional descent into the primjtive and unconscious

" sources of being. .At the end of Heart of Darkness and The
Secret Sharer the two narrators are mature men. And as Marlow
and the ycung captain both sympathize with and condemn these
images. or symbols of their. potential selves, 'S0 too does the
novelist Conrad. It is this conflict between sympathy and a
cold purifying judgment that gives intensity to the stories as .
works of art.?® . T C

He goes on to say:
s
In the end the narrator has benefited from‘nis dangerous
traffic with Leggatt, benefited from this symbolic journey
through an underground self. He has wholly outgrown the naive
; optimism which could rejoice in the ''great security of the

sea," in its "untempted life presenting no disquieting
problems." The end of wisdom, for Conrad, was pessimism: an
awareness that we are eternally menaced and mcst of all by
ourselves.*

The problem with this interpretation seems to suggest-itself even to’

-

Guerard himself:

Reading the story thus, as a brilliant counterpart to the -
findings of modern psychology, we are likely to be puzzled by

its last sentence. If Leggatt is symbolically a lower self
capable of crime, fortunately expelled at the last--why 1s he
also "a free man, a proud swimmer striking out for a new
destiny"? This is.a dark gquestion, to which many answers may %

-
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be given, and all of .them uncertain. My own partial answer is
to recall that Leggatt is the captain's double and symbol for
his unconscious, but also a man of flesh and blood. By seeing
nis own dilemmas and difficulties in Leggatt, the captain has
turned this man into a symbol and spirit, has deprived him of
his humanity and "mere flesh.' But at the end, ‘emerging from
his self-examination, the ‘captain can see Leggatt as a
separate and all human being. He lends the fugitive his hat,
£o protect him from the burning sun. And this hat--marking the
division between the two selves—-saves the captain and 'his
ship; it is a marker, floating on the night sea. The captain,
having overcome his necessary but egoistic identification with
Leggatt, and seeing him now as flesh rather than shadowy
spirit, restores to the stranger his “identity. In this sense,
at least, each 1is now "a free man, proud swimmer striking
out for a new destiny.'’ Cy -

. 4
It is not the captain who finally sees Leggatt for what he is. Guerard
7 . .

~must contradict himself in order to make sense out of the tale. His
" "partial answer' (which in fact is more of an answer than what he said

earlier) sounds more like a final manipulation, a reshuffling 6f the

pieces to make them fit.

His misin;erpretation centers, then, upon the repreSentative
signifjcance of Leggatt and his relationship to and with the captain. In

order to make The Secret Sharer support his theory, there must be a

criminal, so that the captain can recognize his ''own poténtiai
criminality" and 'test [nis]hown resources” against it. Leggatt becomgs
the “embo@iment of:iﬁé captain's more instinctive, more primitive, less
-ra;ional Belf,'* which must be acknowledged, but ﬁltimately condemned.
One suspects'tnat Guerard began wiﬁh-tné~§heory, and the reading
fqlloweﬁt In a work }n'whicn "every word fits," we need to allow the
pattern to take its own shape, to begin at the beginning, -not with
Leggatt; put with the captain. This means gnat if we are to understand
the significance of the ”Legéatt" cnafaéter, we have to understand the

significance of the "captain" character.
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As the story opens, a youndg man is standing alone on the bridge of

R his ship, about to experience his first command, wondering about his

il

ability to command and "how far [he would].turn out faithful to that

ideal conception of one_'s own personality every man sets up fOI’ himself
i . ) . b

secretly.'?

On my right hand there were lines of fishing stakes resembling
" a mysterious system of half-submerged bamboo fences,
incomprehensible in its division of the domain of tropical
» fishes, and crazy of aspect as if abandoned forever by some
. nomad tribe of fishermen .now gone to the cther end .of the
ocean: for there was no sign of human habitation as far as the
eye could reach. To the left a group of barren islets,
suggesting ruins -of stone walls, towers, and blockhouses, had
its foundations set in a blue sea.that itself looked solid, so
still and stable did it lie below my feet; even the track of
B light £™m the westering sun shone sméothly, without
@ imperceptible ripple. And when I turned my héad to take a
, parting glance at the tug which had just left us anchored
outside the pbar, I saw the straight line of. the flat shore
.joined to the stable sea, edge to edge, with ‘a perfect and
unmarkdd closeness, in one leveled floor half brown, half blue
under the enormous dome of the sky.'® '

~

.

R

As the mind'%*eyc'follows the sweep of the narrator's gaze, the

"impression conveyed through the senses'" is one of isolation,

f - ¢
alienation, and strangeness. The 'strangeness' is conveyed by a sense of

nis not quite understanding what he sees, his unfamiliarity with the

. -

"mysterious system of ‘half-submerged bampoo fences, incomprehensible' to

him. The feeiﬁng of isolation--and even abandonment--comes through the

eye which perceives '"no sign of human habitation," "the barren islets,"

- and ''the ruins of stone walls."'? The image of the disappearing tug

establisheé the sense of abandonment which will be central to the tale:
i . : . . ¢
: . ) ‘ . ‘ -
the tug steaming right into the lamd became lost to my sight, v "
null and funnel and masts, as though the ‘impassive earth had
I swallowed her up without an effort, without a tremor. My eye
' : followed the light cloud of her smoke, now here, now there,
above the plain, .according to the devious curves of the
. stream, but alwayéyfalnter and farther away, til I lost it at
last behind the mitershaped hill of the great pagoda. And then
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I was left alone with my ship, anchored at the tead of the
Gulf of Siam.'?*

This scene creates mere than the "emotional atmosphere of place and
time."'® It defines the captain's position. This captain i1s a stranger

to his ship, his crew, and the novelty of command. But the loneliness

f

conveyed in this opening scene goes beyond the immediacy of this

captain. It is the '"loneliness of command" '¢* which defines the role of

‘

captain itself--for to be in ccmmand is to ﬁe‘aione, ahd to be able to
stand alone--not always the same thing. And broa&er yet, the position of
command, ;elf—command, defines the state of moral maturity. Th;s is
where the story begiﬁé. The young captain's ”Strangeness” is his lack of.
self?knowledge: the knowlege of what kind of a cpmmander and what kind

of a man he is going to be. He is anxious for. the test which will bring

him this knowledge; but‘hé'also needs to learn what it means to be in

“b

command.

AR | 3

I

It is his ”s&rahgeness," he tells us, which prompts him to stand
the first watch hlmself affording him the opportunity to '"get on terms

w1th the shlp of which I .knew nothing, manned by men of whom I knew very

little more ‘"17 He is looking for answers in his solltude but the

answers he needs are not to be found in isclation, nor in the "comfort

of quiet communiOnii} which he enjoys with himself in this solitude.

o
J L4
)

- Despite hlS strangeness and tne unfamlllarlty of his sxtuatlon the

P

riouhg captain is. remarkably confident, '"naively confident,"'’ as Guerard

L

says:

‘1 descended the poop and paced the waist, my mind @ icturing to

. myself the Indian Ocean, and up the Atlantlc; All its phases’
were. familiar enough to me, every characteristic, all the
alternatlves which were likely to face me on the high seas~—
everythingl ~-except the novel responsibility of command. But
1 took heart, from the reasonable thought: that’ the shlp was

i

3
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like other ships, the men like other men, and that the sea’g;s
not likely to keep any .spécial surprises expressly for my N
dlscomflture ,

~

Conrad's irony is clearly aimed at the captain's "naive confidence'--a
confidence which suggests a sligntly'priggish moral-complacency, as

expressed in the following. exaltation:

RN
And suddenly I re301ced in the great security of the sea as
compared with the unrest of the land, in my choice,of that
untempted life presenting no disquieting problems, invested
with an elementary moral beauty by the absolute
straightforwardness of its appeal and by the singleness of its
. purpose.?' oo
i o . ’ﬁ

fise captain, thinking himself safely removed from the problems of

h anity ("the unrest of the land'"), is the very picture of complacency,
e

with his cigar, his cozy sleeping suit, and his comfortable conclusions.

-

Tnis.‘garticuiar naive complacency is antithetical to the attainment of

ke _
self#¢figwledge and idea of command this tale defines.

