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Abstract
The purpose of this study 'is to explore and examine Joyce
Cary's concept of the imagination as embodied in the prinecipal
characters of his works up to and ineluding the first trilogy
(1932 to 1944), with the exception of Castle Corner. The 1magina-.

tion is an integrating and omnipresent factor in each of Cary's
novels; it is used synonymously with aympathy, understanding,
intuition, inspiration, faith, passion, emotion, and freedom at
various points in the works, thereby indlcating its all-perva-
sive and extensive nature.

Via the imaginations of his characters, Cary's central
theme (delineating the opposition of freedom and authority) is
developed and illustrated. All charaéters may be grouped accord-
ing to the type and scope of their imaginations, as all possess
it in some form, and the difference lies only in the way it 1s
exaroised—-ereétively or authorltatively, in the name of art or
of the king, deferring to pagan Ju-ju or Chriastian charms. Its
destructive nature is inherent in the coreative: fear and joy,
tears and laughter, the Fall and the Creation are but a few of
the ensuing and necessary opposites entailed, The tragl-comic
nature of most of Cary's novels 1s a direct result of the para-
doxical nature of imagination.

In the African novels, the imsginations of the natives are
contrasted with thése of the colonial admistrators. In Alssa
Saved the result of Christianity imposed upon the pagan mind 1is
7 demonstirated, effecting an excellent portrayal of the religious

imagination, In The African Witch, the focus is altered to

thq pagan imagination which triumphs despite the attempts of




the educated to enlighten. An American Visitor focuses primarily

on the colonial administrators; contrasting the sctive and crea-
tive imagination of Monkey Bewsher to the more prosalc and mater-

falistic ones of the other characters. wWith Mister Johnson, we

are given the rirst truly "typical" Cary character, the rambunc-
tious and resilient native Miater Johnson; an "artist in life,"
he creates poetry in his very movements. |

In the novels of childhood, the imagination of the child 1is
explicitly related to that of the native and the artist. Charley

Brown, of Charley Is My Darling, is another Mister Johnaon, con~

tinually in confliet with the ordered and tamed adult world,

His imagination manifests itselfl in anti-soeclal adventures, plots,
and schemes., An inspiration of the child is equivalent to that
of the artist; once the intuition occurs, it must be actualised,

acted out, "put on canvas." In A House of Children, the children

portrayed have been well brought up and trained to exerclae their
imaginations in soclally acceptable manners; they act out thelr
visions on a atage.

Herself Surprised, To Be A Pllgrim, and The Horse's Mouth,

comprising the first trilogy, and each a first-person narrative,
exemplify respectively the imaginations of the "eternal Eve,"
Bara Honday; the liberal-conservative lawyer, Thomas Willcher;
and the anarchic artist, Gulley Jimson. Cary's dependence upon
williaﬁ Blake's ldeas is clearly 1llustrated; Wilcher represents
"Abstract Fhilosophy" of the "Heasoning Spectre” which "wars in
- enmity againat Imagination” or Gulley Jimson. The cycle seen
in Blake's "The Mental Traveller" is slso deplicted; the female

forces are embodied in Ssra, who attempts to bind Gulley to her




more limited world, "catches his shrieks in cups of gold,"

as well as in Wilcher, who repfesents Reason, "the rock of law."
Parsdoxically, these same authoritative and ordering principles
are seen within the creative artist, just as within Sara and
Wilcher may be seen the tendency to anarchy and creativity. Both
are artists in thelr own right, creating the worlds in which
they live, excellently 1llustrated by the unique metaphorical
construction each uses to describe hls world. Thrbugh the "flve
windows" of perception the world 1s sucked in, assimilated, re-
created and expressed in ways which are characteristic of the
individual, always anathema to yet another individual, and a

testimony to Cary's own protean imagination.
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Introduction
To date, there have been five full-length studies of Joyce Cary

published, all within the present decade. The first, Andrew Wright's
Joyce Cary: A Preface to His Novels (1958), is eminently readable, but

quite general, utilizing autobiographical material, unpublished work, and
reviewing Cary's political and critical works, as well as his poetry, shoi't
stories and novels. (An unpublished doctoral dissertation by Anthony Fried-
son, The Novels of Joyce Cary (1961), covers much the same ground although
each novel is dealt with in considerably greater depth.) Robert Bloom's
study, The Indeterminate World (1962), is even more speciﬁc", and elaborates
upon the thesis that there is no moral center to Cary'.s novels-—-a notion that
would seem to be refuted by Cary's own testimony in Art and Reality (1958),
and which has been rejected by numerous critics. In 1964 Charles Hoffman

published Joyce Cary: The Comedy of Freedom, an excellent study utilizing

much unpublished material from Cary's menuscripts in the Bodleian Library

(the Osborn Collection), and dealing primarily with the novels in a more
systematic order than either Wright's or Bloom's more thematic approach.

Molly Mahood, in Joyce Cary's Africa (1965), relies heavily upon Cary's
letters and unpublished material and only deals with the African novels; in
sddition, she seems to use Cary's novels to make statements about Africa
rather than utilizing her knowledge of Africa to discuss and mnalyze the novels.
Of the full-length studies published to date, Golden Larsen's The Dark Descent:
Social Change and Moral Responsibilit e Novels of Joyc (1965),

1s one of the best. Although the material is approached thematically, Larsen's
work does not suffer thereby, as does Bloom's. In approaching Cary thematic-
ally, Bloom misplaces the emphasis, while Larsen maintains his theme but does
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not subordimate Cary's material to it. Larsen's seems to be an organic
approach and Bloom's a mechanical o:tc;, applied rather than inherent; what

does not "fit" is amputated or ignored. Larsen's is an incisive and perceptive
work, providing as much inspiration as scholarly illumination on the subject
of Cary's work. He recognizes Cary's view of the importance of freedom to

the individual, and the entailed rcaponsibiiity to create one's own existence.
The value of this recognition to a study of Cary's use of imagination is
inestimable.

| Walter Allen's British Book Council pamphlet, Jyyce Cary (1953), was
excollent at a time when no other works existed on Cary, but like William

Van O'Connor's Joyce Cary (1966), it is now too general to be very useful;
however, it does serve a purpose for the beginning student of Joyce Cary.

Adam Internationsl Review, which in 1950 devoted an issue to Cary, gives closer
attention to the man and his works, incorporating an interview with three new
prefaces and an essay entitled "The Way a Novel Gets Written," all by Cary.

The issue of Modern Fiction Studies (1959) devoted to Cary is significant as

a téstament to his growing reputation and his importance as a contemporary
novelist ; the essays contained therein are by and large insignificant except
ror‘ John Teéling's nJoyce Cary's Moral World," which effectively refutes
Bloom's position that Cary's novels lack a moral center. Of the other
articles on Joyce Cary, Marjorie Ryan's "An Interpretation of The Horse's
Mouth," A.D. Hall's "The African Novels of Joyce Cary--I and II," Carlyle
King's "Joyce Cary and the Creative Imagination,™ Kenneth Hamilton's "Boon

or ".l‘hom? Joyce Cary and Samuel Beckett on Human Lffe," Stephen Shapiro's
“Leopold Bloom and Gulley Jimson: The Economlics of Survival,™ Ruth Van Horn's

 "Preedom and Imagina;t.ion in the Novels of Joyce Cary," Hagard Adams' "Blake
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and Gulley Jimson: English Symbolists™ and "Joyce Cary's Swimming Swan,"
‘and Kenneth Watson's "'The Captive a;d the Free': Artist, Child, and Society
in the World of Joyce Cary™ seem to be the most interesting, intelligent,
and applicable to a study of Cary's concept of the imagination.

The various reviews appearing at the publisation of each of Cary's
novels are so uninformed and/or erronecus as to be quite useless. We have
reviewers referring to Cary as "her®; admitting that they have not read the
other books in the trilogy; assuming that the "Fascist" Jim Latter and Cary
are one and the same; reading the African novels as imperialistic propagenda,
and so on (see Friedson for an excellent review of the ravieuois).

Of the critical attacks on Cary, Frederick Karl's is perhaps the most
excoriating - but intelligent; he feels that Cary "seems unable to prolong |
any actual moral tension," that he does not “come to grips with people in whom
real choice 1s involved,™ aﬁd that therefore "dramatic c¢onflicts naturally
diminish in interest"--which supports Bloom. But in that Cary was interested
in character, in depicting the individual driven to impose his vision on
the world, to be most effective, he had to view this drive from within the
individual and to aac}ifice a more objective and "moral" stance of his own
to do so. Therefore, while granting that Karl's criticisms are partly
Justifiable, it must be iterated that they miss the larger point. Were
Cary primarily interested in portraying morality or moral tension, we might
listen to Karl, for Cary would indeed have failed. But in that Cary'!s in-
tentions were to depict the individual caught in the tendrils of the

ereative imagination, Karl's complaints are simply not applicable. We must

- not criticize a sonnet with the standards required of an excellent ballad:

& work must be criticized for what ib i rather than what it is not.
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Although Cary himself, in Art and Reality, makes a case for the
morality" of worke of art, it seems clear that this is inevitably a by-

product of the primary concern with imagination. The reader supplies his
own mpral interpretation having viewed another individual's mode of ex-
istence as objectively laid down by Cary, the "Mother Groper" or mid-wife
éf the affair. In this way morality is seen to be subjectively dependent
upon the creative reader.

In this study, judgments have been avoided, since Cary's emphasis
was solidly centered elsewhere, and the moral ethic of a given character
would be a side-effect of his imaginative intensity and its leanings,
i.e., toward religion, art, adventure or a moral concept such as Duty or
Honour. In that Cary primarily deals with Africans, children, artists,
women, and men of faith in the works between 1932 and 1944, and only latter-
ly with politicians, ex-soldiers, peeachers, businessmen--individuals
whose soclal roles demand a socially accepted morality or ethié«the em—
phasis on imagination over morality is as imperative as it would be in
dealing with aesthetics. Children, who act from within and who have as yet
no moral precepts to gulde actions by; Africans, who act according to
standards ocutside of western morality; artists, whose allegiance is to some-
thing more sublime than the utilitarian morality of the day: all must bo'
seen as outside or beyond "the rock of law" and therefore judged by dif-
ferent standards.

This study is an attempt to deal with the ideas concerning imagination
embodied in Cary's works and with the embodiment of these notions in actionm,

- thought, and the work of the artist. The discussion of the novels peeceding

Ihe Horse's Mouth is primarily concerned with illustrating the way in which
thoy establish ideas and aspects of characters which are finally culminated
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In Gulley Jimson, Cary's supreme achievement. In Gulley may be seen

the adventurous and precocious child defying the adult world, the frus-
trated and alienated savage puzgled by white men'!s ways, the inspired and
idealistic colonial administrator who has an idea about a bridge and wants
to actualize it, the man of faith who trusts the vision or the voice from
witﬁin. Gulley is the synthesis of all the eccentric, rebellious, vital
incorrigibles portrayed by Cary in his earliest works, in addition to being

something much more, the creative artist working with symbols. As such,
the section dealing with The Horse'!s Mouth is more extensive and intensive

than previous sections dealing with earlier novels.

Finally, the debt to Cary's non-fiction works, Power in Men (1939)
and Art and Reality (1958) should be acknowledged. These have been in-
valuable for their comments on the nature of freedom, imaginstion, in-
tuition, art and reality. As guldes to Cary's own creative processes and
beliefs, they are much more explicit then his prefaces and more reliable
than any given character who may or may not be Cary's chosen "voice."
These works will be utiliged in the final chapter, a discussion of Joyce

Cary's own extensive imagination.




Chapter I
JOYCE CARY'S CONCEPT OF THE IMAGINATION
Joyce Cary's novels are centered around the themes of
freedom and authority; both are dramatized through his render-
ing of various states of imagination. All his characters,
from the militaristic Jim Latter to the anarchic Gulley Jimson,
possess this to some degree in varying forms,

In the African novels, Alssa Saved, An American Visitor,

The African Witch and Mister Johnson, Cary illustrstes the im-

agination of the native, in many ways similar to that of the
child or the creative artist, By contrasting it wiﬁh the way
of thinking of the white man or the colonial administrator,
Cary 1lluminates 1its particular nature, much as the imagination
of the child 1s contrasted with that of the adult., In the nov-

els of childhood, A House of Children, Charley Is My Darling,

and Cestle Corner, Cary makes explicit comparisons between the

innocent, unadulterated imaginations of the children and those
of the Africans; as the children grow to maturity and are con-
fronted with a moral, rational world which imposes itself upon
them, we have situations similar to those of the Africans upon
confrontation with Western codes of conduct, manners and morals.
| Even more explicit parallels are drawn between the way‘charley

Brown or Mister Johnson behave and think and the way the




creative artist meets the world. 1In the first trilogy, three
different types of imegination'are represented, each having

semingal bases 1in esrlier characters. Herself Surprised, Sara

Monday's story, desls with the feminine mind and imsgination,
and the manner 1in which it imposes itself upon the masculine

world. To Be A Pilgrim, Tom Wilcher's memoirs, deals with

imagination embodlsd as faith, much as does Alssa Saved., Final-

ly, Gulley Jimson's story, The Horse's Mouth, gives us the crea-

tive imagination; that 1s, the imagination manifested in daily
living, and also in the created object'of art, Gulley's paint-
ings.

Although Cary has been called everything from an anarchist
to a faseclst due to a regrettable critical tendency to identify
him with his characters (understandsble in the light of his
ability to obliterate his own sensibilities while writing a
first-person narr@tive), 1t 1is still possible to defarmine that
williem Bleke's philosophy has had a grest effect upon Cary's

1
own Weltanschauung, as it had upon Gulley Jimson's. While at

Oxford, Cary read Kant and Blake, but Blake especially, of whom
he says in an unpublished essay, “[Hé] introduced me into a
highly complex universe where what 1s called the materlal 1s
entirely dissolved into imaginative construction and states of

feeling, where matter, mind and emotion, become simply aspects

1 Marjorie Ryan, "An Interpretation of The Horse!s Nouth,"
Critique, II (Spring-Summer 1958), 34: "It seems clear that
Jimson speaks for Cary in espousing a Blakeisn individualism
and anti-intellectualism; Hagzard Adams, "Blake and Gulley
Jimson: English Symbolists," Critique, III (Spring-Fall 1959),
~13: "Cary is not Gulley, but he s%aes with the artist's vision;
and that artist turns out to be a symbolist in the tradition of
Blake "




of one reality."2 Cary's own tendency to equate emotion, sym-
pathy, understanding, faith, oL passion with imegination is evi-
dent throughout his novels,

Blake's "The Mental Traveller," depicting the oppositions
between the feminine, authoritative will and the masculine, crea-
tive power, dichotomizes the issue bétween freedom and authority
much as does any work of Joyce Cary. The poem implies that this
conflict also exists within the mind of an individual; Cary too
knew that the struggle to realize one's freedom was not only
hampered by external, social foreces, but also by internal ten-
dencies toward "the rock of law." PFriedaon, commenting on this
particulsar phenomenon, observes that "In each of us, a drunken
sailor rebelliously fights with his opposing half who is a crew-
man on the battleship of authority.“3 Gulley Jimson, for ex-
ample, 1s his own worst enemy; the same force that urges him to
create also drives him to destroy. It is significant that his
palnting entitled "The Creation" 1is destroyed while being created,
and even 1if external forces had not brought about its destruction,
creation would have been adumbrated at the work's completion.

"The Mental Traveller," emphasizing as 1t does the cycli-
cal nature of the conflict betwesn freedom and authority, illus-
trates the way in which joy and paln, laughter and tears, comedy
and tragedy alternste and rise in ascendancy only to fall again.

The important fact 1s that of dynamism, of energy or change.

2 Quoted in Andrew Wright, Joyce Cary: A Preface to his
Novels (New York, 1959), p. 22.

3 Anthony Martin Friedson, The Novels of Joyce Cary
(State University of Iowa, 1961), p. 502.




Only the state of entropy is to be decried, in Blake's world
view a8 in Cary's. The eternal, creations balance the perpetual
falla. Just as Adam and ¥ve fall to rise sgsin in renewed inno-
cence, 80 too do Ssre and Gulley, eternally falling snd eternally
rising. Cary "reminds one of Blake," sccording to Hazard Adems,
"in asserting that the freedom of imsgination in the fallen
world 1s men's glory; he is slso aware that Iin the fallen world
the fact of freedom is also the fact of tragedy....“h The fact
of freedom is the source of "all our joy and all our pain," says
cary.s ", ..the principal fact of life is the free mind. For
good and evil, msn 1s a free creative spirit. This produces the
very queer world we live in, e world of continuous creation. A
perpetually new and lively world, but a dangerous one full of
tragedy and injustiee.”b Constant fallure alternates with con-
stant fulfilment in thiﬁ fallen world of freedom and 1magination."7
The meaning to be found in human existence 11es in what 1is
done with this freedom, 1its menifestation through imagination}
following Rleke, Cary calls this meaning "eternity" and its dis-

covery "1magination."8 What is eternal and "divine" in man

L Hagard Adams, "Joyce Cery's Swimming Swan," American
Scholar, XXIX (Spring 1960), 237.

5 Bernsrd kalb, Saturday Review, XXXVIII (May 28, 1955), 12.

6 From an interview with John Burrows and Alex Hamilton,
"Joyce Cary," Writers at Work: the Poris Review Interviews, ed.
Kalcolm Cowley (New YOTk, 1958)s Pe 53

T Stephen A. Schapiro, "Leopold Bloom and Gulley Jimson:
The Economics of Survivel," Twentleth Century Literature, X, 1

(April 196L), 7, notes that freedom is synonymous with vision,
imugination.

G

See Kenneth Hamilton, "Boon or Thorn? Joyce Cary and

Samuel Beckett on Human Life," Dalhousie Review, XXXVIII (¥Winter
1959 ) 4 M.LO.




is his imsgination, but paradoxically, for only man who is born
~and will die possesses 1t: the limitetions of exlstence must be
endured "in order to see and enjoy its glorles; for its glories
they are, to be found nowhere else except in this 'fallen' (i.s.
temporal) world."9 Rlake reiterates this theme: "The Eternsal

Rody of Wen is the Imagination, that is, God himaelr...."le

"Imsgination is Etornity."ll
Life and nature, the "Vegeteble Universe,” are but "faint
ahadows"la of the eternal world of imagination, Without the
power of imagination there is no creativity, merely mimlory or
imitation: "Nature has no Outline, but Imagination has. HNature
13

has no Tune, but Imaginatien has.” Art givee form to the
chaoa of the natural world; 1t 1s the man of imagination, like
Gulley Jimson, who will‘impoaa this order. Yet he must deastroy
old orders to do so, creating s conflict with establlished values
and the forces of suthority; having defied these ho-ia faced
with another sort of absolute, hls own crestion, which becomes
“ipart of the fixed charactar"lh of hia world and therefore some-

thing which must be destroyed or superceded. Then his works are

9 Hamilton, p. 4ll.

10 "Laocoon,” The Complete Writings of willlsm Blake, ed.
Geoffrey Keynes (London and New YOTK, 1957)s 770. Subsequent
references will be to this edition--heresfter cited as Keynes'
Blake.

11 upne Ghost of Abel," Keynes! Blake, 1:3.

12 wjerusalem,” Keynes! Blake, 77.

13 »rhe Ghost of Abel," Keynes' Blake, 1:3.

14 Joyce Cary, Art and Heallty (New York, 1958), p. 20.

Subsequent references will be to this edition--hereafter cited
in the text as AR,




accepted by the public, fastened on to by the imitators and fol-
lowers, and he becomes a "prophet"” or "visionary" as we are now
wont, with time's complacent hypoerisy, to look upon such as
Blake or Lawrence. The necessary pettiness of this "system" is
ameliorated by the sublimity of a world in perpetual creation.
The discussion thus far has implied that only the creative
artist has imagination; this is far from Cary's actual stance.
Like Wallace Stevens, who perceives that "the world in which
wo live" contains "a world of poetry” and that 1t is up to the
individual to "creste the world.“ls Cary believes that "we do
not merely perceive but actively make our reality."16 His posi-
tive view of freedom is based on this assumption, that to be
ereative is to be free, and "the creative power 1sa rroe.”17
Creativity is the function of the imagination: "In both Blake
and Cary imagination turns the cold inanimate world inside out
eeeothe whole world is pulled inside man through the doors of
perception....Powsr to drag the world into oneself is the root
of man's potential treedom.”la And since all men exercise this
power, and pull the world into themselves through their "five
windows," all men, from the fascist Jim Latter to the ignorant
native Akande Tom, illustrate this priority of the imagination,
of the creative power,

"The public consists also of ocreative artists,” Cary asserts

, 15 Wallace Stevensa, The Necessary Angel: Essays on Reallity
and the Imagination (London, 1940)s P. 3%.

16 gazard Adams, "Introduction" to Joyce Cary's Power in
~Men (London, 1939), p. xxii. —_

17 Joyce Cary, Power in Men (London, 193G), p. 1. -

18 Adams, “Introduction,“ Power in Men, p. xxiv.




in the preface to The Horse's Mouth:

Every living soul creates his own world, and must
do so. The human child brings with 1t very little
inastinetive equipment for life....It has to create
a three~dimensional universe for 1tself in itas own
imagination....Mother and father, brothers and sis-
ters are each s unique experience to be seized upon
by the imagination and built into a general concep-
tion of 1life. Everything that a boy encounters as
he grows up, he ranges for himself in the order of
his ideas, his taste, hls ambitions, his will. As
2 grown man he will love like a poet creating a
beauty for the soul. When he creates a home, the
furniture he buys will seem like no other furniture.
He will flercely resent any attempt to take his home
from him or destroy his property, because they are
property in the deepest sense, unique to him. He
has mﬁge them as a whole, and committed himselfl to
them,

Thus it is evident that the most common man, leading the mosat
mundane of existences, and thinking nothing "original," exotio,}
or "unreasonable,” can possess a flerce and tenacious imagina-
tion, as Jim Latter or Jock KRackham well illustrate. The only
difference between theirs and the truly creatlve 1magination is
scope, depth, and perhaps the ends to which 1t 1is directed.
Thurberts Welter Mitty, for example, has a powerful imagination
which 1s operant a good proportion dr the time; he lives in 1t
as much as in his everyday reality. But it is 1imited in its
range, his imaginings emanating chiefly from the realms of pulp
fictlion, news media, and thriller films, and centering around
himsell as lady-killer, slayer of dragons, righter of wrongs.
And 1t 1s inner-directed; that 1s, it is used chiefly for his
own amusement and could be classed as only a minor rebellion

from established modes of thought and action, like Lucky Jim!'s

19 Joyce Cary, The Horse'!s Mouth (London, 1957), pp. 319-320.
Subsequent references will be to this edition--hereafter cited
in the text as HM.




faces or Mr, Polly's extravagant formulations of the King's
English. It results in no tangible, permanent creation such as
a poem, peinting or statue. The imagination of the non-artist
may yet turn toward art, but in the same way 1t fastens on poli-
pics or religion or the Red Cross Drive,

The relatioﬁship of this type of imagination to "art" is
elaborated upon by Cary, leading us into a discusslon of the
revolutions of taste and art which occur within individuals and
between generations, keeping the kettle on perpetual boil:

Now suppose this world includes some art. Suppose
he has formed for himselfl a taste in pictures, poet-
ry and music. Suppose he has given appreciation to
(say) watts, Tennyson and Mendelssohn (or Cézanne,
Mallarmé and Debussy), then these artists are part
of his created world., He owns them, he is fond of
them, he feels with them, he reveres them as great
artists and in that reverence he knows that he too
has a share of greatness; his imaglination, in front
of Watts' "Hope," 1is suddenly enlarged; he reads
Maud and is moved out of a narrow workaday exlistence
into a romantic and exciting world. For this he will
probably be desplsed by most of the next generation
who, eager to make a new _world for themselves, will
get their thrills from Cézanne and Mallarmé [or
Beardsley and Wilde ] . (HM pref. p.320)

And the asbove individual will in turn despise the "new world"
of the next generation; this phenomenon explains why sc many
youthful redicals sppear to become conservative in middle age.
In actuality, they have merely changed leas than their world
has changed; they have adhered to that to vwhich they were once
devoted and committed, remaining faithful to an earlier world

and self.

The reason why the young revolutionary becomes the
old conservative 1s not some disease of age, but
aimply the fact that he has created in imagination-
that world, a free revolutlonary world, which is
being torn from him. We live in the creation end
it presents us with two kinds of tragedy: that of

—



the young genius who desires to create his own new
world, in politics or in art, and 1s defeated by
the academicism of those'whose art and reputations
are threatened by his innovation; and that of the
conservative whose world 1s belng destroyed.

(AR pp.91-92)

Many of Cary's books deal with this tenacity of a genera-
tion to 1ts prineciples and fts art, and with the abllity or
inabllity of various chseracters to adapt to the changes.

A Fearful Joi, To Be A Pilgrim and The Horse's Mouth encompass

seversl generations which inevlitably clash and always contrast.

And, of course, in The Horse's Mouth Gulley 1s continually

meking reference to and philosophising on this phenomenon. Be-
ceause he recognizes its existence he does not mind the public's
scorn; he knows they wil) change after he diles,
People want & "gulde to 1ife," according to Cary; they
need "an 1dea of the world in which they have to succeed."
That is why any new creed presenting a complete
gulde 1s so sure of popularity among students, why
Marxism, Fablanism, Nazlsm, Splrituellsm, any new
"1sm" which offers a complete picture, even a de-
pressing picture, like Spenglerism or behaviourism,
has such an immense appeal to anyone under thirty.
They set free; they give a coherent set of values,
in which emotions formerly in conflict, and there-
fore frustrated, can suddenly find complete satis-
Taetion. (AR p.37)
To say that any creed can “set free" may sound a contradlction,
but because the imagination 1s triggered and given something to
grip and grow on, an "ism" may lndeed be a liberating factor,
In this case, 1maginatlon simplifies (rather than amplifies)
existence. This simplification is necessary for the average
person when confronted with "the turmoll of actual eventa"
which is "a true chaos" (AR p.2l1). "Everyone...ls presented

with the same chaos, and is obliged to form his own idea of
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the world..." (AR p.18). It is far easler for the imagination
to fix on a pre-fabricated system that appeals, that grants a
simpler view of existence., The world 1s in "everlasting creation"
and produces an "endless revolution of politics and ideas" (AR
p.21); the artlat copes with thls chaos creatively while the
non~artist tskes this "terrifying confusion" gnd narrows it
down, gives it s form and name satisfsctory to his 1lmagination.
The unitive, Integrative aspects of the imagination are thus ocom-
mon to all men. "Alry nothing" is given "a local habltation and
a name'; what 1s not present to the five senses may be called
forth and acted upon, even such a concept as abstract as "Duty."
Cary tells the story of a friend of his, who, as a child,
thought he could fly and jumped off the roof. "Lucklly he came
down in a flower-bed and only broke a leg," Cary drily observes
(AR p.19). This flight of fancy or imsgination might have had
disastrous consequences; one cannot affront laws of gravity no
matter that the dictates of 1maginatlon, Just as "wrong ldeas
about...the wholesomeness of prussic acid" (AR p.19) often prove
fatal. But people like Gulley Jimson {(who falls from a wall
upon which he 1is painting "The Creation") and Charley Brown (who
finds himself balanced precariously on a drain~pipe while robbing
a8 house) obstinately continue to challenge the laws of gravity
and soclety while exerclsing their 1mag1nﬁtions; "objective"
reality is subordinated to a more subjective one. "Asylums and
gaols are full of people who have forgotten or ignored" certain
"obstinate facts" (AR p.19), and it 1s pure chance, or "luck,"

as Cary would say, which determines who gets caught and when,

The exercising of the imagination is inevitably an
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anti-social act because it is an Ilndividual one. Every man is
an artist in that he wants to see his "idea" on the canvas, no
matter what the cost, Hls "inspirstion™ mey be shop-worn or

out-moded, but 1t needs expression. The difference between the

children of Charley Is My Darling and those in A House of Chil-

dren i1s that the former select anti-social methods with whilch
to express thelr ideas and the lastter have soclally~-accepted
methods suggested to them; fundamentally, their idess originate

from the same source. In The Horse's Mouth Cary 1s asserting

the primacy of intuition, that which comes from "the horse's
mouth,"zoover the forces of reason or loglic that attempt to
suppress it.21
And as if it were not enough that forces outside the artist
attempt to thwart his expression of intuition, internal diffi-
culties present an equally great problem to the "artist.," (Cary
maintains that the fundamentsal problem of the artist’is that
"a cold thought has to deal with e warm feeling" (AR p.L45); the
gap between intuition and expression, or as in Gulley's case,
"the 1dea" and "the wall," must be bridged. 1In dealing with
this matter of primery importance, it is no wonder that other
factors such as legal systems or moral codes are subordinated

to a position of negative importance, giving justification to

22
Robert Bloom's complaint that Cary's novels lack a moral center.

20 Wright, Preface, pp. 124-125, sees the artist as "an
interpreter of the vision of God to man."

21 Blake refers to this particular conflict as "Abstract
Philosophy warring in enmity against Imagination" in "Jerusalem,"
Keynes' Blske, 5:58, 70:19, 7lL:26.

22 pobert Bloom, The Indeterminate World: A Study of the
Novels of Joyce Cary (Philadelphia, 1963), passim. ,




But since in every one of hils works Cary 1s attompting to deplct
the subjective world of his characters' imaginations, it 1s in-
evitable thet the forces which would thwart or stifle the ex-
pressions of subjectivity sre given the role of "villain."

Cary 1s on the side of the "artist," who happens to be
everyman; the primary paradox 1s that even those "blue-noses"
who would stifle the Gulley Jimsons are themselves creative art-
ists prompted to put their own idea on the wall, even if it

takes on the charecteristics of sn officlal seal on an official

document,
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Chapter II.
THE AFRICAN NOVELS

41, Alsaa Saved

Alssa Saved is the first of Cary's novels; published 1n

1932 when he was forty-four, it is the result of much revision
And many decisions, and took him three yesrs to write due to
his search for an eppropriate technique and his doubt about the
ansvwers to questions raised in the book.23 Mahood c¢slls these
three years "years...of continual self-exploration. During this
time his interest shifted from Ethics and Ali [an educated
native] to enthusiasm and Aissa....he came increasingly to feel
that 1ife demanded a faith and not a code, the spirit rather

2l

than the letter." Cary, in his preface, concurs: "Ethics are

important enough,..but the fundamental question for everybody

13 what they live by; what 1s their faith....how sound 1s the

faith...how deep does it send its roots into reality" (AS p.216).
It is by no means Cary's best work, in spite of hls elabo-

rate care with 1t, for it 1s far too diffuse and vague. There

are over seventy characters in 1it; unlike his later characters,

23 Joyce Cary, "Prefatory Essay," Alsss Saved (New York and
Evanston, n.d.), p. 217. Subsequent references will be to this
- edition--hereafter cited in the text as AS.

2L M.M. Mahood, Jovce Cary's Africa (London and Boston, 1965),
p. 123, '
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they do not "live." Yet thelr 1maginations are not so much im-

poverished as poorly depicted.. Ruth V¥an Horn sees In Alssa 3aved

8 "completely unalloved demonstration” of "the religlous imsgina-
tion,"25 but aslthough the latter 1= well-depicted, Alssa 1s nob;
the novelts ostensible focus, she is blurred, a fuzzy portrait,

The "fundamental question® for Cary "1s what they [the
nabivoé] live by; what 1s their falth (AS pref;p.216). In the
arduous process of coming to an understanding of his own atti-
tudes and belliefs, Cary decided that "different veople needed
different kinds of faith; 'true' for them" (AS pref.p.218).
It 1s through Cery's representation of Alssa's and the other
natives' (mis)interpretations of Christiasn or Western concepts
that we obtain insight into the workings cf thelr imaginatlions,
the nature of their felth.

Recause the nativeé so cbvioualy cannot grasp the concepts
the white man sttempts to impart, many reviewers havé taken

Alssa 3aved to be a dlatribe sgainst the enlightenment or educa-

tion of Africans. In fact, Cary seems more interested in de-
picting the incongruities of both pagan faith in Jju-ju, the
Christlian faith in conversion, communion, ete., end the verious
combinations of aspects of these faiths, because of the inher-
ently interesting nature of the juxteposition of two different
ways of 1life. Larsen savs, "The resl centre of the novel's mean-
ing lies in the problem of communication among the various

groupa";26 Rlack cennot think white, alsse, as well ss the

25 Ruth G. Van Horn, "Freedom and Imaginstion in the Novels
of Joyce Cary," Widwest Journal, V (1952-1953), 2.

25 golden 1. Larsen, The Dark Descent: Social Changes and
¥oral Responsibility in the Novels of Joyce Cary (London, 1965),
p- 23-
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other "econverted" pageans, assimilates Christian notions in terms
of her own experience and background; the movement of the book,
as ¥right points out, depends upon Alssa's "slternations between
Christienity as she understands it end the native religion on
which shs has been ralsed.“27 This "shortcoming® is not only
peculler to Alsss, but to most natives depictfd. Brimah, for
example, interprets the miassionary's prayer, "'Enlighten these
poor people in their misery end darkneas, ¢ Lord'" as an entreaty
to God "to send the lightning on black men" (43 p.31). People

muat be able to communicate before they can understand one

another; when communication is virtuslly irpossible, an under-
stending or sympathy between cultures is more or less sutomati-
cally precluded,

Alsse, "a helf-bred Fuleni girl with bvig soft eyes and a
fine golden skin very aitraobive to any man" (gg.p.lh), 1s like
Mister Johnson, full of life, "laughing...with her whole body"
(AS p.22). Bloom sees Aissa as the first in & line of "incarna-

tions of pure and indiscriminete vitality."zé

She likes to

drink beer, to dance and sing, to mske love; the missionary Carr
callously refers to her as "a common or garden trollop" (AS p.2L).
The ascetlclam Christisnlity normally imposes on its lambs 1is

11l-suited to nissa's joie de vivre, but left to her own devices

and mode of thought, she makes this religion more familiar and
palatable. For example, she thinks of Jesus in terms of her
lover; the description of her first Communion is sensual and
orgliastio:

27 wright, Preface, pp. 58-59G.

28 Bloom, The Indeterminate world, p. 104.
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«++"The Blood of our Lord"; she gulped the dark
liquid in case it should choke her. She was star-
tled by the taste; 1t was not like ordinary blood
but sweet....Her mind was wholly preoccupied. Her
attention was all directed inwards to find out

what was happening to her. What would Jesus do in-
side her? Wwhat would he feel 1like? What would he
say? She perceived a faint warmth in her stomach.
She brought all her mind upon the place. She held
her breath. But the feeling had gone already.
Where was 1t? She found it again deeper and further
in. It grew quickly, it was like the morning sun
whose rays grow stronger and warmer every minute;
it plerced through the cold muscles; it passed out-
‘wards through the whole body in waves of heat burn-
ing out all her cold wickedness., It was making her
like Jesus himself, pure so that she did not want
Gajere any more, brave so that she was not afraid
of the pagans, loving so that she loved Jesus with
all her heart, happy so that she had never been so

happy. (AS pp.153-15L)
Later, worked up to hysteria pitch in a hymn-singing
session at the miassion, Aisss has a vision of Jesus:

Jesua approached rapldly through the alr breaking
the light in front of him in two waves of glitter-
ing foam. His beauty surprised Alssa so much that
she stood like a astick with her mouth open. He was
a young man with a colour like her own.,.., that of
a lion's back; his long nose delicately formed, his
moeuth full and curved like a woman's, his eyes big
and sparkling.

