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ABSTRACT

Momcnts of profound.insight or revelation have an integral
function in the novels of‘Patrick White. In this thesis I,argue.that‘
only‘thel”Joycean" definition of the term ”epiphany"lprovides_a
squiciently precise description ofAthe'function and'form ot these
revelatory moments; The novels of‘Patrick White show the influence ofi

Joycean technique. However, White's epiphanic moments occur in even more .

-mundane ahd determinedly physical circumstances than'do thoSe of James

Joyce.

" This thesis con31ders epiphanic development in four novels that

-represent a middle perlod in White s career as a novelist These'novelsf—

s

The Tree of Man, Voss, Riders in the Chariot and The Solld Mandala--

provide a convenient_unit for considering Patrick White S peculiarly

approprlate employment and development of the epiphany 1nvolv1ng a quest

for unlty. The increa31ng complexity of revelation from The Tree e£ Man -

to The Solid Mandala results in a changing emphasis on the elements of

~

,setting, narrative structure and characterisation. : 3

Stan. Parker, the inarticulate protagonist of The Tree of Man,

receives each of his four major epiphanic experiences through a natural
.

"manifeStation,- BecauSe‘Stan‘is inarticulate and because his perception

;does not extend heyond the realities,of his -farm and his family, the

element of setting is most'prominent in this work.

Voss extends the understanding of unity to- include both nature

 amd, tentatively, the hero's fiancée Laura Trevelyan, another human being.
amd, -t : 5 N



Narrative structure becomes more prominent in this workﬂw.The jourpey
motlf, the novel's major structural device, is employed to describe‘both
Voss's external journey across the interior, and his reveélatory journey”,

cowards an understanding of wholeness that is shared with another.

Riders in the Charioti the third novel considered, moves from.'

>

an emphasis on narrative structure to'an emphasis on'characterisation.

"In this work the journey is internalised and takes the form of.a L

choreographed dance that causes the four" riders, Miss Hare, Himmelfarb,

LI
B

Mrs . Godbold and Alf Dubbo, to meet each_other and to comeftogether at -
the Godbold shack after Himmelfarb's ‘crucifixion. However although they
share_their understanding with one another the riders are only partially’

able to reach out beyond themselves to communicate their revelation to

-

others who were not present during the epiphany

-

In The Solid Mandala, the final work considered the" emphasis

,.::g :

on characterisation is increased However, in- this work characterisation

is’ expressed through an examination of the fragmented psyche, and the'._-v

-

consequences of the 1ndividual s choice to either pursue or. abandon the

path to reintegration Aftéf The Solid Mandala the concern with this -

b

/.
kind of epiphany disappears in: Patrick White s work to reappea# ingarmorer.ﬁc

fully developed form in The,Twyborn Affair ";f Co ;Hfi%

vi
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INTRODUCTION ’

Ve

Moments of profound insight. or revelation have an integral

® ’

function in the novels of Patrick White .Through’four particular novels
within what may be termed a middle period]'a particular kind of visionary

moment acquires'significance Through these visionary moments. White' 's -

characters gain an. understanding of their own physicality, and of the

RN

physicality of their environment that potentially allows them to see the."

'unity of all temporal reality Stan Parker, the inarticulate farmer of .

-The Tree of Man,zrealizes all reality is "One” through his particular

‘_observation of the leaves and the ants and the. cracks in the path of his

r -

-zlown garden..f When the arrogant hero of VossBadmits his mortality and thus'

)

N

his equality with all living creatures,‘he is moved to. scream "for all

.suffering In this act he too recognises himself .as a part. of all

v

‘ emporal reality.‘ Through a blaze of earthly fire Mordecal Himmelfarb’

.the devout Jew."of Riders in the Chariot 4becomes aware that "even the

!

most " pitiableﬁor monstrous incidents experienced by human understanding

- [dre] Justified " Finally, Arthur Brown the retarded hero of- The Solid

Mandala,sdances a mandala dance of human and cosmic wholeness He unites -

" the. sun, human love, ripening fruit and his own brother in his central .

" dance of . "the passion of all their lives ; ~i“

The importance of these moments .of vision has been most - .

‘ y significantly remarked upon by Patricia Morley in The.Mystery of Unity:

‘.bTheme and Technique in the Novels of Patrick‘White6.and Peter Beatson in

The Eye in the Mandala 7 In her Vork Morley;views_the_struggle for



\-
_reVelatioh in terms of a Spiritual quest suggesting the journey of

White s protagonists dif;e;;ﬁfnom the quest of the romance mode only in

\
-

W8
that’ it eschews the "eXternal movement and marvellous adventure 'of that

i
|

mode in favour of a quest into ”the depths of ' [the charactens ] own
natures, there to discoVer undesirable qualities repellent to themselves
~and there to seek a happier state' 9, Morley refefs to these moments of

- discovery as moments of vision 110 but is primarily concerned with them

as profoundlv orthodox expression[ ] of'the Christian doctrine of the

div1ne transcendence as immanent in this created world o which.follOWS'-

- from belief in the Incarnation of- God .as man.

v - . RIS

~. In his,seminal.work The Eve in.the'Mandala,(Peter Beatson remarks
on;the\signifigance of what he terms "timeless momenﬁs.“lg -In applying

I3

- this term‘Beatson makes_passing-reference to White's ' many 11terary
’ . ’ ”13 .
ancestors such as Wordsworth Pater, Joyce, Proust and Eliot: However,

) Beatson is primarily concerned with these "timeless moments insofar as

-~

they relate to White's understanding and manlpulation of the concept of -
- P

t1me Beatson recogpises no progresslve development of the epiphany “fram

'—novel*to novel maintaining that- the ‘threé stage movementLA _he understands

" to be preseht in all White novels is reflected in the form of the ”timeless.'

-

- - e "

"moment"*which . . . T C

. - - .

tend[s] to he organlzed around’ the moveément. of the three stages

\outlined in- ‘Chapter ‘I-[of The Eye in the Mandala] tn which -

arrogance-or a sense of. pseudo- divinity gives way to humility 7 _
T . or even despair which is, in -turn, replaced by a moment of

~-Grace. 15 i ’ - . ; ) .- -

e z - -

_‘NeitherzMorley'slterm‘"visions"vnor Beatson's term "timeless
- moments provides a suffic1ently precise descriptiOn of the function and

form of White s revelatory moments. 'The word vision“’is heavily



.

freighted with Christian alluslons while BLdCSOﬂ s term” timeless moments'
relies heavily on the Jungian int . rpretation of ieligious experiences to .

explain the revelatory.experiences explored by White. The problem with

these emphases is White s lack of tolerance for the forms of

institutionalized religion. 1In Flaws in the Glass, his selprortrait,-v

White proclaims ". . . the mystery‘of r%ligious faith evaporates .on

16

contact With dogma," 'In’ this work White is particularly critival of
T T e . . 3 N - N

. v
[ f B BT
A

the Christian faith in its systematised formsu He‘speaks of M. . . the g

-~

sterility, the vulgarity, in many cases the bigotry ot the Christian

churches in Australia,' and asserts, "Christian ‘love has lost’ its virtue,

L

as antibiotics lose theirs through over—dosage 175 In contrast to. White,«

Carl Jung regards many of the forms of organised religion particularly
I ) ' 7 v
those ovaoman-Catholicism as being of therapeutic‘value:‘i”} thel

, . & .
Catholic church 1n partiéular 'with its rigorous system of confe351on and

its director of conscience, is a therapeutic institution."18
I suggest ‘the Joycean term "epiphany" is a more appropriate‘term°“r )

”foradescribing the revelatory.moments ianhite's novels,than either of

_the. terms employed by Morley and Beatson because these moments are closer
to’ :he mixture of the religious and secular found in Joyce Whereas Carl

yJung views adherence to the tenets of an organised religion\as supportive
land'oftﬁf necessary to the development of a moral sense, Joyce and White

‘uboth view such an‘adherence as, debilitating at.the best, and atrthe WOrst,
as totally destructive. James Joyce expresses‘a-more secular’view than A
Jung, "and clearly describes moments that have a- great deal 'in’ common with

~ Patrick White s’ temporally rooted revelatory moments.

‘1 have suggested a correspondence between Joycean epiphanlc

zmoments and those found in the novels of Patrick White Before~considering

w



in detail either'ofbthese epiphaiic expressions, it 'will ‘be helpfulfin
defining epiphany to indicacte the clear distinction between the
epiphanies of Joyce and White--the moments of revelation——andpthe
Aristotelian theory of "anagnorisis'" or recognition.19 lAnagnorisis';-.
describes the recogniticn of an objective fact. Often rhis realisation
comprises the denouement of a“dramatic tragedyr In contrast to this, the
epiphanies of Joyce and Whire never inyolve rhe recognitiOn of}an
objective fact, though they may inyolve rhe recognitdon'of the'essential
quality of an.existent object or person. The knowledge.gained in"a White
epiphany is not a funcrion'of plot. It does‘not provide the.characrer
with hitherto unknown informetion aboht hrs sitoation,“nor does it cause
him to act.inva differenr may, or'go'make decisions that he woold'not:

otherwise make. This' is made poignantly clear in R1ders in the Charlot'

when Mrs. Godbold having shared a moment of profound revelatlon mlth
Mary Hare, must stlll trudge up rhe hill to- her shack and her laundry,
just as she would h( - d ~ had the epip ny-never occurred.

The llber tion an-? expre551on of the essence of objzcts,. people-
and moments is the es. -1ce 2f the Joycean eplphany These revelatory
moments are 1nvar1ahly ‘made from what Joyce himself termed "the bread of
n20° the mundane experaences that give structure to llfe

4 . -

Joyce descrlbes the goal of the wrlter, the recorder of eplphanic moments,

everyday life,’

-

}
_as: o

§hrough some. art, by some process of the nind as yet
untabulated, to liberate from the personallzed lumps "of matter
that which is their individuating rhythm the first or formaL
relation of” their parts. ’ : : -

" The earllest eplphanies he recorded Joyce termed 'epicleti," his

own plural for egicle31s, the invocation of the Holy Spirit to consecrate



'
oot

‘and transubstantiate the Eucharistic elements;‘ Theése momerits Were'not

the .intense, dramatic expressions sO“characteristio of. A Portrait of the

- Artistdas'a Yonng Man.’ Rather they were, as Stanislaus Joyce suggests in

1

jhis biography My Brother's Keeper irdnical’observations of slips by

’,‘

which people betray the very things they are careful to conceal

o

Prlmarily because of hlS Roman Cathollc upbrlnping, Joyce began to refer

to’ these moments as- epiphanies,' though they had little real relation to:

r

religiour experience.’ In Roman Catholic liturglcal tradltion the term

"epiphany,' meaning manifestation, refers to the;manifestation of Christ

‘incarnate to the Magi. In this sense, the word "epiphany" would have .
seemed"appropriateAto the youngldoyce'loohing‘for a,term;to\desoribe‘the

o
N

process by which people ‘unintentionally manifest their secrét selves, '

In'Stephén{Hero Joyce gives a precise definition of Stephen's--- .

and his own-éunderstanding of the term;' '

a sudden spiritual manifestatlon, whether in the’ vulgarity
of speech or gesture or in a memorable phase of the mind itself.
He [Stephen] belleved that it was for the man “of letters to

record these epiphanies with extreme care seeing that they
themselves are the most delicate’ and evanescent of moments. ,

~This defﬁnition of epiphany'accepts that -a human.being_innolved

‘in the most.mundane of human actions or circumstances may become suddenly .,

~and intensely aware of his or her soul-~its "whatness" as Joyceﬁdescribes
L eh- - - ) ) . ) . .
A - ' . . ,
it 4 The important word in Joycefs definitlop is "sudden.'. A Joycear

!

eplphany cannot 0ccur over a long period of time in a gradual acqulsition

of knowledge. The power and the exquisiteness‘of an epiphany is contained
in_its very.suddenness; it is an intuitive and.non-rational apprehension.

It is never cumulative or gradual.

- - . . . 1]

It-is necessary;to'stress the‘mundané temporality. of the Joycéan:



v", ! |.
. epiphany. There is none of'the‘spiritualyecstasy-that;transports one
* ) ‘ ’ . N

outside one's physical existence'as‘there is with the rapturous

theophanies® of St. Theresa’ ‘lhe doycean,character experiences the

epiphany within a specific.physical.context{

~ Joyce transfotmed "epiphany" from the theological_expression of -

a religious experience into.a‘term denoting a literary conStruct that',

' expresses a moment of Vision seldom rooted in the.religious 7In his hork

. James Joyce, Harry Levin suggests Joyce made a.consc1ous dec151on to’
repudiate the Jesuit discipline that ruled hlS youth and that having done -
so responded to ‘the promptings of. his senses and,"referred the ensuing'

-conflict‘over the head,of religious authority,to thelnéw light .of his

2 '
- senses." F But no adaptation of a term can be fully understood without.

‘an equally clear understanding of that term in 1ts briginal form : It'is,

therefore, essential_to clarify what the term"fepiphany”,would‘have meant

'jto the young Roman Catholic Joyce.-
The English word "epiphany".is derived from the Creek‘word

”énodvELa” meaning manifestation; and originally referred to the -
revelation of God to the world in’ Jesus Christ 26 The manifestation of

khe actual presence of God is ‘extremely .rare in the Judaeo Christian ]
experience.l Though'floods,'plagues; and‘sudden riches are frequently

described as theieffect\of,God's anger or‘approval a- phy51cal

\manifestation is so rare as to occur only once in the Old Testament'

) -
-

'(Exodus 3: 2) and twice’ (in the Birth Narratives " Luke 2}6-7;.Matthed_
1: 25- 2 1) in the New Testament 3'It was this infreQuéncy omeanifestation_

"that led the'Eastern church\to'establish'a separate'December twentnyifth

o celebration of the birth and. the Roman church to make the January Sixth ‘l

Epiphanal celebration a tribute to God made manifest 1n the infant of

= PN - - -~ . ! . 3



- Bethlehem.< < . i“ S © ’ C

In the Roman Catholic missal now, as in’ Joyce s day, there are
six Sundays after Epiphany and the Gospels for those Sundays descrlbe the

manifestatlons of God s. wisdom power and grace in the actions of Christ. \

N

Although 1t is anything but mundane, the fleshly reVelation of God ean be

described as having some relation to- Joyce S Understanding of eplphany ‘as’

a revelation made - from. the bread of everyday life. ' Within the Christlan

_tradition, Christ s assumptlon of human form is- viewed as the supreme act

.of" making the d1v1ne acce351ble to all people in the ”everydayness of

_their lives, though this understanding of epiphany does reflect also the

'

glory of the dlvine in contrast to the blandness of the human '.The Roman-

Catholic emphas1s on Eplphany as the celebration of the magi is what Joyce

would have known best

James,Joyce”s reliance on the secular experience as the wvehicle

for revelation is clearly ‘evident in a particular epiphanic moment in A

'‘Portrait of'the_Artisthas a;Young'Man,z-7 Through an epiphany ‘the young

Y

$tephen'realizeszhis vocation 1s to the priesthood of the imagination

.rather,-than to the priesthood of the church Stephen-achieves this =

_and sees a young girl who is, in heruvery ekistenCe,-a celebration'of all

1

‘~that'is physical JoyCe s description of her is an appreciation of her

/

physicai beauty and even her face is described as "touched with the wonder

3

,of mortal beauty, 2? For a ‘moment Stephen ”felt above him the vast

indifferent dome and the calm process of the heavenly body, and the earth

beneath him, the earth that had borne him and taken h1m to her breast "29

The physicality of the revelatlon is stressed and the first lines of the

subsequent chapter abruptly force the reader agaln to recognlse Stephen s

' realisation-in‘a'moment as he'walks'along a‘specifically described'beach /i



\

hunanness as he is observed eating his breakfast;
. . : o4
<

He “drained his third cep of watery tea to the dleés and set 'to
- chewing the crusts- of fried bread that were scattered near him,
staring.into the dark pool of the jar. . The yellow dripping had
been scooped out like a boghele and  the pool under it brought
back ‘to his memory the dark turf coloured waLer of the baths at
, Clongowcs - -
'prever[ the ladguage‘Joyce uses to describe the actual epiphany is still

the elevated language of the religious epiphanv

| An understanging of White s epiphanlc moments may be arrived at
'thrbUgh a comparison with Joyce. As 1 have neted, the White epiphany is .
prebared for”ane very.often expressed‘in the symbolism and iqrms of
ludaeojChristiap traﬂifion and theo]ogy.ﬁ>White does not himself endorse
either.majorbreligion. He merely adapts eheir forms to the service of
his expressien, just as he eclectleally employs the phllosophy and
‘psychologx of various other traditions Though he employs the thouqht of

,Carl Jung, particularly in Riders in the Chariot and The Solid: Mandala

"White does not share Jung s viewpoint any more than he shares the faith
.of the myriad religious traditions his works dfaw from; As l peinted;out‘
eaflier,ZWhite eas‘frequently made clear his imbatience with org;nise& a
religion. 1In a l9 0 letter~to Dr. Clem Semmler; White echoes Joyce’s.

frustration with organised religion:

‘The churches defeat their own aims, I feel, through the
banality of their approach and by Trejecting so much that is
sordid and shoekin§ which can’ still be related to re11g10us
experience. : .

In 1981 his self—portrait Flaws in the Glass, gives the added dlmen51on

!

of personal experience to this lingefing frustratlon



S
'
,

My spiritual self has always shrivelled in contact with
organized religion whether eternalized in thaf grisly museum,

< 'Westminster Abbey, ‘the gregat rococo bed for an operatic
courtesan in St. Peter's Rome, or the petulant orthodox
community of Mount Athgs.;

HoWever,,in'spite of his frustration with organised religion, White does

have a.deép religious conviction that is, in part, the motivation for.his

writing. ,In the same 1970 letter to Dr. Semmler White wrote: °

1 suppose what I am increasingly intent on trying to do in my

books is to give professed unbelievers glimpses of their own
unprofessed factor. I believe most people have a. rellglous '
factor, but are afraid that by admitting it they will forfeit '//
their right to be considered intellectuals.

: Patrick White has discarded organised religion because he believes it’

{ . N . L ' ot

‘rejects the realities of temporal existence and reélies on dogma rather

than on faith. In Riders in the Chariot Mrs. Godbold speaks for White

when she replies to Rosetree's concern that Himmelfarb, a Jew, was buried

"

"like any Ch;istian”fkggj p. 445):

Men are the same - at blrth perhaps you will agree. It is onlv
the coat they are told to put on that makes them all that

~different. There are. some, of course, who feel they are not
suited. They think theg #ill change their coat. But remain the
same in themselves. On 14t the end, when everything is taken
from them, it seems there was never any need. There are the
poor souls, at rest, and all naked again, as they were in the

+ beginning.- (RC, p.‘445 emphasis mlne) A

:Cleazly,.Whité'régards religious‘affiliation és_a-éérment assuméa ét_'
‘birth and discérded aﬁ déath._ ThlS garment cannot Bé exchanged at w1ll
.fbr the would‘be ‘exchangers, or converts, rémaln, llke'Harr§ Rosetree the -

-Jew purned,Roman}Cétholic, 'the same in’ themselvesffjﬁihig is'the lésson Harry

Rosetree / Haim Rosenbduni,- ‘learns frdm»the death df_bedeéaf Himmelfafb,

35

Just as White himself c;ﬁnotveéqapé the "club foot"”~ of his

Australianness, so the individual cannot escape his own religious



. ) ! . o
heritage: So, while White rejects.the restrictive forms of organised
religion, he recognises ‘the spiritual influence of’its sacraments and

Lo
PEEAY

‘ symbols, regarding-them'with'some tolerance; as. necessary to the
. o ’ o ) :

expreSSion of man's. religious impulse . IR,

White describes’ himself as" ,1.-ahlazy believer whose faith
. is buried in his unconscious " 6f While 1in Constantinople37 White visited.
St. Sophia noblest of churches 38 Impressed by the church s "calm

immensity” he'noted it is ". . . the embodiment of an ideal, nonehof,the;

finicky;Cothicfsoaring;and aspiring towards heaven, but a-balanced'
' ' { 139

‘statement of the conViction that ‘the spirit is here around us on earth'

(emphaSis mine) . White might have echoed William Blake s plea in "The,‘

!

Everlasting Cospel” : Thou‘art a man, God is no more / Thy own humanitv

learn to adore/ For that 1S my spirit of life '40

In‘another passage in;Flaws’in the Glass,“Whit'e_.recallshis~

inability to express to Hanoly; his,companion since the war, ‘that those

hings in which White believes most deeply ”keep [him] going Al In the

. .

o

list of. these life sustainers White includes his novels his life with‘

Manolyjand ,A-iSi own clumsy wrestling w1th what [he] see[s];as a religious
_f:aith."'l’2 The ection of Flaws in the Glass .is entitled "Episodes‘
.;and:Epitaphsv' section,White refers to a.period*when ”the'egotist

Linimelhadfrejec‘od :funneeessary."aé- His belief subsequently 5

~'_returned,v&h'e:;.as. ' =, " vell on my back at Castle Hill and started
cursihé a:Cod whe <ic - .Vu‘."AA Speaking.of,this incident in_,
" aniothet section of Fla = :‘7th; Giass, V. ‘e‘notes:‘ “lt{was,the turning'
:pointj‘ﬁMy'disbelief (ppeared o farc;cal asvmy fall. At that moment\l’ ;

was truly humbled."4§

White never defines his belief in terms of a specific deity, or
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a specific organised religions Hig understanding seems to me to have
something in common with Rudolf Qtto's conception of "the other"--the
divine presence that can neither be named nOr'defined, but remains the

3 . ' 46 \ .
unchanging "mysterium tremendum" of human existence. _ A passage, in
R : ‘ ‘ N

Flaws in the Glass suggests the evolution of White's religious sensibility:

Manoly seemed secure inside the structure of Eastern Orthodoxy.
I had nothing from my upbringing in a kind of social C. of E.

« (a visiting card on the .pew, ‘clothes outgrown or no longer
fashionable sent off to the jumble sale, a grateful rector and
his wife calling to express gratitude for patronage). So I
evolved what I thlnk Manoly has always seen as my non—religious
or mystic circus. . . .

\

'InAlight'of-White's own accounts of his struggles to ignore the existence.'
of»God'follOwed by his eventual'belief one cannot ignore his assertion
that behind all his novels is ”the relationship between the blundering

48‘ I would suggest that White's concept of God 'is

haman- belng and God."
the} revelation of’ the‘totality of the self:and the cosmos in a supreme,
indivisible unity enbracing all-temporal‘existence.

.Beatson notes White's conviction that the ". .. soul can only
‘embrace God—by embracingethe created world."49 This conviction allow5'
-White the freedom to borrow and adapt the forms of. several different
faiths in the service of his art without being emotionally bound to any
-single one. However, he ‘does so from an attitude of respect allowing
’religious allusions to function w1th dignity and integrity White s
: writing never betrays the theological integrity of the religious texts and
symbols he employs. For instance;‘hefhas transformed the phristian
celebration of the reconciliation of God and'Man—-the Eucharist-—into a

metaphor for the union of humdn beings in the celebration of the wholeness

and unity of all existence In some instances, such as Arthur Brown s

} ,'~ , § . o : ‘
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mandala dance, the symbolic function bf.thé Eucharist is sérved by music
or daﬁce. ’
- The epiphanies found in Patrick'White's‘novcls have in comméﬁ
with tgose of James Joyce an undenigbleusecuiarity. In White's novels
‘two different types of-epiﬁaany are experienced, the epiphany of objective
reality(and that of subjécgivé,réalit§. The epiphany of objecti&ev
'reélity occurs in the.insfantjaﬁ which a character suddenly perceives the
essential quality of ,an object or natural phenomenon of which, un;il now,
he has been only superficially aware. It may be‘erhefienced by\botﬂ
majorJand-minér cha;acters whd gain through it a geeéer awareness of their
temporal surroundings. We are told Amy.Parke% "looked at the picture of
~Christ,lané knew about it,”'and’latef we are told how her grandson stares
into‘the bottled kumquats till he ié digzy'and is able to-say‘for himself
”Th;; are whole" (TM, pb. 282, 385). The subjective epiphany'is the
épiphany of character and is egperienqed only by a major character
glimpsing githér something of.;he uﬁity.between man and‘tﬁé cos&os or:of
the potential unity of‘the'self. The characters who inhabit the ﬁoveis'
of James Joyce and Patrick White gever experience epiphanies that'
tranSport them beyond a specific physical'context; the epiphanies poftrayed
by Joyce and thte'are, without excepfioﬁ, tempor;lly rooted., :

in spite of their‘tempgrality; the'epiphanges in Whité’s né&els,
like deée's, are sudden andrintﬁifive.: A'qucegﬁ epiphany_nevgrpéc&urs
thfougﬁ a graduai acquisition of knowledge and White's epiphanies ;hare
this trgit. Though the revelati6n ma; later be poﬁdéfed by the recipieﬁt,”
it is néverimerely "arrived a;” after proloqged"considefation and the time’
of its advent cannot be predicted.'. ‘ |

We have seen that White's epiphanic mqments have much'in common



.with those found in.the work"of'james bece There are also severa] .

._““stgniflcant ways in which White S, reveletory moments differ from the
) . ST <

Sy strictly Joyoean epiphany White s épiphanies place a greater emphasis

"‘ o

on physical description and - mundane circumstances than do those of Iovnc,
"light symbolism is present in all White S eplphanies,.and White S works‘
aadmit nolspiritual-elitei - ' -
Like thOSe of James Joyce, White s eplphanies always occur
through the phySical they too are made from the ”bread of everyday llfe,‘
mhrough which Whlte'reveals the profundity of being to his‘characters and,
thus, to his.readers. However,‘epiphanlc moments‘in_Whlte Scnovels"occurj
in even more‘determinedly‘physical Circumstances than,do;those'in James”
joycels novelsi JIn Whitels novels there.isva;notablejincrease:in'oreeiser'
:deseriptions:of‘the'hdmanrﬁodyzand its;functions,. As‘Beatson observes,v.
the body'has afsolidfpresence ih White;S’vork so‘that the‘reader.is
e constantly aware of 'gristle andlSInews, velns 1n eyeballs, tufts of. hair;
" the texture of knuckles and g01tres 50 White s world is lthe‘teeming{
, fecund world‘ofngeneration and»decay,JSIU |
Unlike ‘the corresponding-instant 1n a loycean epiphanv, the“‘
soec1f1c'moment of:revelation.in a Whlte eplphany 1s,'w1thout exception,
51gnalled by the eart i light ‘SO symbolic of enllghtenment IThe source‘
B of thlS light.in.the four novels to be con51dered\is always natural there.
1s\the Lightnlng of étanhfarker svstorm epiphany,vand the ”greenlsh lightu'
- of early darkness that lights Mrs Godbold s epiphany on the Sydney
street (RC, p. 287)? There is no. ev1dence in these works of the aura of
mysterious, heavenly light-that characterises.the revelations ot many

Chrlstian mystics

There 1s 1n Portrait add Ulysses a kind of spiritual elite T

I



.‘.belonglng to a. group imbued with .a’ spiritual sen51tivity denied the

,Though this spiritual elite is often.treated ironically by Joyce, as-is
’ A - \
the ‘case w1th Stephen and Bldom, these characters regard themselves -as.

.
f N <

-«population at large White 8 maJor characters do not consciously form a

.spiritual elite. They are intimately involved in the world and the people
around them in a manner that J1s’ neither condescending nor patron121ng,

-

'"but entirely human They have a vested: emotional 1nterest -in- this world

_and do not regard it .as a purgatory between epiphanies Nor do they have~

Vsympaihy merély for fellow visiOnaries In th%ar humanness they somet1Mes'T-

) ' . . ¥
- .

vdo not recogniSe the v151onary An~ the 1nd1v1duals NQ: share their lives lﬁt_,
As Dav1d Tacey p01nts out in his essa} ”It s Happeni g In51de - Thet;”n;, .

B .\ . .
’ IndiVidual and Changing Consc1ousness in white," “to seg White s. characters
. N . . N . ’,_,-\\ :
‘as spiritual ellte.is ... to miss'the point' every 1nd1v1dwa1 is’

capable of experlenc1ng real life,“only most chdose not Lo SzenFDf White,-

epiphany is a unlversally p0531ble experlence

In FlaWS in “the Glass White describes h1s holiday in Greece w1th

RN
.

'Manoly. In one passage he recalls: the ”hordes of tourlsts . ;..'trampling

‘the grasses, lumbering through spring flowers, gaping at every cla551cal

53 But this observation 1s followed by a Statement

- . L

‘cllche in, the book "

&

- of White s desire-that the epiphany be universally experienced as well as

:universally acce551ble

. . . - .

I would . like to think that they [the tourists] too can . R f
experience the Eafting of: the 'veil, but it never happens in: T
- the presence of guides and lecturers 5 e e T

\ - . CoN T

However, the most significant difference from Joyce is the fact

. -

that over the span of the’ four White novels most- concerned w1th

epiphanles the epiphanic moment can be- seen to increase in scope and

[



. . characterisation.

- . : | | . L5

¢

complexity. ' It iS'on~thisiepiQhehic development that I propose to fecus.

my. thesis, selecting specific epiphanic moments from each novel in order
to:best demonstrate this:- development as it occurs within each work and,

in a broader sense, qver the four works considered.

- Epiphany in -the four Bopks is.revealed either through setting;

-narrative structufe dr dHaracterisatibﬁ. - In-The Tree of Man the eméhasis

- *

is on settlng, which is partlcularised through four natural manlfestatlons

. , ,
The emph351s 1n Voss is on narrative structure, whlle eplphany in Riders

'in-the Chariot‘apd The Solid Mandala is revéaled primarily ;Hfough"

B .
~ . ‘ . . v .