A prlg is a person who embodies this ﬂyﬂd of complacency. He 1is

: .;w.

overprec1se ﬁﬁmug, and narrow- mlnded soméﬁhe whose‘adnerence to a code

and falth in tnit code are absolute. ThiS»Eounds very much like tne kind
. "’h,. :

of man Guerard accuses u&grad of havxng been: "a deeply conservative

Na « y{t

man, prqfoundly a tached to tné Plé@d”laws-and pitiless‘traditions of

the sea."?? And it does sound a bit like the kind of man the captain

>

might become, when he expresses his annoyance at the la&agr left hanging

over the side:

for exactitude in small matters is the very soul of
discipline. Then I reflected that I had myself peremptorilyy
dismissed my officers from duty, and by my own’'act had I
prevented the anchor watch being formally set and things

properly attended to. I asked myself whether it was wise ev@ﬁ
to interfere with the established routine of dutaes even from

the kindest of motives.?? ' 55
J”A‘._

B
- &
7

g
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But our caétain is a maﬁ'motivated‘by'kinQness; and a sense of fairness;
and it is this motivation which will counter his complacepcy.

inese statements represent ironical foreshadowing, since the
captain will exercise great ”exactitude in 3mall matte;s” to niAe
Leggatt, but it will not be in aétiohs which fall under the heading of
"the. very soul of discipline.' He appears to Dbe more of a.stranger to
himse;f than;hé realizes, because the man who takes Leggatt into hiding
does not bother to ask himself about "the. wisdom Of inte;{g;}gg/matﬁ/the

established routine of duties." His initiation into manhood occurs as he

relinquishes this unquestioning faith in any system or routine ("the

* books,! as Captain MacWhirr would say) .?**

Guerard refers to the captain's 'first impression of Leggatt' to

- AR
: P

substantiate his interpfetation of Leggatt as. ghe "embodiment of {tne

cartain's] more instinctive, more primitive, less rational self':

- How does the narrator meet Leggatt .in tne first place? By
“irrationally dismissing the anchor-watch, and so leaving a
rope ladder. to hang over the side of the unmovinrg ship. And
what is his first impression of Leggatt? '"He was-complete but

for the head. A headless corpse!' ~-a being, that is, without fJ

intellect. Leggatt is ghostly, silvery and fishlike as he
swims in the water--that water which has been, since tHe
peginnings of literature and symbolism, an image for the
unconscious life.?? E : '

Guerard's tendency to go by the books in interpreting symbols does
ﬁot leave him receptiVé to Conrad's perfectly staged and delightful
irony. Here is tné captain, complagently puffing on his cigar, <
ruminating p:’the "elemeﬁtary moral beaut?" of a sea which holds no

"special surprises expressly for [his] discomfiture,' no '"disquieting

problems." We feel. his shock just as we hear the plop and hiss of his

v

cigar hitting the water as he l{bKSVOVer the rail of his ship and sees R

% B -~

r(
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"A headless corpse!'?¢ That sight need not represent anything more than
the great shock in store for any man who puffs along on that kind of
ccmplacency. In order to "fit," the shock and "disquieting problem'
which déStrQy'his complacency must .-rightfully come out of that very sea

about which he isrso;gémplacent.

4

Guerard érgues that the ladder is left hanging over ;hé side as a
direct result of the captain's "irrationality," thereby equating Léggatt .
with the captain's "less fagional self." But it is just as much the |
result of '"the k;ndest'of motives,'" the captain's other stated motive
which Guerard completely ignores: the captain stands the first watch
because, "For ‘the last two days-the crew had had plénty of hard work,
and the night before they had vefy little slgép."” The ladder may be a
symbol for his breach Qf o;der, a break from Ehe'rléid adherence to |
code, but it 1is algo a symbol of sympathy‘énd‘compassion, thereby

N

equating Leggatt with his more humane self. “

Still,” part of the captain's motivation was the idea that.he could
alleviate his "strangeness" in his solitude, "as if I expected in those

s /‘\-’ P :
solitary;ndﬁfs of the night to get on terms with the ship of which I

{

4 . - ' o . - ’
knew nothing, manned by men of whom I knew very 1ittle more.'?* Part of
. ’ N .
Conrad's irony here is that the captain agtually loses his solitude

throughrtnis act, and attains a different sense of knowledge than he
. P . ‘ L
expected. The captain will ultimately find himself not in solitude, but

in identification with ancther. If.the ladder is a result of this
motivation, then it must also be a symbol of the captain's link to

' . . 4
Leggatt, which offers a "fit" between both hotlyes,~one'a witting, the

other an unwitting gesture towards humanity, and a correction of his

. « _ )
tendency to withdraw from the human complexities into.the comfort o{

.

)

5
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complacent abstractions.

The captain‘e very first response to Leggatt,'e,'» B re he comes
on board is a sympathetic curiosity,'a willingness to',u f what he has

A

to say: ""What's the matter?"?’ We ought not to be;surbrised by his
compassionate interestvin the other man--this is the captain‘who
_considerately sent his men to ped. But this sympathetic curiosity

quickly turns to something.else:

-

"My name's Leggatt." _ :

The voice was calm and, resolute. A good woice. The self-
possession of that man had somehow induced a corresponding

~state in myself. It was very quietly that I remarked:

"You must be a good swimmer.' '

"Yes. I've been in the water practgvally since nine
o'clock. The question for me now is whether I am to let go Ay
this ladder and go on SW1mm1ng till I’ 51mk ‘from exhaustion;

or-—to come on board here."

I felt this was no mere formula of desperate speech, but a

real alternative in the view of a stgong soul.

J' . H ' ‘ .
The captain looks at this man andésees that he is cenfident, rational,

physically and morally strong--all of the qualitie§ the captaih hopes

for himself, fof they are the qualities of a commande¥. He takes him on

N

poard, clothes him, and listens to his story.

It has been remarked that The Secret Sharer is not a "Marlow tale."

It is nevertheless a tale-within-a-tale; and the inner narrative has
great significance to the larger. For the youny captain who has just
been wondering about his ability to perform and commaﬁd, the story of

Ehe other young man's performance is of utmost significanceQ

/

"[The man I killed] was one of those creatures that are just
pks "~ simmering all the time with a silly sort of wickedness.
- Miserable devils that have no business to live at all. He
wouldn't do his duty and wouldn't let anybody else do theirs.
But wnat s the good of talking! You know well enough the, sort
of ill-conditioned snarling cur--'". . .

”It happened while we were settlng a reefed foresavl at.
9

E



dusk. Reefed foresail. You understand the sd¥t of weather. The

only sail we had left to keep the ship running; so you may

guess what it .had been like for days. Anxious sort "job,

. that He gave me some of his cursed-: 1nsolence at tgi sheet.

. tell you I was overdone with this terrific weather tnat’seemed
© to have no end to it. Terrific. I tell you--and a deep ship.
believe tHe fellow himself was half crazed with funk- It was
no ti for gentlemanly reproof so 1 turnec 1 and felled -
him like an ox. He up and at me. We closed jus. «s an awful,
sea made for the ship. All hands saw it coming: and too& to the
rlgglng, but I had him by the throat, and went on shaking him
like a rat, the men above us yelling, 'Loak out! look out!'
Then a crash as if the sky had fallen on my head. They say
.that for over ten minutes hardly anything was to be seen of
the ship--just the .three masts and a bit of the forecastle
nead and of the poop all awash driving along in a smother .of

* foam. It was a miracle that they found us, jammed together
behind the foreblts. It s clear that I meant business, because
I was noldlng nim by the throat still when they picked us ab
He was black in the face. It was tcc much for them. It seems
they rushed us¥§£& together, gripped as we were, screaming
"Murder!' 1fx%§ lot ‘of lunatics, and broke into the cuddy.

_And the ship s nlng for her life, touch and go all the time,

s any minute her %ast in a sea St to turn your hair -gray—only
a-looking at ;kﬁ -1 under:tand -hat the skipper, too, started
raving like the. %eSt of -hem [he man had been deprived of
sleep for more than a wee. and to have this sprung on him at IS
the height of a furious gale nearly drove him out of his mind.

I wonder they.didn't fling me overboard after gettlng the
carcass of their precious shipmate out of my fingers. They ‘had
rather a job to separate us, I've been told. A sufficiently
fierce story to make an old judge and respectable jury sit up
a bit. The first thing I heard when I came to myself was the
maddening howling of that endless gale,,and on that the voice
of the old man. He was hanging on to my bunk, staring into my
face out of his sou-wester. ‘ o
'Mr. Leggatt, you have killed a man. You can act no -longer
‘as chief mate .of this ship.' : ’

"You had better slip down into my stateroom now.'"?'

’

Guerard suggests that the captain's fascination with and protection

of Leggatt stems from some kind of adolescent sentimentalism which he

will outgrow; because for Conrad, Guerard maintains,"ﬂa crime on

{g“apoaﬁmyas simply and irrevocably a
W ‘,

: :proof of the captain's maturity, as he

W)

- shipboard, whether intende;

crime.'"?? Marooning Leggatj

leaves behind. his "own potential criminality."