Alssa stretched out her arms to him, smiling and
astonished with joy, and cried, "Oh Jesus, my Jesus,
my Jesus, you come for me." She spoke English be-
cause she knew that it is God's langusge.

(AS pp.155-156)
Jesus stands close to her and says "You belong to me now, Aissa.”
She beats her breast: "Oh Jesus, I love you too much, I love you
too much. I belong for your woman. I do all ting to please you.
You beat me, you kill me" (AS p.156). The masochism here ex-
hiBited by Alssa is 1llustrative of a desire to make an object

of herself; as such, it detracts from her subjectivity and
" vitality, the self-centeredness which 18 inherent to the charac-

ter of imsgination.
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Her utter submission and perfect willingneas to do as
Jesus directs her foreshadows her final sacrifice; 1t reflects
upon an earlier scene in which’she 1s the victim of a Christian
witch doctor who, with Bible in hand, determines the proper cure
for an infected foot: "'If your leg troubles you, cut it off;
if your eye, take 1t out.'" He writes these words on & plece of
"King's paper"--good medicine--and, with Zeggl's help, cuts off
Alssa's leg at the ankle, cauterigzes the stump with a hot knife,
binds the paper to the wound "in a plaster of chewed tobacco
leaves," and mekes Aissa drink s mixture which includes some ink
from the charmed words. "She mended at once" (AS p.lOL4). The
logic utilized here is quite simple: Since Alssa 1s Christlan,
only Christian methods will exorcise the Christian demon inhabit-
ing her leg. The irony of 1t all is that this treatment does
cure her, just as Elizabeth Aladel's charmed spit can kill a man
who bellieves in 1t.29 The power of the native mind over physical
matter is far greater than that of the average Christian. VWhen
Alssa, cursing Jesus, decides to die, "everyone could see that
she wag dying" (AS p.137); she is found by Mrs, Carr and con-
vinced that she ought to live, whereupon she sets her mind ap-

- propriately and becomes well agaln.

The will power, and consequently, the freedom here em-
bodied 1illustrates the power of imagination when it operates as
faith} turned outward, the power manifests i1tself as it did in
the Spanish Inquisition, with a set of "Christian" orders de-

signed to bring about the Kingdom of Heaven in Yanrin:

29 Joyce Cary, The African Witch (London, 1936), p. 399.
Subsequent references will be to thls edition--hereafter cited
in the text as AW.
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"No one 1s to have or keep any property which is
abolished,

"No one 13 to use money which is abolished.
"No one is sllowed to marry as fornicstion iz for-
biddano
"It is forbidden to drink beer, gin, whisky.
"All judges are abolished including the white
judges, Only God is judge. All lawas are abolished
except the law of God written in his book.
"All books sre to be destroyed except God's book.
"Those who do not become Christians are to be
killed, and the white men who are not Christians
shall be driven sway." (AS p.182)
The strength of this falth emanated collectively accomplishes
a "miracle" of sorts. When a group of Christians are threatened
by pagans, their leader spins a cross which then polints to a
river normally thought impassable and unfathomable. Wading into
the water, the lesder cries out "'Follow, follow, follow'":
"§#ith loud cries of joy and gratitude to God all ran down into
the water and followed his course, the tall men holding up the
shorter, the children on their mother's shoulders" (AS p.210).
It 18 their Red Sea.

Alssa has Just}given her child to Jesus: "I glve you all,
ma dear'" (AS p.206), basing this sacrifice on Mrs. Carr's assur-
ance that she will be happy if she does the Lord's will asking
nothing for herself, and on the Christian hymn: "All things T
like best/I sacrifice to His blood" (AS p.L9). She gives up
Abba and "Ladije instantly cut off the child's head with a blow
of his sword" (AS p.209). The blood spurts onto the ground
"short of the cross." This is the Christian ceremony. When the
pagans arrive, they find Aissa alone, crying "'Oh de joy, oh de

~Joy'" (AS p.211). They drag her to the nearest ant hill and

leave her there:




19

Alssa, confused and drowsy, continued to whisper
her love and gratitude to Jesus until she fell a-
sleep., In the morning when the ants found her she
tried to drag herself away from them. But she could
only wriggle in a circle. She rolled on them,
thrashed them with her forearms, crushing them by
hundreds. But they were soldier ants born and dbred
for self-sscrifice. Probably also on account of the
bad season they were especlally eager to get food
for their community; they were totally carelesa of
wounds or death. (AS p.211)

The parallels and hence ironies in this passage are ob-
vious; the natives too have had a bad season and have had to
sacrifice some of their own in order to ensure the fertility
of the land. They do it willingly, for the love of Jesus and/
or the good of their tribe. Christians or pagan, sacrifices
still occur, and whether self-inflicted or imposed from outside,
the community still benefits. As Bloom says, "Cary's penetra-
tion of the native religious imaginstion--both Christisn and
pagan--18s the highest achlievement of the book...."so As the
ants tear at her body, creating "the warmth of,flesh}“ Alssa
begins to have vislons:

Jesus had taken her, he was carrying her away in his
arms, she was going to heaven at last to Abba and
Gajere, Immediately the sky was rolled up like a
door curtain and she saw before her the great hall
of God with pilllars of mud painted white and red, ‘ .
God, in a white riga and a new indigo turbsn, his !
hands heavy with thick silver rings, stood in the
middle and beside him the spirit like a goast with
white horns. (AS p.211)
The Kingdom of God is seen in her own image, although in
Christian terms. The goat upon which Abba rides is "The Holy
Goat" or Holy Ghost., God is anthropomorphized in the same way
Jesus is, by Aissa's imagination,

Her child 1s sitting on an angel's lap having his cap set

30 Biloom, p. L7.
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stralght for him; the engels seem to be "laughing at him."

Alssa fearing that he would cry and disgrace
himself with the important compeny waved and beck-
oned to attract his attention. At once as il feel-
ing that she waa there he looked down at her and
smiled gravely.

Aissa held out her arms to him and shouted, "Ch,
you rascal."” She could not help laughing at him,
She was helpless with laughter, (AS p.212)

The conclusion of The Horse's Houth seems to echo the

essence of Alssa'’s final viglon. As the wall upon which a delir-
ious Gulley Jimson paints "The Creation” begins to crumble, his
whale smiles at him: "Her eyes grow bigger and brighter and she
bent slowly forvar& as 1f she wanted to kiss me"; the walls
tumble down with OQulley end through the cloud of dust he sees
"ghout ten thousand angels in eapa.»helmsts, bowlers and even
one top hat" (HM p.287). 4ll sre leughing, and Gulley says

"God blesa them, It must be & work of eternity, a chestnut, e
horse-laugh“al(gﬁ p.287).

The doubts perpetusally raised ss to whether Gulloy is of
tragic or comlc stature sre anaslogous to our final doubt about
Alega: was she in fact "saved," and if so, from what or whom?
S8he was not saved from the Christians, the pagans, or heraself,
objectively spesking, elthough all three would maintain that she
was: the Christians will make a martyr of her; if it r@ina, the
pagans will consider her their successful secrifice; snd Alssa
herself has her vision of heaven that positively reeks of salva-
tion. From Csry's point of view, this vision is the saving
grace, the result of falith, imagination. As such 1t must also

earn our reluctant commendations. Bloom's comment, that Cary

k) The marked similarities in these two conclusions is
noticeable also in the final scenes of The African Witch and
A PFearful Joz.
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does not consider "whether religlous formulations correspond
with anything real,” and that ™he 18 committed only tc the idea
that energy, passion, and Imaginative intensity exlst and pro-
duce vlsions,"steems appropriate here. It is the fact of the
operant imagination rather than its effect or casuse that counts.
Alssa both succeeds and fails;3311ke Gulley, her end is ambigu-
ously depicted, and we can only be certain of one thing: the ab-
solute value of living and/or dying creatively, with passion,
intensgsity and spirit,

14, An Amerlicsn Visitor

The title of Cary's second novel, An American Visitor

(1933), refers to the American Marle Hasluck, a jJjournallst from
Boston who has come to Nigeris to write about the Birrli. She

prefigures the i1dealistic, but more sympathetlic Oxford intel-

lectual, Judy Coote, in Cery's African Witch. Variously referred
to as an "anarohiat,"3LL "a sentimentalist and silly young womsn"
(AV p.193), a "dengerous agitator" (AV p.27), "anti-British"

(AV p.29), 2 "Boston mystic" (AV p.150), a "true deughter of

the Enlightsnment,"35 and a Rousseauian,36 she 1s actually quite
wishy-washy, a pudding of a woman,

At one point she writes to her publisher in America about
the Rirrl as

32 Bloom, p. L48.
33 wright, ». 59.

34 Joyce Cary, An American Visltor (New York, n.d.), p. G2.
subsequent references will be to this edition--hereafter cited
In the text as 51.

35 Hoffman, Comedy of Freedom, p. 18.
36

Larsen, p. 30.
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"...8 cilvilization of athletes and poets, Greek in

the besuty of its golden age, but more secure--

saveges truly noble, bound in the strong web of

natural loves and duties as eternsl as nature's

own laws." (AV p.193)
She becomes disillusioned with the natives when they very nearly
disembowel Monkey Bewsher, her lover and later husband. Yet she
wants and needs her ideals, and feels "an intolerable longing"
for "the silly young woman who hed seen in a little community
of savages the pattern of an earthly paradise” (AV p.193).

It 1a odd that Cary puts the focus on her, as Bewsher 1is
2 much more complete and sympathetically drawn charescter, Bew-
sher, as his nickname "Nonkey" implies, is & comic charscter,
like Mister Johunson and Gulley. He is a white "Mr. Wog," but
above all, an individual, "He combines an attitude of romantic
paternalism toward his 'pagans'! with the design of establishing

& co-operative movement anmong them."37 His 1deal 1s unification

of the tribes, significent in its 1llustration of th@ Integrat-
ing factors of the imagination. Marie's "ideal®” has to do with
1dolizing her savage innocents snd her Bewsher, incorporating
them into her "religion" rather than trying to understand them
for what they are, }arie secks security and love.BBoriginally
finding these in her ideals, but when there are no more "noble
savages,” then she must turn to other sources. According to
Larsen, ¥arie 1s not destructive (just ineffectual) as long as
"her dream of noble savages and the Golden Age" dominates her;

since the power to destroy implles salso the power to croataBg

37 Alan Hall, "The African Novels of Joyce cary,"” Stend-
punte, XII (March-April 1658), Lk.

36 mahood, p. 126.

39 Larsen, p. 30.

i :
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in Cary's scheme, Narle's creativity 1ls shown to bé blocked
also, ironically by her romantic 1deas whiloh even she suspectis
to be fsulty. Her imaglnation ia inferlor t¢ Bewsher's; Hall
sees her "in strong contrast to Bewsher, inasmuch as her imsgina-~
tion and ldealism are conventional Instead of creative. Her im-
agination is not flexible enough to meet the situations...which
constantly confront her husband and to which...he hsas slways
mysteriously been oqual."ho

An unused passsge of Cary's, quoted by Molly Mshood, indi-
cates Bewsher's superiority to Msrie, who feels that religion
1s an art of 1ife: "To Bewsher 1ife was s kind of art...,"l1
Just as the pagans' very movements sand songs are their art, so
Béwshor's ideas and enthusiasm, inherently creative, approsch
art. He has "a pagsan oapscity...for living in the moment.“hz
Sympathy, which is an important aspect of the 1ma31n§tion to
Cary, is exuded by Bewsher; he understands the natives more than
any other colonlal administrator ever deploted by Cary. Unlike
his folls, Gore and Cottee, he wants "to preserve and develop
the rich kind of loecsl 1life whioch is the essence and the only
Justification of nationalism" (AV p.133), The others look upon
Bewgher's "odd notions" with scorn, but it is evident that Cary
3

admires and favours him.h
40 Ha11, p. Lb.
41 #ahood, p. 14l.

b2 1p1a., p. 2.

43 Mahood, p. 130, esserts that, in fact, Bewaher "atesals
" the show" {rom Harie, who for this resson is neither as sympa-
thetic nor as interesting as Cary originally intended her to

he,
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An example of Sewsher's lmaginstiveness is his inspiration
to make (gun, the thunder god,:the representative or Saiht of
Blectricity snd Vital Znergy:

| H4is real i1dea wes that since the typlcal pagan

worship wss in itself a cult of life, and especislly

of this 1life, so thet to pagans the 1life and passions

of men extend through all being, animsals, trees, even

the sun and moon, the thunder god would be an excel-

lent representstive or saint of material energy, of

all-pervading electricsl force. As he said, Thunder
i1s literelly the sound or volice of that energy.

(AV p.132)

This is the same sort of notion that the nstives would originate
themselves when confronted by an alien donaept, thereby causing
the average missionary or administrator to despair. Larsen too
has noted Bewsher's abllity to operate on the natives' wave
length, referring to his "essentlsl religlcsity, hils clesrness
of vision, his sympathetic identification with the nativea.“uh

Bewsher 1s so strong and stable that he becomes Marle's
mainstay, "one of the unshakable truths that she neada to pre-
vent the univeras from dissolving into chaos and I’lux.“z*5 On
thelr wedding night, "!when some Jjoker put an arrow through the

nuptiasl net, she talked as if an arrow or two in the ribs

- wouldn't matter to the man'" (AYV p.150), She calls 1t "guts,"

but she mesns "faith," says Cottee. Influenced by Dobson's

love-is-stronger-than-guns theory, by her Boston mysticism, and
by Christisn Selence, Marie ultimately bringes about Bewsher's
doath by hiding hiavgun from him during « native raid. Typlcel-
ly and impulsively, he rushes out Into the attackers' midst

shouting and waving his arms; cut down by a spear immediately,

i Lersen, pp. 2G-30.

b
45 Bloom, p. 49.
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he becomes & sacrifice on Mariefs "You've gotts have laith"
altar. Bewsher's death is very nearly comie; Cary never, in
sny of his novels, permits the reader to becomes involved emo~
tionally in the deeth of a character, no matter how lovable.
whipping out the sclssor cmse (Marle's substitution for his gun),
Bewsher shoutas to the crazed native, Cbal, "'Go beck, or 1
shoot." (bal retreats, then recovers his purpose, and astabs
¥onkey Bewsher:

Bewsher fell on his back with a look of ludi-

crous amazement and indlgnation. Fe was heard

shouting something agsin about "bloody rascsls,"

in & volce expressive gulte as much of surprise

as indignation. In fsct, Bewsher's own feelings

28 he lay on the ground with two or thres spears

in kis body, though, of course, full of official

indignation, wss not empty of & kind of asmusement

a8 If some part of his mind were remarking to him,

"Well, old chsp, the joke 1s on you. You're not

Boing to get away with 1% thls time."™  (AV p.22G)
Cary quite lesde us awany from the futility of Bewsher's death,
Just as he &id with Afsse's, and as he was to do with Gulley's,
whioch echoes aspects of the sbove psssage: "a chestenut, a
horse-laugh....l perceived thet they were laughing at me" (HM
p.257). And M¥arie, standing by Bewsher's grave, says "'Doesn't
it make you laff the way I fell for it,'" referring to her
"faith" that falled to protect her husband, "tIt wasn't John
Dobson's god--it was just the oldest kind of jJuju'™ (AV p.237).
This reelizetion of her feilure and of the shortcomings of her
‘bellefs mdds to the optimistic note with which the novel con=-

oludes:

"eeel didn't see that 1f Birrl wes safe, Monkey
wouldn't be Fonkey, snd 1f the world wes meant to
be & asafe plsce there wouldn't be any men like
konkey, and if no one was to die or suifer there
wouldnt't be any love, and If no one was to get
killed there wouldn't be any life worth living."
(AV p.237)
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In her ascquiescence to Honkey's methods and theorles
gottee finds something romantic; he is transported into

.«s.another state of being, where men and women wWere

born to heroie destinies, and life was the magnifi-

cent stage of thelr glories and their suffering; and

it seemed to him...that the men and women who lived

in this other romantic world...were the only ones

who knew how to live st all. The rest were the

cowards, like himself, who were afraid to love, who

were afraid of being laughed atj who mutllated and

tamed within themselves every wild creature of the

spirit in order to be in safe and comfortable posses-

sion of their own farmyard... {AV p.238)
Almoat 1mmediately he negetes himsell, turns face and cynic =as
he views her objactively: "This ugly little woman a traglc
queen, Wonkey Bawsher a hero, 1t was ebsurc" (aV p.238). vhen
she kneels by Bewsher's grave, he 1s appalled because he does
not know whether cor not to knsel with her, what “the proper
procedure" is, He is afraild of belng laughed at, afrald to
love., derle's fingl statement, the one with which the novel
concludes, 1llustrates exsctly the proper combination of imagine-
tion and faith: "'I'm not praying, but vwhere Monkey 1is the
ground feols kind of different'™ (4V p.239).

Hof{man relates this "sacrifice® to that of Alssa Saved:

?&issa sacrifices her child snd heraself for love of Jesus;

Marie, unknowingly and involuntarily, sascrifices HBewsher to the
idee that God is love."hé Her attempt to 1impose an ldesl on a
situation which she does not understand and her failure to put
he: trust in Bewsher's abilitles (whioh are far superior to hers)
1llustrate the defieclencles of her unitive faculties, the pov-
érty 0f her powers of sympathy and imsginatlion. Cary's use of

the Blakean thewme of lemale dominatlion 1s here portrayed at its

46 Hoffwan, p. 23.
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most destructive; attempting to bind fewsher to her rock of

ideals, she kills the creative' element in her life. Af'ter they
nerry, sh2 tries (vainly) to remove Bewsher from his people, the
#irrl; nis passion for them conflicts with hers for him. This

1s enalgous to 3ara's sttempt to get hold of Gulley snd neil him /
down %o the domestiec cross,

Her name, %a;im Hosluck, {8 ultimstely seen as ironie; she
trusts %e luck (faith), "astakes all on & sustaining goodnessa
which is not really there."u7 Her faith 1s one that Cary would
classify as belng uneble to "atand the knocks" (A3 p.216). In
& conversation wlth Rewsher, Warie assks 1f he believes ((od to
be looking after him, and he replles "'I've certalnly had uncom-
mon luck'"; later he refers to the escape from Faré as "rather
providential”--very like the narrator of Erewhm who says, "As
luck would have it, Providence was on my side.” Thg themes of
luck and providence underlie most of Cary's novels; they seen
to be the externsl sources to which the imaginstive and falthful
respectively defer as being responsible for the way events oocur;
they are bulwarks asgsinst the injustice of the world, The non-
religiocus and unimsginative characters, like Cottee and Gore,
depend upon intellect and reason or industry and hard work.
Larsen, for example, opposes Bewsher's "e¢reative" acts to those
of Cottee, "a brilliant but deadly cynical exploiter of the
troubled Africaen aituation,"haand Fehood notes thst Gore lives

by rule, Bewsher by raith.ug "PFeople like Gore" refuse "to

h? ﬁrﬂhﬂ@dg p. 129-

L8 Larsen, p. 28.
49 ¥ehood, p. 140.
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trust anything to luck or Provldenca,"sowhich makes them more
respcnsible but less free and imaginative.

I would like to disagree with Larsen's Interpretation of
Bewsher's final act; although it does involve sacrifice, it is
¥arie's Christian~based sacrifice of her husband rather then a
sacrifice by the man. Larsen says, "Both love and civilization
are possible only through faith, an act of the imegination, and
can be bought only through supreme'aaorifioa.“51 thereas falth
is one aspect of the imegination, and destruction aseems endemic
to the creative process, sacrifice per ge is not always involved
or necessary. It 1s certain, st any rete, that Marle's act of
faith was a less imeginative act then a foolish one, snd that
her triumph occurs after Rewsher's death when she realizes that
she was taken in by "the ocldest form of Ju-ju,” when she effirms
that "where Nonkey i1s the ground feels different.” As far as
Bewsher being & willing sacrifice to love and civilizatlon,

"a 'blessing' graclously given," with "the Christ-like power of
52

reaffirming love for Marie,"” 1t 1s simply romentic nonaense.
According to Larsen, this "blessing® also "releases the energies
of the natives, energles imprisoned in tribal customs and
stunted 1maginationa"353but we are given absolutely no evidence
whatsoever of this ensuing. Marle profits, but the natives
remain unenlightened. Bewsher's actual motives may only be

surmiged, but it is unlikely that he was sacrificing himself to

50 yanood, p. 127.
51 Learsen, p. 32.
52 1v14., p. 33.
53 Loc. oit.
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release "the flow of life and raith";sh A re-reading of the

passsge would Iindicate that he acted on impulse, perhaps lean~
ing on & falth 1n the natives &s frienda, It must be admitted
that his act was not the result of a retiocinative process, and
that 1t does have to do with Bewsher's creativity and trust in
the powers of sympathy: 1t is an unselfish act rather han a
seaorifice,

1i1. The African witch

The title of Cary's third work, The Afriecan Witech (19306),

refers to Eligsbeth Aladal, sister to Louls, (aspirant to Rimi
throne), and queen of ju-ju, yet the novel does not seem to be
about her; rather, the novel seems to be a further exposition

of the themes originating in An Amwerican Viaitor and Alssa Saved.

Not atypleslly, it contains the seminal bases of later charac-
ters, "typea" which cafy elsborates upon in later works. The
setting is again Afriecs, for good reason, as COnrad’waa well

aware.ss In the preface to The Africen Witch Cary wrote: "The

attrection of Africa is that it shows...wars of helief, and the
pbvorrul and often subconscious motives which underlie them....
Basic obsessions, whioh in Europe hide themselves under sll sorts
of decorous sclentific or theologlcel or politicsl uniforms, are
there seen in bold and dramatic action...." (AW p.l10)., Africa
is an elaborate metaphor for the irrationsl forces operant in
man, black or white; the new, emergent Africa is represented by

Louls Aladal,Sbwhile the o0ld and still dominant, indomitable

54 Larsen, p. 13.

55 For an excellent analysis of Cary's indebtedness to and
simlilarities with Conred, see Lersen, pp. 1-21,

56 Hall, p. l.
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africa 1s represented in the person of Elizabeth.

Ellizabeth hovers over the .novel like a curse; "She is the
novel's still centre; she sits at its heart like a splder in a
web";STsho is omnipresent, large, an object of worship, a potent
force, a figure of darkness and destruction. She 1s Olymplen,
insceruteble, and her charms have observable effects on the phyai-»
cal world and its inhsbltants, ¥ore a presence than a character,
she 1s representative of Rimi "ecilvilization” and 1ts dependence
upon Ju-du, Her intractablility is analogous to the impervious-
nea:z of Rimi occupants to Westernigatlon; the fact that she
prevalils, her seeming indestructibility, is emblematlic of the
impossibility of bridging the vast gulf between African and
Buropeen sensibilities, of bringing about a significant change
in any way other than the superficial,

The coloniallasta cénuist of a whole handful of bigots (who
30 not distingulish themselveas much); the lame Judy Cbote. an
Oxford don, an "intellectual"; Dryas Honeywood, "a superb physi-
cal specimen" with a dull brother; Rackham, Judy's flancé, ad-

mirer of Dryas, snd preserver of the status quo; and Dr. Schlenmm,

a clear-thinking missionery. The Africens who distinguish them-
selves consist of Akande Tom, Ellizabeth's "huasband" snd proto-
type of Kister Johnson; Louls Aladal, educated at oxford,
aspirant to the Rimi throne and brother teo Elizsbeth; and cokor,
Iouis' friend and menﬂor. a sort of Christian witch-dootor.
Almbat avery possible\eombinaticn of conflict oceurs amnong
these people; all represent different types of belief and modes
of thinking.

57 ma11, p. LS.
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Judy Coote conflicts with them sll at one point or another
pecause she 1s intelligent snd.clear-sighted enough to recognlize
the shortcomings of their actions and thoughta. She 1ikes Aladai
at first, baving known him at Oxford and seeing 1n him "a qulck
sympathy,® a "real capacity for frlendshlp, which 1s sympathy of
mind® (AW p.16); only when he cannot stand up to the whites who
disparage him and the natives who attempt to bririg him back %o
the ju-ju fold does she begln to lose her faith in him, She be-
comes equally disillusioned in Rackham when he fails to controll
his dislike of Aladal end his sdmiration of Dryas; both sre In-
dlcative of a nsture deficlient in sympathy and diserimination,
one overly involved in the physical--ss his interest in gymnas-
tics and sports elso indicates, Judy's own lameness, perheps
symbolic, 1is contraated to Dryast proficlency at dancing, gym-
nastics, hiking. The lestter loves nature (Dryas - driad), "hills
and trees.” Judy denles that these in themselves hold any attrac-
tion for her: "'T love what poets have made of them for me'"

(AW p.223). Her praise is reserved for man's creative acts end
accomplishments; when she percelves Rackham's interest in Dryss
she is seddened because the physical 1s ln ascendancy and Raeck-
ham's imagination 18 subordinsted to his admiraetion of una&ulter-

ated nature,

The determinant of the depth of reality experlenced
by &n individual is the power of imeglination, & aub~-
conscious conjunction of thought and feeling. At

one end of the scale of reality 1s the flat surface
of desolate, "raw, senseless nature,” and at the 58
other end 1a the profound production of the poet....”

The "conjunction of thought and feeling" is equivalent to
sympathy, something entirely lacking in both Rackham and Dryas.

S8 Larsen, p. L.
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Yet even Rackham can see that Dryas! brother, Dick’Honaywood,
is "a robot, a set of reactions, a creature ruled entirely by
pre judice and a mass of contradictory impulses and inhibitions,
which he calied opinions and thought of as character....His will
was the servant of nature, the c¢rocodile in the swamp. He had
no freedom. He wes not a living soul; but a tumour..." (AW pp.
192-193). Rackham realizes that Aladal is "worth six Honeywoods,"
but stlll cannot control his fury when Aladal attempts to join
the Scotech Club; all he cen see 1s the cartoon cannibal chlef
in the Balliol blazer. When Aladal presumes Dryas to be his
friend asnd dances with her in the Jungle, Rackham thrashes him
roundly, "to teach him a lesson." Until Rackham fights Aladal,
he had fought for Rimi people; afterward, "he no longer distin-
gulshes between the Rimi people and Riml as an abstract."59
The inefficacy of this type of Huropean education is brought
home quite clearly here; neilther teacher nor pupil is able to
stand one another, let alone understand.

Akande Tom, a prototype of Mister Johnson in hils deslre to
partake of Western ways, 1is one of the more imasginative and en-

60

terprising characters,” attempting to communicate, to "bridge
the gap in understanding and feeling."bl Tom's enterprisé is
the only hope for black and whlte man allike:; "all progress is

made first by the 1magination."62 Without the benefit of an

| 59 priedson, Novels of Joyce Gary, p. 66.

60 or, ven Horn, Midwest Journsl, V, 24: "Tom is the pre-
cursor of kr. Johnson, though his imagination 1s smaller, less
poatic."

61 Laraen, Pe 380

62 Van HOI'n, po 2]4.
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Oxrord‘eduoation, he turns to a sort of sympathetic maglc to

make him "whiter"; along with a white linen suit two sizes too
small for him, e cloth cap, cup~-tie pattern, black sun goggles
and red morocco slippera, he dons Christienity: "'Yaas, I Cristin
men now, Loo-iss., I no savage man'® (AW p.l51). In other words,
he adds a cross to the bag of Jju-jus he wears tied to his arm.
Cery tells us:

.+o.the difference, even in a2 snob's imagination, be-
tween a peer and a tremp is nothing to that in a
savage's between himsell and a white man. It is so
great that the bush negro does not concern himself
with 1it, His indifference to the white man and his
ideas 1s founded on a feeling of difference so pro-
found that his mind will not attempt to pass over
the gap. Only the most enterprising, like Tom--men
of smbition and ideala~-attempt 1t, (AW p.209)

.++the change was not only one of appearance, but of
being and power. Akande's reasoning was not logical
or definitive. It was part of his feelings. The
whole process was one of thoughi-feeling carried on
by every part of his nervous system...j; and now...
he felt to the end of his toes and halr the quality
not merely of a white man, but all that belongs to
him-~-the power of his engines and guns, the magic of
his telegraphs, gramophones, radios, motors, ships,
and his mysteriocus being. By wearing white man's
clothes, it seemed to Tom's bodily and natural logic,
that he became one with the white ju-ju....He did not
even notice the huge bare chest, w he thick mus-
ele~-pads of s negro, under the bulging lapels.

(AW p.210) X

Again, the physical intrudes--Cary's method of informing us
of the incompleteness of Akande Tom's transformstion, of "the
tyranny of..,.physical axistenoes.“63 Meanwhile, over in the
gymnasium. Dryas and Rackham work out on the parallel bars.

The Lawrenci{an power of the physlcal, with 1ts primeval
roots, is illustreted by the efficacy of Elizabeth's magic or

,12:42 (as opposed to the "education" of the whites) upon all

63 Larsen, p. L2.
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it is applied to. She puts a hex on an enemy, spitting on his
hand and cursing him: "'I sat you now'" (AW p.353); his hand
swells up, the doctor cannot explaln 1t, and toward morning her
viotim dies, "swelled up like a dead crocodile” (AW p.399).
This mey be contrasted with the resident director's lecture to
Audu in which he explains the impossibility of witchoraft affect~
ing the human body from a distance. "'I can strike a men with
my hand-~but I cennot hurt him with my mind, because my mind has
no hands'" (AW p.356), he says, in terms cleverly designed to
deal with the simple mind of a native. Audu reports to his
friends "'He gays there ere no wiiches, becsuse witches have no
hands on their heads'" (AW p.350), washing his own hands of
white men's nonsense. Harold R. Collinas, writing about "Joyce
Cary's Troublesome Africans,” sees them as "childish® in their
attempt to aprroximate "the hebits and appearance of white men"
eand more or less pats them on the head snd forgives ﬁholr
“ridiculous errors in soocial bohaviour."ﬁu Child-like would be
a more apt phrase to use; it is still condescending, but at
leest not inaccurate. Collins falls to reslize that which Cary
was surely pointing out: white men appear foolish to Africans too.
Aladel, with his veneer of Oxford education, alienates both
the Africans and the Europeans; like Mister Johnson, he exists
in the twilight zone between the day of BEuropesn illumination
and the night of African darkness, Neither here nor there, llke
the ass who wanted to be a dog, he is not quite sure himself

exactly what he 1s., "He...has a foot in each world; he is torn

6l Antioech Review, XITTI (1953), pp. 397, 398, LoOk.-
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between the two and distrusted by both.“bs Education enables
him to speak of Rimi in the abstract, which only confuses the
natives: "They did not know what he meant by freedom; and as
for justice to Rimi, they supposed that someone had misunder-
stood and repeated nonsense., Riml didn't commit murders, or
eat, or have chlldren, or marry, or catch the fever" (A¥ p.lhL3).
Judy Coote 18 intelligent enough to have developed anti-intellec~-
tual leanings and chastises Alade!l for using "slogans,” for say-
ing "Rimi" when he should say "the Rimi"; his shortcomings are
revealed when he says "'It's all the same, lsn't L1t7'" (AW p.
145). Because it 1s not all the same, partioculsrly to his
people, who suspect him as they suspect the white man and his
"nonsense."

¥hat is commendsble in Alscal is not his ability to quote
poetry, however aptly, in the club to the white men (as Hoffmsn
points out, "Scotch and %ordsworth do not mix“),bbbut rather in
hls natural poetry, seen when he dances in the jungle with Dryas.

He was s poet expressing passion in rhythm, but, un-

like a poet, he had imwvediate power of expression.

It was not a remembered feeling carefully and elabor-

ately suggested by an artful censtruction, but feel-
ing in its real presence, directly carried into action,

(AW p.239)
The echoes of Wordsworth are intentionsl and ironie; Aladail had
falsifled his suthentic level of understanding by reciting wWords-
worth, Education is unable to confer imagination or creativity
on 1ts devotees, although it may stifle these qualities. In
Aladai's case, 1ts detrimental effect is painfully spparent,

65 Hall, p. L48.
66

Hoffman, Comedy of Freedom, p. 30.
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The distortion of Aladesi's polities by Wordsworth is
minor compared to Coker's spurious Christianity. The words
and themes of his exposition are familliar, Just ss they are in
a Black Mass, but Coker has de-emphasized the humanitarian and
peaceful aespects of Christianity and emphasized hell-fire-and-
damnation, sacrifice, evil:

"For the love of Jesus--no more rich man, no more

poor man--white men love black man for the blood of

Jesus--wicked men do not love--they go to hell--the

rich man do not love--for blood of Jesus--they die,

go to hell--they die--all wicked men die--sll rich

men dle--sll white men die-~-for the love of Jesus.

If they no repent we kill wicked men--we fight for

Jesus--all men love--white men, black men~-all same

to Jesus--all be same." (AW p.59)
It 1is in the similarity to the Christlanity we know that the
horror lies; the very fact that hell exists as a visble concept
testifles to the eruelty inherent in this religion. The parody
succeeds because it is closer to the truth than any non-parody
sermon., Coker, Aladal, end Dr. 3Schlemm represent different
types of "falth": "Coker, with his militant evangelism and his
violent 'Jju-ju of blood,' 1s a foll to Doctor Schlemm's Christian
humanitarianism and Louis Aladai's faith in the emancipating

"67 The only occasion upon which we meet all

power of education.
three af.them together iz Coker's "revival meeting" in the jungle.
He displays Schlemm's shrunken head as his prize Jju-ju. Alsadal,
rapidly shedding the trappings and layers of European civiliza-
tion, returning to a "blood conseiousness,” feels "the moan...
gathering in him until he felt that i1t would burst his throat,"
thinks "It was good to give one's life" (AW p.422).

The crowd, hypnotized by Coker's words, sways and moans,

67 Hoffman, p. 33.
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as does Aladal; "'¥We all must die,! moaned Aladal. 'He that

is first--must be the aaerifiéﬁ. It ia very odd, all this,!
gaid the brain, in a European voice, 'I shall speak to Klss
Judy ebout this. Why this lust for death?'" aladal continues
in this vein, "'he must give his blood for Rimi,'" while his
brain tells him this 1s nonsense, for what Rimi needs 1s peacs, -
trade, schools; "'Rimi,!' he shrieked, ‘'For Himi--t¥ (48 p.h2h).
Coker increases the tension to the bresking point, whereupon
0sl, an accused witeh, crippled from previous tortures by
Aladal's sister, moves "orsb-like" to the edge of the swamp snd a
walks in. The air is rent by her shrieks ss the " ju-ju croc”

sccepts the "sacrifice®--or, as aAladai's brain tells him, "the
viotim" (AW p.425). Friedson sees this swamp scene as an illus-

68

tration of Freud's "mass payche" in operation, while Larsen sees

it as 1llustrative of "the tyranny of thelr mere physical exist-

69 In that

ences," resulting from a “poverty of imagination.”
the individusl is nullified snd the crowd exalted, the imagina-
tion is subordinated to the physical, for although crowds may
exemplif'y sympathy through common emctions end actions, they
cannoct create, but must destroy.