-d



- } . . - . - -
‘White's comments in "The Prodigal Son'" provide a clear record of the
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CHAPTER I

THE TREE OF MAN: "THE EXTRAORD INARY

" BEHIND ‘THE ORDINARY" .
. : _

" The Tree of Man is theufirEt_of White's no%els to be cémpletély

vy

written in Australia. Following the publication’of\his third ﬁévéi, The

- . -
. - -

Aunt 'se Story, White abandoned what he viewed as a sterile existence émong’

London's intellectual elite. ’With his partner, Manoly Lascaris, White

returned to-what hé has called Australia's "refreshed lan&scaﬁe*“;v In

his artdcle "The Prodigal Son," White notes ”[this landscape] even in ite”

shabbier remembered versions has always made a backgrongd to my life."2

process by which he came to write The Tree { Man. i -

. Convinced that only in Austral.a qeuld_he attain . . . the

- _ = . . - . -

-

state of simplicity and humility [whieh] is the only aesirable one for

struggle to create completely fresh forms out of the rocks and stones of
. - L . / . -

(Y

words'': : \ - ~ g

[ e L = - -

I began to see thlngs for the first time. Even the boredom-and -
 frustration presented -avenues for endless expleratlon3 even the .. b
bags and iron of Australian life acquired a meaning. . -

< . - -
R .

The Tree of Man is~the fruit of this struggie. Infit‘White-probes‘"évefy

aspect of life. through ‘the” lives.of an ordinary man and woman,” in an -

.effort to render the extraordinary behind the ordinary . . " . the mystery

and poetry which alone could make bearable the lives of such people.”

artist or.for man," White began what he describes in retrospect as "a - .
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In a 1973 interview with G. A. W1lkes and ‘Thelma Herringw White spoke

again of his purpose in\writing The Tree of Man:

;Life in Australla seems to be for. many. people pretty deadly
dull. I have’ tried to convey a splendour, a ‘transcerdence
- - which is also there, above human realities.5

'

This fascination with;the life:of‘the'ordinary'manais further

revealed in the working title of Thé Tree of Man, "A'Life Sentence on

w6 : : ; . K 3 , .
Earth."  "The Tree of Man confronts the question "What makes this sentence

v

tolerable?”" Whitefsfconviction'that vision is universally accessible is '

given 1ts most powerful expre551on in thlS novel about the~11fe of an.

- .-

uneducated, 1narticulate farmer whosa final triumph is his recognitlon

'~that;”0ne, and no other figure, 1s the answer to all*sums (™, p. 477

- : .
. 3

ST . In The Tree of Man White shows that the—right relatlonship to

Nature and the physical world creates only a prlmitlve epiphany However;','

- -

Stan Parker' s;epiphanles are progressiVe as well as primitive, and

¢« -

: . [
culmlnate in the final revelation” of the Oneness of all creation

In observ1ng this prlmitlve eplphany, as well .as the revelatory process

-

“as- it occurs in Stan—Parker, I will examlne the elements of settlng,
P o ; 1

- narrative structure and characterisation;

T leén the novel's four- part narrative structure representing

- 8] .

; - the seasonal cycle, the stages of a man s’life ‘and the four‘elements, and.

glven the varlous settings in whlch Stan Parker- chops thome out of the

-
. .

bush faces natural disasters and raises a famlly, it would not’ be

- - -
- .

unreascnable ‘to assume The Tree of Man mlght usefully be termed a

ploneer novel." ThlS assumption, while understandable, is misgu1ded:

The maJor process represented in The Tree of Man is not that of a man_

" wrestling a home'from the wilderness and the elements;_but rather that of



a %an journeying from ignorance_to nwnreness.' Tbusw the mx]or natural
disasters‘are significant-not'in themselves’but as triggers of epiphanic
experience. ‘Indeed, thevbioneer journey becemesAa‘metaphor'for thc |
revelatory jeurney. The struggle:tqiestablish'a way of. life symbolises
the struggle toaattain.reveiatian " The pioneer setting~allows White to
eprOreitbe.elements of'ﬁsnlendbur and-transcendence” in_theglife‘ef.tbe
paraaigmacicaily ordinary man; In Ading'this white gipes eloqnent
expression'to'his conviction tbat'enibnany is}not restricted to an
‘intellectual or'spiritual elite; byt_is'bossibie-tor'all.‘

In The Tree of Man three 1eveiS‘ofAunderstanding nature are

depicted tbrough-three‘particular characters; 'The,first_and lowest level
is the ignorance of theuyoung'eVangelist.who!_distanced from nature and
lacking genuinebrevelatory experience, relies on-the rhetoric and plati-

tudes of -evangelical Christianity to compensate ‘and.convince. -Because his

understanding:is‘based on faith in unyieldingtdoctrine be can afford no

{ - -

flex1b111ty of perceptlon, and dlsmlsses Stan Parker w1th condescendlng
good humour: ”Yon met all kinds" (TM p. 476) The young evangellst
relies on qu351 theologlcal language and rellglous forms that appear to

. have no substance of whlch he is experlentlally aware He speaks expan31vely

s

of ”Our Lord" (TM p. 475), with no 1nd1cat10n that the:"Our" hds even
been experienced as 'My,' and hlS personal test1mony is an ungonv1nc1ng
echo in form and substance of the soap—box testlmonlals of countless

professional tent-evangelists. He purports to be“able to show "the glories

N

of salvation'" in books and‘tracts, and has no sense of the significance of

natural phenomena nor of himself as potentially 8ne with the natural world

,A‘

(M, p. 475). Through this character Whlte reveals the _bankruptcy of

&

organised religion. Its dogma dulls be51de the "great glories”(Stan sees
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”glitteriﬁg in the éftgrnooh” (Zﬁ;;p,/476). 'Again'White;gives expréséidh»to
his conicﬁqu that_revelétion can ne&ef bé achieved fhroﬁéﬁ théu
inteilecgualy-repfesented,in this‘case“by‘boéks énd tfacté'ffiappihg and
.pldpping” ih'the,bushés (TM, p.. 476);
i:fhe'sédéﬁd level of understanding is acﬁieVed by Aﬁy-Pafkgr who
prégréssés b¢y0ﬁdlthé ignorancé of theiyauné evéégéliét,éo én.ei, iende
of object;ve epibﬁany——the’cpipﬁanylqharacterised by the sudden |
:appfehénsion~of Fhe.essential €uali£y Qf an objéct Qrunatpr;l phenoménonn
But her'yearning t; understana cémﬁietely}isineyef:fu]?illed‘becauge'bf
her debilitating neéd‘to control néturefrathef Ehan.éo becomé orfe with iﬁ&
This need causeskher to adopt an édvérsarial‘stance.ffom\wﬁich.shg pits
herself agéihs; the‘indiffereﬁt forces of nature. e |
Am}'svfirst'objéctiVe.epiphany occ;;s‘whén she’§ees Mr. Gage's
ﬁéihtiﬁg‘of'”a'scrawny feftiér ChristJ and ""[knows] ;bdut it;" though she
<nvs.nothing (iﬂ)Lp; 2§2f, .At_"the.lifting of thg,veil”éhe is as.
'Anafticglate as heé'huspand.'vBut, as the narrator fells, “she knngas
if-her sleég h;d-told her Qf»it. Great truths a;e 6nly half grz \oé this
" side gf sleép” (T™, p. 282).7 Am?'s second objecFiQeAepiphany occurs in
‘ParF-IV of Eﬁe‘novélf Posseésiveness'has‘prevented herAfrbm gaining tue
cdnfidenbe'of her bwn childrén, but without frying she gains the love'pf
her grandson. .Thféugh her gift of the shard of cqlou£ed glass that so.
intrigued the flood child she is able to share with Ray's son” "a mysticism_
of objecfs” (Ig,‘p.'384), as she shows him the‘everyday objeétg.cf her
life.8 In the end Amy aspi}es.fo subjecéi&e epiphany of characte£‘which
. [ “ ~ . ’
reveals something of the unity beétween man and tHe cosmos. But she>is

prevented by her desire to battle and control rather than to understand.

In church with her husband and grown daughter Amy realises:



it was. finally betwcon herself and God, and that it was
qu1te pOSSible she would never. succeed in opening her husband
and looking inside. (TM p. 415) -

‘Amy yiews nature exclusively as a wildiadversary‘that musl bo_g
"_subjugated and controlled. 'Before the flood she alienates‘herself from
nature by refusing to ”listen.to the waters. ol ”ullunva " by ”fllnging

her weight aga1nst the rain,' and by blaming the rain for the,edginessy

‘ between herself and Stan (TM‘ pp. 70-71).‘ She fears revelation'and nature_“
as threats to the”order and comfort of her life nlth Star. Her liie is
1rooted in a natural sensuality,'and has’meaning for her - only through the .
phy51cal knowledge of her husband thelr land and later ~Leo the travellingF
salesman, But even ths knowledge is based on her need to control and
detenmine.r She gains from the rhythm of her dally life only a bitterness

_at naturei Stan S comfortable acceptance of nature,as the medium of -

revelation is alien to her. "The mysteries are, not for‘us; Stan,'" she
pleads, and even in Stan's dream she fears revelation' "It does not
matter Stan{ .+~ . I do not want to See” (TM p 308)

~

Amy is totallv egocentrlc; v1ew1ng even her chlldren and husband
as forces she must subjugate‘and possess in-order tohlove‘fully. Thus,‘
_hér'lovelis_devouring'rather than nurturing.:~Qaitingifor15tan to‘returnx
from the flood she imagines'”holding'[his.face] in her'hands,,deVOuring
;,it in her-mind down to‘the'bones .. (TW ' 87) Later when she flnds‘
the lost. boy,?She [holds] in her hand the body of-a caught. bird” (TM p.‘89).
‘Because of Amy s tendency to devour the Chlld eludes her, Vexcept.for '
'-what'she was liolding of his-bones” (TM P. 89) . In the- end, Stan .too eludes

" her, except for his head which she holds ”looking into’ 1t some minutes’

after there was anything left to see (M, p. 478) Her des1re to possess

rather than be united w1th the people ano natural forces that comprise



. her life prevéhts Amy Parker from‘attainlng.sdbjectiVe révelarion.
- Thé.third‘aﬁd ﬂighest level of undersrahding reVeale in The
ATreenof Man isvachievsd by étaﬁ‘Parker_who is able to accept, and rejoice
;in,.tﬁe_;aripus.mahlfesratioﬁs oé nature withoutvrégarding them as evidence
of»the.caprice of an irresponsible forca. Stan Parker's final acceptanca
df‘glmself as part of the '"One," the wholeness of rhe entire cosmOS,-is |
made pdssible by his openness to all experignce thar might reveal.tﬁe
quality of hls relationship to the natural world. He daes not‘inslsr

cupon cortrolling his Aatural environment. Indeed, it islphrough a

igraaual willingness to rellnquish utterly all pretense Qr control ‘that

stan achieves his greatest revelatisn‘of unity. However, it must not be
forgotten that Stan Parker is still the prototypic farmer with hbraa on
\his hands" (TM, ﬁ. 247). Leonje Kramer recognises this\in.her essay "Ihé
}Effépf.ﬁan: An Essay in Scspticlsm,” whetein she notes it is as a

" farmer that Stan is perpetually aware'ofrtﬁe landscape surrounding him,

of "the smells of the éarth in all its moods, the taste of experience,

IAI 9

rﬁe‘soﬁnAS.af ;bé ﬁatural forces of thundsr, wind, fire and water.
Tﬂat~5tan's awareness and undersranding at times_éxtend‘beyond sractical
.lconcern is ev1densg of his gradual anchoring of himself in the reganeratlve
rostlnejof farm'llfe. In this 11fe hs finds reality and becomes conv1nced
that Ehe,naturalfﬁorld will yield some‘fiﬁal maaning.-

Stan;Parker lonésntd‘commdnisa:e'his-snderstaﬁdlngl But he is
curssd_with.i#artléularaness éﬁd lt ls thé'narrator-who~gives voice to

his desire:

[Stan] would long to express ‘himself by some formal act of
.recognition, give a shape to hls knowledge, or express the
great 51mplic1ties in simple, luminous words for people to.
. see.” (TN, P 221) Co-

[y
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Throughout the novel Stanhis‘bothered hy hie inabilit§ to commhnicatb his .7
vision. He dreams of tryingvdesperatelf to 1ift the 1id -of a-bq*, to
reveal its contents to Amy. 'He fails:h ". . . he couiq/not lift‘the.hbx‘
toJShow what he had inside" (TM, p. 308}.

| Stan Parker seldom fully'underetahde his own percehtiens.'-Hie"
'extreme reticeqce'is often_the result of.this faiiureuto bemprehend"
cembined with his inflexib1e hohesty and integrity; what he does'not know
he will not httempt to artieulateﬂ ;he doee'net regarA'himself as an.

interpreter of vision: '"le was no-interpreter. He shifted beside his

’ .

fire at.the'5uggestidn he might have been. He was nothing much. H¢ was
‘a man" (Iﬂ,ip. 12; emphasis mine): After the flood Stan and‘Ahy\stdnd

. N

S " : ‘ Do
together secure- in the goodne%s of their common life” (TM, p. 78). But

though Stan ”feel\ in his whole‘being the integrity of their labour, he-

-

is unable to'give his conviction expression:

Do you know this? he would have said; and this: That he saw -
with. his eyes and felt with his bones. ' But as he did not know
how to say such thihgs, he stood. pinching up -the skin of her
hand. And it-was not necessary, perhaps, .to speak he began to
feel in the skin of hér hand. (TM P. 98) ‘

Stan also remains silent during éndlafter the eecohd stérm»epiphany. His
Iespense‘tqathis experience-ie described hy a meticulously-obeervent.
narrator- Later,_durihg the Giastonbury firemthe_narratdr again speaks
fer Stani ‘". . .:$uddenly-he wishEA'he couldfsihk his face in her flesh,
‘tebsmell‘it; that he could”part her breasts and'ppt his-face bétween;

They were berning together . . ." (2&, P- 180),\ Even inlthelfinal instant
"hf his greatest revelatioh StaﬁiParker rehains inarticulate. Though h// “

speaks to her he does not communicate with Amy, who desperately awalts

his words. He says only: "It's 311 right," a precise echo of- the scant
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comfort he gave her when the‘flood‘child’ran.away (TN p. A78)

[

'The main emphasis in The Tree of Man 1s on settlng Stan
AParker's.revelatlon of mholeness occurs through his‘recognition'of an
inherent unity in the natural world. His four eplphanies all 0ccur
through manlfestatlons of this natural world whlch is, the onlv reallty
Stan Parker's parOchlal experience,and attitude permit hlm‘to recognise.m

In’ light of Stan s 1nart1culateness the prec1se settlnp of each
of hls four ma]or epiphanic moments is extremely 51en1f1cant setting-

provldes the main source of the symbolism which communiéates to the

reader the profundity of the experiences Stan Parker-himself cannot

'eommunitate."ln general,:the'sjmbollsm of The,Tree.oeran is not3as
complex-as-that found“injtheithree‘later nouels.p Thlsvis in keeping'wlth\
: Whlte 3 purpose of explorlng the less complex primitlve epiphanV‘thr0ugh
a paradlgmatlcallv ordlnary man whose character and experlence would make'
'the'empIOyment of complexhpatterns-of symholiSm.seem affected. Staniis
not sdphlsticated:enqugh to recelve_reuelatlon‘thrOugh anythiné'othep
‘than the.immediately;recognisahleiaspects of his life and the'fmmedlately
identifiable maniféstations of naturel | | o

The settlng of.the f1rst eplphany 1s Stan Parker s own house
'shortly after the flood “The~flood occurs_ln the Sprlné of the.year'when
. Stan is:still full of the,optdmism.and;energy'of4youth.thor the firstf
tlme he is brought face to face with death In 1ts rap1d and unpredlctable
‘fluctuatlons the flood symbollses the essential capac1ty for change
.1nherent 1n all temporal’exlstence,'includlng human. The flood tranSforms.
houses, land and people, Stan Parker ‘sees’ that "solldlty is not" (TW p.‘73){ )
arr empty chalr; a plece of bitten cheese, old letters a baby s pot all S

these thlngs float by the rescuers boat, evidenc1ng the vulnerabllity of



seeﬁingly "still éafe'lives” (p. 73). ~A Bible open. at Ezekiejsalso
~floats byrthe boat., Ezekiel'prophesiéd'judgment and the wrath of God,

‘but he also described the great charlot of God, and the rising of man's

10,

phy31cal body at the end of: time

)

The unpredlctable nature of the flood is Stan's flrst 1nd1cat10n
,that the -cosmos is in'a constant state of flux, and that man. cannot 1mpoqe
‘permanence by the exertlon of hls own w111 HlS acceptance of this. fact

.iq the flrst step in Stan s acceptance of hlmself as part of an

everchanglng cosmosv In a slightly more eubtle wayvthe flood;also‘becomes
a metaphor for Stan's~own subconscioué? Watching the dnderwater'world
revealed by the flood,'he ”rémembers thinés‘he'had never told‘éno
'forgotten" (TN, p._73).:-Standing“at‘the windontof hrshhome later; his

‘arm touchlng that of his w1fe, he is. struck by the 'goodnees'of"rheirf

common-1life" '(TW p. 98). From the vantage point of his own home he

)

‘views his Wife and cattle and 1and, the great phy31cal realltles of his -
own life by which he deflnes hlmself ThlS personalised'Setting~is

. partlcularly approprlate to Stan s flrst revelatlon which occurs durlng a

~

:stage of utter *%self- absorptlon 'iny through those objects and events
dith which he is directly involved could Stan'underetand the goodness of

natural .existence. In this moment Stan and;Amy‘are so close their lives
have grown together to form thé "common ‘trunk” of the tree of man (™,
,p.{98); This gesture of touch, as well as being an expression of love,

is .Stan Parker's attempt to anchor himself in-the tempora; realities of
his life. In the.natural light of morning«he_sees the trees incline .
towards h1m 1n a gesture symbollc of natural approval and in the way he

and Amy sway 'llke the trees is contained the possibility:of union with

the momentarily "familiar;country".of nature (TM, p. 98). Stan's



particularised; precise obsenvation‘of the cows, the trees and’the land,
.exptesses:his confidence in the-petmanence ol hls life. HiS‘thankfhlnesw
at returning to the,secutit& of his farm.reyeals that Stan has aceepted
neither the‘goednees of natural flux 1in the-bersonalised-context of his
gﬂé_life,'nor the faet thaﬁ?;an cannot wilfully control his envirenment.
The»flood itself 1is Obvious.and undenlable evidencé ol the'natntal forces
of flux with which Stan. Parker'the farmer must cope ‘and- come to terms.
1t is, thus, partlcularly Suitcd to the portrayal of hlq first, ‘moat‘
‘prlmitlve epiphany. aneed, the flood, storm, fire and drought are all
m;nifeétatiqhs of the forces of nathte which exlst in’a‘constant state of
'fluxt 'Immediately after.this tifst epiphanic experience Whlte'returns
StaniParker'to,the/mere mundane reality of etiff beots\and uhdohe chores.
' ' ‘The secohd epiphany-is set in the midst.of'a summet stofml
.StantParker a llttle older and at the helght of his manhood has
'confldence 1h himself as "firm and streng, husband father and owner of

cattle!" (IM,, p. 151).. Again He is placed in-his own "world,'buf this

"
-7

'time at the_cehtte of a storm. Rather than sutveylng physical realltv'
‘from the safety of his home, Stan experlences nature dlrectlv through the
stotm; The idea of mah‘being at the centre of his world ie‘essential to
‘ Whlte's'coneebt ot epihhany‘as the,revelatien Qf'the.pnity of:maa with .
fthe natdral phenemeha sﬁrtouhdlhg_hlm;' The setting:of this eﬁiphany
:foreéhadowslthatlof~Stan‘Parker's final-reQelatlonlwhen.the'reader will
~bé.tdld:Stan-ls seated at the heart" of hlS garden (TM P. 474)

The storm'epiphahy occurs’ in the dark of evening,.in contrast
‘to the.early’mornlng setting_of,the flood reVelationi._The powet of the
vstgrg”is"dark ahdhunknewh'te the»young'Qan,.eh0<is'QUickly humbled,by its

threatening violence. He retreats to the verandah, and holds a wooden



26

I

post "he had put thqfe himself" (Iﬂi p. 151). In his humility Stan Parker
"[begins] to know every corner of the darkness, as if it were daylight

and he were in love with the heaving world down to the last blade of

i

gras;" (TM, p. 151)..

~In this epiphany Stan himself-isrfar,moyc closely associated

T e ~_- ) ) .
with nature than before. ' Although an image of Stan as "exultant" in his
triple role of ."father, husband and owner of cattle" characterises the

. M L} " N .
initial stage, his nervousness and cold' are soon equated with the

palpitating andishivering bf the leaves and hislskin'is déscribéd as

“dpinking the rain in the same wayias do the dry paddocks. The division

/ %eThadﬂéréviéus1§‘§eeh betweén himseif as ”bwne;” and his land aé ”oQﬁed” 
is no longé% so clear. ‘He is “quite grateful"Afor tﬁe presenge'bf the
Qobden“Qeréndah post tofWHich‘ﬁe_clingé and, indeed, his vefy gratefulness

. 'hinﬁs at a ﬁotengial'change in his attifude to nature from that of owner

.to that of co-participator (TM, p. 151).

o

In Ehe.flood epiﬁhény S;an merely obsérvés his Tland and. cattle.
‘Ig thé accouﬁt.of‘ﬁhis sto£m we observe him ackually-parficipaﬁing in
this natural event along with thg trees and paddocks. There is a .
noticea@i@ increase in the impo;tanceiqf &he sense of touch; Staﬁ is
touched by the windvand the rain, and~he "foughes”.his own muscular arms,
and Eis‘vérapdah'gdst in'énAéffoft to gain reassurance. Following the
_epiphany he "feels his way éack into the house - in whiph.other people
lived" (TN, p. 151){ This increaséd eméhasis‘on téuch'doesAévidence Stan's
insecurity, but it is also indicative of his increasiné.éensitivity go
. the fdrces.of ﬁature, yhich he has experienged thfoughxphe sense of gouch.'

Immediately prior to his moment of revelation Stan utters a

confused prayer to God "for tompahy” which hints at- the pdtentiai unity of God -
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and man realised. byvgtaniln his final eplphany ‘ For, iflqtan can eoneeive
“of God as with .him 'there is hope that he will eventually reallse God is
.égihinzhim. This hope is made motre- reasonable by- the fact that through
the4storm-8tan:has already_begun”to perceive something of the intimaoy of
the relationship‘between man,and,nature. ‘Meeklyihe»has watehed’the-
lightningjenter thegcrests of "his" trees, recognising exoerientially
-what hezhad realised only theoretical]; during the flood; man.cannot
control_nature's‘iniluenee’on'those objects.man.mistakenly regards as.his
own. There is hereé a vague foreshadowing'of Stan's eventual'realisation"
that 'one is the answer to all sums,” that there is a unity between man
and the cosmos that is bevond the paltry.COnsideration of ownershlp -The_
f_-conflict between Stan's impulse to rejoice in his strength”as an "owner"
of nature, - and his growing impulse towards 1dentif1cation with nature, is
- ~resolved by his humbling eplphanlc experience which leads h1m to reJect
the Conc&pt of ownership in. favour of a de51re tor unity with’ nature.

The dominant symbolism of the storm epiphany is the flash of

-

lightnlng representative of enlightened understanding In its brev1ty it
is aléb symbolic of the brief and ineomplete nature of Stan 3 revelation
Once again the light s-source is natural,‘subtly?reinforcing:Stan's
connecfion to naturep |

‘In this storm epiphdny it seems ”the flesh had slipped from
"[Stan s] bones and a light was shlning in his cavernous skull” (™, n. 151).
The shedding of flesh symbolises the shedding of all pretension and |
arrogance,'even if only for the second during which the lightnlng flashes

Stan Parker has progressed from v1ewing the goodness of nature

from inside his housf in the’ daylight to being "in love" with the natural

world from his 51tuation at the centre of a night storm. Through knowing
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intimately his own portion of 1t Stan Parker is able to Iove the vastness

5
v

and the 1ntricacy of“\he whﬂle world " Theé' darkness‘becomes as knowable'

“

'as the light

a Stan s, underStanding of nature has increased twofold» first hé:

has gone from a distaneed recognition of the; goodness”}othemporaLflife

. I

'“tO'an-intimate expre531on of-”love' for that life and, - second, he Has «

\

'come to know the other half of temporal life——the darkness——as deeplv as
. p . .

he knows the light When he returns.toxthe‘house, ih.which‘other people'
live,;the worldfof.the;stOrm has, for a moment a greater reality for

Stan'than does“his‘own house.' At the conclu51on of the storm epiphanv =

the reader is'abruhtly.faced w1th the reality of farm life s early rising

© "The.next mornlng they all threw off their sheets as if 11fe vere waiting

;for them‘ (Iﬁj.p. 152) ~ yiﬁ; o L PR

) The setting of . the third epiphany is-a fire inh the fairv tale
- world of:. Glastonbury that Stan and Amy Parker 1magined was impervious to'
‘the natdral forces that affected theirvown lives . The fire occurs in
late-summer' when Stan Parker s displays ‘of strength:are bereft of the
"glad. animal movements”.of youth " The destructlon of Glastonbury exposes

1ts fragile illusion of security, and prov1des a metaphor for the

' vulnerability of all art1fic1al obJects and a\titudes - btan 's discovery

e -

'through thevflood epiphany that every aspect of'his own life is vulnerable »

':to the force of natural manifestations that evidence the omnipresence of
:natural flux is universalised in hls discovery that every human being;
indeed every>aspect of human existence, is equally Vulnerable.‘

The setting ‘of Stan's epiphanic experiences has nrogressed from
the limitations of his own house, to his yard, to Glastonbury, which_is

" beyond his ‘known world. By setting the third epiphany during a fire at
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'Clastonbury;-White indicates that the physically’knowable world extends

‘-beyond.Stan‘s own home and wife. . S ’ .

.first night spent on his own land.- But that first fire was'in .harmony

‘with nature, intended only to provide the necessary heat for cooking and

-already been identified'with the tree of man, may thus be identified with

The'fireisetting also recalls the small fire Stan_lights‘that

-

warmth. .The Glastonbury fire 1s unintentional uncontrolled and

destructive. . : . ' - T,

Early inbthe account of the fire epiphany the fire is deséribed -

as wrestling with. the "willing”-pines,(zﬁ, p. 176). Stan, who has

the pines which are seduced by the fire_in the same way-as Stan-is seduced

~
r

by Madeleine and her‘burning'house. ‘ThefhouSe.ismdescribedlas "opening -
to him" so he can run through its fbosom"'and‘break‘his_way to its "heart"
(I&, PP. l7é, 177, l785l The-image of "shed flesh is- subtly repeated in

the 7ire epiphany where the ffinal bones" of Stan and Madeleine touch

(TM, p. l80). "This repetition firmly establishes the most completev.'

.physical nakedness as the symbol of” spiritual preparedness¢¢.

' The danger of. the fire puts Stan Parker in more 1nt1mate
contact with ‘Madeleine than soc¢ial convention and his natural reticenve'

would otherwise have—allowed All social artifice and distinction of ."

position become irrelevant to Madeleine who tries to Wshow him things,

’and recognises his desire to put his face between her breasts (TM p 180)

Stan yearns to be united with Madeleine, | human being, in the .sdme way

he felt united with his land during the storm - But he .and Madeleine

share a fear of surrendering the self which precludes the fulfillment of

this desire, and they mutually reJect the possib"ity once their eyes-.r
’ - B /

'swam together and retreated before admission could be made”,(zg, p. 180).

-



Although heightened_religious language is used to cqnveywthe -,

- . o .

. ! »
significance of this epiphany, ! it also foreshadows the utter rejection

of organised religidn’occurring‘in the final epiphany: The saints’pinned-

-~ ..

on the wall are ehuated with royalty as merely one more evidence of man's

1nsecure obsession with creating gods that will protect and redeem him

Appeals to saints are powerless before the assault of fires "Only- the T

]

paper remained drained of its mysticism and spotted by flies" (Iﬁ; pb l7§>.

The presence of the flies is yet'more evidence of the supremacyrbf nature's,

-

life force‘over,the\lifeless'icons of organised religion.- -

- " In this,fire-epiphany,'as in thehstorm~epiphany; the sense .of

A

touch is vital. This sense effectively conveys the épiphanic experience
in. a realistic manner; the urgency of the,situation hinders speech and, in

any case, Stan is 1nart1culate and would never even ‘have. the opportunity

) Uof speaking w1th Madeleine The tension of the situation, along with.the. :

ineed for Stan to save Madeleine, facilitates touch, which is present

throughout the epiphanic account: ' .a horse rocks at Stan's tohch,’a woman's

- X , . : l

straw hat is described as "scratchy," Stan is mervous of the "touch" of

Madefeine’s.soft skin, and he ''feels" the "lumps of possible words he

mightAhring.out” (IM;‘P} 177).. The recognition, through this sense, of

flawed physicality is an essential element/cf;this epiphany. The

'

. increased emphasis on the sense-of touch is cdmplemented by an increased

emphasis on prec1se physical description of ‘both the material contents of
: {

the house and the two people trapped w1thin it. This descrjption increaSes

3
!

at the same rate as Stan s sen51tivity to his physical surroundings

increaSes.. In keeping with this increasing sensitivity to the physical

‘envirbnment, the light of this third epiphany is the natural light of the

fire that eventually destroys Glastonbury The natural lightrsource

’
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" accentuates Stan's rootedness in the natural world, and reveals yet
"another aspect of that world. 1In its tremendous -power the fire represents

gnatUre]s inevitable victOry'over all that is, like the‘world'of Glastonbury,

jaftificial'and contrived.