N
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Guerard implies,é that Leggatt's murder of the mate was

)

-unintentional, and the captain bases his sympathy Oon this., But Leggatt

" never says the crime was unintentional--in fact, he describes his action

in terms of fierce determination. He'does not offer (at this time) any

' kin,d of 'justi’fication other than severe provocaticn. He claims neither

N

. . . _ . -
self-defence nor necessity, ‘and he shows no remorse for taking a.man's
. . ? ’

\

life, a man he says had 'no business to live at all." He does express a

-
3

curibus seﬁse,of detachment from the crime--as if he-were nop fﬁlly

- conscicus of his'act, and a natural aversion of ; ratibnai man for hié N
act‘of‘irfational vio%ence, for losing control and irnvolving himself ip
"ap ugly businessl”JJ The story would be égo simple if Leggatt's acL,had
been in any way.hnin;ent;onal. nggatt daid mu}der the man. Failure to
recognize thaL-would be easy sympathy-—a refﬁsal to confront the more

complicated moral situation Conrad .has presented.

.

There 1S no indicaﬁﬁon the captain ever sees the murder as

' unintentional (despité his suggestion to the Seghoré captain). The
murder itself seems to take secoﬁdary importance to Leggatt's
performance in the storm. The act which»éoncerns our captain is
essentially tﬂe éct of individual.moral courage versus mob cowardice and
h}steria. The story ‘he hears i; the story of 7 man, traired in the “same
vtradition of duty as he himself has been, who met his test at sea.'For
it was Leggatt's duty, in the profoundesi moral sense that ne understooﬁ
it, to save that ship in the storm. It was his test.of how far he could

14

~ go to prove faithful to his ideal sense of that duty. The action which
) ] .
he undertook to fulfill this ideal was an act of courage, initiative,

L] - '
and individuality. He alone maintained the presence of mind to act in

the face of that terrible storm--and as we soon hear--not waiting for
b

thé command from his captain which was never forthcoming. Leggatt toock
: _ .
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charge_and gave the order wn;;h\sévéduthé ship; What the captaié;sees in
.Leggétt, then, .is no criminai, but a commander,.and a man who tould dé
whatever it takes to fulfill his duty. It is qo "easy sympathy'?* whicﬁ‘c
motivates the captain to hide Leggatt away in his roém, but a profound_

sense of empathy and admiration. L

Y

In a tale wheré every word fits, the representative siqnificancelof
. ' v

Leggatt ought to be unmistakably clear;'Far from representing the

-~ -

captain's "own criminality" or "less rational self," Leggatt is the
empbodiment of the captain's "ideal conception of his own personality
A :

which every man sets up for himself secretly.' Leggatt not only tests

the captain's ideal; he is his ideal.

But in this tale within a tale, another man's sense of duty is

tested anad défined, too: the Sephora capé;in's.,lt is tested once in the

storm and again in Leggatt’s stateroom:

" reckoned it would be dark before we closed with the lang,"
he continued, so low that I had to strain my hearing, near as
we were to each other, shoulder touching sgoulder almost. "So
! asked to speak to the old man. He always seemed very sick
when heecame to see me -- as if he could not lcok me in the
tace. You know, that foresail saved the ship. She was too deep
to have run long under bare poles. And it was I that managed
to set it for him. Anyway, he came. When I had him in my
cabin--he stood by the door looking at me as if I had the
halter around my neck already--1I asked him right away to leave
my cabin door unlocke” a  night while the ship was going
through Sunda Straits. - ere would be the Java coast within
two or three miles, oft Angier Point. I wanted nothing more.
I've had a prize for swimming my second year in the Conway.'?3

. ¢ v

Leggatt knew that a conventional "old judge and a respectable jury"?**

’

I3 o3
3

woulad only’repeat the h@sterical indictment of his mates, unable to
overlook the conventionhal crime in his unconventional act of heroism. In
his full knowledge of himself as no criminal, Leggatt felt no opligation

to suhmit to this indignation. All he wanted from his captaiﬁ was a



.unfair indictment, a chance for justice.. But he will not get it from the

‘ wanted';t. believed'he deserved it,'but was not willing to kill anfbne

for it:

. : ) . ) - . v
* - . ".’
" . . I
N : . ,
- .

:cnan¢e to save himself, to escape society's hysterical persecutiom,}aé

i

5 »

"You'll say I might-have chucked him aside and bolted out, :
" there and“tnen‘—it was dark already. Well, no. And for the |
same reason I wouldn't think of trving to smash the door. g
_There would Have been a rush to stop me at the noise, and I
did not mean*to get into a confounded scrimmage. Somebody else
might have got killed--for I would not have broken out only to
get chucked back, and I did not want any more of that work,'??

~

These are not the words of -a 'criminally impulsive' or "irrational man.-
Y N . > : ) -

; . RN

Leggatt Waqged a chance to save himself; but a chance to escape an

i

Sephora captain. I doubt if ény reader would have considered it 'easy
. i

' sympathQ" if the captain had turned his pack in order to let Leggatt

slip overbdérd. In fact, this would haﬁe"required something not at all
. . ' - \
easy, the ‘ability to make an independent moral judgement in the face of
. > i , , . ]
collective hostility, something this captain canr 't do, for here is

Guerard's by-the-book, ''deeply censervativec man, prcfoundly attached to

the rigid laws and pitiless traditions of the sea . . . [for whom] a

¥

crime on shipboard, whether intended or not, was'\simply and irrevocably .

p

a crime.,"??

£ is this captain WhO rigidly adheres.to the law, even when his

conscience (feeble as it may be) tells him it is not right. He knew what ,
% 5
Leggatt did for the ship, and he knew that Leggatt was no ''murdering . ¢

«
)

brute,”?® but his courage failed him in the face of Leggatt's situation,

|
o . o

just as it failed him in the face of the storm. His adherencé;ﬁb the law

is little more than fear of the law--fear %; the mob behind it: “I .

[ .
represent the law here;” ne tells Leggatt. The element ‘left out of the

[

S

E " . -
5

! £
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"law' which theLSeghora_captAin represents is justice, a justice pased’

on individual meral juddgment. He may repre§ent ftne 1aw?".but he does

[

.

o
\

Reparation must come from our captain._?p;s'isAto be his test. Our
captain/narrator’ hecomes then' the judge and jury of Leggatt's case-rand

having heard ‘the defenéégfityxs,only fair that he hear the prosecution.

AAnd 5O the Sephora captain arrives to te;l his side of the'tale, and to.

test our young captain yet further in th’faf”he,is prepabed to go to

defend his "ideal." .

+

. " In answer to the question why the captain protects Leggaﬁt, F.R..Q%
’ : ] N . ;

Leavis suggests the following:

~ ,
The young captain in The Secret Sharer.faces &n a protracted
way the moral problem faced by the young captain of The Shadow
Line when appealed to by the sick mate, Mr. Burns, not to
leave him behind in a nospltal His duty as &, shlp s master is

‘not to-listen; not to purden further the overburdeneq crew
with another sick and helpless man. But the young captaln-+
finds himself compelled by a finer eéhlg finds himself as._a
seaman Sso compelled not to leave Mr. Burns behind. As seaman
to seaman he can't. That is only one element in The Shadow-

. Line. The equivalent is the main theme 9f The Secret Sharer. }

l
'
c

For Leavis, Leggatt is clearly no criminal., The captain's test is his
recognition of this and his protection of the fugitive. The tale defines

therefore not a "night jo“rney," but a "finer ethic,'" and the

significance of the ‘tale "is not psychological, but moral,"*? srifting

”tﬁe emphasis from consciousness to conscience. The ethic defined is "an

't

insistence on the inescapable need for individual moral judgment and for '

moral conviction that is strong enough to forget codes and to defy law



. el T
. and codified morality and justice."*? This*is, to a large- extent, what

vit means to be aﬁle to stand alone, and what it means to command. And as
it is this upon which Léggatt's survival depends, can we not sa&y it is

N

this upon which’moral survival depends? , -
. 5 . ' . ] i \ e ) ! . -
‘The visit of the Sephora captain brings neightenéd sisperise to the

tale, but it also fulfills severai rnetori¢al-purpoées.=First of al., as

i

the old man's "version" apparehily'doqroborates Leggatt's own account of

the mufder, we can better trust his honesty and character., Second, tHe © ¥ L

& d S, . o et
s
f Y

_streng?n of our captgin'é cohmitment xsltested. Not only does‘he.have to
e mainﬁaih his nerve confronting the old,ﬁah, but the gravity of his own
’situa£ion increases. "Since the hands had got té kncw his story, it

féould havg been impossible to pass [Leggatt] off for ényone else.kand an .»

accide tal dlscovery was to be dreaded now more than ever. . . .”“ In
P . ,
. totally aligning himself with the "criminal," he has made himself an

. .
. daccomplice to Leggatt's crime. It is a peint of no return for him.