Regardless of his intellect's apprehension of the primitive
and stavistlc nature of this involvement with ju-ju and ritusl,
Aladal caennot prevent himself from declaring he wlll give hia
life for Rimi (AW p.429). The "primitive"” nature of such a
declaration is seen in proper perspective when compared to the

fervor and widespread existence of western patriotism,

68 priedson, p. 67.
69 Larsen, p. 42.
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nationallsm or chauvinism. Although "irrationsl," like love
and jealousy, it is as infectious as & St. Vitus dance among a
people, and within s man, however well~educated, as difficult
to contain by logical processes as the growth of a cancer. Judy
Coote, retalining her presence of mind when white and black man
alike are giving way before something more powerful than
learned things, 1s both frustrated and appalled by Aladai's in-
tentions, by Dryas' "nonsense.," She must bow to Dryas' puz-
zling admonition to "look at the Indians and the Irish" because
she recognizes the fact that Dryas is at once "stupider and
stronger" than she is, just as Aledal's™vetter half" is sub-
verted by the more potent and prevalent half. This lsatter,
represented by his siaster and seen in Dryas, Cary refers to as
"character," which always makes itself "felt." "Dogs knew 1it"
(AW p.L29).

Cary's own attitude 1s mede abundantly clear in his deg-
cription of Aladal's inevitable death: "Aladal, just before he
went down, waved his arm, and shouted something about Rimi, but
no one could distinguish what it was" (AW p.432). Dryas Honey-
wood disappears in the meléde and is rumoured to have been murder-
ed; the likellhood of her death 1s indicated by her physicsal
pre-occupation, simlilar to the natives, and theilr common
unconscious drift toward dsath.“7o Kackham escapes a simllar
fate, probably due to some conventional ingenulty, and lives to
tell his Irish tale in English clubs., Judy Coote, with her
leg broken in two places and near death from starvation proves,

"like other people whose physique seems to have suffered at the

70 Larsen, p. L2.
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profit of thelr breins and nerves,” to be "very tenseious of
1ife" (AW p.L33). Larsen sees her tenacity aa Cary's expres-
sion of optimism "in an otherwise derk novel."71 Despite her
"asympathetic imagination,” she returns to her ideals, her dis-
cussions and debates about the right of the Negro to be educated,
putting her notions into practice in spite of the colonialists!®
protests, "the cliches of a thouéand years®:

“9hat would they do with it?®"

"iaking them dlscontented.”

"shekespeare for s lot of apes."

"alow but sure is the sscret."
"Give me the real old bush pagan."

(aw p.Lk41)
We have already seen what happened to Aledal, the fruilt reaped
from his English education, the chance it stands against Ju-ju.
Akande Tom, in csse we missed the polint with Alsdal, 1llustrates
equally =8 forcefully the impotence of formel education. He be-
comes Judy's willing and earnest pupil (he iz near tears when
he discovers that he cannot learn to read in a single evening);
declares his fearlessness of Ellzabeth Aladail and ju-ju loudly
snd braghly. His exultation and deflance only reflect his
actual bondage, however, and Ellizebeth, enthroned and "enlarged
to the slze of a glant" wordlessly exerts her power, reducing
Tom "from man to beast,” so that it 1s a glbbering grovelling
"black Jelly, protoplasm,” "oreeping like a lizard,” with
which we are finally presented. Having given up the Christian
Ju~ju and succumbed to the more potent Ju-ju of Elizabeth, he
again becomes her chief husband and "swaggers more than ever"
- ==but the children laugh at him and "his figure is going®; he

is "glven six months™ more of Ellzabeth's favour, whereupon
7 Lersen, p. 43.
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he will presumably be turned into a rat or a fish, the fate
that befell her previous husband (AW p.28).

The African Witoch 13 but another of Cary's works which

delineates and describes the disparities between two completlely
divergent cultures, yet the sensation remains that the cultural
differences are only the context in which yet greater battles
take place, psychological conflicts within a pérsan. In the
introductory note, Cary states that the book "has been written
a8 a work of the imagination and not as a pleture of contempor-

ary conditions in West Africa.” This work is a more powerful

presentation of the disparities than are the two previous African

novels; it 1s paychologlcally more subtle and exploratory, and
thersefore more impressive and effective. Cary's rendering of
the indomitable force behind the barriers erected by whites and
blacks, their profound impassgabllity and stability, 1s second
only to his depiotion of the intellectuszl, emotional; and im-
aginative predilections within the individusl memwbers of each
culture, which create barriers no less impassable. As #alter
Allen notes, it is not so much Cary's deplction of the clash
of colours, but the "modes of belng underneath the difference

of eolours."?2

Judy Coote could never have married Rackham because no
sympathy existed betwaen them, just as there was none between
Dryas and herself: Aladal had te rencunce his Oxford education

because, in being rejected by his intellectual equals (often

inferiors), he was driven to embody those qualities exemplified

by his countrymen, with which he could sympathize and identify;

72 walter Ernest Allen, Joyce Cary (London, 1953), p. 29.
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Blizabeth, monumental and unchanging, 18 secure and powerful,
without internal or external ¢onflicts becsuse she is so com-
pletely at one with her environment, and in this oneneass is
found another sort of aympathy similar to if not synonymous
with the sympathetic magiec employed by primitives to bring
rain, make game plentiful, 1ncreaae‘eropa.73 There Eligabeth's
qualities of imagination end; she is primarily 111ust&ativo of
the most destructive type of Cary's women., "She is woman
triumphant rather than womsn subdued," although Wright notes
that, paradoxically, she can only "succeed to ra11."7“ She is
the "woman 0ld" of "The Mental Traveller,” binding her iron
thorns around all men with whom she comes into contact, but
until she herself 1s controlled and doniinated by her own sub-
Jects, then Wright's point must be granted., If she triumphs,
she fallas as a woman, whose part must be to attempt to use her
man's creativity for her own purpose and then be turned into
raw materlal for his art and in turn be used, made creative by
virtue of her own destructive tendencies. "The old Africa ls
undefesated in thia'sbory.“75 Blood is stronger than the sweet
wine of sympathy.

Hoffman sees her final triumph over Christianity and white

men's ways, the subjugation of Tom to & snake or lizard, as

73 thia sympathy is one manifeststion of imsginstion, and
willl later be seen in Gulley's attitude toward his first (and
very ugly) girl friend, in Saras Monday's ability to adapt her=-
self to different men and "situations,” in Mister Johnson's
desire to make Rudbeck feel better although Rudbeck 18 shortly
going to hang him,

h Wright, pp. 102-103.
75 mal1, p. L9.
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"an ironlc parody of the Christian triumph of good over evil."76

Yet in the seme way that Satan remains an attractive personality
80 too does tlizebeth; one must admire her triumph,

ive Mister Johnson

Kister Johnson (1939) is Cary's fifth novel; following

Castle Corner, it 1s still usually clsssified with the first

three novels sabout Arrlca. Yet it 18 & work that belongs with
his later novels which usually have a strong central figure of
a comic, anti-soclal, plocaresque nature; 1t deals with the |
themes of freedom, joy, and imagination so cherscteristic of

the trilogles. Arnold Kettle feels that "the theme of Nister

Johnson 18 the effect of the imposition of an alien code of

77but it would be

morals and manners upon & native culture,”
more correct to apply this statement to the firat three African
novels which are abeut-bhe effects of the British impoeition of
their way of life on the natives, and the d&sastroub results.

In Klster Johnson this is sssumed; Cary no longer "preaches."

Miater Johnson 1s about Mister Jchnson (who could be any

nationality) not about Africa or Africsans,

¥ister Johnaon is a type thet could erop up in Piccadilly
or the Bronx. Cary's own description of Johnson would support
this vlew:; "Mr. Johnson 18 a young clerk who turns his l1life
into & romance, he 1s a poet who oreates for himself a glorious

dastiny."78 The emphasis is on Johnson's imegination, not his

76 Hoffmen, p. 31.

L Arnold Kettle, An Introduction to the English Novel

(London, 1953), II, 1793.

78 Joyce Cary, "Prefatory Essay," Mister Johnson (London.
1962), p. . Subsequent references will be to this edition--
hereafter cited in the text as MJ.
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skin colour. He has problems that arise not because he is
black or African, but because,’'like Qulley and Charley and
Bonser, he has more imagination (ego) then "cowmon sense"
(super-ego). His highly developed sense of and alleglance to
self csuse him to act in accordance with whim and impulse rather
than logic or reason. His total obedience to inspiration lands
him in as much trouble as it lands the artist or the child. He
may be sald to combine the most anti-soaial aspects of both,
and he is treated sccordingly.

The novel 1is about the exploits and personality of Nister
Johnason, & third-class government clerk in PFada, Nigerla. He
is young, sbout seventeen, and imbued with & sense of hias own
importance; yet the joy he taskes in himself and in living makes
his self-centredness not only tolersble but admirable. Although
he i3 intoxicated with 1ife, it iz not a bad druck; though he
can't hold his liquor, it doesn't meke him sick either (it does,
howevar, speed him to an early demise). Johnson's problems,
particularly his menetsary ones, multiply as the novel progresases.
flaving no sense of the future and 1ittle of the past, the pay-
later plsn works badly both for Johnson and his creditors,
Nattera are complicated by the fact that Johnson works for the
British government and is in continual difficulty with that in-
stitution, He files "tobacco, native™ under "elephant poachers
in the Pade Kurml® because his superlor, Mr, Rudbeck, once
sald thet the tobacco was "all green like elephant dropping”
(¥J p.61); he juggles the books to help his beloved Mr. Rudbeck

build roads and is accused of theft, fraud, embezzlement, for-

gery and sojan gwona (MJ pp.124,125,192),
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Recause he also works for the Fada govérnment. obtaining
for the Waziri Rudbeck's reports and files on the ¥aglirl, mere
confusion becomeas schizophrenic division. Although his fealty
to the British government is overwhelming (he calls England
"home"‘although he has never been there), his need for cash 1is
stronger and so he consents to spy for Wasziri., ‘This 1is the
first in a long line of breakings and enterings. He socon is
committing petty theft in Bollup's store and then is forced to
murder dollup. For this deed he 1s executed by Rudbeck.

It 18 his desire to make the world in his own image that
oreates the problems. He wants everyone to be happy, llke he
is, and to this end he gives wild gin and begr parties, buys
his wife, Bamu, expensive elothes and banglea, and "embezzles"
for RHudbeck's roads, He knows what makes people happy because
he knows what makes him happyj unfortunately, he has little
knowledge of unhappiness and 1ts causes. Cary says éf him that
he "serves his pleasure, but for him it is pleasure to admire
and create happiness" (}J p.121). Very much like Charley Brown,
he keeps his nimbus of innocence throughocut. HNever do we cone-
sider him in the least viclous or depraved. His orimes are
committed while "creating" happiness.

For Johnson, every thought 1s expresassd Iin an aetion, and
every action 1s an expression of his exuberance and joy. After
meeting Bamu, he tells her "‘'You are so beautiful you make me
laugh'" (¥J p.1L4). W%hen he travels, he walks at a pace between
a trot snd & lope, and his action resembles a dance: "He jumps
‘over roots and holes like a ballet dancer” {¥J p.15). The
village children think he 1s mad, as the nelghbourhood kids
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thought Gulley mad. Both let their imaginations become mani-
fest in action. OGulley hops up and down Greenbank‘ﬁard like &
gargoyle; Mister Johnson, remembering he has forgotten some-
thing, "strikes himself on the forehead and kicks himself with
his heel" (MJ p.Lk).

In the morning Johnson wakes up "tight with life,” An
extraordinary happiness welling up in him makes him want to
leap into the air or yell; he is “light with jJoy" (MJ p.21).
His happiness turns to panic when he thinks he is late for
work, but his legs translate the panic Into leaps and springs,
"they are full of energy and enjoy cutting capers" (MJ p.22).
Next, the happiness snd panic manifest themselves In a song,
which Johnson "improves” upons

I got a 111 girl, she roun' like de worlt,
She smoot like de water, she shine like de sky.

She fat like de corn, she smell like de new grsss.
She dance like de tree, she shake like de leaves.

(ﬂ pe.23).
Throughout the novel lyric interludes like the above oocur, a

technique Cary 1s to use later in The Horse's Mouth with Gulley's

Blake quotations, slways an oxpgesaion of his emotions whether
joyful or melancholy. ®#hen Johnson 1s about to be hanged for
marder, he sings the sentiry's song:
Fare~hoo-well, my ii~h1t—t11 house, my si-his-ter
They've to-hook me for the white man's waﬁ?ar’
(MJ p.226)
when working as Rudbeck's foreman on the road crew,
Johngon elicits more action from his men by meking the rocad
live in thelr imagination., "A road to be finished next year

1s too dim end vague for the imagination" (MJ p.l?O).' 8o
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Johnson glorifies the labour itself. He hires drummers to heat
out working rhythms till their fingers are bloody, and he sup~-
plies beer and songs to intoxicate more completely the workers,
Cary compares him to a witch doctor "possegsed by the spirit®;
he "has no notion that he is tired. He doesn't feel anything
except music, noise, the movement of the work, the sapprobation
and nearness of Rudbeck..." (MJ p.178). He doesn't actusally
need to think that this glorious road, "the wonder of the ‘
world," is sbout to be completed, he feels 1t in hils body, "“in
every muscle"; thought translated intoc actlon.

He loves to see the effect that he has on the world, like
Charley Brown, "He feels the wonder snd charm of greatness,
He can hardly belleve that 1t is he, Johnsén, who can produce
such extraordinary effects on other people" (MJ p.81). This is
comparsble to Charley's emotions when his "gang" mervels at his
daring, at his storles, his plana. Part of the crestive, the
imaginative person's pleasure 18 gained in this way, In adding
themselves to the world snd obserwving the results of the mixture.
thether 1t will axplnée. or be a boon to mankind, an invention
or a painting, 1s unpredictable. One is aa‘likely as the
other; "creative destruction” or "destructive creation® becomes
s viable and meaningfulyexproaaion, like "sevage innocent,”
Johnson makes the world he lives in, and if he also destroys
iv, chances are good that 1t will destroy him as well, as
happened with Gulley and Charley. Dorothy walters' comments
sbout Gulley are spplicable also to Mister Johnson: "As creator
he is, inevitebly, destroyer, But out of his destructions are

born his tworks of passion and imaginstion' through which are
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: . w19
revitalized the spirits both of himself and of the world."

She quotes Barbers Hardy on the same aubject:

The Horse's Mouth is sbout creatlive power and crea-
tIve lavlessness....l¥ister Johnson is cheat f'irat and
poet after, Jimson is painter first and lawbreaker
after, and Charley is both juvenile delinquent and in-
fant prodigy....Johnson, Chariey, and Jimson all create
all destroy, and all heve power, & power which is less
the product gf genius or courage or lawlessness than
of vitality.%0

Mister Johnson's "vitallity" 1s, 1ike Gulioy's send Charley's,

of the mind and not necessarily the body. All three characters
could be basket ceses and gti1l retaln the same Yyitality,"
still get into trouble, still be creative. Johnson'a exuberance
is seen even more clearly when he Is contrasted with other
characters in the novel.

His folls are the native Benjamin, the Distriet Officer
Rudbeck, and Gollup. BRBenjamin the post office clerk, is, al-
though conservative, an sdmirer of Johnson, Like Plant in

The Horse's Mouth he 1s too smerious; mournfully he says of

Johnaon "'He 1s very clever, but I sm afrsid it will not be
good for him to look back in his old age and say "what have I
done with my 1life?"'" (MJ p.216). Both Plant and Benjamin are
singularly devold of joy and imaglnation., Rudbeck, however,

has imegination to some extent. He 18 obsessed with the idea

of roads, and although this is 4in imitation of Zturdee, a former
superior officer, Rudbeck hsgs assimilated and Iindividualized it,

79 Dorothy Jeanne walters, The Theme of Destructive Inno-
cence in the HModern Novel: Greene, Jemes, GAry, rorter (Univer-
sity of Cklehoma, 1901), D. 160.

8o "porm in Joyce Cary's Novels,” Esssys in Criticism, IV
(Apri) 195L), 187:; quoted in Walters, p. 101.




"He admits to a warm admirstion for Sturdee's work, but
doesn't scknowledpe that his own creabtions in Pade owe thelr
being to anyone elge's inspiration” (¥J p.52). Rudbeck 1s
assalled by the seme depression that an artist feels when his
canvas or poem is complete, that a child feels when involved in
a long-anticipated prank or & party. The road, like new =rtg,
speaks to Rudbeck of chenge and destructlon.

"I'm smashing up the old Pada--I shall change every

thing and everybody in 1¢t. I am abolishing the old

waya, the old ideas, the old law; I am bringing

wealth and opportunity for good ss well as vlce, new

powers to men and therefore new confllicts. ‘I am the

revolution...l destroy and I make new.,...I am your

idea." (MJ p.186)
Rudbeck feels this rather than thinks 1t, as he 1s fairly inar-
ticulate, but qguite subject to moods end passions, %hen, hav-
ing finelly been persuaded by Johnson to shoot him himself
rather than have him hanged by a native, Rudheck defends the
act as his own when his wife guestiona 1it: "...Hudbéck, growing
ever more frae in the inspiration which already seems his own
idea, answers obstinately, 'I couldn't let anyone else do it,
could I?t" (MJ p.251). With this the novel ends. Rudbeck's
is an imitstive imaginatlion, but that kind usually proves to
be the most tenaclous and assertive, as illustrated by Jim

Latter (Not Honour Hore).

Charles Hoffmen sees Rudbeck's road as a "creative expres-
sipn of his imagination as much as any of Johnson'a schemas"al
and Gollup as s reslist, "e violent, irrational men, a& rscist,
a treder who cheats his customers"s2 as opposed to Golden

S Hoffman, p. 38.

82 1v14., p. LO.
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Larsen who sees Rudbeck as "slngulsrly unimaginmtive"&3 and
Gollup as "the feeling human 'n)es.’u:xg,"&"Jr "not rigid in his ideas,”
"a man of imagination and passion.“&s These confiiciing opline-
ions may be reconclled by remembering Cary's statement In the

preface to The Horse's Mouth that "every living soul creates

his own world" (HM p.319), and that Rudbeck's passion for
roads, though picked up from a former auperlor officer, 1s a
genuine pasaion, and that his road doee have a genulne grip on
his imagination., Hoffmen's condemnation of Gollup 1= somewhat’
harsh, for the man really loves the pegple with whom he becomes
most violent, his native wife, Johnson, his émployoes. When he
manifests passion, whether love or hate, it 1s slwsys violent,
and it is therefore fitting that he should die violently, at
the hands of Johnson, who respectsd him and was in turn re-
spected by him, G(ollup was impressed by the fact that Johnson
waen't afraid of him (¥J p.150). |
Cary's remsarks sbout Sollup indicate thet he is an imagina-
, tive person of the same order ag Vlster Johnson. When Gollup
is drunk, he becomes like one of the natives, cessing "to csl~
culate and reason; he wents to sing, to love, to talk, and to
tell atorles" (¥J pn.142). Like Johnson, he wants to create an
atmogsphare congruent with his mood, "romantic and exciting,”
According to Cary, some men when drunk "innocently revesl theme
sglvea as philosophers, dreamers, salnts,and poets., Gollup is

all four" (MJ p.142)., This should establish that Cary viewed
83 Larﬁﬂnj P 56.

Bh Ibidc’ Pe 60.
65 1v1d., p. 61
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Gollup sympathetically, as he did all his reprobaﬁea, delin-
quents and artists., In an atmosphere of "gin and poetic sym-
'pathy which belongs only to ertists and drink parties,” Gollup
and Johnson--li{ke Charley at hia gangater's saturnalis and
gulley anywhare--“pursue their own creations simultaneously":
"Oh, when I tink of my dear good wife Bamu,
how she say, I you wife, Hister Johnson, I fit
to go with you always for richer or poorer--*
"The angel in the fouse~~that's a real angel
too, The light of the fousehold--making little
'savens~-and 0o wants your bloody trumpets.®
| -~ (MJ p.142)

This dialogue reveals something further sbout Johnson's
character--hls tendency to romanticlze, to elaborate on fact,
to compensate in his stories for the deficienocles of actuality.
Johnson's 1dea of love 1s based on the store catalogues, obser-
vation of missionaries, and a few approved novels; it is "a
compound of romantic sentiment and embroidered underclothes"
(MJ p.10). Bamu, being in fact an ignorant and not easily im-
pressed 6r changed savage, thinks Johnson mad, and in her own
prosalc manner, does her duty by him, but no more. Johnson,
however, wishes to see her as a civilized lady, rit to have tea
with Mrs. Rudbeck. He tells Gollup that Bamu says of her home
“'"Dis 111 house my church, dis baby my boy to sing, bere in my
bress he drink dem God's wine"'" (¥J p.l42), an unlikely state~
ment from the most literary of housewives.

He embellishes on & "conversation” with Tring to Ajsll,
the "sour chorua“86or the novel:

"When he see me, he take me by the han', he look

in my eyes, he say, 'Mister Johnson, I hear all
about dis famous work you do for Nister Rudbeck--

86 Friedson, p. 76.
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I admire for you-~I tink you bes' government clerk
for whole province.,' 4nd he shake my hand--he say,
'God bless you, Mister Johnson,'"

"what, Mister Johnson, he no say God bless you?"

"You say I lie, kister Ajalir"

Johnson 1s angry because he feels that his descrip-
tion 18 even more truthful than Tring's bare words;
that his speech, repeated in cold blood, could not
possibly convey to s third party...the real effect
of this remarkable experience.... (MJ p.117)

And to be sure, Johnson's description of the conversation 1s
more true then a tepe recording might be, not because it con-
veys Tring's sentiments more exactly, for it completely dis-
torts them, but because it conveys the effect of this
conversation on Johnson. This embellishment of actuality is
like his stories sbout Bamu in that both embody Johnson's
idealizations of his world, the way he would like it to be
rather than the way it 1is.

Rather than being desplsed for this quality, he 1s loved
for 1t; truth, for the savages, is not based on fact., Johnson
"is among the most welcome and honoured guests in all Africs,

8
men of imaginastion, the story-tellers, the poats“‘%gg p.208).
His dances, songs and stories will remain to be retold long
after he is dead. Friedson sees Johnson as inhabiting a sort
of no man's land between two cultures, desplsed and ignored by
the Africen and not understood and feared by the Europoan.aa
Cary's remarks about story-tellers, Benjemin snd Ajali's re-
luctant admiration, and Johnson's general popularity would

seem to refute Friedson's too ready and too general

87 cf. Cary's An American Visitor, p. 82: "...in Birri
_«se.artists were privileged.”

88 Friedson, pp. 76-79.
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"alienation of the artist” category he folsts on Johnson. and,
even if the white are suspiclous of "the Bohemian“agin him, snd
the Africans resentful of his ability to get away with every-
thing but murder, Johnson still percelves himself as exalted,
gldrious. oiviliged--never "alienated." His song of himself
would not be denied by any of the natives: ‘

"Clerk Johnson no 'fraid of nobody, nutting at all.
Clerk Johnson got strong heart, go all by himself.
Clerk Johnson got & hesart like a motor car,

prompety, foot,- foot.
He go by himself, no one fit tc stop hinm,
He full of fire, he full of hot, he full of atrong.
He no want nobody, no Judge, no Wagziri.
He got & heart like a lion, go round inaide his
bress, krong, krong.
He fight 'em llke a horse stand up ten foot high."
(MJ p.209)

Yet Johnson 18 set apart, by virtue of his imaginative-

- *

ness; like the traditionsl pioaraaqﬁe hero he takes no heed of
legal or moral codes, and hence he i1a at perpetuasl odds with
"the system."” His sttitude towards the rlnqr points of be-

- haviour is similar %o his attitude toward money: “he has much
more interesting things to think about" (MJ p.193). Since he
lives in a bicultursl ares in which different cultures war and
demand éllegianco and obedience, he 1s doubly at odda. But he
doesn't know it, and this 1s what differentiates him from
Jimson and other more sophisticated plcaros, and what relstes
him to Charloj. Both are innocents, incapable of seeing theme
selves from s long range point of view, as others see them,
Their own self-image is a naive conglomerate based on day
dreams of grandeur, and yet it manages to be somehow more right

than the way others see them, granting, of course, the valldity
59 Friedson, p. 76.
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of subjective truth., One is reminded of Cary's story about

the two children's drawings of" a awan: elthough the one looked
nothing like a swan looks, it was & "swennier" swen than the
other (AR pp.LE-49). Because his sctions sre not reason-based
but inspired by his imagination, they sre generelly very natural
and apontaneous. Johson's notable lack of a moral sense (due
partly to his inasbility to foresee conaequences or to remember
punishments) combine with his unthinking actions to bring sbout
his downfall, He knifes Sergy Gollup while robbing his store,
which he does to pay for a gun end beer party given to impress
his friends, to do a deed commensurate with his self-image.

It 1s Judge Rudbeck's duty to hear Johnson's case, to
recommend sentence, and to execute that sentence. In a state
of devotion compareble bto Charley's for Misa Allehin, end a
desire to please, Johnson agrees with every interpretstion
Rudbeck puts on the cmse:

“Oh, yea, ssh, I kill un--I understan!',”
Johnson says with s cheerful eir. He is greatly
enjoying the chat with Rudbeck. Gratitude makes

him eager to plesse....He is ready to say any-
thing that seems likely to be sstisfactory.
"ch, yes, yes, seh,"” Johnson cries. He has
never dreamt of this interpretation, but now 1t
seems to him true., Tears run down his cheeks.
The marvellous Rudbeck has detected the truth he
didn't inow himself. (MJ pp.232-233)

LJ L]

Johnson thinks that Rudbeck wlll save him; Rudbeck's interpre-~
tation of "irresponsibility" seems to him "true" becamse it
grabs his imagination and 1s commensurate with his image of
the judge as a kind men end his friend., Wwhen Rudbeck receives
| news that Johnson is to be hanged he lapses into s state of
rebellion or insubordination, which is (in addition to a
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passion for roads) one of his saving greces. He bsfuaaa to
carry out the sentence not becsuse Johnson is so devoted to
and trusts him, but becsuse "regulations, conditions of the
Service, and luck,"” his "mysterious enemies," surround and
enclose him end he resents it, this neceassity. Yet he finally
capitulates,

Even on the night preceding his execution Johnson is
happy. The whiskey Rudbeck senda to the Jail 1s not seen as
a condemned man'aAdue, but as "the best whiskey in the world,"
“"from England, from home" kgg p.240). Laughing, Johnson says
"tit's because he's golng to hang me today. Oh! HKister
Rudbeck is my friend--he's the best man in the world'" (MJ
p.240). He sings a farewell song, “t!Good-bye, wmy night, my
111 wife-night, / Hold me in you arms ten tousand time'" (MJ
p.24li), writes a letter to Bulteel thanking him for his kind-
ness and to Bamu thanking her for being a good wifo; and
finishes remembering all his happy moments. Rudbeck asks him
if "the good time at Guta" has snything to do with his case,
to which Johnson rqplion. "tOh, no, sah~-~] jess remember he
very good time. I nearly forget him'®" (MJ p.246). It would
have been, for him, a erime, en ingratitude, to forget one of
his good times. This all makes Rudbeck very depressed and
gloomy, and Johnson, perceiving Hudbeck's misgivinga, endeav-
ours to blacken himself and exonerate Rudbeck still further,
gaying "'I much more bad den you tink--I do plenty of tings
bohindvyou back--I steal plenty times out of de cash drawer,,,'"
(MJ p.2lb). :

#hen Rudbeck tells him 1£ is time to pray, he continues
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to think of things he might have sald to cheer him ﬁp, "things
of further consolation and encouragement" (MJ p.248). "His
mind 1is full of active invention. He wants to do or say some-
thing remarkable, to express hls affectlon for everything and
everybody" (MJ p.248), to do something that will have an effeci
on the world. All the time he is paralyzed with fear., He has
begged Rudbeck to hang him himself, but Rudbeck has called it
out of the question, He 1s on hils knees, "praying," wh&n
through his fingers he perceives Rudbeck returning with a rifle.
Knowing he won't have to get up from his knees, he triumphs in
the "darlng inventiveness" of Rudbeck. Aloud he eries "10h
Lawd, I tank you for my frien' Mister Rudbeck--de bigges' heart
in de worl''" (MJ p.240). Rudbeck then "leans through the
door, alms the carbine at the back of the boy's head, and blows
his brains out" (MJ p.249). Earlier in the novel Cary had
wri tten "Johnson...worships Rudbeck and would willingly dile for
him* (MJ p.26), an ironic touch.

Hoffman sees Johnson's submissive death as a "surrender to
a vision of glory,"gogore or less his realization of a glorious
destiny. This might be truly said of Alssa, but Johnson's
glory 1s to be found in his 1life, his living imsgination--death
nullifies his "glory." Although one can argue, as Frledson

"glhis is atill

does, that Johnson achieves "traglc stsature,
the defeat of the poet-rebel- marchist by the forces of prosody,
"conformity, and order. A small triumph of the individuel willl

occurs when Rudbeck shoots Johnson rather than hang him--but

90 Hoffmen, p. L2.
91 Friedson, p. 80.
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it is not much of a gain compared te the loss, snd Rudbeck does
not know the reason for his action, although he defends himselfl
to his wife. Larsen terms the act Rudbeck's “"gresatest act of
courage"92 and & triumph of Johnson's faith, which seems to
ennoble a situation which should only appsl and disgust us. The
creative individual has again come into lethsal conflict with
society, but even though Johnson 1s judged (and harshly), since
he does not judge others himself, we feel that some mitigation
of our indignation is necessary. The inevitability of the
clash and the original and increasing odds agalnst the free
personality tend to augment a gue sera attvitude on the part of
the readers; we can aassign no blame. It is precisely this in-
ablility to be involved in any way that indicates some truth in
Bloom'sa stanoa,93Which is that Cary's novels have no moral
center. Although Johnson hes tried to create his own world

and to live imaginatively, in the end he loses to an.eatablishod
order and his death is inevitable at the hands of that order.

He 1s at once free and captive, \

b1 sl 2l loted

¥ister Johnson prefigures Charley Srown, of Cherley Is My

Darling. They are alike in innocence, ingenulity, sgreeableness:
"'Yes, miss,' Charley says, so full of the wish to be agreeable
that he can't bear to use the negative even when 1t is appro-
priate. "91" |

92 rarsen, p. 76.

93 Bloor, p. 8.

I Joyce Cary, Charley Is ¥y Darling (New York, 1963), p. 138,

subseguent references will be to this edition-~hereafter clted
in the text as QQ.
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waestioned about letting locae wWicken's bull, Charley
sgrees with everything he 1s aécused of. Llna says, “Charley,
you don't mean that you planned all this:" and Charley 1s con-
fused; "HYe has a moment of doubt. He has made his improvisa-
tion, he has hit upon free confesslion as the most striking and
pleasing expedient. But he 1s not sure what dataila will
please his friend Line" (CD p.143). 7This is strikingly similar
to Johnson's attitude during his trial under Rudbeck. Another
time, as Charley is cat-burgling, he finds himself more or less
trapped on 8 water gpout, unable to move up or down. and at
some distance from the ground: "His arms are trembling, his
fingers are losling thelr power %to grip. He begins to pray:
'Oh, God, oh, Jesus, save me, don't let me fall--dontt let me
be killed-~] dontt want to be killed. 0Oh, Jesus, you save me,
1 never do anything bad agaln--I never climb no more spouts:'"
(CD p.1G3). Johnson's appeals to Jesus also always multiply
in frenzy snd fervor as the situation increases in danger; 1t
is the danger that makes both Charley and Joknson feel they do
"bad"-~-not the deed itself.

The gang's urge to live colorfully is shown with
greatest intenalty in Charley, who becomes a
cockney Mister Johnson. Like Johnson he 1s never
80 happy as when he 1s entertalining the group with
some projection of his own 1lmagination, Like
Johnson he would steal any number of cars and bags
to continue feasting his sudience with parties.
Also, like Johnson, his imegination~--end that of
his followers--~is never satisfied with stale exper-
lence. He surfers frg? the restlessness of the
artistic temperament.

Cary makes several explicit cowmparisons of children with

natives and many implieit ones. In the same way that he
95 Friedson, p. 121.
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captures the quality of the child's world, he captures the
plight and dilemma of the natlv& who is sut'fering under the
impositions of the white man's world, What white culture is

to savages, ths adult world is to chlldren. 1In A Ilouse of

Children Evelyn Corner twice compares the children with savages,
rema}king on the tribal affeotlons, the sharing, the combination
of gentleness and violenoce which both exhibilt:

«ec0ur sudden taste for night, for bresking the con-
ventions, our sudden warm feelings, our talks and
even Delia's boldness were romantic, revolutionary.
Their good and their bad, the warm friendliness,

the feeling, which even I shared, that we had been
brought closer together than evsr before, in a
fonder, more sympathetic relation; and their fits
of 1irresponsible violence,even the discussions

about happiness, love and so on, which seemed so
important and original, all belonged to & form as
0ld as mankind. Savages, too, in their harvest
feasts, stay up sll night, form suddenly tender
warm friendships, to that you see the pagan warriors
walking about hand in hand under the moon, and mur-
muring together over the fire all night; or suddenl
they take a fancy to go snd burn somebody's house.

The above passage is certainly applicable to Charley and his
gang as well; the force whioh motivates them to rob and destroy
is the same as that which knits them so closely together. One
is not destructive and the other constructive; rather both are
manifestations of delight, a jJoy in existing.

Another gquality which children and savages have in common
is the ability to undergo suffering and to ignore fears. This
is partly due to their sense of wonder, their acceptance of

the miraculous and the terrifying as aspects of a mysterious

90 Joyce Cary, A House of Children (lLondon, 1G41), p. 96.
Subsequent references will be to this edltion--hereafter cited
an the text as HC.




and strange world. VlYothing surprises them; thelr ignorsnce
prevents them from altering the world or ameliorating their
condition,

...l 88w, later on, in Africs, durlng a famine snd
in a big outbreak of amallpox, the strange resigna-
tion of the people., I did not know what patience
meant until I saw old men dying by the roadside,
with dylng children in their srms; or the smallpox
camps where whole families sat all day, with their
enoraously swollen faces, walting upon fete with a
submisgion sc complete that I had to have some of
them spoon-fed. They had lost all confidence In
remedy and even in food. 1 daresay they felt that
the fsmiliar corn might polson them, They were some
of those millions who have died every yesar, in
peacetime, for countless thousands of yesars, in
misery which no war could exaggerate, and they ac~-
cepted their fortune in such patience that they dld
not even resent 1t. They did not dream of blaming
enyone for it. They were prefectly [sic] good-
natured and ready to be cheerful, They laughed at
a joke, especinlly if they thought they were meant
to be amused. (EC p.135)

Thelr alleglance to the prenant‘and non-concern with past
and future mskes them unable to remember past happiness or to'
foresee future suffering. If one does not compare one's present
state to & prefersble condition, it 1s simple to accept current
sufferings &s the natural state of things, Ignorance fosters
auperstifian and religion, a belief In "fate"™ and a master
hand, Because they cannot control thelr environment they accept
1t: Gulley knows injustice exists hnd that he can't set things
right, so 1t dcesn't bother him, Perheps the reason that the
imagination of the native and the child !s Bo active 1s hecause

they do not bother to use mental senergies in contrelling their

world, but rather devote them to gcresating it.
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Chapter IIX
THE NOVELS OF CHILDHOCD
i. Charley Is My Darling

Cherley Is ¥y Darling was published in 1940, s year before

the publication of the more sutoblographicsl A House of Chlldren

in 1941. Both contain germs of several incldents which are

later developed in The Horse's Kouth, and both have artists,

¥r. Lommax and Pinto, who have more than a little of Gulley in
them. Charley himself 1s very like what we imagine Gulley to
have been &8 a boy; he embodies thse mischievous and youthful as-
pect of the "edult"” Gulley. Certainly there are parallels be-
tween Gulley's description of the beginning of his infatuation
with end pursuit of art (HM p.51) and Charley's primary attempts
{CD pP.Lh,107).

cary treats Cherley as sn "artist"; like other children,
he 1s creating the world he must live in through trial and error.
He organiges the chaos first one way, then enbthar, snd then
stands back to see whether it will stand or fall, much in the
same way that an artist will hold his thumb up to his painting.