-~ [

The setting of the final and most significant epiphany of Stan
’ Parker s.life is once again his own garden This time it is ointer and
‘.Stan Parker is eIderly ahd infirm. Stan is explicitly placed at the-
”heart_ of the garden, surrounded by .crescents of purple villas," ”bare
‘patches of earth " and - the final "cold. bowl of winter" (TM p 474) 'The
phys1cal composition of the garden is described in- precise detail—-
cabbages,'onion seeds, purple villas and hare patches of earth are. each
nofed The p951tion1ng of Stan in- the centre of the garden, making him a;
: partvof everything that surrounds h1m .islmetaphor1Cal of his revelation
of the "oneness”'of all existence ) Indeed he is described as béfng the.
‘Tcentreh of."all that [is] v151ble and material” (TM p 474) he’
"'”paperyf transparency of hlS skln, the rudimentary shape of his eyes
and his expec&ancy that hls "flesh [w1ll] be loosened " all symbolise h15:
_recept1v1ty to v1sion‘ (TN, p. 474). o . -
| Stan's conviction that he will "eventually receive a glimpse,”
and the perSIStent struggle for vision this conviction engenders, are_i
symbolised by the ants struggling‘up the escarpnent of the path. The
light of thls eplphany emanates from ”the painful sun an the icy skv"_
.'(TI p 477) Luln keeping with the form of the three prev1ous eplphanies .
this light tco is)naturall Howeper,-the "painful sun" is itself symbolic
of the pai 1nVolved in the revelatory process, no revelation is’ ach‘eved
w1thout;pain: | | T |

awé have noted how, from the bare patches of earth to the
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glittering gob of spittle and the struggling ants, the various aspectﬁoof
physical setting are carefully recorded. It is directly through thesg
physical realities that Stan receives revelation. In the glittering gob
of spittlé he recognises the etergal, and in the struggling of the ants
oy -

he recognises the integrity of his.own stfuggle for revelation. Inﬁthis
epiphany alone Stan Parker gives a statement, albeit‘uncomprehended, of
his own belief. Dazzled by :greatoglories” glittering i; the afternoom,
he points to God in a gob of spittle, fulfilling his unarticulated desire
to "point to things! (Iﬂ, p. 111), and.is finally‘able to sayv with
conviction, "I believe in the cracks in the path" (TM, p. 477; emphasis
mine) . |

Stan's appfehension of the eternal as present in all temporal
reality alleviates the need for him to understand reality through the
sense of touch. He no longer needs to be reassured of the substance of

his relationship with Amy, of his own body and land, or of the physicality

of a befng_preﬁiously perceived as heavenly. Now he observes physical

C A

‘reality with ‘the certainty that it is part of him, and he of it.

;ﬁ Contrasted with Stan, the centyg‘pf the natural wo;ld, is the
young evangelist whose shpes “crushﬁ théﬁgréss in the same way his wérds,
the "steamroller[s] of faith," attempt to crush all opposition to his
simplistic understanding of faith (TM, p. 475). The tracts he leaves are
a slightly ridiculég@ invasion of the landscape. ,Mere'inteilectual

formulations of faith, like the saints on the walls at Glastonbury, they

are impotent against the natural force of the wind. Instead of

- communicating "gregt glories' to the old man, they simply "flap and plap"

+in the undergrowth (p. 476).

Amy Parker is identified with the unintentional insensitivity

Y



33

of the young evangelist as she too "crunches" over the grass in her
attempt to communicate to Stan her individual understanding. However,
Amy's understanding is at least founded on experience. The silver nutmeg
grater she has found again after so many years. is her "gold coast,"12 the
“lovelgest thing she had evervseen” (TM, p. 24). ,She had actually touched
it for a short time and had, albeit vaguely, comp?ehended its "whatness."
It is significant that Amz found the nutmeg grater in the dirt around the
white rosebush, her one fumbling attempt to bring beauty to their lives.
Beauty and revelation are, ultimately, both lost to the heavy old woman
who would have made her husband share her further "sentence" of "solitary
confinement' within her own body and experience (T™, p. 477).

The circle within which Stan sits is formed by the trees and
shrubs "[Amy] had not so much planted as stuck inlduring her lifetime"
($M; p; 474) . Accideﬂtally, Amy has contributed to a unity she will never
comprehend. Amy and the young evangelist share a symbolic antipathy
toward the natural world. But Amy, through her objective epiphanies and
her yearning for revelation, comes closer to true understanding thanbdoes
the convinced evangelist.

In each of Stan Parker's.major epiphanic moments there is an
indication that, ideally, a major epiphany shouid involve other people.
During the flood epiphany Stan Parker 'not knowing how to say
things” stands pinching up the skin of his wife's hand (TM, p. 98).

After the storm epiphany he returns alone to '"the house in which other
people lived"; the incl$sion of this fact suggésts a certain 1ncompleteness
in this utterly individual revelation during which Stan has prayed to God
"for the sake of company'" (TM, p. 151). Though Stan and Madeleine' "burn

together" in the Glastonbury mansion, they are afraid of the vulnerability
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of total sharing: '"Once thelr eyes swam together and retreated before

admission could be made" (iﬁ, p. 180). Finally, although Stan Parker

realises that '"One, and no other figure, is the answer to all sums," he
fails to recognise that Amy, in finding her little silver nutmeg grater,
has recovered her own lostAgold coast. Instead, he dismisses her--'"What
could she have given him?"--and, at the final momeng, refrains from sharing'
his vision, saying only "It's all right" (TM, pp. 477, 478) .

The conclusion of The Tree of Man is predominantly pessimistic.

N

Sfan Parker's yoﬁng grandsoﬁ determines to write a poem "of all life,"
giving primacy to the physical and sensual realities of his life (T™,
~Pp. 480), But he remains frustrated by his own "impotence'; not knowing
what else to do, he simply returns to the farmhouse. Like his grandfather,
he is burdened by his inébility to articulate the greatness, and like his
grandfather, he becomes a tree "putting out shoots éf green thought'" (TM,
p. 479;-emphasis mine). The final sentence of the novel, "So that in the
end there was no end," is an ironical paradox (TM, p. 479). On the one
hand, the continuation through this child of the line Stan Parker haé
established may bé seen as Stan's legacy, and a vindication of his faith
in the oneness of existence. On the other hand, we note.the child too is
cursed with inarticulateness. His poem, like his graﬁdfabher's, is
"locked inside him," and the reader is offered no hope that thé answer to
all sums willhbe revealed to him any earlier or’any more completely than
it was to his grandfather (gg, b. 29). Just as there is no end to Stan's
line, so there may be no end to his search for an understanding and
expression of the poetry of life.

Stan Parker is an honest but unsophisticated and inarticulate

farmer. He himself provides an effective metaphor for the primitive
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épiphany reveéled through him. It would not be expected that he could
effectively communicate his vision, nor that.those nearest to him,
particularly his wife, would understand his attempts. The natural settings
of flood, storﬁ, fire and drought are all appropriate to Fhe experience
of Staﬁ Pa;ker, the farmer. Each of these natural phenomena is painfully
familiar to the average Australian farmer, wﬁb spends his life and energy
dealing with their consequences. Thus, it is fitting that Stan receive
his revelation through the natural‘elements that are an integral fécet of
his everyday life.

THrough the course of his life, Stan Parker receives four major
revelations. Through the first three he attains a progressively greater

understanding of natural réality. Through the fina; epiphany.he realises

fully the integrity of his own function as an essential part of the great

Y

"one," and the presence of God in, rather than above or bevond, all
temporal reality. However, Stan's vision remains on the primitive,
indiyidual level. Because he dies without giving it comprehensible \
expression, it is dop&ed to be lost with him. This revelafion is primitive
also in that although étan recognises the "oneness'" of all creation, he

: )
has no experience of oneness with another human being. Though he has
."burned together" (TM, p. 180) with Madeleine,vthere is no true mutuality
of experience; only a simultaneous recognition of desire: .Stan "wished"
he céuld'"sink his face in her.flesh," she "would have entered his eves

if she could have''--neither desire is fulfilled (TM, p. 180; emphasis mine).

The epiphanies in The Tree of Man establish the importance of an

understanding of the wholeness and uni:v of existence, and indicate the
need for that understanding to be shared and communicated. However, it is

A
not until Voss that the possibility of a shared and communicated vision is

even tentatively explored.

»



CHAPTER 1I

VOSS: "IN SEARCH OF INFINITY"

-
In Voss White again explores the issue of attitudes to nature

as revealed through epiphany. The appropriate attitude to nature is seen
to be the essential condition for recelving revelation. . However, Voss,

unlike The Tree of Man, begins to deal with the issue of relations to

people, and its epiphanies mark, the tenfative beginnings of communication.
A study of the epiphanies in Voss can most profitably be
apprdached through a consideration of the elements of setting, characteri-
sation and narrative structure. Setting recedes in importance while
narrative structure becomes increasingly significant. |
White employs two major settings in Voss, the fertile but
contained world of the.Bohners' garden, and the alien and barren vastggés
of the desert. These two sett;pgs becomé the literal.and me;aphoric
environment of Laura and Voés. nLaura and the garden, with its blooming
roses and the fecundity.of Rose Portion whose child Laura will nuriure,
are connected through consistenﬁ and repeated narrative association.
Laura's laugh is described as “glistening green,' and she mers through
the garden "in a crust of cool flowers," surfounded by "whiffs of torn
gum leaves' (V, p. 158). But contained within this-na%rative "celebration
of abundance" is, as Veronica Brady has noted in her article "The Novelist
and the New World: Patrick White's Voss,'" the hint of disaster in the
' 1

"torn gﬁm leaves,'" and the days which are "not yet oppressive."

- These phrases suggest the possibility of future destruction and

36
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the potential oppressiveness of even this most beautiful manifestation of
nature civilised which, in its very beauty and order, precludes the
struggle with the self that is essential to rfevelation. . The veﬁdant
richness éf this Marvellian2 garden is secure because it is controlled
and liﬁited. For Laura it is primarily a source of comfort, -giving
refuge to her "most secret thoughts" (V, p. 227). She suggests that it
is merely Voss's vanity that first attracts him to the implacable rigours

of a desert expedition:

"You are so isolated. That is why you are fascinated by the
prospect of desert places in which you will find your own
situation taken for granted, or more than that, exalted."

(v, p. 87; emphasis mine) .

For much of the novel the desert is a suitable metaphor for the
. . . " s 173
excéssively proud Voss, whose great passion is to achieve infinity.
In Voss the desert is both the literal barren expanse of the centre,- and

a symbol of Voss's psychological desert of ignorance and misapprehension.

~
R

Voss must traverse both to attain revelation.

Mineral imagery particularises-the broader desert imagery. 1In
their hard perféction mineral forms symbolise Voss's an unyielding pride.
However, their insularity not only shields but immobilises the beauty .
c;ntained within. Only when struck with great force will they burst open
to reveal their hidden splendour. Voss's pride ;ust be burst ofen before
he can ;ealise the vision he carriesuwithin; Though at first he yearns
only fo; the self-sufficiency and power 'of the rocks, Voss will eventually
realise that just as they must be split open to reveal their internal
splendour, so his own pride must give way to humility before the splendour

within himself can be released. The image of rocks being split open is

appropriate to the desert journey's function as a symbol of struggle.

o

-
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The Australian desert provides the setting for the external
journey which defines the nbvel's narrative structure. The explorer's
external journey is balanced by an equally important internal journey.
Through the course of this internal journey Voss comes to accept the
physical as the emblem of the spirituél; that is, he realises "infinity"
is grasped through an understanding of the eternal unity of all physical
existence, and of human beings as part of this unity.

There can be no enlightenment without suffering. The internal
journey from ignorance through pain to final fevelation ﬂas no short cuts.
Points in this journey are represenfed by various characters who, to
differing degrees, understand the right r;iationship of man to nature aﬁd
to otﬁer human beings. The explorers and the blacks are each one-
dimensional represéntatiéns of a single stage of Qnderstandihg.

Voss's expeditionary group is compriéed of six members, other
than himself: Turner, Angus, Palfreyman, Jﬁdd, Robarts and LeMesurier.
The sullen Turner is a "derelict soul" who is greatly afraid of reveiation
and its consequences (V, p. 42). This fear, coﬁpléd with his'cunning

perception of Voss's motivation, leads him to tell the young Ralph Angus:

"People of that kind will destroy what you and I know. It is a form of

madness with them" (V, p. 255). Turner's fear of revelation is
reminiscent of Amy Parker's plea: ''The mysteries are not for us Stan"
(TM, p. 308).

The second expedition member is yogng Ralph Angus,.the station
ovner whose "face concealed nothing," and who "would be forgiven almost
anything" for the sake of his ruddy skin and white smile (V, p. 132).
Angus's careless grace and physical strength convey a casual acceptance

]
of the physical self. But Ralph cannot extend this acceptance of his own
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body to an acceptance of the bodies of other men or of nnﬁuro; he is
repelled by Judd's earthy physicality (V, p. 257), and reﬁains conscious
of men in terms of tﬁeir social class (V, pﬁ. 254, 256) .

Palfreyman is the expedition's'scientist and only practicing
Christian. - He receives comfort from his faith, but it also prevents him

from attaining revelation; for:

his trusting nature bullt a bridge in the form of a cult
of usefulness, so that the two banks of his life (science and
religion) were reconciled despite many an incongruous feature,
and it was seldom noticed that a strong current flowed between.

(V, p. 46) '

Palfreyman knows that "It [1is] only througg’humility that his own strength
[will bej restored to him" (V, p. 169). Heihas, already, some sense that
a rejection'of pride in favour of‘éuffering ;s neceésary to revelation.
Veronica Brady, -in her article "The Novelist and the New World: Paﬁrick
White's Xg§§,“ notes that the commonplace objects of Palfreyman's life
"remind him of the God whoﬁ he recognises.is also responsible for the
shaping and purpose OE his 1ife."f Buf, in spite of-hié acceptance of
these commonplace objécts, Palfreyman cannot utterly accept human
physitality. . His very presence on the expedition is an attempt to escape
the hunchback sister whose handicap repulses him, énd his guilt over this
act spawné an obsessive religious devotion.5 Thus; though Palfreyman
walks "in love with his fellows," his‘faith fails and. he dies the death
of Christ, with a spear quivering in his side, but without reéeiving even
a hint of the true unity possible betweeﬂ men (V, p. 342).

In contrast to Palfreyman, Judd, the freed convict, accepts

only the reality of "objects in ironm, wood or glass,'" and the growth of
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ferns (V, p. 181). ~Aéknowledging the primqix of the concrete and the £
natural, Judd ;dmits he can own no portion of the natural world, even his
own body. He says: '"[Water] is not mine, any more than that gold chain
which somebody shook in the street. And when they would take the.cat to
me I would know that these bones were not mine, neither" (V, p. 149).
Judd reaches for fulfillment 'not by escaping fgbm his body but by
returning to it" (V, p.-243). He has great compassion for men in ihe:"
limitations of thei% flesh, because he has fully accepted all physicality.
He has also realised, as Turner, Angus and Palfreyman have not, that
words are often inadeﬁuate vessels for the expression of truth. ol "raw
hunks'" of Judd's own life becomerdistorted when he speaks of the rds,
and life becomes "the slave of words" (V, p. 203).

The fifth explorer, the poet LeMesurier, is convinced he will

be admitted to infinity. He is identified with Voss through his conviction

that revelation exists and he will obtain 1t, as well as through Voss's

1

recognitioniiﬁ his poet/companion ofm"the gristly will or daemon" by

which hé himself is possessed (V, pl 248) . LeMesurier understands thét
truth is not realised through success but "in failure, in perpetual

f struggle, in becoming" (V, p. 271; emphasis mine). In the last word of
this phrase: LeMesurier touches on the concept of unity without réalising
it. The constant process of Becoming, the state of flux, is the natural
state of existence. In this process all reality forms, breaks and reforms,
eventually becoming one with allvother reality. ieMesurier is the first
of the group to understand that dying is creation, that process, becoming,
is tﬂe only éerfain path to enlightenment. |

The final expedition member is Harry Robarts, the innocent fool

whose simplicity is such that "he could well arrive at the plane where
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great mysteries are revealed. Or else become an imbecile' (V, p. 217).
Harry RobarFS°admits his simpleness, but maintains, "I will learn to speak
what Mr. Voss will understand and tell what 1 have inside of me'" (y,

p. 246). In the end, it is-ﬂarfy who, of all the expedftion members,
comes closest to sharing Voss's final revelation. His head is rendered
finally opaque by the inten§e heat of the sun," and assumes the shape of

a ''great reverberating gong" (V, p. 362; emphasis mine). The light
suffusing Harry's head at death suggests the possibility of.revelation,
though this is not given narrative affifmation and, because of his death,
could never be communicatéd.

Together as a group, Voss's expeditionary companions represent
the first revelatory stage. They experience only one objective epiphany
through which they apprehend the essential quality of a horseman riding
towards them. As the group huddles around the fire,one evening, each man
chooses to looR into the quart pot rathérithan the face of his mate: "It
was at this point aﬁd from tﬁis position that they had lqpked out and seen
the horseman descending the hilld (V, p. 253). Each man realises what he
had "alwavs suspected"; "that the rider was not of their own kind" (v,
pP- 2535. Though the men are "brought together closer than before," not
one can communicate, or even contemplate, the "nature of his vision" v,
p- 254). Because the revelation cannot be communicated, the narrator
interprets for the feader: '”The rocks were on the vérge of bursting open
but failed" (V, p. 257). There has been no mutual recognition of
revelafion. Each man's experience is destined to . .main private because
the visionaries are crippled by their_own inarticulateness.- Thngh the
vehicle of revelation.is the same for each, the experience remaips

individual because there is no attempt to communicate the emotions elicited.
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The blaéks, like ;ge éxpedition members, are one-dimensional
characters. For White, the aborigines ;epresent the model relationship
between man and nature which recoénises a profound unity between men and
between man and.natqre: "Their voices 'Fre for each other and twining
with the dust" (V, p. 191);  The aborigile)s closeness to nature is
élearlyievident in the figure of old Dugald who expresses his contentmént
by singing "wa;er is good" (V, p. 218). This phrase is a hymn to the
natural substance that allows the aborigine to live in the barren.desert.

White's vision of the AuStralian‘aborigine is reminiscent of
Rousseau's romantic vision of the Noble"Savage.6 Free of the confining
influenges of property, agriculture and industry, the aborigine remains
equal to his fellows. White's aborigines display a humaﬁ dignity, unity,
and abstention from pettiness denied the white characters of the novel.
Like Rousseau's Noble Savages, they éppear to live an harmonious life in
accordance with the laws of nature. They share the Savage's lack of concern
with intellectual pursuits: Voss's letters, which Dugald bears in the
pocket of the incongruous swallow-tailed coat, is decided to be full of
thoughts that ”ﬁére too héavy or hurtful" for the white man to‘bear (y)
p. 220). Considering this, the blacks tear the papers up, watching them
settle on the ground like a mob of cockatoos, white birdé renowned éor
their raucous squawking.. The narrator is e;tremely sympathetic to the

. o~
blacks' supposed undefstanding of 1life, which a&Téws ~hat "the present
" absorb them utterly"” (V, p. 220). |

White has, I believe, consciously idealised‘the lifestyle and

philosophy of the aborigines in»o;der that they may serve as a model of

the ultimate right felationship‘to ﬁature and to other men. This

relationship is closeé to the white characters who are shackled by the
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"mind forg'd manacles" of their cultural and intellectual heritage.
However, it is the ultimate ideal to which Voss will finnlly realise‘he
must surrender himself. | -

Voss and Laura embody a third stage on thg journey, a point
somewhere between the explorers and the blacks. However, unlike these
two gfoups, Voss and Laura are not one-dimensional, static charécters.
The final intimacy of tnéir relationship, revealed and exploréd through
various epiphanic experiences, ié evidence of a tentative focus on thé
shared and conmunicated revelation. Together andlapart“they mature in
understanding and experienne, helping each other to reach the poinf of
their final, seemingly shared revelation.

Laura Trevelyan recognises intuitively the importance of nature,
and of humility in the face of suffering. Constantl§ i&entified with4the
g;rden, she is a symbol of growth and of harmony witn nature. She regafds
nature as a-positive force, the source of her beautiful roses anq of her
beloved daughter, and it 1s in the garden that she feels nlosést to. "the
love of her husband" (V, p. 227). Laura's attitude to people is generally
one of compassion\and acceptance. Eup her attitude to Voss, the most
important person in her life, iifparadoxical. On the one hand, she is
desirous of subjugating her own seif, and Iiying ner life as a sacrifice
for Voss and his relentless ambipion. She becomes fhe most positive,
sustaining force in the explorer's 1ife. In a letter written but never

‘ \ o
sent, she tells Voss he has become '"a necessary part" of her (V, p. 238).

On the other hand, she warns him also, saying: "Two cannot share one

T T = :
throne. Even I wouldfnot wasl your feet if I might wash his" (V, p. 239).

Clearly, Laura struggles to/show Voss the importance of sufferdhg and

~humility, as well as the extent of her own devotion. Her acceptance of
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human and natural existence proves difficult to commuﬁicate, even though,
as she confesses to ﬁrs.Bonner, she is '"willing to give up sa much to
prove that human truths are alsb divine™ (V, p. 371).

In her final epipﬁany, the only\oné the reéder is certain she
wctually experiences, Laura suffers Voss's death with him through the
agony of a fever. She cries "it is over," at the exact moment Voss dies
V, p. 395)¥ But in spite of her attempt to "disburden herself,"” Laura
does not suéceed %n communicating to those around her the substance, or
even the‘significance, of her revelation. Though she has accepted nature,

the necessity of human sufféring, and the vulnerability of\the flesh, shé

. communicates this knowledge to no one. Her own final revelation that
Voss has died in th; desert and become one with it is a;ticulafed to
Laura by Judd, the ”felqu who had returned from the grave" (V, pﬁ;ZAI).
Judd tells her: ". . . he is there in the country andAalways will be”.
(V, p. 443).

Laura's epiphany is subjective because it ié a partial.
apprehension of the unit& between man and the cosmos. She haé'a sense of

:herseif as one with Voss, but_she does not speak of this, nor of the
oneness of all creation, Which she also senses.

_ The foregoing consideration of character indicates that Voss is
not a conventional édventure story recounting in novel form the exé;oits
of a famous explorer. Though White has nevér denied his research dnto the
ill-fated third/exp‘ed-ition of ' F. W. Leichardt into the heart of the
outkack, the significantijourney in Voss 1is ﬁot ph&sical but attigudinél.7
Narrative structure is increasingly prominent in this work, and Voss's
_major‘epiphanies occur through the jourmey motif, the novel's major

structural device. The external journey is the necessary medium through
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which the internal, attitudinal “journey occurs. It is through his
expedition into the Interior that Voss confronts nature in all its variety,
and comes to re;lise_he himself is a part of all natural unity and cannot,
therefore, subjugate nature to his own proud will. The further Voss
jouqneys into the barren outback, the further he progresses on his own
reyelatory journey.

The main concern in Voss's journey is that he, comes to realise
it is only through hdmility that he can be strohg,‘and tHat‘humility
involves reaching out to, and accepting, another h;man being.

Voss's attitude to nature and to man evolves,through a series
of epiphanic experiences, from adversarial and proud, to‘humble and
lovlng. He cohes, finally, to rejoicg rather than recoil at human

'

vulnerability, and to see all humankind as part of a greater cosmic unity.

i

A consideration of Voss's journey may be enhanced by the
employment of Laura's concept of the three stages of life. She descrihes
these to the doctor who attends her during her fever: "How important it

is to understand the three stages. Of God into Man. Man. And Man

returning into God™" (V, p. 386). This conception of Voss's journey is -
: : . . , |

g

similar to a contemporary Christianftheologicai concept, 'realised
eschatology}gswhich maintains that before Christ,»thé divine entity was a

- more distant, pétriarchal God ﬁho, through the advent of Christ intarnate;
became fully humah, partitipating utterly Iin the joy andfthe suffering of:
the human condition and hringing the kingdom of God to man in his human
stéte and setting. The central claim of this théology is thét;since the
coming of Christ, the Klngdom of God has been fully available to all men ;”
through and in their temporal existence. Thus, there is a rejoicing inl&E

the human state and the humaﬁ experience for.their own sake, that has not



previously been so evident in mainstream Christian.theology. The ideé
that Christ is present in all aspects of human experience is reminiscént
of the Blakean concept that God is indwelling in man and tha; man must,
therefore, rejoiée in his physicélity or else be guilty of blasphemy.

Voss's journey from a voluptuous pride, through a gradual
recognition of vulnerability and a.Calvary-like passion, to én eventual
scream "for all suffering," can best be observed through six specific
epiphanic moments which I will title: inside at‘Jildra; riding in the
desert; nursing LeMesurier; in the g&nyah after LeMesurier's suicide;
alone with the blacks; and dying. Although there are fourteen diséernible
epiphanies in !ggg,g the change in Voss's éttitude can best be traced
through these pargicﬂlar Six;_gach of which occurs while Voss is asleep,
daydreaming or hallucinating, e;phasising once again White's distrust of
the rational.

In £he first of these epibhanies Voss is at Jildra, dreaming of.
the 1ily ?alfreyman found, with its seeds "like testes attached to the
rather virginal flower" (V, p. 187). 1In his dream, Voss and Laura are
"joined together at the waist and are the same flesh of lilies," drowning
"together in the same love—streém” (V, p. 187). .Through thé image of the
lily, Voss and Laurg transcend their separation and become one, "togetherT
Laura is equ;lly‘grateful for the flesh of "imperial" lilies and
”putrefying" human; without discrimination she1accepts the physicality of
) both=natpfe and man. But though'he stfuggles to acceptAand understand,
Voss fearfully rejects what he believes to be the weakening property of
"zﬁsammen," meaning two together (V, p. 188). It“is his ;onviction that

‘ v, . -\»‘.4.
"numbers weaken,' and he does not comprehend Laura's paradoxical cry: S

~ "The weaker is stronger,' which indicates that enduring strength can only

<
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be gained through an admission of weakness (V, p. 188). That Voss has not
fully understood his revelation is made clear in the narrative observation
that, '"the sleeper sat up, the better to look into the mouth of the 1lily.
Instead he found darkness and the smell of a wick, fo- Palfreyman had’
finished and gone to bed" (V, p: 188). Darkness in the mouth of the 1lily
replaces the hoped for light, and the smell of a wick--an extinguished
light——rgturns Voss to ra&ional consciousness. Throughout this epighany,
Voss, believing there is no human to equal him, has clung to his convictior
;hat he ié stronger alone, even though he has felt himself to‘be joined
with Laura. The 1lily and Laura each represent to Voss the vulnerébility
a man assumes Qhen he regards nature or other human beings as equal:to
himself. |

The second revelation to be considered occurs shortly after. Voss
k%lls Gyp in an attempt to discipline himself not to respond to "the eyes’
o%liéve” (v, p. 267).19 Anticipating Laura's judgment of his actions, he
consoles himself: "If Léurérdid not accept it was because Laura herself
was dog-eyed love" (V, p. 267). During that night Voss's body'isf”sick
with the spasms of the dfing dog," as he shares in his pet's suffering.
Through his pain it is revealed to Voss that he cannot "both kill and
have' (Y)’p.‘267). &Feeling Laura's hand, he is "tormented by the soft
ceat of [her] love" (V, p. 267). Fearing the warmth and restriction of

. he walm ~ray from her.

. he »>rogressed to the point of sharing another's pain,
however unwil! 1;,y,.and-has realised that he cannot both control néture,
repre§entgd by Gyp, and still turn to it as a source of affection and

security. But Laura's love 'torments' rather than comforts because it

'

illuminates her vulnerability and, by association, his own. In the end,
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he remains convinced that h;s strength lies in his carefully guarded
independence. He still believes his great attempt to mastér infinity
through "knowing" the desert can only succeed if he remains aloof from
the seduction of human fri;ndsﬁip.

Voss's next epipﬁanic revelation is precipitated by his reading
of LeMesurier's poem énti&ied "Conclusion." The poem's persona disco&ers
"I am not God, but Man. I am‘God with a spear in his side" (V, p. 297),
and "Fevers [turn] him from Man into God“‘(g, p. 296). The preceding
sectlon of the poem is a metaphorical paraphrase qf the last hogrs of
Voss's life, though he does not fully realise this.11 Voss still rggards
maniféstations of love as evidence.of weakness. But at this point ;he
_capacity for objective reasoning,which has led him to décide he will
achieve more if he remains aloof, deserts him and "the sane'" Voss cannot
assert Himself enough (V, p. 297). He is consoled only by his belief
‘that his will, "that royal instrument," still remains in his possession

(V, p. 297). But) as he sleeps, he calls out to Laufa, though he will .
not look at her. 1In this act Voss surrenders a portion of his will, B
although his refusal to look at Ladra and ackhowledge his need”keeps her
"powerless in [his] é;eam" (V, p. 298). 1In spite of his reluctance, Voss
has become aware that suffering and humility.comprise the only route to
true union with the natural world, and that only through suffering human
pain can he achieve divinity. Thus, the third stage of Laura's process,

'"back into God," is revealed to Voss before he has completed the second,
"God into Man." At this point he‘stili retains his faith in his own will,

; rejecting the vulnerability that is the inevitable condition of communion

with another human being.