Previousli; it was only Leggatt's fate that was in question; it was, only
. _ i ) . L%}
Leggatt that was in danger. Now the captain has taken Leggatt's danger

P
.

as his own. . N y

N

But our captain holds firm in his choice of 1dyalties, and once we

nave seen "the other side," we have to approve his decision. The most
important function of the Sephora captain's visit is that it affords thki»@iv“

young captain and the readers a clear picture of the alternative to | 'ﬁf 3?:
defending Leggat$¢, as the old man personifies "the law" whicp pergecﬁtesf-”ﬂQ~

oy
N :
~ . i

him: i f 8

The skipper of The Sephora had a thin red whisker all round \/‘ .
his face, and '‘the sort of complexion that goes with hair of . w;{f:-
that color; also the particular, rather smeary shade of Dblue. e
He was not exactly a showy figure; his shoulders were high i o
his stature but middling--one leg slightly more b§ndy than “he * N

L] \
. . N
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other. AE shSok hands, looking vaguely around. A spiritbess
tenacity was his main characteristicy I judged. I behaved with
a politeness which seemed to.dlscongert him. Perhaps he was
shy., He mumbied to me as if he were-ashamed of wiat he was
, ss¥ing; gave his name (it was something like Archbold--but at '-F§
; this distance of years I hardly am sure), his ship's name, and’
' a few other particulars of that sdrt, in the manner of a -
criminal making a ﬁgguctant and doleful confession. He had had
terrible weather on“the passage out--terrlble--terrlble--w;fe
aboard too

. .

gL o

ooy ' /
7o

Ih fables, physical chafaCteristics tend to represent moral qualities,

\
5

and'we may therefore suspect something ”smea;y?'about the‘oldfcaptain's
character. The eaptain who denied Leggatt is not the kind of kaptain, or
V\ ) i , . , -

man, our narrator had in mind a an_ideal. for neothing about him
. suggests a man in command. With his Stragglyvbearu, "smeary blue,
unintelligent eyes.” and bowed legs, the old man isiﬁardly a character

. S 4 . . \
to inspire confidence. In his downtrodden manner he conveys a sense of

. X A- .
indeterminant fear and guilt and, despite his "spiritless tenacity," a

\

decided lack of conviction. In the finai sentence of the above

quotation, we can almost hear,tne‘Wﬁine of the intimidated old man. The

i

expression whith ‘seems best to fit,ihis description of the demoralized
skipper is Lawrence's ''born cowed." And he does, in fact, remind one N

very much of Lawrence's furtive-réctor.

.

He is defin{gely a striking eentfast to Leggatt, a strong; aehletic ' (
"well-knit young fellow'" with a.“concentrated, meditative expression.”‘;
The old man's vague, muddled thinking and:n;s mumbling ne;e are
indieative ofithe confusion that beset him in the storm, just as
‘ . '
Leggatt's determined and resolute manher;qthat ”soﬁetning unyielding in

his character which [carr;ed] him through so finely,"*’ reflects the

fierce determination which possesged him in the storm.

Their physical and‘personalityxdifferenees are, fhen, the



manifestations of their moral'differenqés. as defined by thei; c/ncept

" of dﬁty, For the Segnora captaln his’}palnful duﬁy" is to rigidi.

adhere Wl*h nis "'spiritless EenaC1+y” %0 the very letter of tr-» law. e
source of his "tenacity" (for we canpot’ call 1t§comv1qticz) N

: A o

” o . B -
of the law (andlfgg? of anyone anqkanything outside of he- g .

"You' were very anxious to give up your mate toL -he s. o
people, I believe?"

He was. To the ‘law. His obscure tenacity on tha- po;nt ha

,in it something 1ncomprenen51b1e and a little awful
something, as it were, ﬁystlcal quite apart from hi. AnxXi-*t
. - that he- shodld not be 5uspected of "colntenancing any Joirge

of that sort." Seven- and thirty virtuous years at sea, of
which over twenty of immaculate command, and the last fifrteo?

in the Sephora, sqemed to have laid him under some pitiless
obligation.* P
N N

This defines the captain's misconstrued sense of duty, a sense of duty

which reflects a mind incapable of '‘individual moral -judgment." The old

jﬁan's abanaonment of Leggatt is indicative of his abandonment of any

individual conviction.

It also reveals the consequences of this kind of conformity, and

the fear which is its dominant chafacteristic. The old captain is afraid

to stand alone, "afraid of the men, and also of that old second mate of

his. . . ."*' He is afraid for his reputation, afreid of scandal. The

4 s

X ) e A )
consequence of this '"spiritless tenacity' is fear, an indeterminate

sense of guilt, and cowardice. It provxdés no real courage to fall back
. !

on when confronted by 'thingg you find nothing apdut invbooks.”**\{g\::e

storm, the o0ld manﬂs courage failed him. His claim to have Dbeen

responsible (along with God) for saving the ship, provokes Leggatt into

revealina the depth of the 0ld man's'cowardice, and the kind of
: ¢

d.shonesty “hat usually accompanies it:-

v

The man told you he hardly dared to give the order."
o ‘ ,
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. /7 N . .\n
Leggatt confessed.®? In another story of moral isolation, Conrad tells:

. : Mol o "99‘
R .1 ) : g

I understood’ﬁ}e reference to be to that saving foresall

"Yes. He was afraid of it being lost in the setting.'

"1 assure you he never gave the order. He may think he 4id,
but he never gave it. He sto0Q there with me on the Dbreak of
the poop after the maintopsail blew away, and whlmpered\about

A OUr last hope--positively whimpered aloud about it and nothing
else--and the night coming 3n'! To hear—one's skipper go on oo
‘1like that.in.such weather was eﬂeugh to drive any fellow out
of his mind. It worked me up- into a sort of desperation. I
just took it into my own hands and went away from him,
bo;llng, and-—-. But what s the use telling you? You kriow!

Do you think that if I had not been pretty fierce with them
I should have got the men to do anything? Not it! The bosun
perhaps? Perhaps! It wasn't a heavy sea--it was a sea gone
mad! I suppose the end of the world will be something like
that; and a man may have the heart to see. it coming once and
be done with it--but to have to face it day after day--I don't
‘blame anybody. \] was precious kittle better than the rest.
Oonly--1 was an officer of that old.coat-wagon, anyhow—-"

"I quite understand.'®' -

-

. , . v
Far from finally coming to acknowledge Leggatt's guilt; as Guerard

suggests, the younqj‘aptaln understands totally what happened to the
young mate in that storm--and tvtally exanefates him once and :or all:
"The same strung-up force which had given twenty—four men a chance, at

least, for their live%, had in a sort of recteoil, crushed an unworthy

il
mutinous existence.l®? ) a . ) :

-
" s

What the captain understands is not «wnly the nature of-Leggatt's
W s v .
innocence, but the nature of the old captain's guilt. The old man's

~

moral failure, his failure cof courage, resulted in the‘chaosjfn that

' ship. Nobody was in charge. With no one in command, the men were

essentially abandoned. "It worked me up into a sort of desper;tion."

/

»

us: "No human being could bear a steady vie 1 of moral solitude thhoutﬁ

W

going mad.'"%*¢ If Leggatt experlenced a kind of temporary 1nsan1ty. it.

was brought on by the sense of:abandonment, the "great moral
loneliness"$® which proved too -much.for him, It is this state of

’

desperation or madngss'in which Leggatt murders the mate.

k4
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The ablllty of a calm an steady nature to ward off hyster;eils #
indicated earller in this work when the young cap;aln first sees ‘
AQ’ . \'
Leggatt: "The voice was calm and resolute. A good voice. The self- ‘
. (v
possession of that man had somehow induced,avcsarespondiné state in
myself.'%‘_But the case is made emphatically in another of Conrad's ' \

}

works abocut a ship in a storm, Tygnoonf The steadfast presence anQ,
E . )

courage of Captain MacWhirr facing his ''sea gone mad" keeps his men_sane

and .able todterform tne duties wnlch save that ship. "Is it you, sir? Is
X “
it you, sir?" The men cry out in the howling darkness. "Yes!" Cries
Captain MacWhirr, heartily.®’ He is there,for'them, and that makes all
k]

the difference. So it was not a 'steady view' of the 'sea gcne mad" >

?’K j

4 5 .
whlmperlng captaln If anyone 15 responsiole for the mate's deatn, it /)

\

which drove Leggatt to desperation, but a "steady view" of his

was the old captain, as ‘he was responsible for the cnaos which led to
) @ an - . 2 ) ) =g

A
174 »

: L
')Our young captain now understands the whole situation. He
: - v
understands exactly what happened to Leggatt, what it means to be in

command, and what it takes. &
?\ . .