Occasionally temptation (which Cary eguated to the artist's
;nspiration) 1s too strong and leaves no time for reflection:
"Phe imagination sees its opportunity, its prey, and instantly

leaps upon 1t" (CD pref. p.ix). Chlldren are born creators,
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says Cary, and "with their powerful imaginations and weak control,
the wonder is not that they do 'some wrong, but that they don't do
much more" (CD pref.p.ix).

But the world in which the chlld delights, and which plenti-
fully supplies fuel for his imagination, is also "a moral struc-
ture" which 1s harder to grasp simply because it is intangible.
And unless the child has had the Ten Commandments drawn out for
him, or told him in such a picturesque fashion that there is
something for his image-making faculty to deal with, the moral
world seems a colorless and unexciting place in which to dwell,
and the child will do as Charley did and retreat from it in
scme confusion and/or commit a real crimes

++.he will choose some valued thing'to dirty or to

smash because he 1dentifies 1t with a world which

obstinately closes itself to his imagination. For

of course, the imagination 1s alwayas looking for

significance; both in the physical and morsl world,

that 1s its Jjob, to put together coherent wholes,

a situation with meaning, a place where the child

does know, all the time, where he 1is.
‘ (CD pref.p.x)

Charley Brown is a fourteen year old Cockney evacuee sent
to the country before the intensive London bombing. The novel
desls with his attempt to assert himself among the other children
(1t 13 necessary to overcome sn initial bad impression made when
he had to have his head shaved to get rid of the lice) and with
his success at doing so through his ability to invent new and
aioiting adventures and to tell stories. Both talents spring
from a lively and creative imagination; both land him in hot
water, Jjuvenile court and the remend house. He begins by

letting out bulls, proceeds to stealing cars and handbags, rob-

bing houses, and culminates by making a girl friend pregnant
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and attempting to run away to America with her. Yet Charley's
intentions are good. The adventures are conceived to amuse hils
friends and to alleviate boredom, not to shock people or to
break the law for the sake of it. He 18 anxious to please and
capable of deep devotion, spending whole days working on a rock
garden for Lina's mother, realizing how much 1t means te her,
Friedson sees Charley's preoccupation with the garden as "s& need
for any creative order“;97 Kenneth Watson notes "the practical
skill, ebsorbed concentration, and sense of form"gsthat Charley
brings to the planning and bullding of the garden.

Illustrative of Charley's creative potentiael 1is the follow-
ing daydream centering around his future success at the Academy:

"And one morning Miss Leener will be looking out
of the winder, just after breakfast, wen she says:
'Just look at that beautiful car--I wonder does it
belong to the King or wot. I wish I ad a car like
that,' and then she says: 'Wy, 1t's turning in at
the gate--it muss be a mistake~-0o can 1t be?!' An
then the shover--e as a blue coat Juss like the car
-~e gots out and rings the bell, and Miss lLeener
says to im: 'You've come to the wrong ouse-~hhouse,!
and e says: 'Miss Leener Allchin I pressume,' and
she says: 'That's me.' Ere, ere, she wouldn't say
thet, she says: 'I am Miss Allchin,' and the shover
says: 'That's right,!' e says, 'wen you want the car,
miss,!' and she says 'Wot car?' and e says: 'This ere
car, miss, wich is yours,'! and she seys: 'Wot do you
mean?' and e says: 'kMr. Charley Brown as sent me,'
and she says: 'Do you meen the famous Mr. Charley
Brown, Royal Academy, the great artisgs?' and e says:
'‘Yes, miss, Mr. charles Rrown.! Ere, Sir Charles
B!‘om...." (Q_.P_ p.lSB)

He dreams both of his own greatness (nothing is impossible for
Charley) and of doing something for {(or impressing) those who

befriended him before he became a "great artiss."

97 Friedson, Novels of Joyce Cary, p. 136.

98 Kenneth Watson, "'The Captive and the Free': Artist,

ghild, and Society in the World of Joyce Cary," English, XVI,
0.




63

Cary 1s careful to enlist our sympathies end to point out
that the "orimes" Charley commits sre really "moral experiments,”
his attempt to gilve form to the chaos with which he 18 confronted
(CD pref.p.x). Kenneth ¥atson volnts out that Charley does not
indulge in “the common fantasy-1life of the delinguent,” but ex-
pands and realiges his l1deas in action, "as there 1s a pressure

to do in all heslthy 1maginations."99

Coleridge's concept of
fancy and the imagilnation must be recalled here to avolid confu-
sion; the fantasles of the average “delinquent” are mechanicsl
and imitative in nature, while Charley's imegination s organic
and original,

Charley 1s not "evil,” having no ulterior motives for his
exploits but he discovers the exlstence of evil when others
aseribe it to him. As in Graham Greene's essay "The Lost Chlld-
hood," this discovery marks the end of innocence and the on-
slaught of "sophistication.” "Gullt® and "shame" are meaning-
leses to Charley until the adult world forces him to accept
these burdens. This is s mistake, according to Cary, for to
the child temptation and inspiration are the same thing (cD
pref.p.viil), and just as art 1s beyond good and evil, so must
Charley's activities be construed.

He compares the child to an artist: "The imagination sees
its opportunity, its prey, and instantly leaps upon 1t%; "The
child is e born Creator" (CD pref.p.1x). The chlld, 1like
Gulley, has & birthday every day; as in Dylen Thomes' "Fern
Hill," he creates his world anew dally: "and the sun grew

round that very day." Both in a figuratlive and a literal
99 Watason, p. 50.
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sense Charley is an artist., He imitates Lommax who in turn is
an imitation of an artist, espousing vociferously "artistic"
ideas and adopting an "artistic” stance, more for the sake of
his audience and his own image than his work, When asked if
bulls have eyelashes, Lommax replies "'That's naw matter, Milss
Lina--if this is my bull and ah wants an eyelash on him, he's
damn well got to have an eyelash'"(CD p.32). |
Charley imitates Lommax:

He draws first a red bull with black eyes, then
a black bull with red eyes. He then draws men,
houses, a cow in a field with red clouds raining
black rain., He draws blue slates on the houses,
blue lines on the sky above the clouds. He then
mgkes a blue bull with black eyes set in red cir-
cles., He gives it red horns and finally draws
curled red strokes like flashes of lightning radi-
ating from it in all directions....

"Rotten," he murmurs, but it seems to him a
masterpiece. He 1s red with excitement and sur-

prise. , (cD p.LlL)

He shows this work to his teacher, who enthuses but asks if
perhaps the bull's hooves aren't "rather near his head" (CD

p.4b). In Art and Reality Cary discusses the effect of educa~-

tion on the imagination and artistic attempts of a child. A
chi1ld of seven had asked if he should draw a swan for Cary.

"Yes, a swan"; and the child sat down and drew
for half an hour. 1I'd forgotten about the swan un-
t1l she produced the moat original swan I'd ever
seen, It was a swimmling swan, that 1is, a creature
designed simply to swim, Its feet were enormous
and very carefully finished, obviously from life.
The whole structure of the feet was shown in heavy
black lines. The chlld was used to seeing swans
on a canal at the end of her garden and had taken
particular notice of thelr feet. Below the water
the swan was all power. But for body she gave 1t
the faintest, lightest outline, neck and wings in-
cluded in one round line shaped rather like a
¢cloud--a perfect expression of the cloud-like
movement of the swan on the surface.
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I was admiring this swan when an older child in
the room, aged thirteen, looked at the drawing and
said contemptuocusly "That's not a bit like a swan.
1'11 draw you a swan," and produced a Christmas~
card swan, of the commonest type.

Yet the second child had all the gualitles of the
first, intelligence, sensibility. A few years be-
fore she had had the abllity to see for herself, to
recelive the unique personal impression. She had
lost it by the education which emphasises the fact,
measurements, analysis, the concept....It 1is said
that when you give a child the name of a bird, it
loses the bird., It never sees the bird again, but
only a sparrow, a thrush, a swan.... (CD pp.48-L49)

This he calls the '"ruin of aesthetlic intuition by conceptual
education.” Yet he realizes that it would be futlle to attempt
to keep the child naive, fresh and original as what results 1s
an "imitative childishness." He sees no way out of this di-
lemma (AR p.51).

Children are taught to draw representationally as a rule,
so that often they will trace another picture rather than draw
their own. The importance of colouring "inside the lines" 1s
an adult-conferred value, as is the importance of colouring
bananas yellow and oranges orange. Lommax, for all his bragga-
docio and verbosity, does encourage his pupils to "expreas
themselves" and teaches them how to appreciate a plcture:

"There is naw such thing as inspiration, Jimmy,"
Mr. Lommax never minds contradicting himself, "and
orriginality is merely a fashion among the young
leddies in the arrt schools--naw, naw, naw, but loock
at the corrn--it's sunk a wee bit, but it's rrich
still--it's the corrn that incrreeased a hundred-
fold--d'ye see that--it's treemendous, that corrn
-~you can hear 1t growing...you can see the heavi-

ness of it, like a gravid wumman when her hour has

come--naw, naw, that's metaphysical--ah'm talking
nonsense--itt's not a wumman, it's corrn--the corrn-
lest corrn ah ever pented...." (CD p.135)
In praising the "corrnyness" of the corn Lommax brings

to mind Gulley's lesson to Coker on how to look at a palnting
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to see that "the jug of jugs" 1s before her. "A jug can be
a door if you open it" (HM p.91), he says, and so could "corrn."
Charley, however, needs little instruction in his art, as his
imagination is quite free. Tired of naming rivers in Geography
class, he 1s sent out of the room,
He retires to his finsl refuge, the W.C., plays

with himself for a little, draws anatomical and

flower pictures with his fingers on the damp tiles

of the lavatory wall, and then percelving a like-

ness between the forms of their sexual members,

elaborates these patterns till they run together

into a tropical forest of human orchids and flower-

ing flesh. (CD p.10T7)
These drawings are the result of boredom: "He 1s as silent and
absorbed as a monk in contemplation of the visions produced by
his own devetlion, yet, like a monk, he is secretly bored, and
he knows 1t (CD p.107). Charley 1z not devoted to his art, it
is still a past-time, a substitute for real adventures of the
flesh. His starved imagination soon initlates projects that
were better channelled into graffiti on the bathroom wall, He
turns his energies to building a rock garden and when he loses
that, becomes restive; soon after this, he and his gang begin
burgling in earnest. His "delinquency" comes about through

boredom, a craving for excitement, the desire to explore moral

and physical worlds.

Charley and his frilends talk in their secret cave
in the quarry; it 1s equipped with "furniture" and
has more attraction than a real home, 1tz appeal to
the imagination being stronger.

But all their talk 1s full of repetitions, at-
tempts to catch in a few worn words feelings as
strong and deep as they are fresh., Thua they are
like four dumb poets to whom the smallest exper-
ience has the effect of a revelation but who are
compelled to expreas these powerful original feel-
ings in mere sighs or crles. Moreover, they have
not the fasintest idea that there 1s anything
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remarkable in the force of thelr wonder, thelr
affection, their hope, thelr criticism of the
world, and so they try to express them, not for
the sake of each other but only for themselves.
Their talk 1s half ejaculation. (CD pp.122-123)

Mute poets attempting to find expression, they encounter the
obstacles of the factual and moral world.

In A House of Children Cary (as "Gvelyn Corner") expresses

his own wonder as a child. He remembers a boat trip with his
aunts; listening to thelr gossip he saw aspects of known beople,
"so‘strange and mysterious that they had all the excitement of
Arablan tales with the added wonder of fact" (HC p.75), and

he relives '""the wonder, that pressure, the sense of being
wedged between firm thighs" (HC pp.5-6). . 8o Charley and his
friends, in the security of theilr cave, feel the wonder and
anticipation;looto fulfil thelr expectations they indulge in
pranks, Evelyn and Anketel are in a perpetual statg of "joy-
ful terror" lest the wolves attack (§§ p.29), or as in the
case of Charley and company, lest they are discovered in their
cave by other children, or in thelr house-breakings by the

owners, Llke the more "law-ablding" children of A House of

Chlldren, Charley and company carry out thelr schemes "simply
for the pleasure of seelng the creature of our imagination
taking 1its place in the real world and acting upon real people"
(HC p.8L4).

The stories 1h his head about American gangsters come to
life when the 'gang,” in the midst of a robbery, decide to

have a sumptuous banquet prepared by their "moll"; under the

loOAnticipation ig the natural state of children, to whom
everything comes as discovery..." (HC p.28).
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chandelier they enter into an adult and magic world--which soon
disintegrates. They destroy paintings and the chandeller,
Lizzie is "perplexed" and "anxious," Bert's dance becones
"wilder," Harry has "been sick four times," Charley 1is intoxi-
cated with wine and glory and destroys palntings as though he
were "performing a task." What has happened 1s that theilr ex-
pectations have not been fulfilled; the gap between the "idea
and the will" or Mntuition and 1its expression" (AR p.45) has
not been bridged. Charley and his gang find their explolts
more boring than the planning of them. Not interested in
profit at all, they steal only trifling and unlikely things,
so that the police are baffled, symbollic of the publiec's
puzzlement by the artist's creation, the adult's perplexity at
the chlld's irrational behaviour.

Charley's adventufes (both projected and realized), like
those of any incipilent picaro, 1nvolve the opposite.sex and
are amatory in nature, His choice 1is Liz, a slightly deaf,
‘soft-spoken and gentle country girl. They talk of running
away to "Ammurca" and Charley spins storles of gardens with
statues and a house which will have a bathroom with silver taps
"with ot and cold on em." Yet when Charley hears an older
friena talk of marrying and settling down, he 1s appalled:

"I wouldn't get married. If I'd saved any-
thing I'd go round the world."

"Noa, Lunnons far encugh. Wwe'm goling to
Lunnon for the honeymoon. Afore us settles down,

Won't be able to afford any more travelling, I
reckon, when the family begins to come."

101 1n 4 House of Children Cary speaks of living all day
"in the sense of something to come" and at last, climbing
into bed, would ask "'But what am I expecting?'" and it
would turn out to have been doughnuts for tea, "already
eaten...without any sense of fulfilment" (HC p.28).
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Charley, astonished at this dull scheme of life,
ories: "And that's all you want to do all your life."
(CD p.210)
He 18 8ti1ll young enough to dream, innocent enough to expect
great things from life. If he becomes like Gulley expecta~
tions will be justified; If like moat people, his expectations
will seem laughable.

Although he 1s not lying and 1is sincere when he constructs
this vislon for Liz, his horror at settling down is equally
sincere. His imagination 1is faithful to whatever construct it
is fashioning or fastened on at the time. He "1s possessed by
it, carried away like a rider on a wildlhorae."

wWhen finally, as happens to Gulley and Nister Johnson,
Charley stacks up enough sins and anti-social deeds that he 1s
forced to pause in his headlong dash through his world, it 1s
seen that he has acocumulated a considerable moraine of corimes
and sins for which he must atone. ¥ith Liz pregnant, and a
string of thefts, breaking-and-enterings and escapes from gaol
to account for, 1t is no wonder Charley is bewildered., He iz

like Sara NMonday in Herself Surprised who "¢an remember but

not reflect"; his deeds were done and paast in the course of
youth's natural inventiveness and forgetfulness. That others
remember and are shocked surprises him just as Saras in her
eternal present was surprised at the construction put on her
past by the Jjudge.

Charley, to the accusatlions that he has been unkind,
inconsiderate, dirty, and sinful to Liz, continually repeats,
"it wasn't like that." And "all his love-making with Lizzie,
which an hour before had the beauty of 1ts happiness, now
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suddenly takes ugly and squalid shapes.” He is fesentful and
bitter, angry and ashamed, Something atill tells him, however,
that "it tsn't like thaet." This 1e the destruction of 1inno-
cence; when adults who have forgotten what it is to be without
a firm knowledge of the adult moral world are shocked by what
is only naivete, offended by what is only guilelessness. They
make Charley feel guilty, they make him cry (his tears satisfy
them so much more than any inarticulate confession could),

"but now, underneath this vioclent hysterical emotion, there 1a
fury like steel, a deep resolute anger. It is the protest of -
all his honesty against a lie, and a defilement"(CD pp.272,276).
His anger 1s the main augury of a hopeful future for an adult
Charley--unless it turns into bitterness, Part of the novel's
memorability is the unspoken question at the conclusion: will
Charley conform or will he retain his vitality of ;magination
and do as Gulley does?

He and Liz run away but are apprehended on thelr way to
America. As the police tell them to say goodbye to one another,
they both begin to cory; then, with departure imminent, feeling
the need fér some sort of ceremony, they kiss, "It is the
first time they have kissed" (CD p.287). Kenneth Watson notes
"the essential dignity" of their behaviour in contrast to the
rudeness of the adult world which will not leave them alone.

Charley is tﬁken out to the walting car and ordered under
the hood, "into an opening so small, dark and narrow that he
i1s sure it can never contain him. 'They'll smother me,' 1is

the first thought that occurs to him..." (CD p.288). . And
102 yatson, p. 52.
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from inslde, a policeman calls, saying that the girl has fainted.
The policeman plans to give her tea and sandwiches, but the
latter have "mustard in." Charley's policeman says, "'That's
all right-—she can't be too particular, can she?'" (CD p.288).
The conclusion leaves justiflable doubts as to whether or not
Charley will be able to rise above the pettiness of thls treat-

ment. Like all of Cary's novels except perhaps A House of

Children, Charley Is My Darling ends on an amblguous note;
there is stilll hope for him, just as we still hope for Gulley
(or Wilcher or Sara or Tabltha or Nina). Though we know they
dle, they have led good lives and accept their fates. If they
can reconcile thelr ends, the readér mist do so.

11. A House of Children

In A House of Children Cary describes Anketel, the
youngest of the children, quiet, and with a more than usual
sense of wonder:

I remember Anketel, at about five, after coming
out of the cave at Knock beach, pointed to the top
of the ¢liff and sald: "There was a sheep eating
grass on the top all the time." Hls expression for
gsome time afterwards showed preoccupation with this
sheep, and finally he went back into the cave to
know what it felt like with a sheep overhead.

(EC p.38)
Golden Larsen calls the cave an image that represents clearly
"the cave of experience,...or Evelyn's own consciousness."103
Another cave, a sea-cave, attracts him equally, reminiscent of
Charley and his friend's feelings concerning their hut-cave in
the quarry. -

All of us had since looked into this cave at
every opportunity, but only from the Shell Port,
We would wade out at low tide snd stare down the

103 Larsen, Dark Descent, p. 84.
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crack. I have seen Anketel thus, in all his
clothes, wet to the armpits, gazing into the
twilight with the absorbed concentration of
those who peer through a fence at a murdererts
house, after he has been hanged. He could see
nothing, but his imagination was at work. I
had told him, of course, that the cave was a
million years old, older than the fish.

(HC pp.39-40)
Anketel 18 malso to be found with his wet feet in the alir,
having tried to 1ift the water up with his feet. when asked
if he thinks that water "will stick up there," he replies
thoughtfully, "'No...I was only feeling at it.'" The narrator,
Evelyn Corner, comments: "I was thirty years older before I

appreciated the force of the tat'" (§§ p.54). A similar source

- of delight for the narrator was the notion of the earth as "a

floating planet": "I would feel it like a ship under my feet

moving through the air just like a larger stiffer cloud....I

can remember jumping on a plece of hard ground, as one jumps
on a deck...to enjoy the feel of the buoyant ship beneath me"
(HC p.19).

This technique of the grown man looking back on his child-
hood combines the advantages of an adult "eye" trained on the
scene, with the veracity and impact of the autobiographical,to
be seen later in the two trilogles. Charley Is My Darliing is

told in the third person by a sympathetic (but not sentimental)
author, and what 1t loses by use of third person 1s compensated
for by the employment of the present tense, which gives immedia-

¢y, a8 in Mister Johnson.

Cary, in A House of Children, makes the same point that

he made 1n Charley Is My Darling: children are born creators.

The main difference betwesn the works as far as content 1is
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concerned 1s that the Corner children hLave poetry and plays to
satiarj their creative urgea--means of "self-expression and
sel{-dlacovery" denied to Charley:

Like the evacuees, they are "all trying to learn

and longing to know-~-but at the same time continu-

ally deceived by grown-ups,”" but the deception

leads to self-knowledge, not self-destruction as

it does for Charley. The Corner children have

their aunts, who represent stability and order,

affection and love,.., and they have thelr tutor

Pinto...who prgvidaa an cutlet for their creative

energles..,, 1 L
Pinto is much closer to these children than is ¥r. Lommax to
Charley. He lives with them and although officially their
tutor, he plays a far more personal and important role: "FPlato
did not teach us. He spent time with us and continued his own
1ife. But that life happened to be one of the imaginetion., It
was he and my lather who seized for us, now and then, out of
the passing show of things, a sharp plotdre, a clear experience"
{HC p.ll). It 1s his father who points out a whale "ocean
bathing too": "I felt the magnificence of sharing bathlng-
places with a whale" (HC p.ll). The adult Cornor~¢ary has re-
talned thils experlence because the child's lmagination was
stimulated by the idea of the whale. "We were all constructing
8 private and ideal world fdr ourselves, out of such material
89 came our way, Pinto's quips and cranks, my father's stories
eve”™ (HC p.43). They are enabled to construct this world in
soclally accepted ways, being part of an established household,
having the security of relatives; their world 1s solid, estab~
lished, secure, as opposed to Charley's.

Pinto tells them stories; one in particular seems to be

104 Hoffman, Comedy of Freedom, pp. 60-61.
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the germ of the Beeder episode in The Horse's Mouth: lmpover-
ished in lLondon, Pintc has been asked to take care of a
friend's rooms; toc raise money to eat, he is obliged to pawn
the furniture so that when his friend returns Pinto 1s found
sleeping on the bare floor in an empty room, jJust as the Beeders
returned to an empbty flat to find that Gulley has pawned every-
thing for food and art supplies. Of these stories, the narra-
tor comments that parheps it was only in Pinto's imagination
that they existed (HC p.42).

Pinto chastizes therm for mocking Delia, who aspires to be
a concert planist and affects certain "artlstic" 1dlosynorasies;
¢alling someone affected, he says, is "the meaneat thing you
can say about anybody who's trying to atudy an art,” and to
Delia "'Don't you let them turn you into another cabbage stalk'"
(3C p.123). Another time, when one of the children 1s accused
ol "showing off": “‘;..1t's wicked to tell him he'é showing off
.+o.because he might velleve 1t. That's what bad critics say to
every original genius, and...it's becsuse they're dead them-
selves and they want to kill everything else that's really
allve'" (HC p.77). These comments obviously represent the seed
of Julley's beliefs., Except for the lack of a sertain note of
irony, the indignatlion and subject matter are typicélly Gulley
Jimson. _

The children invent plays which they perform themselves.
One of Cary's most humorocus scenes in these novels of childhood
has to do with the disastrous performance of one such play.
Owing to too few rehearsals, and too much confldence in the

besuty of their lines, the play flops. The children are aghast
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that this thing of wonder, which they have created themselves,
could turn out to be so horrible.
The first play that the narrator sees has an effect simi-

lar to that experienced by Chester Nimmo (Except the Lord).

From the rising of the curtain I was completely
astonished and I did not recover from that sur-
prise throughout the performance, or for a long
time afterwards. My sensatlons were so new that
I had no kind of compariscn for them; they were
experiences of a new kind.

The poetry played upon me directly as warmth
and cold, mist and rain; carrying both feeling
and idea. I never could separate the ldea of
little Jack Horner, who sat in a corner, from the
rhymes or the picture. The whole thing, the
rhymes, the vision of the shy little boy 1in the
corner, the thumb going 1into the ple and the last
mysterious remark, were all one plece of my ex~
perlence. It left me wondering how Jack pulled
out a plum with his thumb, and why he sald he
was a good boy, but the story was lneffaceable
from the first time I heard it. It made at once
a desp and permanent Impression on my mind,
which retained nothing of the multiplication
table nor any of the moral precepts fired at it
by my nurses and grown-ups.

Children are born poets and singers. They
sing to themselves in the cradle and delight in
the simplest rhymes., They feel them by a direct
experience just as they feel everything in life
directly, without analysis or reason.

(HC p.223)

The imagination 1is the antithesis of analysis and reason, as
stated earllier. So is life, chaotic and anarchic. And those
who are closest to 1ife are those who are involved with the
concrete experience, the present moment; we see this talent
for abnegating the past and future in these children, in the
aftist, Gulley, and the native, Mister Johnson. As Nletzsche
says of his {bermensch, "his best creation is...himself."

Evelyn Corner turns to writing poetry, but is distracted

by diving lessons, by the beauty of the act of diving.
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My eple, as I saw it last, in an o0ld exercise
book, when I cleared the attic, stopped in the
middle of a line and had drawn over it, in blue
chalk penecil, little crude sketches of diving
men, Yet the quality of our living experience
could be translated only into the experience of
poetry which people would not read. They prefer,
I suppose, to live 1t, if they live, in any true
sense of the word, real lives: and that is even
easler to-day than 1t was when we were children,

(HC p.239)

Golden Larsen sees Evelyn Corner as "the initiate being
received into the adult world of freedom and moral responsi-
0
bility,"l Sbut it is 4ifficult to conceive of an adult with

more freedbm than the children. A House of Chlldren, llke

Charley Is My Darling, 1s about growlng up, "the passage from
106

the life of live sensation into that of ideal conception.”
"Freedom" 1s thereby abrogated somewhat because "moral res-
ponsibility" comes under the heading of 1deal conception

At the age of eight, Evelyn Corner and a red-cheeked boy’
stand aloof from the games and sugar-cakes at a party, saylng
"t5111y, aren't they'" (HC p.07) every so often, desplsing and
yet envying the other children. "I didn't stop being a hopeful
and foolish child....But I was drawn aside for a moment from
the stream of childish sensation" (HC p.67). Thils marks the
advent of adulthood, the standing aslde and watching, analys-
ing, instead of participating, acting.

I don't mean that nature or some mysterious
power ended my childhood at eight years old, I
don't know when my childhood ended or if it is

2ll ended now. The only certain distinction I
can find between childhood and maturity is that

105 Larsen, p. 88.

106 Joyce Cary, Osborn Collection, Box Number 30, Holograph
Sheet in paper folder numbered "5"; quoted by Hoffman, p.
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children grow in experience and look forward to
novelty; that old people tend to be set. Thils
does not mean even that children enjoy 1life more
keenly than grown-ups, they are only more eager
for experience. Grown-ups live and lovs, they
suffer and enjoy far more intensely than children;
but for the most part, on a narrower front, For
the average man or woman of forty, however success-
ful, has been so battered and crippled by various
accidents that he has graduaslly been restricted to
a small compass of enterprise., Above all, he 1s
perplexed, He has found out numerous holes and
inconsistenciss 1in his plan of 1life and yet he has
no time to begin the vast work of making a new one.
He i3 like a traveller who, when he has reached the
moat dangerous part of his journey among deep
swamps and unknown savages, discovers all at once
that his map is wrong, his compass broken, his
smuunition damp, his rifle crooked, and his supplies
running short. He must push on at high speed,
blindly, or fail altogether and fail hls companions.
I think that 1s the reason for the special sadness
of nearly all grown-up faces, certainly of all
those which you respect; you read in their lines of
repose, the sense that there is no time to begin
again, to get things right. The greater a grown
man's power of enjoyment, the stronger his failth,
the deeper and more continuous his feeling of the
waste of life, of happiness, of youth and love,
- of himself,

But for children 1ife seems endless, and they do

not know a grief that has no cure. (HC pp.66-67)

Almost a relapse inte sentimentality, this passage still
explains well what happens to children, or the child in us.
The difference between the adult and the child is one of degree,
not kind. The moral problems and other abstractions that the
adult has learned to cope with can be ignored by the child; he
1s free to live his 1ife of the imagination. Not until re-
sponsibility 1s forced on him by the opinions or pressures of
others will he forego it, either, C(Charley Brown and Mister
Johnson are two good examples of "children" who try very hard

" to live the way they want to, but who are finally coerced into

accepting responsibility for their deeda. Thils entalls
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Mister Johnson's llteral, and Charleyt's f{igurative death.
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Chapter 1V
THE FIRST TRILOGY

i. Herself Surprised

Herself Surprised, published in 1941, 1s the first novel

in the trilogy including To Be A Pilgrim (1942) and The Horse's

Mouth (194)). Friedson calls it Cary's "first attempt to pre-
sent three narratives in such a way as to allow the reader to
arrive at three levels of truth": "(1) the truth which proceeds
from the subjective world of each narrator; (2) the objective
truth about the personalities of the narrators, which 1s deduc-
ible from the combination of their subjective statements; and
(3) the transcendental truth which Cary wishes to emerge from
both the sub jective and the objJective truths."lo7 The three
worlds which are viewed are those of Sars Monday, "servant,

wife, mother, and above all, a woman"?loa

Tom Wilcher, conser-
vatilve lawyer, Protestant, employer of Sara; and Gulley Jimson,
artist-anarchist, These three persons represent three view-
polnts on freedom and authority set in three soclal areas:
"domestic 1life (Sara), political 1ife (Wilcher), and artistic

life (Jimson)."lo9 Each world infringes somewhat on the

107 Friedson, Novels of Joyce Cary, p. 192.
108 1pid., p. 193.

109 Loc. cit,
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others, so that Sera will round out our picture of Jimson by

telling us what he looked like ("a little bald man with a flat
nose and a blg chin. His head was big and hung over so that
his face was hollow in the middleéjl)); Gulley will give us his
opinions of Sara and Wilcher in terms of thoir\relationship to
him, debilitating or otherwise ("Sara could commit adultery at
one end and ueép‘for her sins at the other, and enjoy both oper-
ations at once" 1N p.22 ); and Wilcher, although his comments
on Sara and Gulley are not as imaginative as Gulley's or Sera's
on him, gives us a clear plecture of ihe'world they shsre, its
social, political, religious movements snd changes.

Sara‘s story is ostensibly being dictated from prigon, to
the penny preas, for monetary rather than explatory purposes,
(3are, like Gulley, Charley, Mister Johnson, ia almost continu-
2lly plagued with pecunlary problems, the only difrgrenca being
that she 1s usually trying to save some money for her funersal,
whereas the others sre trying to catch up on past debts.) The
story of her life a3 we hear it is divided into three phases,
eaoch characterized by the man around which she has centered her

existence at the time:

The first phagse (from 1879 to 151G) is centered
around her marriage with Matt Monday, the son of

her first employer. The second phase (from 1919

to 1924) covers the years from Matt's death and

her ensuing common law marriage to Jimson, to the
year when she is sbandoned by Jimaon and goes to

work for Wilcher at Tolbrook. The third phase

(from 192l to 1937) tekes 3ara from her employment

by Wilcher to the time when she was sent to prisonlll

110 Joyce Cary, Herself 3urprised (New York, 1948), ». h3.
Subsequent references will be to this edition--heresfter cited
in the text as HS.

111 priedson, pp. 197-198.
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The time spent married to Matthew Monday, an'"encircling
and suffocating encrustation,"‘113;hreatens creativity because

it festers, and encourages the status quo; she breaks away from

the soclal conservatism of Monday and his family through the in-
fluence of Rozzle Balmforth, a gaudy barmaid friend of Sara's
who 1s looked down upon by Sera's in-laws, Sara's other "in-
fluence" at this time is Gulley's "wife" Nina, a shy woman who
believes people ought to "look at the trees and forget our stu-’
pid selves™ (HS p455).113 Rozzle and Nina pull Sara in opposlte
directions and represent opposite ﬁendenciea in her; they are
the feminine counterparts of Gulley and Matt respectively. It
is significent that Nina dies, as does finally Monday, whille
Gulley and Rozzie 1live on to pull Sara from "pleasure" into
"ioy," from order to anerchy, from an at least overtly morsal
world into one in which Gulley and Sara cohabit in every way..
Gulley's entry into Sara's life comes when she‘and Matthew
are "supporting art" and take Gulley into their home; conflict
occurs when Gulley insists on painting Mr, Monday with "his nose
80 big and his forehesd on a slope and his chin so 1little that
he looked 1ike a goose peeping out of a jug" (HS p.52), and re-
fusing to alter it because "'he's not my husband...and that's
the way I see him'" (#S p.53). Larsen calls Gulley "an agent
in the destruction of Sara's created world"llh'beoause he shows

hor husband up for what he really 1s, hias "creeping ways," the

112 Larsen, Dark Descent, p. 1lll.

113 cp, Dryas Honeywood, in Cary's The African Witch; her

- love of "hills and trees" i1s contrasted with Judy Coote's love

of what poeta have made of them.

114 1.arsen, p. 116.
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"ridiculous side" to him. When Sara wants to fight Gulley's

interpretation of her husband, Matt acﬁually defends hiﬂ; look~
ing "smaller and older," he tells Sara, "'he's seen me as I am
--and he's brought it out in the portrait'" (HS p.54).

"The insipience and emotional shallowness of the world
represented by the Sara-Matt Monday relationship reveals 1it-
self In Matt's regressive self-pity, jealousy, and wasting away
to death, and in Sara's increasing instability as she osclllates
between the emotional extremes represented by Rozzle and Nina"115
--and Gulley and Matt, we might add. Sara's choice of Rozzie
over Nina 1s alded by Matt's and Nina's convenlent deaths.

The highly structured world of the Mondays gives way at this
time to the more anarchic world in which Gulley and Rozzie live
chaotically and happily.