The next epiphanic moment I wish to consider represents a

R
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?undamencal change in Voss's attitude towards other people an?,
consequently, towards himself. Left in‘the aborigiﬁes' gunyah after
LeMesurier'é suicide, Voss has only Harry Robarts as a subject for either
his companionship or his condescénsion. Voss is frustrated by Harry's
chatter which tears into his.thoughté. But as he dozes he realises he
loves Harry "and with -him all men" (V, p. 382). Once he is fully asleep,
Voss dreams again of Laura, who must come to him since his "worn out" body
prevents him frem moving as he would (V, p. 383). Holding the other's
head, each of the lovers is cbnfronted'to recognise his or her own faulcs
as well as those of the beloved. In this state of mutual recognition and
acceptance, the lovers 'grow together" and love (yﬁ p. 383). Voss's
previous fear that "numbers weaken”-is erfcome by his desire to kiss and
heal Laura’s deepest wounds, '"that he had inflicted himself” (V, p. 382).:
Voss's realisation that he loveé Harry and, by extension, all
men, prepares him to accept Laura's physical and emotional vulnerability
énd to kiss her woun&g which are symbols of weakness and fallibilityv.
For the first time his humility is great enough : ( =~ would admit his
own vulnerability and move towards the "radianc2" o7 Lz:ra's face v,
p. 383). But his strength is used . up, and He canii v .ake even this demand
.on his body. Instead, he must humble himself further by”waiting for Léura
to come to him.

2

Through this epiphanic experience, Voss comes to a knowledge of

the worth of all human beings, "even those he had hated" (y, pZJ382).
Consequently, he is able to accept both his own physical vulnerability,
which insistently manifests itself in scrofulous soresxand limbs that

will not move .at his command, and his emotional need to be loved rather

than worshipped. 1In spite of the predominantly optimistic note of this
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‘epiphany, there is a tragic element in the suggestion that ”Givén time
the man and woman might have healed each other' (V, p. 383). 1t is clear
both from this statement and from Voss's situation that time is short,
and the blood still running from Laura's temple shows the healing process
must remain incomplete. The possibility for complete healing——completé
union--will be eliminated by the constraint of time.

»-Shortly after this epiphany, young Harry Robarts dies. But
Voss, in his delirium, still_saiis for the boy éo catch the horses so
they can move on. In his musings VOSS comes to the conclusion that "We
rot by living”‘(x, p. 388). This étatement articulates Voss's tentative
acceptance of the universal principle of natural change, the process of
"becoming." His realisation that "Grace lay only in the varying speeds
at which the proéess of putrefaction took place" is Voss's tacit
acceptance that revelation cannot be attained through the exertion of‘the'

individual will over every phenomenon it encounters (y)'p. 388). ‘For,\he

\

sees, "in the end everything [1s] of.flesh," and must putrefy and changé
form to become, in the proééss, part of something_else, and, finally, é\
part of the greater whole of all temporal existence (V, p. 388). This _\\\
acceptance of the inevitable fate of flesh prepares Voss to receive his \\\
penultimate revelation. | |

When the aborigires remove Harry's body to the gully, Voss is
left utterly alone in the gunyah. Because he has understood_his own
vulnerability in terms of the vulnerability of all human beings and has
celebrated with Laura the changing formsﬁ;f flesh, Voss has become "truly
humbled" (V, p. 389). 1In this state of humility he allows himself. to

admit that he had always been afraid of instinctive knowledgé, goodness

and love, and that even at the height of his divinity he had been. only a
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"frail god upon a rickety throne" (V, p. 390). His tortured cry, "0

Jesus . . . rette mich nur! Du lieber!" is Voss's first explicit admission

of his own fear and inadequacy in the face of deaLh. Indeed, initially
ﬁe displays greater fear and desperation at the prospect of death than do
any of his 'weaker" companions. Through this epiphany Voss gives
conscious recognition to what he has always sensed, that the innocent,
the instinctive and the loving have a power greater ghan that symbolised
>by his own rickety throne.12 Fearing further torment, the explorer
‘refuses £o look up at the sky. When he finally does Qe sees ''the nails
of the cross still eating into it," though the comet has gone (V, p. 391).
The disappearance of the comet, a symbol of pending revelation, indicateé?
revelation 1s at hand. The hallucination of ghe cross is both a
foreshadowing of Voss'é death, and a symbol of his passage from Man back
into»God. |

Voés's final epiphany, following almost immediately upon this:
hallucinatiqn, occurs during the .death throés of both the horses and Voés
himself. As the spears ﬁlunge into the horées' sides they "seem to enter
tVoss's] own hide," and he screams 'for all suffering" (V, p. 392). Voss
haé %inally come to share in the oneness of all temporal experience. He
suffers the agony of the horses, whose experience of death alludes to the
‘fully huﬁan death suffered by Chrisﬁ and, as Judd will iater inform Laura,
by Voss hiﬁself. Paradoxicaily, it is in dying that Voss becomes truly’
human, suffering the reality that ”the.shell—less oyster is not more
vulnerable than man' (X,ip. 349).

The dying‘Voss hallucinates and imagines himself riding
confidently into the future, the suppleness of his beard symbolic of the

o]

suppleness of his newfound tolerance. He has realised his great desire
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for infinity. However, it is an infinity won through humility and
physical suffering, not through the unyielding exertion of will he had
previously assumed to be the only means. Once again Laura is at his side,
and together they eat Laura': prayers which have sprung up as lilies
simultaneous to Voss's voluntary cancellation of his own coronatiomn. But
though the lilies are nourishing; of greater importance to Voss are the
wafers of his own "words of love" that he is able to place in Laura's
mouth (V, p. 393). His love, presented in wafers, is allusive to the
eucharistic wafers of the body of Christ, symbolic of His voluntary
suffering on behalf of Man. Voss has reached the last of Laura's three
stages. He has 'returned into God" (V, p. 386). Ironically, in becoming
fully aware that he is not God, Voss has become Go&. Voss perceives his
own pérticular aivinity as partaking in the divinify of all created
existence. With this realisation his journey is complete.

The deification of Voss is emphésised in Laura's cry as her
fever breaks: "0 Goa ... It‘is over. It is over" (V, p. 395).
Laura's words echo those of the crucified Christ: "It‘is,finished.”
Combined with the 'white wafers of words" Voss places in Laura's mouth,
this allusion confirms‘the validity of Voss's association with Christ,
the suffering servant, rather than with thevpowef and authority of God
the father, an association Voss himself had pfeviouély attempted to assert.

Laura's recognition‘of.Voss's death,éccurs at the very moment
of that death. Thrqugh'the pain‘Qf“her féver‘ipe shares physically in
Vossﬁs éﬁffering in.spite of the vast distances separating them. There
is a sense that they have been unified ;brough Eheir experience of this
fina1, seemingly shared, epiphany. Thfo@gh the suffering of this finél

épiphany Voss realises greatness 1s attained not through pride but rather
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through a willingness to humble oneself and surrender e?en the forms of
will. 1In living and suffering on fhe edges of the universal human
experience, Voss 1s able to become one with all mankind and the cosmos.
In his journey Voss has progressed beyond the point reached by Stan

Parker at the conclusion of The Tree of Man. Not only has Voss.realised

the oneness of alf existgnce and thq-function of humans as part of the
eternal process of this unity, but soﬁething of tﬁe significance of his
revelation has been grasped‘by Laura, another human being.

However, it is important to acknowledge the limitétions of the
epiphahic expérience explored through Voss. First, although the final
epiphany is pres;nted as shared, it is so only inasmuch as Laura has
- become so committed to saving Vogs from his own arrogance that she,
through a seemingiy mystical process,13‘comes to partake in his-physicai
suffering. White's sustained eméhasis on the physical as £he medium of
revelation must necegsarily make the physical separation og Laura and

) ! ) .
Voss at this most profound moment an insurmountable handicap whiéh, in
the final analysis, mus; make th. -‘piphany less than fully realised.
Second, there is no communication between Voss and Laura of the epiphany's
profound implications. The wafers of words Voss places in Laura's.mouth
are expressions of the love he has come to feel for all existence, human
and natural; tHey do not represent any‘commdnicatibn of the understanding
he has acquired through the accretion of revelation. DVoss dies befoge he
can Heal Laura'g ﬁiﬁal wound in her temple. That is, he dies before he
can fully communicate his understanding and thereby heal the mental pain
of hisiisolation. In the end, his understanding dies with him. Jgdd,

the only member of the expedition to surﬁivé, shares with Laura alone his

understanding of Voss's eventual end: '"He is there in the country, and
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always will be . . . if you live and suffer long enough in-a pigce you do
not leave it altogether. Your spirit is still there" (V, p. 443). Laura
hergelf tells thé old explorer: "I am convinced that Voss had in him a
little of Christ like other men'" v, p. 445) .
Judd and Laura each understand something of the significance of

Voss's final epiphany. Judd realises that through his torﬁurous journev
to thg centre, and hisievehtual death fhere, Voss became a part of the
desert he fougﬁ£. However,lJudd pefceives this union only in terms of a
vague, almost ghost-iikei"spirit.”« He does not understand Voss's union
with the desert occurs through the decay and putrescence of his body, a
process which allows him to physiéally become a part not only of the
desert, bufgéf‘the vast whole of existence. Laura, in acknowledging thét
Voss has something of Chrigf in him iike other men, recognises both Voss's
essential unity with ”othér men," and also his po£ential for authentic
divinity through suffering. Hoyever, she believes Voss struggled with the
eQil in himself "and failed" (V, p. 445)». Voss did not fail. In his
final humility he doés realise the preposterousness of his claims to
divinity, and he does accept and share in the suffering of all human
beings. There is no faiiﬁre in Voss's final e?iphany, only the inherent
tragedy that this revelation occurs at the moment of death and, thus, the
undersfanding of its significance perishes yith Voss. 1In ;his way Voss
resembles Stan Parker, who also died immediately after his final
il%ﬁm%nation.

- The potential of. the limited understanding.Judd and Laura shafe
is diminished by the féct that each is regarded as an outcast. Judd is
viewed as a "madman," and Laura, although "commandiﬁg," is uncomfortably

regarded as odd, and therefore slightly threatening. Their very oddness



- will prevent Judd and Laura from communicating convincingly their

individual perceptions of Voss's end. Indeed,: Laura will simply‘repeat;
{

without explanation, Judd's assertion tﬁat Voss .is still in the desert.
In Voss the journey motif is of primary importance, while
setti?g reéedes in significance. The exterior journey into the harsh
interior is a reflection of the more important internal journey through
suffering to revelation. The significance of a shared vision and the

r

possibility of communication are evident, although unsatisfactorily

A

realised. Laura and Voss might indeed "have healed each other,” giveﬁ

time (V, p. 383). That time is not given is the tragedy of Voss.

coa



CHAPTER 111

"THE DIVINE QUATERNITY”

«. In Vg ds a concern for nature and the other as the source
3
for vision,—fhe.e ggested dﬁconcern with the self. Voss and Laura

3

can"be viewed as two- aé'%ectC necessary to the formation of a whole person.
However, Voss 1s n.'t consciously aware of either a fragmentation within

himself, or of Laura as the necesSary elcuent to his completion as a

M

whole person. Just as the right relation to nature involves the recognition

and overcoming of separation, and the right relation to others involves

\

the recognition and overcoming of isolation, so the integration of self

requires thehrecognition and overcoming of fragmentation. Ridetrs in the

Chariot continues the concern.for'others and for the self.
) A recognition of fragmentation and incoppleteness is the

condition required in this novel for the receptionvof'revelation.

Without the recognition of incompleteness and Qiscordance in the self,

the riders could not be receptive to any vision of wholeness and unity.

Lo BN

Thus, before his final revelation of wholeness, each rider is aware of

the fragmentation of‘his own psyche, and of the existence of elements cf

that psyche and cf the world beycnd it, which he does not yet fully

comprehend. Before‘her final epiphany in which her own "dispersal' unites

her with all‘narural existence, Mary Hare is’conscious of the fragmentary

nature of existence. Indeed experlence had taught her disintegration

was the only permanent, perhaps the only desirable state" (BQ’ p. 422).

At this point Miss Hare has realised the importance of the process of
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becoming, of which disiﬁtegration is a part. However, she has not
realised that disintegragion can lead to a greater unity ngt hitherto
imagined. Mordecai Himmelfarb, on the other hand, recognises in his own
imperfection both '"the fragmentary nature of things" and the need to
achféve,some synthesis or unity (RC, p. 141). However, before discovering
the human significaqce of the chariot, he is hrestrained - from
undertaking the labour of reconstruction" (RC, p. 141). The.fragmentation
Mrs. Godbold perceives in herself takes the form of an enormous gulf
between the intent of'her great love and its effect on the object of her
compassion; "Ruth Joyner suspeéted that what she'had‘done in i;nocence

was brinéing out the worst in people" (EQ, p. 265). Only in her
administfation to Himmelfarbywill her love bring out the "best'" in him
-and in those who partake in her act by their presence. )

In contrast to that of the other three riders, DGBBO'S

conscliousness of fragméntation always includes ﬁhe promise of integfation
aﬁa unification. Looking through art books as a youth, he does not wiSﬁ
éo copy the styles of others because he senses his own "incomplete vision
would comPlete itself in time, thfough re&elation" (RC, p. 342). Years

Fe

later, at Himmelfarb's crucifixion, "love in its many kinds" troubles

N

Dubbo, but he is comforted that his own contribution to love may be '"most

comprehensive and comprehensible" (RC, p. 413).

f\ - Riders in the Chariot increases the emphasis on characterisation
beguﬁ in Voss with the relationship betwéen;Voss and Laufg. fhrough
characterisation White explores the concepts of‘a sharéd and communféated
visiqh, the .recognition of frag;egtation within the psyche, and the
possibility of achieving wholeness through a reintegration ofﬂfﬁe pSychefS

/-'7‘ R N
disparate elements. This increased focus on characterisation has resulted
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in a diminished emphasis on narrative structure and setting.

The narrative structure of Riders in the Chariot reflects the

- developed emphasis on the increasingly internalised form of Ehe‘revelatory

journey. Like that of Voss, the narrative structure of Ridems in the

Chariot is shaped by a journey. However, because Riders in the Chariot

has no external journey corresponding to Voss's desert trek, the journey
motif is not easily recognised as a major, structural device. 1t is
difficult to distinguish between the external and internal journeys

océurring in Riders in the Chariot. Indeed, it may be neither possible

nor necessary to do so- 1f it is reallsed that the external Journey each

of the four riders makes in meetlng each of . be other riders and finally,

1n'arriving’at‘the scene of Himmelfarb s ernsition, reéflects the form'of‘
.the internal journey from desire for revelation to the finalfrevelation
of the deposiﬁion. Included in this journmey is the discover; process by
which each nider becomes aware that the others have an understending of
the chariot, the mandala symbol of Qision and wholeness, in wh%ch

‘Ezekiel's four riders are gathered:

And I looked, and, behold, a whirl-wind came out of the
north a great cloud and a fire infolding itself, and a bright-
ness was about it, and out of the midst tbereof as the color of
amber, out of the midst of the fire.

_ Also out of the midst thereof came the likeness of four
living” creatures. And this was their appearance; they had the
likeness of a man.

And every one had four faces, and every one had four wings.

And thel# get were straight feet; and the sole of their
feet was like theé sole of a calf's foot: and they sparkled
like the color of burnished brass. :

And they had the hands of a man under their wings on their
four sides; and they four had their faces and their wings.

Their wings were joined one to another; they turned not
‘when they went; they went every one straight forward.

' As for the likeness of their faces, they four had the face
of a man, and the face of a lion, on the ri%ght side:. and they
four had the face of an ox on the left side; they four also had

n




the face of an eagle.

Thus were their faces and their wings were stretched
upward; two wings of every one were Joined one to another and
two covered their bodies. i

And they went every one straight forward: whither the
spirit was to go, they went; and they "turned not when they went.

As for the likeness: of the living creatures, their
appearance was like burning coals of fire, and like the
appearance of lamps: it went up and down among the living
creatures; and the fire was bright, and out of the fire went
forth lightning.

And the living creatures ran and returned as the appearance
of a flash of lightning.

) }”: Now as I beheld the living creatures, behold one wheel

upon ‘the earth by the living creatures, with his four faces.

,j The appearance of the wheels and their work was like unto
the“color of a beryl: and they four had one likeness: and
their“Appearance and their work was as it were a wheel in the

'Amiddie of 4 wheel.

-When they went,  they went ~upon their four sides; and they
turned not when they went .

' " As for their rings, they were so high that they were
dreadful, and their rings were full of eyes round about _them
four. :

And when the living creatures went, the wheels went by
them: -and when the living creatures were lifted up from the
uearth .the wheels.were lifted up. »

‘Whithersoever the spirit was to gp they went, thither was

”their spirit to go; and the wheels were lifted up over against
them: for the spirit of the living creature was in the wheels.

When those went, these went; and when those. stood- these
stood; and when those were lifted up from the earth, the wheels
were lifted up over against them: for the spirit of the living '
creature was in. the whe:ls. :

"And the likeness of the firmamant upon the heads of the
living creature was as the color of the terrible prystal
stretched- forth over their heads above. - ey

And under the firmament were their wings straight the one
toward the other:  every one had two, which- covered on this
side, and every one had two, which .covered on that side, their

"bodies. (Ezekiel, Ch. 1:4—23 ?;phasis mine)

The events of this journey may be considered in terms of the
‘movements of a great, precisely choreographed dance, vhrough this dance
. . = )_

the riders meet one another, share their understandihglof the chariot -and,

g}

ultimately, c0ngregate at Godbold s shack for the depo%ition

WhltP organically incorporates the initial 1ntuition of the
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chariot into the life of each rider: Miss Hare discovers her.chariot in
a chance renark made by her father (RC, p. 23), Himmelfarb'sris revealed
in a religious text (RC, p. 135), Dubbo finds his in a French painting |
(RC, p. 320) and Mrs. Godbold‘discovers hers in am evangelical hymn (RC,
p.n229).\ The riders' chariot does not in itself provide an epiphany; it

@,

is merely the symbol through which White focus2s the riders' abiding

" sense of ''the other,'" and their consequent search for revelation. Misec

e

‘Hare's initial apprehension of the chariot follows her father's rhetarical °

“question, "Who are the riders in the : hariotr -h Mary? Who is ever oin
q _ y g g

- N
-~

to know?"‘(RC, P 23). Mary has no desi-- to understand intellectuall .
] y

'She wants only to watch the ''great swi ging trace chains ofrgxs light,"

'Kabbalistﬁc.writings (RC, p. 135). . But, as he confesse

and she feels herselt to be "a.fearful beam of the ruddy champing

lighc" (RC, pp. 23, 24). In the course of the novel Mary journeys w0

-

trom the innocence of_theﬁanimal world of Xanadu to the' experience ahd,J
suffering discovered in’the opposite human'norld of psychological:trueltx

and pain. Without recognising and experienc1ng this opposite she could

never fully understand the wholeness of human experience

,Mordecai Him@elfarb's ”chariot of redemption" is_revealeqkin

‘to Mary Hare, he

2

'"cannotigisualise the riders" (RC, p. 155), because he has not realised

-

IR
0

'his%longing td'“exceed the bounds of reason" (RC p' 140) Though he

7. .7 .

L

: recognises the fragmentary nature of things * 1ncluding himself, he is

'Astill unable to L-gin "the immense labour of reconstruction" (RC, p 141)

'Hls journey from a perception of the chariot to a place as a rider on it,

occurs through his struggle to'”eXceed the bounds of reason and realise

. his intuitive potential.

\ a D
i

The visidn of Mrs. Godbold,'the third rider in the chariot, is
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- found in the lines of an evangelical hymn she sings as she irons:

See the conqueror mounts in triumph.
* See the king in royal state,
Ridtng in theklouds his chariot
To his heavenly palace gate. (RC, p. 229)
. v v ."'“\'

- :

| S e
. A R .

But even before w¢ are’told the source of Mrs. Godbold's chariot we are

A i “‘O\J ) .
told:™ -™ o
:1 ol .
The” masvae rumps of her horses waited, swishing their tails
through eternity. The wheels of the chariot were solid gold,
J'weil axled as might have been expected (RC, p. 67; emphasis

P 'mine) ‘ L
L w”"”‘

~

Tﬁis:description is particulatif‘aﬁpropriate to Mrs. Gelbold, the earth
mother,who‘sees all living thinge in physieai terms, :nd whose life is
dominated by ptactical considefatioﬁs of labour .and duty. Mrs. ngﬁold's
jdurney is from a euehoriefbelief infthe primacy of religioqs dogma to a
drecognition tget Y ts she performs in her "life sentence of labour and
fbﬁe,” and the legacy'of herichildgeﬁ, are the mdst profeund expression of
her reyelatien (RC, p. 67). ‘

Alf Dubbo's vision of the chariot occurs_thtoﬁéﬁ the sense of
‘sigﬁt'.as a childlhe sees in a’boogf;‘French artiet's rendition of Apdllo
driving hls charlot along the eathways of the sun (RC p- 320) AlthcuOh
‘he is enthralled bg the work Dubbo is struck by how llfeless the figures
are. He tells his guardlan that in his own: plctdre everything would
;ovel_f . . Because that is the way it.ought to Be”'(gg, p- 320). E%en
as a small child Dubbo senses intuitively the importance of'portrayiné
’thexnaturel_moVemedt thch is evidence of the prbeess of beeoming. The
light f¥Bm theaFreﬁch Apollo's "ineffectual" torch ‘is described as  f -
"material' andtis??thus; sttdpped of visionary import (Eﬁ,'p; 3zd)f”“rhé

uneatisfactory form of the French work provides the impetus for Dubbo to



conceive of a work of his « In wh:ich fire will flow from horses' tails

and drop sparks (RC, p. '?0).  owever, his first attempt, ”Ezekié}i§<7
. RS
vision superimposed upon t.. .n the art book," is not truly hiﬁé%é&:_r
(RC, p. 353). Dubbo must gain undefstanding through relating to others
before he can give~genqine expre§sion to a vision of the chariot that is
entirely his own. His journéy is from a vague, intuitive sense of the
"chariot~thing" to an'gctual fevelation after which his '"fingers are
liberated" and he is able to "trace Qn the glass the iines, not of his
lost drawing, but the‘aétual vision as it wag reveéled” (59, Pp. 566,

Iy \
B Y

7). . B , X

LA~y

Riders in the Chariot's epigram gives a clear statement of this 9
. v

P

significance of unity and the importance of relating this perception to .

others:

. my senses discover'd the infinitg. in everything and as I
was thus perswaded, & remain confirmqégwthat the voice of
honest indignation is the voice of God, I cared not for
conseduences, but wrote. . . . T then asked Ezekiel. why he eat
dung, & lay so long on his right and left side? he answer' d,

"the de51re of raising other -men’ into a pengaptlon of the
1nf1n1te , ,
Q

Like Blake's Ezekiel, Dubbo paints and,White writes with the-"desire of

raising other men into a perception of the infinite." Through the

>

chariotvsymyo; White attempts a vast synthesis of Ezekiel, Kabbalistic
Qraditiéﬁ,‘Evangelfcal Christiaﬁity, Williém Blake and Carl Jung,,in

order to indicaté‘fhat all paths to under;tanding u;timately merge into .
one single .path. - ?hisvsynthesis is made glear when Easter and Passover

become one as Mrs. Godbold, the Evaﬁgelical Christian, Brings to

Himmelfﬁrb‘the Je? a shank of lamH that is the same as the one he has

’

prepared for his own Seder meal. ' .
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The setting in Riders in the Chariot is abstract and increasingly

internalised. The setting of each major character is not a physical
environment but rather a mystical tradition with which that character may

be identified and through which he receives his vision of the chariot.
‘ IS

. )} :
White employs these four mystical traditions~—-pantheism, Kabbalism,
evangelical Christianity and primitive consciousness--to express the
wholeness and the breadth of a vision encompassing all reality, and to

malke a powerful claim for the universality of vision.
S \:‘A.‘_ ot

The setting for Miss Hare, the madwoman of Xanadu, is the
mystical tradition of pantheism. As a pantheist her intuition of "tlie-. . :
other" occurs through her experience of the overgrown bush surrounding

Xanadu. Recognising "the hand in every veined leaf," she would "bundle
: : .-

with the bee into the divine mouth," and is not "truly in her element"

until she is '"reduced to light and shadows'": that is, until she is
an indistinguishablée part of the bush (RC, pp. 12, 62). Sometimes, the

sheer beauty of her world and her own ecstasy at the essence revealed by
its sight and touch cause Mary Hare to "adopt-a kneeling position in the

s

act ofiworship" (BQ, p. 13)Tx Mary Hare's worship of nature is expressed

matine”

"through the ungainliness of spontaneity''--it is never preconceived (gg;
p. 13). ‘ . : .

Mordecai;Himmelfarb, a refined and intellectual Jewish refugee,
. . A ,

is placed in the m?stical tradition of ghe Jeﬁish Kabbala.l A man deeply
‘moved by and committed to the sacred rituals - of his faith, Hlmmelfarb s

understandlng of divinlty is found in the Kabballctlc works he buyé from
a second-hand bookshop. As, he reada the’words "the language moves on his

tongue where the Cantor Katzmann had put it in the beglnning RO »n. 134),

4 o
‘o

- : , ,
and he dlscnvwrs "fresh form[s] . ... streaming with implicatjions"”
‘%39'f . v 3

oy
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(RC, p. 135). Paradoxically, it is through the resonant prayers and
ritgals of his faith that Himmelfarb discovers complete_union transcends
the forms of organised religion, and is able to discard the prayer shawl |
that symbolises those forms.

The third rider in g{gwchegiot is Mrs. Godbold, the washerwoman
who llves with her alcoholic eusband and several ehlldren in a corrugated
iron shack. The crippling poverty of her'life #s made bearable by her
faith; the ebullient anti—ineellectual faith of Evangelical Christianity
which preaches acceptance of suffering on earth and hope in the salvation
of the world to come. vHer courage in the face‘of seemingly endiess
poverty is rooted in a pilety demagaing stoieal suffering and enduring
adheregce to the Christian virtues‘of-faith, hope and charity. Mrs.
Godboid is not, however, a caricature of these virtues, but their poignant
embodiment. It is her great compassion that ailows her to:linklibgeeher
the riders' various evocations of the chariot and tell Harry RosetreekHaim
Rosenbaum: '"Men are the same before they are born. It is only the coat
‘they put on that makes them all that different" (RC’ p. 445).

The final rider in the chariot is the aborlginal artlst Alf

Dubbo, ‘the only rider to give lasting expression to the vision they all

-

: »Shﬁf?. As an:éBoriginal and an aftist Dubbo's setting is the mystical

e

‘tradition of priﬁicive consciousness and his spiritual sen51bility is

'—’«

5Assim11af to that of’the idealised blacks in Voss; he senses dlvinlty

'

within ord;nary'men and”ggmeg and within the physical environment in
which he mdvess “Paig;zgzscinates, nurtures and comforts Dubbo as nature
does Miss Hare: ". . . 1if he had not beeﬁ)nourished by his secrets, 1if

he had not.enjoyed the aetpel, physical pleasurevof paint, he might have

lain down and died" (RC, p. 343). As a youth, Dubbo is "h&pnotized by the

e
'

4
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many mysteries which his instinct sensed," but which he knows he will not
fully understand‘until he is allgwedvto explore them in paint (RC, p. 330).
These "secrets" and "mysteries' Dubbo senses are intuitively understood;
they cannoﬁ be in;ellectualised, and can only be given exp;;ssion through
the ﬁhysical media of paint and texture. Unﬁerstanding this, Dubbo begs
Mrs. Pask to allow him to paint and show her "sométhing that,[she] didn't
know" (RC, P. 327). This request carries an' implicit foreshadowing of
Dubbo's final chariot painting which will indeed show people‘somethiﬁg

' " ,
they did not know. ‘ .
<
.We have noted that the setting of eagh charactgr is most

appropriately regarded in terms of a specific mystical tradition.

Y

Characterisation reflects this movem

s
R '

consideration of selected epiphanic,m%ments reveals how character is

Y s

t towards internalisation. A
pdrtrayéd thrﬁugh abstract associations; though they retain a a;gree 8f
individualify, the ;four riders have a primarily emblematic funéﬁidn.

nThrough Eppm White explores the fragmentation and potéhtial ré—unification
of the self. Each rider represents various\aspects df the self, and the
congregation of tﬁe four riaers in Dubbo's chariot painting is an artistic
expressioﬁ of the possible re~unification of the seif.2 White employ§ a
quatefnity of quaternities to express the concept of wholeness through
charaéterisation; four mystical traaitions are represented, as are the.