The main theme of The Secret Sharer nay be the necessity. of
: «

"individual moral judgment," but, as Robert Scholes says in his Dook The

Fabulators, '"Like all good fables, it is instructive in many things (ﬂif‘\

beycnd its immediate moral."??* Moral survival depends on(sometninq more

than individuality, and this something else isfexpressed in the

folloW1ng excerpt from one of Conrad S lette*s.

vt

. . . if e be deserving and fortunate, one may perchance

attain to Such clearness of sincerity that at last the

presented vision of regret or pity, of terror or mirth, shall

awaken .in the hearts of the beholders that feeling of “

¢
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_unavoidable solidarity; of the splidarityr’in mysterious .
origin, in toild in joy, .in hope, -in uncertain fate, which
binds men Eo eacn other and all mankind to the vi
world, e s : i

_ X . N ' . r -

(

> " Z
— .

n 3
’ [ ! .
- If Thé Secret Sharer stresses the need for indivigual judgemeq{, italso

étresses'thé‘need for solidarity, for communication. The'complexity and

-

intensity of 'the tale is the relationship between individuality and
solidarity, the Subreme difficulty of striking that most delicate (

palance between the two. And this is no simple thing.
N s ‘

Besides iqndring all of Conrad's clues as to the significance of

Leggatt and his captain, Guerard's 'night journey” ingerpretatron
- - , W
ignores the naﬂhre of }he relationship between Leggatt and(the younger
. <

captain: ‘

, Vo | e
In the end the narrator has benefited from his ggygerous
traffic with Leggatt, benefited from his symbglic journey
through an underground self. He has outgrown the naive
optimism which could rejoice in the 'great curity of the
sea' in its 'untempted life presenting no disquieting
problems.' The end ¢f wisdom for Conrad, was pessimism: an
awareness that we ‘are eternally menaced, and most of Ell by
ourselves . - A

. Sk
] -‘ 2 .

Despite the undeniable danqer and risk in their relationship, the

benefits itaheld Nﬁ{l Leggatt and the young'captain are of a far

L]

different and greater nature than Guerard suggests.
e
The young taptaim, in the "breathless pause at the threshold"*' of

-

n first command, longs for knowledge. And in response to his need,

-

Leggatt surfaces, a man who is both<;;e embodiment of his idegl and the

test of his fidelity to it. In his story‘andfﬂis behaviour, Ledgatt
\exemplifies the steadfastness, the moral courage, thr self-command which

the capnc»n recognizes as necessary to command his ship. And in the very

-

{

real dang&r that Leggatt brings to the yourc captaln——he shows him that
t b
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such courage and strength are not a matter of ”heroiqﬁsuplim;ty," Qfﬂ$
s oo S
adole@ceng\?gsturi$g, or complacent resignation to codes, but a.*
~ i N

\

terrifying, sometimes di'astrous, testing of all one's resources. The !

»
3

’ o ’
’\> penefit the young captain de rom this relationship is, then, a , “

coufirmatéon of what/his duty i;/zé be and of his ability to perform 1it.

But what critics generally tend to ignore in reading The Secret Sharer \/
. o ; i . )
i§ that the captain does much more fo eggatt than saving him from.a
- . .

"pitiless" law.

& »
. (f

, ﬂn@ Leggatﬁj%£9m éhe Faptain finds at the end of that ladder is a

»

nglthe, about to succumb to tne(despair of his sxﬁuétion:

‘ A ' . , ' d*\\ s
"And, lo and behold! there was a ladder to get holad 5(. After

. I grlpped it 1 sdid to myself, 'What's the good?' When I saw a
man's head. looklng over I thought I would swim away presently
and leave him shouﬁhng-—ln whatever language it was. I didn't . '
mind belng 1ooked at. I--1 liked it. A then you speaklng to b
me so quletly—-as i€ /04 had expected]ﬁ:j—made me -hold on a
little longer. It had been a confounded-s lonely time--1I don't
mean while swimming. I was d to talk a little to somebody
that didn't belong to the Sephera. As to‘asking for the
captain, that was a m§~e impulse. It could have been ro use,
with all the ship knowing about me and the other peoble-pretty
certain to be round here in the morning. I don't know--I
wanted to be seen, to talk w ;h somebody, before I went on.
don't know what I would have said . . f 'Finé night, isn't
it?' orasomething of Ene sort.'"¢3

4

Leggatt's isolation in confinemeny on board the Sephora had been more

than physical. Surrbunded by a hostile crew who would not or could not

understand him, Leggatt's moral isolation had become intolerable, and -

pushed him literally over the édge. It is worth noting here that the / .
l o ) R K
only two "impulsive'" acts Leggatt commits are acts of desperation in the

face of moral abandonment by his captain--qnce in the s{orm/And again in -

his stateroom. This isolation had deprived him of his life as much as /J
) LY
any execution. And when Leggatt jumps off the Sephora, we ought to .

consider another classic symbolic value of water: rebirth.
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If "A man's real life is that accorded to him in the thoughts of

other men by reaéoh of respect or natural love;"*’ then Leggatt’in
‘essence lost his real life in £he condemnation he experienced on the
Sephora. He ‘'goes into the water and surfaces Fo come on board another
ship, where his.life will be restored‘to»him through '"respect" and
"natural love." What he wanﬁed from his fellow man was "to be seen, to
talk to somebody,'"** and to be ‘heard. The ééptain gazing down upon niml
in tﬁe phqspnorescent Qater was é'rélief,ba.c§mfort and a confirmation. -
It-is this Leggatt expresses every éime he- says.to the captain, "Yoﬁ
understand," "Yousknow!' The néture and benefit of their '"mysterious

communication' is most movingly expressed in Leggatt’s ‘second to last

dialogue with the captain:

»

""As long as I know that you undérstand,” he wnispered.'”But of
course you do. It's'a great satisfactioq\;o-nave got somebOdy

to understand. You seem to have.been theré on purpose.'" BAnd in
the samg'whisper, as if we two whenever we talked had to say
‘things to each other which were not fit for the world to hear,

he added, "It's very wonderful.'"*®?®

The captain gives Léggatt more than a physical refuge; he gives him a
_"moral refuge, a refuge of confidence."‘¢ The captain's understanding
gives-Leggatt more than jUét a a-chance-to'make it to shore. Through his
confirmation, the captain gives Leggatt back his real life, his/moral
integrity, so that when he "lowered himself into the water to take his
punishment . .. {it was as} a free man, a proud'swimmer striking cut
fqr a new destiny,"*’ no longer the fugitive he was when he jumped the

Seprora. In the refuge of the captain's confidence, Legdatt regains his

strength to go on.. ‘ : o=

S TStill, it'isvundeniable that tne‘captain‘s-relationsnip with .

Leggatt does petomg dangerous, debilitating to the young captain, But it
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is not the nature of his relationship with his other self, but the
extent of it which is dangerous. The insistence on the double identity
has been c:it;cized as -being debilitating, damaging to the story itself:

&
ExXcessive emphasis on the psychological phenomenon of the
alter ego belabors what is the most obvious and perhaps the
weakest part of the story. If Conrad stressed any one thing,
he stressed the resemblance, both physically and
psychologically, between the Captain and the fugitiVe Leggatt.
The constant parallel descriptions of the two men, the use of
doubles, doubling, second self, secret“self, other self and so-
on, are tedious. The repetition is as evident in this story as
Marlow's use of qualifying adjectives in Heart of Darkness.:In
both stories, of course, much still remains after we have put
the obvious behind us.*®

Perhaps the indgistencs on the double _dentity is simply “aw, like the

"adjectival insistence" in Heart of Darkness. But there . alwéys the
possibility that Conrad knew what he was doing, that this insistence was
part of ;?e "fit." In other words, the insistence.itself may be part of
the represahtative significance of the fable, intentionally overdone.
But Qe ought te recognize that the ovéremphasis comes from 8ur narrator,

and not our author. Letting Leggatt go will be the captain's last lesson
. . ‘ o N

and test. :

b o

Like Yvette in The Virgin and the Gipsif*tne test of the captai#'s\\\)

indepehdence is being able tolbe‘alone; and,_thus, as the gipsy leaves
Yvette, Leggétt(mﬁst leave the captain. Of Yvette, Lawrence said, 'her
young sbulvknew the wisdom of it.'" For Conrad too, this mature
acceptance seems much ﬁore like '"the end of wisdom"*' than pessimism, a

wisdom which our young captain finds difficult to accept.