After Mett dles, the three spend much time together, Sara
says of Rozzle "ghe warmed me up with her go"; "to do anything
with Rozzile...was a 1iv1ng pleasure, She made the sun warmer
and colors brighter and your food taste better; she made you
enjoy being elive"™ (HS p.l100). The week 3ara spends with
Rozzle in Brighton she does little but laugh: "I suppose I
laughed more that week than ever I did in my life before, and
again I nearly lasughed my hat off....People must have thought
I was drunk. 8o, 1 was drunk, with laughing and something
else..." (HS p.104). And she is the same way with Gulley, even
after she finds out that he has also propossd to Rogzzle and

that he doesn't intend to marry her (Sara) because he has a

wife somewhere in Glasgow, "It was wonderful how little he

115 Lersen, p. 116,
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needed to make me laugﬁ..." (HS p.11l), Sara says of Gulley;
and 1t is reciprocal, for Gulley speaks of the joy that she has
given him, and says "'Look how happy we are'"™ (HS p.l117). At
this time she notlces "what a lot of mad people there were and
what a lot of nonsense talked, qulte as bad as Gulley's, and no
one troubling their heads about it" (HS p.117). The laughter
and the joy are signs of imaegination for Cary, of a sympathy,
an ability to cross the line between self and other.

And though Gulley beats her occasionally, they do glve one
another joy: both are fofms of touching, of connecting, which

1s the work of the imsgination. In The Horse's Mouth, Gulley

observes of Sara that "There was always something about Sars
that made me want to hit her or love her or get her down on
canvas, She provoked you..." (EM p.73). (Wilcher too observes
that Sara always made him want to pinch her.) Later, after’
Gulley has killed Sara by pushing her down the cellar stairs,
he has a conversation with her in his dellrium:

"Yes, Gulley, you broke my heart as well as my

poor nose end my poor back." "And yet you always

ssy it was a good time." ™A lovely time." "We

weren't happy, but we were alive....And that's why

you hit me on the nose....Because you didnt't like

me being on your mind. You didn't like not to be

free, did yout" (HM p.262)
Later in the converssation, Sara tella him "You make me laugh,
and you make me cry" (HM p.283). Another time, Sara decelved
him by giving him four wrapped rolls of toilet paper instead
of a sketch he was after:

And I laughed., It was either that or wanting to

cut the old womant's throat. And even to think of

cutting Sara's throat always put me in a rage. -

Because, I suppose, I'd got her in my blood. 1I'd
been fond of her. And 1it's very highly dangerous
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to murder anyone you've been fond of, even in im-
agination. Throws all the functions out of gear.
Blocks up your brain. WMight easily blow the 114
off, (HM p.18L4)

This passage is ironic in light of the fact that not only does
Gulley finally "murder" Sara, but also because 1t causes him
to suffer a crippling stroke, or "blows the 1id off," es he
puts 1t. (Cary equates passion and imagination continually;
laughing and crying are indicative of this cohbination (ef.

A Pearful Joy). |

"1161

3ara, seen by Hoffman as a “modern Eve, 8 seen by

Gulley as an eternal Eve, representative of women, eternally
surprised in her innocence and in her fall, at herself:

rve should be a woman of forty with five children
and grey hairs coming, trying on a new velvet.
Looking at herself in the glass, as if she'd

never sesn hersgelf before. And the children fight-
ing around the dustbin in the yard. And Adam
smoking his pipe in the local. And telling lies

about his spring onions. Works of passion snd im-
agination.

There was a atreet market on the kerb. Swarms
of 0ld women in black cloaks jostling along like
bugs in a erack....Works of passion and imagination.
Somebody's dream girls., Somebody's old girl chas-
ing up a titbit for the o0ld china. The world of im-
agination is the world of eternity. 014 Sara look-
ing at a door knob., Looking at my old ruins. The
spiritual life. (BM p.32)

Coker thinks of Sars as "a woman,...That's what your Mrs,
Monday is" (HM p.31), and Gulley thinks of how appropriate
Sara 1ias, at forty, for his Eve: "That falls every night to
rise in the morning. And wonder at herself, Knowing every-
tﬁing and still surprised. Living in innocence" (HM p.32).
There 1s less of a discrepancy between Gulley's view of

himself and that of the world than there is between Sara's
116

Hoffmsn, Comedy of Freedom, p. Tlk.
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self-~-concept and the way the world sess her, Saf&, like
Charley, has an incomplete and extremely subjectlve world-view,
*a capacilty for self—delusion."ll? the doesn't see criminal
or immoral acts as such becsruse they sre extensions ér herself,
and when rationalized, are justiflable becasuse of the good in-
tentions behind them. Although Sara 1s a basically religious
and highly moral woman, "her deepest religious feelings are
creative rather than oonventicnal.“lle Her desire to alter
the world she lives in, to provide justlice where there is none
{(glving Gulley money, for example, because the world does not
recngznize the artist),.axtends to extreme selfl-delusion; she
excuses herself continually and continues to zive of herself
in not slways socislly accepted ways,

The reader forgives and understands because of the under-
lying innccence of Ssars, her totsl lack of viecilousness. It is
hot until the conclusion that either Sars or Charley reslizes
the gloss put on their actions by others; both are "surpriged®
--surprised in the act by Cary's ski1ll with character and ap-
propriate action and surprised in the sense that they both fin-
ally see themselves 23 others ses them. When on trial, Sara
sees herself through the eyes of the court: "At first I could
not believe that I wss anything like the woman they made me out
tobe" {HS p.1l); "Now I see that I am a criminsl Just like the
others" (HS p.2). ‘Only once beforse, in Parls on her honeymoon,
has she ever had such a self-revelation. She sees herself in

8 full-length mirror and reslizes that "t4l1ll that hour I hed

117 priedson, ». 198,
118 yortman, p. 73.
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not seen myself with the world's eye" (HS p.2), but rather

than admit, even then, that her hat is "a bit bright for her
complexion,” she makes an excuse, keeps the hat, and thinks

"If I am a body then it can't be helped, for I can't help my-
self (HS p.3). As a young girl in service, she has been "won" .
by Matt Monday, her employer at the time: "He kept on asking

me every day; and one day, when he esked me if I could not like
him enough, though I meant to say no, yet the words came out of
my mouth that I would try" (HS p.l0). In the same way she ac-
quiesces to CGulley's importunitles: "So that my mind was laugh-
ing at 1ittle Jimson when he held my hand and told me he could
make me so rich and give me furs and jewels; yet my flesh de-
lighted in his kindly thoughts. So 1t grew sleepy and I forgot
myself and he had his way, yet not in luxury, but kindness, and
Yod forgive me, 1t was only when I came to myself, cooling 1in,
the shadow, that I asked what I had done" (HS p.llO). Often,
she feels that she i1s "play~acting" (H3S p.10), especlally when
she accepts Matt Mondsy, reluctantly but ilrrevocsably, 1in spite
of herself: "all that evening I was surprised at myself" (HS
p.10). She thinks of herself as a "sobersides": "If I had been
flighty, I would not have been so surprised at myself..." (HS
p.10).

This opposition between the two sides of Sara continues
throughout the novel: "It seaemed I was two women; and one of
them a loving wife and the other mad and wicked" (HS p.16). At
one point she tells us that she does not know whether she has
| done "a religious thing or a bad one" (HS p.67); when she is

paying Gulley a weekly sum, she comments that she does not
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know whether she does it to pleass her consclence or her flesh
(HS p.208). Although she dsliberates on this, as on her "sins,"
1t 12 ususlly done after the sct:; a truly morael (and socisl be-
ing) would do 1t earlier, aAnd st the novel's conclusion, when
the police have come Lo take her away; she observes "I wes not
even afraid or unhappy. I wes only surprised st myself and my
devsstetions" (HS p.218), One would think that she would at
least be accustomed to belng surprised at herselfl,
Cary, in "The Way a Novel Gets Written,” calls her a
female artist:
As for the morsl and sesthetic revolutions which had
been tesaring other people's worlds to pleces during
her whole 1life, she waa scarcely sware of them. Her
morals were the elementary morsals of & primitive
woman, of nature herself, which do not change; snd
she was supremely indifferent to politics, religlon,
economrica, 3She was a female artist who was always
composing the same work on the same style, but 1t
is a style which does not go out of fasion. 11
Larsen reinforces Cary's opinion of Sera's creative potential:
"Sara does embody attributes, perhaps narrow in scope but
nevertheless profound in depth, that sre pregnant with creative
possibilities: devotion to service, genuine sympathy, respect
for life,™20 And sympathy, like falth, represents a certain

facet of the imagination, as The Horse's fiouth and Ta Be A

Pilgrim respectively 1llustrate throughout.

fer imagination is limited to living; that is, she does
not "ereate" in the same sense os we speak of Gulley cbeating
@ work of art. Sera's creastlive effect on her environment has

to do with her men &nd her home, her kitchen. Vherever she

11G pdam International Review, XVIII (Nov.-Dec. 1950), 9.
120

Larsen, p. 124,
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goes she builds "nests" and alters the house she finds herself
in to her satisfaction, as she does with her men. She brings
Wonday out of his bachelor shell, showing him how to entertain
guests and how to make love; with Gulley she acts first as in-
spiration and then as the "woman o0ld," the debilitating force
which stifles inspiration and infuriates Gulley; and for Tom
Wllcher, an aging bachelor prone to frowned-upon escapades in
the park she provides & buffer for his ecceniricities and an
ezo bolster. For all three she cooks snd cleans, and creates
stability; this 1s fine for Wilcher and Monday, but disastrous
for the dynamic Gulley: "3he nails him down upon & rock / And
catches his shrieks in cups of gold."121 This doesn't make
her less an artist, for even Gulley would admit that the art-
ist himself can be his own worst enemy,

Sara calls Gulley‘"stuck" when he can't paint and 1s
prone to beating her: "I always believed his stickihg and his
tempers came from his liver" (§§ p.141); 1t 1s easy to per-
ceive how maddening 1t would be for sn artist to have his in-
spiration compared to his liver, and his lack of inspiration
equated with constipation., "!'Inspiration is all nonsense'"
Sara tells Gulley's wife Nine one day (HS p.58). When Gulley
credits Sara's "influence," she grants him that, becsuse she
believesl22 in manipulation, Although Sars may be sn artist
in her own right, she is not particularly conducive to inspiring
créativity-~or if, remembering Gulley's delight with her body

as subject for hls works, that statement seems a bit strong,

121 "The Mental Traveller," Keynes' Blake, 2:223,

122 Cf. Ella Venn in Cary's The Moonlight,
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we might add that her inspirational qualitles are negated by
other, more debilitating ones. Her deslre to create a ne;t,
to keep Gulley comfortable and warm, her respectability and
respect for others' opinions, all aggravate Gulley and infuri-
ate him, Wwhen Sara's modesty prevails and she won't pose for
him, he shouts at her that she is "a vulgar mlddle-class woman
full of silly prejudices” (HS p.117). Gulley says to Sara at
one point: "My dear Sal, you've never had any other 1ldea but
to turn me into a money msasker with a balance at the bank and
two motor cars. Well, I give you warning. Stop it and stop
it now. That's all I ask. Not to be nagged" (HS p.133).
Sara's nagging Gulley, however, 13 due to her desire to
alter her environment to conform to her own "vision" of 1t,
very similar to Gulley's in msny ways, and manifested in char-
acteristic ways. The ability to see two things in one, to make
metaphors and similes, is the sign of imagination and creativ-
ity; even though Sara's comparisons and connections are all
made in terms of domestic imagery and are confined to that do-
main, still it must be granted that she is an artist in that
realm. Barley is "as white as a new-washed hairbrush" (H3
P.27), the air "as warm as new milk and still as water in a
goldfish bowl," the water "as soft and bright as sweet oll"
(HS p.28). Friedson observes that at times these images seem

"cleverly 1mposed,‘and to savor of the tour de force," but

that "the imposition is an organic one in keeping with the
character,"123 The following passage, though decorous, illus-

trates Friedsont's point:
123 Friedson, p. 215.
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The sun was as bright as a new gas mantle--you
couldn't look at it even'through your eyelashes,
and the sand as bright gold as deep-fried pota-~
toes. The sky was like washed-out Jap silk and
there were just a few 1little clouds coming out
like down feathers out of an old cushion; the
rocks were as warm as new gingerbread cakes and
the sea had a melty thick look, like oven glass.
(HS p.109)

Just as Gulley will catch a glimpse of Coker's arm and
want to "try" it on Eve, so Sara will want to "try" Gulley with
a new dish: "'I must try Jimson with salmon in pastry'" (HS
p.136). Gulley was more appreciative of Sara's art than she
was of his: "He would...sit in the kitchen till a souffle was
ready, to eat it before it began to lower 1ts head and sink
from the height of 1ts glory...;His senses were as qulck as a
girl's and he loved the art of it. He would admire my touch
with the pastry..." (HS p.136).

Bloom comments that "the old Eve is distinctly visible in
Sara";12h "the Eve of all religions,"125 “the eternal Eve...

26
the triumphant mcthar,"l “unchanging Eve,“127 are a few of
the epithets given Sara by various critics, Gulley would not
dissgree; certainly for him she 1s the eternal woman, the
feminine principle which creates and destroys, toward which one
is attracted and by which one is repelled. Her eternal inno~

cence 1s complicated by a perpetual fall; that 1s, her state of

1k Bloom, The Indeterminate Viorld, p. 86,

125 Sidney Monaa, "What to Do with a Drunken Sallor,"
- Hudson Review, TII (Autumn 1950), L67.

126 wright, Preface, p. 76.

127 Charles G. Hoffman, "Joyce Cary: The Comic Mask,"
Western Humanities Review, XIII, 2 (Spring 1959), p. 1L0.
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grace (and she 1s in one) must be seen as a continual falling
from grace. It is no doubt tﬁe fact that Sara embodies these
contraries and paradoxes that causes Bloom to refer to Sara's
self-concept as "ocuriously 1ndeterminate";l28 Friedson sees her
as embodylng all the characteristics of womanhood;l29 and

Larsen uses the phrase "unaccountabiy perverae"130

to explain
her multiple personality. Add to the oppoaitions in Sara's
own self the complications of Nina and Rozzle (varlously seen

a3 foils to Sara or alter egeos) and it 1s no surprise that

Gulley could not deal with this protean woman and finally had
to kill her to free himself.

Gulley is not, however, the only person who needs to be
freed from his bondage; according to Hoffman, "each of the V//
three narrators in the trilogy is a prisoner. Gulley Jimson
(just out of prison) is a prisoner of his art. Tom Wilcher
(who is threatened with !'imprisonment! in an asylum) is a
prisoner of the past. Sara Monday (who is being sentenced to
a prison term) 1s a priscner of grace."13l Wrighﬁ elaborates

and extends this notlon:

.so.the narrators of the first trilogy have in com-
mon the fact of imprisonment. Sara...is writing
her memoirs 1in jail...; the penny-press 1s enabling
her to make a virtue of the necessity of her im-
prisonment....Wilcher...is...virtually committed to
Tolbrook, the house which has always been the prison
of his 1ife anyway; his bondage 1s not more real,

1t is only morse obvious than ever. And Gulley...

128 Bloom, p. 86.

129 Friedson, p. 223.

130 Larsen, p. 109,

131 Hoffman, Comedy of Freedom, p. 71.
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emerges from prison at the baginning of his book;
at the end, he is mortally 111 in a police ambu-
lance. As politics 1is the basic metaphor of the
second trilogy, so imprisonment is the root situa-~
tion of the first. Sara, s comic character in a
tragic world, 1s trapped between the claims of her
feminine morsl sense and soclety's moral code,
Wilcher, a traglc figure because he can percelve
the anatomy of his entrapment, is caught between
the c¢laims of the past and present, Gullsy, also
tragic, is imprisoned between the claims of self
and the e¢laims of the institution--any inatitution,
all institutions. But Sara, Wilcher and Gulley are
also imprisoned in their own subjectivities. They
are...irremediably imprisoned: freedom's 1onelyl
bondage 1s...the tragic fact of a tragic world. 32

These subjective and ob jective prisons are operant in
varying degrees at variant points in the novels; Sara and Gulley
are ultimately more free than is Wilcher because they live in
thelr present and are "agents of Freedom" as opposed to "agentd
of authority" such as Wilcher.133 Freedom, in Cary's sense,
signifies "that imaginative spirit which aspires to escape from

1
the rule of the present authority," 3h

and though Wilcher is
attempting to escape from the authoritarian domination of his
relatives, perhaps esven that of the present, he 13 still known

primarily as a defender of the status quo, and Sara and Gulley

are ultimately destroyers of it (Gulley of course to a greater
degree than Sara). But although Sara destroys, she also creates;
and this 1s finally her most important characteristic. She is
ultimately "sacrificed" that the artistic cycle may continue,

80 that as with the phoenix, creation and destruction are com-

bined 1in one consummatory act.
132

133
134

Wrigh‘b F ppo 110"111 .
Friedson, p. 225.
Loec. cit.



11. To Be A Pilgrinm

The second novel of the first trilogy, To Be A Pllgrim,

is the journal of Tom Wilcher, quondam employer of Sara Monday,

135

retired lawyer, and liberal conservative. Wilcher's memoirs
bégin at about the time Sara's story ends (c¢.1939), with her in-
carceration; yet the novel is about England and its history,
about Wilcher's past. The present action of the novel is con-
fined to Wilcher's return to the family estate (Tolbrook), his
niece Ann's supervision of him, her marriage to her cousin
Robert, and Wilcher's final i1llness. The past sction concerns
hils childhood and maturation, the lives and deaths of his sister
and brothers. On a third level, we are given a detalled pic-
ture of the social, religious, and political aspects of the
world in which Sara, Gulley and Wilcher grew up. Barbara Hardy
observes that "The real action is the obliqgue criticism of the
present by the past...what the present lacks, vitality, passion,

grace, the past 1s shown to possess."136

Exactly how much of
this message Cary intended is dubious; Wilcher's past had
"vitality, passion, grace“rbecauae of Lucy, and his present
lacks these qualities because of the near-inanimate Ann,

Past and present action are fused and integrated "with

137

contrapuntal skill"; "the transitions...from past to present

are handled with such directness as to amount to a technical

’ 135 Joyce Cary, "Three New Prefaces," Adam International

Review, XVIII (Nov.-Dec. 1950), 12: Wilcher "has grown up,

1 e many Englishmen, Liberal by conviction but Conservative
n heart,"

136

Essays in Criticism, IV, 193,

137 Friedson, Novels of Joyce Cary, p. 229.
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innovation of some conaequence."138

Unlike Sara ﬁnd Gulley,
for whom the present is everything, whose moral senses ares
thereby adumbrated, Wilcher recogniges the necessity for inte-
grating present with past: "To be a pllgrim is to live a mean-
ingful purposeful life, to know where one ia going, which pre-
sumes & gtarting point--the heritage of the past--as well as a
goal.“139 The cenaaquénce of Wilcherts concern with his past
as 1t relates to his present--indeed, it often becomes his
present--1is a complexity that 1s certainly not rivelled by
Sara's simplistic chronoclogically ordered "oonfession," nor by
Gulley's chaotic and 1ﬁpressioniutic story, brililant end in-
sightful though it may be.

Too often, Wilcher 1s labelled the complete oppoaite of
Sare and Gulley, and 13 made out to be a dull and pompous,
though intelligent, "man of faeith." Wilcher is aware of this:
"ann, whose education is like a set of boxoa,...haa‘put me in

a box labeled 'Exhibitionist.'"lho In Herself Surprised, Sara

describes and labels him:

His nose wes very short, Jjust like & bsby'a, and he
had a long blue upper 1lip, like a priest, which made
me say: "You're one of the srguers.” He had long
thin red lips end the under one stuck out 2nd ocurled
over, which made him look obstinate end sulky. His
chin was blue as 1f it had been shot full of gzun-
powder....Hls neck was blue too,... (HS p.173)

Gulley too conceives of him as one of the "blue-noses” and is

even more astringeht in his zppraisal of Wilcher, whom he calls

138 4right, Preface, p. 120.

139 goffman, Comedy of Freedom, p. 78.

Lo Joyce Csry, To Be & Pilzrim (New York, 1649), p. T.
Subsequent references wilil be to this edltion-~hereafter cited
as T3P,




95

"a rich lawyer with a face like a bad orange," and then places
him: "Genus, Boorjwar; specieé, Blackcoatius Begoggledus Ferooc-
issimouse” (HM p.175). Ironicaily, having lesbelled him thus,
Gulley continues to classify him further as one of the labellers:

But to tell the truth, men like Wilcher, the real
0ld blackcoat breed, out of Hellfire by the Times,
get on my nerves. They frighten me, They're not
normal. You never know what they'll do next.
They're always fit for rape and murder, and why not?
Because they don't look upon you as human. You're
a Lost Soul, or a Bad Husband, or a Modern Artist,
or a Good Ciltigzen, or a Suspicious Character, or an
Income Tax Payer. They don't live in the world we
know, composed of individual creatures, fields and
moons and trees and stars and cats and flowers and
women &nd saucepans and bicycles and menj they're
phantoms, spectres. And they wander screaming and
gnashing thelr teeth, that is, murmuring to them-
selves and uttering falnt sighs, in a spectrous
world of abstractions, gibbering and melting into
each other like a lot of political systems and re-
ligious ereeds,
But 8ll within is opened into the deeps
of Eantuthon Benython
A dark and unknown night, indefinite,
unmeasureble, without end,
Abstract philosophy warring in enmity
against imaglination,
(HM p.177)

It is all too easy to describe Villcher as "Abstract philos-
ophy warring...against Imagination,”™ but not completely accurate.
Larsen concurs, noting that "there is a...pervasive tendency
among commentators to read the novel as a2 rather nalve expres-
sion of faith in the tfree Protestant spirit' and of netional-
istic rervor.“lhl We tend to forget his "mad" side, the human
agspect of him, the delightful eccentric qualities. The follow-
ing passage 1llustrates these gualities, as well as a Gulley-

- like perceptiveness and perversity. The "terrier" is "one

1hl Larsen, Dark Descent, p. 125,
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of Blanche's specialists, a villaln hired to sign away my free-
dom," actually = psychistrist: investigating Wilcher's tendency
torun after young girls" in the park:

Of course, I told him that I had been the viectim
of colncidence and that the girl had made advances.
That is common form in these cases. Neither of us
bellieved it. But it served to break the ice. Every
situation has its polite routine,...and the form for
a patient of my type is to say, "I have been the vic-
tim of a miscarriage of justice.® ‘

"Yes, essackly. Of course." The poor little
creature sighed. "Quite so....It's very natural...
to feel a certain attraction--at any age. A pretty
girl, yes," he sighed again and his eyes wandered
over the ceiling. Then he murmured,"] used to like
breeking things myself. Yes, a good smash--I saw
an o0ld lady yesterday who hed broken all her chins
and torn all her clothes off and walked down a
erowded street, in the rain.,"

: "And I suppose you're going to look her up," I

X sald, getting angry. I knew 1t was dangerous to

: support the old lady. But I waa tempted by the
danger, by the pale eyes of the little terrier,
which now turned upon me their cold pale surface.
"What nonsense," I said. "I know exactly how she
felt, She thought, 'Here am I, s nice respectable
0ld lady in a black silk dress, and two petticoata,
and stays and drawers, with lace edges, and che-
mises and all the rest.'"™ The terrier...kept on
gazing at me and his eyes seemed to grow more and
more like the gelatin which my e¢lerk used to make
a copy of circular letters,

ees."And off cgme the s8ilk dresa, the stays and
the petticoatas and the buttons and the strings, and
there she 1s walking down the street as naked as
Eve. I wish I had been there to see." And I burst
out lsughing with excitement. I thought, "Shall I
pull his nose? That would do 1t." (TBP pp.308-309)

The following peasage 1s Gulley's description of & conver-
satlon with Wilcher, The tones of the two passasges are remark-
ably similer. |

"Sara was quite ready to go to church., Always
has been. The impediment was on the other side of
the family. If I may say so.,"

At this Mr, W, sprang clean through the ceiling,
turned several somersaults in mid-sir, sang a short
psalm of preise and thanksgliving out of the Song of
Solomen, accompsnied on the shawm, and returned
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through the letter-box draped in celestial light.
That 1s to say, he raised his right toe slightly
from the carpet, said "indeed" in mi-fa, and re-
laxed his ceremonisl smile into an expression of
tolerance, "Indeed," he repeated, this time in

me-do, "an impediment," (1K p.176)

"Fundamentally the two men are opposites,” ¥right states; but

"they are not psrsllel lines which never intersect.” They are|

alike in one thing, snd one thing only: both know "that imagina-

tion must find a form.," 142 Gulley refers tc the "solid forms
the imagination," "works of passion and imagination";
Wilgher to "8 living falth," "works of passion and faith.,"
Robert Bloom contends that "wWilcher...is never funny,“1u3

ers is humour in To Be A4 Pillgrim; Wilcher 1s humorous witl

out intending to be, especislly when he is oxercising the pre-
rogative of the old men and being cranky, bossy, or suspiclous
(to the point of paranoia). At breskfast he tells Ann that
her face “looks like a chamber pot crudely daubed with rasp-
berry Jjam" and at lunch thinks that "she was powdered a little

whiter and had made her lips a shade darker. But I msy have

been decelving myself, becesuase her spectacles also looked larger

and blacker, and I can't believe that she went to the expense
of new spectacles only to splte me..." (IBP p.l11).

He remarks, "I ean't tell how dangerous she is..." (IBP
P.2), thinking that she i1s part of his family's "plan of cam-
palgn to drive him med (TBP p.2). In sctuality, we feel that
he is eminently sane except in the matter of his paranola, for
he 1s always lucid and rational. Like Gulley, he recognizes

142 wrignt, p. 124.

143 nloom, The Indeterminate World, p. 98,
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that "that way msadness lies": "It is extremely dangerous for

anyone to get the fesling that '‘somebody is plotting against him,
even when the plot 1s guite obvious and the plotters conspire in
the next room. It is a feeling that drives men mad. It leads to
hallucinstions" (TBP p.30). IHe accuses Ann of thinking her iunt
Imncy, Uncle Bill, and himself mad, but she denles it, saying he
1s far too cunning: "I ‘'was astonished. 'So you think me cunning.
Lunastics are famous for their cunning'" (TBP p.98). Whether
Wilcher is justly imputing thoughts of this sort to his rela-
tives, or whether they originate in him is difficult to say.
Later, he justifies himself: "...I can't waste time upon this
hypoerisy of trying to appear rationel. I leave that to younger.
people™ (TBP p.108). But always he exhibits a remarksble self-
awareness; thils in itself would tend to support the existence of
an equal awareness of the image he portrays and of the way others
see him,

Friedson observes that Wilcher "seems mad," adding that
"the repression of his emotional life has burst out in tendencies
to exhibitionism, paranola, arson and compulaive silliness."lu&
On the other hand, he notes that Wilcher's mind "1s too quick
and too well-organized for a madman.“lhs Certain reviewers have
either not seen or héve ignored "the self-criticism and wit with

which Wilcher writes," notably Diana Trilling, who regrets that

“Cary entrusts his opinions on religion and politics to a senile

old bottom.pinoher.";hé Whatever degree of madness we determine

144 Friedson, pp. 260-261.
45

146

Ibid,, p. 261.
Ibid., pp. 2061-262.
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that Wilcher attalned, this dismlssal of him as "a senlle old
bottom pincher” is certainly unjustified, as no amount of bottom
pinching could negate the acute observations which Wilcher makes
throughout his story. Yet critlics who share Nrs. Trilling's
opinion "c¢an only presume Wllcher's observations to be the inter-
minable meanderings of a mad old man....They flnally assess the
‘hovel as an Incredible family saga unrelievedyby the lame pres-
ent action and related by a dirty old man with one foot in the
grave.”lu7 Even 1f this were the case, 1t would be to Wilcher's
credit, for pomposity and rationallity have not much to recommend
themselves.

But is 1a not difficult to refute these critiecs; one need
only quote passages from the novel which illustrate Wilcher's
mental abllities, his "vision" of himself, Sera and Lucy,
England, In a letter to Sara he writes:

"with you I can make a new life, and unless life be
made, it is no life. For we are the children of crea-
tion, and we cannot escape our fate, which is to live
in creating snd re-creating. We must renew ourselves
or dle; we must work even at our joys or they will be-
come burdens; we must make new worlds sbout us for the
0ld does not last,” ete. "Those who cling to this
world must be dragged backwards into the womb which 1sa
also a grave,

"We are the pllgrims who must sleep every night be-~
neath a new sky, for either we go forward to the new
camp or the whirling earth carries us backwards to one
behind.," (TBP p.29)

Although the above hints of the romentic, poet and rhetoriclan,
nowhere does the madman enter into the plcture. 1Its visionary
quality illustrates that Wilcher, in his own way, is a man of
imagination as much as Gulley. Faith 1s simply one form the

Imagination can teke; Wilcher's acts of faith correspond to

L7 Friedson, p. 262.
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Gulley's acts of imagination, his creations. The difference 1is
that Gulley's actions are more‘immediately pursuant of his
visions, whereas Wilcher contemplates his awhile. However, to
him, a thought or a vision is an experience. He hears Lucy's
volce saying "To be a pilgrim,"” startling him into discovery:

A real discovery 1s not a thought; it is an ex-
perience,..."Yes," I thought, "that was the clue to
Lucy, to my father, to Sara Jimason; it 1s the clue
to all that English genius which bore them and cher-
ished them, clever and simple. D1d not my father
say of Tolbrook which he loved s0 much, 'Not a bsad
billet,! or 'Not a bad camp?! And Sara. Was not
her view of 1ife as 'places,' as 'situations! the
very thought of the wanderer snd the very strength
of her soul? She put down no roots into the ground;
she belonged with the spirit; her goods and posses~-
slons were all in her own heart and mind, her skill
and courage."

And is not that the clue to my own fallure in
life? Possessions have been my curse. I ought to
have been a wanderer, too, a free soul. Yes, I was
quite right to break off from this place. Although
I have loved it, I can never have peace till I
leave it, (IBP p.8)

Tolbrook, like Forster's Howards End, 1s representative of

England, and whoever inherits it, inherits Englend. (Cary be-
'lieves that it belongs to the pllgrims, because like them, 1t
is "on a pllgrimege....It 1s like a gypsy van, carrying its
people with 1t" (TBP p.131). It belongs to the Lucys, Saras
and Wilchers, pilgrim spirits, English spirits, Lucy says
"tHow I love‘beiﬁg alive--1 can't imagine myself dead and the
world golng on without me., I should like to be the wandering
Jew, and go on forever" (TBP p.294). Of Sara, Wilcher observes
- "Only to hear Sara's step in the passage was a reminder of the
truth, whicﬂ was like the taproot of her own faith, that we
ﬁore travelers in the world, enjoined to live t'like men upon a

Journey'" (TBP p.320). The children are also pilgrims:
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"The young are born pilgrims. Fables, as soon as they can
walk, begin to explore the world..,.They are born free and look
upon the whole world ss their possession. To be free 1s to be
young" (TBP p.300). And finally, relsting the different pillgrim-
eges, Wilcher reminds himself that “the glory of my lend 1s also
the secret of youth, to see at every sunrise s new horilgon":
why do I forget that every day 1s s new landfall
in a foreign land, emong strangers? For even thils
Ann, this Robert, are so changed in a single nlght
that I must learn them again in the morning. And
Englend wakes every day to forty million strangers,
to thousands of millisns who beat past her, as deafl
and blind as the waves. She is the true Flying
Dutchman. : (TBP p.103)
Although Wilcher can make the connections and note the
similarities betwesn children, Sare, lucy, Tolbrocok and England;
he can not partake of the pilgrimage. It 1a the tragedy of his
life, to be a "lover" rather than a hdoer,“ to have been caat
by Nature "for the droll and not for the poet® (TBP p.133). He
makes a dichotomy "between those who carefully preserve the past
with 1ts treeasured objects and traditions, and those who, to
ereate a fresh world, ruthlessly, snd ususlly unconsclously,
trample over the traditions which the lovers are trylng to pre-
serve and over the lovers themselves 1f nsoeaamry."lhe Although
he admires the doers and would like to be one, he realizes him-

sell to be s lover:

For the truth is, I have always been a2 lover rather
than a doer; I have lived in dreema rather than acts;
and like all lovers, I have lived in terror of
change to what I love, Time itself has hsunted my
marriage bed like & ghost of despair. (TBP p.333)

"As his thoughts are rarely translated into actions (elbelt they
148 priedson, p. 231. '
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sre "experiences"), szo his love, especlally for Julle, is never
consummated, His plans to establish housekeeping with Ssra when
she 18 released from jall never materielize. 1 dare not waita
upon 1 would,

N Because he fears change, ané Robert and Ann signel chenge,
especlally at Tolbrook, he dislikes them; yet he realiges that
an unchanging Tolbroock is e prison: "...have you heard that Tol-
brook ls being sold, to be pulled down? I am escapling at last
from my prison" (TBP p.8). He refers to it ss "the old house,
so hated and loved" (TBP p.l); 1t is "so doused in memory that
only to bresthe makes me dream like an opium eater" (TBP p.130).
Indeed, at one point he dreams that the house becomes his coffin
(TBP p.299). Tolbrook is his bondage to the past; Robert, reno-
vating, reminds Wilcher of the desirabllity of moving shead:

“The secret of hepplness, of life, is to forget the past, to look
forward, to move on. The sooner I can leave Tolbroock the better,
even for an asylum" (TBP p.27). Wilcher is in fact so confused

about his antitheticsl feelings for Tolbrook that he includesa in

& personal inventory the following felt opposition:

2. My love of an orderly Ky resolve to
eand settled life, my - loave it and to
too great reverence leave Tolbrook.

for tradition, ete.,
end the family posses-
ions that represent
tradition in material
form,

| (TBPE p.BL)
- This dualism in his nature 1s equivalent to that in Sara's; 1t
truly divides him. He wants to escape and he wants to remain;
ho wants change and yet he fears revolutions, for they are irre~

versible (TBP p.207)--even the beauty of a sunset causes him
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anguish becsuse "1t must die. It i1p dying sco fsst that I can
hardly besr to look at 1t" (TBP p.1G5). As Bloom observes,

"we get the impression...thet Wilcher's narrative sspires, un-

th9

successlully, to the pleosresgue.

Hls apprehension of the world around him is coloured by
his feellings, hls upbringing, even more than 1s Gulley's; he
sees nature in terms of hesven and hell in the followlngz two
passages;

The place was familiar to me. Buft now to my star-
tled eyes it appeared unnatursl, a magic copy or
originsl form of that reality. I seemed to have
been transported into another world, of celestial
beauty, but cold and unfrlendly. Robert's little
trees, in flower, were like standard roses of a
new and extraordinary kind; the grass seemed to
- wear unnatural green; the sky, a blue so pale yet

plercing that 1t slarmed me like a new sky, which
is far more unexpected sand terrifying than a new
earth, Even the birds...seemed to be of a new
speclies,....The very beauties of the place...in~
creased my paniec. For I felt that I did not be-
long among them,
‘ But suddenly a gust blew down a few rsindrops,
and at once the ground grew solld under my feet.
The sky faded to the usual pale blue of & cold
spring morning....And 1 saw beyond the hedge the
great trembling mountsain of the lime, with its
loaves like green flowers. For the imegination,
apparently, it does not rain in heaven.