Tour eiement;,)the fod%'sehSes and the four Jungian faculties of SEnsatgon,
thiﬁking,‘feeling;énd iptuition. Each of the riders represents one of
:}hese Juﬁgian functions, and a central concern of the no&el is the need
té uﬁife, or;in.jungién terms, to “integrate,”.thesé dispérate functionsp
Jung suggests that éach individual possesses all four of ;hese functions,

but that it is through a focus on .only one of them that he orientates and
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adjusts himself to reality. 1If all four functions could be equally
raised into the individual's consciousness, integration woq}d be achieved.
However, because only,k one of the rational functions of thinking and

”

feeling; aﬁd only one of the irrational functions of intuition and
sensation domipate at any given time in the normal individual, the {
process of integration is profoundly difficult. Indeed, as jung himself
;mobserves, it can only be achieved.by a Jesus or a Buddha. Thg essential

thing, however, is that integration be recognised and chosen as a goal

towardsewhich the individual musc qork. According to Jung, the impetus

s o .

ey

S

‘to begin the process of ri

p%hisidg-thé disparate funct ions of the psyéhe
. o

is "a feeling of what one ought to be and might be,"

and he,warns "to
deviatevfrom'this presentiment means taking the wrong path.”3 It is
'intereéping to ﬁote that Jung also remarked on the significance of the
quatgrnity as being, since ancient times, resonant with allusions to
‘wholeness; there are, for”instaﬁce, the four points of”a compass, the
four séétorsrof the,qorﬁal co-ordinate system, -the four seasons and the
four elgments. | |

Mary Hare, the pantheist, is identified-with the Jungién faculty
. a3

R

sof sensation, which pgrceives phenbména exacﬁly as théf are and nof

" otherwise. Jung clarifies this understaﬁding, remarking: "By .sensation
I understand whaﬁ the French bsychologists call 'la fqnctién du reel,‘
‘which is the'éuﬁ’gotal,of my awareness of external facts given4to me
through the functionlof my senséé."4 4Sénsation is ﬁe;ely the faculty
that éierfs one ﬁhatw"éomething is," it makes no‘evaiuations‘or
interpretations. Mary Hare‘has several objective e ‘'phanies through

which she comes to recognise the essential qualities of the physical

- phenomena that conprise the natural setting of Xanddu. One such epiphany
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is recorded shortly after the opening-of Chapter 1. Walking on the track

joining Sarsaparilla to Xanadu, Miss Hare is disturbed by the thought of

3\13

those who intrude upon her bush kingdom, "letting themselves downt into
the cold, black, secret rock pools, while remaining enclosed in their own
resentful gooseflesh" (RC, p. 12). She 1is convinced she herself will

"achieve the ecstasy of complete, annihilating liberation without any
I . \/‘ \)

such immersion" (RC, p. 125.
As she approaches Xénadu Mary Hare apprehends the physical wdrla

aroﬁnd her in all its variety and minutiae, observing the sky as it

”quickén[s],” the softness of velvet patches of "leaf mould,'" the budding

of an elder bush, and the soft, rﬁtting carpets of fern and moss (BQ,

p. 12). As E. Chapman cbserves.in his article "The Mandala design of

Patrick Wﬁite's Riders in the Chariot," her spontaneous response to the

. 5 _»w
natural world is free of 'calculation and-.reflection."” ‘ier profound joy

"at the "touch” of nature is indicative of Mary Hare's uniﬁhibited
participation in naturefs’manifestaéions——she knows the feeling of sinking
hef knees intéﬁ%ﬁéf mould, of touching flowers, énd the other things she
knows ''by heartﬁ (RC, p. 29). fhe sheer beauty of her world and her own
ecstasy at the beauty revealed by its sight and téuch éause Mary nge to
"adopt a kneeling'position in the act of worship" (RC, p. 13). Mary |
Hare's worship of nature, expressed-"through the ungainliness of
spontaneity,”.is always the natural response to the revelapi;ns of the
sense of touch, and ;hevrealities pefteived th%ough‘thé Jungian faculty
of senéétion (nglp; l;)p On this parlicular occasién she rests upon her
knees and digs "blunﬁ, freckled fingers into the receptive earth," in a °

sensual celebration of natural existence (RC, p. 13).

Miss Hare is consistently associated with the natural world.
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Thus, it 1is appropriate that she be identified with the element of éir
which surrounds her in her walks through the bush. Except when she is
sick and Mrs. Godbold comes to her, and when she herself goes to
Himmelfarb, Mary Hare meets thegother riders outside, where the air
dénies the boﬁndaries of walls and yards. Her first peréeption of the
chariot occurs outside in the garden of Xanadu. In his deposition
painting Dubbo represents Miss Hare "at the centre of a whorl of faintly
perceptible wind," and in his‘finai chaript painting hefuhead "could- have
been a whirling spectrum" (RC, pp. 455, 458). Detailed natu:

observation and tﬁe imagery of touch and air pervade Part I of Riders in
“the Chariot, which is doTinated‘by Miss Hare. Everything Mary Hare
_understands is revealed to her through the Jungian faculty of ;enéation
and” the sense of touch which best enable her to understand the patterms
and the.unity of the natuf%%-world of which, as she will eventually

iy
realise, all human beings are a part. N
Mordecai Himmelfarb is the second rider to whom we are
introduced. A refined and intellectual Jewish refugee, he is aséociated
with the.Jungian faculty Qf thinking, which, according to Jung, is that‘
function which attempts to undefstand and react to the world '"by means of
an act of thought or cognition": "Thinking in its simplest form tells
you what a thing is. It gives a name to the thing. It édds,a co;cept
because tﬁinking is perception and juagmenp."6 Himmelfarb's youthful

%

pursuit of the intellectual is later informed by the rediscovery of his

N

faith through Reha, and the vision of the mysteries of the Kabbala.- As a
child Himmelfarb masters the alphabet "at aétonishing speed,' and at
Oxford he quickly distinguishes himself '(RC, p. 101). But through all

this time he feels a persistent if vague yearning for "the obdurate tongue
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[the Hebrew in which the Kabbala 1is written] he had got as a boy from the
Cantor Katzmann'" (RC, p. 110). Thus, Himmelfarb comes to represénf
reason directed by a profound desire to know God. |

N

HoweQer, as is revealed in his perception of the chariot,
Himmelfarb is often confused by the subtletiés.his intellect apprehends
but cannot transcend. He speaks of this confusion to his wife Reha:
"Just whé; I think I have understood, I discover some frgsh form--so many--
stre;ming with implications . . ." (RC, p. 136). ‘

Because.he is an intellectual seeking.ﬁnowledge‘of God,
Himmelfarb is far less céncerned with the possibilities of sensory
experience than are the 6ther riders. His asg%ciatién with the. sense of
smeil is vagﬁe, though it increases with odours he finds pleasant or
evocative, such as the trees outside Friedensdorf, and thé-”smell of
primordial velvets" that lingers at the scene of hisAweddiAg (RC, p. 127).

Mordecai ﬁimmelié}ﬁ‘experienCes several re&elations. Through
one in particular, the functicn of the sense of smell .and the element of -
fire is clearly evident. RetuAniﬁg from Sydney by-train, he "almost
«[cries] for all that he had seen and experienced tHaE night, not because
it existed in itself, but because he had made it i;ve in hisvown heart"
(RC, p. 393), During thié prainﬁ%ide Himmelfarb hegrs on the radio a
song sung by a psalmist which, in its form, unites Jewish intellectual
tradition and the concrete facts of suffefing within ”the‘great spr&wling
“body" of_tievggggqggn‘(gg, p. 392). As darkness sﬁits "sparks,"
Himmelfarb sgéils the peanuts and the ”sduashe@ pe%pieé" carried by other

passengers‘(gg) PP- 391,‘392). Through his intim€§? experience of the

life of Sydney, Himmelfarb realises:
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Sodom had rnot been softer, silkier at night than the sea yardens
of Sydney. The streets of Ninevah had not clanged with such
metal. The waters of Babylon had not sounded sadder than the
sea, ending on a crumpled beach in a scum of French letters.
(RC, p. 392)

The human reality of Sydney forces Himmelfarb‘to confront,in an
experiential, sensual way, the human reality °€ Biblical accounts he had
previously.understood on an exclusively intellectual level; .Because he
‘hhs smelt and_tooched'the life of Sydney, Himmelfarb is able to begin the

process of uniting his intellectual facu’.y -ith his impulse * obtain a

revelation of life's "mystery" through the Kabbala. He has Wacefhised
the lack of the intimate and personal in his approach to attalnlng a
knowledge of God and of himself., Thus, hig 1ntelleetual study will now

be informed by an understanding that the primary subiects of the Bible

¥

and the Kabbala are the human condition, and the human relation with the

divine.
C—

Mrs.. Godbold, the washerwoman and mother, is ass%fiated with

-

the sense of hearing, the natural element of earth. and .the Jungiah
faculty of feeling. Jung terms the faculty of feeling "rational' because

it involves<®an evaluation of things. He writes:
¢

Feeling informs you through its feeling--tones of the value--of
things. Feeling ‘tells. you for instance whether a thing is
acteptable or agreeable or not. » It tells you what a thing is
worth to .you. : -

Feeling, ehen, apprehends phenomena on the basis of its ”pleasantness" or
"unpleasantness." Through the faculty of feellng, Mrs. Godbold'senses
the pain and distress of the other ri&ers, and unobtrusively offers
comfort. Gently and dlscreetly, she nurses Mary Hare through a bout of
.pneumonia so ‘the other woman 1is moved to say: "Ah, but she, . . . she is

the best °f1W°meQIN£5§* p. 64).
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4 ! Mrs. Godbold's ?ssociation with the element of earth is apparent

in her role as nurturing "earth-mother" to both her own brood and to all

.

people whose pain she apprehends even when, as in the Sydney streets, she
does not know them personally. During this street epiphany, occurring

dshortly after the death of her husband, Ruth Godbold weeps. She wesps

not at her own loss, but rather for "the conditicn of men" (RC. p. 288).

S [ N
In this act she embodies the Christian virtue »' charity- a scifless

compa551on for all human beings in their very humaun« ---- . Her love
radiates ‘from the specific people of her own experience to those people

she doe:: ndt{know but whose pain she understands: ) \

She cried;*rather,>for the condition of men’, for all those she
had loved, burningly, or at a respectful distance, from her
father, seated at his bench in his prison of ‘flesH, and her own
brood of puzzled little girls, for her former mistress, always
clutching at the hem and finding it comé away in her hand, for
" her fellow initiates, the madwoman and the Jew of Sarsaparilla,
even for the blackfellow she had met at Mrs. Khalils, and then
never again, unless by common agreement n. her thoughts and
dreams. She cried, finally for the people beside her in the
street, whose doubts she would never dissolve in words, but
understood, perhaps, from those she had experienced. (RC, p. 288)

In this profound actf&f compassion Mrs. Godbold is again subtly identified

‘ l -
wwith the earth, as she is perceived as the earth mother of al%‘human
beings weeping for all human suffering. Her very association with the

pain and suffering of others connects her 'subtly with the Jungian faculty

. of feeling, and her c6mpassion is evidence of her sensitivity to the

Ty

sounds of that sufféring

-

The final rider in the chariot is Alf ‘Dubbo, the éboriginal';
artist who gives lasting expression to the v151~9 shared by all four

riders. As an aboriginal and an artist-Dubbo is assﬁciated with the

Jungian féculty'of intuitdion and with the sense oﬁ sight. Through his
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relationship with the Anglican priest he is also as..c .ted with the
natural element of wateg, the symbol of Bapfism.‘ Th- Iungian'faculty of
intuition 1s particularly fitted to Dubbo, whe: artistic apprehension is
never.intel}gctual. His paintings of the Deposition and of the riders in

d

the chariot are each idspired by an intuitive sense of the objects and

‘ ’ v
‘forms to be portrayed. 1In the section on. the painting of the Deposition

~N oL

the narrator notes:

Behind the superficial doubts, and more recent physical
listlessness the structure had been growing. Now his fingers
were reaching out, steely and surprising. Not 'to himself, of
course. He was no longer in any way surprised. But knew. He
‘had always known. (RC, p. 453)

Before he can paint the chariot Dubbo spends a restless night "haunted by

the wings of the four living creatures" (RC, p. 457). 1In the morning he
rises to paint "the actual vision as it was revealed" through his

epiphany of "wonder" and "love" during which he heard Himmelfarb reading

‘Ezekiel's description of the chariot's coming (RC, p. 457).

Dubbo's associaﬁion with the sense of sight is twofold. First,
thé act of painting connects him with this sense, and second, his
function as the only visionary rider aBle to give concreté expressiqn to.
his vision of the unity of Goq and man also gonﬁects him with sight.
Dubbo's ;ssociation with thé‘élemént of wate; bgg}ns~early in Part III
and contipueé.throughout the hqvel. Dubbo is born,by?é riVer,'liVes by

anéther with the ReVerend Calderon and'finally, in his chariot painting, -

it seems "as though the banks of a river were to begin to filow alongside

its stationary waters"-(gg, p- 458). 1In Christian terms water is
. foed

symbolic of revelation and new life, which Dubbofs\éﬁgriotwpainting

promises to provide.



The union of these four riders in the one chariot suggeéts a
mandalic unity representative of the e¢-tirety of human experience and

potential. In his article "Patrick White's Later Novels: -A Generic.

Reading," Manfred Mackenzie describes the four riders as "the sides of

4

the soul of a giant everyman, which is seen here as a divine qua’ternity."8

This massive figure of generic man combines Thinking (Himmelfarb),
Intuition (Dubbo) Feeling iMrs. Godbold) and ‘Sensation (Miss Hare). The
concept of an everyman incorporating all aspects of human existence is inv

itself a rejection of the idea of a chosen elect who,..alone, will see a-
v . . ::," 1 ~ . » .
revelation of the truth. The four rlders in the chariot;form a holistic

symbol of unity embracing all people in their human condition.

We have roted h+w White employs thé quaternity®of mystical;~
‘traditions, the four;elements,.the four sensesrand the four'Jungian

faculties to express the'concept of wholeness t'~ough characterisation.

The image of unity and oneness conveyed by thc .« characters and by the &

‘v.:‘“& !
relationships between them is further emphasiSed by White s technique of

4"_'

,r,

contrasting each of the riders to an opposite mundanc character who

rejects the’ path leading to revelation Miss Hare is balanced by Mrs.

Jolley, Mrs. Godbold by Mrs. ChalmerefRobinson, Himmelfarb by Mr. Rosetrge;

and Dubbo by the reverend Mr. Calderon. This juxtaposition of characters =~
. B . - n 3. L. ’ -

: Lo e I . '
accents the emblematic element in the characterisation of/the?%iders by

portraying extremely realisticicharacters in contact with characters who,

LY. Y

I while individualised by specific traits, serve’ a primarily symbolic

function

Sometimes Mrs. Jolley searches her prayer book and her memory

T

%&

'ﬂ

for comfort consciously reJecting her knowledge that "the purple bricks

‘

@ .
to which she had been used to cling were as liable to rumble as.“the sténes



J[her] distresé was her employer" (RC, p;'84)L

g
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of Xanadu" (RC, p. 84). 1Instead of pursulng the dangerous, but necesslrvfl _

path of revelatlon, Mrs.'Jolley consoles herself{that "the real causeyf

Y

e

R The opposite of Hlmmelfarb the devout Jew iu\HaLm Rosenbaum/
- 2

Harry Rosetree, the German Jew who opportunistically converts to Roman

Cathelicism. Too late he realises ti.at, though he has converted and

a

chosen theé easier path he isfé}ill the same as before and. has forfeited .

At

an essential part of himself--his Jewish heritage ir?addition..‘This

%3
B

. seeks only the voyeur's pleasure ir observing the intimacy of another's

“life.

'Chalmers Roblnson, the art1f1c1a1 soc1ety matron Mrsf
;f1n49,she knows "more than she had ever suspected” aboutg

‘friends-g;é, pf 264) HOWevér "she enters their Iives only "from=a

not -choose to listen and ‘onunéerstanﬁ“Ruth Godboldfs expenjenée. She

f;finalhrevelgtion is too great for‘Rosetreedwho\ T wbetraying Judas, e’
s .' ) o . “ ’ : e 20
_hangs himself. - Mrs. Godbold the earth mother 15 casted to Mrs.

LTI Y

) -,)

N + - . -
&, g

L ’ . coa
~

. . O .
distance”'énd is. mostly\d&ggpsted or alarmed" by what she sees (RC,

P .264).5 She cannot share thelr sufferlng with tHem. Although She asks
T “# - I 5 .. oy

Ruth Godbold, "What do yOu}beliexF, RU@h?” e are old ¥rs,. Chalmers-
. e N .

Robinson did not want'tp'”hearj” only to "know" (RC, p. 267). She does

~

i

L%ke Halm Rosenbaﬂm/Harry Rosetree,'the Reverend Calderon is
: - S a /\/ \ i ’ .
afrald to look 1nwardly ‘and, consequently, is. afraid' of embarklng

on the journey to revelation. In one ihstance he allows the notes of a

: . .- . o S
. sermon, symbolising'organised religion, to ' enmesh" him (RC ‘p. 324).

jthls way. he prevents himself from struogling w1th his own feellngs Later,

W

;when‘Dubbo hasvleft, the priest continues to suffer frem "'something secret

v ' : A :
- ) J . ) | - .‘ . ., - o=
and internal he cannot confront'";(RC, p. 334).- Through these munddne

- - ‘

EY
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sty

. 3k
W . . ' N
_»character&hwﬁite dem  astrates the pdtential universality of vision: each
T . S T ; S

unity of struggling with the self, and thus, the

%;ﬁl oPpontunity %? receiving a revelation of the whol ness of existence.

5 -

. Each rider's final mos t. 51gn1f1cant epiphanv of . wholeness

¢

’ 'occuﬂéké;ter the four are. assembled together at Himmelﬁarb s dep051tion

, Though WJss Hare, Himmelfarb and Mrsa Godbold each experience a reVelation .

. . , v ..3
o o, S ,y}@ . .
‘of wholeness, eéch 1i's also vaguely conscioug that there is” something

ced b

«t

' - L - n«*. Sty Lo .
@ missing ﬁ&omathe experience ‘The m1551ng e%%ment 18 comMunication, each"
_;r:; - ‘ o . "hy . . . -{:; . r* t} A‘f ‘/‘vy“f B ¢ . ‘
_ rider’'s understanding of the shared depositlon experience remains
' ) : : \.m. : WJ')

1nd1v1dual. While “Stan Parker 1s unaware even, o{‘the need for

. . . . . . - .‘ ‘h".é \j ‘{:,‘ . .
’ communication, and Voss is concerned only w1ch plac1ng his own words in

PR

the mouth of one other 1nd1v1dua1 the riders, in their sharing of. the :
: . . v -

I : :
’chariot v131on,_are,aware of
- ' Y - . :
. reVelation - .
g & f’f'“ ) . -.‘ \ “

. - A . : K REY
Mlss Hare leaves the Godbold shack at dawn ger :ﬁggtinct”'

K]

I

.

A v o
%ﬁﬂv tells her she is ”being dispersed" and thus entering the final ecstasy'™

. L . Y -
¢ . . v

(EQ, pP- 439). Hervéubmission‘to dispersal—éto‘ﬁtagnentation-~fulfils the

- same functioh as Eubjugatlon of the sglf to humiléd@ aﬁd suffering does
V ’ R
in the final epiphanies of Stan Parkerfand Vo§§ In her 'crumbllng and ..

'stumbling Mies Hare surrenders her self utterly, :ntering the final )
¥ .
ecstasy and paradox1cally, regaining that- self in\“the direction ‘that
has at last“chosen“her (ng'pﬂ.déOB. In her waliihg, Miss Hare has"
vhecomelfall'pervasiwe," a partiof the scentlﬁsoundmf~ { steely dew . .

-

and blue glare of f rocks" (RC, p. 440). As she passes through the

. [
"unresistarit thorns ar igsﬁﬁaMiss‘Hare becomes "all but identified"
. ; : g T : R

with the bush Q%g,”pp;~439; 440). She has-a definite unity with naturdl

< 3. - oo '
existence. However, the-small word,"but" indicates her identification

.
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with nature is not utter. Miss Hare has thoroughly involved herself with

the phy31cal and erotional sufferlng of only one other humég belng,
&

Mordeca1 Himmelfarb.. 1In her relatlonshlp with Mrs. Godbold, Mary has- not

had to bécomeﬁactivef§ inyolvedu"She ha's merely'been‘the beneflciary~ol
Y o .

5
' N . .

the other woman”sv”louingkindnass?”. L , _ AT .
. ] . “ :

In Dubbb 5 final har]&ﬁ‘paintlngBMlss Hare lel be. placed with
a0 ‘ . g n.fg o
fthe other rlders to represent ﬁﬁ@é' K £‘of‘the great everyman In this'

. \’,4 . 0 ./' 3 ,"‘ 0

way she w1ll be shown as accepting the valldlty of human e>1stence}a§ ﬁn'

‘?l

.1\"/,‘ o T

‘elemenQ&df the greater unitx she has previously”percelved An acceptod

“\,3 3 .
Qggv 1n,terms of her, naLLual environment. S ’ N
© admah - : ;
Lo e s : ca . .
_A On the mornlng of hls crucifix1on, Hlmmelfarb rlses earlv té.
. ‘1} \ . o : - &y L . B
. pray. nght, the symbol of revelatlon, pours into- hlS room, and we are e
'\."‘\f»—q‘nq B Lb [ ~4 s
told”that "man had known better than God or Lev1te (RC p. 399) N;n ©,
. ‘,{3 a’ . . J:'.'.‘

2

splte of theg fact that “this statement %%CUIS in an account of Hlmmelfarb V.

[

N : . wd";,ﬂ
at prayer,'lt 1s the first hint’ of

Vet

¢ Lt i

g‘}. L . e s o . ’ .' N ’ X . (.
and the lovingkindness.of his fellow -riders. "The Levités weéﬁ the high
b -2 * * e e A

priests of the JeW1sh faith; ®he ellte guardians of the tabernacle and

.~ Torah and, in Biblical times, thevonly ones authorises to interpret. the

‘Torah to‘thecpeople.: ]
o A ’~:/> 1 N p : .
As he affirms his belief in'tﬁe coming o6f the Messiah and %

2, “
4 .o : . Y

“

expresses his desire’ for salvatlon, Hlmmelfarb s prayer shawl falls from

S . e ;

) 3
‘his shoulders. This is 'the moment of complete union" between Himmelfarb

and his physical surroundings (RC, p. .400). The prayer shawl falls

«

because he no longer requires the forms of organised religlon in order to

express his conviction:. .In falling, the shawl reveals Himmelfarb's
' . , . - ) -

vulnerable physicality, the “thin grizzled wisps" of chest hair and "the
' - : 7
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»

thon: veins which‘boundﬂﬁiéd.}: U (Bg}hﬁz_A@O).’ At

“this .t we are told Himmelfarb is/a man destined to suffer. This
. . ‘W ' ’ w
, statument, and the humiliation inherent. in the precise physical description,

o+ along with Himmelfarb's sudden consciousness of "the purity of certain

objects," indicates his identification with physical existence,” and the

vulnerability_toLSuffering and pain he shares with all living creatures

(RC, p. 400). )
" ey . ’ ‘d‘
2 When he is hanged by Blue and the mob Himmelfarb S "dlsgraceful &

et » . . ‘ ’2%; '
ribs" are gashed; 'an'd his syffering bo’d'”\"'-‘%ﬁcomes too“contemptible'.ﬂ an
B : ‘ S BRI &P
Co e Y

3 .
.

object;to excite pity (Bg,wp: 410). /Ihue, he is denieH even théjdignitg . .
— . P Gy '

‘of the suffering Christ. His crucifixion is a "burlesQue” of the .passion
- » L . ‘, .oob.th

% of Christ, ang his suffering is denied altogether: "Nabody would ‘have

,n;égid'crucified bgcause from the oeginning it had been a joke" (RC, pp. 412,

< *50
I
=

L 41T, o .
v, ot - - ‘ N \h\‘ -
2 )
Himmelfarb s symbolic relationship to Chrlst is stressed in a1

.
v

_;;thef belaboured'fashion throUgho%t the mock hanging. Miss Mudge's

. outraged ejaculation, ". . . they are crucifying Mr. Himmelson . . ._,"

. " )
< .
e [ . ! . ‘- . .
is aftoo obvious connexion betyeen Christ and Mordecai Hlmmelson (heaven's

} N

sonﬁ;'br'thé son of God (RC. p. 415). Mary Hare and Ruth Godbold
: / 4 .;z.
accentuate thls allusion, as they watch Himmelfarb die they functlon as-
Ny . . 3
~

the twp Marys,who weep for the crucified Christ; and form a modifie¢

%nconstious pieta.

vHimmelfarb's ultimate revelation is bestowed moments befgre his

_ : Y
death when "all the possible permutations and comblpations (RC, p. 42])

are revealed . But, like Voss, time prevents Himmelfarb from ”piecing

together" or "communicat[ing]" what he knows, Although (. Jinderstand

the process of fragmentation and:re—unification,,timé'eilences him.
-

- ' : e
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. ,n".
However, the other three riders do share in Himmelfarb's death; he dies

with Miss iare and Mrs. Godbold beside him and Alf Dubbo "taking part at
the window" (RC, p. 436).

n

In his death Himmelfarb 'could nbt stop . . . for souls,
whate&%? the w1ll whatever the love" (RC p 437). 1In hisuoén ouest for
revelation Hlmmelfarb abandons o&her human beings. Though he will cross
_“the mountains of oarknessﬁ in'hiS‘death, Himmelfarh, likevMiss.Hare,*

- e ' : : e 4

) |
will not achieve unity with all humanity until he is recreated in Dubbo's

éhariot painting (RC, p. 437) ggy_- .

(Q-.

o

The’ th1rd rldef 1h the charlot is Ruth Godbold who 'would'bear Co

e A g | s o SR
. all [the] sans_ of those she loves, and who, llke Voss, weeps "for ﬂl ' :
. T ¢ ‘.‘)

eondition of men . . (RC p. 263). * Afte1 the depositlon Mrs. Godb d o

has a revelation of the ex1stence of" un1ty w1th1n fragmentatlon——that 1s,

£
e o

of the process of becomlng Slttlng in front of her old' shed she senses A
L - B ?

how her six daughters are like sl%)arrows she has shot "at the face of

{izndarkness and halted it" (BE; P-.489). Through her fecundity she insures
the continuation of life, of process:

o~

-

H . ' e,‘- . . \

~. And wherever her arrod% struck, she saw other arrosz\Qreed.‘ L

And out of these ‘arrows, others still would.splitroff, from the /&

stralght whlte shaft

So h arrows would co’tlnue to be aimed at the forms of '

darkness eih& she herself whs, in fact, the infinite quiver. . .

\ ' "Multlpllcation'” Mrs,/ Godbold loudly declared and blushed,

e for, the nonsense it must ave\sounded there on the road to

' *“Xahadu (RC p 489) R TR

2

Mrs. Godbold's exclamation is evidence of her.apprehension of the

paradoxicalvunity and continuity inherent in the prooess of fragmentation;

-

she will die, as will her children, but each will send out other arrows

-

to overcome the darkness. This passage is evocative of thedlast sentence

°

~of The. Tree of Man where Amy Parker s grandson walks along puttlng out

Q@
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‘%s '""least explicable if most comoﬁehensivevahd cdmprehepSlble” (RC, p. 413).

5 "shoots of green thopght" so that "in the end there was no end" (TM

. )

w\"\l o v

p. 480). However, Mrs. Godbold blushes in the knowledge that ﬁer

expression of her revelation would have sounded like‘"nonsense” to anyone,

M aard
e
F

. other than herself.

! . . T

All three riders considered thus far have experlenced an s

A. i , '-‘/?Y

] ultlmate revelation, but none can cqmmunlcate it. Only Dubbo, the paintef

“a
>

who views - Hammelfarb s death frﬂm out51de the window’; wlll be ahl.‘tQ
Xen - . - b

w

unmfy these revelatloﬁs igno a singlekéxpre551on of the wholeness of ‘man
and nature. As an artist Dubbo is carefully dlstanced from even those

events i4 wh1ch h ffﬂkes a erucial role.A Not only does,he view e

.-

s Himmelfarb's'deatﬁ-' om the out51dei}hpt llke Pllate he washes his hands
three tlmes in an attempt to exorcfge the- meqmory of the cruc1f1x1on He -

S
L . ¢ 5

is identlfled with both the ftl-htened Pilate whowwants to be abs&lved of

| : A
. . -

responsibility for the death of Christ, and the discipleﬂPeter‘who thrice~
denies knowing Christ. Dubbo does not want the task of portraying - ’
Himmeffarb's agony, but finally‘gsshmes it out of a desire to ”out an\fnd

‘to darkness' (RC, p. 433).. He realises that hi own contribntion to love

- +

4

- S ~—

This observation suggests Dubbo's painting, a tangible egpression 1

1 ) 5 5
U . ¢ . s
:apprehended by the senses of sight and touch, is md}e‘complete'and /.
el e L . : . T ' N . R . .
fnndeﬁstandable‘than any pos§ible intellectual expression. < T
Foob 3<_s : : oo
& L Just as Voss 1s seenwsé‘@he celebrant at a Eucharlstlc feast

{e) Dubbo, at Hlmmelfarb s cruc1f1x1on, takes the blood of this living
e .
Christ in a cup "and would have offered it to such celebrants as he was
) “ . [ ,‘J"‘ ) | ‘ . . ) . . o
now-able to recognise in the crowd" (RC, p. 4]2; emphasis mine). But

Dubbo cannot‘communicate in this way, or through words. His'expression

nust "bUrSt from his 'f-ingertﬂips" (RC, P. 418) .. W{itchin Hlmme].farb's
. ”

v
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~

* ’
(A . ) . ' .
crutifixion, hé’has_a_revelation that unites his instinct and the white

L R 5 . . - ’ B A
i : ¥ : v : 1] "

man's teachings sé they "no longer trample on ‘each other' and the "colour

,rl

flow[s] through the velns'bfmthe cold chlldhood Chrlst” (RC . 412).
- &

ﬁ?ﬁf sight of Hlmmelfarb s suffering brings to the surface Dubbd's

st}

prlmitlve consc19usness¢of~all~thawrhe hlmself had*suffered and failed to
(E/' . 5 I . . . . < , : o

underSﬁand,; The’ resulting conSCLodsneSSwablows hlm to reallse that )l

o . . - q o . i
v ”knowledgc weuld never cut the cords whlch bound the saViorgto the tredﬁ?"
ot '7_-'% xs,;“ 1

./ . .4 - - . -
ﬂ%ﬂg“ls, knowledge alo%e would never prov1de resurrtctlon or, revelatlon

._Thrdughout thqs eplphany Dﬁbbo 1s assocxated  with. th@ sense of 51ght and -
N [ . gA

. :f e oaav e PR .
the element of water fe "sees" the crucif1x1on and paradox1cally,
. ‘ . ,_y - P ; . . o -
through mystbcal bllndness, 1s enabled to see what his own. contribution“
Vs . ;

.to love" (RC, p. 413) must be‘ Water is represented by the blood flow1ng

'through the veins of the Christ and 1nto the cup he would offer the other

e e

RSN O ;-
a0 . RR AT -v KRN

celebrantsfln the crowd. In this impulse%§o offer the euchari%tig cup to
« . . J . -

" othersis foreshadowed Dubbo's artistic role as a facilitator and
’ 3 R

.

communicator” of visdion. He becomes the creator of a work which, like the

eucharistic cup, will transmit revelation to those who were not present
\ : , . .

at his own epiphanic experience. - »
. . \ . > .