Wwhen the individual withdraws from the mob, :the tendency to become
dependent on another individual is very great, but must be overcome.

Leggatt (like Yvette's gipsy) nas been instrumental in developing the
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— - captain's "individual moral judgment, but in his total absorption with
his "other self," the captain's judgment is-compromised—-nis ability to
command endangered. Now he must be '"ab_e to be alone," or become W

victim.

The wonderful énd "mysterious communication' between the twc
Culminates in the young captain's successfully standing up to-the
SeEhofa céptain]s "investigation." It is this Qisit which brings the

K captain his crucial test of coﬁfagé and.steadfastness. It is also as a \
result of“this visit that Leggatt breaks down and reveals his weakness,
N5~ vuImerability, his humanity. As he relives that mement in the storm,
we heaf in nhis "earnest whisper” the ﬁerrorflthe deéperatipn, the
courage and the madness that ruined his life ana possibly hic ”1deél

conception' of himself. And the young captain, as if he had "been there

on purpose,'" simply, unequivocally understands and accepts, ‘offering

Leggatt the vindication he needs:
L4 - Y

"I quite understand," I conveyed that sincere assurance into-
his ear. He was out of breath with whispering: I could hear
him pant slightly. It was all very simple. The same strung-up
force which- had given twenty-four men a chance, at least, for
their lives, had, in a sort of recoil, crushed an unworthy
mutinous“existence.’®

< - - \

In their confirmation of one another, their relationship has fulf :d

its usefulness. Conrad makes this perfectly clear in the very next line:

P

But I had no leisure to weigh the merits of the matter--
footsteps in the saloon, a heavy knock. '"There's enough wind
to get under way with, sir.' Here was the call of a new claim
upon my thoughts and even upon my feelings.

"Turn the hands up," I cried through the door. "I'll be on
deck directly." :

I was going out to make the acquaintance of my ship. Before

v I left the cabin our eyes met--the eyes of the only two )

strangers on board. I pointed to the recessed part where the
Iittle campstool awaitéq him &nhd laid my finger on my lips. He
made a gesture--somewhat vague--a little mysterious,
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accompanied by a faint smile, as if of regrec{" =

Duty calls him back, an® from here on, the relationship is a liability:

I was not wholliy alone with my command; for there was that stranger [no

L3

longer ''my other self"] in my cabin. Or rather, I was not completely and
wholly alone with [my ship]. Part of me was absent.’? This results in
some rather peculiar behaviour on his part, siuch as whispering to his

mate -in that fashion of his speeth with Leggatt:

: >
--and I could not help noticing the roundess of his eyes. ‘
These are trifling instances, though it's to no commander's
advantage to be Suspected of ludicrous eccentricities. But I °
was also more seriously affected. There are to & seaman
certain words, gestures, that should in given conditions come
as naturally, as instinctively as the winking of a menaced \\
eye. A certain order should spring on to his lips without
‘thinking; a certain sign should get itself made, so to speak,
without reflection. But all unconscious alertness had
abandoned me. I had to make an effort of will to recall myself
pack (from the cabin) to.the conditions of the moment. I felt .
that I was appearing an irresolute commander toc those people
I -~Who were watching me more or less critically.
4" Bnd besides, there were the scares.’’
Iﬁé "scares' of the close calls of Leggatt's being discovered push the
i qébtain to accept what he does not want to. It is time for him to be
“ alone, time for him to give himself "to the conditions of the moment,"

which is his duty. The insistence on maintaining the double relationship

has bécome debilitating to the captain's command of the ship.

And it is Leggatt, whose earlier 'faint smile...of regret"
foracasted their parting, who acknowledges the necessity of ending the

. t
relationship:

"

"You must maroon me... .

"Maroon you! We are not 1iving in & boy's adventure tale,"
I protested. His scornful whispering took me up.

"We aren't indeed! There's nothing of a boy's tale in this.
But there's nothing else for it. I want no more. You don't
suppose I am afraid of what can be done to me? Prison or
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gallows or whatever they may please. But you don't see me
coming back’ to explain such things to an old fellow in a wig
and twelve respectable tradesmen, 4o you? what can. they know
whether I am guilty or not—-or of what I am guilty, either?
That's my affair. Wha: dcms the Bible say? 'Driven off the

. face of the eartngﬁﬁVefy well. I am off the face of the earth
now. As I came at night so 1 shall go.

' "Impossible!" I murmured. "You can't.

"Ccan't? Not naked like a soul on the Day of Judgment. I
shall freeze on to this sleeping suit. The Last Day is not
yet--and . . . you have understood thoroughly. Didn't you?"

I felt ;uddenly ashamed of myself. I may say truly tnat I
understood «- and my hesitation 4n letting that man SWlm away
from my ship's side had been a -mere sham sentiment, a sort of
cowardice. )

"It can't be done now till next night," I breathed out.’*

L
The act of letting Leggatt go is more difficult that the act of hiding

him away, for Leggatt has, also become for the captainha "refuge of
cqnfidence.” But both men finally eome to understand 'the wisdom of it."
The time for testing is over. It is now Fime for the performance of.
duty. But the\captain's firse duty to pérform.(as he represents the law)

is to administer justice to Leggatt.

¢

_ The decision is madenfo "maroon' Leggatt on the hopefully inhabited
e captain brings the ship in close to minimize

island of Koh-ring, and t

Leggatt's swim:

=
|} ]

I came out on deck slow.y. .t was now a matter of
conscience to shave #he lznl as close as possible-—for now he
must go overboardapeneve: le ship was put in stays. Must!
There could be no going béck for him. After a moment I walked
over to léeward and my hear® “lew into my mouth at the
nearness of the land on tre bow. Under any circumstances I
would not have held on a minute longer. The second mate had
followed me anxiously.

) I looked on till I felt I could command my voice.

"She will weather," I said then in a quiet tone.

"Are you going to try that, sir?" he stammered out
incredulously.

I took no notice of him and raised my tone just enough to
be heard by the helmsman.

"Keep her good full."

" “Good full, sir."

The wind fanned my cheek, the sails slept, the world was
s¢flent. The strain on watching the dark loom of the land grow
;

€,
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bigger and denser was too much for me. I’ haﬁ shut ny’ eyes “—'7
because the ship must go closer. She mustd nwe 5flllness uas
intolerable. Were we standing still? - . Txij .

When I opened my eyes the second view star*ad my hearu -with
a thump. The black southern nill of Koh-ring seemed to hang
right over the ship like a towering fragment of the
evérlasting niEHt. On that enormous mass of blackness there
was not a gleam to be seen, not a sound to be heard. It was
gliding irresistibly toward us and yet seemed already within
reach of the hand. I saw the vague figures of the watch
grouped in the waist, gazing in awed silence.

"Are you goinggon, sir?" 1nqu1red an unsteady voice at my
elbow. - — .

I ignored it. I had to go on.’

AN

‘ﬁne question which bothered me in my first reading of The Secret Sharer

.

was'why s0 close? The ac£ doesi of course, proﬁide'axfinal test for the-
captain--he learns how far he can push the shfpi the'cfew, and his own
nerves. He finally stands up to his crew, instead of being intimidated
by them. And it is the final test @f his fidelity to Leggatt, to his
-Eonscience. Bdt{still, wny so close? A swimmer like Leggatt could easily
swim a couple of miles. Where is the moral justification of risking,
unnecessarily, all those lives, for one man? The ques;ion is sohething
11kelwhy did Leggatt have to kill the mate--why did he have to g; that
far? The "answer' to one 15 perhaps contained in the "answer' to the
other: "The same strung-up force which n;d given twenty-four men a-_
‘chance, at least for ;néirtliQes; had in a sort of récgil, crusnédvan
unworthy mutiﬁogs ex;stence.”.Lquatt risked everytnidq to give those
twenty-four men a chance, aﬁd they responded witn betrayal and
injustice. This captaiﬁ, this crew, must now riék everything to give
Leggatt "a chance, at least, for [nis]) 1life." |
"Give tﬁe mate a call," I said to the young man who stood
at my elbow as still as death. "And turn all hands up. '
', My tone had a borrowed loudness reverberated from the

neight of the land. Several voices cried out toqetner. ”We are
all on deck, sir."’¢ ‘ -
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\

-~ The Créy of his ship line the ‘deck, in unwitténg affirmation of the man

who fepresents-"that'wnicp saves' all of humanity.'