(TBF p.207)

«ssthe streeming rain,...the clouds smoking
through a sky like the last day; the hoofs
rattling and splashing on roads which were unseen
in the bleck shade between their high benks. Un-
til some green and ghastly ray, darting down be-
tween two clouds, suddenly flashed upon them, and
showed them like rivers of Tophet, ligquid sulphur
winding through hellish rocks of darkness. And
when at last I would come in sight of the Long-
water, 1%, too, would have s diaboliec sspect, un-
sxpectedly bright, as if from an infernal and
pallid fire; seeming composed not of water but of

149
Bloom, p. 93.
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gome heavier liquid....And these heavy waves, flow~
ing 8ll in one direction with a deliberate movement,
formed,..a kind of reprocof, as of satanic order, to
the turmoil in the sky and the agltation of the bare
trees, dashing and rettling their branches overhesad
and flinging down their subsidiary showers like a
erowd of hysterical ghosts from some churchyard of
the drowned. (TBP p.247)

His descriptive ability, although attuned to his own particular
preoccupations, leaves no doubts in the reader's mind that
#Wilcher is more than prosalc. He describes himself, his 1ife,
in metaphor:

Ny life, which these chilldren think so flat,
might be described as three great waves of passion
and agitation. The first rose in my youth, out of
that inland sea, and gradually grew higher, darker,
heavier, more dangerous, until, in the great war,
it fell with one tremendous crssh. And after that
war, out of the confused choppy ocean of my middle
age, arose another wave, not so high as the last,
but fagter, wilder, and blacker, which finelly
dashed itself to pileces in s swamp and became a
stagnent lske among rotting trees and tropical ser-
pents., From which Sara, like a mild English bree:ze,
came to rescue me, by blowing away the vapors and
sweeping me off from that ocogy gulf into a third
wave, a bright Atlantic roller, asmooth and fresh,
which was just about to come into port when it
struck upon & sand bar and burst into foam, bubbles,
spray, air, etec., But like the waves you see from
all these western c¢liffs, never finding rest.

(TBP p.220)

Durlng the first part of his 1life he draws sustenance and
inspiration from Iucy, as he does in his later years from Sara.
They represent the rebellious elements, or in keeping with the
predominant imagery, mutinous elements that rock the boat,
Wilcher speaks of living "in the law, in the ark of freedom"
a8 a.ohild: "A ship well founded, well braced to carry us over
the most frightful rocks, and quickssnds. And on those nursery
decks we knew where we were; we were as careless and lively as

all sallors under discipline" (TBP p.39). Wwhereas Wilcher takes
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after his father, an authoritarian man, Lucy rebels; her

"courage and passion" ere seen by Mr. Wilcher sas "brutality and
coarseness,” a "sin sgainst Nature" in a womean (TBP vp.lL2-43).
The conflict of wills between Lucy and her father is seen by
Larsen as a dramatization of "the predicament of the early Victor-
l1an who conducted his 1life according to values 1lntellectually
understood but not imaglnatively integrated into his own person-
ality.“lso The authoritarian nature of Victorian soclety, 1its
ostenslble monopoly on the "truths" of 1life as embodied in cus-
tom and convention, moral and legal codeg, precluded the indi-
vidual “truth" that imagination inevitaebly entailed. Tom Wilcher
1s torn between the rigor of his father and the freedom of his
siater; he sees himself as "a dead frog, which shows animation
only at the electric spark from such as Lucy. The touch of
genius; of the world's genius" (TBP p.77). .

Just as when he is old the thought of Lucy can animate him
into passlon and action, so when he was a child Lucy's "devil"
would possess him: "Indeed,I often tried to kill her., But the
reason was that she made me murderous with her devil" (TBP
P.20). Lucy lived in a "mysterious universe of passion and
faith" that could carry Wilcher out of his "narrow domestic com-
fort and security" (IBP p.79); Sara had "g living falth" (TBP
P.3), imparting to Wilcher "that joy which is the life of faith"
(IBP p.29). 1In the same way thet Lucy's passion and faith re-
deeﬁs Wilcher as a child, Sara's living faith and joy redeems,
saves him as an adult. When Sara came to keep house for him,

he was a self-avowed "lost soul®™: "I loathed myself and all

150 1,arsen, p. 131.
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my actlons; 1life ltself. My falth was as dead as my heart;
what 1s faith but the bellef thet in 11fe there 1s something
worth doing, snd the feeling of 1t?" (TIBP p.28). He finds,
much later, the following quotation in his commonplsce book:

"The soul which is deprived of its essentlal
activity, in works of faith and imagination,
quickly corrupts. Like all spiritual things,
enclosed within the prison walls of fear and
doubt, it grows quickly monstrous and evil. It
13 like a plant shut away in darkness, which,
still living and striving, throws out, instead
of green leaves and bright flowers, pallid ten-
tacles, and frult so strange, so horrible that
is like a phantasm seen in a dream; something
at once comle and terrifying. The dumb stupid
creature appears suddenly to be posseased of a
devil's imagination." (TBP p.307)

The phrease "faith and 1magination" is interchangeable with

nfaith and passion." Sara's "living faith" is "an act and a

feeling" (TBP p.328), "the ready invention of a free lance”

(TPB p.315). Of Amy (Wilcher's sister-in-law, Sara's "respect-
‘able" gounterpart) and Sara he remaerks: "They didn't submit
themgelves to any belief. They used it, They made it. They
had the courage of the simple, which 13 not to be surprised.
They had the penetration of innocence, which can see the force
of a platitude" (TBP p.339). Luey, Amy, and Sara have all been

removed from Wilcher, and with them, thelr support. Hoffman

writes that Wilcher had been a "parasite on the creative lives

of others...ﬂ‘lsl

But this is not entirely true, for Wilcher's
soul, "the dumb stupld creature," sesms to him "to be possessed
of a devil's imagination"”; as Adams notes in his Introduction

to Cery's Powsr in Men, "man elther creates his own world within

E}a imaginative being or sllows the world to trap him within a

lgiHoffman, Comedy of Freedom, p. Bl.
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prison of dead matter. If he succunbs to the lattér, ne dles
into nightmare. The conservative in Tom wilcher has fallen into
such a sleep, from which the demon...of his creative intelligence
struggles to awasken him."l 2 He resorts to eccentricity, "luna-
tic" thoughts, deviant behaviour In the park. His one construc-
tive activity is to direct Ann from her sterile modern outlook
into one consistent with Tolbreok, incorporating the past, re-
newing her faith,

Wllcher has always had a falth of sorts, sometimes "dead,"
sometimes "living," in need of renewal by such vital spirits as
Lucy and 8ara, His 1s finelly a synthesis amounting to a new
thesls, definitely his own, so that he can ultimately resach
Ann's tralned, sclentific mind and imbue it with a sense of the
traditions of Tolbrook and its inhabitents, In this way he
frees himgelf of his bondage becsuse in imparting his falth to~’
another it takes on a living form, comparable to the evangellsm
of Lucy and Brown, but on a smaller scale. His falth becomes
active rather then passive, dynamic instead of statie, and cresa-
tive: as Cuary says, his felth is "'alwsays the same faith but
with a different expression. Like an art it can never repest
itself'; 1t 1s a creative act of the soul 'to be a pilgrim of
God.'“l53

For Cary, 1t is the very young and the very old who truly
experience their thoﬁghts and feellngs; the 1lnnocence of youth

152

153 Joyce Cary, Osborn Collectlon, unlsbelled red, small-
sized notebook; quoted by Hoffman, Comedy of Freedom, p. 80.

sdams, "Introduction," Power in Men, p. xxiii.
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end the wisdomlShof 0ld age, the return to the primitive sources
allow the lmagination free relh: passion, failth, or imaglnation,
whatever we choose to call it, ls found in children, savages,
artlists, and the falthful, the eternal innocents. These quell-
ties are found in combination in Wilcher's description of Iucy
and her preascher husband Brown:
They were both people of power; life ran in them
with a primitive force and innocence. They were
close to its springs as children are close, so that
its experience, its loves, 1ts wonders, 1ts furles,
its mysterious altruism, came to them as to chil-
dren, like mysterles, and gave them neither peace
nor time to fall into sloth and decadence,
(TBP p.93)
The final conversation of the novel, between Ann and Wil-
cher, is similar to Gulley's words with the nun, who was
"gserlously well": |

.1t was understood between us that whether I die
today or tomorrow does not matter to anybody. . But
for her that 1s a defeat; for me it 1s a triumph.
"You lock as if you'd swallowed a safety pin,"
I sald to her...."You take life too seriously."
"Dont't you think it is rather serious?"
"My dear child, you're not thirty yet. You have
forty, forty-five yeare in front of you."
- "Yes." (TBP p.3L42)

Friedson sees thisg final "yes" as an affirmetion, "an amblguous
'yest! which comes from his nilece, but an affirmation for all
that."lss With all due respect to Frledson this particular
"yes" does not seem to be especially "affirmative”; rather, it

is the nurse's placation of the lmpatlent and rambling patient,

+oh "Freedom, as creation 'must be! guarded by wisdom."
Joyce Cary, Osborn Gollection, Box Number 43, Holograph Sheet
in manuscript bundle labelled "Horse's Mouth MS and odd pleces";
quoted by Hoffman, Comedy of Freedom, p. 85,

155

Friedson, p. 2063.
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the intellectual's analytic but unexmotional and unimaginative
compreshension of an ldea. The Torce which drives Wilcher to
enjoin aAnn to enjoy is quite lacking In her; the "yes" 1s a
sterlle and bodiless acqulescence rather than & positive state~
ment boding well for the future of England., Willcher's falth
will carry him further than innts "yes" becasuse his falth, 1like
sympathy, 1s an act of the imaginatlon, an affirmation of and
connection with something (as opposed to somebody) not physical~
ly present, but nonetheless vaatly important,

1i11. The Horae's Nouth

The Horse's Mouth is the third work of Cary's first trilogy,

and his best novel in my opinion. Each novel has its mentor, a
literary figure with whom the narrator ldentifies: Sara continual-
ly refers to the novels of Charlotte Yonge and quotes her homely
wisdom prodigloualy; Tom Wilcher sees himself as bhe.Pilgrim in
Bunyan's hymn (IBP pp.13,46), "as English as Bunyan himself"
~(IBP p.13); and Gulley is obviously & follower and admirer of
Willlam Blake, whose artistic career and ideas closely parallel
his own,
In an unpublished note Cary states, "Point of Rlake is his

depth and adequaéy—-olose to the ground. His acceptance of evil
&s real. Through creation, generation to regeneration, The

atolc English view but he enters into freedom snd individuslity

through experience.“lsé Gulley, like Blake, is &lso "close to

the ground,” getting his news "straight from the horse's mouth."

The artist has, by virtue of a higher awsreness and more

156 Joyce Cary, Osborn Collection, Box Number [j3, Holograph
Sheet in manuscript bundle labelled "Horse's Mouth M3 and odd
Pleces"; quoted by Hoffman, Comedy of Freedom, p. 86.




110

sensitized perception, & more direct channel to the "truth."
Abstract concepts such as good and evlil are dealt wlth concretely
and can be known through inspiretion, the short-cut to "horse's
meat.” He creates as he lives, seeing not with what Blake calls
the Corporeal or Vegetative eye, but with the inner eye. He 1l1-
luminates what he perceives with the halo of an artist's truths,
usually in metaphors, connecting what 1s there with what 1s not.

The first several paragraphs in The Horse's Mouth 1llustrate

this sand set the tone, pace, and style, and delineate the sub-
Ject matter with which the rest of the novel contlnues:

"I was walking by the Thames., Half-past morn-
ing on an autumn day. Sun In a mist. Like an
orange in a frled fish shop. All bright below.
Low tide, dusty water and a crooked bar of straw,
chicken-boxes, dirt and oil from mud to mud. Like
a viper swimming in skim milk. The old serpent,
symbol of nature and love.

Flve windows lilght the caverned manj;
through one he breathes the ailr;

Through one hears music of the spheres;
through one can look

And see small portions of the eternal
world,

Such as Thames mud turned into a bank of nine
carat gold rough from the fire. They say a chap
just out of prison runs into the nearest cover;
into some dark little room, like a rabblt put up
by a stoat. The sky feels toc big for him. But
I liked 1t. I swam in 1t. I couldn't take my
eyes off the clouds, the water, the mud. And I
must have been hopping up and down Greenbank Hard
for half an hour grinning like a gargoyle, until
the wind began to get up my trousers and down my
back, and to bring me to myself, as they say.
Meaning my liver and lights.

And I percelved that I hadn't time to waste on

, gleasure. A men of my age has to get on with the
ob.

1 had two and six left from my prison money.

I reckoned that five pounds would set me up with
bed, board and working cepital. That left four
pounds seventeen and slx to be won. From friends.
But when I went over my frlends, I seemed to owe
them more than that; more than they could afford.
(HM p.1)
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Pamela Hansford Johnson feels that these first twenty lines give
us everything essentlial that Caﬂj had to say about Gulley.157

But much would depend on what we define as the essential Gulley
Jimson. From these lines we learn certain facts: the locale 1s
London, by the river Thames, and it is a misty morning 1ln August;
the speaker 1s just out of prison and, if not poor, short of
money, but he has close friends to whom he can turn., We learn
that he has a sense of humour ("I seemed to owe them...more than
they could afford"), that he is getting old and is concerned about
his health. He has the abllity to see himself from the outside
("hopping up and down Greenbank Hard,...grinning like a Gargoyle")
and doesn't spare himself 1f he happens to look ridiculous., But
even more important than this ability is the way he perceives the
world around him and the images he creates ("like a viper swim-
ming in skim milk," describing the snake-like line of debris in’
the Thames). He is a symbol maker and literate, quoting Blake
from memory and appropriately, not to mention with familiarity
(thereby infusing a characteristic note of incongruity). Here

is a man just out of jail, who looks like s frog and a gargoyle,
who is surrounded by dirt, oll, mud and mist, and who is quoting
poetry about “fivg windows" and "music of the spheres." The
irony is obvious, especlally since the sensory perceptions he

is receiving through his windows are so obviously anything but
éxalted: he sees dirt, smells rubbish and Thames, feels cold,

‘hears raucous street noises, and 1s probably hungry.

157 "rhree Novelists and the Drawing of Character: C.P.
Snow, Joyce cary, and Ivy Compton-Burnett," Essays and Studies
Collected by the English Association, N.S. I ), 91i.
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50 these first lines do indeed tell us a good deal about
Gulley, but that they tell us ;verything "essential" is far from
the actual case. We have yet to see him putting his visions on
canvas {one of the differentiating factors between Gulley and
the average imaginative picarc); we have yet to meet his friends,
to see 3ara Monday and Tom #Wilcher aé Gulley sees them; we have
not followed him through any of his adventures, physical or

mental. And with a character like Gulley, it 1s the accumulatlion

of action and thought that gives us what 1s essential. And (for
the purposes of this study) the later references te Blake and

to imagination, in additlon to Gulley's creative works (again,

be they mad telephone calls to Hickson or green flame in a corner
of "The Fall") are what is "essential.”

Golden Larsen feels that to explaln The Horse's MNouth

158

through Blake'!s poetry "is to explain obscurum per obscurius.d
Whether this is true or not, it is not the present writer's in-
tention to interpret Blake's symbolism, or Gulley's for that
matter; rather 1t will be to utilize hoth artists' actions and
ideas toward a better comprehension of Cary's portrayal of the
creative Imagination., In an excellent study entitled "Blake and
Gulley Jimson: English Symbolists," Hazard Adams runs through
the parallels having to do with their careers, their arts, and
their aesthetic theories.159

Blake, in 1803, was brought to triasl for uttering "seditious
remarks" about the king. He was acquitted, but ironically, he

had "qulte unequivoecally damned the king" years before, by

158 Larsen, Dark Descent, p. 162,

159 pdams, Critique, ITI, 3-1k.
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calling him an "angel," or "“a representation of arch-reaction,

“160 Later in The Horse's WMouth,

/‘ the devil of Blake's cosmos.
Gulley makes continual reference to "angels," and it might be
mlisleading were one unaware of Blake's meaning of the word.
Adams sees Blake's and Gulley's suffering at the hands of
society as Indicative of "allenation from soclety and 1its
mores."l61 This does not mean that Gulley 1s a "rebel," for v
even though he continually offends soclety's higher sensibili-
ties by stealing, making threatening telephone calls, "pervert-
ing" youth, destroying private property, selling postcards as
pornography, etc., he does so not through any desire to go
against the dictates of society, buEMEhrough an irrepressible

—
and unconquerable tendency to do whatever he feels like doing

if the occasion seems to warrant it. His imagination suggests

K\_walternativss to action that would never be entertained, let alone
formulated by the average "Boorjoy.” Thus, although society may
hold Gulley and Blake at arm's length, thereby alienating or
exlling them, 1t is not as though they are kicking back. Gulley,
iIn fact, seems to feel that he deserves what happens to him, and
that soclety is understandably perturbed with him,

Of public reaction to thelr paintings, Adams reports that
"at least one critic who attended Blake's exhibition thought
him demented,"162 and Gulley fared no better, one eritic writing
that "Mr, G. Jimson's work shows a progressive disintegration
~and 1s now thoroughly incomprehensible" (HM p.103). The only

persons who respect and admire Gulley's paintings are his
160 Adams, p. L.
161 1oc. ott.
162 Loc, eclt.
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friends, and of them, Coker is interested in the monetary asvect,
Plant doesn't understand them although he tries to, Sara simnly
likes the one of herself in the bath, Nosy likes them because

he is convinced Gulley 1s a genius (Gulley has told him so), and
Mr. Hickson is only impressed with the nudes from the "lyric"
period, which Gulley had left behind years before (Jjust as Blake
turned from the "lyrical" to the prophetic). Gulley has turned
to the "eplc" stage, and this is found by all, without exceptlon,
to be worse than the doodlings of a thoroughly nasty and degener-
ate child. Just as Blake failed to achieve succesas with hils
prophetice book5163 so Gulley's major works, notably his walls,
tend to rouse moral mothers and prim clergy.

Both artists superimpose archetypal subject matter onto an
English scene.lbh Blake wrote of building Jerusalem "in England's
green and pleasant land," and Gulley speaks of Sara as a model,
for his "English Eve" (HM p.83). Gulley utilizes Bléke's "Mental
Traveller® to dramatize his own career, thé Influences and hin-

drances, catalysts and obstacles which alded and thwarted him,

Many ?f Gulley's asctual images are inspired by Blake's poetry,
;;;;h Adams calls his "tendency to gsee through Blake's eye."165
An& both men, struck by the inadequacy of any single artistic .~
medium, attempted to combine them, Blake by accompanying his
poems with engravings, and Gulley by painting little balloons
(similar to those seen in cartoons), "pink letters on a blue

puff,” coming out of his characters' mouths,
163

Adams, p. 5.
16L 1b14., p. 6.
165 Ibid., p. 9.
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And finally, concerning thelr aesthetic theorles, both were
concerned with the form-meaning problem., Both decide that form
is meaning, and carries also "its own vision and its own moral-

1ty."166

The imagination "creates what it experiences” and art

18 thus "an intuition of reality"; the artist "becomes a prophet
for having created the world in its true form.“167 Because only -
one person, the artist, has a first-hand experience of the vision,
and because people often cannct understand even that with which
they are famlliar, there 13 a great probability that the artist
will be misunderstood, and accused of obscurity, of speaking a
"private language.” For Gulley and Blake, "the world of vision

1s a world within,"1%8

as opposed to contemplation, which ia "on
the outside." Only inspiration is "on the spot" (HM p.9L).
Gulley 1s one of the few of whom it seems truer than usual to
say that when he stops percelving, the world ceases to exist;’
he makes or creates his world as he perceives 1t, but gives it
pack to itself on canvas, in "the communal language of symbol-~
ism," Just as Joyce Cery has, in Blakean terms, given us his
vision of the eternal world of the creative imagination in

The Horse's Houth.

I
The story line of The Horse's Mouth begins with Gulley re-

cently released from jail. The novel is divided by similar in-
stitutionalizations into three parts. In the first, Gulley
continues work on "The Fall," the painting he had left behind,

- returning to it as one would return to a family. He is
166

Adams, p. 1l1l.

167 Loe. eit,

168 Loe. cit,
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separated from it by another stay in jall, and returns to find

1t more mutilated than before (Coker's mother having used it to

patch the leaky roof). In the second part of the novel, he works

on a palnting called "The Ralsing of Lazarus,"” which he executes

on the Beeders' living-room wall without their consent. He aban-

dons this work upon their return and flees with Nosy, his devoted |
follower. Again he is institutionalized, this time in the hos- |
pital, after being beaten by a young man who felt Gulley was in-
.fringing on his pornographic post-card racket. The third and
final section of the novel is characterized by Gulley's work on
"The Creation," involving yet another and even larger wall. The
novel concludes with Gulley 1in the ambulance, presumably having
suffered a stroke, "the finisher,"

The work 1s given immediacy, authenticity and weight by
purpofting to be a first-person raconte. Gulley 1s ostensibly
di?tgting hils memoirs from the hospltal "to my honorafy secre-
tary, who has got the afternoon off from the cheese counter"

(HM p.51). The reader, by means of this first person device,
sees through the eyes of the artist, and obtains insights into
the worklings of the creative imagination with its multiple man-
ners of expression. And so well has Cary managed to obliterate
his own presence, that the reader neither for one minute 1is
aware of a manipulating hand, nor doubts for a second two facts:
that Gulley 13 indeed an artist and that he is a genius (even o
: ,though he often assures us of this himself), Just as Gulley re-
celves his ideas "straight from the horse's mouth," so does the ;
reader, Gulley being our source of truth and inspiration, the ?

embodiment of freedom and Imagination. We are "on the spot,"
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as Gulley says of Blake and inspiration, and there to experience
the "Now," the sense of immedidocy conveyed when in the presence
of so much aliveness and creativity. Gulley claims that evarf:
day 1s his birthday, sometimes several times a day in faect, and
the reader can celebrate it with him,

The genre in which Cary writes might well be termed plca-~
resque. The pace 1s swift, and chapters are short, one or twe
pages in length, contributing to the eplsodic and dynamic nature
of the sction. Robert Alter analyzes the plcaro as artist and
then Gulley as plcaro:

The plcarcon, in his aspect of master-of-his-fate,
actually handles experience much the way an artist
handles the materials of his art. To the ordinary man
things happen; for him most of the components of exper-
ience are, to use the Aristotelian distinetion, already
actual, Just as lines, shapes, textures, and colors are
simply actual to someone who will never be a painter,
But experience for the opportunist ploaroon--like the
elements of the visual world for the painter--is al-
ways predominantly potential....The ingenious rogue,
like the artist, selects elements from experience as
1t presents 1tself to him and reconstitutes them in a
new order that suits his own purposes....Iif the rogue
borrows from the artist something of his professional
method, the artist assumes much the same peculiar soc-
ial standing as the rogue. The artist...is, like the
plcaresque hero, an individual of unusual worth who

¢an never aggéously hope to be properly acknowledged
by society.

+ssGulley's relationship to art is...analogous to the
relationship of the picaroon to experience in general.
His art tries him sorely, sometimes threatena to con-
found him, but it is his great source of joy, and he
can never be done with it. To Gulley in his art as to
the plcaroon in his adventures, past achievement is of
no interest-~-it is the present challenge that attracts
him. The world 1s good because there are always new
experiences to be lived,l70

He 18 outside the moral realm inhabited by the average citlzen

169 Robert Alter, Rogue's Progress: Studles in the Plca-
resque Novel (Cambridge, Hass., » PD. -129,

170 1bid., p. 131.
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and although he does have a "code" of behaviour, 1t 1is certainly
not that subscribed to by the bulk of the public. "As a man
dedicated to working on his own version of the truth, the artist
1s not likely to be awed by the kind of 'truth' embodied in law
or custom," L Every picaresque hero or anti-hero, from Don
Quixote to. Tom Jones, Felix Krull to Augle March, 1s charscter-
ized by a hyper-active imagination, but none so much as Gulley,
as 1s evidenced by almost every word uttered and actlon engaged
in. An excellent example is Gulley's conversation with Hickson.
Although he has just returned from a month in jail for "uttering
menaces," he camnotresist the temptation to give Mr., Hickson a
"welcome home" ring (another characteristic of the picaro is his.
very inactive super-ego and low resistance to temptation). With
a pencll between his teeth, Gulley announces:

"I am the President of the [hoyai] Academy., I
understand Mr. Jimson is now destitute. And I was
informed on the best legal advice that you have no
right to his pilctures...."

"Is that you, Jimson?"

"Certainly not," I said, "I wouldn't touch the
bastard with a dung fork."

"No doubt, Mr. Hickson, you've got tip-top
lawyers who could do down Magna Carta and George
washington....I'm speaking as a friend. If Jimson
doesn't get his rightful due in the next week, he
fully intends to burn your house down, and cut
your tripes out afterwards, He means it too."

(HM p.7)
The comic aspects of this situation are familiar to the reader
of the picaresque. If Jimson took himself seriously, as does

the paranoid Daniel Skipton (The Unspeakable Skipton, by Pamela

Hensford Johnson), he would be pathetic. But he is fully aware

of the incongruities in his speech and the ensuing ironic

171 p1ter, p. 129.
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dlstance thus-established puts us on his side;”he gains our sym-
pathy rather than our pity or scorn.

Later in the afternoon, in connectlon with this same inci-
dent, he 1s confronted by an officer of the law:

"Did you at six-thirty this afternoon send a
telephone message of a threatening character to
Mr. Hickson, 98, Portland Place?" "I only sald
I'd burn his house down and cut his liver out."
"You know what will happen to you if you go on at
that game." "Yes, but what will happen if I don't?
What will I do in the long evenings?" "MNr, Hickson
doesn't want to prosecute. But if you go on meking
a nuisance of yourself, he'll have to take steps.”
"Would he rather I cut his liver out without tele-
phoning?" "Put yourself in his place, Mr., Jimson."
"I wish I could, 1t's a very nice place." '"Well,
you heard what i sald. Do 1t again and you're for
it." "That's a good idea. I'll call him up at once."

| | (HM p.63)

Gulley exemplifies all the impudence and perversity of a pre-
cocious child, and to his credit he does not cower before the
spectre of law and order,

Like Bonser and Mister Johnson, also picaresque figures,
Gulley suffers from perpetual poverty, and deals wlth this condi-
tion in modes completely characteristic, that 1s, imaginative.

He importunes an old sese captaln in the pub; claiming to be the
Secretary of the William Blake Memorial Association, Gulley asks
1f perhaps the gentleman would like to contribute:

"Rlake,"” sald the captain, "is that Admiral Blake?"

"No, William Blake, the great Blake."

"Never heard of him."

"Greatest Englishman who ever lived."

"Was he? What did he do?"

"Poet and painter, but never had a chance. Didn't
know how to boost himself."

"Don't 1like all this boost."

"Quite right. Blake didn't either....We're selling
five thousand founders' shares at half a crown down
with three instalments at six months. It will pay a
hundred per cent certain. And every receipt has the
gpecretary's signature. In ink."
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"I don't mind all that, but I'1l give you half a
crown for your club if it‘s against boost,."
"Make 1t five bob and I'd elsct you vica-president.”
"no, half s erown's enough,” and he puts his hand
in his pocket, (HM p.13)
Coker prevents this transaction from taking place, but Gulley,
who needs money for paint and brushes--meat and bread to him--
peraists and finally, by pocketing and pawning a silver frame
of 3ara's, manages to supply hinself with the necessary tools v
for his painting. All things lead back to his work; although he
1s 1ll-clothed and fed, he undergoez no discomfort or suffering
so long as his palnting continues well. Hls existence 13 as far
from hedoniatic as possible, Oulley commits no "sins of the
flesh,® tWhen he has his brushes, he says, "Life delights in
1ife.”

Life is for Gulley an unending source of joy and delight
and nothing except the oeéaaional predlotable despalr and in-
security of the publicly reviled artist ever shakes hiﬁ; his
equanimity 1s masterful, ¥Yart of the reason for this is
Gulley's ability to transmogrify the mundanities into the eter-
nals, the contingencles 1nto absolutes; that is to say, by the i\
time he has processed some gquotidinelty through his imagination, \

\:

it has become a work of art. At COk@P'B pub one ni&ht th@ con-

versation runs to 1njustice, bad luck, and uglineas. Coker

laments her own "lack of symmetry" and an old man tells of his /

/

daughter who 18 hard of hearing; Gulley immedlately envisions //

+++811 the deaf, blind, ugly, crosa-eved, limp-~ S
legged, bulge-headed, bald and crooked girls in o
the world, sitting on little white mountains and 4
weeping tears like sleet. There was a great clock §
ticking and every time it ticked the tears all fell ;
together with a noise like broken glass tinkling in /

S /
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a plate. And the ground trembled like a sleeplng
dog in front of the parlour fire when the bell tolls
for a funeral, ' (HM pp.11-12)
‘This vision leads him, as always, to a palnting: "I could
do the girls--their legs would look like the fringe on the mantel-
piece, but how would you join up the mountains." It begins to

take shape:

Yes, and a lot of nuns pushing perambulators, with a
holy babe in each. Yes, and every nun with a golden
crown, Yes, and the nuns would be like great black
tear drops. They could be the tear drops. And they
wouldn't have feet. They would go on little wheels.

“I'd rather be blind than deaf," Coker said.

"Not me," sald the old man, "I likes to see the
world. You can do without the talk."

Yes, I thought. You've got the girls at the top
red and blue and green, like a lot of little flowers
burning and then the mountains blue-white and blue-
green, and then the everlastings--they ought to be

bigger than the girls, and then the little black nuns
under them, black or green.,

"Well, you ean smell," sald Coker, "and there's
eau de Cologne and rum, And you wouldn't see yourself
in the glass.” (HM p.12)

The conversation harks baek to the opening of the novel,
and Gulley's guotation of the phrase "five windows light the
caverned man." They illumine, supposedly, the inner recesses of .-
the caverns. But occasionally one or more of these windows is
permanently shuttered; one 1s blind, or deaf. This, however, is
not the greater tragedy; often these windows do not admlt enough
light to see, 1n‘a visionary sense. The imagination is the
light of the intellect, providing colours where blacks and
whites and greys wouid predominate. While Coker and the old man
talk about blindness, deafness and eau de cologne, Gulley 1is
seeing with the inner, the Blakelan eye. Besthoven, thougﬁ
deaf, composed symphonies, and Milton, though blind, wrote

Samson Agonistes. Neither were blind or deafl except in the




most crass interpretation of the word.

This painting, so detalled 'and complete, never meets canvas,
yet Gulley's description exceeds those others in literature of
completed paintings, Take, for example, Huxley's description of

a painting by Mark Rampion, in Point Counter Polnt:

Seated on the crest of a grassy bank, where she
formed the apex of the pyramidal composition, a
naked woman was suckling a child. Below and in
front of her to the left crouched a man, his bare
back turned to the spectator and in the correspond-
ing poaition on the right stood a little boy. The
crouching man was playing with a couple of tiny
leopard cubs that occupiled the centre of the pilc~
ture, a little below the seated mother's feet;
the little boy looked on. Close behind the woman
and filling almost the whole of the upper part of
the picture, stood a cow, its head slightly averted,
ruminating. The woman's head and shoulders stood
out pale against its dun flank,.

"It's a pleturs I like particularly....The flesh
is good. Don't you think? Has a bloom to 1t, a
living quality....l feel I've managed to get the
living relatlonship of the figures to sach other
and the rest of the world. The cow, for example.
It's turned away, it's unaware of the human scene.
But somehow you feel it's happilly in touch with
the humans in some milky, cud-chewing, bovine way,
And the humans are in touch with it. And also in
touch with the leopards, but in a guite different
way-~a way corresponding to the quick leopardy way
the cubs are in touch with them, VYes, I like it,"172

The sub ject matter might have been Gulley's, but the description
of 1t has no life, less life than has Gulley's purely imeginary
painting. Of course, the latter was given immedlacy and vitality
because We saw it in the process of being created (copulation is
more exciting than gestation); its 18 a dynamic as opposed to a
static state.

A more thoroughly convincing portrayal of the creative
172 (rew york, 1928), pp., 359-60.
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artist has yet to be writtsn.l73 Not only are Gulley's thought
processes captured and communicdated with undoubtable veracity,
but the objects of contemplation and creation are given us in
black and white, in the medium of litersture as well (if not
better) as 1f they were in oills and on canves. Nothing could be
mbre dirficult either execept perhaps conveylng a sense of the
works of a musician-composer. By comparison, James Joyce's por-
tralt of the artist is dead and lifeless; only part of the novel
is first person narrative, and that part merely deals with the
artist in consclous rebellion, in the precess of throwing off

| fetters of church, atate and family. Daedalus is too cccupled
with his "non serviam” to create.

%hen Gulley returns to "The Fall,"” he sees that there are 'y

now names written all over it and a big chunk cut out of Adam's
middle by the local mothers; this is accepted with perfect equan-~
imity, as the painting can be patched and (Gulley had neglected

to glve Adam "a bathing dress.” The locsl chlldren who scurry
like rats as Gulley approaches are seoen as "more patrons"; when

-1t is dlscovered that these patrons d'art have stolen the paints

and brushes, -Gulley thinks "well....It's natural....They all
love art. Born to it" (HM p.6). Wwhen he has ingeniously re-
plenished his sﬁoek of paints and brushes, he gets to work,
brushes out Adam's "damned old knob of a shoulder" and gives him
"a new shape down the back," feeling that this 1a "straight

- from the horse" (HM p.19).

IT37¢e, somerset Maugham's The Moon and 3ixpence; Thomas
‘Mann's Dr. Paustus; James Joyce's j lortralt of the Artist as
8 Young Nan and Ulysses; Pamela Hanslord Jobnson's The Un-
“**““*%Igmw

Speska Skipton; John Bratby's Breakdown: to name a Tew,
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His inspiration is squelched by the arrival of his friend,
Plant, and a pair of preachers. 'The lieverend Mr. Dogsbody, "or
some name like that" asks Gulley if the "'ah--the human form--
anatomically speaking, could--gsh--assume the position of the
male figure. Of course, I know--zh~--a certain distortion is--
ah--permlissible,.'" Gulley thinks,

"Come...you're not one of those asses who takes
himself seriously. You're not like poor Billy, ecry-
ing out:

I've travelled through a land of men,

A land of men and women too,

And heard and saw such dreadful things

As cold earth wanderers never knew,
Which probably means only that when Billy had a good
idea, a real tip, a babe, soms blue-nose came in and
asked him why he drew his females in nightgowns."

(HN p.38).
Blake 1s not the only one who takes himself seriously, as Gulley
well knows. That the opinlons of a preacher can bother him
bothers him. The stanza quoted 1s the first from Blake's "The
Mental Traveller," probably the most important of Blake's poems

as far as The Horse's liouth 18 concerned. The poem deals with

"the ecycle of time in the natural world as it 1s conceilved
under the domination of a female will."17h To Gulley it re-
presents the trials of the artist and his attempt to escape
from the cyclical diaslectic the "fallen world" imposes on him,
There is "no spiritual progression"175 in this world, and the
artist must break free, forge ahead and with his prophetic
vision lead the way fér those who cannot "see" and who do not
' appreciate the artist's efforts to open their eyes.