- Dubbo paints only in the daylight. The presence of llght
. . te
Whlte s symgol of revelatlon, indicates the integrlty of his work:

ey
2

Indeed, hls impetus for painting is stated to be a compulsion to "put an

end to carkness' (RC, p. 453). In the process of painting what -"he had
; , , .

-+ always known, '™

everything becomes for Dubbo "a source ofﬁwonder, not to
say loue” (RC, pp. 433’ 457) . All through one night he is "haunted by
‘ -
the wings~of'the four 11V1ng creatures (RC, p 457). But at sunrlse
R

movements take control of his body" (PC p 457), and the physical

process of completing the painting occurs. ‘%inally, the four llving

B -
'



g
R \
: /
. /

81

creatures of his painting are ”illuminaﬁgﬁf” and the ”crimséh” pain'of
suicide overflows his hands;i"gilded . + . with his own ghld‘” or blood
(RC, . p. 459). - This account of Dubbo s final epiphany is stuaded with
light imagery: the wings- of the 11ders touch his eyelids as though .;g
imparting Vision, he begins to.naint at sunrise, the riders' souls
1lluminate their bodieS~and, finally, when all is done, the liéht.ponrs
into his room. | |
Ultimately the chariot becomes,hin%Dubho's painting, a‘mandala

of unity and revelatxﬁh} It 1s “the 1mage representing .and unifying”vhe

‘olirneys to revelation. The final unity achieved

\ w
- L

foua riders indivﬂf

in Dubbo's phy51cal non- rational representation of the riders is a
' rteisatioq of temporal uniLy and the potential for shared and communicated
revelation suggeQCed in Voss ALf Dubbo's painting is a cryptie expression

of the meaning of,the”whole novel, just as LeMesurder's poem contains the

meaning of Voss% death. But because it ‘avoids the snare of multiple

e

: i o ’ : )
meanings inherent in an intellectﬁ%f expression, Dubbo's painting will be

. s .
more effective ‘at. conveying the conceptgof unity, and the promise that

revelaggpqﬁand wholeness a p0551b1e for -all; the riders in the chariot’
’ . " - . y )
provide a universallx_acce531ble voyage motif,wh!ﬁh is far less'complex

.
: . P k] . .
than_LeMesurier's intellectual exploration and _.expression of the same
A2 - ' . s

issue. . ' . .

. The significance of thevthariot agd: Himmelfarb's death is
shared and reeognised by‘alllfour of the riders. There'is hope that
Dubbo's painting will survive te communicate an»dnderstanding of unity to

others beyond the,four,' The fact- that through its riders the chariot

depicted represents the wholeness of human experience 1s symbolic both of °«

-
~

'1ntegrat10n and wholehesi) and‘of‘the“ﬁﬁzéntiai”universality of visdion.
LT : P S AT N TN SRR - . .

1 T AR
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Like Stan Parker and Voss, Dubbo dies. However, unlike themn,

e

his death occurs not immediateI?farter'be has received revelation but ,

\

‘immediately after he has given that revelation expression. He is the

. v A

first of‘White's visiaﬁéry characters to give %asting exgressioa%gg . .
reyelatién. | | . ‘u |
In the novelé of Patrick White the occurrence of reQeiation is
alw;ys reérésented by liéht imagery. 'HoQéver, in the finai épiphanie§ of
the four riders thefevis é%iadded diménsion'to'this imagéfy. Not onlv is -
. ) / ' '
'revelatign represented by light, but that revelation prodqpeé in each

rider a desire to reach beyond himself and conqugr darkness, which is

récognised as light's opposite. Miss Hare “stdﬁ%le[s]” through the night

“

'1;;owards the light of morning; Himmelfarb realises "the mountains of

darkness mu. t be crossed." Mrs. Godbold:-shoats her "arrows”'%}.the face
of darkness," and Dubbo is convinced he must "put an end” to darkness"

(RC, p. 435). For the first timé;‘the.visionaries.are aware not only

1

that light, revelation, isrpdssible; yut also that the per tion of

light $mplies a future effort,to pierce the darkness they come to realise \\‘

- '
. . .

surrounds them. ' These atteppts to conquer darkness, suggest that im the -

future the vision will be shared and commdinicated. ° h o

- - -

Spe‘epibhanies in Riders ‘in the Chariot lead the riders in a
A R ; ~ 7 ‘

a shared understanding of wholeness

.

jourrev towards each Sthgr, and to@ards
and unity. Paradoxically, a recognition of fragméntation is necéssary_
before‘£he pdssiﬁility éf ﬁqten;ial wholeness can‘bé.recognised:

Through theif.epiphanic experiepcés, the r?dersigéin an
increased understanding of the suffering of éthers: Miss Hare takés part

'in Himmelfarb's suffering; Mordecai Hfhmelfarb‘sﬁffers the péin of all

| oppressed and wronged people; Mrs. Godbdld weepé "fé} the condition of \
X .. . AT
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. all men"; and Dubbo becomes "physically incapable of hating" (RC, p. 457).

By the conclusiongyof the novel, the riders no longer see
themselves as individuals isolated from society by their understanding.

o Indeed, their epiphanies establish in thq"reader's mind the potential
13A “u

e

universality of vision.

A



CHAPTER IV

—

THE SOLID MANDALA: "THE SELF DISCOVERED"

N «
. v

. 3 5 ) .
The Solid Mandala continues White's concern with the recoghition

of fragmentation within the self, and with- th“

‘r.u
.,

There is also an additlonal%concern w1th eﬁte?d%ng the’ revﬂhatory

experience to include others., Indeed the em%hﬁ@f%

-.‘. ., ' 'f"
‘,.}

. ;n\'*
3,
to communicate the 51gn1f1cance of the experlence, to a de51re to enable

"

“iALﬁqgfﬁrom a desire

others to actually experience an epiphany. . ‘ C o
S “'o,\ . o . _ o . .

By

once agaln prov1de a’ useful Way of cons1der1ng epiphanic experience . In

The Solid Mandala the element of characterisation‘receives the greatest

empha51s. Through thé}person of Arthur Brown, White portrays a character
v .
who views eplphanies as fulfilling two- eguallz 1mportant functions On
. ©

‘the one hand epiphanlc experlence ‘may allow an 1nd1v1dual to.come to -

gknow and integrate the disparate functions of his own psyche. Qn ‘the

£ - E RS

s .

" to receive revelation. In the latter event, the individual's own

.

'understanding of onity and-wholenesd is deepened.
The setting of this novel, and of three of Arthur's fourAmajor

epiphanies,  is the dusty, sprawling town of Sarsaparilla._ Indeed the

majority of their lives the Brothers Brown spend within the limiting

confines of their parents home. This setting allows White to portr%{

conv1ncingly thé’mfnutiae that provide a rhythm to the existence Waldo

<,
’ . " . -

84 . .

’.

'other'hahd, the indi&idualfgay, throu%h a shated epiphany, enable anofher”

L .mr -

T

B, : Y . . - N
" The elements of setting; narrative;structu‘ 5L?d .characterisation
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and Arthur share. The geographically and 'socially circu;scribed‘lives of

the two brothers allow White to record precisely and contrast their

'

internal, revelatory experiences. The essentially mundane setting of .3,

N

their lives connects the brothers to‘the’mundane realities of &arsaparillax

the small, town in‘which they live. Thus, Arthur Brown, the most fbily

integrated of the major tharacters in the four novels being considered
)

<

'1s closely connected to the ‘everyday lives of ordinary people through his

.

.{ ’
own essentially ordlnary life. The ordinary setting of Arthur s llfe

graphically joins theiinternai, revelatoEM life to the mundane phys1cal

L\;

realities of yhuman exiStence' his’ epiphanies occur in profoundly ordlnary

physical settings and are shared w1th ordlnary people whom he enables to
o

s

experience the extraordlnary.,.In The ' Solid Mandala the narratﬁve struckure'

is not linear but father is'comprised_of~e1rcular patterns representing
ks . ‘(,’ ) l l \‘
and reflectlng the c1rcular wholeness of- Arthur s marble—mandalas ¢

Part I of the novel ”In the Bus,' 1ntroduces the Brothers Brown 1n terms
~of ‘their perceptlon by the soc1ety in whlch they llve Part IIS Walda,s‘f
} [y ’ A

story, rlpples out - beyond thls to descrlbe one tw1n s understandlng of

)

v ., s

pan

.,

their llves, whlle Part IIX, Ardhur *s section, goes beyond Waldo s

'recollectlons to convey,.a deeper understandlng of reality and of the, .
o/ . .-
relationshlp between the two brothers, and to 3rov1de an- interpretatlon.g

’

-

and an assessment of Waldo s account _The,flnal section, "Mrs. Poulter and
the Zeltgelst encompasses the und rstandlng and revelations of the

previous thfé@f indlcating the p0551billty of further revelation tthugh

£,
5

Mrs. Poulter and Dulcie, who live in,the socuety mos# of White's previous

‘
L

visiomaries have participated in only from the'fringes, and through
Arthur, who may communicate, throngh love, to those within the asylum to,“

which he is. sent. Part I and Part IV are both dominated by Mts. Poulter,
‘ - ! ’ ) - - ’

W
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o

who provides a connexion to the exterior, mundane world that is less

prominent in the "Waldo" and "Arthur" sections. The almost mandalic

v

structure ofy, the four-part The Solid Mandala is an indication that the

" revelatory. journey is near'- at an.end; Arthur has come very close to

v

*.compleﬁ%?}ntegration; the goal‘of the journey. As Patricia Morley notes,

A - P

',;quaternary images, symbolic of mandalic wholeness, occur throughout the

1

noyel:; ”There are fournparts of the novel four epigraphst_four//orners

4 \

-~ to Arthur s dance, and-four marblesh,zh The Brown f&mily makes a quaternitv'

I3 i

in Part I of the novel as the Saporta family will in Part T@I andy o
A Ol

, . .

. - ,;,b " e B
@ﬁThe Jburney of The Solid Mandala 1s almosb entirely internal

N
R N 5 e

-

Through four major epiphanies ‘Arthur Brown moves beyond Riders in the

Chariot s pra isg of;human_wholeness to a tentative“realisation of wholenessy

<

in an individua] who 'is, f1nally, fully consc1ous of the element least.

integrated in hhmsglf and of the harm this imbalance has cauSed . The

’ (] (
four -part mandalic form of the novel s narrkﬁlve struoture.is enhdanced by’ ",

T . . ‘e

Arthur 5 four mandalao marbles The' premise of Arthur s eventual ‘f?

h) ', B n ~ <

n

‘revelation abldes in these marbles whlch he always carries w1th ‘him. fThef'F

e . ~ ) .

first is of cloudy blue, the second of speckled 8old the third has a knot

at the centre and the fourth contains a whorl of ‘green -and crimson c1rclets

"ﬁi.» o

From childhood Arthur possesses these four symbolf;of unity and wholeness

2

HOWever, the purpose ‘and 51gn1f1cance of each must be d15coVered by

R J‘ =
.

Arthur through the processtof relating to those  three 1ndividuals who give
_Ahis life meaning Each of the mandalas has a: specific functionh in one of

‘Arthur's four major epiphanies. In his first - epiphanic experlence Arthur

St

.‘r‘ 14

gives Dulcie the solid blue mandala Which contains and expresses hfgg
, . : ; o S 4 . e

kd

2 RN B .' : ! o
. . « . R : .
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'empha31s m¥ﬁ§);' This epiphany preparas the reader for Arthur s final ;

87

‘
\

unique beauty so that it "would not evaporate again" (SM P. 255) In
the wake of his epiphanic compunion. with Waldo, Arthur protests, "1, would
have given you the mandala but ,you didn’ t show you : wanted it” (SM

v

p. 213). Waldo's response reveals both his desire to maintain emotional

- and intellectual control, and his consequent obsession with order "1,

A‘D‘\ ' \

never caréb K mﬁ@arbles )My thumb could never control’ them' (bM p;‘2l4;;

- / .

1. ’ ‘vﬁ .
realisation in the asylum that he has lost "the knotted mandala” that ﬁas

S

z/‘“ Do

Waldo s and which represents the other, 1ntellectual part of himself

\"

(SM p. 307). His third marble-mandala of speckled gold Arthur gives to.

Mrs Poulter after sheuwatches hls mandala dance and he observ:ng that ?
o . i oy .

her nostrils were stiﬂl slightly flared fromﬁsome experienme recently -

uﬁfered”\(SM p 267), deems she is. "worthy” f 't Was thengdld one in

‘» |

which the sparks glinted and from which' the rays shot upward whenever

&
T

the perfect Sphere was struck by its counterpart" (SM p. 2675 | Arlhur s
wo ' v :

~ own marble 1s conspicuousby absent from his fxnal h@frific fpiphany when

PR bl

he sees he hlﬂSelf is the getter of pain anﬂ the mUrderer of hlS brothar‘
S e ;

(SM . P- 294) ‘ HoweVer, he does retaln h1s marble of Cer%é§*t0 the en

AN \

LA . '3'

. s i '
) when he 1s in the asylum and Mrs Poulter co%es to visit him To the end .

e
' - -,

" he retains hlS an understandlng, and a profound awareness othhat faculty

withln himself that ‘he’ has denied through his denial d; Waldo .~~ﬂ /

’ ﬁ” Arthar's four arble—mandalas each represent a degree ofk j
understanding achieved\Ey Arthur Therefore,—although they are ev1dent
. from the early stages of hls 1ife, they only yiEId their slgnificance

P N o

throughgtheir identity with a Specific indiyidual as that ind1v1dual S e

,.\ 4

'achieves understanding Inﬂghis way they function”as markers on the path

N

to cpmplete revelation. When eaqgkmarble is given‘away Arthur will have .
.. . ] ; B i . . .' : - 3, )

°

R
e T . . SR

e . oo : . /‘ ;
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achieved almost complete integration; Waldo's death indicates that
although Arthur has come very close to integration, he has not quite
arrived at -that state.

In The Solid Mandala, as in Riders in the Chariot, characterisation

A .
performs a primary function. Arthur Brown is the first of White's

A . .
characters to be equally concerned with dthers as with himself, and he is

the first to reach out to others in an effort to share and communicate

his.uﬁdersfanding with them. However, unlike Riders in the Chariot, the

most significant understanding gained by a character in The Solid Mandala
: “

is an understanding of the self. The emblematic function of

characterisation established in Riders in the Chariot is extended in The

Solid Mandala, where the relationship between twin brothers serves as a

metaphor for the phqugen?n of the fragmented psyche. Waldo and Arthur
Brown are each emblemaéid:of essential elements of thé self which are
necessary to the ¢reation of a whole, integréted individual. In his
portrayal of fhesé brothers, White makes frequent allusion to Jung's
understandiqg of thevfour fugctions of the psych Thus, it.is\
appropriate to consider Arthuriand Waldo Brown in terms of these
functions: thinking, feeling, sensation and intuition. At the beginning

of the novel W:7Zo represents the Jﬁngian function of intellect, while
Arthur represents the functions of feeling, intuition a;d‘sensation.

Prior to his first epiphany Arthur is seen to have already a
clear understanding of the oneness of nature and of all objective
phenomena. He is described as_Beiﬁg "at most an animal, at least a thing"
(SM, p. 305). This description places Arthur both in the wp?%d_of.the”'

inanimate .and in that of the animate; he i- _ortrayed as being part of

the greater whole of all existenéé. In the éariy part of the novel he is
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consistently but subtly connected to mature. As a child he milks the
family cow, squeezeé butter»and knen.is dngf{ laughing, ”it“s'my vocation,
isn't it Mother?" (SM, p. 35).. W are~ '»1d nét as an adpléscéntlﬁrthur
Brown adds Mr. Allwright, his bos: ''to wha: heiknew as truest: .to grain’
in wood, to bread b;oken roughly open, to cow—pats,gnegtly, freshly
dropped" (SM, p. 227). The realities of Arthurﬂs life are natural and
essential. He assumes himself to be a natural part of the detéil of his
sur?oundings, which he perceives as perfect but 'could not have told"

(sM, p. 217). In addition to this, Arthur's great capacity to love

implies, as Thelma Herring notes in her article "The Solid Mandala: Two

5

"o

Notes, a capacity to merge."

Arthur's intuitive understanding of the
unity of creation evident in his capacity to merge with that creatidﬁ, and
in his desire to merge with thosé he loves, indica;e that élthoﬁgh he is
re;arded he is,” even in youth, closer to a compi@te understanding than
are the four riders immediately before their fin;l revelation. Thus, fdr
Arthur's aer major epiphanies, the necessary condition for revelation is
an intuitive understanding of the unity of e#istenqg. The people with
_whom“Arthur shares these revelations also have, in varying degrees and
for varying amounts of time, a tentative uhderstanding of this unity.
--In:coﬁtrast to his brother, Waldo Brown is continually placed‘
in settings which evoke images of sterility and which are far distanced
from nature: the house, the library, his own writing. We are told.
"Waldo wished he.éould have conceived a poem,ﬁ but shortly afterwards
“his‘desire to lead a "spiritually celibate" life 1is revealed,'indigafing
thaﬁ\Waldo Brown -15. sbifitually sterile (SM, pp. 110, 116). He
cannof give bifth t; a true poem because-he refuses to participate in the

horld\gr even the human'relatibnéhips involving him. . His refusal,

)
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originating . in fea;, causes him to hide behind a ho..se of cards, a
"barricade of words and percéptl\ns” which have no nubstaﬁce (8M, p. 183).
As,ﬁ'young man he rejects possible éngagement with realiéy,declining even
sexual experience with ". . . such control of himself he was able to

s
laugh afterwards while re-adjusting his hat" (SM, p. 184). Waldo's pride
is in his ability to detach himself from.reality, rather than in any

ability to participate in it. As a youth Waldo is convinced he will

create a great work of art. He regards everyday living as 'marking time"

" and does not see art as emerging from the the artist's involvement with

the forces of life (SM, p.  146). Thus, the title of his proposed novel,

"Tiresias, A Yobungish Man," is derivative, and his myriad notes, devoid

of life, refuse to voalesce into a solid shape. When he is, through

necessity, involved in nature, Waldo's presence is seen as destructive:

". . . he walked along Fhé foaﬁside, thoughtfully decapitatiqg the wéeds”
(8, p. 149; emphasis ﬁine). Even as a child he is a foreignertin the’
hatural world: “WaldosBrown blundered oug, the gréss catcﬁing at his
ankles, the moths and one of his father's papérlbags hitting him in the

face.” Crossing the road he heard to his surprise its foreign surface

under his feet--of the road.beside which they had lived their lives" (SM, .

~p. 170).

In contrast to Waldo's association with the indoors, sterility,
and the quasi-intellectual, Arthur is associated with the outdoors, with
nature and, finally, with the intellectual in 'a real and substantial

3 .
fashion through his»understanding of The Brothers Karamazov and the -

1

Jungian definition of "mandala.”
Frequently'Ar;hu} allows Waldo the illusion of believing Arthur

has not seen his insecurity, and the comfort of Arthur's visibly manifest
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concern. When Waldo is 111 as a result of being expoged, in the middle.
of Pitt Street, to the fecundity and richness of Dulcie Saporta's life,
Arthur visits him and "continues to blub a little té show his brother hé
needed him" (SM, p. 279). Ifonicall?, Arthur does noﬁ realise how much
h;.needs Waldo, and the YWaldo” pért of himself., His rational faculty of
feeling has shown Arthur '"love . . . is more acceptable to somé when
twisted Qut of its true shape" (§§, p.,279;.' In ordep to comforp his
.brother, Arthur willingly adopts a.gesture that in itself 1is not natural
to him, but yhich he makes unhesitatingly"out of a desire to provide
solace to his brother. .
Arthur's.identificapion with his physical enviromment-is the
inevitable result of his act of particularising and appreciating ﬁhe
detail of all he obéerves.through the faculty of sensétion:v the fénnel
on the road to school, the grain‘of wood, bread broken roughly, even frgsh
cow-pats all infrigue Ar#hur with their individual beauty and inherent —
formal inteQrity.? Like Miss Hafe, Arthur rejoices in néture, aﬁd assumes
himself to be pgit of nature's marvellous dance. Arthur's unde}standing'
.of the maﬁdala,aﬁd of human-emotion is eséeﬁtially intuitive. In the
opening pages Sf Waldo's section we are warned ". ... it could have been
that Arthur waéﬁnot~impressed by reason, ofvthaf reason did not concern
himself" (SM; p:\gl). Leter, in bis own section,'Arthur atFempts to
convey to his twin\a sénse of Gth;,other," of the essence of reality.
Waldo's unwillingness to understand causes Arthur to say: '"One day
perﬂaps 1.'11 be able to explain——not‘expl;;n,‘because it's difficult for
ﬁe, isn't it, to put into wdrds—-but“make you see. Words are not what

make you see' (SM, p. 57). He adds, "I forget what I was taught. I only -

remember what I have learnt" (SM, p. 57).
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Arthur's intuitive sense shields him from the intellectual shams
that both,sgstain and bind'hié twin. He '"'sense[s]" that Waldo and his
father, the two confessed intellectuals in his own faﬁily; woeld never
comprehend the eeaning.of the word "toﬁality" (SM, p. 240). Thus, he
realises that he himself must grasp the meaning ef his mandaia—marbles
through his own intuitive sense: "It was himself who was, aﬁd wouid

remain, the keeper of mandalas, who might guess. their fi-.41 secret
through touch and light" (SH p. 240). Even Arthur's”tentagive entry

5
into the sphere of intellectualism is balanced by an.equal receptivity to

. : ’ -y, - 9
intuitive responses evoked by the literature he reads. When he encounters

Jung's description of the mandala symbol, Arthur is "thunderstruck" by
the phrase "or danced" (SM, p. 238). Immediately he senses its personal

significance. Though it is not until moments before beginning his mandala

N

dance that he "suddenly realize[s] what was intended of him" (SM, p. 264).
When he reads of Hermaphroditic Adam, who "carries about with him Eve, or
his wife, hidden in his body," Arthur's meagre intellect does not suggest

he trace allusions or sym%ols to determine their function. Rather, he
.

intuitively connects the essence of the symbolism to his own life: .

“

And if one wife why not two? Or three? He could not have
chosen between them. He could not sacrifice his first, his
fruitful darling whose mourning streamed with a Whlte light.

Nor the burnt flower-pots, the russet apples of his secoad. Or
~did the message in the book refer, rather to his third, his
veiled; bride? Heavy with alternatives and,_ hoarded wealth, he
sat back on the heels of the creaking 11brary chalr, opened his
raincoat, scratched through his flies, rubbed at his rather
cushiony chest. (SM, p. 281) <

1

Arthur shares his love and his understanding with two other

major characters, his "wives,' Dulcie Feinstein and Mrs. Poulter. Dulcie
. v \ . \
Feinstein shares many of the resonant earth mother associations made with

J



hrs. Codbold and she 1s most comfortable and fulfilled in her own home
celebrating the Qabbath with Leonard and their children gathered around
her. Atthur Brown 1s made intensely aware of this when, after Waldo's
death, he visits her home, longing ”for Dulcie to put out her hand to
him, while knowing she would not, she could not" (SM p 308). On this
~occasion Leonard Saporta intones the prayer in pralse 'of his wife, which.

conveys Dulcie s identity with both the family, and Mrs. Godbold, the

3

great’earth-mother figure of Rider% in‘the Chariot: -"She openeth her

o . . . ‘ .
mouth in wisdom . . .. and the law of lovingkindness is on her tongue"

y

(SM, p. 309; emphasis mine). Like Mrs. Godbold Dulcie loves with all
her being, As she confides to Arthur, There are times Y. ,vwhen.l am -

deaf, dumb and blind with it" (SM, p. 155). There is hope that through

loving her family Dulcie will "embrace [the] e recalCLtrant vastness"

she weeps for in her youth (SM, P ‘l39)

-

Mrs. Poulter is linked to Dulcie Feinstein through the great
\

compassion they both have This association is accented narratively in
their repeated identification with ship imagery | Patricia Morley notes
"Waldo 1is reminded of .a’ship's prow by Dulcie s buck teeth and,thev
Feinstein house has a bell which Arthur loves to riﬂg .,M ~* Poulter s
house is repeatedlyidescribed as boat—shaped .}. . Thus Arthur S two
'wives' are connected by an imagistic pattern as well as by qualities of -

8

mind and spirit." Like Dulcie I Mrs. Poulter is identified with her home

and husband at ‘the conclusion of the novel she is seenwcooking his dinnerl
Like Mrs Godbold and, Dulcie Mrs Poulter loves passionately v ”She

;iowed she had loved Bi11., ... . She had %nly to look at’ Bill and would
have melted if he had wanted" (SM p- 297) Dulcie and Mrs “Poul ter arep ,

pragmatit,’compassionate and loving. They are identified with the mundane,

5 L | R
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the practfcal and the ohystcally:real. The hope of further communlcation,
of revelatlon rests partially with them in* thelr everyday sltuatlon |
Having determined the function of setting, narratdve structure
and Characterisation; it is nou possible-totconsidef how the four major
epiphanies‘function to-reveal to Arthur-a compreheneive understanding of

the'unity-of hUmanbenistenEe;vthe'unity possible between two individuals,
‘an expression of the,wholenese Qf‘his‘own world, ;nd the‘almost complete
integration. of the self resulting from a self—awareness so profound he .
becomes aware th only of the specific un~integrated faculty,”but also of

- the degree to which that’facuity remains repressed. ' This process of
realiaation is the internal journey4that’is;Arthur Brown's life.

Three of Arthur Brown's’najor'epiphanies serve both to inorease'
his understanding»and to unite“hin Qith another human‘being through the
act of‘sharing reveiatdon; Each of these three'eﬁiphanies becomes ljke a
mandala as it forme anie%panding circle including Arthur and the person .
'1w1th whom. he shared his preylous experlence, that 1is, hls second epiphany,
shared w1th Waldo,‘Joins Waldo to Dulcie Feinstein, and his thlrd shared
‘with Mrs. Poulter, JoinsAher to‘Waldo and Dulcie: Arthur is the constant
in each of these'epiohanies, and Qith the other three he completes_the
'quaternity{'the mandala reiationship. This mandalic relationship is-\
weakened only by Waldorwho; fearing‘revelatiqn and human contact, turns
from'the role of visilonary when it 1s offered him. | |

'Arthurfs first”major epiphanic ekperience is shared with Dulcie
Feinsteln who "[has] to turn around and. face whatever was in Arthur
'Brown”‘(SM ‘p. 243). .Shortly before leaving on her trip to Europe,'
iDulciefaccepts:Arthur's Yentry into her thoughts" (§E"h- 244). She tells

him "we shall have so. much to exchange and to share" (SM, p. 244; emphasis

©
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mine). However, at this point, Dulcie has no idea what they might share
and exchange, and her "fear that something precious might,escapé her"

1
prompts her to hold Arthur's hand, as though in doing so she might gain

-

an understanding of thase ag yet unrevealed'mysteries (SM, p. 244).
In tﬁis meeting with Dulcie, Artﬁu} exglaims in wonder that
> "the world is another mandala" (SM, p. 245). However, having said this
much, Arthur is aware that he is'JleSS'able to communic;te.with them
.[Dulcie and Mrs. Feinstein], though if‘he hadn't lost the art,vhe would
not have known ?xactly whatlhe wanted to say" (SM, p. 248). Oﬁly one of
ﬁhé mandalas Pf wholeness can adeqﬁately convey Arthur's understénding.
In this meeting with Dulcie;_Arthﬁr thinks of Leonard Saporta and Mr.
Allrigﬁt and is grateful that ''they would never divide, like the others
. [Dulcie, Waldo, Mrs. Poulter and his parents], in front of his eves, into
the two faces, one of which he might not have recoénised if it hadn't
been his own" (SM, p. 249). Arthur isna‘pa;t'ofveach of the other three
members. of hi; family. Together they form one mandala. He is also a
. part of the mandala including himself, Waldo, Mrs. Poulter and Dulcie.
Thus, for him, each of their faces divides, so that he sees both their
couhgéngnces and his own. Arthur feels a strong sense of reSponsibiligy
s to these ”oﬁher” people, as.thoﬁgh he were their shepherd or guardian; He

1

fears for Waldo "for some lack of suppleness in his ,relationships with

other‘people,".and he fears'that Dulcie may not be intended to marry
. Leonard Saporta and Qill be deprivedﬂof expressing herself through
.fecundity aRq léve: _”without his.help'she'would haye no means of relieving
her continué&pdrouégt, of filling her dreadful emptiness" (SM, p. 253).