*

With this final act of réparetion, the captain can finally 'maroon"

Leggatt, "[forget] the secret stranger ready to depart"’’. (no longer his

secret self, his double, his other self), and concentrate on the

precarious fate of his ship:

I swung the mainyard and waited helplessly. She was perhaps
stopped, and her very fate hung in-the balance, with the black
mass of Koh-ring like the gate of the everlasting night
towering over her taffrail. What would she do now? Had she way
on her vet? I stepped to the side swiftly, and on the shadowy
water I could see nothing except a faint pnospnorescent flash
revealing the glassy smoothness of the sleeping surface. It
was impossible to tell--and I had not learned yet the feel of
my ship. Was she moving? What I needed ‘was something easily
seen, a piece of paper, which I could throw overboard and
watch. I had nothing on me. To run down for it I didn't dare.
There was no time. All at once my strained, yearning stare
distinguished a white object -floating within a yard of the
ship's side. White on the black water. A phosphorescent flash
passed under it. What was that thing? . . . I recognized my
own floppy hat. It must have fallen off his head . . . and he
didn't bother.’ ' ’

)

"

Guerard says the hat '"marks the division between the two selves, and

thereby it is the captain's dismissal of his other self which ultimately

saves the ship. But Conrad emphatically tells us the hat is a symbol of

o i
compassion: ,

5

--the exp%ession of my sudden pity for his mere flesh. It Eéd

» Dbeen meant to save his homeless head from the dangers of tpe
sun. And now--behold--it was saving the ship, by serving me
for a mark to help out the ignorance of my strangeness. Hal It
was drifting forward, warning me just in time that the ship
had gathered sternway. . . . )

. . "She's round " passed in a tone of intense rellef

between two seaman.® .

It is this compassion which ”restores to the stranger (Leggatt) his

identity."'' The hat, a gesture of the captain's "plty for his mere
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flesh,'" reflects the captain's initial sympathy when he first ''rescued" i

L j3att from the sea, a Qesture which, of courée. saved more.;nah his
. . N /:‘:f .
mere flesh., The hat floats dack to him with thé knowledge he desperately

—— 2

needs to save his ship, symbolizing the knowledge L~ itt brought to the

captain, 1in exchange, so to speak, for his compassion.

The hat must also be recognized as representative of the captain's

AY
commitment to protect and defend Leggapt, nis "individual moral

judgment." This independence, paradoxically,sresults .n sending %ii?att

away. And hence we have the captain's final "declaration of

independence':

And I was alone with her. Nothing! no one in the world should
stand now between us, throwing a shadow on ~he way of silent,‘
knowledge and mute affection, the perfect communion of a
seaman with his first command.*?

.

'

It must De'recognized that it is not only Leggatt of whom the captain 1s
ufreg. He is now free of any voice, law, book, code or group which might ~

core between him and his conscience, his command.

And the final scene of The Secret Sharer, in contrast to the

opening, makes the 1last importaht point: N

Walking to the taffrail, I was in time to make out, on the
very edge of a darkness thrown by a towering black mass -like
the very gateway of Erebus--yes, I was in time to catch an-
evanescent glimpse of my white hat left behind to mark the
spot where the secret sharér of my cabin and of my thoughts,”
as though he were my second self, had lowered himself into the
water to take his punishment: a free man and a proud swimmer
striking out for a new destiny.®*?’

The sense of isolation, the sense of being abanédoned by all of humanity,
is gone. The hat remains, a ‘symbol "of the sol.darity in mysterious
' 4

origin, in toil, in joy in hope, in unc:rtain fate, which binds men to
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each other and all mahkind to the " _.sitle world."" It 1% not in

-~

isolation that we find oursﬁlves, but in the human community.

In its treatment of the individual, The Secret Sharer seems to be

very much the same kind of thing 3s The Virgin and the Gipsy. And in

fact, D.H: Lawrence's statement from "Art and Morality" is as relevant

to Conrad's work as it is to Lawrence's:

\
v

The true artist doesn't cubstitute immorality for morality. On
the contrary, he always substitutes a finer morality for a
grosser. And as soon as you can see a finer morality, the
grosser becomes relatively immoral.*®

v

v

A finer morality, for each of these writers, seems to be é‘fatﬁer of
sinéé:ity, of individual aﬁd genuine percépt;on. But it is not in
1solatloh.or in self—absorptiop that man fulfills his moral potentia%.
Yvette and the young captain both reject worn-out iﬁstitutions'and rigid
ccies., Yet both'rémain committed to their community.'Yvette returns to

her family, her society; and the captain returnss to his crew, committing

nimself to, and assuming responsibility for, them. Both of them are able

~

t

to do so after they‘find wisdom, comfort and strength through a ""loving
involvement" with avother. John Marcher, on the other hand, because of
his "cultivated detac iment' and total preoccupation with himself, never

finds these, nor does he ever find a place in any community.
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CONCLUSION .

3 . _
Because of its length, the novella provides a perfect form for".

isolati exploring, and resolving a moral issue, which is essentially

unction of the moral fable, and what we have seen in the three

vellas discussed here.'The nove:;;:zz‘long'enough for adequate v
. ) &
development, - but not too l?ng to sustain such. a ~oncentrated inquiry. ’
! N . »
* The length and technique of focussing lead tp”technical devices which

¢ N

i

have themselves been isolated and piored, but are well enough def.ned

as "the art of concentration

e —

at uses always the' minimum--the loaded

word and the dﬁiquely repr¢sentative act.'"!

\

' While defiring the vartous devices and téchniques of seleCtivity

' .
' —_——

the novella uses, too many critics have failed to acknowledge the
7 . )
emotional function of them, as if insisting on.the inteliectual or

theoretical agpects of-a work gives it greater credibility or

2 ” -

seriousness. And, in fact, such early fact.es as Rasselas and Candide did
not elitit much of an emotional resﬁgnse from their readers; byt the

£ . ,
moral fables examined here reflect the deeper P chological and

emotional treatment of character and theme. whigh emeége the

Nineteenth- and Twentieth-Century novels. It is uS ‘to understand. how

°

the fable devices call attention to the representative significance of

' - L)

. DR ‘ _
details and characters, to alert us to the<symbolic‘value of the story;

but we still need to acknowledge the intensely emotional appeal of the
o i '

- '"loaded word and the uniquely representafive act," and the role of the
emotional response in the moral fable. Even Rasselas contains the lesson

that emotions can never be replaced by theory (in the -episode with the q
116 / " ‘

<
.
s '
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stoic philosopher whosevphilosophy cannot sustain him in the face of his
daughter's death). N

.(\

Each of these three fabulists, Henry James, D.H. Lawrence, and

o

i . s N .
Joseph Conrad, uses the "roaded word and uniquely representative act" to

engage . the readers emotionaily. In The Beast in the Jungle, James makes

us feel an intense frustration at Marcher's tnickneadedness and ‘a

disgust at his selfishness in his.exchanges with May Bartram. And
a;tnough we must feel'sorry for the ever-constaﬁt, never-acknbwledged
- . N ‘,

May Bartram, our primar-y response to her is an awareness and

‘appreciation of ner lovingness--for what'she_mgst surely'represent is
"leving involvement”‘; and we feel an affectioﬁ for.tnis'intelligent,
'giving? comeassionate wo@an. our response is, ih fact, the very?reS§bnse
Marcher ought to have given, th fails to. Oﬁr response,‘compered to

Marcner'gblack of'response, is, therefore, the””moralﬁ of the story. We

could not understand Marcher's failure without our own emotional

‘response,

Slmllarly, in The Virgin and the Gipsy, we want Yvette to be with

~ the gipsy. Lawrence creates this ant1c1pat10n in us and. plays ¢n it from
.\ \ R .
tne”beg1nn1ng--espec1ally at the moment when Yvette is- kept from

entering tne glpsy ] caravan\by the arrival of the Eastwoods The delay
- 1

rs not arnitrary:‘Lewrence keeps/us,waitlng until <he hasﬂgede-it very
cleap_What ner'relationsnip with the gipsy is all,aboﬁt. And at'the end
of the stogy ;nen we mignt antxcipate and want thg typical happy ending
tnat'sneldon Sacks referred to. as "actlon”j—tnat is, for the hero and
heroine to live nappfly eveﬁ/after toéetner——Lawrenee reminds us that it
‘is the,sigtificahce of.their'relationsnip‘wn&Et is importaht,‘andvtpat
remains after the”gipsy;is gone. We, like'Yvette,Wmust'co@eIto know the

“c
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”wisdom of it." And at the same time, by presenting such a loathsome

picture of her, Lawrence makes us want Granny to be defeated.

v

But all the time he is calling on our emotions to make us want
céfta;n things\tc iappen, ﬁe is insisting that we understand the
symcolic meanings. We want Yvétte to triuﬁpn, but we must first
rnderstand wné: her triumph means. It is the triumph of the individual
¢ /er .the mass, and of a finer over a grosser morality. We afe méde*to

care about the ideas because of and through our emotional response to

“he characters.