Although Plant does not ask him why he draws his females

17h Adams, Critique,III, b.
175 Loc. eit.
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in nightgowns, he does worse by pretending to understand and at-
tempting to "interpret" the painting for the preachers, who have
never known less abouﬁ the Fall. "'Eve on the right 1s kneeling
down. The serpent on the left is speaking in Adam's ear. The
flowers at the slde are daisies and marigolds. Really, Mr. Jim-
son, I've got to congratulate you on those flowers'" (HM p.37).
But the harder he tries, the worse Gulley feels:

- As if I had been a happy worm, creeping all soft
and olly through the grass, imagining the blades to
be great forest trees, and every little pebble a
mountain overcome; and taking the glow of self-satis-
faction from his own tail for the glory of the Lord
‘ shining on his path; when all at once a herd of
y bullocks comes trampling along, snorting tropical
" epochs and shitting continents; succeeded by a million
halry gorillas, as blg as skyacrapers, beating on
their chests with elephant drumsticks and screaming,
"Give us meat; give us mates," followed modestly by
ten thousand walruses a thousand feet high, wearing
battleships for boots, and the Dome of 3t., Paul's
for a cod-plece; armed in the one hand with shield-
shaped Bibles fortified with brass splkes, and in
the other with cross-headed clubs of blood rusty
iron, hung with the bleeding heads of infants, art-
i1sts, etc., with which they beat up what is left of
the grass, crying, "Come to mother, little worm, and
let her pat your dear head and comb your sweet hair
for you." (HM pp. 37-38)

The comments of the men embarass him; while one "stands to
be inatructed" about what seems to him to be "a modern cult of
ugliness"”6 Gulley touches up Adam's big toe and Blake cries: ..

And 1f the babe 1s born a boy, that 1is to
say, a real vision,
He's glven to a woman oldg,
Who nails him down upon a rock,
Catches his shrieks in cups of gold.
- Which means that some old woman of a blue nose
nails your work of imagination to the rock of

law, and why and what; and submits him to a
logical analysis. (EM pp.36-39)

176 E.8. Furlong notes that the word “imaginatlon""fllled

the gap created by the discreditin f the term 'beautiful.'”
lmaggnation (Londgn and New York, %981), p. 1G.
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The "babe" 1s Gulley's painting, "a real vision," and the "woman
old" is represented by the preacﬁeru who can not understsnd in-
tultively, who want things to appear rationally self-evident~-
but nelther 1s it possible to understand Gulley's painting by
means of "logleal analysis.” Crucified on the rock of law

Gulley's silent screams are caught in cups of quid, qua, quasre,

and gualis. These questions are anathema to the artist, to the
free functioning of the imagination, and when his visitors leave,
Gulley debates whether he should take his palette knife and
"scrape out the plcture or murder Blue-nose or only ocut my
throat" (HM p.39). He begins to scrape out the fish (before

the visitors arrived he had been admiring them and thinking

"the fish are good; I am good; life 1s good; whiskey, though bad,
1s good" HM p.35 ), when Nosy protests vociferously:

"But Kr, J-Jimson, you're not goin§ to take them
all out?" %21l of 'em." "#hy?" I"They're dead.
They don't swim-~-they don't speak, they don't
click, they don't work, they dont't do snything et
all.” "But why don't they?® "God knows., But he
won's go into details. The truth is, THE OLD
HORBE DOESN'T SPEAK ONLY HORSX. And I can't speak
only Greenbank." "Horse," said Nosy, with his eye
revolving in different directions. “Here," I said,
what are you talking about?....Go away.” And I
made a dart at him. But he didn't move. He was as
obstinate as a three-legged donkey that means to
get thistles 1f it costs him his life. "But I like
the r-fish, kr. Jimson., Are you s-sure they're
wrong®” "No, I'm not shushure of anything except
that if you don't go away and shut up I'1ll have the
stroke." "What stroke, ¥r, J-Jimson?" "PHE STROKE!
Nosy, the finisher, the cut-off. What you'll get

- some day with a hatchet.” (HM p.40)

Gulley normally makes an overt and conscious attempt to \\\
‘preserve his temper and equanimity because he knows anger at
o

injustice or bad luck or ignorance will only shorten his life

and ruin what remsins of 1t to him, But now he is thoroughly
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depressed and sees everything in terms of "The Mental Traveller."
Outside, he watches a young couple walking by:

Girl going past clinging to a young men's arm.
Putting up her face like a duck to the moon. Drink-
ing joy. Green in her eyes., Spinal curvature. Ko
chin, mouth like a frog. Young man like a pug.
Gazing down at his sweetie with the face of a saint
reading the works of God. Hold on, maiden, you've
got him, He's your boy. Look out, Puggy, that
isn't & maiden you see before you, 1t's a work of
imagination. HKail him, girlie. Xzil him to the
contract., Fly laddie, fly off with your darling
vigion before she turns into a frow, who spends all
her 1life thinking of what the neighbours think,.

And i1f the babe 1s born a boy

He'a given to a woman old,

Who nails him down upon a rock
Catches his shrieks 1n cups of gold.

(BM p.L41)

From the preachers and their feminine aspect, Gulley's mind
moves Lo the actusl woman in the street who will nall down her
man, nat him into marrlage while he still perceives her as a
'beaubiful maiden, that 1s, a product of his imagination, a
vision. From the generie toc the speeific, Gulley turns to Sars
and his own trials and tribulations at her hands. At first she
led him around "like her puggy on a ribbon"; "How I washed and

dressed for her," he laments.

And when 1 was mad to paint, she was for putting :
me to bed and getting in after me. Stirring all /
that fire only to cook her own pot., Orowing wings
on my fancy only to stuff a feather bed.

She binds iron thorns around hils head,

She pierces both his hands and feet,

She cuts his heart out at his side

To make 1t feel both cold and heat.

Her fingers number every nerve

Just as a miser counts his gold;

She lives upon his shrieks and cries,

And she grows young as he grows old.

(BM p.L2)

At this time Sara was the dominant party and used his orestive

energy to fuel her own furnace. Cyril Connolly might have had

D
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Sara and Gulley in mind when he said "Warriage can succeed for
an artist only where there is,..a wife who 1s intelligent and
unselfish enough to understand and respect the working of the
uﬁfriendly cycle of the creative 1magination."l77 Although
Gulley never actually marries Sara, the problems were the same
as 1f he had. She would infuriaste him by her fussing; when he
was waiting for inspiration, she would ask if he were "stuck,”
equating the workings of the creative imagination with those
of the bowels.,

But the pendulum had to swing back, and finally Gulley
asserted himself and hit her,"a flap on the tap." And he be-
gins to use her for his art rather than permit her to sap his
energy for her own purposes. He discovers "how to get Sara on
the canvas," "got hold of the idea," a state of autophagy
exlsts and theilr positions are reversed; the apogee of the
creative e¢ycle nears:

The flesh was made word; every day. Till he, that
is, Gulley Jimson, became a bleeding youth. And
she, that 1s, Sara, becomes a virgin bright.
’ Then he rends up his manacles
And binds her down for his delight.
He plants himself in all her nerves,
Just as a husbandman his mould;
And she becomes his dwelling-place
And garden frulitful seventy fold.
As Billy would say, through gensration into re-
- generation., Materiality, that 1ls, Sara, the old
ferniale nature, having attempted to button up the
prophetic spirit, that ia to say, Gulley Jimson, in
her placket-hole, got a bonk on the conk, and was
reduced to her proper status, as spiritual fodder.
But what fodder....I was too busy to enjoy myself--
even when I was having the old girl, I was getting
after some 1deal composition in my head. Taking
advantage of the general speed-up in the clockwork.
It's not really surprising that she was a bit
jealous of the paint. (HM pp.L42-42)

177 Enemies of Promise (New York, 1960), p. 123.
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These stanzas may also be applied to the attempted suppres-
sion of art by society or to the 'artist's difficulty in conquer-
ing his subject. Gulley atarts to describe the way in which his
career as an artist began. At one point he even meant not to be
an artist, because his father had been one, and

«vsI couldn't forget my father, a little grey-
bearded old man, erying one day in the garden., I
don't know why he was crying. He had a letter in
his hand; perhaps it was to tell him that the
Academy had thrown out three more Jimson girls in
three more Jimson gardens. I hated art when I
was young, sand I was very glad to get the chance
of going into an office. (HM p.51)

This incident is apoken of 1n the preface to The Horse's

Mouth as one "taken from life":

eeel, a8 a boy playing with paint in school holi-
days, remember very well the feellngs of pity and
surprise with which I looked at a gllt-framed can-
vas which he [not quite clear who] had brought out
to show me, and propped against an apple tree....
I have an 1dea that i1t had just come back to him,
re jected by the Academy which ten years before had
been glad to hang his works. I remember my dis-
comfort, as I realized that this man of fifty or
80 was appealing for sympathy from me, a boy of
slxteen; that there were tears in his eyes as he
begged me to look at his beautiful work ("the

best thing I ever did") and asked me what had hap~
pened to the world which had ceased to admire such
real "true" art, and allowed itself to be cheated
by "daubers" who could neither draw nor glaze;

who dared not attempt "finish."

I was myself in 1905 a devoted Impressionist,
one of the "daubers." I thought that Impression-
ism was the only great and true art. I thought
that the poor ruined brokenhearted man,..was a
pitiable failure, whose tragedy was very easily
understood~-he had no eye for colour, no respect
for pigment, no talent, no right whatever to the
name of artist, (HM p.321)

Cary realized years later, as did Gulley, that what was "failure"

then would several generations and fads later be once more in
vogue. Gulley went into a London office as Cary went into

colonial service. Just as Cary turned back to art ultimately,
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to try his hand with the peh. 80 Gulley finally turned in his
towler hat and bank account for the camsls-hair.

The infection hit one day as he was sitting in hils office:
"I dropped a blot on an e¢nvelope; and having nothing to do just
then, I pushed 1t about with my pen to btry end meke it lock
more llke a face. And the next thing was I wes drawing flgures
in red ana black, on the same envelope., And from that moment
I was done for. Everyone was very sympathetlic.," FHis boss
thought that he had debts, 1nqu1red after his petty cssh, told
him to take a few days off. Gulley spent his holidays studying
art, and when he returned to the firm, did not last two days:
"I was & bad case. I had a bad infection, galloping art" (HN
pp.51-52). This description of Gulley's "infection" reminds

one of Charley Brown's slimilar experlence in Charley Is My

Darling, published four yeara earllier than The Horse's Mouth
and containing the germ of Gulley in both Charley himself and

a local artist, Lommax. While Charley is supposed to be study-
\ing, he has begnnlta doodle on the desk top {(s& he had done
earlier in the %.C.):

His tongue s hanging out as far as it will go, he
is lost in concentration while he draws some new im-
provements to the scene on thes tsble top, which has
now, after a fortnight's work, covered two sguare
feet of wood with every variety of nsked savage,
Wandle, dancing girl, man-tree, wild bull, raps and
murder, the whole forming what seems at a first
glance, like a complicated foreast of flowers, a
tropical garden,

Charley, who has just discovered a bottle of red
ink in the study desk, is astonlshed by the new ef-
fects which can be obtained by dipping hias pencil
in the ink and drawing thick red lines round parts
of the design. His experiments excite him so much
that he holds his breath. He i3 just drawing a
shower of red rain falling from a black tree, with
leaves shaped like hands, upon two little black,
figures, possessing only one leg apiece.... (CD p.156)
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Had Charley been older and in less trouble for other escapades
{alsc resultes of a hyper-active imsgination), he might have be-
come an artist,176 for the excitement as well as the technique

is 1dentical to Gulley's. Gulley would 88y that Charley would

be better off in Rorstal than as an artist., As he tells Nosy,

who wants to be an artiat, "put a stick of dynamite in the

kitchen fire, or shoot a policeman....You'd get twice the fun

at about one-tenth of the risk" (HN p.ll).

Gulley runs the entire gamut of modern styles: "The artis:“m
must destroy old forms to ¢reate new ones; to be free to create
he must destroy the old vision, for repetition 1s not creative.
Art must die to be reborn."1?9 Gulley had begun as a Classlic:
"About 1800 was my period" (HM p.51). The laws of anatomy and
perspective give him trouble, and he quotes the same 3lake pas-
sage that he quoted concerning 3ara's debilitating influence on
art (“"Her fingers numbered every nerve”), changing the meaning
to any obstacles or impediments preventing his vislion free rein.
&radhally. by dint of hard work, "industry,” this "aged Shadow"
begin3 to rejuvenate. The Water Colour society agcepted one of
his ploctures that yenf; it was "very classical. Early Turner."
He learned all the rules and could turn out a very proper paint-
ing in an afternbon, but 1t was not "what you call a work of
imagination.” Rather, it was "a nlce sausage. Lovely forms."

Then he saw a Manet and i1t shocked him; "It skinned my eyes for

" me, and when I came out I was a different man" (HM p.52).

178 since Charley Is My Darling terminates with Charley
belng taken away in s pcllce van, one can only surmise what
ultimately happens to him. .

179 Hof'fman, Comedy of Freedom, p. 92.
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For awhile he 1s happy, eyes skinned and all ("from the
fire on the hearth, / A little 'female babe did spring") but the
mixing of genres, the attempt to imitate, blurs his vision, the
virgin bright. Hls mother dies and hils wife leaves him: "Of
course, I was a bit upset about it....But even at the funeral 1
couldn't tell whether I was in agony about my poor mother's death,
or about my awful pictures" (HM p.53). His old paintings made
him 111; his work "looked like a rotten corpse that somebody had
forgotten to bury" (HM p.53). And it was about four years before
he could capture the "new world," "that lovely vibrating light,
that floating tissue of colour,"™ "that malden vision." AaAnd it
was popular and sold well, and then Gulley got sick of 1t as
well; 1t was only so much "sugar" and he says, "I grew up,"

"quit 1cing eclairs."” But he could not palnt the beef and ale
either, because he could not see 1t. ) St

He stopped painting and took to arguing, to reading and
drinking and pub~crawling; he "wanders weeping far away."

And I got in such a low state that I was
frightened of the dark. Yes, as every night ap-
proached, I fairly trembled., I knew what it
would be like, A vacuum sucking one's skull in-
to a black glass bottle; all in silence. I used
to go out and get drunk, to keep some kind of il-
lumination going in my dome. (HM p.53)

Like Daedalus in the darkened labryinth, he 1s slowly mak-
ing his way to freedom, to the light. When he finds Blake's
Job drawings, he "peeped into them and shut them up again.
Like a chap who's fallen down the cellar steps and knocked his

.~ skull in and opens a window too quick, on something too big"

(B p.Sh).

In the British Museum he broods over "the torso of aome
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battered o0ld Venus" with "a kind of smasllpox all over...her"
and wonders why her "lumps seemed so much more important than
any bar-lady with a gold fringe; or water-1ily pool" (HM p.5L).

He enters on a "new (lassic" phase: "Good-bye impressions,
anarchism, nihilism, Darwinism, and the giddy goat, now stagger-
ing with rheumatism" (HM p.5L4). This was at the turn of the
century, when Marx was 1in vogue and science "took a mathematical
twist"; Gulley "studied Blake and Persian carpets and Raphael's
cartoons and took to painting walls" (HM p.54). He is getting
closer to the mailden vision, but perlods of doubt assail him:
"I didn't know if I was after a real girl or a succubus...”
—(HM p.55). He sees his vision as a sort of "Belle dame sans
mercl," refers to "the honey" of her lips and "wild game" of her
eyes; "llke the wild stag she flees away" and "he [ﬁhat is,
Gulley{]pursues her night and day, / By various arts of love
beguiled” (EM p.55). Each artist has his own mailden; the cublsts
had caught theirs, but "knocked them down with hammers and tied
up the fragments with wire." He even thought he had her "under
padlock at last” with cubism, which he now mocks and derides:
"Cubiston. On the gravel. All services. Modern democracy.
Organized comforts. The Socilalist state, Bureaucratic liberal-
ism, Scientific ﬁanagemsnt. A new security. But I didn't live
there long myself. I got indigestlion. I got a nice girl in my
eye, or perhaps she got after me.,"

After 1930, even Hickson guit buying his paintings, he muses.
- But he is still pursuing the same malden, and usually believes
in her as the correct, the chosen one for him. This rather

lengthy reminiscence of Gullsy's was sparked by hils visitors,



134

who reminded him of his problems with Sara, his earlier problems
with his art. All three combine to make him unsure of himself;
he wanders weeping far away, and finds himself in the pub where

the fourth ring of the cyclical impedimenta, the final type of

incubus who possesses his "sleeping woman" is discussed.

In the pub a conversation is begun about art, which Gulley
insists on deriding. Plant says of Jimson, "'He's an artist  ‘ '
and an artist knows the value of 1life.'" To which Gulley re~
plies: "What offers for the celebrated Gulley Jimson? Sound in
wind and 1limb except for arthritis, conjunctivitis, rheumattitis
sinovitis, bug bitis, colitis, bronchitis, dermatitis, phlebitis,
and intermittent retention of the pee" (HM pp.60~61). This sort f xJ/
of flippant bandying about of what Plant considers an honourable g
occupation puts Plant on the defensive: "'l respect artists,... |
they give their lives to‘it.' ‘And other people's llves...like
Hitler'" adds Gulley. Thus, while he equates "artist Hitler" to
an artist who has ldeas and "wants to see them on the wall" (HM
p.62), we are aware that Hitler represents also the epitome of
arch-reaction and is thus the very essence of the forces which
operate to frustrate the creative artist. Gulley quotes Blake,
and the lines apply both to Hitler as the Babe and as the woman
old:

But when they find the frowning Babe,
Terror strikes through the region wide:
They cry 'The Babe! the Babe 1s bornl!

And flee away on every side,

And none can touch that frowning form
Except it be a woman old;

She nails him down upon the rock,

And all is done as I have told., (HM p.62)

People are afrald of asnything new ("the Babe"), Gulley's

style of painting, Hitler or Chester Nimmo's politics, ZEven




Gulley would not insist that the new 1s nlways good; he sympa-
thizes with people who have to lock at his paintings and defends
the mother who cut the piece out of Adam's middle because "Adam
hadn't got a bathing dress." The “"woman 0ld"™ represents the
conventions, morals, laws, that prevent the new from rising to
ascendancy; although what 1s new has youth, power and vigor, the
0ld has on its side the tenacity and staying power of a barnacle.
Thus Jesus was orucified, Hitler was put down by the Allles, and
Gulley 1s scorned and derided by the Academy.

o caplitulate: there are four forces operatling to thwart
the artist; all belong under Blake's "female will" classifica-

tlon, 7They are, in the reverse order of their proximity to the

artlst: institutions and thelr leaders, representative of the
taste of an ers and a nation, the largest, most abstract and
most potent force; the generic public, blue-noses who will not s
or cannot understand and would destroy the specific female force
{Sara) who has other plans for her man; and last the art ltself E
(the malden vision) which may elude the artist as it did Gulley.
Each of these repressents an obstacle to be surmounted; each
Gulley has triumphed over. This is not to say that hils work is
in popular demand or even that anybody can tolerate it, but
rather that Gulley is reconciled (not resigned) to these hostile
elements and understands the positions of those in opposition %o
modern art. If a pefson i1s firmly convinced that he 1s a genius,

"a Son of Los" (HM p.90), and that his work is "the real stuff"

(HM p.8l1) as is Gulley, then he can afford to 1gnore the opinions

of critilcs, mothers, and governments. But he does understand

these attitudes; he sympathizes wlth the "blue-noses" and
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blames modern art for just sbout everything. When asked why
Hitler began the war, he replies:

- "Because of modern art....Hitler never could
put up with modern art., It's agalnst his conviec-
tions, His game was water-colour in the old
coloured water style, Topographical....Kruger

was all against modern art, He stood by the Bible,
which 18 the oldest kind of art. And what he'd
been brought up to....The Armada was all against
modern art and the new prayer book....Every time a
new lot of kids get born, they start some new art.
Just to have something of their own. If 1t 1lsn't
a new dance band 1t's a new religion. And the old
lot can't gstand 1t. You couldn't expect it at
their age. So they try to stop it, and then there's
another bloody war." (HM p.275)

Gulley recognizes the dangers of modern art, exaggerating
somewhat. He can derogate 1t in the same way that a person 1s
permitted liberty to find fault with his loved one. Gulley warns>
Nosy away from 1t: "'All art is bad, but modern art is the
worst, Just like the influenza. The newer it is, the more danf

gerous. And modern art 1s not only a publlc danger--it!'s insidi-

ous'" (HM p.10).

The collection of modern art he sees at the Beeders' fully y

Justifies his scorn. Sounding like Bloom reciting "Sinbad the v
Sallor, Binbad the Boiler, Finbad the Failer," he proceeds:

Wilson Steer, water in water-colour, Matthew Smith,
victim of the crime 1n slaughtercolour; Utrilloe
whitewashed wall 1n mortar colour; Matisse, odal~-
isque in scortacolour; Plcasso, spatchcock horse
in tortacolour; Gilbert Spencer, cocks and pigs in
toughtacolour; Stanley Spencer, cottage garden in
hortacolour; Braque, half a bottle of half and half
in portercolour; William Hoberts, pipe dream in

- snortercolour; Wadsworth, rockses, blockses, and
fishy boxes all done by self in nautacolour; Duncan
Grant, landscape in strawtacolour; Frances Hodgkin,
cows gand wows and frows and sows in chortacolour;
houalt, perishing Saint in fortacolour; Epsteln,
Leah walting for Jacob in squawtacolour. (HM pp.137-8)



137

Bven though Professor aAlabaster wishes to immortalize the
"life and works of Gulley Jimson," Guliey doesnot hesltate., He
calls alabaster a "blograbber" and goes on to outline the game
of art cricketism,

"Yes," I said, "the professor is an art-cricket.
He knows the game backwards, from Zuloaga to Alfred
the Oreat," "You don't belleve in art criticism®”
sald Alabaster, "Yes," 1 said, "1t exists. I even
knew a eritic once....ils language was so bad that
his wife and family deserted him. 7They were also
starving." "What did he do then?" "He decided to
live for his mission as a critic, s¢ to support
himself he took up ericketism. Balls and bats.
His special branch was the googly. The slowness of
the hand deceives the 8sly....5low balls right off
the wicket with a break from the blind side. You
start, let us say, on the modern spirit with a touch
of surrealism, come in sharp on tha superb Sargents
in the collectien of Sir Burrows ¥Mouldiwarp.”

(HK p.130)

This 1s not just "biting the band that feeds him"; when he re-
celved the Professor's letter saying that he would llke to write
"the Life and Works of Gulley Jimson," he is whitewashing the
walls of the latrine in the jail where he ls temporarily resld-
ing. Hesping the whitewash "on the blue side to bring cut the
brillliance,™ he muses on Pame:

Fame 1isn't a thing. It's a feeling., Like what
you get after a pill, What's happening now, you
think., Or is it too soon? Nothing's happened at
all., Yes, there's something now--a sort of erick
inthe upper guts., No, that's the old dent, which
the pretty barmaeid made, at the Bricklayer's Arms,
when you overheard her ask who was the dirty little
old runt in somebody's else's overcoat. Yes, you
say, I suppose you're right. You were getiing
talked about then too, and that's how you mistook
the sensation. But ha, what about this--a sort of
emptineas round the liver and confused noises in
the cerebellum, dot a blt of 1%, old boy, that
happened to you when you saw your name in the news-
paper and underneath were the words "Mr. G. Jimson's
work shows a progressive deterioration and is now
qulite incomprehensible.”....,Wait a minute, what



about that creeping twiteh in the diaphragm. Thaty
might be fame, or it might be a touch of suppressed
heartburn. ' (HM p.103)

However, Gulley's fame ls dependent upon a discriminating
public, and this does not exist and no doubt will not until
after his death and/or his return to traditionalism. Gulley
considers "the people...as big a danger as the govermment," but
only "if you let it get on your mind. Because there's more of
it." Once there are more than four men, a meeting,

"...you get to the mummy-house at the British Muaeum,
and the Sovereign People and Common Humanity and the
Average and the Public and the Majority and the Life
Force and Statistics and the Economic Man brainless,
eyeless, wicked spawn of the universal toad sitting
In the black bloody ditch of eternal night and croak-
ing for its mate which is the spectre of Hell."
(HM p.210)
This is strong language, but it lllustrates Gulley's image-
making talent. After thoroughly lambasting all that is mindless
and without Imaginatlon of even the most elemental sort, Gulley
pPardons the people and the government:
"I forgive 'em, Nosy. And tomorrow I shall for-
get 'em, To forgive 1s wisdom, to forget is genius,
And easier. Because it's true, It's s new world
every heart beat. The sun rises seventy-five times
a minute. After all, what 1s a people? It doesn't
exist. 0Only individuals exiast." (HM p.211)

If a people does not exist, how can those abstractions bred
of Institutions, such as laws, morals and mores exist? How can
one hold a grudge against another person, let alone another
group of persons or an institution, if the sun has just gone
down on them and come up on a new scene? When one lives in the
~present, there 1ls no need to worry about why one was born or
will dle. Universal and total acceptance 1is the result of the

realization that each heartbeat heralds s new world, a new
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creation.

Whenever something happens to one of Gulley's paintings,
as it inevitably does (ironically, only the products of his
“lyric" period survive ultimately), he can accept it because
his world is continually turning, presenting a new scene which

he, a sun, lights with the heat and brilliance of hias imagina-

tion.

Yes, I sald to myself, I've got something. Contem-
plation, in fact, 13 ON THE CUTSIDE. It's not on
the apot. And the truth 1is that Spinoza was always
on the outside, He didn't understand freedom, and
80 he didn't understand anything....Freedom...is
nothing but THE INSIDE CP THE OUTSIDE. And even a
philosopher like o0ld Ben can't judge the XXX by eat-
ing pint pots....

Whereas 01d Bill, that damned Znglishman, didn't
understand anything but freedom, and so all his non-
sense 13 full of truth; even though he may be s bilt
of an outsider, HIS CUTSIDE I3 OK THE IKSIDE; and if
you want to catch the old mole where he digs, you
have to start at the bottom. {EM p.SkL)

‘The above is a key passage in The Horse's Mouth; delineating

the dichotomy betweeh Spincza, the rationalist philosopher and
William Blske, the non-rational intulter and advoestor of in-

spiration, it also defines freedom, thereby explaining Gulley's

P

abllity to ignore environmental forces and pressures. Freedom

is on the inside, a mental state, and if it is comprehended then

S

nothing else matters, and "nonsense"--perhaps a reference to and
Justification for some rather obscure symbollism of Blake and him-
self--is full of truth,

What appears on the outside, contemplation, logie, rational

processes of any sort, deceives people into bellieving it because
it looks solid., We are all familiar with the logical "proofs”

which conclude with statements such as "Therefore nothing exists®
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or something equally outrageous, and a machine can multiply
two f1fty diglt figures accurately in under a minuve. Yet it
would take more than an infinite number of typewrliters and mon-
keys to produce Hamlet.
But what you get on the inside...ls the works

--it's SOMETHING THAT GOES ON GOING ON. Hold on

to that, old boy, I said, for it's the facts of

life. It's the girger in the ginger bread. It's

the apple in the dumpling. It's the jump in the

OLD MOSQUITO. 1It's the kick in the o0ld horse.

It's the creation. And that's where 1t's leading
me. Right up to that blasted picture of mine.

(E¥ p.9L)

He realizes his dissatisfaction with the present Fall,
which seems to him "something contemplated from the outside,"
"a tea-party." Thinking of a real fall, he muses on

.+s.What happens to a thousand Eves and Adams every

night of the week somewhere under the willows or

the palm tree shade--it's a long way from a tea-

party. It's not pleasure, or peace, or contempla-

tion, or comfort, or happiness--it's a Fall., Into

the pit. The ground gives way, and down you go,

head over heels. Unless...you know how to fly.

To rise again on your wings. (EM p.95)
In other words he wants something like that typified by Sara--
the woman perpetually surprised at herself. Doodling, he draws
Eve and then Oothoon, "the everlasting maiden," one of Blake's
creatlons representing "the eternal innocence that thinks no
evil." Gulley becomes excited, feeling that Blake 1s handing
him the truth in Oothoon-Eve, "all womankind," innocence before
the fall, before giving heraelf to passion and knowledge. "Now
the idea 1s this," he says, "that the soul of innocence, malden-
hood, could never be destroyed so long as it lived in the free
spirit, For 1t would always be new created in real virginity.
The virginity of the soul which never allows experience to grow

stale. VWhich never allows custom to hide the wonders of love"
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(EM pp.95-96). While he is doodling and thinking, Goker is at~
tempting to persuade ¥r. Hickson that Gulley deserves more money
for his paintings. Gulley 1s oblivious to thieg, although before
they leave he pockets some valuable snuffboxes, which brings him
another six months in jail, offering a nlce contrast to his
innocence-experience inaspirations.

The section on "The Fall" occuples almost two-thirds of the
novel; even though the painting has been destroyed, Gulley con-
tinues to work on 1t in his head, 1in end out of jail. As he
thinks about it, it begins to change, so that even before he !
learns that Coker's mother has used it to patch the roof 1t has : V/
begun to turn into "The Creation.” |

Trouble with the Fall--it's not big enough. All
at once I had the feel of the Fall. A resl fall.
Fire and brimstone. Blues and reds. And I saw
green fire in the top left next the red tower, And
the red tower opened to show & lot of squares full
of blue and green flames., 3ymbols of something.
Generation would do. Or a lot of little flame2 like
men and women rushing together, burning each other

- up like coals. And then to carry the pattern upwards
you could have white flowers, no, very pale green,
moving among the stars, imagination born of love.
Through generation to regeneration. C©ld antle pro-
priety falling down on his nose and seeing constella-
tions. Yes, the destruction of old fly button, the
law by the force of nature and the unexpected entry
of the devil as a lyrical poet singing new worlds for
old. The old Adam rising to chase the blue~faced
angels of Jehovah., And beget a lot of young devila
on them,

A mighty spirit leaped from the land of
Albion M
Ramed Newton....

The fall into manhood, inte responsibility, into sin,
Into freedom. Into wisdom. Into the light and the
fire. KLkvery men his own candle, He sees by hils own
flame, burning up his own guts. (HM pp.109-110)

Gulley first sees the forms, the colours and shapes, and

then determines the meaning: "Symbols of something. Generation
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would do." But it is unlikely that anyone viewing pale green
flowers among stars would see "imagination born of love,"
"generation to regeneration." This necessary obscurity leads to
the exasperation of the public and, as Hazard Adams pointed out,
the accusation that the painter 1s speaking a "private language.™
What usually happens at this point is that the painter (or poet)
declares rather obstinately that form is meaning} "Oh to hell, %

I said, with the meaning. What I want 18 those green flames on

a pink sky." (Golden Larsen sees Cary's purpose in the "manipula=«

tion" of Blake "to reveal the evolution of Gulley's career to-
ward a proper synthesis of intuition and fcrm."lao "Intuition®
as a sight of the truth, a channel to the "inside," 18 "meaning,"
and it can only be glimpsed "like the bright tail feathers of

the bird courage." If nobody but Nobodaddy and Gulley know

what he "means," then form must be allowed to suffice as meaning.
In the above passage Gulley advocates a Blakean anarchy,lsl
seeing the devil's "unexpected entry" as "a lyrical poet singing
new worlds for old"; Blake's Satan was also the hero of his
cosmos, "the man of imagination."l ¢ "The old Adam," represent-
ing the male principle and regeneration through love, chases

"the blue~faced angols of Jehovah." To both Gulley and Blake,

[
S

angels represent the minions of soclety and are without imagina-¥f7

t}pp, And "blue," as larsen points out, represents the suppres-
sion of passion and energy. He refers to the blue of Hitler's

180 Larsen, p. 165,

181 According to Larsen, p. 177, there are four types of
anarchy exemplified by Gulley, aesthetic, socisal, political and
commercisl,

182 Hoffman, Comedy of Freedom, p. 9l.
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eyes, the middle-class blue-sultersi®3 and, we might add, the
"True-Blue" porter at the Beeders and all the "blue noses."
Newton, as an "arch-priest of the crucifixion," with his gravity
and rationality ("God said, 'Let Newton be,' and there was Light")
representative of science, destroyed the old order, the aristo-~
cratic hisrarchy. The fall into"responsibility, sin and freedom"
let man create as God had done, enabled him to see by the light
of his own wisdom or flame, instead of being dependent on God.
This 1s all inherent in the green flames and pink skies, though
only Gulley can tell us about it, One of the advantages of

using the pen to describe the brush is that we can know what
forms Gulley's Intultions take, so that even though the actual
Fall 18 destroyed, it is still retained for us in both its

actual and ideal forms.

IWhen Gulley discovers that Coker's mother has used his
painting to keep the rain from entering the houseboat roof,
heyié'very distressed: "'I felt as if the top of my skull was
floating off, I was quite feeble. To lose the Fall like this,
suddenly; 1t was like being told yourhome and family had fallen
down a hole in the ground....I really thought I should ecry. I
didn't know how I could live without the Fall'" (HM pp.158-159).
But when Nosy gets exclited about the sacrilege, his indignation
amuses Gulley, who laughs. This terrifies Nosy; he belleves
Gulley is going "mad with grierf."

"You are too g-good, Mr, Jimson, too n-noble.
You oughtn't to f-forgive a crime like that--a

crime against s-s-civilization, I'd like to cut
that 0ld woman's throat, I'd like to cut the

183 lLarsen, p. 170.
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whole R-British throat. The d-dirty fffphilistines.”
"Not exactly noble, Nosy," I sald., For it's dan-
gerous to be thought noblé, when you're only being
sensible, It causes fatty degeneration of the judg-
ment. The fact is, I was siok of that god-damrned
picture." ‘ (H¥ pp.160-161)

The resiliency of Gulley's spirit again asserts itself
end his imagination proves more versatile than Nosy's "falth."”
(Later Gulley describes Nosy as having "no imagination. He was
born to be an angel of grace"[gg p.22i)). Suddenly finding him-
self unburdened, Gulley is free to begin anew. He denies that
there are any merits to altering a palnting:

"o, you want to start clear, with a clean canvas,
and a bright new shining idea or vision or whatever
you call the thing. A sort of coloured musice in the
mind,"

4nd the very words made me grin all down my back.
Certainly an artist has no right to complain of his
fate. For he has great pleasures. To start new
pictures, Zven the woret artlst that ever was, even
a one-eyed mental deficient with the shakes in both
hands who sets out to palnt the chicken-house, can
enjoy the first stroke. Cen think, By God, look
what I've done, A miracle, I have transformed a
chunk of wood, canvas, etc., into s spirituel fact,
an eternsl beauty. I am God. Yes, the beginning,
the {irst stroke on a plcture, or & back fence, must
be one of the keeneat pleasures open to mankind,
It's certalnly the greatest that an artist can have,
It's also the only one. And it doesn't last long--
usually about five minutes. Before the first problem
shows its devil face. And then he's in hell for the
next month or six months.... (EM p.101)

The artist can do everything for the first time, have a birth-
@ay twice a day, ralse the dead and create the world with
every blink of the eye, so that every stroke is the first
stroke, and the last one, "the finisher," can't matter.

Ugly boys and girls who fall In love are lilke turnips
with candles put in them, "miracles of beauty.” Imagination,

the "light of 1ife," enables them to understand, to see behind
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the turnip. It enables Gulley to laugh at the use of hils paint-
ing to keep out the railn; it enadled him to respect his first
woman, & one-eyed unwashed plg-faced turnip twenty years older
than he was, ¥e c¢called her names, but realized that she had
dignity and gave her a bouquet of flowera, She called him an
angel then, "for the Fall had glven her imagination too" (HNM
p.165) and she tsught him that love is "somsething you have to
make,” that "i{t's all work. The curse of Adam.,"” Making, creat-
ing and working all snsue from the fall, his and adam's ("the
f-f-~fall into f~-f-f-," as Nosy says). As Oulley talks to XNosy,
both grow mors exclted,

I threw the water out of my hat and once more
it fell down the opening of my walastcoat....But I
wag 80 pleased with the enjoyments of genius which
to angels look like torment and insanity, that I
sald tc myself, gurgle, oh navel; freeze, you belly;
trickle and shiver, old spout, I haven't time to
worry about your troubles., Down slaves, and weep.
For 1 am the king of the castle, "Yes," I sald,
“the Fall into Freedom, into the real world smong
the everlasting forms, the solid. 350114 ss the
visions of the ancient man."

* L] .

"By God, I feel it now. For the first time in
about two years since that bloody pleture first
got hold of me. Yes, I feel it--the solid forms
of the imagination.”

"S011d," cried Nosy. "Imagination." (HM p.166)

L]

As an expression of solid Jjoy, "Ourgle, oh navel™ is
supreme; although i1t is raining and the old Pall is keeping
Coker and mother dry, Gulley 1s seeing with clarity the solid
forms of the imagination, the everlasting in the real world.

He enjoys what the square Boorjoy angels would see as tormsnt
~and insanity.
' This tsunamal of creative energy carries him to the Beeders!

port, where he wreaks characteristic destruction while they are
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vacationing. He begins "The Raising of Lagzarus,” a painting to
consist entirely of feet, on the living room wall:

Down on the left, in foreground, about a yard long

and two feet high...a yellow pair, long and stringy,

with orooked nails; then a black palr, huge and

strong with muscles 1ike lianas; a child's pair,

pink and round, with nails like polished coral; an

odd palr, one thick and calloused, with knotty toes

curled into the dust, one shrunk and twiated, 1its

heel six inches from the ground, standing on its

toes, 3 ¢cripplets feet, full of resoluticn and pain;

then a coffee-coloured pair with a bandage, an old

woman's feest, flat, long, obstinate, hopeless, cling-

ing to the ground with thelr bellies like a couple

of discouraged reptiles, and gazing at the sky with

blind broken nails; then a pair of Lord's feet, pilnk

in gold sandals with trimmed nafils and green veins,

and one big toe raised impatiently. (EM p.188)
These, thinks Gulley, are “good, good, good,"” but it is difficult
to overlook the basic absurdity of a painting of feet. Gulley
‘bogins to work in earnest, tringing in models for their feet
(he asks one sad old eondumptive Negro where he got such "cheeky"
feet). This results in word getting arcund that he has & rather
spacious studio, and soon Abel and lollle (sculptor and model-
wife) arrive with a four-ton block of Hopton stone. He "pops®
or pawns the Sevres teapot, the sllver, and even the chain from
the W.C. so that he can eat while he works. Although he intends
to redeem them all when he sells the Beeders the "Raising of
lagarus,” he fizures that perhaps 1t would be better if he
"expleined from a distance." He and Hosy, therefore, take z bus
to the country, which serves as inspiration:

«ssknowest thou that trees and fruits flourlsh upon

the earth

To gratify sense unknown? trees, beasts and birds
unknown

Unknown, not unperceived, spread in the infinite
miceroscope,

In places yet unvisited by the voyager?
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That 1is, until the voysger arrives, Wwith the
eye of imaginstion. And sees the strange thing.
And throws a loop of creatlon around 1%,

(8
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1t is not with the (orporeal or Vegetative Eye that these
new and wondrous things are seen, but only with the Gulley-eye,
the eye that lessocos a tree, sees it "bulglng out into the moon
as solid as vhales" and thinks "By God...no one has seen a tree
t1l11i this moment," or the eye that can see in a departing bus
. "a comet 1lke the flaming world." And the "forest" he and KNosy
sleep in turns out to be "a dozen trees round a petrol pump"
(HM pp.213-214).

How do you know but every bird that cuts the
alry way,

Is an immense world of delight, e¢losed by your
sonses five?

Yes, I thought, fixing my eye on a superior pub.

- The angels must always be surprised when some man

dives headfirst into dlrt, and then Just by a
twist of his imagination comes out again as clean
as a comet with two wings bigger than the biggast
in all heaven, (H¥ p.210)

This relates back to the ¥3l1ll upward, or the Fall into
Freedom, to Blake's idea that the road of excess leads to the
Falace of Wisdom. We are reminded of Satan, Blake's hero, who
falls from Heaven into Hell, knowledge and freedom, and who also
perverts man as does the artist, glving him insights into other
ways of thinking.

At present, while musing on larks and airy ways, Gulley
is planning a small fiddle to plck up some change for Nosy and
'himselr: he has bought some postcards of the Brighton sights
and churches, placed them in plain white envelopes, and is
‘engaged in selling them to respectable looking people as

"heauties of Brighton, Nice new views, For artists only,"

o '
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at half a crown apiece, This activity counterpoints well with
the "immense world of delight closed by your senses five.”" The
buyers of Gulley's wares appreciate these postcards more while
they are in the envelope and the imagination. Nosy is interesated
In why Gulley got four shillings for postcards worth only two-
pence, and Gulley attributes it to "luxury trade":
"Due to the imagination. Ships, motors, wars,

bunkers, factories, swindles, taxes and ramps are

all due to the Imsgination. For or against. A

man who cuts a throat because of imagination 1s

hanged by a judge who 1s appointed to keep imagina-

tion in order. If it wasn't for imagination," I

said, "we shouldn't need any police or government,

The world would be as nice and peaceful and unin-

teresting as a dead dog full of dead fleas.”
(HM pp.217-218)

As 1t 1s, persons like Gulley are very live fleas and
government is a very live dog; 1t is unfortunate in one way that
there are so few fleas of Gulley's sort, the really unobtrusive
and gentle kind who just live off the host and do not really hurt
it. The other sort, the real criminals and hypocrites and law-
breakers casuse the 1ltch that causes the shakedowns that cause
people like Gulley to be thrown in jail for imagination (a serlous
infraction of the local laws)., Golden Larsen calls this last

184

venture of Gulley's an example of "commercial anarchy" and 8o
it is viewed by the local pornographic post-card dealer who beats
Gulley so thoroughly that he is hospitalized. The anarchic ex-
ploits of (Gulley are a threat to the established organizations
and inatitutions, 1nclud1n§72? the outraged local dealer,

Just before Gulley is beaten (another of the striking
Jjuxtapositions Cary utilizes for contrast and irony) he muses

about the eternal things: "!'.,..the world of lmagination...ls
18y Larsen, p. 187.
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the world of eternity. There exists in that eternal world the
permanent realities of everything which we see reflected in
this vegetable glass of Nature,'" says Gulley, quoting Blake.
"And, I thought, in the works of Gulley Jimson., Such as red
Eves and green Adams, blue whales and spotted giraffes, twenty-
three feet high, Iions and tigers, and all the dreams of pro-
phets whose imagination sustains the creation, and recalls it
from the grave of memory" (HM p.219). Or, if 1t were nt for
prophets with imagination, storytellers to whom the truth was
something other than empirical fact, the creation would not be
half so exclting, nor would it have happened. #hat lasts is not
what happened, for the memory is faulty and dull; what 1s per-
manent is what has grabbed the imasgination and what 1s permanent-
ly excliting is what has been coloured by the imagination.

The short-lived "Ralsing of Lazarus" 1s to be supplanted

by "The Creation," the representative work of The Horse's Kouth,

It 1s the culmination of Gulley's movement toward the epic form:

«++] knew that I had the biggest idea of my life.

It had begun from those treesa on our first night in
the country. Something bigger than the new Fall, A
Creation. Ané I saw it about fifteen feet by twenty,
the biggest thing I had ever seen. It would need a
special studio, a special canvas, or wall; a full
equipment of ladders, scaffolds, etc.; and buckets
full of colour.

This thing grew on me all the time I was in hos-
pital,till I dreamed blue whales, like gasometers;
and red women growing out of the ground...; and treses
putting out their apples to the wind, like little
‘breasts., (HM p.221)

When he is released from hospltal he returns to his boat-
- house which Coker still occuples, and she orders him to bed and
takes away his trousers. But with "cold hands of creation"

down his back, he can't stay still.
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Even one day in bed was putting a cramp on my 1ldeas,
tucking them up in a tight parcel. My imagination
was working inwards instead'of outwards; it was
fitting things into o pattern, instead of letting
them grow together. If I stayed in the boatshed
for a week under Cokey, I said, I could say good-
bye to my Creation--it would turn into a little
square picture with four corners and a middle.
However big I made it on the wall, it would be a
plece of art work. A put-up job. A jigsaw of the
back room, Whereas a real plcture 1s a flower, a
geyser, a fountain, it hasn't got a pattern but a
Porm. It hasn't got corners and middle but an
Essential Being. And this picture of mine, the
Creation, had to be a creation. A large event.
And no one can feel largely except in the open air.
(HM pp.231-232)

On one of his prowls, in an overcoat and pulled-up socks
(looking 1like "a squire in fours"), he ventures doﬁn an alley
 ®on principle" and there dlscovers an old bullding with a wall
that puts him "all in a sweat"; his knees are trembling and he
thinks, "Jesus Christ,...suppose it was true. Suppose 1it's
meant for me" (HM p.233). He finds out from an old man that it
18 condemned but that it can be rented., Gulley whittles him
down to four-and-threepence, then runs back to Coker's, snatches
a chair, a frying pan and his colour box and 1s back at the
chapel in five minutes, puts the chair in the middle of the
| floor, the colour box and fry pan in the pulpit. When the old
man tries to kick him out, Gulley claims that he has "taken
possession"; "Essential furniture. Cooking utensils and tools
of trade" (HM p.234). The wall is twenty-five by forty:

. "And I felt giddy. A bit too much for the old
pipes. I sat down and laughed. And then I began
to cry. Wwell, I saild, you old ballacher, you've

rolled into port at last. You've got your break.
First the idea and then the wall. God has been

good to you, That 18 to say, you've had a bit of
luck, Two bits..,..0h Lord, I said, only let me
fix that black shape and those fat reds before
some damn fool talks to me about people or money

or weather." (HM p.234).
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He hires some "assistants" from the Polytechnic art class,
lets Nosy prop up the roéf and wire for electricity, gets some
mbney from Mr. Beeder by drawing an "early Jimson," a sketch
for the Bath, "bearing on its face all those indubitable marks
which as the crickets say, testify to that early freshness of
vision and bravura of execution which can never be imitated byv
a hand which in acquiring a meture decision of purpose, has lost,
nevertheless, that je ne sals quoi, without which perhaps no
work of art is entitled to the nsme of genius" (HM p.255). He
has triled to elicit an actual early Jimson from Sara, but she
refused to part with it, It 1s a testament to Gulley's inno-
cence and nalveté that the simple expedient of imitating "Early
Jimson" never occurred to him until so late. It 18 also unfor~-
tunate, as his visit with Sara 1s abbreviated by his pushing her .
down the stairs, another "fall," and Sara‘'s final one as it
turns out,

Treating his assistants to a beer in the pub, Gulley has

N

just announced that it is his birthday, "Due to art," when he
hears over the radio that Mrs. Monday, "vietim of a murderous
attack," has died. Gulley leaves the pub and returns to work
on "The Creation," using his grief as inspiration. The movement
is from his birthday to Sara's death to a new creation.

His mind wanders as he paints the whale's eyes,

es.80 something, I don't know what....gazing at
me like all the grief and glory in the world...
and they brought tears to my eyes...and I didn't
know whether I was more upset about Sara or the
whale....%Who would have thought that at my age
and experlence she could take me by the throat
like this, and choke me? Boohoo. The whale
looked at me with such something or other that
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I couldn't contain myself. The tears ran down my
nose, and I said, It's a masterpiece. (HM pp.280-281)

it is Gifficult to ascertain whether Gulley is talking about
the whale or Sara in his delirium, whether he weeps for sorrow
or Joy or both. Hoffman seea Sara as reappearing "gymbollically
as the she-whale nursing her calf. The fish, the primitive and
Christian symbol of regeneration, 15 linked with the resurrection
theme in the form of a she-whale, represented in the painting

n185

with a woman's head. Like Eve, Sara by her fall creates

the possibility of new life. "Though Gulley frees himself by

his imagination and his art, he 1s not free of [Sara] as a human

being; it 1s,Sara1>;nstéad, who frees him that he might continue

tqmcrgéﬁe."lab
Sars and Gulley converse as he palnts; she tells him to

go to bed because he 1is Qick and he tells her to get back to

her "nice warm grave": both are characteriatic 1njunctions, and

in keeping with the life-death theme, Sara frees him, though, by

giving the police ("death") a misleading description of her

assassin as "A man about 8ix foot high, with red hair and

moustache, dressed llke a seaman. Spoke with a foreign accent,

An anchor tattooed on his right hand, Large blue scar as 1if

from gunpowder on left cheek," and Gulley observes how like

Sara this is "to diddle a man with her last breath" (HM p.26L).

This description is also a triumph for Sara, perhaps her most

- striking display of imagination.

All the while he paints on, through policemen, firemen on

185 Hoffman, Comedy of Freedom, p. 95.
180 1p44., p. 96.
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ladders, councillors and indignant assistants. One of his last
coherent thoughts has to do with curly kale:

What 1t wants in the top left corner 1s a lively
passage in a strong green. 3Say a field of cabbage.
Yes, curly kale. After all, curly kale, as a work
of the imagination, beats Shakespeare. The green,
the tender, the humorous imagination. When the old
un dreamt curly kale, he smiled in his beard.

| (HM p.286)

This is distinctly reminiscent of Zorba saying "Didn't it strike

18
you...that there are such things as mules in this world?" 7

Curly kale 1s beautiful, felicitous and grabs Gulley's imagina-
tion. He 18 glad there 1s such a thing in this world as curly
kale. '

The wall on which he paints was condemned long ago; his
platform waggles,

And just then the whale smiled. Her eyes grew
bigger and brighter and she bent slowly forward as
if she wanted to kiss me...."Vy dear girl," I said,
"my petsie-~do be careful--remember your delicate
constitution."

And all at once the smile broke in half, the eyes
crumpled, and the whole wall fell slowly away from
my brush; there was a noise like a thousand sacks
of coal falling down the Monument, and then nothing
but dust....When the dust began to clear I saw
through the cloud about ten thousand angels in caps,
helmets, bowlers and even one top hat, sitting on
walls, dustbina, gutters, roofs, window sills and
other people's cabbages, lsughing. That's funny,

I thought, they've all seen the same joke. God
bless them. It must be a work of eternity, a chest-
nut, a horse-laugh. (HM p.287)

Like Satan, Gulley falls (he perceives the heavenly host,
the "angels," laughing at him). The fall is from art into life,

~ the world of sordid realities. The destructive nature of crea-

tion is again iterated. He has painted hls last stroke having

187 Nikos Kazantzekis, Zorba the Greek (New York, 1952),
pP. 172.




suffered "the" stroke., Typlcally, he thinks he has only
cricked his neck and wonders whj Nosy's face is out of shape
and why Jorky's mouth is under his ear and whistling sideways.
%hen he is told that he has broken s blood vesszel, he says
"1The stroke at last. It only shows that you've got to be care-
ful. Or that it doesn't make much diffcranee, snyway'" (HNM
p.288). bNosy 1s again indignant (he is the Eternal Indignant,
the Qutfageé Citigen) and Gulley tells him agaln to get rid of
his sense of justice, adding that he too once had a sense of
Justice:
"1 resented seeing my mother scrub the f{loor

while her worsers went to take the air in Heaven-

sent bonnets and shining two-horse chariots that

were a glory to the Lord. Works of passion and

imagination. Hven when I waes a young man older

then you, [ didn't like belng klcked up the gutter

by cod-«eyed money-changers warm from the banguets

of reason, the wine of the masters, and the arms
of beauty, that hoor of paradise. (EM p.2088)

walls are Gulley's salvation: his recompsnse for not being rioh;
his last wall is his "last love," his "erowning Joy." Walls
have "been good® to him:

“The angel, in fact, that presided at my birth--her
name was old Mother Groper or something like that--
village midwife....Said 1ittle creature born of joy
and mirth. Though I must admit that poor Papa was
80 distrscted with debt and general misery that I
daresay he dldn't know what he was doing.

And poor Mamma, yes, she was glad to give him
what she ocould, if it didn't cost anything and
didn't wear out the family clothes., And I daresay
she was corying all the time for pity of the poor
manny, and heraelf too. Go love without the help
of anything on earth; and that's real %ﬁﬁsa ?gsﬁ.“

P.

Even in his mental wanderings Gulley maintains his attitude.

His sister, who had also been "born of joy and mirth," killed

herself, but only those with a sense of justice are appalled,.

A
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Earlier, when an inspliration flowered, Gulley had gone into the

following monologue:

Yes, I thought, I'm enjoying myself. The famous
Gulley Jimson, whom nobody knows, ls perceived laugh-
ing like an old goat and sklpping like a young ram.
who cares, I said. The advantage of being old and
ugly is that you needn't care a damn for anybody.

Or even somebody. You can grin wnen you feel llke
grinning. And sklp when you feel skippy....3econd
childhood. People make allowances, including your-
self. Which is you in particular. Anonymous you.

tI have no name:

I am but two days old.!

What shall I call thee?

'I happy am,

Joy 18 my name.!

Sweet joy befall theel

’ (HM pp.110-111)

Senex bis puer (an old man is twice a child): in the ambulance

Gulley goes back to his childhood; when he 18 creating and joy-
ful, he returns to the state of infancy, "but two days old,"
where the world is new and delightful. He has nothing to com-
plain of. In death's carriage, the nun tells him not to talk

and he asks her,

"How don't you enjoy 1life, Mother. I should
laugh all round my neck if my shirt weren't a
bit on the tight side.”
"lt would be better for you to pray."
"Same thing mother." (HM p.289)
While he is seriously ill ("not so seriously as you're well")
he can perceive that others are not enjoying as they should.
Although like Lear,his button needs undoing, Gulley's demise
is far from tragic. His urge to laugh does not brand him as a
- ¢clown, but as irrepressible, as one who sees the comedy of the
circumstances, Prayer and laughter are equated here, as are

faith and imagination in To Be A Pllgrim, as fear and joy in

A Fearful Joy. Cary's characters are always wanting to laugh




and cory simultaneously, and perhaps this is the result of having
lived an emotional and dedicated 1ife, a work of passion and

imagination in itself.
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Chapter V
CARY'S OWN IMAGIKATION

Much has bsen sald thus far on the subject of the various
forms of imagination 1llustrated by Cary's characters; little
has been sald about Cary's creations, about his own very vola-
tile imagination. The wide diversity of characters that he has
created is the most obvious testament to his ability. The fact
that he utilizes a first-person narrative method 1s even more
1llustrative of his akill, not only to conceive of these charac-
ters, but to become them, to get inside their skin and speak for

them. Durrell's Alexsndria Quartet 1s the only contemporary

achievement which begins to parallel Cary's work; although other
authors have attempted multi-volume projects, few do so utiliz-
ing the first-person point of view, and fewer yet from several
wldely divergent first-peraon narrations. Cary not only speaks
from the Sara donday, Thomas Willcher and Gulley Jimson escphagus
and intellect in the first trilogy, but manages, in a second
trilogy, to speak from within three other entirely different

charascters., Some excerpts from Herself Surprised, To Be A

Pilgrim and The Horse's Mouth, seen in juxtaposition, will more

readlily illustrate the extent of his sccomplishment than would

several pages of praise. Compare Sara's description of Wilcher

with his description of her:
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He was not at all what I expected. He was a little
man with a bald head and round black spectacles, His
nose was very short, just like a baby's, and he had a
long blue upper lip, like a prlest, which made me say:
*Jou're one of the arguers.® He had long thin red lips
and the under one stuck out and curled over, which made
him look obstinate and sulky. His chin was blue as if
it had been shot full c¢f gunpowder and 1t had a very
nice split in the middle. His neck was blue too, and
there were scars on the back and I could see, too, that
the poor man...had suffered terribly from bolls, His
face was pale yellow all but a little mauve, rhubarb
color, over the bones of the cheek, I thought with
these colors and lips and something in his eye, he had
hot blood still, and sure enough within the month the
poor man had a boil on his behind which gave him no
peace. But he wouldn't lile up and he would just sit
on a rubber cushion and bear 1t. I don't know why men
should be afflicted in this way; perhaps it's because
of the hotness of thelr blood whioch my mother used to
say was an afflliction God gave them to balance that
stupid thing which is such trouble to women and which
nearly frightened me out of my soul when I was a ¢hild,
not knowing to expect it and thinking 1t was Cod's
punishment for some sin. And indeed 1 suppose it was
for the sin of BEve aend 1if s8¢, she was fairly caught,
as I was, for I too was oné of those who can put thelr
conscience to sleep when they like, just to please
themselves. (HS pp.173-174)

ssedara was a living woman, with a certain character;
she saved my soul alive. %hat I had heard of her,

when Jaffery hired her, was this,"A widow who has been
“living with a2 painter and when he deserted her tried

to pasa off bad checks. A very doubtful character, but
clean, good~tempered, and a good cook., She'll take a
small wage and you can always lock up your checkbook."

And I admit that when I firat saw Ssra st Tolbrook
I felt some curiosity and a certain attraction. Every
fallen woman ettracts me. And Sara, st forty-six, was
8t1ll a handsome woman, fresh, buxom, with fine eyes
and besutiful teeth, Her broad nose, that mark of the
sensual temperament, did not displease me., I was not
then fifty, and my blood still had 1ts fevers. 1
thought of 3ara, "A nice armful, and no doubt ready
for anything.” Then when I saw her excellent old-
fashioned manners, I thought, "And she would know how
- to keep her place. I could have her without upsetting
the household,” eto.

I will admit that in thet time of my darkness S5ara,
at first sight, made my fingers, etc., tingle to pinch
her, and so on. But I did not do so, in case, after
all, Sara should misunderstand me and give notice, and
leave me once more without a housekeeper, when 1 was
almost driven mad with domestic responsibilities,

o (2.?—?-. p'za)




Finally, Gulley's descriptions of Sara and Wilcher:

«ssWhen we came to Sara's door 1t was new painted,
and the door knob shining like rolled gold. Sara all
over, I thought, you can see she's adopted that door
knob--loves it like herself. Rub the little darling
up and give it a chance to look its best., 3Sara for
ocleaning and washing. Loved slapping things about.
Like a ocat, Almost hear her purr. I didn't know
whether to draw her or to bite her., And I did give
her one with the back brush whioh made her jump., ©Ch
Gulley, what was that for? Just to let you know
there's somebody else in the world. Good sketch 1
di1d of her--with the same back brush. Right arm in
the alr, Elbow cutting up against the window, Hailr
over left shoulder catehing the light, Lime green
outside, Head bent over to the left--line of the
cheek against the hair. Lips pushed out. Zyes
dropped. Looking at her breasts, Serious expression,
Worship. (HM p.23)

Wilcher was a rich 1a§yer, with a face like a bad

orange. Yellow and blue. A little grasahopper of a

man, ¥Flve feet of shiny broadeloth and three inches
of collar. Always on the jump. Inside or out. In
his fifties., The hoppling fifties, And fierce as a
mad mouse, (enus, Roorjwarj species, Blackeoatius
Begoggledus Feroclissimouse. All eaten up with lawful-
ness and rage; ready to bite himself for being so
respectsble., (H¥ p.175)

The content of these passages is roughly similar, yet the
styles differ radically. Sars speaks in long, breathless, dis-
tracted and slmost non-sensical sentences, %ilcher's boils re~-
minding her of something her mother once seid, in turn reminding
her of a childhood bellef, which engenders s brief bit of homely
philosophy. W%ilcher speaks in a highly formalized, rational,
business~like style, with many etceteras, qualifying phrases,
and abstractions, all very preclsely and decorously penned.
Gulley speaks as he thinks and psints, in short, colourful, frag-
"montad strokes, with any subject fit matter ror contemplation and
awareness; they are "noticers." (Cary must have had in himself a
' vast fund of observations in order that he might portray those of

80 many different characters.

e
;/
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Cary's controlling hand 1s evident only in passages com-
posed of aimilar subject matter. However, 1t is difficult to
iad such passages, for in actuality, contacts with one another
aré nearly all that Sara, Wilcher and Gulley have in common,
Inevitably, Sara is either discussing herself, men, or the house-
hold, while Wilcher's intereats have to do with himself, his
relatives, the past, religion, Tolbrook. Gulley ia interested
in everything and everything leads back to his art. By and
large both content and style in the separate works are distinct
and indiginous to the narrator rather than to Cary.

In the African novels, Cary's achlevement consists of be-
ing able to portray an African native's motivations, desireas,
asplrations and thought processes with credibility and ease.
kister Jobnson, Akande Tom, Louls Aladail have kinships with
Cary's more British aavégea, but they are all still distinctly
African. Their portrayasl 1s aided by the fact that each has
been somewhat Westernized, and each is characterized by a vital
and active imagination. The skill is involved in selecting the
nuances which differentlate the black man's modes of thought and
methods of imagery I'rom the white man's. Cary's rendering of
ilster Johnson's stenographic abilities, for example, 1llustrates
Johnson's abllity to be delighted by simple things (the letter
5), his artistic tendency toward creativity (an original letter
8), ané his native ability to transform a mundane, plodding task
into something wonderful (a beautiful letter S):

Johnson glances at the report and reads "fanatle-

clsm. 3chemes for the amalgamation have thersfore--"

At the sight of the capital 5 (3 is his favourite

capital), he smiles, takes up his pen and, having

completed the word fanatlcism, wipes the nib, dips

it carefully in the ink, tries the point on a plece
of clean foolscap, squares his elbows, puts out his
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tongue, and begina the fine upstroke. IHis ambition
13 always to make a perfect 5 in one sweeping move-
ment. He frequently practises 3's alone for half an
hour on end., He looks at the result now and smiles
with delight. It is beautiful. The thickening of
the stroke as 1t turns over the small loop makes a
sengation, He feels 1t like a jump of Joy inside
him, But the grand sweep, the asmocoth, powerful
broadening of the lower stroks ls almost too rich to
be borne. He glves a hop in his chalr, coming down
hard on hls bottom, laughs, puts his head on one side,
and liocks hia lips as if he is tasting a good thing.
{MJ pp .23-25)

Difficult to isolate, there 1s a quality in the above description
which gives 1t an alr of being inimitably Xister Johnson, his
own experience, peculliar to him and different from similar exper-
‘{ences of Gulley or Charley,

In the novels of childhood, Cary enters still another
country of the mind. 4lthough he has lived there himaelf, as
he had lived in ifrics, the accomplishment of rendering the ex-
perience with orqﬂibility and excellence is stlll an achlevement
of some worth. His ability to capture the joy and wonder of the
child’'s world is well 1llustrated by the autoblographical novel,
A House of Children. The aiult mind yet remembers the world

seen through the child's eye and renders it with the abllity of
the tralned vision, so that Cary can say "we salled and flew":

The other day, in an inland town, I saw through
an open window, a branch of fuschia waving stiffly
up and down in the breeze; and at once I smelt the
broeze s8alty, and had & picture of a bright curtain
flapping inwards and, beyond the curtain, dazzling
sunlight on mlles of crinkling water. 1 felt, too,
expectancy so keen that 1t was like a physical
tightening of the nerves; the very sense of ochild-
hood. I was waiting for a sall, probably nmy firat
8ail into the Atlantic. 3Somebody or something must
have fixed that moment upon my dreaming senses, 8o
that I still possess 1t. Small children are thought
happy, but for most of the time they do not even
live consclously, they exist; they drift through sen-
aations as a pantomime fairy passes through coloured
vells and changing lights. That moment was grasped
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out of the flux; e plece of 1ife, unique and eternal,
and the sall also, is still my living delight.

. - L] . » . . - 4 ‘e . * L] » L 2 L 3 » L[] L) » »

It was %r;e&aﬁ, a little man whom we cailéd Pinto,
who said to us, on that sail or another: "I suppose
the fish take us for a bird," and 2t once one saw
onesslf with a fish's sideways glancs, darting through
the pale irildescent firmament like a transparsnt pesril,
which 1s a fish's sky, just as a swallow, with short
wings, appeared to us in a sunset twilight, as 1t dived
after a maybug., The boat was a bird and a boat at the
same time; we salled and flew; we were Hawkins, Drake,
Hudson and a sleepy whale.... (3C pp.9~10)
Cary's dual vision, his ability to remember scenes as he saw
them when a child, 1llustrates the most sophisticated and yet
genuine form of imagination, sympathetic and understanding,
nalve and fresh as a child'a,

' Hobert Bloom finds Cary's abllity to efface himself as an
author a "dublous dramatic 1deal," feeling that the novelist
must "speak Iin his own voice" in order that "he may evaluate

' 188
1ife as well as 'rendert'.it." In permitting his characters

to spesk for themselves and to act as they would rather than

ought, Cary seems to Bloom to be "disclaiming responsibility,”
“"fending off uommitmonb,“leqpaaaing the moral buck. One can %
only reply that Cary 1s a creative artist, and not a philosopher
or preacher. By giving us orestion without comment, he allows i
the reader to engage in moral eveluations until he 1s "blue"™ 1if
he so chooses. But better than this (as far as Cary is concerned)
is the creative reader who sympathises, ldentifies, intults:

Just as an author's imegined character...can give him

- a new intuition about a real world, so characters in
a book can by sympathy reveal a new truth to a rsader.

Without this power of sympathy, there 1s no revelstilon.
Sympathy is essential to the resder and the writer.

(AR p.150)
188 Bloom, The Indeterminate World, pp. x-xi.

189 I&id., PRe X, 8.
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By creating s new reality, different from the world we live in
but similar te 1t, Cary allows us to compare and contrast, evalu-
ate and Judge not only moral and sthiscal codss, bul other systews
of bellief ns well. 4as Walter Allen sees it, "his novels, taken
together, are the expression of a view of 1ife interesting and
important in 4ts own right, a view of life a0 consldered and co-

herent as to be a whole system of bellef."190

Like J.R.R. Tol-
kien's fantastic imaginary kingdom, Cery's is so vast and realis-
tic that 1t cannot be discounted ss a mere product of imagination,
It relates to the real world, indeed, 18 a real world. And be-
cause 1t 1s perceived in all 1ts dynamic quality by the creative
reader, it does not atagnate as might a mere dlsquisition on
manners and morals, a Ten Commandments of llterature,

cary functions in the realm of the creatlve imagination, as
do his oharacters./,ln Blakean terms, he operates within the '
fallen world of temporallty; only imagination, which caused the
fall, can return us to eternity. The i{ntultion muast find 1its
form, but must not fall prey to the abstractions which can kill
it. Joyce Cary, by creating new lives, new worlde, gives us a
concrete reality free from deadening abstrsction because it 1is

the immediate present of a living individual,

190 Allen, Joyce Cary, p. b.
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APPENDIX 1
The Mental fravellerlgl

I travel'd thro!' a Land of ¥en,

A Land of Men & Women too,

And heard % saw such dreadful things
As cold Earth wanderers never knew

For there the Babe 18 born in joy
That was begotten in dire woe;

Just as we Reap in joy the fruit
#hich we in bitter tears did sow

And if the Babe is born a Boy

He's given to a Wwoman 0ld,

Who nails him down upon a rock,
Catches his ahrieks in ocups of gold,

She binds iron thorns around his head,
She plerces both his hands & feet,

3he cuts his heart out at his side

to make 1t feel both cold % heat.

Her fingers number every Nerve,
Just as a Miser counts his gold;
5he lives upon his shrieks & cries,
And she grows young as he grows old.,

T111 he becomes a bleeding youth,
And she becomes a Virgin bright;
Then he rends up his ¥anacles

And binds her down for his delight,

He plants himself In all her Kerves,
Just as a Husbandman his mould;

And she becomes his dwelling place
And Garden fruitful seventy fold.

An aged Shadow, soon he fades,
Wand'ring round an Earthly Cot,
Full filled all with gems & gold
Which he by Industry had got.

And these are the gems of the Human Soul,
The rubles & pearls of a loveaick eye,
The countless gold of the akeinyg heart,
The martyr's groan & the lover's sigh.

They are his meat, they are his drink;
He feeds the Beggar & the FPoor

And the wayfaring Traveller:

For ever open is his door.

feynes' Blake, 2:223.
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The Mental Traveller (cont'd.)

His grief is their eternal joy;
They make the roofs % walls to ring;
T111 from the fire on the hearth

A 1little Female Babe does spring.

And she 1s all of solid fire

And gems '& gold, that none his hand
Dares atretch to touch her Baby form,
Or wrap her in his swaddling band.

But She comes to the Man she loves,
If young or old, or rich or poor;
They soon drive out the aged Host,
A beggar at another's door.

He wanders weeping far away,

Untill some other take him in;

0ft blind & age-bent, sore dlatrest,
Untill he can a Halden win.

And to allay his freezing ige

The Poor Man takes her in his arms
The cottage fades before his sight,
The CGarden & its lovely Charms,

The Guests are scatter'd thro!' the land,
For the Eye altering alters allj;

The Ssnsesroll themselves in fear,

And the flat Earth becomes a Ballj;

The stars, sun, koon, all shrink away,
A desart vast without a dbound,

and nothing left to eat or drink,

And a dark desart all around,

The honey of her Infant lips

The bread & wine of her sweet smlle,
The wild game of her roving Hye,
Does him to Infancy begulle;

For as he eats & drinks he grows
Younger & younger every day;

And on the desart wild they both
Wander in terror & disnmay.

Like the wild Stag she flees away,

_ Her fesr plants many a thicket wild;

"~ %hile he pursues her night & day,
By various arts of love beguil'd, -
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The Mental Traveller (cont'd.)

By various arts of Love & Hate,
T411 the wide desart planted o'ler
#With lLabyrinths of wayward Love,
¥here roam the Lion, Wolf, & Boar,

T411ll he becomes a wayward Babe,
fAind she a weeping Woman 014,

Then many s lLover wanders here;
The Sun & Stars are nearsr roll‘'d.

The trees bring forth sweet Extacy
To all who in the desart roam;

T111 many a City there is Built,
And many & pleasant Shepherd's home,

But when they find the frowning Babe,
Terror strikes thro' the region wlde:
Trhey cry 'The Babe! the Babe 1z Boral!
And flee away on Every side.

For who dare touch the frowning form,
“Eis arm 1s wither'd to its root;

Lions, Bosrs, VWolves, all howling flee,
And every Tree doecs shed 1ts frult,

And none can touch that frownlng form,
Except it be a Woman 01d;

She nails him down upon the Rock,

And all ig done as I have told,