- “Arthur conceives "the idea of giving Dulcle Feinstein one of his solid

mandalas," to relieve the drought and fill the emptiness, His decision
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is not changed by her news that she will marry Sapnrta, tor at this
moment Arthurvrealises the blue’marble is an expression oif the other
"solid" mandala formed by the relationship between himself, Dulcie, Mrs.
-Feinstein, and Leonard,vthe'célebrants of the hnion between Dulcie and .
Leona;d: "There was now, no need, he saw, to offer the mandala, but he
Qould, because he still wanted to;,because thevaere all four, he and.
Dulcie, Mrs. Feinstein and Leonard Seporta, so éolidly united" (SM,
pP. 2545.

Before Arthur gives Dulcie the marble~mandala she "[does] not
see Yer? clearly"_that Arthur must not "escape" from his twin (SM, p. 255).
She herselt has made her own escapé’bothufrom Wald; Brown and from the
possibility of understanding. Through his‘gift‘of the blue mandala
Arthur gently returns her, enabling her to "face the truth . . . about
ourselves——in/particular my own wobbly self" (SM, p} 255). Finally,
Dulcie is able to leugh ?for’the riddle solved"™ (SM, p. 255). Though she
has to strnggle, tg ""gasp for breath above the glass marble,'" Dulcie
Feinstein succeede\in eenfront;ng.herself and her weakness and, through
Arthur's‘giftlof léne\‘is able'to continue on her own journey to a
revelatlon that will be gerlised\}n the mandala of the famlly she will
-bear (SH Q. 255). Th/ gift to Du1c1e of the blue mandala is also
Arthur's recngnition of her beautyJand his assurance that it will "not
evaporate againﬁ (gg;'p; 255).‘ Years later, when Arthur visits 6u1cie
'Saporta;fthe gtandmothet‘with hair on her lip, we are told: "Only‘het
beauty still agldw inside hetzrenealed Dulcie in the o0ld woman of fuzzy
sideburns and locked Joints caged by her own back' (SM,« p..308) Her

famlly, rad1ac1ng around her has become her own solid mandala. Arthur's

‘own particularﬁepiphangc experience 1s his realisation that he, Dulcie,



97’

. \‘\\
e
Mrs. Feinstein and Leonard,'aré solidLy un%ted” in one mandala. However,

he also shares in Dulcie s epiphanyw“fofibgé g immediately after his own.

I}\.l

. His joy - 4s in enabling others to\gnderstand something of what he has
\l

grasped intuitively, and‘ﬁo share wich;them a moment of union. In thie
epiphany with Dulcie, Arthur‘experiences the union possible between all
‘:individuals who recognise and celebrate one another S essence.

A shared eucharist of bread and milk provides the form of
Arthur's second epiphany. At the time of thic epiphany the Brothers Brown
are retired and inhabiting the corners of\one another's lives even more
completely than before. After the passage of many years Arthur still
fears that his twin, in his undeclared vuinerability, lacks the capacity
-to love another human being. On the day they return from'the walk on
which Waldo decides Arthur should die,lOAArthur Says'tovhie twin: "I
sometimes wonder‘. . whether.you have‘even been in love" (SM, p. 207) .
Waldo replies, "Of course,'" but he suspects "even his own syntagﬁ (§§,
p. 207). Arthur deeperately wants to help Waldo, but"adnits it may be
his own mental simplicity that prevente him (§§,:p‘ 208). Waldo, refusing
to face edither his'own inadequacy or tﬁe unbounded 1pve of another human
. being, desperately relies, like Voss, on his onn will: '"you can overcome
anything by will. If the will, the‘kernel of you; didn't exist-~it |
didn't bear thinking about".(§g,.p.'208). In his fear Waldo flees the
. confines of the house and Arthur's supplicatiné eyes.A But he can make-no
inpressionwon the natural world either: the tall érass springs back as.
soon as he passes (SM, p. 208). Returning to the house and Arthur who“
’ waite for him, Waldo .weeps ih the lamplight that has given Arthnr's,

features "a certain strength" (SM, p. 208). His retarded brother leads

Waldo inside where he is comforted by Arthur's ''vastly engulfing arms,"
) _ y ATt .
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and "all the bread and milk in the world [which] flowed out of Arthur's
mouth onto Waldo s lips" (sM, p. 208).

This epiphanic experience is the most conpieteiy "shared" of
~any White epiphany to this point. In light of Waldo § reception of the
elements of bread and milk in a ceremony through which the two brothers

sneary faces lare] melted together" (SM, p. 208), Voss's attempt to .
place word wafers in‘the mouth of the distant Laura seems but a dim

shadow of communion. Waldo and Arthur "flow together" in the bed which
had been their parents', as time "swoops in waves ofﬁYellow fluctuating
light or'grass” (§E, p. 209). Arthur is "determineo Waldo should receive"
the comfort and love that in spite of Waido's protests to the«contrary,
Arthur knows his brother has not experienced before (Eﬁ, p. 208).
_Significantlyt Arthur does not offer his brother the soiid mandala with
the knot inside. On ‘this evening he knows Waldo need5 most the physical

experience of loving another. Only after his acceptance of this

experience could Waldo be receptive to the resonant symbolism of the
’ ~

marble-mandala.

. However, the attempt at a relationship finally does not change‘

Waldo. He remains a pa551ve though palpitating doll in Arthur s arms,

and ih the morning he begins "almost at once, to twitter, for Arthur's
illusion of love . y ." (8M, o~ 209). Waldo immedia;ely washes.uo the
bowls. they would normally have left in an effort tO‘remove the‘evidence

of the1r communion and his own weakness, and to prevent himself giving
room tovhis thoughts" which Arthur'might ”pounce on" (SM p. 209). 1In

-his execution of these acts Waldo denies the significance of the revelatory

experience, thereby guarding himself from further involvement. He has not

-accepted the unity of himself and his brother,‘therefore he is not in a
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condition to receive the knotted mandala. In tnis sense, Arthur}s efforts
have failed. Waldo's epiphﬁhy;bas no lasting significance for him; the
knot 1in thé~mandala is never ﬁntied.' Like Voss, Waldo has ﬁb unaefstandiﬂg

‘of the paradoxical truth that:ﬁhrough the admission of‘weakhess human
beings discover strength. He clings instead fo the shreds of his will

' hY

. . o ‘
which are destined to disintegrate, leaving him in fear and trembling at

"the horror" of his life. - ¥

A cathartic mandala dance is the medium of Arthur's third -

epiphanid revglation. While he is out_walking.with Mrs. Pqulﬁe , Arthur °

0

is fascinated by her hair. Warmed by the sun, it seems to Arthur to be °

‘leadiné a life of its own. As he strokes it, Arthur "suddenly realize[s] ,J

what [is] intended of him": "I'm going to dance for you Mrs. Poulter.
I'm going to dance a mandala" (SM, p. 265). Waldo's response to Arthur's
o . . .
lovingkindness is a proud and self-conscious passivity that ensures his

- disassociation from events, and a consequent security that he cannot thus
. N . ) . . - . 2 ’ ’ )
be held responsible for them.. .In contrast, Mrs. Poulter accepts -

involvement by respeéting Arthur’s dign%ty anq'not laughing at his claim -
that he will dance a mandala for her.

Arthur dances thellivés‘of'the four ﬁeop;e who form the mandala

of his ownllife: himself, Dulcie, Mrs. Poulter and Waldo. His dadbe!of
himself is "half clumsy half electric,' conveying both his physical

awkwardness and, through the imége of electricity,.his visionary function.
.. . - ¢ v

His dance is "always prayenful," though it rejects fhe forms of organised
religion: ". . f”ﬁ?“hqgn’t been taught, 1iké the grocer, to go down on

* bis knees and stick his hands together"; instead,_ﬁe offered his prayer
. ’ &

f

"to what- . he knew from light and silences" (SM, p. 265).11 This’

affirmation of faith, which includes é rejection of:qrgaﬁised religion,‘ /

¥
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is the manifestation of Arthur': previously pronounced opinior that:
. . P .

"Everybody's got to concentrate on something. yhether it's a dog
or a glass marble. Ur a brother;  for instance: Or our Lord;“like'Mrs.
Poulter says" (SM, p. 200). This statement'gives exbression not to a'_
blaephemy that is the product of Arthur;s‘simplemindednese['bUt toﬁhis
profound belief in the potential_divinity of alllcreationn andvin‘man;s
need to~express his faith.. The object of this faith is not of 'U;N;‘”
significance to Arthur, uho\cares only that people ‘reach beyond them%elves
"~ in an attempt to become one with‘something outside»themselvesr1eTheJlast
thing Arthut dances in hijs corner is,the MdisC of the«orangé sun, above“
1cebergs, which uas in a sense his beéinnlng, and should perhaps be his
end" (§§, p- 265) Significantly,.Arthur S eection of the’novel beginq
with’his childhood observation of "the red”goldvdiec of the’sun",(gﬁ,'
p. 215). Struoturallz, this repeated reierenCeteontaine'Arthur’ew
experience in a circle,‘or mandala 'of wholeness Wthh is fdlly completedﬁ-’
" in the novel s last- references to Arthur: before going to the asvlum,?ﬁ”
Arthur begs Mrs. Poulter to bring orange Ju—Jubes when she visits andzhe -
1s finally seen focusing on' "the orange~disC‘of the sun!' (SM p. 314)

ot In Dulcie s corner’ Arthur dances his love of her and Len
Saporta, and of their children yet to be born Including Arthur himself,
‘their relatlonship forms' another mandala. Again; Mrsf'Poulter iSIWilling
to'receivetl "Dulcie stecrets,.he,could see, had been laid bare in the
face of Mrs. Poulter" (sM, p 266) ‘In’MrsL PQulter s‘own corner Arthur
'dances a rite of fecundity, '. ;j. of ripening pears, and little rootling
suckling pigs" : then, ultimately, he offers himself as the ''child she had
never carried in the dark of her body" (SM, p. 266). He willvrest,

part of her, under her heart, in the Same way Hermaphroditib Adam carries

N . »
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Eve about with hiﬂu13 Only after| her own dance, when she is "so obviously
moved,' 1s there any suggestion that Mrs. Poulter wants té "throw the
vision off" (SM, p. 266). Arthur will not allow he% to do soy* and
succeeds in presenting to her Waldo's dance and the central dance of "the
passion of all their lives“ (SM, p. 266). -

Arthur's‘dance of Waldo does not succeed: ”ﬁe couldn't dance
his brother out of him, not fully" (SM, p. 266). Waldo's '"words and
ideas skewered to paper" pin and persecﬁte Arthur as he attempts to rise
"in pure flight" tEﬁ) p. 266). Their double image is "never quite united"
(sM, p. 266)'. Arthur's frenzied movement succeeds only in creating a
desert of the grass upon which he moves. Thus, we see how Waldo'g barren,
parodic\lntellectﬁalism“destrois natural growth and is itself "dead" (SM, -
‘p. 266). Arthur's failed attempt to daﬁce his brother out of him
foreshadows his ultimate realisation that he has'committed murder on his
twin' (SM, p. 294).

. rthur's fénal -ance 1s an expression of the tumult and intensity
of t 2ir four intersecting lives. As he dances Ee assumes the form of the
cfuciiA d ¢ rist, "the blood running dut of the backs of his hands’, water
out of the hole in his ribs"‘(§ﬂ, P. 266). In his dance Qi willingly

offers himself bofh as a gift of love to those he loves and as a medium
14

of revelation to ﬁrs. Poulter. When he wakes, as though fesurrected,
from h;s sleep of exhaustion, Arthur sees Mrs. Poulter's nostrils are

. "slightly flared, from,spme experience recently suffered" (SM, p. 267).
Suddenly he "knows" she"is'wérthy of the gold mandala with its gold sparks
that shéot upwards "ﬁhénver the perfect sphere [is] struck by its
fcoungerpart” (SM, p. 267). Mré. Pbulter knows instinctively tha’ the?

marble-mandala is "'good,'" and will later come to know its signifibagle
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more fully. The rays of light whicn-snoot fpom Mrs. Poulter's mandald
are représentative of the love and underétanding with which she will reach
out to others and, symbolicqlly,.up to a furthér understanding of
wholeness.

Through his mandala dance Artnur has given of himself in an
effort to reveal his understanding of iove and wholeness to Mrs. Poulter.
In this much he succeeds. M?s. Poulter, ac;epng his éift, an indication
that this understanding may be carried beyond the-two of them. However,

o

his failure at Waldo's dance evidences Arthur's indbility to understand
and infegrate fully the elements'of.intelléct and will in his own
personality. The obvious distortion of these elements in Waldo fepresentsn
their lack of redognition and integrity in Arthur's own psyche. anough
thé failure of his Waldo dance, Arthur begins to realdse that his struggle
for unity, both with his brother and nithin himself, is impeded by his
. inability to understand or to accept his an thinking function. Thi§
dawningvrealisation will, in the findl epiphany, emerge as the horrific
revelation that he has killed his brother, and thus, an essential elemenf
of his own self.

The actual mandala dance, then, expresses‘Arthur's understanding
at a certain instant in time only, of his relationship with the thfce
most significant figures in his life. InISpite of the fac:- that he
dances a mandala dance symbolic 6f unity and whd?bﬁéss, Archur's
understanding is far from complete. He has consciously rezlised who ought
tovreceive the gold mandala, but he has also become disconcertingly aware,
for the first time, that he may. not even understand the brpther he has

spent his life trying so desperately to save.

Arthur's final revelation paradoxically both completes his
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understanding, giving it a semblance of wholeness, and, at the same time,

;eveals to Arthur the effect of his attitude which ‘has kilied Waldo and
the Waldo part of himself. Théugh Arthur would have given the knotted
mandala to Waldo, he does not want Waldo ﬁp read his poems in which
"there [is] a kind of blasphemy against life," against””the always
;ltering féce'of the figure nailed on the.tree” (SM, p. 293). The figupe
nailed on thé ;ree, the suffering Christ, represéntS'the pain and
anguish of human existence Arthur h#s sought to deny.in the emotionally -
crippled figure of his t;in. Arthur has recognised, and‘séught to rectify,
Wald;'s inability té love others but, in spite of his léve of Waldo,
Arthur has given no recognition t? Waldo's suffefing nor tb his desperate,
1f stunted and distorted, attempts at intelleggualityh'~After Waldo hés'
burned the barren, inéffectual.papers ﬁhat were his oniy hope of -
fulfillment, he goes to his bed, overcome by‘his hatred. When Arthur
enters the room he "sees" more than his brother's facé: 'And Arthur saw"
;—he saw that "Waldo was preparing to die of the hatred he [Arthur] had
bred iﬁ him," and that "he, not Waldo was to blame" (SM, p.. 294). Arthur,
wﬁo could go'”éruﬁbly" forflové,-now,crumbles at the death of it. This |
_‘ultimafe fragmeﬁtaﬁion of‘his self has no pétential for re—ﬁnificatidn.
In the end it is, ifonically, Arthur who seeks td'throw off‘Waldo, whose
fingers‘were "dgtermihed to bring him to trial™ (SM, p. 294). Voss and
" Mrs. Godbold cry for the suffering of all hﬁman beings, but Arthur Brown
cries out for the suffering he haé‘unkhowingl§ inflicted og his brogﬁer
and now bears’himself. He has not given Waldo his knotted marble; he has
‘ - _ .
simply lost it, just as ﬁe has lost the opportunity to resolve the knot

. that is his relationship with Waldo.

The marble-mandalas will outlive Arthur and, by the conclusion
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" of the novel, we are shown the potential of their owners to reach out to
others. These marble-mandalas, foreshadpwed in the chariot of Riders in

the Chariot, are tangible expressions of unity and wholeneéf and are
: ’ \

Arthur Brown's legacy to.those he loves. Mrs. Poulter and Dulcie, unlike

¢ A\

' Miss Hare and Mrs. Godbold, are sociable members of society. \$here is
. ’ A
justifiable hope that they will communicate their understanding\po others

particularly Dulcievwho, like Mrs. Godbold, 1s surrounded by her\brood
\

‘children and grandchildren.

|

Arthur Brown has come closer to integration of the self and

complete unity with ahother human being than any other White character

considered thus far. Through his understanding of The Brothers Karamazov
-and the Mandala and Adam definitions, he has come to a genuine, albeit

limited, intellectual understanding. However, in spite of tﬂis optimis}ié

beginniﬁg, Arthur Bfownuwill\never fully integrate his thinking function.

In killing Waldo he has destroyed thét function witﬂin himself.

Arthur;s'great, but partial, integration of the self is not

entirely negative., He is connected with several allusions to androgyny,

which is itself‘an eipression of tﬁg ultimate totality of humanness and

the greafest possible completion of the self. Tiresias who fascinatesArthy; |
. with his life span seven times that of the ordinar&vman and his experiengé

of being a woman lbng enough "to know that he 'wasn't all tha;Adifferent;"

repregents the possible androgynous completion of humén experience (SM,

p: 224). When he-is reading in the library during his old age, Arthur

égain mentions Tiresias to:Waldo: "I was thinking about Tiresias. |

- ; _

Ho@ he_wés ghangéd into a woman for a éPort time . . ." (SM, pp. 282-83).

i'Arthur'hiﬁgelf is a tentative exploration of Tiresias and ph%'Hermaphroditic

v

Adam inasmuch as he pafticipates'fully'and empathetically in the lives of
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two women, and iy concerned about realising the "female" in his own’

nature. ¢

Arthur Brown has brought to each of his first three epiphanic
experiences a desire to share with another his understanding and vision.
This element of altruism is not present in the epiphanic moments evident

-

in The Tree of Man, Voss, or Riders in the Chariot.. He assumes that true

unity can only be achieved in communion with at least one other human
being. Thus,‘the epiphanieé he experiences are of éreatér profundity
than those experienced by characters in the three -previous novels
considered. Indeea, even Arthur's final epiphany involves, in a
paradoxical way, Q;Other hﬁman beingi Arthur's final revelation‘is of
his inability to reach and communicaté'with that individual énd Qith the
part of himself that 'individual répresents} Through his epiphanié
experiences Arthur comes to kndw the ﬁossibie upity of all people, at
least a brief union with another, the sharing of his undérsganding of
_totality with anéther, and, finally,'his‘pwn incompleteness as an -
individual and as a lover of others.

It would seem perhaps that Arﬁhur Brown has gone aévfar on
Jqﬁg's path fo integréfion as 1is humanly possible. Indeed, White does

n x again consider exclusively the specific issue of human wholeness

until he has completed three more novels and one work of short stories.

Then, in 1979, The Twyborn Affair is published. This novel pursues as

its major theme the issue of androgyny, an issue whose seed is found in

~N

The Solid Mandala but which is not _considered in any depth in the

intervening works.



CONCLUSION

The four novels ‘examined in this thesis provide a convenient
unit for considering.Patrick White's employment and developmeént of the
epiphany involving-a quest for unity. This group of works is preceded by

The Aunt's Storyl which explores the tension resulting from a strugglé to

reconcilé’the seemingly irreconcilable realitiés of madness and sanity,
appearanée and reglity;- Through his protagonist'Theodora Goodman, White .
.inverts the accepted'understanding of fhese opposites sé that®as Theodora
ibégins to grasp the reéIities of her existence, she is regarded as insane
By those who detérmine.ﬁhe norms of fhe established‘éoﬁiunitj. By the
end of her’ life Theodora comes to accept the seeminé.incongruence of
madness and sahity, illusion and reality, éna life and death as being
"eternal complement[s]" of one another (AS, p. 285). 1Indeed, she is,
ultiﬁately, unable to distinguish between them.. In tﬁe conplusion of "the
novel White uses Theodora's seeming intellectual inadequacy to suggest
that the confusion between opposites may actuaIly be indicative of a
cosmic contlnuity that transcends all socially prescribéd boundaries.

The Aunt's Story does contain epiphanies. However, these

epiphanies do not involve a quest for unity. Rather, they reveal only
that the borders between a set of appareﬂt opposites are blurred, and
that these opposites can only be understood if accepted without fear.
Theodora Goodman herself does not emhark on #ny revelatory journey
to@ards an understanding of this continuity or of any concept of.unity or

wholeness. Her life is lived in a perpetual state of "angst" which is

t
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. . a . 4 &
only superficially resolved by what Patricia Morle& terms the '"ironic

\

_ triumph of the reasonable ones"2 who place her in-a:\ihstitution'and

‘blandly encourage her to tell her life's story.

The Aunt'sﬂStogy only outlines the issues gfappled_with and, in

‘

some cases resolved, in the four subsequent mnovels. The oneness of

‘exlstence, the concépt of an existence in process; theﬁfragmentatibn of

the self, are barely hinted at in The Aunt's Story. These realities are

not revealed to Theodora, nor does she in anyrwayfpersoﬁal}y confront or

deal with them.

The Vivisector, appearing in 1970,‘is'Wh1te's first ‘novel to be

published after The Solid Mandala, the final of the four novels considered
in this thesis. Part "Bildungsroman,' part account of "the artist  in

torment," The Vivisector3_sdggests an identification between "ggodd," the

divine vivisector and artist, and the human artist who is a '"destroyer-

: 4 ;
cum-creator." There is no emphasis on the artist as communicator or

saviour--a role Dubbo assumes in Riders in the Chariot. Rather, the

v

subject of The Vivisector is an artist's obsessive, inebriate, at times

even masochistic, search for personal tfu;his In his frenzy Hurtle

'1d disregards or brutally sacrifices all those whose suffering or
ry

1 ht distract him froﬁ his chosen g9al. Duffield's own character_
are him from becomiﬁg a commuqicafor of 'any vision he might have

att - “hus. The-Vivisector marks a’change of concern on White's part,
fr-m che " nd communicated revelation of The Solid Mandalaito a.
strictl Jn<ividual appre.: sion and celebration of life as both "shit

and lizht" tha. “nvolv:s no impulse to share or communicate understanding
beyond a total.,; selfis. artistic expression created with no regard or

allowance for the beholder (Viv, p. 76)." Hurtle Duffield's epiphanies
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are always individual, never fully shared or communicated. His final
. ' . ' - g

epiphany reveals to Hurtle the richness of the "unnameable I-N-D-I-G-0,"

‘ , : o
~his "last and first secret, " which is also an individual revelation of

divinity: "Too tired too end-less obvi indi- ggodd” (Viv p. 617) This -

eplphamic experience reveals to Hurtle the essence of a colour whlch is

N 1

the only understanding of "the qther Rurtle's obsessive temperament can

;perceive.
o o ‘
Obviously the concerns about the shared and communicated

epiphany, and the epiphany of the self established in Th Solid Mandala,

D

. are not primary concerns in The Vivisector. However, White does not

abandon these issués altogether. In his:most recent novel, The Twyborn
Affair, published in 1977, White returns to the central concern of The
-Solld Mandala, the ind1vidual s struggle to recognise and integrate all

N

the dlsparate elements of.the personallty Arthur Brown, the divine fool

of The Solid Mandala,'particularises this concern in his concern with the

integration of the male and femaleraspects of the psyche. At one stage
Arthur concludes that Tiresias'was.a woman long enough ''to know that he
wasn{t all‘that dl}ferent” (SM, p. 224). However, Arthur does not fylly
succeed in'integrating the disparate elements of his personality; atkthe

close of the novel he is still involved in the quest for unity. The

Twyborn Affair offers an expression and exploration of the quest

”fulfilled," of unity realised. Eddie Twyborn and, his mother Eadith
share an epiphany so total in its revelation‘that we are told "Their
harnony by now [is] a perfect one" (TA, p. 423).' Indeed, Eadie Twyborn
achieyes the unity fdr which Arthur Brown struggles a lifetime. Sitting
in a garden during the blitz, Eadie realises what findlng her lost child

means: "Eadie said I must not fail Eadith now that I have found her

¥

&
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W oo

Eadith Eddie ho~matter" which this fragment of myself which I lost is now

returned where it 'belongs" (TA, p. a32§§ , .

EI

ltageouslx.eXplorihg the feminine element of his own psyche,

2 - [0 . : *T .
Che protagonist of The Twyborn Affair, discovers the truth

of Arthur Bfown's intuitioﬁ‘aboﬁt Tiresias and- is finally able to

»
-

communicate this truth to his own mother. Eddie's acceptance of both the
' male and female elements.of his ésyche forces the restrictive m'stique of
.- N Al . - "y

generic identificatienlto-recede-ih the“face of‘emotional~urgency At

one point’ Eudoxia suggests, "The difference between the sexes 1is no worse
7 ' [P
than their appalling 31m11ar1ty” (TA P. 63) ’ This statement encapsulates

White's atlttude in thlS study of androgyny ""His work does not trivialise

s

o
the complex1ty of the mascullne/femlnlne relationshlp w1th1n the

1nd1v1dual. ‘Instead, The Twyborn Affair demonstrates how sexual wholeness
can“be aehieved thrbﬁgh a hhman love that ttaﬁscends the particularity of
gender; Thds, Fadie waborn is ableito acceht Eddie;s,requnse to her
questioh,."Are you my eoh Eddie?”: ”ﬁo, but I .am your daughter Eadith"
(TA, p. 422) .

Eadieﬁs courage allows\him, iike Arthur Brown, to act as an
”enahlet"; he btings others to face themselves end thus to receive
revelation. He gives Angelos Vatatzes "the oniy happine;s” he has "ever
known," allows Phil;p Gravenor to accept his homosexuality, and brings
his own mother to an acceptance of her lesbianism.

| The name "Eudoxia' means féood teaching;" and Eadith means
"bestower ‘of happiness;" ‘Through the courses~ef the novel Eddie assumes
both rdies.to facilitate,uhderstanding in those he loves. The name.
Twyborn-is obyiopély a playlon "twice~born," and may refer to the Greek

character Diogenes, who was born of a union between Arabs and Greeks and

-
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who, as a guard of the frontier between thg.two, was considered to‘be &
”brinéer of peace;’"6 Eddie, too, 1s a bringer of peace; he restores
harmony begween the masculige and feminine forces within himself, and
égables others to  summon the courage to attempt the same.. Eddie Tyyborn

chooses the path to integration in spite of the: profound uncertainty he

expresses in his diary: '"The real Eddie has not yet been discovered and .

. perhaps never will be" (TA, p. 79).

Several conclusions can be drawn about the form and development
of epiphany in the work of Patrick White from a consideration of the four
middle-period novels. ‘The increasing complexity of revelation frém The

Tree of Man to The Solid Mandala results in a changing emphasis on the

elements of setting, narrative structure and characterisation.

Stan Pérke}, the inarticulate prot;gonisF of The Tree of Man,
receives his revgla?ioﬁs'through the natufal'world;‘ Because Stan is
inarticulate ana because his perception‘does not extend beyvond the
realities of his farm and his.family, the elément of setting is mogt
prominent in this work. Each of Stan's four major rebélations occurs -
throughba natural manifestation, while even his final epiphany of
"oneness" is a revelation of the unity of nature and does not extend to
includé humaa beihgs. Indeed,-Sgan Parker's inarticulateness prevents
him frow either sharing or communicating his understanding; in the end he
says nothiné of iméortance.tq his wife, offering her onlyfan'ineffectual
platitude: "It's all right" (TM, p..478). S "; ’ .

Iﬁ Voss White extends the understanding of unity to include:
.both natﬁre and, tentatively, Lagra Trevelyan, another human being.