¢

In The Secret Sharer Joseph aonrad, as I have earlier stated, makes

us cére abous Leggatt's fate. After hearing, Leggatt speak for himsel%
andvafter hearinq the Sephora captain's version of the incident, we want
the captain to save Leggatt. We want the captain to do the right thing
not just for Leggatt'é sake, but for the Captain;s sake, and for our

- sake. For our sake, I say, becau;e our interest in Leggatt is more. than
an acadrsmic iﬁ;erest in seeing justice done. The source of the emotional
invol - :nt here is the intense sense.of identifiéétion our narrator
feels and whiQp we, as readers, find ourselves also feeling. As the
captain/narra;or identifies more and more with Leégatt, we do as.well.
And as compassion;and understandinq are integral-. the moral of this

sto_ry, our compassion for Leggatt is centrai to our app;eciation of this

»

moral. } N
g
Not only has the Twentieth-Century moral fable become more

emotionally involving than say its Eighteenth-Century predece;sor, it

has moved away from the kind of simplified generalizations we once

- L . N
associated. with this form. The moral fables ex;mined-here are exemplary

of a new kind of fable which confront’s the complexities and ambiguities
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éf the times. Whereas once the moral fable might have been a vehicle for
”formulable,statements,” it now illustrateé the failure of a morality
based on any such ;implifications. Hende,‘tne moral fable frequently
presents us with a resblution which we find difficul: cO accept,
disturbing, pdssibly frightening. This again is part of its function:

. \ , :
life itself is frequently difficult tq accept, disturbing, and

A

frighteniﬂg; But the moral response is to. confront such difficulties,

_not to evade them by complacent geliance on comfortable platitudes.

One may'spgak abodt wnatbthe moral fable is and what it does, but
ultimately.oﬁe'must attempt to determiﬁe what a writer means by "moral."
.
In the case of these three writers, it clearly ref?rs'to "the individual.
life in its essential and inescapable relationé with oﬁhefs.”’ The thrée

moral fables discussed here explore the difficulties of achieving the

proper balance between individuality and relations with others.

John Marchér is a man who fails to find,tﬁis'balance. He 1s
obsessedkwith his own 1hd1viduality, that is, with his own faté detached
from "others," and it is n;s "inner detachment' which defines the
failure of hi; life. As Conrad puts it, "& ﬁan's real life {i tnag
accorded to him iﬁ ﬁne thoughts of other men'by reason of respecg or
natural love."* Marcher deprived his life of meaning when he denied
May's love. His faiiure to commitlhimself to their relationship resulted
;n the- failure of his life. The story ends with Marcher'érp;}tial

recognition of this as he makes a final and futile atter . to attach

himself‘to May by throwing himself on her grave.

The sign&ficance of Marcher's egotism becomes greater in the

context of James's deflnltlon o "moral': "The 'moral' sense of a work
m“!

of art is the amount of felt llfe in produ01ng gt "3 So we might say,
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according to James, the ''moral' sense of a man's life is to be found in
the amountAof felt life he experiences 1in,living it. Marcher doesn't ;
feel his life, and for this reason, his life has no moral sense, no
meaning. And th'does one feel life? The same way one.feele anything:
through contact.;Marcher cannot feel because he is too self—ebsorbed to
make contact with, of attach himself to, anybody or anything outside .of
nimself.vlf a moral sense depends on.”direct ;hpressions” of life, then
it begins with be%ngvable to feel, to'receive'these "direct
impressions.” Preoccepation.with one's self_ﬁakes one impervious to

[

these imp.-essions. oo

Sometimes ''others' can prevent an individual from feeling, as D.H.

Lawrence shows in The Virgin and the Gipsy. For Lawrence as well,:
morality is associated with ”direct\lmpressions;” or "original
feelings,'" as agaiﬁst "second-hand" impressions.*® Yvette wants
desperately to feel, as we hear in her wistful cry, "I should like to
fall violently in love." The gipsy'represents'tn;s "violence" or
1nteﬁsity of feeling. Yvette's perception of him is described as
”peneﬁfatinq . . . into some deeg, secqst place, and shooting herl
there."’ What stands in the way between Yvette and the gipsy 1s the
.oﬁtdaﬁed, 'second-hand," false morality represented by Granny, gke
Rector, and the Eastwoods. In order to be able to fee., then, one has to
detach onselfAfrom such nullifying elements. when Yvette finally reaches

out to the gipsy, it is, significantly, for his warmth, for his physical
v

a 4
contact. ~
5

The gipsy helps her to ""get rid of the old," and\E%éreby spen
herself to the world of perception. He helps her to break away from the

old, false morality and to be more receptive to the experiences of life. .

s
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The implications at the end of this tale are that Yvette will have

petter relations with those around her, her family and friends, as a

<

result of her experience with the gipsy.

In The Secret Sharer, individuality and commitment become é matter

of "individual moral judgment'; and Joseph Conrad's fable revolves

around thexdiffiqulty and importance of achiebing this. The captain's
. N
commitment go Leggatt is baged (és much of the fable's symbolism is) on
his ability to identify (identification being an intense form of
awareness) with the fugiéive. The captain puts himself in the other
man's position, he listens to him‘ ana he understands him. But his
fierce determination to save Leggatt ishbased on more thanaego-
trangference. By conscientiousiy évaluating the.facts as they are
presented to him, thelcaptain recognizes the justice and ﬁecessity‘of
saving Leggatg. Leggatt, the individual, must be saved, beéause he
represents that which saves the human.commuhity, as represented by ‘the

crew of the Sephora. The paradoxical relationship between independence

[ 4
and commitment, as defined in The Secret Sharer, offers us the most

B N

D
complete statement of the basis of morality defg%ed by the '"individual
life in its essential and inescapable relations with others': think for

yourself, of others.

1f morality begins with consciousness, then the function of the
moral fable is to stimulate consciousness, to make us feel meore. I

would, therefore, like to conclude by returning to Joseph Conrad's

statement which describes the power of fiction to''"[endow] passing

events with their true meaning. . . ." Fiction has -been often separated
w

into either mimetic (representative) or didactic (illustrative) types;
. 1

and the moral fable has been put in the latter category. This
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clzssification is misleading and* reductive, as it is based on the‘notion
N : ‘
that life is ”plotiess“; and the nighly structured plot of the fable
makes it seem less than realistic or‘representative. But life is ndt
plotless. It is a series of events, complete with cauée and effect, and
only becagmes "plbtless”'when we fail to see the significance of its
events and the relationship between causes and effects. Denial of
significance 1is denial of responsibility for this relationship, and as
such, is immoral. The moral fable is a fiction which seeks to remind us
of the significance of our lives and our actions; and which encbdurages
us to take fesponsibility for them. It is, therefore, not unrealistic,

or simply illustrative, but entirely represanta-ive, in the fullest

sense,.
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" NOTTS

' Q.D. Leavis, "Intro.," silas Marner, by George Eliot (Middlesex:
Penguin Bocks, 1967), p. 14. !

2 Mafy Doyl Springer, Forms of the Modern Novella (Chicago: The
University .of Chicago Press, 1975), p. 116.

3> F,R. Leavis, D.H. Lawrence, Novelist (Midclesex: Penguin Books,
1981), p. 178.

-

* Joseph Conrad, Under Western -Eyes (Longon: The Gresham Publishing
Co. Ltd., 1925), p.14. ‘ ST '
A . .
% Henry James, The Art of the Novel: Critical Prefaces (New York:
Charles Scribner's Sons, 1934), p. 45.

¢ D.H. Lawrence, '"Pornography and Obscentiy," Selected Literary
Criticism, ed., Anthony Beal (New York: The Viking Press,4197o), pp. 34-
35. : .
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