Narrative structure becomes more prominent in this work. The journey

motif, the major structural device, is employed to describe both Voss's

]
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external "journey across the interior, and his revelatory journey towards
an understanding of wholeness that is, albeit im an abstract way, shared

with another: Laura Trevelyan consumes Voss's wafers of words, and when’
he dies her fever breaks and she acknowledges his death saying: "It is

over" (V p. 395) However, the revelation of unity received by Voss 1is

still priﬁarilyfa revelatilpn of natural unity; the focus is still on the

external. Voss 1is afraid tof look closely at himself other than to realise

man's greatest strength lie$, paradoxically, in his capacity forshumility

v

rather than pride.

s Riders in the Chariot, the third novel'considered, moves ' from

an emphasis on narrative structure to.an emphasis on charatterdsation.
Through chéracterisation the fragmentationvand thevpossihle reunification-
of the self is.considered; LCharaeterisation>is expreSsedvthrough'theny
association of individuals with’a mysticeI'tredition, a.Jpngienffacuity,
a sense, and a natural*elehent. The setting ot each rider is.not physieal

I3

but rather is a specific’mystical tradition. In this work the journey is

pe

intefnalised and takes the form of a ehoreogrephed dance thatﬁcauses all -

four riders to meet‘eachvother,'and to come together at the Godbold shack

after Himmelfarb's crucifixion. In R1ders in the Chariot revelatlon is

shared by the four rlders who recognlse each other as fellow v151onar1es,
share a vision of the chariot, and recogﬁise the fragmentation within '
their individual psychee.‘ However, although they share their uhderstandlng
with one ancther, the riders are only partlally able to reach out beyond
themselves to communicdte their’ revelation to others who were not present
during the epiphany. There is hope that Alf Dubbgﬂshpainting.of.the

riders inithe chariot may soeak to others. of a unity betweeh~el; people;

and of a future, shared revelation. /But there is no certainty thig will
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occur,

In The Solid Mandala the final'work considered; the emohasis
on characterisation is increased However, in this work, eharacterisation
1s expres.ed through an examination of the ftagmented psyche, and the
consequences of the individual's choice‘to either.pursue or abandon the
path to reintegration. Arthur and Waldo Brown, while being convincing
eharacters with individual traits,'are'primarily emblematic. Waldo
represents the individual-who refuses even to recognise the disparate
e;ements of his bsyche and is, thus, unahle‘to-hegin the procese of
breintegration. Arthur, on'the;othet hand, represents the potential
-achievement of one who has the conrage‘to ;ecognise these elements of his
psyche and_heginvthe painful path to reintegration,
‘ . The epiphanicimoments shown in the novels:of Patrick White'
evidencelthe influence of James‘Jo&ce}s understanding of er »hany as
beingathe liberation and'expression'of the essence of objkcts, people and
'moments; Joyce made hlS eplphanic experlences from "the bread of everyday

: L1

llfe,ﬂ the mundane experlences that gdve life structure. White's
ep;phanlc moments occqr in ‘even .more detetminedly'physieal circumstances
than’those‘portrayed~in.the works .of James Joyce.’/The Joyce epiphanv
does'not dnyolve two or more characters who ehafe.a reveiatory momeny(

vHowevef, the epiphanies portrayed in White's vorks develop towards an

14

" epiphanic experience that is both shared and communlcated James Joyeei
portrays\a klnd of spirltual elite who, although often treated 1ron1cally,

- é;_pe:sist in‘regarding themselvee as poséessed of a spiritual sensitivity

"denied the’ponolation at larée ' Whlte s masor characters do not

consciously form ‘a spiritual ellte ‘They have a‘vested“emotional interest

in “the world and the people around‘them, and do not regard this world as
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a purgatory.between é?iphanies. Indeed, Patrick_White writes from a
desire to hring a'perceptioA of the infinite’to his readérs. His impetps.
vfo; expiofiné the gpiphanic expérience throﬁéh various individua;isea
figures is a co lilction. that all peoplé have the capacity for receiving
revelatipn; eacﬁvbf thé majorlcharaéﬁérs in the four névelé»coﬁsidefed
portrays é different aspectrof human expefienﬁe. Taken £ogéﬁher, these
char;cters provide a convinging.statement‘of Wﬁite's c%n?ictiop'that
revelation‘is poésiﬁle for all tﬁoéévhho.have éhe courLge to‘choosé it,

' .
A v

regardless of intellectualfprowess or social standing. .



NOTES ' -

Introduction

-

lThe Lree of Man, published . in 1956 was White's first novel to
be written completely in and about Australia, and the first -to consider

“through epiphany, the concept of the wholeness of existence. The three

subsequent works, Voss, Riders in the Chariot and The Solid Mandala,
continue this emphasis, whileexpanfling it to include an understanding of
the potential unity of the individual psyche. The Vivisector, the novel
published after The Solid Mandala,. evidences a change in thematic focus
to a consideration of an artist's obsessive search for personal truth.
There is no emphasis on the importance of a shared and communlcated
revelation

2Patr1ck White, The Tree of Man (Rlngwood Australla Penguin

Australia, 1956) Hereafter cited as TM. 4 _ o

'3Patrick White, Voss (Ringwood, Australia: Penguin Australia,
1957). Hereafter cited as V. - '

Y

4Patrick White, Rlders in the Chariot (Rlngwood, Australia:

>Fenguin Australia, 1961). Hereafter cited as RC.

SPatrick.White, The Solid Mandafﬁ,kRingwood, Australia: Penguin

Australia, 1966). Hereafter cited as SM. ;

6Patricia Morley, The Mystery of Unity: Theme and Technique in
the Novels of Patrick Whlte (Montreal: McGill-Queen's University Press,

1972).

7Peter'Beatson, The Eye in the Mandala (London: Elek Books Ltd.,
1976). ‘ w ' L,-J

8Morley, p. 22.
9Mérley, p. 22.
loMorley, p. 109.
Myorley, p. 114.
lzBéatson; p- 75.

3Beatson, p. 75. Beatson suggests White 'éppears closest in
spirit to the T. S. Eliot of The Four Quartets” however, he offers no
elaboration of this suggestion. -
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~ 4Beatson, pp. 9-10. This three-stage movement is first
referred to in Chapter One of Beatson's work. It is interesting to note
that while Beatson recognises no progressive development of the epiphanic
process from novel to novel, he does recognise that "each novel contains
a seed that unfolds in time to become the preoccupation of the next"
(Beatson, p. 4). This "seed" Beatson sees in terms of an evolving symbol:
"Stan Parker's lonely vigils in stony places are transformed into Voss's
obsession with the desert" (Beatson, p. 4).

5Beatson, p. 75.

l6Patrick White, Flaws in the Glass (New York: The Viking
Press, 1981), p. 193. ,

l7Flaws in the Glass, p. 251. s

" ; l8C. G. Jung, Analytical Psychology: Its Theory and Practice
(New York: Pantheon Books, 1968), p. 182. l

' 19Aristptle saw "plot" as the most important constituent of
tragedy. He divided plot into two essential elements, "peripeteia," when
a course of action designed to produce one result produces its diametric
opposite, and "anagnorisis," which is not limited to the recognition of
people. ‘Anagnorisis describes the realisation of an objective fact, and
often. comprises the denouement of a dramatic tragedy. The fact may
alfeady be known to the audience or to other characters.

2OJamesJoyce in Stanislaus Joyce, My Brother's Keeper: James
Joyce's Early Years, ed. Richard Ellman (New York: Viking Press, 1958),
p. 104. = .

. 21James Joyce in Harry Levin, James Joyce (Norfolk, Connecticut:
New Directions, 1960), p. 55. '

zzgy Brother's Keeper, p. 135.

:23James Joyce, A Portrait of the Artist as a Young Man (New
York: Penguin Books, 1968), p. 171.

24”Whatness,” "quidditas," is the term Stephen uses when
explaining his aesthetic to Cranly in Portrait. This explanation describes
well the process of apprehension involved in an objective epiphany: "When
you have apprehended that basket as one thing and have then analysed it
according to its form and apprehended it ‘as a thing you make the only
synthesis which is logically and esthetically permissible. You see that
it is the thing which it is and no other thing. The radiance of which he
speaks is the scholastic quidditas, the 'whatness' of a thing" (Portrait,
p. 213). ‘ ' .

25Levin,'“p. 55.

_ 26In the Eastern Church there was, prior to the feast of
Christmas, a January sixth unitive celebration of the baptism of Christ.

©
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During the last quarter of the fourth century the regions of Constantinople,
Asia Minor and Antioch were celebrating a Christ-mass called the Theophany
or "birthday." The word theophany, also meaning manifestation, was
clearly considered by the ancient church to be a synonym for epiphany.
When the primary theme, .the incarnation, was transferred to December
twenty-fifth, the title was also taken. '
On Whitsunday in 386.Chrysostym preached a sermon pointing to
Epiphany as the most significant Christian festival, but by the endi&f
that year the December twenty—fi?th celebration had usurped that primary
"role and there was an established distinction be' -en the December twenty-
fifth' marking of the birth of Christ and the January sixth remembrance of
the baptism. From 450 A.D. the Magi formed the only theme of Epiphany in
the Roman church. With the ascendancy of the Roman church calendar,
Epiphany, the adoration of the Magi, became embedded in Western tradition.

27Portrait, p. 171.
28Portrait, p. 171.
29Portrait, p. 172.
3OPortrait, p- £74. S i

, 3lPatrick White in a May 10, 1970, letter to Dr. Clem Semmler
in Beatson, p. 167. '

.32Fldws in the Glass, p. 74.

33Patrick White in a May 10, 1970, letter to Dr. Clem Semmler
in Beatson, p. 167.

34Riders in the Chariot, p. 445.

3patrick White, in a C.B.C. radio interview, 1973.

36Flaws in the Glass, p. 167.

'37Flaws in the Glass, p. 166. White refers to Istanbul ‘as
Constant'inople, saying, " - we could hardly bring ourselves to refer
to it as Istanbul."

38

Flaws in the Glass, p. 166.

39Flaws in the' Glass, p. 167.
4OWilliam Blake, "The Everlasting Gospel,'" 11. 71-73, in Poems
of William Blake, ed. W. H. Stevenson (London: Longman, 1971), pp. 845-49.

.AlFlaws in the Glass, p. 188. iy

42

Flaws in the Glass, p. 188.

43’Flawsl.in the Glass, p. 243.
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44Flaws in the Glass, p. 243.

ASFlaws in the Glass, p. 144.

46Rudol~f Otto, The Idea of the Holy, trans. John W. Harvey -

(London: Oxford University Press, 1931).

47Flaws in the Glass, p. 146.

48Patrick Whlte in Cynthia Vanden Driesen, "Patrick White and
the 'Unprofessed Factor' The Challenge before the Contemporarv
Religious Novelist," in Patrick White: A Critical Symposium, ed. R. K.
Shepherd and K. Singh (Bedford Park: Centre for Research in the New
Literatures in English, 1978), p. 77. (Vanden Driesen cites Craig
McGregor, In the Making (Melbourne Nelson, 1969), p. 216, as her source
for this quotation.) ' :

9Bgatson, P llf

5OBeatson, p. 104.

SlBeatson, P- 104.

52DaV1d Tacey, NI s Happenlng Inside: The Individual and
Changing Consciousness in White," in Patrick White: A Critical Symposium,

ed. R. K. Shepherd and K. Singh  (Bedford Park: Centre-for. Research in
the New Literatures in English, 1978), p. 37.

53Flaws in- the Glass, p. 192.

54Flaws in the Glass, p.'1931

Chapter 1

lPatrick White, "The Prodigal Son,' Australian Letters, 1
(1958), p.-38.

2

"The Prodigal Son," p. 38.

3"The Prodigai Son," p. 39.

?”The Prodigal Son," p. 39.

5Thelma Herring and G. A. Wllkes, "A Conversatlon with Patrick
White," Southerly, Vol. 33, P- 136.

6The Tree of Man, p. 477. The narrator describes Amy's life
after Stan has died as "her further sentence." B
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7In suggesting truth is better understood in sleep, White is
giving voice to his conviction that .intuition, rather than intellect, is
the vehicle of vision. Sleep falls into the same category as madness,
illness and delirium. Note that Miss Hare is mad, Himmelfarb and Laura
are i1l and Dubbo and Voss are delirious at their moments of greatest
vision. - .

8Although she does not realise it, Amy has allowed her grandson
a brief vision of unity:

Here the grandmother showed her son, he was her son really, .
showed the jars, and the tub in which she pickled méat, and a

~ glass contraption with which to catch flies. There were many
jars. Kumquats or jewels glittered there. He held his eyes
against the glass, staring into the kumquats till he had turned
dizzy. "They are whole," he said for himself. (TM, p. 385;
emphasis mine)

9Leonie Kramer, "The Tree of Man: An Essay in Scepticism,"” in
The Australian Experience: Essays on Australian Novels, ed. _W. S. Ramson
(Canberra: Australian National Udiversity Press, 1974), p. 280.
/ 'lOThe passage in Ezekiel refers to 'bones" rising~-a physical
resurrection of the actual body. Throughout The Tree of Man White .refers
to the nakedness of bones as the optimum state for revelation.

llThe Tree of Man, pp. 178-79. The possible drowning of the fire
is termed "baptism," the objects of the house are called "eternal,' Stan
is described as "a worshipping man" and "a savior or sacrifice,' and
special attention is paid "the saints stuck on the wall.'" The actual
house's "other baptism" is never clearly defined, though it is likely a
reference to the fire baptism undergone by Stan and Madeleine as they
"burn together." The employment of the word "eternal' to describe
household objects is a subtle reiteration of the concept that revelation
occurs through the physical, objective elements of everyday life, which
are, in White's understanding, eternal.: The word "mission" occurs twice
in the fire narrative. Stan's reflections try to remember their "'mission,"
and Stan himself mounts the stairs on a "mission of mystery.'" This word
‘has inedcapable religious associations which are reinforced by the close
proximity of the words 'savior" and '"sacrifice."

12The Tree of Man, p. 42. ". . . this in the end had Been her
one contribution of treasure, her Gold Coast, only it was real, her silver
nutmeg grater" (emphasis mine). '
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Chapter II

1Veronica'Brady, "The Novelist and the New World: Patrick
White's Voss," in Texas Studies in Literature and-Language, 21 (1979), 176.

2Andrew Marvell, ."Upon Appleton House: To My Lord Fairfax,'" in
Poems and Letters, ed. H. M. Margoliouth, 2 vols., 2nd ed. (Oxford:
Oxford University Press,. 1952), 101. The Bonner garden offers béauty and
security like the garden of Appleton House described in Andrew Marvell's
poem "Upon Appleton House, To My Lord Falrfax” ‘

How safe methinks, and strong behind
These trees have I encamped my mind;
) Where beauty aiming at the heart,
" Bend3 in some tree its useless dart,
And where the world no certain shot
Can make, or me 1t toucheth not,
But I on it securely play, ‘
And gall its horsemen all the day. Y
' (11. 601~608; emphasis mine)

A

3Voss, p. 35. Voss takes on the expedition because he believes
that ™. . . in this disturbing country . . . it is possible more easily
to discard the inessential and to attempt the infinite. "

4Brady, p. 176.
5Voss, p. 263. At one point Palfreyman says to Voss:

I became more terrified of her than of my own condition

The most I can do for her is pray constantly that I take some
of her suffering upon myself, and that I may learn to return
her love in the measure that she needs. :

6Jean Jacques Rousseau, Discours sur l'origine de 1" inégalité
parmi les hommes, suivi de La Reine fantasthue (Paris A. Mantaigne, 1973).
"The Prodigal Son,” p. 39. 1In this article White suggests Voss
was ''. . . possibly conceived during the early days of the Blitz when I
sat reading Eyre's Journal in a London bed-sitting room'" He acknowledges
Leichardt's influence in the same article: _ ,

Nourished by months spent trapesing backwards and forwards across
.the Egyptian and Cyrenaican deserts, influenced by the arch-
megalomaniac of the day [Hitler], the idea finally matured after
reading contemporary accounts of Leichardt's expeditions and A. H.

Chisholm's Strange New World, on returning to Australia. \

8Delwin .Brown, Ralph E. James, Jr., and- Gene Reeves, eds. Process»
Philosophy and Christian Thought (Indianapolis Bobbs~Merrill, 1971).

9Voss, PP- 139 163, 187 254, 265, 275, 285, 297, 343, 363,
366, 383, 389, 393 ' : :

v

lOVoss, P. 266. Turner says of Voss's killing of Gyp: "It is
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only a dog 1s it not? . . . Only in these here circumstances, we are all,
every one of us, dogs'" (emphasis mine). Turner does not recognise the
significance of what he has said, but he has stated the equality and the
unity of all elements of temporal existence.

OVoss, p. 444. Judd recounts to Laura how he found Voss's
body: "There was none of us could believe it when we saw the spear,
hanging from his side and shaking

11Voss, p. 390.

‘ 12Voss, p. 259. There is a possible clue to this process in
the epiphany of "zusamen'--two together. Voss dreams of Laura and thinks
of the 1lily Palfreyman found: )

[butterflies] "palpitate over the shimmering landscape -

.. their colours opening and closing, opening' and. c1051ng
Indeed, by the addition of this pair of hinges, the world of
semblande communicated with the world of dreams. (emphasis
mine)

' Laura's, dream functions as the "hinges," connecting the world of semblance
with the world of dreams. '

Chapter II1

1"Kabbalah,” Encyclopoedia @udaica, 1971 ed., pp. 486-653.
""Kabbalah" is’ the term for the esoteric teachings of Judaism and for

Jewish Mysticism. Kabbalah is mysticism in that it ". . . seeks an
apprehension of God and creation whose intrinsic elements are beyond the
grasp of the intellect. . . ." 1In essence the Kabbalah is far removed

from the rational and intellectual approach to religion. For some
Kabbalists the intellect itself became a mystical phenomenon. Thus,
there is sometimes a paradoxical emphasis on the congruence between -
intuition and tradition. Kabbalah draws upon the mystic's awareness of
both the transcendence of God and His immanence ‘within the true religious

life.

2Jolan Jacobi, The Psychology of Jung (New Haven: Yale
Unlver51ty Press, 1943), pp. 126-28. The importance White places on the
potential wholeness of the individual and of his vision requires a
symbollc expre551on To this end White adapts Jungian symbolism employing
the concept of 'a "mandala," in this instance, -the charlot For Jung the
mandala is an archetypal representation of the resolution of opposites;
that is, a "unifying symbol" representing ''the partial systems of the
psyche integrated into the self upon a transcendent, higher plane .
-~ the unifying symbol only appears when the way of individuation approaches
ite end. . . ." This symbol of the psychic totality ". .-. always




it is a symmetrical arrangement of the parts and their relations to a .
mid-point, which provides their basic law and constitutes their essence."
In Dubbo's final chariot painting the four riders are.sym$etrically
arranged in the chariot, each representing an aspect, or function, of the
human psyche. Together they represent the potential wholeness of the
psyche.

3Jung, p. il.

. AEdgér L. Chapman, "The Mandala Design of Patrick White's
Riders in the Chariot," Texas Studies in Literature and Language, Vol. 21
(1979), p. 190. : "

5Jung, p. 11.

Y

6Jung, p. 12.

7Manfred Mackenzie, "Patrick White's Later.Novels: A Generic
Southern Review, Vol. 1, No. 3 (1965), p. 17. -

Reading,

|
Chapter IV

lThe Solid Mandala, p. 238. The four marbles Arthur - wins
function as Jungian "mandalas'"; that is, they function as "symbol[s] of
totality." :

AEN

. 2Patricia Morley, The Mystery of Unity (Montreal: McGill-
Queen's University Press, 1972), p. 191. ' :

3TH% phrase "murder he had committed on his brother'™ has a
biblical ring to it, increasing, through diction, the profundity of
Arthur's action. : - ' '

4This description of Arthur Brown implies he is simultaneously
animate and inanimate in that he makes no valuative distinction béfweén
the two conditions of matter. That is, he is aware intuitively that all
existence shares a state of "being," a state which, by definition, implies
a constant flux. Like Willie Pringle in Voss, .Arthur Brown understands
the principle of putrefaction. His respect for, and fascination with,
all existence indicate he understands that "The blowfly on its bed of
offal is but a variation of the rainbow" (V, p. 447). l

~

: 5Thelma Herring, "The Solid Mandala: Two Notes," Southerly, 28
(1968), p. 218. .

] 6Arthur's appreciatioh of these natural manifestations is
similar to Stan .Parker's joy in the objects of his farm, particularly
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immediately after the flood (though Arthur dbes not feel Stan Parker's
sense of mastery and ownership).

-7The word "lovingkindness" is used to characterise the attitude
of Mrs. Godbold in Riders in the Chariot and occurs in the
prayer of Benediction Himmelfarb recites before hjis revelation of
"complete union'": "Let us obtain this day and every day grace, favour
and mercy in thine eyes, and in the eyes of all who behold us, and bestow

lovingkindness upon us" (RC, p. 399; emphasig mine). Whité's two major

characters who symbolise both fecundity and compassion are connected

through this word. . ; . \'

8Morley, P- 198.

|

9Mrs. Poulter's love for her husband echoes Ruth Godbold's love
of her husband, Tom: '"But I would bear all your sins Tom, if it was
necessary'" (RC, p. 263).

lO’l‘hough this 1% not made explicit, Waldo suspects Arthur of
vision and, in his fear, dec1des to kill him, again reJecting the "path"
to individuation.

Fhviss Hare has seen truth as "a stillness and light'" (RC,
p. 422). She says she believes in "patches of light and stillness'" (RC,
p. 58). ‘ ' o .

, let the end of the novel Mrs. Poulter is shown as wanfing to
carry Arthur: ''forever under her heart this child too tender to be born'
(sM, p. 311). ' ‘

13The Solid Mandala, p. 281. ''As the shadow continually follows

the body of one who walks in the sun, so our hermaphroditic Adam, though
he appears in the form of a male, nevertheless always carrles about with
him, Eve, or his wife, hidden in his body."

14

, Arthur's brief sleep is reminiscent of Christ's three days in
the tomb. : .

Conclusion
~onec usion

lPatrlck White, The Aunt's Story (Ringwood, Australla Penguin
Books, 1948). Hereafter cited as AS.

2Morley, p. 63.

_ 3Patrick White, The Vivisector (Ringwood, Australia: Penguin
Books, 1970). Hereafter cited as Viv. :

-




aMorley,‘p. 213. ’
Morley, p. 212. .

6Dav1d Blamires, "Patrick White: The Twyborn Affair," in
Modern Fiction Studies, 22 (1980), 176.




o . . BIBLIOGRAPHY \
Prima}y Sources
White, Patrick. C.B.C. Radio interview, 1973.

. The Aunt's Story. Ringwood, Australia: Penguin Books
. Australia, 1963 (1948). = - .

Flaws in the Glass. New: York: -The Viking Press; 1681.

'"ThF Prodigal Son." Australian Lefﬁers, I, No. 3 (1958), 37-40.

Riders in'the‘Chariot. - Ringwood, “Australia: Penguin Books
Australia, 1964 (1961),. : ; o

Thg»Solid Mandala. Ringﬁood, AQstralia: Penguin Books
Australia, 1969 (1966). ’ -

v

.« The Tree of Man. Ringwood, Australia: Penguin Books Australia,
1961 (1956). - . . : - .

. . The TwybornvAffair. Ringwood, Australia: Penguin Books
Australia, 1981 (1979), :

. ,Th§7ViVisector. Rihgwood, Australia: Penguin Books Ausﬁralia,
1973 (1970). -

. Voss. Ringwood, Australia: Penguin Books Australia,‘i960
o (1957). : '
S . ‘ ) ~ Secondary Sources

hl

Anderson, Don. "A Severed Leg: Anthropophagy and Communion in Patrick
White's Fiction." Southerly, 40 (1980), 399-417.

Aurousseau, Marcel. "0di Profanum Vulgis:. Pétrick White's Riders in the
Chariot." Meanjin, 21 (1962), 29-31.

Bannerjee, Jacqueline. '"A Reassessment of Patrick White's Riders in the
Chariot." Literary Half Yearly, 20, No. 2 (1979), 91-113.

Beatson, Peter. The Eye in the Mandala. Lohdon: Elek Books, 1976.

Beja, Morris. . Epiphany in the Modern Novel. Seattle: University\pf
Washington Press, 1971. ) .

Beston, John. "The Function of Ray and Thelma Parker in The Tree of Man."
Literary Half-Yearly, 18, No. 1 (1977-1978), 65-67.

124



\ ~ - : 125

" Beston, John B. 'Unattractive Saints and a Poor Devil: Ambivalence in
Patrick White's The Solid Mandala.'" .Literary Half-Yearly, 14, No. 1
(1973), 106-14.

A

Bjorksten, Ingmar. Patrick White. -St. Lucid: University of Queensland
Press, 1976. :

Blake, William. '"The Everlasting Gospel." In Poems of William Blake.
Ed. W. Y. Stevenson. London:  Longman, 1971, pp. 845-59.

Blamires, David: ”PaﬁrickJWhite: The Twyborn Affair." Modern Fiction
Studies, 22, No. 1 (1980), 77-85. ' : T

-Booth, Wayne C. The Rhetoric of Fiction. Chicago: The University of
~ Chicago Press, 1961. . ‘ '

Brady, Veronica. "The Novelist and the New World: Patrick White's Voss."
Texas Studies in Literature and Language, 21 (1979), 169-85,

Bro&n, Delwin, Ralph E. James, Jr., and Gene Reeves, eds. Process
Philosophy and Christian Thought. Indianapolis: Bobbs-Merrill, 1971.

Burrows, J. F. '"Stan Parker's Tree of Man.' Southerly, 29 (1969), 257—79.'
.Chapman, Edgar L. "The Mandala Design of Patrick White's.Riders in the
Chariot." Texas Studies in Literature and Language, 21 (1979),
186-202. , : g

- Chisholm, Alec. Strange New World. Sydney: Angus and Robertson, 1955.

N

Dévies, J. G., ed. A Dictionary of'Liturgy and Worship. New York: .
A. A. McArthur, 1972,

Durix, Jean Pierre. 'Natural Elements.in Patrick White's Voss." World -

Literature Written in English, .18 (1979), 345-52. . o
r”Epiphany.” New Catholic Encyclqﬁpedia, 1967 ed., pp. 480-81.
Garebian, Keith. 'The Desert and the Garden: The Theme of Completeness

in Voss." Modern Fictidam Studies, 22 (1976-1977), 557-59..

Goldbrunner, Josef. Individuation; a Study of the Depth Psxpholqu of
' -Carl Gustav Jung. Translated by Stanley Godman. London: Hollis
and Carter, 1955, p. 130. : <

. Hadgraft, Cecil. "The- Theme of Revelation in Patrick White's Novels."
Southerly, 37 (1977), 34-46. p

s

Herring, Thelma. "Self and Shadow: The Qﬁest for Totality in The Solid
Mandala." Scutherly,

"The Solid Mandala: Two Notes." Southerly, 28 (1968),“216—22.

Herring, Thelma and G. A. Wilkes. "A Conversation with Patrick White."
Southerly, 33_(1973),_132—43: )



126

Housman, A. E. The Collected Poems of A. E. Housman. New York: Holt,
Rinehart and Winston, 1965, :

-~

Jacobi Jolan The Psychology of Jung New Haven: Yale University
Press, 1943.

Joyce, James. A Portrait of the Artist as a Young Man.. New York: ‘The
Viking Press, 1916.

Joyce, Stanislaus My Brother's Keeper James Joyce's Early Years. New
York: -Viking Press, 1958. . ‘

Jung, Carl Gustav,- Analytical Psycholdgy: Its Theory and Practice. New
.York: Pantheon Books, 1968 (1935). ‘ = 3

"Kabbala." , Encyclopoedia Judaica, Vol. 10, 1971 ed., pp. 486-653.

Kiernan, Brian. "Patrick White. London: The Macmillan Press, 1980.

\ _ o
Kramer, Leonie. "Patrick White s Gotterdammerung " Quadrant, 17, No. 3
(1973), 8-19. — .

. "The Tree of Man: An Essay in Scepticism." In The Australian
Experience: Critical Essays on Australian.Novels. Ed. W. S. Ramson.
Canberra: Australian National University Pfess,-l974, PpP. 269-83.

Lawson, Alan. '"Meaning and Experience: - A Review Essay on Some Recurrent
‘ Problems in Patrick White Criticism." Texas Studies in Literature
f? and Language, 21, No. 2 (1979), PP. 281-95. " _ .

'~

[ BN
Levin, Harry. James Jozce. Norfolk, Connecticut: New Directions, 1960.

Mackenzie, Manfred. "Apocalypse in Patrick White s The Tree of Man.
Mean]in, 25 (1966), 405-16. ' v

Marvell, Andrew.. Poems and Letters. “Ed.'H. M. Margoliouth. 2 vols.
2nd ed. Oxford:; Oxford University Press, 19.2.

McFarlane,.Brian. "Inhumanity in the Australian Nﬁvel Riders in the
Chariot." Critical Review, No. 19 (1977), 24— ﬁl

Monk, Patricia. "Beating the Bush: The Mandala ani National Psychic v
Unity in Riders in the Chariot and Fifth Business.' English Studies

in Canada, 5 (1979), 344-54.

_Morley, Patricia.v The Mystery of Unity: ‘Theme and Technique in the
Novels of Patrick White. Montreal: McGill-Queen's University Press,’
1972. - o '

Orel, Harold. "Is Patrick White's Voss the Real Leichardt of Australia7”

Costerus, 6 (1972),A109 10, _ S
. v . :"/



©127

Otto, Rudqif; The Idea of the Holy.  Trans. John W. Harvey. London:
Oxford University Press, 1931. ° T

w

Ramsey, S. A. "The Twyborn Affair: 'the beginning in an end‘' or 'the
end of a beginning'?" Ariel, 11, No. 4 (1980); 87s86.

Richardson, Alan. A Dictionary of Christian Theology. <London: §S. C. M.
Press, 1969. o '

* Riemer, A, P. "Visions of the Mandala in The Treé.of Man." Sdﬁtherly,
27 (1967), 3-19. : L P

¢ .« -

Rousseau, Jean Jacques. Discours sur 1l'origine de 1'inégalité parmi les
hommes, suivi-de La Reine fantastique. Paris: A, Mantaigne, 1973 (175(

‘Tacey, David. "It's Happening Inside: The Individual and Changing
Consciousness in White." 1In Patrick White: A Critical Symposium.
Ed. R. Shepherd and K. Singh. Bedford Park: Centre for Research in
the New Literatures in English, 1978, pp. 34-40. '

. . "Patrick White: Misconceptions about Jung's Influence." .
Australian Literary Studies, 9 (1978-1979), 245-46.

)

Tiffin, Chris, ed. South Pacific Images. Brisbane: Académy Press,_l978.

Thomson, A. K. "Patrick White's The Tree of Man." Meanjin, 25 (1966), -
21-30. . oo

Vanden Driesen, Cynthia, "Patrick White and the '"Unprofessed Factor':
The Challenge before.the Contemporary Religious Novelist.'" In

Patrick White: A Critical Symposium. Ed. R. Shepherd and K. Singh.
Bedford Park: Centre for Research in the New Literatures in English,
1978, pp. 77-86.

Walsh, William.. Patrick White's Fiction. Hornsby: ‘George Allen and
Unwin, 1977.: . .

Wilkes, G. A. l"An‘Ap}.?'roach to Patrick White's The Solid Mandala."
Southerly, 29 (1969), 97-110. :

:



