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v, ..For first wee are a rude maése;‘aﬁd in. the ranke of

.

creatures which only are,.and have a dull klnde ,of belng ) o ’

not yet pr1v11edggﬂ\ylth llfe, or pfeferred to sénse or ' . ..
_ redson; next we live’ the llfe of plants, the life of ) ' !.
f <7 ’ o vo
: animals, the life’ of men, and at last the Hife of splrlts, ’ s

'runnlng on in ope mysterious nature those flve kinds of.

exlstences, whlch comprehend the creatures, not oﬁ the

.world onely, but of the Unlverse, thus ig man tha@ gregt - S

[y
[ - - s .

"- and ?rue Amp xblum, whose nature is d?sposed to live not -
) . \

onely like otheér creatures in dlvers elements, but in . : -

° -

AN
v

- ‘d1v1ded and distinguished wbrlds. "
b ‘ - g " u‘ 3 ‘ y / ' ‘ Co -' =4 g
sir Thomas Browne, Reliq;o Medich. T

v . A




-
< * : L -
& -t ) ’ * ! ~
.
. - [ - * [ ¥
. N \ ,
. .
Al
L ’ ‘1 -
. ' A N -
- - -
we - .

g' .. A . Al .. ¢ ) L

. — . , o T : 4

\/ ' . . e Y

’ ~ o - -
¢ . f' » 7. -
- ° ~ A4 -
’ / . )
’ . ~ " B Y . [ . b
.
LY ’ 4 * M
s .

. ‘ L4 )
~ . - . R < ‘ N et -
," . ; A N A ) ¢ N
\ . & s -
B RS , , S
. . “ . d 1 N .
. ) ! . s ’ . .
% ~ -':; Y N P o )
C ’ - > ‘ N ry ' N .
. . . .o
. I am grateful to my thesis advisor, i- N
, ' \ 7 . . L
" Dr. Patricia Morley, for her assistance, . ) S
- - ~ v M + 3 "

encouragement .and paéience. ‘She, generously o 1

' ,Hall?«ed me access to her file of critical . . . - 7

-+ commentary on Patrick White's fietion, =~ .
4 il 1 :

' shared her excellerit ideas, advised me | ¢ g
" patiently, and gave graciousty of her time. ® . .
T T - oo 2 .
! 6 ) - ! ' -
" e Lo Eoa . .
. . ? . N ‘ :. - . . .
[ . N , ) . - .
I'S . LY . o ) .
- ] .t
. LE. - [ R - , \, » A.
- » . - \ . -
. o : ‘ TR | -
. ) A SN
. - A ‘ . 3
. - , ¢ } . ° .
. ’ * 2 - =
‘ e N . A , ¢ ! et
: ) :" A ' - - ! ! /

s
ﬁ'
i




L}

.his nine novels. -~ . rw' :

'Whlte s flctlon, the dx.lemma and VlSlon of the outsider, '

' the frequently recurrmg vivisection motif , the dlst:.nctlve

IR W he unknown is often imaged by the- Australiem__,ﬁ

& . @ b N ¢ )
i —
«s L -
s ‘ o l‘ ) b o , . ; - (] ) 1
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' + - "Man, that great and true L)Amphl.blum"' 1 L

A 'l‘hematlc Study. of Patrick Whlte s Novels |~ ", :
V p o -’ 4 ' L0 - ) ",“

~ . . *

f -

Patrick White is a™contemporary Australian novelis'g.“of

L)
1

ENN

.ﬁ major stature. I propose to umdertake a-thematic Btudy of '__'

-\I intend to analyze the quest for transcendence J.n .

settings o,f' socz.a]{ satire, and *the patterns of J.ma‘gery that

are related to the Australian landscape. In Whn.te wrk

bush Qpe of WhJ.te 8 domn.nant satlrn.o targets is the gocial_ ' o
outback—-the predatory menace of civilization. Wh:Lte 8 ¥ . k
protagom.sts, or outsuiers, overcdme the knives of suffer&@

#iTrough their deeply personal and reln.glous v‘iszons. All of

his novels are thematically unlf:.ed through the. protagOnlste x -

struggle towards and ult:x.mate ach:.evemenf_ of fan.th. Th:.s ‘ o

.

prlvately sought fait ermobles and allows for transcendence. , ‘ .

~

Although my study of Patr:.ck Wh:Lte s fictional technique 2

and vxslon is-a t’henyat:.c one, a chrono ical introduct:.on of . —

hle nine novels serves to orient the reader who may not be % .




~ LR Y . - )
familiar with*White's entire canony TFollowing the intro-
B f

duction are five cnapters that’ deal with what T belleve to

bl

be White's manr concerns. I placed "Treatment of the
Australian Landscape" first, as it serves as: the settlng for B

eight of Whlte s novels and also ‘as a background to his related
o

4themes. "The Joufhey Through VlVlSeCtlon" and “The Socxal

[ N

Zoo* deal with thte s.fasc1natlon w1th-the condition ?f
¢ e I - 3 - ‘Q‘ L
human sufferihg, his distaste fér‘ﬁan's inhuman;ty to man, *

and his contempt for conventional social attituaes. These ,i

two chapters are peripherally concerned w1th the tormented

exlstence of the outsider. The fourth chapter, "pilemma

"and Vision of the Outsider," deals directly'with White‘s

'yrutagcﬁiﬁf““”EGEEEsts ox scapegoats. It discusses their

\dlscomfort w1th1n the realm of coavention and their mystical
a L

.VlSlan. White's p;dtagonlsts‘are all embarked upon spiri- .

.

tual'quiftsi My £ifth ‘and final chapter}'"fﬁe Quest for

Transcendence," ana;yzes these guests in- terms of the ! A

labourlous”struggle and ultzmate triumph of the outsider. N

White is a mythmnaker and a symbollst. The univer-

salism:implicit ‘in’ Northrop “Frye's methodology is 1luable .

aéﬁ 1n deallng w;th Whlte's frequently recurring image pat-- :
~ . »
teghs and archetypal gymbols. Whlte s characters are . :

¥
_psychologically intricate, and the combination cf a psycho=-

logxcal approach with’ F:ye s universallsm has ‘helped me

begln to explore.the scope of Whlte 8 technlque and vislon. t ‘

L4
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. . INTRODUCTION . : ' :

. .
. . ¢ L]
.

"A " Central to each of Whlte s nlne ‘fxovels is the thefnatié -

Y quest for transcendence. Landscape mlrrors the soul and ‘
wy serves ‘as the svettlng for the physical element of the quest.

e =4

g v
. : Both the terror and the awe of the unknown is frequently )
. - i °

1maged by the Aa:lstrelaan bush. "Landscape is the reflectlon

- ~ o\E the splritual mystery that the protagonists have yet to .

-

7y

explore and— comprehend. The quests are collectlvely divided

|

\

\

|

- ,1/

'(_ y , .1nto various “levels, of splrltual progress and, perceptlon.
l .

. Prior to the apocalyptlc achievement of transcendence, the

P

. - protagonlsts journey through the vivisettion of e‘xperlence.1 o~ ’

The vivisection motlf parallels the Suffer&ng the protagom.sts -

[}
. .

\ are exposed to betore they can be rewarded. In all of WhJ.te 8 .
T ! L ]
‘novels there is at least one faith-seeker who yearns to over-

hd ‘.

Y

\( come the v:wisectlon of spJ.r:Ltual torment, and discover a
q . 1
purpose of Xbe:.ng beyond the one of mere survz.val.

|

[

|

- T \ B
|

|

|

-

Whlte s protagom.sts grapple with the:Lr :L\nltlally baf—v
. fllrig' visions of faith, ~and struggle aga:mst the splrltually
mlsgulded and often viv:LsectJ.ng 1nfluence of the 1nslder and _

his soc1ety. _The seekersgare v:.s:Lonar:Les who ‘are. explic:\.tly“»~~~—~—~'~”~'
A : CN . . )
-outSJ.ders to convent:.onal lsoc:Lety.‘ Thelr splritudl polar’ .

. \
‘-ws ities are the frequently antagonistic rns:.ders wha are !
< e L W v -’/

lmprlsoned in. a soc:.al zoo.' White satirizes the insldek and '

A}

. * - - .
hls,ﬂxneffectual soc:Lety; the satire, howevér, has a cutting

o
N
°
Pt
v
r's
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=

r e

i/ R but 10t&hey emerge with thelr personal visions strengthened. I

N .
) »
/ ‘ .
A

edge. White's outsiders'are' depicted as sqapegoats ivho are

~“humiliated in the arena.-of convention. Their pnde suffers,
‘, -

s Suggest that the dllemma, vision and quest of the ou}:sx.der is the
dominant theme in White's fiction. It is a théme that he
pursues from his earliest to his most recent navel. . -

White's first’novel, Happy Valley (1939), ‘introduces

'his concern with the: euffering and is'ola‘ti.on of ‘the indivi-

dual. White explores e dilenunao.of'a failed man, the = = -

-

doctor, who -does not r’ealize his’ vocatsi.on as healer until

. he allows coinpass:ton to. re-energ:LZ‘e hags numbed splrlt.— The

fw demonle-eemunlty spirit in Happy Va‘lley is portrayed as /a
| ‘ 'Vivisec g one. ost of tfie) adult characters _in the novel .
. . destroy‘tlmselvesand one another through their Qarnal}
greed. Oliver Halllday is rescued from 1nert1a by a
»-‘ cath'ax:.,tlc 1ove, and is eventually able té ,subl:.mai;e ro‘mantic{:

© love thraoygh a genulne concern for mankind.

-

&

and sister are almost burn.ed «in 1solatlon and futlllty.
Eden Standlsh is redeemed through personal love .and pol:.- ’
t:.cal conv:.ct:.on, but, her brother, Ely®t, rejects th:.s ’

. 'route to salvatlon. At the novel's closing he boards a bus

4, ) .
.-‘3
. in puqu.t of an unknown metaphys:.cal theme. The leirg And

The Dead is something of an experiment in }:hat it is Wliite‘s,, .

~t

-

first and last politically-orientéd novel.’ The  concept-of

. . . > ! @
A ¥ . . -

*  In The L1v1ng And The Dead . (1941) ’ the 1lstlees brother '

A\

\
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p
po,litical~salvation ii ‘theme to wh!ch Whlte returns- only

‘ obllquely, and w1th 1rony . ~ B : "t.' IR \“r K

".Ehere J.S a. marked tranmtlon 1n technlcal and thematlc T

- sub¥lety from th/se flrst “two noyels and White's thlrd M

.

v Aunt s Story (1948). .Its admn.rable protagomst Theodora

. Goodman, searches for her promlsed land and tot‘allty of celf.
Her quest for transcendence is in q.tself spectaculgr and

full of com:Lc adventures. In her final 'accept'ance of theé
.-
~ paradoxical and 1nd1v1s:.ble states of reality and J.llus:Lon,
« b} ¥
N ’
: ‘she reconciles mlnd and soul the secular and the sacred,

-
[

and ach:.eves a rellglous calh through a healing acceptance Co-

A}
’

of her own n‘ature. - o,
v I -~ ' P -~
.In The Tree Of Man (1955),. l{\ epic riovel, landscape- .

\ plays a dom:.nant role as the%ac}kground t;o splrltg{al sur-
o v:Lval. "In a short artn.cle entitIed “The Prodlgal son,"

_ which serves as an autoblographlcal confession, Wlute comments

. ho 2l < .

upon hlS return to Australlam after the holocaust of the Secpnd

LT
~ o 7 Q

e World War, and speakd of hls resolutlon to 1ncorporate the - °
\ ‘h - .. - ‘
Austraallan landscape and the "Great Australian lEmptme,ss“ g

. ~into the scheme of his writing.2 The protagonist of this
{ ‘fourthnovel is Wh'it'ge's most fully developed ordinary or * ' -~

, commbn protagonist, j(et Stan Parker's 'quest is as riee‘dful
. H& N € <

and labourlously SOuggt as the sp(,xrltual searches o\f Whlte 8

. 3
o~ - . - ’ “

far more extraordlnary characters. ¢ -

~ " In Voss (1957), White Presenf};'aethe most startling and & . °
o ‘ . P .T«— / - ¥ ’ ), o

¢ ‘ . .y . - - i R Lo

. .
bl . . \
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~

.Laura inspires Voss to ascehd to godliness through the dls-

-
. N
L. . ‘, .

paradoxical,protagonist of all. The German explorer organ-

izes an unlikely expedltlon 1nto the vast expan e of the

LY

unzxplored Australian, 1nterlor, and is: greete with -the ' ..

‘o
ve t ‘desert of his own soul Through hlS é!/;gerated suf- *.

v

ferlng, Voss is exor01sed of his pompou prlde and the evil

covery of humility. The.men of the expedition have beeh

} Ralph Angus ls an uprlght ‘wealthy landener-w1th agute
splrltual myopla. The loathsome Turheg is a susplc1ous,
selflsh creature, bent on m tlny befause oﬁ his resentment
of Voss. Judd is the man-anlmal who eventually leads tHe
Y band of mutineers, but 1s the only survivor. His sur-
al is negdful to th%\novel‘s Verisimilitude, as he later
srves as, raeonteur of ‘the expedition' s almost surréallstlc’
adventur;s, and his confused narratlon further contrlbutes
to the amblgultles and ﬂprédoxes of the‘man-god, V$ g,

These are the men of water 'who are oblivious to ‘the spirit-
ual or otherworldly aspect of the: journey. fhe'men of oil
'are the haughty VLSlonary, Voss, the su1cxdal poet, Frank
Leiﬁesurler-vthe sxmple-mlnded youthr Harry; and the pa01-

flstic ornithologist, Palfreyman, who emerges as-a Chrxst~

flgure. Although the men\Qf oil aze\ruthlessly exposed to

. ’ . . t

[ R B ’ ‘g‘.:?z‘,; ‘ :-‘ Y

in hlS soul. HlS splrltoll mentor is also hlsybyschlc lover.

v

s .



. C . SR . -
tﬁe vivisection o xperienbe, they ‘are blessed.(except for -~ -

L} 2 4

" Le Mesd?ler) with a heallng vision of God at the tlme of
BN

o o -'thelr deaths. The fajled poet takes his own‘llfe as the.

o 4 " final expression of his inability to transcend nihilism Q@d ‘.
- . ]
< : ’ .t . ¢
achieve faith: - s

o

.rellglous novel. The four protagonlsts are the riders 1n‘

| C

AR Rlders In The Charlou (19613 is White' s- most exp11c1tly
|

| ‘
| Ezekiel's Chariot'of‘Redemptlon.‘ The Jew, Himmelfarb, is C
|

|

converted into a me531ahafig%re, and the three other rlders

:" ¥ i serve as his. attendants a.nd ‘'disciples.  Mary Hare is the . ‘ R
2 , lucid madwoman of Xamnadu. . She is the vjfgin who shares a
| o -, *" * - ) ’ L ._)“

| mystic communion with nature. Alf Dubbo is a tortured

artist, £ half—caste who is soc1ety § outcast. .Ruth Gdabold,;_

. . 5 a

epitomlzes Christian charlty. Her extreme sxmpllclty paral- '

‘lels her extreme goodness. She.n.s' {he universal good T o
Samarltan. {P this novel, Whlte pursues the rltuallstlef . .
o hunt ofé;he archetypal scapegoat ‘the scapegoat trlumphs .

over persecutlon and despalr when he ascends in the flaming ' ’

»a

.

thhari%tﬁg ) T - L, -

* - The Solid Mandala 4(1966) introduces.Arthur and Waldo . s
..‘.‘ - N . . :

.- ' .Brown. The twin brothers are’tup apocalyptic ahd démohic:

-
»

~ - ! .
‘polarities of one man, yet they never achieve a spiritual C U
\
™

fﬁsioﬂs On the llteral level the twins are 'separate.entities.

e 2
o L4
. A ”Walde)ls the man of sterlle ‘reason; Arthur is the spirltually 1,: ¥
I} \\\ .
P 3 . " apdrogynous creature of feellng. On the allegoric level the .
| - [y ?’ 2 " ’ " toe
‘/ : & r"' . v .o .- cow '
- s L TS~ . . S -
f ey - ' i
!'A ‘e « . ,- q -
\ / 4 J-:l ' \x
3 9 . *
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twins, are the 1rreconc1iable halves of ;one man. . They live

out their estranged lives together, Arthur relentlessly

. offering his. vision of love, and Waldo repeatedly rejecting

4 t

his'brother“s lonéing with an enraged intellectual rectitude.
/\
This impasse explodes when Arthur murders Waldo in bewildered

’ . »
self- defence, and dlscovers that he can contlnue living
withbut the shadow of his twin. ' v

. . - hY .

The 'protagonist it The Vivisector (1970) is the artist

Hurtle Duffield. Sold from rags into rﬁches, the child . ~

LY
+ prodigy grows up as an eccentric and egocentric, painter, who

4

'is alternatingly obsessed with solitude, asceticism and the

experience of debauchery. Hurtle's: talent is blessed only

~ P » » -~

when he overthrows his ps;udo-atheism°and embraces the artistic

vision of God the Merciful. - ’ , '

4

' Ih ThelEfe Of The Storm (1973), ninety~year old Elizabeth

Hunter is waging the battle for her soul in her opulent death~

chamber. The bulk of the narration is composed of a series
¢ . . .
of flashbacks depicting her insecure childhood, unsatisfactory

marrlage, 1nconsequent1al and tepid love affaxrb, and indif-

(Y

ferent motherhood. Ellzibeth is a dowager empress, whose

oy

-devoted nurses are her physical and spiritual attendantif '
Her aging children come to play homage:to_hef legend and tol
~extract their inheritances. Their shallow, mercenary schemes
‘are demonlcally contrasted to her ennobllng quest. In the:

end, El;zabethsstruggles nelther to°cont1nue living, nor ‘to.

",
—_— < Y

o




. \\ . —

'witﬁéraw'har will and die, but’;o release her imprisoﬁed.

soul and be filled with -the love she ha never been able to

expresé% ~ '\\‘ ' = ‘ .

White's noﬁels:all end on a triumphant note. His
artistic vision depicts the:striving protagonists ‘as victors

over the condition of .human suffering and the dragon of

: =
[} . ‘ L4 L] 1]
~§pnvent;on. They emerge from their ontological dilemmas.
far wiser and with' a permanent vision of faith:
5 ' N . N ]
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,Ngtes to. Introduction
B . ls.» ‘ N — ! . t
1.~ See Northrop Frye, Anatomy of" Crltlclsmg~rour ESsays

(Princeton: Prlnceton Unlver91ty Press, 1957) , p. 13971, "We -

»
@

[

have; then, three on%jnlzatlons of myths and archetypal

symbols in literatur Flrst, there is undésplayed myth, \ '

generally cdncerned with gods or demons, aﬁé.whlch takes the ’

form of two contrastinly worlds of total metaphoricgi identi- .

\
\
1

fication, one’desirable;and the other undesire € o o0 ! \
' These two %orm -of metaphorical ogganizatipn we all the
apocalyptic agguthe demonic respectively."':%hroudhout the
the81s I allude to apocalyptlc and«demonlc symbols and
‘lmagery. Frye's critical methodology introduced me to this

i
terminology. I use _Epcalyptlc to descrlbe imagery which

sat

is.depicted as des*rable,°and degonic to descrzbe that which

is obviously undesxrable. - .

“ » 1

> - : . .
L 2. Patri?k White, "The Prodigal Son," Australian Letters,

1, 3 (Apr 1, 1958), 38. - o o 3
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. | . CHAPTER 1 /,z

. . Treatment Of The Australian Landséape

¢

"y White's 1magxnat1ve landscape 1nc1udes the demonic and

the apocalyptic, Landscape is never incidental in- that ithh
ras Ny "53'74
reflects the themes whlch are enacted upon 1t? In much of

his flctlon, lafidscapé is the mlrrored reflectlon of the
characters' terror of the unknowh, both from within and.-

l N
) w1thout. yet the characters who either have an inbred ¢

. q

b

afflnlty with the landscape, or who palnfully learn to come

to terms w1th it, do not.fear its uncompromlslng Judgements.

‘In “The L1terary Heritage," the Australlan ‘eritie ) '
Harry Heseltiné is predomlnantly cdncerned w1th the Australian

ﬂlmaglnatlon. He traces the horror of being ‘that has always.
preoccupled Australian wrlters. He states that. the concerg
of the "Ausﬂrallqh llterary 1magination .« o . is to acknow-:
Eege the terror at(the basms of being, ‘to explore 1ts%uses,
and to bulld defences»agalnst‘éte dangers.”l The terror of

_ being is imaged‘%n White's literary lanascape,/and so is the

|awe.

B

! *

In Happg VilLey, the cruel geographlc and cllmatlc

condltlons of New South Wales encourage the estrangement of -

t

the weary characters, and wear them down splg;tually. In

-

The Tree Of Man, ‘lardscape is the congruous background to

> \ )
P
¢ . . ' o #

the everyday struggle of the common man., In Riders In The
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P ' . . t'/" L
L . Chariot, Mary Hare burrows 'in the foliage like an inquisi~’

R

tive ma%supial. She is indigenous to. the Jlandscape, and '

lS frlghtened only by what is human. A cyclone explodes .

lnto the very core of Ellzabeth Hunter in The Eye Of The~ 7

Storm. %It is w1th1n the wreckage and desolatlon of the

K landscape th t sh& 1s torn apart and enllghtened\ The - g ¢

|
‘ ‘ s
}o b

deeper the Gerpan explorer in &oss penetrates ihto the soul

< 1

‘of the desert,

| he further he journeys‘;nto.the.mystery of <
é¢¢J ] his ?wg“soul. T mythical lure of Meroe shﬁﬁes the quest o
* ‘ of Theodora Goodman in The Aunt's Story. Landscape plays .
. - an undeniably sign{EiSi?t role in all these'nove}é. ' Woven

- into the imagery of the landscape is the ﬁrequently‘gecurring,
, dream motif. This motif often serves to unite thought and, |
) - RN ) -
experience into the image of a 'dreamscape,' “White's treat-,
. N . .

ment of landscape is an important conéideration in the

treatment of the themes of hlS novels.

'
- P

Irf Happy Valley, Doctor Oliver Halllday is chilled by

a

e the threat of hls failure and uselessness. He Hiews his

- geographical placem/ht as an\imprlsonment of sp r}tual”
”»

- solltary.co?flnement: "Up here at Kambald or down at Happy

4 . . s : PR

i ~ Valley was a choice of evils. Only here the i olatlon was |

1
|
1
|

j . physical" (HV 17). . The westeland of the,town ip ref%ects.

-the wasteland of his deadened'Spirit. "He plans a qeﬁtl—

a3

,.
P vt “
v

$

°
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. : do-
,to endure: "I wanted to escape . . . this, after all, is

:The qﬁest\for acceptance does not requlre phy81ca1 movement.

- f . ‘ - . . <
- .
4

T DU e " s e
His w1fefls being tortured by the uncompromising climate of
- . ‘e

. Happy Valley, and eventually he accepts his calling as preo-

¢

- tector and yealer. < He overcomes bittexrness, and removes

his familpﬂfrom the pain in Happy”Valley. His lover Alys
. , IS " ~ * 4

is trapped in this unpromising setting but is determined
.o 4 S . v

.

Callfofhsa‘ its true s gnificance. Understanding, you felt:
no paln 1n (hﬁr ‘bo that ice did not touch, .in your -mind
that was.a fortress against pain, and Happy Vatley, and

4

because of ‘'this you lived" (HV 312). N

' As later demonstrated in The Aunt' s,éé::}& escape to

.

the promlsed land is anolnscape lnto/gﬁg's ow 1mag1nat19n.
Alys ‘has become immunized to the desofpflqn of Happy Valley,
and she will‘survivg. Happy Valley has lost its demonic
suggesﬁion bf,lonel#heés and pain- because Alys has exper-~
ienced a lOVﬁ?that has healed her own léneliness and pain)

She- can -now accept what she has prev1ously found unbearable.

Oliver's difficult decision to move is necessary for the
actual survival of his family. 'Movement is desirable when
it is .crucial and not merely an indulgence. Ollver has

experlenced his rebirth within the wilderness of Happy

L]

‘ Valley. The stark landscape in Happy Valley is an obstacle

ﬁhe.protaqoniat must overcome. It ceases to’be a symbol of

' hopelessness when he allows his frozen sensibilities to
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awake. He. has then triumphed over .the external émptinesé ‘

*?and the emptiness of his soul.,6 ’ -

Unlike the majority of White's fiction, The Trée:of Man ~

is predominantly centered upon the dilemma of the common  man.
. - .
. White himself explains his concern in this novel. ijt was

. the| exaltation of the 'average' that made me éhh}c moet,“

~

he writes, speaking of his return to Australia in 1948:
» s :

. and in this frame of mind, in sp:Le‘of niyself, I
. . began to conceive another novel, Because the void
mo I had to fill was so immense, I wanted to suggest Y
. imi'this book every possible aspect of 1life, through
: S the’ lives of an ordinary man and woman. But at .the
. same time I wanted to discover the extraordinary
behind the ordinary, the mystery and the poetry
which alone could make bearable the lives of such .
pedple.:: and 1nc1dentally my own llfeimlnce my
return. w\ B .

Lo ]

In a. novel that concentrates ‘upon the "extraordlnary behind- .
» the ordlnaryf" the outback is an appropriate baqkd;pp. ' ‘
v - ‘, Stan Parker himself is léke tﬁe solih stringfbark, "rising °
above tge invelved-scrub with the simplicity of true,grandeug"
(TM 3) Tﬁe protagonf%t is forced to:. endure the flood, fire;

drough P and splrltual death that occur respectlvely in the

Py [

. sprlngtlme, summer, autumn, and winter of his life.

£

The relentless rain enters the very dreams of the inhabi- g

- o

. 7 . , N
"tants of Durilgai: "It washed through the. dreams of sleepers;.

lifted their fears and resentmentsz and set them floating on -

the grey waters of sleep" (TM 67). What could ratanall(b |

v1ewedﬂas a depresslng nulsance,van 1nescapable trial to
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! Lo ‘T _—_ /. . o, ) o
st01carf; endured, is converted into enigugfic catharsis.

. The ' preoccupation with the rain,has purged the inhabitants
of their everyday ocquations-and emotiohs, and haslgwept
“them to the nehulous shorelide of slumber. They emetée‘from
thiir watered trance'to rescue thé flood victims:
whole world was_involved in the floods‘at ﬁullﬁnya, either

”n ﬂ\be

D
v

- watchihg the water,,or lending a hand, or led from the boats

that'rowed them from one dream to anothegh (™M 82?. Even

when involved in their resourceful activity  they resembleée

somnambulists in a dream sequence. Such miraculous disasters

cannot be easmly understoqd or lnterpreted hence, they
s P

assume the shrouded shape of a dream /

-

' The continuity.and expansion of Durilgai demands an

»

1ntense "non—relatlonshlp“ amongst the settlers. Only when

a natural dlsaster strikes do they constructively moblllze,
1

and draw upon their collective strength for the surv1val of~ :

- ’ .

-

the ‘total community. tThe subtle community spirit in The

Tree Of Man is a variation of Stan's epiphany: "It was

", clear that One, and no other fiQufe, ;s the\answer to all
sums" (TM 497) ., When the "Ong," or communlty,-ls threatened,
the separate sums, or individual clans, are also under a .

‘attack. The relationship between the one and its parts is’

not usually a conscious one. Just as the members of Dérilgai

call upon the oneness of the community in times of necessityy
» ‘ N v N .

80 doés the common man call upon God in .moments of crippling

- ~ .
t v N

\ o o . -~ . . . . . . /\,
) - N - 1 -
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) make this chlld’her own.

. 97):

3

the storm has not yet subsided.

simple noddy. - , . S

crisis. * .

The otherworldly\mysthue of the flood has maglcally

]

produced an abandoned waif.

«

Amy 1mpuL91ve1y decides to .’

This universal orphan epitomizes ;

man®s longing for what he is unable to possess. Stan does

not pursue the vanxshed child, for he untultlvely grasps

that he is unable to own the dream-child of the flood. He

attempts to share his-knowledge with the lamenting Amy- "We
L ]

couldn't have kept hlm.”. . « He dldn‘t belong to us" (gg

Stan'gaembrxpnic vision allows him.to accept .that some

»

mysterles defy unravelling. ; . : '

’ As the rescue party drlfts dreamlly onwards, "in ,one
place Stan Parker saw, stuck 1n the fork of a tree, the
body of an old, bearded man. . . . And soon the old man, . ..
whose efpression had not erppcted quh, dyingaupside doyﬁ \
- This

in a tree was obliterated by motion and rain" (TM 72).

scéne’ may be recalled by the readernof The Eye 0Of The Storm,

where Ellzabeth Hunter gllmpses an lmpaled noddy during the
1m 1nterlude between the episodes of the cyﬁﬁkwé; She

© ) .
interprets the vision of‘the crucified gull as an.-omen that . =~ .

H

She scurries éortshelterl

" . . .

and is saved. The old, upside-down man' has been outrageously
v ‘ .

degraded and his edpression is as defenceless as that of the

_ The néxt,superhuman chgllenge'that the inhabitants of

— Al .
'
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ﬁ;Purilgai are forced to confront’is the firk. The fire is

L

L]

something of a wrathful gvenger, in that it remihds them *
how sacred Fhe lend ig: "They had dieco;eged in the ‘earth /
an austete:beeﬁty that they now loved with a sad love, that.
comes when it is already too lete" (M 166). The wind‘and

-

flames are involved in a de@gnic~coﬁspiracy egainst-gpe ,
helpless w11611fe. A meseenger relates .that "he had seeﬁ

a snake blte on itself before it di\d' to hold someone
w;responsible" (TM 167) . Thie demonic imagery 'is closely

llnkea w1th the ourob?rous eating its tall.3 The episode

s a perverse one, in that it is c¢alling for nature to turn

upon 1tself as the only defence agalnst the universal outrage.‘

' Thﬁ flrst flre exhausts 1tself but there is a veiled .

aura of antxcmpatlon while. the men wait for the next slege:

they waited for the fire, and had been waiting many

years .of ;helr llves. And‘niéhtsx (TM 170). The. imminence -
of destruction has infiltrated the private ‘dreams, the $ery
soule of the ?wellege.‘ Its appearance 'is not shocking; But

ig the fulfillment of a lifetime of dreaded expecfation.
The’fire is an anima'ei\ehraged god who hypootiges the fire-

" fighters with its colossal sprength and passion. . Beside it'
‘the men’ are mere spiders: "The feot was, the figﬁters»hed
become not only exhausted Lut.;ascipated by the fire. . There! -
were Veryfgew who did ﬂot succumb. to the spell of the fire" -

_ (M 176). The men are spellbound b§ the féaﬁes,'mﬁcg as’

\ v . , -
. ¢ ~ e
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they are lulled and druggeé by the seémlngly 1nterm1nableﬂ:
wnch Co
raln. This is man 8 escape, or refuge from the forces of ‘ .

" nature over which.he has -no control or comprehension.

b Sggh'é rescue of, and\éqnfrontation with, the vaﬁéfous
Madéleiﬁéﬁsuggests the clouded reality of a dream. .They are "’
both drugged by the shokey air, and by the intimacy of this
yarigéigfv?n the clas;ic ‘rescue of the fair daTsel in dis-

; Fress' motif. Stan charges into the burning mang}on as thJ

G%erqic man of action and becdmes overwhelmed by the sugges-

tive heat and ¢chaos that the flames inspire. 'Their attréc*

tion transcends one of flesh. Cft was not their flesh that

touched but their final bones" (TM 183). This union of bone 7
is a recu;rlng motif in White's novels. It suggest&ka

spxrltual fusion. ' In this particular episode an ephemerala‘- QD —
symblosis has transpired. The intoxicating flames are the -

catalysts,/ afd the implication is that %ramatic situations

'/ " prove needful for the awakening of the dormant mystic within

el

the commdén, or uncommon map:4 The two finally emerge from - .
i H . ‘\

the seductive inferno{ "They were blackened, but how burned

LY

it was not yet possible to tell" (TM 183). They have

obviously been affected by their shared experience, but it )
1 )’. . } ' N ) . - v
is not yet pdssﬂhle to discern wheeﬁer they have in any way

N . o M - s

been changed. : %L
- The autumn drought reflects Amy's sensnal éhirst} and

Stan's bone-gsary épiritualﬁexhaustion. Aﬁy attgﬁpté to -

AL
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v
e

quénch her thirst, and alleviate thejsuffering of her drying.

¥

. - out, or aging, in ‘@ ‘unidn of flesh with an inconseguential’

peddlér. Her need is imaged by the chaos of the blowing

dust:" Dust blew down the road from Durilgai, ¥n hungry

¢

.""/ B 2
, tongues or in eddies, ﬁlayful untii they acquiyed the force
w— .

- of madness” healed

(TM 305). 'HEr,arid.flesh cannot

“

through the liaison that is more
. © N
The drought has sealed Stan into

and solitude:- "Stan Parker,.who

mad than it is’playful.
the box of sleep, silence
he ¥

haq failen asleep‘tired, in

. L .
not 1ift the 1lid of the

a’drought; dreamed that he could

box to show her what he had inside" (IM 316). He has

|3
9 R . ~

" learned of her infidelity, but is locked inside his silence.
2 . . <« !

’ drought from w1th1n. : ‘

ead

- quite desolate. . . .

She is the sensualist, and he is the seeker. He can forglve

her for her thirst, but he must seek to quendh his own

'

Afy's terror of béing'is fhaged_by.the desolate land-
scape of the bnshé "They were possessed by the land, and'.
the iand was theirs. Now all the country round about apéearéd

Ail trees in this part seemed to have

taken desperate shapes. Some definitely writhed.’ . « .She

had never conie close to death, and wondered whether she could
deal with it"

(TM 139) _ The ominous fol;age *of the bush

evokes the image of death ftself.. hmy's priveté'fear of
death is reflected in the wasteland of the outback.
" The novel closes with Stan s natural grandchxld
, . » o : .

-
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-wandering amid the bush and‘attempting to' express hls awe Coe

before the mYStery of belng. It is. suggested that he will ‘ '

* L bl

use the.grft of poetry to arrlve hrr own v151on of God. Y
\éqd t was no end,"

The final line, "so that, in the
"infers that Stan's quest and spiritual life\may be contin-

uing, and that the qges% of mankind is_gh oAgoing process

‘. 3 - .A

(TM 499). It is passed on from one generation to another,

‘There will be lapses. Stan's‘ch%ldren remain spiritually
TR I ' *

'. . clueless, but the,grandson is destined to be one of the

. s
o

seekers. The novel has spanned four generations and, w1th1n

that, four seasons. It has prg two faith seekers,

Al

grandfather and grandsona thexein lies the continuity of

belng and of falth.«

" Cecil Hadgraft's sophlstlcated comment on The Tree of

n seems to lack a basic understanding of the govél: :
- ! "‘ . ‘ * {

Wordsworthian guise -but harsher, with misfortunes , T
that he meets, with aspects of  life that he does - : -
not understand. 'The style, in parts at least, is ) N
stripped down to correspond with the theme. But ' _ .
the elemental can become, manotonous over five . ! . o
hundred pages, so sections:contain what may be

.~ called the allusive mystical. This is to 'provide
depth and significance.5

. -
4 . .

White is a symbolist‘ and he does not employ the "allu51ve ‘ .

Man
' ;lg It is a sort of allegory;, man's llfe in rather ‘ -

mystlcal" to decorate the 'elemental. The unlversal enigma

-

is the foundation upon whlch‘the\stark setting ahd White's —_
‘ : , ¢ > . ‘

unique style are constructed. Theé thematic stress is on the

. o . ¢ Sp"’ 4 ' Y \
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»

'mysteriqy% cpntin ity of man's being. The ﬂ&?teri'ie ren- . >,

the prqblematic i tegration of llfe, dé‘;g and- falth The

ey r

allusive mystery is no prop; 1t is the qovelﬁs backbone.‘. ) I’

Pt %B not utilized to enhance the myndane, but tolexpoee °

the mundane as one Gf life's mysteries. The use of land- S

séebe in the ‘novel is as simple, but as imporfgntv as Stah’ «

°

Parker's quest. The flood, fire and drought are represen-"

o € v
tative of the stages of Stan'sslife. The dream imagery

. - o0
experiences and ev lution of the man. Thése three crises

] \ [ 4

ex1stence. They a e the "extraordlnary behlnd the ordlnapy" . »

P4 v

n;neteenth-century explorer. - He decides to penetraﬂe the -
mystery of the Austrdlian interior. The fdfthef he pro¥

‘gresses into the unknown soul of theucoﬁtinent, the deeper. . *.
-e ‘[ _\ o . K '( Ny . .
he explores the centré ofrhis own consciousness. A pro-

4

gressive study of the treatment of landscape mirrors Voss 8

R

own ‘attitude to his: hi@dep ngtu&eﬂthat is revealed to him

&

only in stages. The iTngscage, then, is a mirroxr of his S
. . h P ] ' . \ -
. ' . v « . . - . . ' .

N




soul.

Voss is a man of bone who is starving for the spiritual
nourishment and perma:ent vision which he hopes the journey '
will provide. He is anxiously suspended and hoplng soon to
enter his own world, a world "of desert and dreams" (v 29)
Laura, the%lntlmate strquer who has barely had contact with
hlm, pe;celves that the 'dese;tscape' is Voss's own by right

of vision®

-

+He is relentlessly'pursﬁfng his vision; and this
vision initially tempts him with the false promise of be-

comlng a divine congueror.

[y

B The journey into the landscape, and the lnscape into

self, are divided into various stages. A gentle wind accom~

.

panies the departure of the "expedition, and the men have

B

eagerly embarked upon "the first and gentle lap of their '

immense journey" (V 100). This can be interpreted as an
omen that the purpose of the voyage is a .desirable one, and

+ -

that therparty will be blessed with anoprable conditions, .
The departure, 'or initation ceremony, reséiendent with
fanfare on shore, is deceptive{y smooth. The separation
‘from civilization is a'gradual one. Voss is familiar with
the‘first pagt?of the bnshland he sets foot upon: "Ié was
a gentle, healind landscape, in those parts;d and Voss is not
conqueror, but .merely follower injthe-path that the earlier\
efploreis in this territory have already defined (Vv 133).

He is comforted by the knowledge that thig first stretch
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of land has been experienced by man. It gives him the oppor-

L

.tunlty to gdther his courage for the challenge hé'expectsifo
1 . . F

- L §

greet.

* The party SOJourns in paradlse at the Sandefson estate.

The valley is enchanting with organlc jewels: "As bronze
s o : .
retreated, 'veins of silver loomed in the gullies, knobs of

amethjst‘and sapphire glowed on the hills. . ... This was

N

for the moment pure gold" (V 137), The rdmantic setting is

’ complete w1th a“castle of golden rocks, and Rhlne Towers
ex1sts w1th1n a realm of legendary beauty and 1nnocence.
" However, as the tormented Frank Le Mesurier obseryes,,“the
‘serpent'heS"siié even into this paradise" (V 138). The
'dreamscape’ has been corrupted by the men wBo'fé;st on its .
bedhty. Voss ih'partieular rejects the innocent splendour
of his surroundings by refueing;to,be embraced b§ his host's

'

generous hospitality. He cannot afford to be ifappeﬁ in'

. 8 1

the valley of "sensuous delights" as he is already dedicated .
! ) 5 a !
to the suffering he knows he %ill experience (V 138).
Sylvia'Gzell fails to comment upon the suggestive .

splendour the landscape-offers~at intervals, -and only

6§j. observes the dusty grey: "It is closely‘linked with the,

A s
) v '

unromantlc, uncomprom;sxng Australlan bush, whlch ls : -

described, together with the aborigines, predomlnantly'in '
terms of gray."6 White's‘presengationaof landscape is !

. . kaleidoscopic, and tHe foeus shifts from apocalyptic to -
, ‘ ' ¥ .o




N N . .
dénonic imagery. The'ﬁajesty of Rhine Towers could hardly , : t ‘

A3 ©

be described as "unromantic." Fhé desert ‘ceases to be either’

-

mggniffcent or malevolent whgn it is perceive@ by the men as
merely "uncoﬁpromisidg" Xg 384). \bzell ;;}'Eommeﬂied upon .
th;sc%evere-'attitudef of the landscap¢, but has ignoéed the
'frequent references to thenlandséaée as alternatingly welcome

and “hateful. '
. | , ° | ’

The- chaotic inferno of Jildra, the expedition's next
stepping «stone, is a startling contrast to the bégut&.and
decorgm of Rhine [Towers. As the garéy progresses, the‘ﬁen
are greeted by a Eloodiedngky and whorls of smoke. In this .
rapshaékle»tgmple the festering Brendan Boyle wofghipe the
god of self-destrﬁqtion. The expédition has ventured from

s 9
" the realm of perfection and innocence to the.outhouse of y

é*pbrﬁence. -These radically different'regiéns représent the o

polaritieq‘the men are yet _to experience beyOnd_;pe~bordgr—
line of civilization. - - ' , C o
Around Christmas time the party is ;pellbodhd by.the
‘lure of the foliage:, "Deadly gafianas were qui}éﬂ}egtivé in
immediate.efﬁect, as they glimmered against the boé&es of '

their hosts. . . . And there were the birds . . . filling

the air with cries and feathers . . . although there w%xe

also othe:'more'somber birds that would fly.silently into

-

, the thoughts of men like dreadful arrows" (3‘209), The

scenery -‘presents the paradox of both celebratiqn and death.

» , y -




, C ' / :
‘The Christmas,festiyities’age deadened by Voss's refusal te
partieipate in what‘he jgdges'go be’a pagan‘fetieh, ahd yet
lthe men do experience a 'somber celebration from which.Voes
is excluded. The “dreaﬁful arrows" plerc1ng the thoughts'
of the men are their embryonlc doubts and fear of what they
haye perhaps u?fnow1ng}y begun. ‘There is no turning back.

The men ‘leave the comparat;Vely pleasant yallef behind
them and enter a dead coﬁntry.- Voss's horse is startl®d by
a live snake, which is surprzslng in an apparently dead _
landscape. The appearance of the.snake oecurs strategically

.

in Voss as a presentiment of miéhap or disaster. When

]

Frank first glimpses the imaginery serpent in the Eden of
Rhine Toye;s, it is 1mp11c1t that the expedltlon has volun-
tarily- fallen from grace, having dellberately chosen banish~
ﬂent for the sake of discovery. The second snake appears

just before the onslaught of \{ifficulties and complications

. to which the men are to be subjécted. As they ride over the

"humped and hateﬂﬁl earth" they encounter the cheerful party

1

of aborigines who are voyaging eastward to eattof*the fruit

- of the mystic bunya (V 224). The expedition of whites ie

he&ded in the opposite direction; if they are seeking

- .

spiritual nourishment, they.are clearly headed in the wrong
_direction, The party is lured‘by the cooling promise of ]
water, but only Just escapes belng trapped 1n she clotted

4

slime. The journey is converted into something f a-

\

?
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nightmare when-the "glassy eyes of the most rational of d11

-

animals were séeing far too clearly as they -advanced into
v :

‘chaos" (Vv 225). Man, the rational animal, has been reduced

® P » @

~ ‘ . - '
to a glassy-eyed brute. What, is a mission for the self-

.appofnted and annointed visionary, Voss, is becoming a
chaotic hel or his only partlally suspecting entourage. = - —°
Voss is nterpretlng the trlbulatlons of theé landscape

. in terms of hi personal vision, whereas the men are not

Al

yet Mully aware of his %:dication to.suffer}ng. James
McAulej comments upon Wh te'sﬁtreatmént of "landscape with

respect to Voss's vision and the novel's theme: “Ciearly,“

-

‘much depends on White's ability to render the' external scene
in such a way as to convert.it into a visionary‘iandscape

. P A .
with figures. ,. . . The memorable scenes, gf the exterior-.

interior landscape cextesbond[sl e o o totthe thene tpat is ,

"7

et the heart of ‘the book. As Morley sudbests, “the R . e

Australian desert to which Voss is drawn, however, is to

prove needful to his dest::Lny."8 * The landseape reflects" 5

4 - . o
Voss's own spiritual turmoil, and it is -useful in that. it

o B N ’ l ] .

externalizes his iniernal struggle. ™

. . o
Blinded by the ;imelessness of their leader's queét, \

whlch has not been revealed to then, the men rzde on like
1 a

somnambulisti centaurs. The scorched men are reliewved

of the oéerwhelmingﬁeeat; énly to be cursed by a rain 'so

relentless it sends them running for shelter. The verminous . .

‘ »
i ~ ~
M . ° ’ *
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- ) Turn¥r, and uprlght Angus, who are temporarlly converted

¢ )

L4

B

. visionaries, trapped in the hallucinative mystique of the

"themselves on their endurance. Their pridé’ds wounded by’

)
into underground troglodytes, exchange confessxons in their
cave. Angus has been noticeably degraded through his asso-
. ) ‘
ciation with Turner, and the two share a bond more of

'bruteship' than mateship. Thewtrpglodythlmagery converts

’

o

landscape into a dreamécape, as Frank Le Mesurier is v1ew1ﬁg .

them through a’ fever-delirium that is part hallicination, .
, w - -— - , .
part reality. - . ' e .

The. men crawl out of their hibernation-and congratulate #meff

theztlgft of a fra11 blrd, a fellow sus£1Vbr. Surv1va1 is

viewed as a miracle rather than’ the 'resfilt of a bush instinct.

|

Perhaps the men are wonderlng whether they have been saved
- - . ¢ ’ }

for further torture. The arrival of spring is ushered in

A 4

‘with trumpeting fanfare. However, the spectacle of rebirth
' .

and possible raedemption is subdued by the pfesence;of the ™ ,>
vile Turner: "Tinged with gold-after wWeeks in the nmusty

cave, the fellow forgot the grey 1ouse he had always been"

e da

(v 354) The expedition's trlumph is false. aWarmed and

"soothed by the sun, the men who ride onwards "only ;emotely

‘suggested flesh" (V 355). Eﬁe celebration is as‘macabre as

the festivities of skeletons. The men are being stripped
to the bone, and the nourishment of dreams is starving

0

their bodies. 1In this sense they are all victimized-

: . .
{7 . ‘
. ‘ , .
.




potent landscape. ° o . \ \\\
. op - . . . . .
Jackie, the displaced native, undergoes the most loath-

. some suffe%ing of all: "The boy, whose isolation in the
colouress 1andsc§be~was\not made less terrible by his

black skin," has betrayed and assassinated Voss (v 446) .

L]

His natural camouflage cannot protect him from the. knlves

of gullt. Landscape is not the enemy, but it reflects ﬁ\&

te N s v

Q inner terror,., Jackie is the mumbllngumystlc who has been ;
. robbed of his=pfote§tive colouratioq through contact with f.

the white men; Thelr experience of the landsé%%%‘has become //

his experience., Even in deaxh he canﬁot be fully absorbed

\
;gf into the land tha;’%$s his by ri%?t_of birth: "He lay

down, -and was pursuaded to melt at last 1nto the accomo~
~ dating earth, all but his smile, which hlS tlght, white, 1

excellent teeth showed every sjign of perpetuatlng"“(y:4$5).
Tﬁis grotesque death o%%k ig the indeseructible proof of
hisibetrayal. “Just am Judas betrayed with a kiss;“so
Jaekie's pe;fect teetz’are degraded and eterna;ized;

. On the worldly level Voss has triugbhed in that he has.

"left his mark on the country" (V 472). While it i® under-

i

stood, that Voss's prlmq&y journey has been into the country 7

oﬁ_hls own soul, hls’motlvatlons for,ch9081n .the medium »
- . of physical exploration deserve consideration. R.F. Brissenden
. ' \
examines the'desire of actual explorers who chose the desolate

L4

, Australian landscape in which to carve their fame. Do péoﬁle,

»
~ 4
. . ‘
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he asks, becomewexploreré through curiosity? "But when the

.. country to be exploré% is 'so lonely, arid and inhospitable
. o .

as much of Agstr&iia is, one is prompted to seek for a less
T /

obvious answer. . . . It is possible to detect a more AT

. . N . ] .
?undamental urge-~the obsessive longing to place themselves

] N R ,
An situa&ions which -they know befprehand will test -them to

by

ghé utmost_.“9 Thls theory reflects Voss's lqulng to possegs

the country he feels is his own by right of vision. From °

the very start:he is dedicated to the\ cause of suffering.
i \ . N

. His experience is metamorpﬁoééd f:oh € eritngs of a
wronged god to the sufférings of a humbled man.' Just as the

landscape imadery in The Tree Of Man was‘oomoarativéfy

simple, 1n accordance with its theme,. so the landscape: in
0SS contalnsr in J%mes McAuley s apt phrase, a "gothic
plendour." In White's novels the description of landacape
is used to image the themes.

Although the bulk of the narrative in The Eye Of The

» ry \"
Storm is cent around_Ellzabeth Hunter's death-chamber, s

the protagonl is exposed to a dramatic experience of the

v

. Australian landscape. As thf landscape in this novel is the

b-

raging background of Elizabeth's illumination, George Steiner's.

comment abouth the treatment of lan@iscape in:whité‘s novels ds
disturbingly inaccurate: "The piay :f European densities

against the gross Vacancy‘g% the Australian setting are ‘the

constant motifs of White's fiction, "0 Landscape serves to

L ' Y



<o 'refl ct the 'protagonists' znner being, and none of Wh:.te &
cha acters cah be viéwed as grossly vacant.

The seyenty<year-old Elizabeth and her menopauéal o

L d . ] $ N . .;
princess of a daughter are invited to Brumby Island, an § A

outback where civilization has only tip~toed lightly. They

AN
enjoy the infc?rmal hospitality of ,their gengrous hosts, and

A}

.o v

" become acqgpainted with tha; flat flsh .batanist Edvard Pehl.
* Th ensulnl

events are J.nterpreted flrst by Dorothy, whose ' ‘

4

Qacatlon is aborted because of an acute case of the sulkss

and later by Ellzabeth, who is abando\ned ta a wrathful cyclone, .
\E - . . R -
and to the storm of her memories. o . A C

-
o

Elizabeth voraciously hungérs  for new experiences, -and

\

characteristically expressai a keen interest 1n the wildl:Lfe.
Dorothy, the "gtlck * but w1thout the strength and courage '
of convlotlon of Whlte 8 othe|r st:Lck-women,11 concentrates
upon a crab Igoving.painfully t,:hrough. the scrub (ES 375).

She herself jis a self-effacing cx\'eﬁa who is- thoroughly skillled
at’ clawing to death the spontanelty that 'life's experiences
.have to o;ffer. 'I‘he J.nfluence of the outback's x:\ysthﬂe ' ‘ T
deeply affects the worldly women: "Now it hushed- tho , - ’-* ’ '
strangers it was im.tlating" C§_S_ 374). They are'moxf\entarily

in awe of the exotic: foﬁage as they are being initiated

\1nto a realm of the unknown ‘

‘ 2, .
S o The house appears tenuously suspended, and it has

. miraculously. "resisted tl<1‘e throbbn.ng, the threats, the _, , e

. . t '
i

’ . , ’ “
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N
apocalyptlc splendours of an OCean perpetually roillng out

of an 1ndetgrm1nate east" (ES 375). This unqulet portrait

ofrthé'vuineréble' ouse is.the présentiment of the cyclone‘

. phat will soon demplish: it in one blow. It also fore- Q§
shadows.the "apoc lgptic splendours“ that Elizabeth w{il

eiberience.in éhe eye of the storm.
' Dorothy bécomes obsessed with the malevolenti; blgod- K

red moon as it ihvades her bedroom and memory: "Sewn into -’

the silver to reddish sheets the worse than red the angry
ejaculating moonﬁshoots to kill" AES 383) She is‘over-
whelmningly preo®™eupied with he; aristocratic husband'sg .
ec’:cus‘:atio'i: (of: her frigidity, and even t‘ pale, ;:ool moon, -

tradifionally‘represented as female,- bechmes a flaming, .

\ - »
stabbling phallus. Dorothy s castra7ﬁon comp{gx has taken
control of her centre of consciousness; for this reason’ L

R

her coolly sexual mother has becomé'a hurtful threat.

The pedantic. professor Pehl is one 6f‘White's I

cuttingly ironic creations. The profesq@r, who is burnt as
_ réd as a lobstgr, is a marine ecologist; concerngd speci- -
-Ifically with selZEted bufrowing invertebrates. The sﬁine- -
l'less prlncess accompanles him on one of his SClentlflC
" jaunts, during which time she attempts to arouse his interest
with hew charactéristically insipid remarks. As a startlin&f‘

<o

contrast to thE bland botantst and the crab-woman, who are

both conspicuously lacking backbone, the wild brumbiea‘appeqr,



'S

#//) A

. ) -
dn a cloud of dust: . hOon feaéhing them the horses proi:p

for én: instant; a couple of tiem reardd; 6thers' whee and
.8pun into the sbirailix"xg shadows; there was the sound of
hooves str:i.king on hvide, bone, étone; a flash of sparks,
and of teeth tearing at the dusk" (ES 395). T;:xe brumbies

* . B -
‘are ligce earthbound comets who represent an almos't other-

woridly,freedon;. To the&compa}ratively lifeless couple on
the b‘each, the un.tan}ed'brumbies are a demé’nic threat.
Dc;ro‘thy plflys_ the role of Pl-it;tle"“gir]: voyeuse as she
watches th'e' diluted couijfing ritual of her mother ‘and the
professo“r‘.‘ As eavesdropper she ca;nnot help but; notice the
a;bsurdity of Pehl, the turbot. INis her mother whc; engages,
her' rgluctant lfaséination._ ’Eliz«?beth languidlygconfesses
hér recurr‘ing ;kiapod dream, in which she‘ is snszused'in an
underwater giow radiating’ from herself, This dream is soon/
to. be translated into a waking vision when she weathers the
bejewél‘led eye of the cy;clone.. Even .the usually humourléss
Dorpthy is %ble to chuckle inwardly over gehl'ei Freudién-_
cﬁxp-marine-ecological inferpretation of the dream:" 'Some
fish use ‘chis light’ t‘_o attract their prey. . . .’ Were you,
in thé~dreams . a fish, Mrs. Hunter?" "(ES 403) It is true
that Elizabeth’Hun'ter, freguently' more goddess -than' woman,
can be likened to a siren. Pehl himself is drawn to heﬁ_by
the illusory mag'icg'of her mediocr:e éia}xo-pla?ing. [
Elizabeﬁh'é almost crippling illumination occurs shortly

' . '
; .
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after she has been abandoned. She is. hypnotlzed by the | .

bush, and begins her solltary walk while reflectlng in-

"wardly: "It occurred éb her she had read oﬁ.elderly.women

lured into ‘the scru% by an instipct for5self-destr&ction"

(ES 416). It is only after Elizabeth has been reduced to

" <

a mere wreckage that she achieves her shimﬂl’iﬁg illumi-

nation. Her self-destructive instinct is the c?talyst for

. . . . s, - .
her fragmentation, or unbecoming, and subsequent integration .

l\?f her sense of self with the cosmos. She‘experi&ncésaa

brief”but satisfying encounter with the two axemen, one of
whom resembles a strpd ark. She eats of e perfume of the

sap and experiences communioﬁ'through hetransmuted wafer”

(ES 418).

There is a tense calm before the storm: "The wind hqd//f/,

dropped. There was a breathléssness befo;e sunset" (ES 450).
Elizabeth is atuned to the raglng mood of the landscape:.

"She went OutSldé, and there were the flylng brumbies
approachinq down the geach} . « « The sun too, was . k
curously veiled and pallid abéve’ghe single stretchep‘blfcﬁ
hair of the horizon. At least the Srumbies were outrunnéra

of life" (ES 421). Ellzabeth does not react to the: W1ld- \\

)
brumbies with fear because she herself us an arch-surv1vor.

0}

She is conggrggd into an ipsect of degradlngyhelplessnesa
when the cyclone blows het inside-out. "She .is a spider who
crawls into the wine buqkerﬁwhfﬁe the«insubstantﬂal house - o

.
,L“ ) 7 T ']:" ' ‘

g 3 ‘x
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burns like cardboard. Her lnternal storn perallels the

external cyclone: "The llghtnlng was soon as free to'enter

.as her thoquts to sky rogket" {ES 422). She is accompanied’

by her fragmented meﬁories and- the s&ollen;dead fish who

a —

) . & .
have risen to the surface of the slime. Her funnel images

her own rotting womb. She examines the debris of her._past,:
! KAEIE

rememberlng her dead-fish men.. Her guilt is inescapable,
- ' -

as_ the poundlng ocean accuses her. she is overwhélmed by :
the pus of her existence. George Steiner observes thatvtﬁe
soul is trapped y}thin the vile flesh and that "White is’
obseesed'by‘the implication of the S%Pl, Bf ttranscendent ”i

w12 - ‘ ‘

vision in bone and bowel. . . In The Vivisector, White

concerns himself with the artist's vision of Dreck, and in

The Eye Of The Storm the stress is on the decomposition of ./

) : )

flesh and the rot of existence. Both Hurtle Duffield,anag
" - N :-,,/‘/ P

Elizabeth Hunter suffer the humiliation of aging;-tHe

Vo

®
brutality of a stroke, and both are fully familiar with the
stench and decay of their own bodies. Onily following this
excessive pff¥sical degradatioh do they experience illﬁmi-

nation. Elizabeth's spiritual light rad{ates from her own

9
3

"flawed but struggling soul. L. . . ‘

»
'

In her state of fragméntatien she is at her most lucid:
3
"This night .« . it 1s the earﬁh comlng td a head: practi=-
cally all of us will drown in the pus. which has gathered in

it" (ES 423). Elizabeth does not drown inethe pus; she

.
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:i88s. she emerges. from her makeshift womb with 1iftle..

‘ ;hougﬁt as to her own wreckage: <

R

™

She was no longer a body, least of all & woman; .
-the myth' of her womanhood had been exploded by the ) .
storm. She was instead,a being, or more' likely a '
flaw at the centre of this jewel of light;, the .
) jewel itself blinding and kremulous at the same .
tife, existed, flaw and all only by grace; for” the
stoxm was still v1s;b1y splnnmng and b0111ng at a oK
distance. . _ -t (ES 424)

' 14 » .
+The goddess has become the- qﬂpapltated sk:.apod.13 Hér o

%#sklapod dream has reallzed its setf-fullel&ng prophecy, and
she. heréelf is the flaw cente 1n the 3ewel of llght. " she
is bllndlng';n her expanding. v1sxon, and tremulous from thd"

jolt to which she has just been forced to submlt. This is

:esseezlally-the legend the dazzllng Ellzabeth Hunter who,\ «

=
even when blinded and cu sed with fhmoblllty, can be the b

~ .

flawed centre of°a houaehold around whose chrysalxs all

.act;ons revolve. She ds the’ phoeni wrio‘;refuses to be e
buried; "an pld'womaﬁ anq-foolish, who in spite of her age
. - o 7 . « ’ \

had not experienced enough of the,living"/(§§.125). She

Y

v

raizz‘to.live. This is precisely the spigndour of the woman.

P

b

ps she is %oolish, but she will not be sacrificed

agalnst her will. , ) "_3 -

.

Peter WOlfe s comment upon the use of 1andscape in the

.

B ~hnovel J.gnor&f the\g_{uca.al, speclflcadetalls of fandscape: L,

-"The Australia white shows us is not tpe‘sbéoioua; open air-

[Sad
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prairie. He draws the vastness of Australia tightly around
y him ﬁh nl The holocaust at Brumby Island refutes thls
assertion. Through the technlque of flashback Whlte often
abandons the clotteéd sickroom. His exploration of the possi-
bilitres of the Australian landscape pg—as vast as his ekplor;
ation of the human psyche. Just as the desert does éot -
instigate Voss' revelation,rbut sets a dramatic stage for it,
so the siege at the.island provides a oerfect milieu for -
Elizabeth's .iull‘lominatg'.'on. ' ‘ o o -
' The storﬁ is at the centre of‘the episod? at Brumby, and
%>\ Elizabeth is at the centre of the\storq. ?he woven imagery
e‘of forms of life such as invertebrages, fish and insects .
suggests the lowliness of being on one level. Opposed to
this are the invincible brumbies or "outrunners of life," )
. | who represent nob%e and self-éoverning’forms of life. Al~ “
F though Elizabeth has been drasticali} reduced, she haef
‘rallied. She has proéen herself to be an outrunner of, life
in that she has weathered the ‘eye of the storm.

] N

The Aunt's Story opens with death and release. Theodora

\
Goodman 8 dragon-empress mother is finally buried and her

daughter\escapes, Yet before White tosses Theodora intd® the

 intimate chaos of the European Jardin Exotique, he has her

N\
return to the setting of her chlldhood The dark outlines

£
L L

Jof" the woman begln to take shape in the myq;erlous Meroe'..

In The Aunt's Story, tﬁgﬁtreatment of\;andscape,posseases a

* ) ) ) .
\ .
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‘The exotic flavouy Qf Meroe has "eaten into the gnarled and

!,
h .

distinctivei& mythical qua}ié§.,lTheeaora has become abéerbed

. . . ' B -

into the legend of Meroe, a variation of Homer's Ithaca: "to
tell the etory of Merce was fo listen also to her own blood" . \\u
(AS 20). The Meroe her father has become obsessgd w1th is

“a dead place, in the black country bf Ethiopia" (AS 25) ~

eboriginalwlandscape and become a part of it" (AS 21). ?
‘Fheodora,\the "sticijz is very much her father's -

daughter. - Father is the silent and gnarleé tree: '"Fathegl

was hot‘unlike a tnee; « + « Your thoughts'drifted through

the branches" (AS 24). His mute approval of‘Theodora gives - '

her- the lncentiveuto pursue. her personal quest. Although

she ultlmately defers to conuentlon ln much the same manner .

that he defers to his scratching wife, there is a sallent

dlstlnctlon.‘ George Goodman has been brokeh, whereas )

Theodoraghas learned to bend. Her father has sgoken to her’

of the dark and dlstant Meroe, and of the crocodile in the

Nile whose larynx was being fanned by bird. Herpends hours

almost entombed with his beloved quer.and Herodotus, but -/ .

his Sourney never proéresses‘beyond the borderline ef'his

books. Theodora can be viewed as' a trapped bird who fans + ’ “

" the vanlty and whlms of her garnet-glltterlng mother, but

who manages to escape. e

t

. . g ,
as the‘mystic Holstius later informs.Theodora, her

dilemma lies with the ultimate paradoxes of illusion and ‘

!

NS : e e ..
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'place of‘EthiOPia. Eventually, however, Theodora becomes

terrorized by the deadly.inflﬁence the mythical Meroé has

”:‘pbéition in the scheme of péing, and of her own quest, is’

was Our Place. Possession was a peaceful mystery" (AS 25).

. longer anything there for Theodora, only t%e stark suggestion .

reality. Siﬁi;arly, Bhe has great difficulty' reconciling ‘D

L]

the two Merdéb. These do eventually melt into one burnlng
image that is to be’ permanently tatooed into her soul, g
Inltlally, the dead trees in her Merd * evoke no gloom because

the child can only relate the skeleton-trees to the dead - B

upon ﬁer vision of the familiar landscape: "from what she
. ® .
saw and sensed, the legendary landgcape became a fact, and

she could not break loose from the expapéing terror" (AS 25).

+

Her terror of all that is unknown, of her own ambiguous

v . ! ) \ ’ 1
imaged by the haunting Ethiopiantmystery. When she is able ;
to accept this mystery she is freed from the terror: "It

The legendary Meroe loses its ghostly fearfulness when
Theodora no longer struggles aqainst its hold upon her. She
has accepted it into her blood ‘ 'ev
After a brief leave of absence at boarding school,
Theodora returns to the "country.of hones, " but-lt is no -

longer the same (AS 112). "The h11L3~round|Meroe heaved‘

¢ ~

out -their black volcanic rock, and closed, and the rock:

remained, deaq, suggestive, but dead" (AS 67). There is no

of what has been. It .is implicit ﬁhaé,ﬁer quest will have . '

A

L}
S . . ?
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; _to leadl her, elsew‘}iere. The roo}cs have seem:.ngly voma.ted

-4
~ up ‘all their mystery, and sullenly closed. There are no '

-~

/ .more secrets to be discoverefi. When George Goodman dies,
7

the legend‘oféyérdé crimbles and turns to ash.'

Just pribr to her'egcape from the intoxicating %erdé'

_legend, Théodora encounters the Greek ‘'cellist Moraitis.

. Theyiare compatriots “from the country of bones,"” and the
Greek comments upon the advantageigj,belng born amld st%rk
desolatlon: ‘"It is easier to see" (AS 112). Even though S
his native home, Peleponefe, was a lush and sensual country,
there is the underlying ‘structure of bones. Visio has been

"\\\gseipped to.the:bone, and all that is non-essential has been
ca%Ved away. Mofai%ie and Theodgra aqﬁ\secret-sharers both
by birthright and oieion. Moraitis confesses that Greeks

1

o ~ are'"happlest dylng," and this is one example éf White's

=4 4

Jattitude to Greece as the pharmakos, or scapegoat (AS 113).

’

{ His Greeks are bruised and Vigtimized. . Thelma Herring notes:
</
"It is relevant to recall that The Aunt's Story was written

15

v

shortly after Patrlcklahlte had spent a year in Greece."

This could partially account for the concatedation. of the -
. R - ~ ” ’ § T
7 Ethiopian and Greek mytgf, and the‘equation of these two

‘\l

ancient countries with the‘stripped-bone imagery.

The Aunt's Stogx,concerns itself with the romantic myth,

or dlsplacement of the Odyasey 16 Theodora 8 quest cannot

t

carry herubackwards, as that would 1mply~regres§ion. she
N ~ ' ‘ -

——

B 1 a

-,




-
PER <

must progress beyond the realm of Me:d& into -her own centre

'
-

of consciousness. Landscape has mirrored /the mythical quest

¢ by weaving togéther the threads of the ancient Ethiopian,

Egyptian and Greek mysteries into Theadora'glygéiop of her
) . . 7
primal home. Her quest removes her from the boundary of

this original landscape, 3Pd relocates her in the country

of her own mind.

The bulk of the movement in Riders In The Chariot ocfurs

in the social outback of an ohscure Australian suburb. Mary
T S T 3 1

Hare is one of the four protagonists; and she is profoundly
' el o
.involved in mystic communion with nature. She is a’ native
, : {
Australian, and landscape is the womb from which)she barely

' emerges. 'She exists in a state '

Beascence, or.perennial

innocence.- She is_tﬁé undesired who has spént all of

her adultyyearg alone'in her ram fe abode. As sh

wanders amid her intimate foliage and;communes with natur
she is integrated into hérfpantheistic vision.  An early
morning fog is described as "lamb's wool," but the innocence

of the setting is threatened when Mary, the only-partially-
3
szspecting sacrifice, hires a malevolent housekeeper (RC 3). .

Mary's glimpse of an iﬁprobable wombat is a hing that she is

a secret-sharer with nature, and can see.what most humans -

LI e

)

afe not capable of seeing. Mary's innocence allows her a

“ lucid vision of the laws of nature, a vision that more

’ v
’ worldly and experienced beings are denied. )

. . '
AN
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. The e#éﬁh is lush, the Season is early spring, and there

;is.an aura of harmony and fecundity. Mary is a privileééd‘
‘aristocrat of naturé: "In all that dreaﬁy lahdséape}it
see%ed'that each particle, not the.ieast Miss Hare herself, = I,

‘e' ‘contributed Fowards some perfeétion" (RC 4).. Mary wanders

% . théough a paradisaical Qregmscape in which she is allotted

’ ' a modest but necessary role; She can be viewed as a mediator

*Bétween the bushnénd hﬁmanfty; Qet clearly, if.;ides were to

¢

"be chosen, Mary Hare would opt for the familiarity of the 4///

¢ ,undeﬁgrowtﬁ. She belongs to it, and it to her. Despité her

¢

stunted, botched body she is at one with’nature, and subse-
éuently with sclf. ,Lér odd appearaqfe even'sugggsts a dis-

tinctive beauty. Being so absorbed into nature she resembles -

a "sunflower"” or an "old basket coming to pieces” (R 5).
~ /

As a sunflower she is thevbfight, bold source of life

R Y

stretching towards illumination. As the tattered basket she
I'd

is subtly interwoven within the untidy scheme of nature, a

9 . . o . * - -
e scheme that is comprised of unlikely odds and ends, but

' nonetheless manages to exist as a_unity. The land is her

-
own: S (’\\ o '

+

o

All that land, stick and stone, belonged to hér,
over and apove ac¢tual rights. Nobody élse had ' )
ever penetrated it quite to the same extent. . . |
She went on through her peculiar territory. . . . % .
The rather scrubby, indigenous trees not so much . . ’
of - interest to the eye as an accompaniment to .
states of mind, were at the moment behaving with .

. docility, a certain, languid melancholy. (RC 8)

[




Vd

Her right to the land is as indisputable as Voss's own by
. : . ) 4
their common right of vision. Xanadu, in all iiks peculiar

tumbledown glory, is Mary's by much more than Sirthright.
she has penetrated it with almost a se%ual thrill and seneL
of posse581on. She has been lured 1nt6 it, and become a part.

-~

of it. She is as "scrubby" and "1nd1genous" as the very trees.

-The relatlonshlp between Mary and her: 1andscape is symbiotic.
Mary reflects the landscape, and the landscape reflects
Mary. The trees, no ﬁore and no less visually grat:.fy:mq‘ﬁ

. than the woman . image Mary's own mourgfully wistful mood.
The deltﬁete balance is ebout,to be ,upset by the intrudirng
.houéekeeper, the destructive order-maker and balance-breaker.

Mary is not pempered or indulged in the undergrowth of

life she has cho;en. Shet struggles through her qerritory.
rather painfully: "Scratched a little, but that was to be
expected once the feet were set upon the paths of existence. '
G e e Whlpped by the llttle sarsaparilla v;ne,‘of which she
~could haye drunk the purple.up. Stroked by ferns, and ferns"
(gé 9). The scratcping‘is soothing when coméared to .the
tdrtures she has .endured in the hands of .her suicidal fa'ther:~
in‘her earth-coloured stockingBAMary is camouflaged, and the
purple vines' serve as her communion. §he is blessed. Her

iapdscape whips and slaps her, but it strokes as well.

. . ~
Mary ig imaged as an unporn visionary. Her fgpher has -

raged against her ray'flesh: "Ugly as a foetus. . Ripped out '

* * ' ‘ ' 4




A

.inhabits a spiritnal interrealm. . -

- everything was harmonious, nature Is now conspiring to give .

T . B "‘ o N L
e e Jiooo

too soon" (RC 55). However, in his less brutal moments he

{

suggests: "Only the unborn soul is pure. Teli me, Mary,

do you consider-yoﬁrself}one of the unborm?" (RC 34). The
[}

fac§£§hat she has suffered and been scratched i% proof enough

\
of her birth. Yet her startling innocence suggests that she

»

X As she approaches her home "Miss Hare herseif haé

almost crumbled to watch her vision form" (RC 13).' Her

fragmentation, or "crumbling," is the prerequisite to the .
&

formation of her vision. She dissolves as an entity only

"to be absorbed into her surroundiqgg. She cannot experience .

herself apart from' Xanadu. Mary has nursed a nestling dove
Q v

| ~
to recovery.  She is a faith-healer who has been taught the

1 ! . ° » (3
secret of restoration through her communion with nature.
i

The dreamy, harmonious mood changes radically when the

)

foreign element, Mrs. Jolley, is introduced into the setting‘

When the housekeeper arrives, "the silence Wag shbck@hg_in
the sundergrowth"” (RC 39). Nature is personified, and
cleverly attempts to reject the intrudex: "In the‘cifﬁum-
stances\;hé nascent green of oaks and elms, massed to over-
whelm the scrub, issued too éhrill, the, grace-notes of'éréb
and plum blossom,.sprinkled at inFervals on black nets of .~~>

B

twigs, too sickeningly poignant" (RC 39). Whereas previousl ¢

M ! (

,an excessive, undesirable impression. The embellishments

> A

s 1
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«gre too shrlll,_an? the effect is nauseatlngly sweet. The

follage is Qarodylng ‘the shrill and sxckening Mrs. Jolley.

, Nature has aggressively infiltrated the household:

oo "The black branches of the elm'sawed; The early leaves
pierced'thé moré passive colours'of human refineﬁent.likewa (
0 knife" (RC 41).. qubert\ﬁafe; the obsessed aesthete who

brutally rejects hls daughter becayse’ of her unSLghtly
'appearance \s being vicariously - 1€9ulted and’ 1ﬂj¢red

Nature is stabbing his belovéd.architecture, and thereby

avenging Mary Hare./ She seems oblivious to the ihternal'
wreckage. Nature is her ally, aﬁdishe has|transm?téd.tpe~” .
landscape into an integral aspect of her vi;iqh. She 65n

endure without'the illusion of appearances and physic&}

[ 1
protection. Upon her disappearance she igp re~absorbedfinto

the landscape. This -points to the perfection  of /her exist-

4

ence, her end was as her beglnnlng, and she has never abandoned
° - ‘ Y ¥ ’

. her womb. : ? - ’ 1
2 @ v n . . * - %

Landscape plays q/ﬂéaessa;y role the shaping of the

protagonlsts' visions in all of these novels. The landscape

i

serves asnggs\Lyagic mirror' that reflects the struggle of
. r I

. : \\
these vision-seekers.

explorers. In 'Galle ’ the geographical setting has
lmpeded the emétional-contact of the settlers. They have .

lnterpreted their bitter milleu as a personal outrage, and

L) 4 ' . , ' - '
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‘ . , - d
have become .as destructive as the elements. The gruel land~

scape reflects the brutality of the inhabitants. They hurt

Al s . ! [N . .
one-another as, viciously Aas do the indifferent winds and

storms. As the protagoniét has so paipfu;ly learﬁed, the

. solﬁtion to the dilemma'of desolation lies .ot in physical
esgape, but in the search for oné's lost solil. ‘Happy Valley
ceases to be hateful for Olivey Halliday wpen he overcomes

2 . - ¢
the hatred within himself.

PR

In The Tree Of Man, Stan Parker learns the lesso

hat

the landscape teaphes him. He triumphs over edch external

and emotional crisis, z;p every catasrophe draws him closer

to his 1as€ing‘vision Of faith. The influence of landscape

+ 1s evident in The Eyé Of The Storm. Years after her actual

experigpce on the island, Elizabeth guntgr.spiritually'

.

ventures back tO'Brumby‘tj/make peace /with the eye of the

'Aform. Only after she ﬁas’once again felt, the sand beneath

»

. A A
her feet, and offered her soul to the wild swans, can her ¢
. . .

life and death be blessed. g -

¢
- Landscape i8 as thematically crucial to Voss as it is

' to Joseph Conrad's Heart Of Darknegs. Voss is distanced
. Y

‘ - from civilizatioﬁ and plunged into dafkness and horror. It - .

ig on;f in this abysmal setting that he is able to confront
thé darkness of his oﬁl, and conquer itf Both Theédora

, Goodman and Mary Hare\have been profoquly affected by their
native lsndscapes. eodora's blood éhroba wi the'mehory

of Meroe as she searches for her promised land, and Mary's - . - 0

© . N Y
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body is absorbed into the soil of Xanadu. .
All of these.protaqg\ists ultlmétely make peace w1th A

the landscape aq,they finally make peace ‘with self and

°
e

) fa;th. Whether initially portrayed as apocalyptlc orudemonich

landscape becomes absorbed into the soul of each explorer,

b
~and each explorer becomes abgorbed 1nto the landscape of L
* N ‘ - N - . /1
the quest. | ) . : ‘ A
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‘ L CHAPTER II o
- * ‘ \ ' " s '
: { The Journey Through Vivisddtion _ ‘
. ' I '

White'sQ protagonists are invariably exposed' to the

-, 4 s
knives of suffering. The experience of suffering is what ‘
leads the tormented outsider to a vision of permanent faith.

The vivisection motif is a rﬁgprring device in White's -~

L 4

I~{§fiction.p The brute creature existing within man.is subjected
\

'to physical torture, and the visionary trappid inside man
pursues %ﬁwrenching quest. Only when the outsider has been.
spirituélly stripped to the bone, and @;astically"humbled,

is-he prepared to embrace a sustaining experience of faith.
J

In this chapter I intend to concentraté upon the

~vivisection experiences of protagonists Hurtle Duffield in
. P

The, Vivisector, and.of Voss. Both men blessedly fall from. ’

~ +

. a false staté of pride, and are bound to t?e torture rack of

suffering. Their newfound humility-is the prerequisite for y
. .’ , *
redemption. They have to. be exorcised of their unconscious

_addicéion to the Divine Destroyer before they‘can be redeemed. ‘g
. N b o oo
‘Both HurtXe and Voss?tave arrogantly sought the throne wof

divinity,ﬂéﬁly to be‘vivisected.by'the excruciating illumi- .~

ok

nation that they are merely mortal. " Neither phe‘obseaéion

¢

. with art, nor the insatiable hunger- to explore and conquer,

_can spare- them from the finq? knowledge of a force that—

. ~
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limits their free-will. Both ien have attempted to deify
. .- \ ) \
themselves through their potentially ennobling gifts of

visionary insight. Such self—e#altation is pretentious,

even ludicrous, and destined to be subject to a cruel stroke

) ,? .
Vivisection imagery is also woven into the themes.of

Happy Valley and The Solid Mandala. 1In White's first novel, .

society . is portrayed as the ‘demonic operating table that ° '
) . ' N .o

cuts into the souls of the victimized i¥nhabitants: The

novel's protagonist is .a doctor who, at the opening of the

novel, is about as responsive and sensitized. to pain as'a

vivisectionist. In The Solid Mandala, the simple-minded - ¢

. v s . . - la - ‘
Arthur writes his compagsionate "Viviseckshunist" poem, ////

which poignaﬁtly expresses the pain of éxistence. : T«

4 f

Hurple Duffield has been able to tiénscend the medio-

crity of his gxiétence through the double-gdged\gift of art,

a~§ift that eventually %urps upon its master. Vosg's' inde-
pendence gnd overwhelming self-faith allow him téjenture

into the desert of Australia, and into the sand of his. owr

. soul. The demons that are exorcised from these men’are the

demons-that demand other 1living sacrifices. Voss, blinded
by his ewn brilliance, attempts' to lead an.entire expedition

to its doom, and Hurtle clinically vivis?cts his relation-

]

i

ships in the name of art. . In both ﬁovels; the knife image, \\

and the vivisection motif, are 'the crucié}.factors that lead

. - . 1
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. these deluded men to a ginal, undistorted image of God. ‘

Hurtle's first creation is "what Mumma called 'tHe Mad
]

Eye=~it looks.right through you.' Aiming its arrows, the
bow-shaped eye was at the same time the targétj ér bull's
eye" (iz 64). This mystic eye. is the third eye of the
artist with the continuﬁlly‘expgnding<yision. Althpugh’it
 is pqised to,strike, it is also the receiver of knives.c
The Mad Eye is the painted re&lization of the artist as both
vivisector and v}visectee. o | | //
Hurtle is the chilé,s@ld into sumpéuous slavery who

remains continually threatenea by hfs surrogate mother's
§li£tering pfesenée: “Her‘teeth looked as though they were’
adgainst him" (TV-77). This maternal vamp would ;mother
Hurtle. in somethlng far more intimate than the musky satlns
of her closet if given encou?:fement, and yet it is she who
rageg against hisgtgreatment o her: "Y?u, Hurtle were born‘_
wiéh a.knife in your hand. No, . . . in your gye"'¥!!’}29).
The knife of stabbing visibn travels from the eye tou}he o >,
hand of the'artigt, where it ;s'cqnverted into a'painfbrush.
'Mrs. Courtney has’oriéipally introducedlﬁurtle t§ the theme B
of vivisection. He transforms it into a personal, artistic
vision, and it becomes his llfelon;qobse581on} Hurtle's-

bush nightmare depicts Alfreda Cburtngy as the sheep who has S

~

been skinned alive for some unknown sacrifice:  "™... . nasty L
. y‘ v

little boy with eyes like'kniyes. + « « I am your- blood-




mother I am only nglpé;g it to die to save it from the
vivisector. . . . I know Hurturrl §oﬁ'would split my head

open to see what there is inside. . ." (TV 93). She is
- 13

1

both the bleeding sasﬁkficial lamb, and ihe‘self-proclaime4
saint, who is saving the sheep from yet further torture.

As Hurtle's vivisection vision/ progresses and expands,

human victims replace the animal sacrifices, and God is

both the divine vivisector and'the divfﬁe artist. Thus he
\

[4 . ~ ) & .
sees God in his own image, apd only much later recognizes
the divine paradox of God, who is b§tﬁ destroyer and healer.
'Hurtle's terror (which recalls Heseltine's phrase, the

"terror at theé basis of being") compels hims te recreate

J \ .

the Shewcroft suicide in the colours of his own comprehenéion: -

". . . the blood runding out of his cut throat, through his

veins, and from his heart, which was like a little fountain
squirting from his chest" (TV 87f. He paints his tormented

4 .
tutor's blood black, rather than the anticipated red, because °

. thelfailed man's existence has been blackened by the demon

of despair. Shewcroft, like the highly articulate and even
. N o -

. ) (
literary Le Mesurier in Voss, has succumbed to the seduct;vg

. - et SV ‘
knife of suicide when faith eludes him once too oftenﬂ{ God's |
.role in these similar tragedies appears to be that of God, .
0 ) ' ' : '
The Divine Ignorer. - e

S

The men in Voss's‘expedition have been equally‘diviged

A

into“those bf oil and those of water. The men of oil are the,

]
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outsiders, and it is they who suffer frow the vivisection

of expérience., The just Sanderson has informed Voss that

‘ *
there are both good and bad men among the emancipists and °

voluntary settlers; similarly, there is both good and evil
‘ 4

. among the gfﬁ?bf water and oil. The division is not one of

morality: but of vision. The mén of oil are the vision

seekers, and the men of water‘§feﬁspiritually shallow. e e

Alfreda Courtney's ouija board has spelled out Hurtle's

¢ -

destiny as "an 0il] painter™ (IV 103). Hurtle shares the

fate of’the uncommon man, the é;n of oil, with the éxpedi*
tibn's unhoiy trinmity of soul explorer,»idiot,‘anaIfailgd
poet. Even the g&mp ton Harry is portrayed;as a ﬁystic .
' fox the very simpliéity of his vision. The eqﬁat%gn of
extreme simplicity with goodness forms a pattern in White's
ﬁovels. His blessed idigﬁs are able to intuitively grasp o
what eludes the worldly men of§reason.-

’ Many of White's.proiagonists suffer from the dilemmg

of” the outsider, but both Hurtle ak&’Voss share an afisto::—7
cratic ,self-image that is violently trampled to death in

the gradual stages of their spir%;gél pﬁgg;ess;on. thé’

further complicates the "paradok,gf man }n ngist, and Christ

in man" is that @in theiypsyche‘ of the uncommon man, or

man of oil, there are traces of both Christ and.Satan : v e

(V 364). Voss can be viewed as a demonic figure when he

ailéws the timid ornithologist, Palfreyman, to offer himself

I3
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penchant for temper tantrums and dramatic épectacles.

1

as a sacrlflce to the uncompromlslng judgement of the sus~

p1c1ous aborlglnes. Voss-is completely aware that Palfreyman

w111 be cruc1fled, yet he is 'more 1ntrlgued than repulsed by

the 1nev1table cOnclusion to the fated peace-offering.

[

Curlously enough, near the end of ‘the novel, Judd, the .

uarch-surv1vor and man of clear water, confuses Voss and

Palfreyman, and mlstakes the sacrifice of the Chrlst-flgure
for Vosé's own. This strap&e misplacement of identities

lends itself to the theory that-there is also 'the paradox
of'Sauun'iﬁ Christ, and Christ in Satan.' Laura retrospec-.
tively observes: that Vo;é may very well have been Sutan were

4
it not for his resemblance to a poor, dnfortunate man.

"Contained within the one being of Voss are the polar condi-

tions of good and evil, the me%sianic'and the satanic.

~

Hurtle Duffield's first mistress is one of White's

choicest comic creations. Nance is a prostitute with a

Hurtle
first thrusts the knife ﬁnto Nance's fleshy side when

cuttingly‘psks:‘,”’Are you in love with me?' He gave

metallic edge" (IV 174). -Although their burlesque of

an

affalr is essentlally comic, it does have its moments of-

traggdy, cllmaxed by Nance's violent death. When Hurtle
places his paintbrush vivisectionally into the vegetable

qulntessence of her form on canvas, he is aware’ that “like

L]

.

\\\ all humaq\yegetables, she was offerlng herself to the knife

H oS M

Lo ; i . - ',




2 . . *
%\ M N . o , »

. . !

- i

she‘énly half suspected" (TV 180). It is the ertist who

'1 manipulates the @ﬁife—édgd of ‘the relationship, and.who -
destréys the éstoundinély innocent prostitute. One of the

few gifts that Hurtle presents t his volatile‘lover is "a
1ittle‘fing, of two gilt serpents intertwined" (TV 190). v
Hurtle and Nance are clearly the;two serpents intertwined .

in the demonic parody of love. Only at one point do they

4

approach the spiritual level of }ove that is experienced’
by Voss and Laura: "That~afternoon they Aade the ;:;;Efry .
_of love, its sparest bones" (IV 216). Oné of Voss's most.
shocking visions of Laura portrays her without any facial

flesh. She hashbeen stripped to the bone, and i8 prepared s
to share Voss's tragic fate. Love carves through the flegh
and"penetrates the marrow. ’ ‘ -

One of the essential differences between tﬁe‘art;stJ
aristocrat and the explorgr by divine righé ié the former's
'proqiscuity, and the latter's fidelity. Vgss is humbled and '
saved through Laura's prayers, whg;eaé rtle's women have

been tied to the operating table of his canvas. &one of them -

-

ﬂave_intergeded for the salvation of his soul, and he suffers
the stroke of illumination unprepafed and Qnaccompanied. Lo
' Although he professgs to 1ove'hié "psychopomp, " t?e inspireqd
pianist Kathy, it is because he'sges‘her in his own image.

She is one of the artist-aristocrats, ahd Hurtle's arrogance

is displayed when he fancies himself her maternal creht@f,

4
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ok bloodmother. The spirituality of their artistic affinity

- 4
. is undermined by the struggling of their mismatched bodies .-
: p . ) .
towards a sexual ufiion. Vess's knowledge of Laura has

begun.at the bone, and they taste the sensual and fleshy
lily in a psychic-cum-physical consummation of their love.

/ ' his surrealistic¢ sexual fusion transpires only after their

- pufe~faith in one another has been established.
The knife in‘Hurtle's third eye becomes almost lethal

. wheft it urges him to 'paint his second mistress, Hero, charac-

-

teristically -stabbing herself. . The dagger he seés and paints

with sharpens itself upon the fraility of the human condition.
- ' . . .
. Because Heres is no novice at hurtling daggers she rewards

\ 1

AN " . :
. Hurtle's ruthless exposure*by almost fulfilling ﬁi§ artistic
prophécy in a histrionic but ineffective suicide attempt.

; Her6's lust is described as sick and~é2gessive. Hurtle had.

' initially lustéd for a goddess to/worship, and not a partner
' in depravity. He denounces her as 'deranged, yet captures her

L vision of Dreck, and uses it as a thematic‘motif and progres-

siTn for his art.

\ Jane Lane comments ‘upon how the Greek Qlement in White's

work affects his distinctive style: "The Gr:ek'characters°
tea; up themselffes and tEeir nation with an°ambigu$%s sado-
"masochism which %?ems to refi%éﬁ the author's own feeling of
‘ his.créaéions. @heré_'s sométhing édgy in'ﬁr..Whiggﬁs ‘L
style! . . . The instyument is almost all edge and A cutting

4

/
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" compulsion. The Greeks are portrayed as Beautiful Losers, +
.and Hero epitomizes the once heroic and .classic Gx"eaek culture,
now‘jaaed and battered by defeat, and ;mniliat:_ion. Hero's
knotted nerves, consuming gu‘ilt, and starving lust -az;‘e all 'Q

rand depravity by attempting to embrace this woman. The ¢ )

" charatters being}: offered to the slaughterhouse of s,ufferihg,

Ve

!

edge at that."l This point is well taken as it strongly T
/ ° T N ! -
'suggests that Ratrick White is the "vivisector" of selected -

creations who are flung onto the torture rack of their

specialized sufféring. Hero displays this fier&ély sado;

ﬁtasochistic compulsion, but her motiv'atz:Lonsi are not ambiguous

at all. Aching for rede'mptio‘n, she is converted jntc a ‘-
nicotine-stained, -livery neurotic who viciously ‘jnocks what

-she has voyaged so far to experience. . Her'pilgrimaée to - | .
a sacred Greek island is a demonic parody 6’.1' the sp‘;ﬂr_iﬂt}-_’\iél ‘

quest? she relqntlessly pursues redemption with a violent . Q_ -

malignant forces that culminate ‘in a cancer which destroys
) \" § -7
her. Hurtle has attempted to embrace,all of human suffering

) N
actual embrace eludes him-because he is not yet xready for

- \ ,

the totality of the' human experience.

[
.

The vivisection potif in Voss entails many of the

i

‘or strugglingmagainst their fate as scapegoat. Rose, the

¥ A}

! ' }m ’ v "
emancipist "servant, sluggishly confesses: "I have been laid = . |
right open in my time" AV 82). Her debased condition of \

. A . A ' ‘ ‘
beifflg is pitiable; 'she is the deformed sacrifice who dies = -. | |
v » ’

- memm— -
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bearing Mexrcy, the credtion of the union 6f faith achieved

by Voss and Laura. Rose is the defenceless brute who is

‘wvictimized by life's arbitrary circumstantes. The ex- \/
N . ‘

3
“

. convict Judd polarizes, the will of Voss during the exfpedition.

Judd is asjﬁlnned against as Rose, but unlike Rose¢ he is' a. . .
survivor. He is at one with the burdened beasts: "Fbr in.

" their company'ﬁe,sensed tﬁe threat of the knife, never far
distan? from the animal throgt" gy 367): He readily undet-
stands the phys{cal dimension of suffefing as he‘himself is
the noble beast who is never safe from the threat of the

? t

knife, pressed by society upon the convict, and by the sophls- ' (-

»

ticated man upon the simple man.

o Lulled into a submissive trance, the expedition's men .

of water have no understanding of their pilgrimage into’'an

. unknown realm: "So 'they advanced into that country which | .

now posSessed them, looking back in amazement at their

> N ‘e

actual‘llves, in which tbeylhad « . . thought to offer thelr-

v souls to Go?, or driven the.knife into His image, some other:
man" (v Zdé). God is imaged in his creations, tﬁe\cregg:i;;‘
who have stolen his divine power in order to tﬁrow knives

at the unsuspecting flock. This is a warped variation of

the splrltual relatlonshlp shared by man and hlS God: his

. divine creator, judge and vzvlsector. Man is turning

i A3 [ "4 )
against God by torturing an image of him. This is the demonic

parody of "God into man, . . . And man returning into God"

- ’ N
- . ‘ .
'
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(v 411) . Man has emulated God's tapacity for destruction,

and not-salvation. .

o
A\

Frank Le Mesurier's tortured realization that he is

("\ . '" o [l .

not God, but man, or ‘"God with a spear in his side," is a

R ) 1
. variation upon the "God contained within man' theme (V 316).

This.aspect of God is Yulnerable to spears, and is directly

°

linked to Palfreyman's death by spear. This apparently
. ~ )

ineffectual man becomes'a Christ-figdré. He humbly g‘ffers
. . .

‘the natives his defenceless palmg, and is .imn‘\’ediately cruci-

-

fied. The proof of his real strength is contaihed withim
the line: "nor was there a single survivor -who did not )

f'eel'that part of him had died"/(V 266). Laura's spirit

L]

concurs with Frank 's mutilated vision of the speared God-

man: , "Man is God decapitated. That is why you are.bleeding”.

(v 387). The decapitated God contained within man cannot
save man from his destiny.. Man is bound *Qy\ blood to life

and death. Th& God without a head is the vivisected God,

-

who is no more omniscient than any of his creations. He is
the God whom faithless mankind has attempted to destroy.

¢ Frank has been ‘gound to his demonic snake-God who has

v

taken the form of Voss. It is the same’dark demon whom the

Abofigines fearfully worship. They have associated Voss

with the magical comet!, and when the comet flies fro?ight

s . .
Frank's embryonic faith, and the natives' awe of Vosss
vanishes. Suicide serves as Frank's last attempt-at poetry.

A . <

.

1

»
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+in his own side, and screams for all suffering evep{ywhere.
L

{

This self-vivisection is the admission that ‘the man cannot
7

! ¢

summon any resources of faitﬁ and is compell/a to.succumb

-\‘0

to failure. . When he pleads for Voss to glve him hope the

¢

abdlcated king of divine right proposes that Le Mesurier
wring it out for himself. Frank“a llfe—pulse is so feeb'{:l

that he 3&1’1 barely s,ummon his outraged veins to pour blood, -

»

let alpne faith. . ", |

L Whllq\the beasts are belng sléughtered by the blood-

l

lusting natives, Voss is truly humbled in his v1carlous L

experience of the animals' torment. He feels the cruel spear
a4 '

- .

tist before his own decapitation Voss .feeds Laura}with the

1
lily of his love and is greeted by the final vision:
Y. . .*? species of soul, elliptical iﬁﬁéﬁape; of a substance *

4 Y

similar to human fleshﬁ wh&ch fresh knives were contlnua ly‘
growing in place of ‘those thap weré wrenched out"-(g 4i 8).
This wrenching il;umination supplies the clug to the mystery
of spiritual suffering. The knives that cripple are not
prqﬁsed into the §oul's flesh from without; they grow there.
We supply ourselves with our'owp kniveé, and with our own

R )
specializéd sq{fering; Ngw knives are unfailingly replacijg
A {
o]

' old ones., .No pain is final, and suffering is essential £

spiri&ual progress. )
When Laura is questioned by the determinéd Colonel ““
S 1 ' v
Hebden as to the true nature of the complexJVoss, ghe cries
0 S < i
£ ! \ .1
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’/;n prﬁtesﬁ: "You would cut my head:off, if letting my blood
run would do any good" (V 439). Her'latent agorly binds her
/ to the decapltatlon ceremony in whlch Voss was hoisted upon

the sacr1f1c1a1 altar. Laura is a visionary and is. not
&

bllnde- er love for Vos;. .She concedes that he did

quality was unde ed by his almost pitiable condition of
being humen; Voss has been embarked upon a voyage ﬁowa?ds

‘ his coronation aﬁd instead he is'decapitated. Because.qf‘
his human fraility, this goor’unfortunaﬁe is spared the
exclusive pdssessicn of either evil or goodhess. ?he novel
depicts mankind as beast, man, Christ, Satan and God. 'Voss
emeodieefall of these paredekicel characteristics. Despite
hi; essen?ial human nature he aspires to be crqwned as the
god of the desert wasteland, th ingdom he assumes to 1e
his by right of vision. ﬁltimately he ez:ies the phy91ca1

dies as both

-~

fate of his tortured horses dnd goats, ar

v by ’ N * y o L
vivisected beast and decapitated God. The procession of
v J T
[

God into man and man becoming‘de'allows for Voss's spiritual,

transcendence. His ontologiwsal vivisection has served as '

+ the first stage of his transcendence. . ..

‘ !/ ' Jackie is not so much the Judas to Voss's anti-Christ - °

»

figure, as much as he is the Brgtus to Voss's Ant y. &Of

v

' - £

’




The boy ls-to remain tortured by his heinous deed and lS
suffering from the merc1less blade o§‘gullt/as cruelly as’

éhougk//l was he himself who had been t open: "Terrlble

3

cutting into him" (V 446). Neither the ‘vivisectee nor the

.. ~ ivisector is to be spared the searing edge of the knife,,

\ as the knife grows from th seed in thd soul. Although o

”~

¥ . 3ack;e dellberately 1oses the knife whlch Voss presented

‘hfm as aitoken;of good falth and with whlch he :sawed off

L)

Voss's gaunt head he cannot lose the knlfe edge that carves

s

-HlS only v1able escape from torment

leads ‘him 1nto an equally unde51rable realm. of madness.

away at hlS Splrlt.

-

baékle can be& v;ewed as socmety s‘Vlctgm, tor% between the ,
( - '

white man's subtle world and ‘the beating pulse of hﬂs aborL-

" gigal herltage. He has been used;as @ demonic instrument, -

. . (\\\4
4%3 .a compass by the whlte man, and a knife by his own people,

. and has been rlpped apart by the cgnflictlng wills of these

soc1al polarLtles. ,
¢

James McAuley's association with the romantic conception

of .transcendence in‘ Voss can be extended to include The , Y

Ly ] b ; . . .
Vivisector as well« McAuley states: "The ambitipoh to.:

<

transcend humanlty, to transflgure it and’attaln the level
o< \
of dlgnlty-—elther through actlonhor artlstlc 1nsp1rat10n—-

. . . .
2 recyrs .under many masks in Romantlc literature. . "2€>

y 7
w !
voss: attempts to transcend his humanlty through tha actlon

.
- - . d
' .
. .
.

kniVes of thoughﬁ% sharpened upon the knives of the sun, were.

E]

H

(St
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. - / .
of exploration, and Hurtie,'through the inspiration of art.
Art is Hurtle's prime defegder and arch prosecutor.
The painting precess ig both draining and revitalizing, and
Hurtle uses ie;to defend himself against loneliness and
self-doubt. Only after his stroke does his faith in the

diiinfty of art bégin to ctumble. Hurtle realizes that there

ative conspiracy of artist and

artwork. The serifes kf women in his life conv1ct hlm of

l

perverse nastlness'because of ‘his penetrating and dlstortlng

’,

vision: What they refuse to understand is that it is his
? ' . :

naturally unnafural,afflictgon, as involuntary as his step-

sister thda's ugly hump. The Vivisector deals specifically

and almost exclu€1vely with characters who . have been branded

with conventlonally unacceptable dlfferences. Hurtle is

' molded from a different if not super;or substance than the -

one of common clay. As Hurtle is hurktled through Iife and

art .there are forces beyond his control of comprehension

’ N N
that set hhm apart from the common> man. White is not directly

concerned with the dilemma of the common man. He uses him as
N L, : !

a contrast to the ﬁnusual man, pointing out the remarkable
differences: yet basic siﬁilarities. |

Sex, for Hurtle, is merely a form ef pleasurable
yivisection: QWes it possible his love for Madame Pavlpussi
would culminate on the operating tabie on a,prearrahged
afternoon?"’ (TV 294). Hurtle views Hero's sturdy body asla~'

half-open jackknife and is threatened by her sexually.
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violent demands. The demon-god of Hurtle's art has been
as jealoﬁs and possessibe as Jehovah himself. For this

reason Hurtle has been unable to achieve anything more
p ‘ A .

He-has denied
1

himself the desirable union between man and woman because

fulfilling than the knife-edge of lust.

«

he is falthfully wedded to his art.. He is, however, sensi=-
tlve enough to perceive that the substltute of ldst for®
love is little more~than the clinical 'operation performed
b} two consenting sacrificeé.

Years 1ater Hurtle stumbles over Rhoda, the grizzled

cat-woman, and attempts to trap her much as he would trap

his wanderlng conscience. But she has been sharpened by the

knives of experience, and is waxy of his ‘vivisecting vision:

A

“I might be vivisected afresh, in the name df truth--or

i

i . .
art. . . . . I was born vivisected. 1#ouldn't bear to be
strépped to, the table agaim" (Tv 406, 407). Rhoda has been

born botched apdyhas suffered isolation because. of her

\ >
‘deformity. Expecting nothing from life, she has nothing to

-

lose, except when piexced*by Hurtle's devouring eye. She

has made peace with her ugliness, and can be tormented only

. by Hurtle's converting hgr very ugl{ness into a form of

strange, and ﬁherefore unacceptable, beauty. Having glimpsed

her 1n the nude, be becomes obsessed with the rosey flame

(

of her aura and is "soothed by the beapty of the forms

dlsgulsed in Rhoda's deformed bodY@ (gy 116) . ., Had Hurtle
[y , 4 N < ! . l ':

N
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represented the versimilitude of her deformity upon his
. . .
canvas, Rhoda's experience of her likeness would be no more

¢
excruciating than a confrontation with the looking-glass.
He has, however, wrung the quintessence of her beauty from
" her stunted and humped form; for this she cannot forgive
him. |

‘Hurtle's first self-portrait is intended as an apology
to Nance. She has accused him of perverting his relation-
ships in the ﬁame of art. He attempfs to vindicate himself
by démonstrating that he can be the target as well as the
knife~thrower: "So he:gouged\out his turgid features,
reas%embled his failed coloufs, wiéed off the smears: it

~was a long way from razor-play" (TV 214). 1In this conte;t,

-

"razor—pldQ" has a double-e&dged connotation. The male "
" vanity be;hg indulged in the‘face—shaviné ritual is'an adult
variation of child's play. There is nothing vain or narcis-
sistic about Hurtle's hurtfully labouriocus attempt af‘selff
representation. The ;azor—bladé is a common symbol of .
su@cide,.and although Hurtle derives no pleashfe from this
parficular artistic‘endeaéér, he is in no way ;;ying to
'destgoy himself. This is an experiment of self humili#tion
. and not'selé-destruption. Nance views the finished product
as é‘demqﬂic caricature: "éhe made it look devilish;
furtive, ingrown, all that ﬁé had persuaded himself it

)

wasn't, and worse than anything.else--bad, not morally, but
. - i .

A

Bl
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aesthetically" (EZ‘ZZEL. Huktle takes éesthetic]failure as -

the ultimate insult. Overwhelmed by his failures both as

P .

man and artist, Hurtle smears the portrait with his own =\

)
excrement,

and begins his agonizing descent into the cess-

pool the human condition of Dreck.

\

There are the times when his art almost becomes a pure -

rather than false’feligion:

a
’

But there were the days when he himself was operated
on, half drunk, sometimes, shlftlng himself with

agony, when out of the tortures of knife and mind

he was suddenly carried, without choice, on the

wings of his exhaustion, to the pointyof iptellec-
tual and--dare ‘he begin to say it?--spirifual
justification. (TV" 430)

This description presents the paradqxical copdition of the

arpist wéllowing-in his own filth, but almost reaching

transcendence throhgh the dedication to art. This is the

reason‘why the artist lays himself upoﬁ the operating gpble‘

of his addictibn, and endures the tortures of his obsessed

vision and e#istence. Art is both his destroﬁer and healer.
U

He is made and unmade by the creative process. Art‘ennobles

]

and degrades. Hurtle is contxnually ‘being VLV1sected by his

~art, but he interprets this as an almost complete justlfl‘

cation of his prgoccupatlon. K%i\\\\\\\&\

Hurtle only begins to wonder abdut a God beyond that
of,§rt when he morosely contemplates the ébssibility of

paralysis. His fear of a debilitating illness’instigates

N
‘ . ’ ' —)\_\
'
,

\ s
. \ ‘ .
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o -
his quest for the faith in God: "So he lay wondering
) : . »
yhetﬂ%r he believed in, God the Merciful as weli as God the
Vivisector" (gz 448) . Iroﬂically egough,’ the Divigg,ViQi;
;ector has been kind to Hurtle by allowing him“to'expressfo
himself‘sq skillfuily through the medium of art‘q " Hurtle .
now wonders whether God the Merciful will granﬁfglm as ﬁch
m;rcy sﬁouldlua be robbed de;is. eloved, art. After ﬂhe\f
omen of his first stroke, Hurtle is \yranted mercy, but it:iéﬁ
implicit that the razor-edge of his -'painstrokes' will nefér
be quite as subtle as it once was. | .; i
. The morning after the "Grand Inquisition% of'Hurtie‘s 'w.‘=
fétrosbective; ﬁurtle acc?pts thaf the divine %ercy and
artistry of God surpasses the limitations of human art. The

relentlessly flogged creative spirit may eventually give up

- the strdggle and lay itself down in meek surrender. This '_////,

¢ v

is the moment when God the Merngyl wili intercede and give
the ravaged spirit %Fs overdue rest. The artist, victim of

his double-edged gift‘of art, has sacrificed his life to

art. Having téﬁfed his own blood, he is cursed with an

endless craving for it. His art feeds him, and feeds off of3
him. The relationsh&p can hardly be classified as symbiotic.»A
because the art will survive long after the artist is dead ‘

Blgssed with a mygtlcal third eye, the artlst's vision is as

;*—*—~—-———~cruelly penetrating as the vivisectionist's knife. The same

kqﬁfe that has staHBéd'Nance and Hero will turn inward upon

. .
' B ’ '
v .
\ » - ‘ N .
) " he]
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" Vops are the frequent allusions to his inflated, and even-

S

fonw
H
N

vy

"to the bone, byt his expectations exceed his cipébilities!

']

the Divine Destroyer operating within the artist figure.

The art is almost vampiric in nature. Ultimately the
divihely stroked and vivisected artist comes to understand
the finitude-of art, and the infinity of God:

Hurtle's last masterpiece is a pdrtrait-of the Indigod.

«

This is the somber celebration of God's mystery contained

within the pure moment betweeh sunset and twilight, when

" lightness and darkness melt inte the 'magicalhhue-of indigq.

The nobility, rather than divihity, of the'artist.is sugges‘éa
in Hurtle's iast insp;;ed vision. God is both the divine
vivisec£or and the divine healer. The artist must, account
to a deity béyond that of art. Ultimately Hurtle has been
sufficieng;y stroked to join éhe involuntarily,moving\Faini
stream of humanity. ihe seemingly self-g&%erning putsider.“
or artist, is not actually so distanced from the;common man. B »
Both are equally unprotected in' that they share thé common
fate of“mortality. Hurtle is adequétély redeemed'throﬁgh
the blight 8f his éuffé%ing to recognize that human art is
%erely'an instrument, not the end.

Pénalieling the viviéectiqgﬂﬁotif and knife imagery in

a ~

tually humbled, self-image. Voss has prepared himself for

all possible experiences of knives by étripping himself down

‘"Knowing so much, I gball know evérything“ (Vv 30). He o

a
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expects to conduer all that is &hknown: the myséery of | A
‘the bush and’the desert of his soul. His exploration of a
nebulous visioﬂ parallels thg relentless pursuit of the
impossible drean. Despite his pomposity, Voss is a hopeleés-
dreamer and one of the lést of the incurgbie romantics.

He posg?sses the innocence of the fanatic. 'White a@mits‘

that the characterization of Voss was "influenced by the arch-
megalomaniac of the day," Higig;.3 Thus, the character

étudy of the zealous explorer is subject to a demonic twist.
All that is satanic in Voss must be exorcised before he
approaches the desirable state of godliness.

- Voss is attracted Fo Laura's cool strength, and she in
turn is fascinated by the rocky shoreline of His so&l:

"You are sb‘Vast and ugly. . . . I can imagine some desert,
with fécks, rocks of prejudice, and yes, even hatred. You
‘aré isolatéh.-lThat is why you are féscinated by tpe‘prOSPect
~of desert places, in whiéh féu will find your own ‘situation

. « . exalted" (V 94). Laura accepts all that is hateful

in the man as a‘personai challenge. “N6t unlike the tradi-

tion&l woman in love she hopes to make him a better man.

The essential paradox underlying the nature of the

r

expedition is that Voss, although he is an island of isolation,

. - B R I AT 4 L 4
does not seek his kingdom unaccompanied. He has offered. the
, . . \
men no realistic goute; he does not even havé a map to guide

them. And yet they follow him like bleéting lambs, trusting

) ~
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his personal vision, a vision that at leést half of them
cannot even begin to understand. It is Judd who frees him-
self of thé'yeke and finds his way back to safety. Patricia
Morley éinds the‘"apparent Qenunciationfof Jﬁdd in the last

quarter of the novel, as the usurper and mutlneer to be
2N
potentlaily baffling to the reader.4 However, I agree with

Y

'Sylvia Gzéll's ihterpretation of the same 51tuatlon, and
fail to see in what way Judd is beyng denounced. "Judd

sees that he, like the others, is 1ntended as a sacriﬁidial

5

offering to Voss as Anti-god and he rebels."~ < Judd is not

<

-———anneointed with oil as is the visionary Voss, but nor is he

damned. Judd is neither usurper nor sacrfficial victim.
It is the Satae in Voss who would demand anylother liyiné
sacrifices than himself. V] |

Voss achieves the height of his dlgnlgy when he dec1des

togcamp down near an embrac;ng rLVer, far E;om the burden

of his perplexed‘flock. ‘"The dome of silence was dev01d of

all furnitufe, even a throne" (V 205?. Enfolded in the pure

sound of silence, Voss momentarily loses all pretensions.
Solitude is his natural element andf_when he is integrated ‘
into the stark landscape, the man of bone doee not require
the illusion of divinity to experience the unity of being.
8& is the sqlg observer of the art of nature wherein every-

thing is aesthetically harmonious.6 Voss can view himself .

i

as a part of all that is énnobling and eternal without the




™

props of sceptre, crown, or throhe. Voss, however, is \
. . . ; ‘
, perfectly capable of making a fool of himself. When he.

‘,’ informs Judd's purposeful wife of his identity he ¢licks

,societ&'s judgement. This vivsection image can apply'to the

his heels like a Prussian commandant. This clgying foolish?
fiess is the result of Voss's false pride, and in humility

he attains the desirable dignity of being. Both Voss and |,

El

_Hurtle have miraculously falleh from a demonic state of '

pride inta .the state of grace. They have been vivisected

by the experﬁence of suffering, but have been redeemed by the
? >

¢ 3 < 3 N .
.+ divine mercy of God. The vivisection motifs dominant in

both novels stress man's helplessness,in the face of suffering. .
vaen the man who imagines- himself to beé an island unto himself
is at the mercy of the Divine Vivisector.

In Happy Valley, the malevolent community spirit vivi-

sects the privacy and soul of the individual. It is the\\

doctor who makes'this bitter analogy: . "A city is different

again, almost a natural phenomenon: - The individual may get

el

hurt by the general trend of mass passiqn, but he’ﬁan't.be )
put on the table and deligerately,slit open without an
anaesthetic" (HV 187). Oliver knows that his liason with

Alys is ennobling, but feels himself to be at the mercy of

dilemma of all the novel's spiritually bruiséd characters.

IropicdilyL they are all their own worst enemies. °Althougﬁ
LK} ° -

. they inflict pain upon each other they achieveé little more




than self-dest?uctlon.

-

In The Solid Mandala, the 51mplehm1nded mystic Arthur '

is the protagonlst, and hls spiritually sterile twin, Waldo,

o

is tﬂé antagonist. The demonic imagery which surrounds
Waldo's ééath‘invertg the vivisection motif. The senile : (
dogs, whom he deplbred and abused, mutilate pis‘kateful : ‘ -
corpse. One dog "pulled, pulled at the old 'soft perished
rubbenﬁ (SM 295). Wal o, the splrltual eunuch, is being
11terally castrated after death as the sign of hlS emotional
and spiritual 1mpotence.‘ |

\Waldo imagines himself to be a literary_ﬁan, a poet.
He becomes morally outraged:.to the point of violence when
he discovers Arthur's one attempt at poetry:

my heart is’ bleeding for the Viviseckshunist
Cordelia is bleeding for her father's life

all Marys in the end bleed ) ” - , , Co
but do not complane because they know r
they cannot have it any other way - . - (sM 202)..

As a startling contrast'to Waldo's spiritual LM%otence’
Arthur\ls spiritually androgynous. ‘He ldehtlfles the humanl
condltlon of sufferlng with the female experlence of pain. B
Arthur a1mself is portrayed as a Chrjist-figure who is Coq'
pas510nateqﬁnough to bleed for the vivisectionist. He

. certainly bleedg for his-unfeeling twin. Waldo has brutally

vivisected the possibilitg of the spiritual fusion of the

two. -Ultimately Waldo is .destroyed by his own hatred, and




g v . \ “
//’ .

Arthur, still 1ong§~for his twin in the sun.’ .

The recurring vivisection motif reinforces\White's
concern with su%fering as a condition of being. . John Cowburn
suggests that Voss can be interpreted as supportiné
Schopenhaur's view of life. Cowburn is dissatisfied with the
apparent denialiof life in the novel: "The idea»that we
should make suffering our aim in lifg is almost pervérted.

. ﬁi‘&eﬁi':eleCts this Ghtlooy, then éﬂis is perhaps why,

' while admiring the imaginative power ﬁhaﬁ went into its making,
one does not, in the end, accepé it.£8 I do not think that
White intends to reflect this pessimistic odtlook in Voss

or ih any of his other novels. The Epigraph of‘Happy Valley?

14

away with the law of suffering, which is the

is a quote from.Mahatma Gandhi: "It is impoi:}ble to do

e indispen=-
sible condition éf our beiég. Progress. is. to be measured

by the amount of suffering undergone . . é thé.pu;er the
sufﬁering, the greater‘is_the progress." »White;suvigw of
suffering is reflected in this quotatioﬁ. He does not sugges£
that we make suffering our aim in iife, but shows that we

cannot eséape the' indispensable condition of suffering.

White suggests that spiritual pain is/neggqsdry for
. . . . R L N
.tran’cendence. In h£§~novels, transcendence is the most

$ublime of apocalyptié fxperiences, and suﬁfer;ng is a
. . L »
necessary instrument. . Whgte's transcendent characters do

not think that happiness is ative. Cowburn suggests that
- ; oo

»
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Y

¢

_own deca?itatiqn ceremony, but the man's asci;i

13

“"'(Ji

o

- "
: R ‘ .
"the only peace is that of apa®hy, -obtained by denial of the
‘| . { N -

will to live; and that &ll people who believe in their own
selfhoods are ﬁaliciouS'towards each other at heart."g-

.

On

the contrary, White's characters ‘come to believe in their

. . {
own selfhqQggds only after they:abhieve an image of faith. -

White uses vivisection i gery to suggest the demohic

~

4 *'5
aspects of suffering.-

There is nothing #esirable in Voss's

to godliness

)

is redeemed.

through humility, is éepicted as desirable. Artist Huf%le
‘ o
Duffield must embrace god the Merciful before he
’ .t
Suffering does precipitate progress. MWhite's reatment %f*
) ¢ i A

suffering as desirable in some sense does not imply denial

o

1

of Xhe wilr’tp live, but sefves to confirm tRe omniscience

i
of God's mercy.-

[ : RN
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fat The Social Zoo - %_

N ’ 4 o ' o
_;" ’ ‘ Wﬁit@sat/ilgi'zes the eonventfxons ‘of. rna_t:\eship, sexual.

P attrac?ion, soqiai intercoﬁree, and cuE;u:el and intellectual_
\"—pfetentiouen?ss. _fhreughout his nove%e“one\fin@s the ;ecur:‘
‘}iné §SCial gathéring that features the gregarious human

beast. Animdl imagery is dominant in the descgiptlon of
thﬁfe herded gatherings, and social conversatloﬁ\ls savagely -

"»
burlesqugd. Although the tone is” cuttlngly lronlc, the

¢

$cenes of trapped togetherness leost invariably culmlnate

~

¢ ©On a downhfat. Amld the clutter of outrageously bejewelled
- .
ot ladles and plumaged_gentlemen, there is usually the suspecting.
* s, ~
victim, ,the social sacrifice. This sacrifice flees from the

« E4 14

‘ stlfllng enclosure, 39& flnds release ‘in solltude and phy31cal

’
*

’ degrédatlon. ' . T C
B N ., . , . . N
tﬂfﬁ In "The Prodigal Son," White speaks of his return to, . ‘Ai-
. L N i ’ :
X, ~ Australia, and of his attempt to carve his stark vision. 'He

admits that "even the ugliness, the bags a?d iron of Australian "
[N .

life acquired g meegihg. As for the cat's cradle of human -

intercourse, this was necessarily simplified, often bungled,

1 >
/ sometimes touching.“l White's irony is playful when he 2ﬂ$‘
I'd * e . \ !
deals with the/web of human intercourse! His™outsiders, ]
£ : ¢
however, all transcend the trap of social stupidity.' I
. . - ' [N

inbend to examine the formal gatherings' thgt occur in The

.

-,
-1

(228




X Y
Living And The Dead, Riders In The Chariot, The Vivisector,

and The Eye Of The Storm, and revéal how the scathing social v

- . > ) ) »
satire in these similar episodes serves to portray the
dilemma of the outsider. - s ‘ .

The Living ,And The Dead is the first of White's novels

to feature the absurdity of people pecking at one another
as they are all:exéosed to thefkﬂ&fe-edge of hypocritical ,
- 3 paflahce, and defiled by tpe "répe of the ear" (LD 227). v : .
. . -e & . ' —— . ‘ . ‘
The ‘flighty Kitty Goose has -attained a dubious dégree of ~

' )
respectability and sedurity through matrimony, and is‘cén-

Verted into the reflned ‘Catherine Standish. Despite her

<

. newfound title of "Mrs," K;tty remains very much the 51lly~
’ " ? -
', s goose throughout her ineffectual lifétime. '~ Tgapped in an

timately |social ménage & guatre; Kitéy dines With her -

beloved spouse, an old flame .of his, and one offthls lady's . °

]

current admirers.. She is quite willing tB attempt the
ambiguousg roge of the gracious 1ady out for a.good tlme,'
and engages in the appropriate "brittlg'monotoﬁe"'(£2139}.

_Understanding that her clutch upon the élegant rags of .

conversation is brittle and tenuous indeed, she stoically .-
AN

assumes the tone of the casual, tae'“coldly;.amusiqgly

a
.

flippant" (LD 218). Yet undérnéath‘the fagade of benhomie - . ™
4 " ’

; Kitty cannot escape from the "terror 'at the basis of being."
. ‘ + -

* i ‘ : 2

) She stood hesitatingly on the edge. .The face that
had been so intimately a part»of hers, in thought,

. . - |
/ }
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of birds. That time the swallow fell\exhausted on the carpet,, ¢

~a caricature of a bird, as lifeless as the stunned swallow.

. J
seating crumbs of conversatlon, and seeks shelter and anony-

of pointed' lights" {LD 41): She is the swdilen blrdiwho is o

R
and darkness, existed by itbelf, apart. There

was no denying this, It was the old malaise . e
‘ recurring. ‘ ' - ‘ (LD 40) - AN

The malaise Qf uncertainty and  ksolation cannot be obliterated

by the pretence of friendship and belonging. Kitty knows that

< »
’

she herself is friendlesﬁ'and governed by the fear of(lso~
= { ; )

lation. .
Kitty scrutinizes her friendly adversary who is as > é\
L N < .
. & R RV
gaudily plumaged as a golden vulture. Maudie is the mon- RN

strous, crippled bird who‘pecks at the tidbits of gossip and o
civilized slander with her crlmson beak and lethal talons:

"Like x great 51lky blrd And you rec01led from the touch .
.. R

. . N
and you shudder®d to lay it on the w1ndows1ll. . " (LD 41).

Maudie, the "great silky blrd," is repu151ve because she 1s

She 1s a malevbient carnivore. Kltty escapess from the nau-

r ¥

"\a"
ity in‘the)public lavatory. - She is ill because of the fear PR
' . R S
and the baby growing'inside of her: "She felt like some

-

large freaklsh intruding bird that panted in a nlghtmare

trapped in the cage of social 1ntercourse. Ip The&LLVLng |
f‘ n - .
And The Dead, bird "and flsh imagery suggesfk tﬁ% attempt 4 [

\"t t

of the charcters to’ 1ntegrate'themselvesvlqto the web of

W . 3 ’ ,"' -" : ‘
- IR A ?‘J‘ | S t,
* »




\*~;social sﬁfvaal. Birdsrmay suggest both the possibi;}fy of
flight ahé a predatory savageneesw
Kifty's metamorphosis to Catherine occurs when she !
discovers she is with child: "Kftﬁy looked at her, or this

Mrs. Standish’, with her'freshly acquired .importance, looked

at all the Maudie Westmacotts, and decided in one swoop

that She disliked her sex" (LD 43). She dismisses the entire s

dme oo

female species in’one feathery s&eep because she is puffed

up with r own selfblmportance. Later, a matured and
P e

hEN

magnanimous Caiherlne contradlcts this self-righteous

confession, ‘and hlnts that females are capable of something

akin to the masgnry of mateshlp; "Mrs. Standish enjoyed -

this mental flirtatioh'with her dwn sex. . . .- It clothed

N zch .
the sharper moments, kook -away some of thelr stlng, just this /

sense of freemasonrv (LD 235 ~-236). Catherine has become
3

~ one ofrthe coqquerors, and can therefore afford to be con-

descendlngly gra01ous to her assortmene of female guests.:
. AR lmplmcit prlce tag lS attached tolfrlendshlp.f Her enjoy-
o s , ;
ment with the membeﬁs of heg_gﬁgJeex is "flxrtatlous,&<\ .o

subtly -sexual. . She iS'courting and wooing Ner teatime P

e entourage.‘ This frlendshlp is shaﬁﬁ false but pleasant. A b

k ﬁ}s. Standlsh 'as mastéred the fine art of hypderisy and

‘can 1ndulge her social whlms. o : T

-
1

The globe-trotting Adelaide Blenkinsop is the grand

lady who'collectsf;eﬁher'shabbyepeOple much as she would . :




S

"liked to think she was democratic. The abs fd, shabgy people

tion for any successful party. Adelaide and her husband

. . .
" the fish-guests in th

it was difficult to choose pne, theygswam, the smiles and

~ N A

\ N

‘ . .
- collect semi-precious game. She triumphs by wooing, with

L

tasteful condescension, her semi-precious friends: "Adelaide
she sometimes patronized" (LD 218). With her political
spouse, she marks out conversational danger zones such as
Jews, Spaniards, and Catholics. This gnviable couple lives

by the code of ethics .that "seriousness of purpose, anyﬁay,

was in itself a sign of bad taste" (LD 218). Adelaide is

'understandébli attracted to Eden Standish, Kate's volatile
P .

and restless daughter. Eden is independent,  and §oes not

hunger for social acceptance: She would be an exotic decora- -

. are the insiders who polarize Whiteﬁs unprotected outsiders,

, . o .
Gerald is embedded in the capitalist conspiracy. The {guple '

"

is useless, self-indulgent, and burjed in affluence. ‘Adelaide
has nothing mdre meaningful to contend with than the "first
bnitt;g‘fragménts of conversation made by nervous gpests"

(LD 219). . ‘

o

‘
stagnant pool‘bg Adelaide's party:

"Standing on the edge of so many deliberate, hostile smiles, o

; . ; oy _ : :
Cdtherine's rntrzfertea‘son Elyot finds himself one o

-’

the voices the brilliant aquatic form of Adelaide in satin!"

(LD 220) . Everyone is treading water in the shallows of

conversation, and Elyot reluctantly decides tok"plungq,

»




—~

‘, . ) L
head forward into the aqguariumy (LD 221). It is in this,
aquarium of exotic fish that Elyot meets Muriel, the "macaw,"
who is as ﬁomaﬁly as a -female impersonator: "She sat and

began to arrange her face, holding a small mirror in which

to preen a great macaw, smoothing the mauve lids, grooming

® o

‘the plumage with a scarlet claw" (LD 277). This grotesque

parrot, with an embroidered red nipple over her left bréast,
; .

is a parody of womanhood. Their premeditatgd substitute for

passion culminates in a bed which is imaged as a tomb.

Muriel's real face "had ‘drained right to the bone," and

"ash had fallen between her breasts" (LD 286). They are

cbrpses who have assumed "the shapes of passion," but their

exercise has gll the sensualdty of a funeral (LD, 286). In

- »
this™ episode, the macabre bone ima

L

»

parody of the celebration of love. 1In ite's treat-

ment of bone shifts from the demonic to the apocalyptic.
>

The psychit lovers, Laura and Voss, have been stripped to

the bone. Their spiritual fusion transcends-the union of

»

flesh. They have become one through a vision of the ultimaté.
In the meantime, the aisiﬁtegrating Mrs. Stdandish makes
one last, desperate atrempt at sélf—gnrichment by taking on
;(vﬁ;ga('saxéphonist as her lover. Wally nicknames her ‘
;Kate'. Her tﬁird metamorphosiS'is‘her unsuccessful éttemp‘,

at rejuvenescence. Wally can be understood‘'to represent the

animal, as opposed to the spiritual, element of music. He

~

’

-

CoL . \

(84




- ‘has a genuine affection for the "old girl," and their
relationship is one of White's most comic creations. She
is ashamed of hig mauve shirts and sincere stupidity, and
he is shameq.ﬁy her time-~-ravaged, if mat%re and sympathetic

3 face. , After neglecting her, he makes amends by inviting

her to the uncouth party'at Maida Vale. Kate reflectst
"A party is an orgy'of anticipation: And this will be the
archetype-of parties” D 338). It is. Although the guests
at tbis parfy are showy illiterates.rathe;>than White's )
usual pseudo~intellectuals, this epfgode is tqé;précﬁrsor
of White's sﬁbsequént pérty settings. It deqonstrates,the>\
. ‘party paradox by being both hilarious apdpglafming.

KaFe dollaxperself up in a“reddish dress, the costuge
of a diluted vamp, but comically unsuited .to her role as
Mrs. Stépdish< She applies her cosmetics as tﬁough grindiﬁg

“cigarettes into an ashtray. She dispassionately observes

the jangle of her face, and is quite prepared to sacrifice

“herself to the degradation of the ordeal/ She is adrift in

[y

the island of gin and golden tassels,
<

iggiﬁg to the rbck:

L

. humiliation. Kate is intrigued by a set of hideous elephants
* A 3

¢ decorating the mantlepiece, and her gin-fogged attention
; .

g keeps return}pg to these solid twins. They éuggést the split
- fragmentsfpf her memory, and are ‘the links to her sense of .
#o , '
self. In The Aunt's Story, a fragmented Theordora Goodmarn'
. i~

, M “(‘
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; .
is similarly entranced by an ugly, orange clock. The clock

is an object of permanence, and is Theodora's connection tp Ty
° 1]
—*

time. Tipe and memory are indeed ugly, but they are solid

v

whin compared to the chaos Qf the present. Unfortungtely,
: .t \ »

thé‘elephants begin to play nasty tricks, one pointing its
. L] a
strunk in accusation. It is then that Kate is maimed by a

vision of herself as tye "old droop—earéd sow that rooted
after cabbagé stalks" (LD 347). When the elephant's trunk
befins to move Kate is released from her hellish silende
éné announces: "It's happening inside. It all happens from

" the inside out. Now-.listen, you see I've thought about’this..

1]

Whether it's an aéple or a spinning top. It goes rrrrr.

.

Bbpp: Take it from me" (LD 349).
' Kate is rendered inarticulate because of the gin, and
because of her awareness of the confusion and uselessness of

her existence. She insists, however, that she has never been

A3

more lucid. Her iptellectual pretences are gone. She has

o been humbled. 1In one last, magnificent burst of life she\is

: -

the red-gold meteorite craéhing towards the carpet and into

her own vomit: "Sihe was the fxayed end of a cigarétté, the £

i

greenish-yellow olive stofre, thege were the remains of

Catherine Standish, if only they would cremate these, she
felt" (LD 348). She has del.berately vivisected herself in,

front of the collection of borderline defectives as an ini-
!

tiation into death. By confessiﬁg to the frivolous Absurdity'

-




-

of her”Iife,:she has, in a sense, recited her own epitaph.

In describing thelfirst phase of satire, NorthrOp Frye
speaks of deserts of futlllty opening up on all 31des._ "We
have, in spite of the humor, a sense of nlghtmare and a close
‘ prox1m1ty to something demonlc‘"? This is precisely .the
mood governing the party episodes in Whlte s flctlon. The

social gatherings in The Living And The Dead mirror\go idle,J’

decadent society that is sleeping through a political crisis.

s

‘There 'are the merry-makers who.are blind to the disastrous
condition of the world. THe suggestion ;s that the dead are
out partying, and the living are out dying. The drumken -
chaos at M;ida Vale sets the mood which white's iater parties

are to follow. (Underneath the fagade of celebration lies -

' the confusion and isolation at the basis of being.

The four riders in Riders In The Chariot are all sub-
jected to one festive social situation in which they cﬁarac—
teristically assume the role of the outsider. In each of
these instances, the Rider is the sacrificial social victim
who suffers, and is publically shamed.”

Mary Hare's ineffectual mother‘throﬁs a "coming out"
fparty for her daughter who is more of a marsupial than a
debutante. The botched girl is humiliated when everyone
ignores her. The' undesired virgin, with her hodgepodge of

. Lo . ¢ .

wilting flowers, ‘is miraculously saved from despair. The

ugly forgotten girl should have felt miserable, but was

0

%A,
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*

preserved finélly from unhappiness by the wonde% of the. <

night (RC 26). She' is the antitheéis‘gf the popular Helen'.
Antill, who is reflected in the narcissistic mirrors embroi- -

.dered upon her gown. Helen'is the preeming bird flying about
s " .
in the party cage.

-

Mary's painfully shy cousin Eustace is, sweetly bullied

N . , . L .
into dancing with ¢he.dazzling Miss Antill. .He finds® the ha

experience to be 50 excruciating that he is forced into a
premature exit. The frightened birdrhas _fled, ang fhelin-
sulted girl soothes her vanity by speclilating: "Could the
bird have died before 'the kill?" (RC 28) . Miss Antill is |

L
both predator and bird, and surmises that the wounded prey

was impotent even before shé could castiate him. Mary,~ to
misses vgry little, has experienced her cousin's acute shame.
She can ease his pain only by offering h}m her dog-like
devotion. This scene is significant because it ouﬁiines s
the course of tﬂgught.and action Mary is to take for the
rest of her life. Despite her isolatioq}she never becomes
embittered, and is\ forever in awe of,the miracle 6f being. \\
She is not capabTe of dazzling,\ﬁut she: is capable of offering
her inarticulate but intense devotion to those who have need
of it.: A5 ‘
.* An inexperienced Mordecai Himmelfarb becomespthe victim °
. of a "most scandalous game" (RC 112). The Jewish yogtplis a

guest at the home of his German friend. 'The chosen game S

-

-

o

vie
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-

. concentration camp: experience. ’ ‘ b

., T

- | . N\
demands ;bat Rall present confess who they %best, and why'. ~

The youths react with giggles "and the braying of the adoles~

- cent ja‘xckqss" (RC 112). These€ adolescents are depic‘:@ﬂ .

the apprentices of the

o

social_stupidity that their parents
have masséred. Young Mausi Stauffer chooses Himmelfarb 3
because she supposes him to be (’:’Lnterésting. Baited to . N
elaborate,."she screeched in a vdice they were dragging out
of her, 'he is like'--she still hesitated--' a kind of black

*bucki{'" (RC 112). Mordecai esc‘\‘»_lpes1 to t‘he washroom, the only
refuge w‘here he can hide his shame. He is the fiesirable
untamed buck ,whén compared to the giggling jackasses. He has

. been singled out ‘and shamed.ﬁ is his fir8t experience as

outsider, gew, and scapegoat e Gentiles. This scene

. P
serves.-as the subtle presentiment of Himmelfarb's later ‘

A perfectly harmless a'nd amusing "monké‘y-—lyncheon" ends
rather humourlessly when the monkey-hostess faints from ~ Y
shock. Ruth Joyner, the religble parlourméid, is a x;mte
witness at Mrs. Chalmers-Robinson's teatime gat}llering: "E[lrl
the drawing;rooin, the talk would be all.of fué‘ and people.
Ladies sat stroking their' dreamy wisps while the smc'»ke
_reached out and fingered, iike‘ the ‘hands of monkeys" (RC 263).
These gregafious she~apes appear identical. They all mimic
one another as they chat bg\ghind the bars of their own . ) '

choosing. When the aimless whorls of conversation are

/ ' ! : .




) J ‘ ’ L
/ v | L) S
~ interrupted by.the news of -an acqpaintah;:,wi - cancer’,
- <y ' ' N ° n
"it skemed ill-timed. Several of the ladies’iwithdréw inside.

»
) 9 . '
their sad fur . . . until th% conversation could resume its

trqjﬁctory of smohe, vioiet scented, where for a moment

there had been the stench of sick drooping- monkeys" (RC 264) . bl
N =4 - ) N N A .

Thg perfumed monkeys cannot help recoiling from the\?tenqh ' .

ofr disease; the mere mention is as offensive as a.bad odour. ’

Cancer is in bad tastex - ' - o -

-

Patricia Morley obse£>es that "Frye uses the mdﬁkey 1mage
X

to describe the unde51rable s001ety, just as White does, in

Rlders In The Charjot, in the luncheon party scehé with
Mrs. ChalmeréfRobipson and :her societfniriendsu e« In
ironic come@y the:characters who are opposéd to or eXcluded-
from the .-monkey-society have the'reader's sympéthy,"3 Ruth . - ,
is emcluded from'the fatcical settingfpy virtue of her’ N\\~ |
ih%erior social status. She enlists the|further sympathy ‘
of the reader through her genuine ‘compassion fox her drama-’ ‘ L‘

1

tically swoonlng mistress.

The highlight of the furry get-together occurs when a

* ."big swan is spun sugar was fetched in" (RC 264). The swan, .

«

a creature of grace and legendary beauty has beéen chﬁge? ad
the.cent epieé%} or méin theme,‘of the §w3et table.- The.
.suéceptible guesté, smo%hered in the fur of their artifice, |
see beauty in thegsugar—drenched parody of ‘a swan... Whlte . :
seems to be suggesting that convgnéioné' aesthetic :;ste 3%, ' Y
2 , ) / 3 , S [

o .
- . .o
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. fé indeed perverse. Amld the Mandrll faced ladies there 1s

1
“ o . - 5

one whose face is bare of cosmetlcs:; "The. oﬁher ladles
T :

o ' ) glanced at her skiﬁ, which was white andoalmost unprotected,

H

wher s they themselves’had:g?aded thelr faces w1th or?nge, "7 —
w1th mauve, even w1th green, not so much to 1mpress One _ ’ .
. 1-

- - another, as to glve them courage to face themselves" (RC 265)

El

" Their 1dent1cal camouflage is -« remlnlscent of the garlsh

f ' " Muriel, rh TheL1v1ng;And‘?he\bead. Curlouslyh‘Whlte s

/socia} ladies'are emulatin; thexgaud;‘plumage of the male. . -
‘bird.o-The monkey imagery-is particudarly'effective beacause :

&5 monkeys are known to be a'lmost as interested in the a;t of

-

o

e e TS
B /
. E .
B
e

groomlng as humans. They sociably pick each other S l;ce, -
L] a N [}

, as do White's characters through g0551p and slander. ‘
/‘ At Mrs. i(}halmers. ~Robertson's luncheon( the clgar-pufflng ’ =
Magda,remarks: ‘"Who 's for stlnklng out the rabbits? . . .' ‘
Or should we say monkeg. SR Did you ever .see . -. . a ‘y ' l
-bottpmful of monkeys? That is to say’'a cageful of bloomang
- el

monkey bottoms? .« « « In fur pants?" (RC 265). ' sadly, the®

" monkey~ladies do not recognize themselves. ﬁagda is exposing

; . el e . . - b .
P } the‘e§h1b1tlon13tlc lifestyle bf\her simian sisters, yet -,
‘ white shows his disapprovdl of her by converting her into

-~ AR .o N,

ea\toad: "Her skin was livery as toads" (RC 266) " The impli-
- ' catien lS that the mascullne Magda is more contemptlbie than- ) a

/ o he‘r preexung Reers because she is v1c1o%@ as well as rldl"‘
! w
\ H . - . s o , !

) ©L culous. N .0 N a




Amld the™ conVersatlonal*clutter, Mrs Chalmefsekoblns?n

/;s 1nformed of her husabana's\bankruptcy., She recelves . - T
support “on'!the white plllar of hér parlormald“;(gg 268). ' ..

‘Ruth Has been silently thefving the'fitualistid monkey ) ST
' ) .
chatter, and the white plllar of her silent strength is 1n .

e

:Strlklng contrast to the ludlcrous glbberlng. The. hostess .

'has swooned and leaned upon Ruth 8 rellable shoulders. ThlS'

is to be Ruth's. calllngv one that §H§faoes not reseht\but

stolcally accepts. Although Mrs. Chalmers-Roblnson g down- " ]

fall is by no means traglc, 1t does damgen the frivolous ." -

splrlt of the luncheon. ln her own petty qay'she 1s exper~ ’ ‘

= RN ) ~ . “_ . .
ienging a crisis, albeit'only'a financial one. She is the - }.‘ .
“a .
SSClal phoenlx who wxll rise tlme and time agaln from- the _ '
‘fail of publlc dlsgrace. ‘It'%s almost as though'her\guests> o ¢

]
[y

have tasted her humxlxatlon for. dessert. «
M - c . 7
The most blzarre of White's "zoo—party"-scenes takes

»

plﬂhe in the establlshment f the prostlthte, Hannah, Alf _— "
v " v—-’\ -

Dubbo“s\huslness-orlented la lady. In the flaming spectaéle' -,

. e

* of preenlng “qﬁeens," the pltmp male nurse,’ Norman Fussel,

steals the ,8how in a palr of palnted, ‘formal nlpples aed a B

e . ~

‘rhlnestone G-string. Although Norm tﬁ as exqtlc as some !
)

. demented°rooster, he is’ certalnly no more, g;otesque than .

meteorlte Kate, Murlel Macaw, or the furry monkey-women. Lo

o A

The female 1mpersonator~1s no more‘perverse than is the

'female strlpper, who. almost invarlably chirns out a blrd K e

T . . " LY LN
. . -9

W
\
o
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v O

_ . neophyte peacock, "began t%‘perform what was'&ntendeg as a L

Lo~ . v S : . .
.impersonation. White seemgxto be prohing the association .$

'between erotioism and-bird foliage. The conventionaily
<

@

acceptable stripper bumps and grlnds in a parody of a bird n
show, complete with flylng feathers. The female impersonatorb
merely mlmlcs the {emale bird 1m9brsonator. The irony xs ‘- .

that the male bird is respleqdent in his colourful plumage, \\\

'and the female bird is a rather dowdy contrast. Norm, the\'

- N L - . e

r}tuaifdahce" (RC 383). He ruffs up his splendid feathers'

_ while rasping like -a homely hen: . "Indee Cif it ever got .

around that a’ blrdoof paradlse could have been in conjunctlon.

] w1th a brush turkey, Norm Fussel could’have prov1ded eV1dence"

(gg 382)% There is the\glutter of “"fowl" or false sexuallty

- -3

in Norm's burlesque act. He is compared to clucking hens,
the exotic bird of parwdlse and the strutting ‘brush turkey;

. The proce551on\of blrd-lmagery 18 essentlally non-sexual.‘,

+

Norm is hardly ‘more perverse than the mauve-lidded Murlel o ) i

w1th the false nlpple stxtched upon her gown. They both
' \
arelmerely b1rd 1mpersonators who offer a varlatlon on the

blrd 1magery that Whlte)employs when dealing with art1f1c1a1,

gnotesque social gatherlngs. - - .

:

~ The mood of the gaudy floorshow becomes bltterly ironic

- N

‘- when\the artist, Alf Dubbo, frles lnto th;s nest of strange

{

+

birds. He nelther sxngs,@dances, nor. performs blrd calls. . )
‘ ’ 4 > N

It is suggested, however, that his oil paintings areas :

)




'freaklsh as the artlstry of the burlesque queens:~ Hurtle

“Duffleld the artist 1n The V1V1sector has been ac;used y

of belng a "perv," and Dubbo is treated in mué% the 3 '

A d

fashion when he is seduced into parading his artworklcn

exhibition. White is imply®ng that society views the ertgst L
as a deviant by banishing him;i&to the subterranean chads
of other untouthables. Vanity is portrayed aé the feather-_

tickling temptress that lures Alf to betray his art and |

y

himself: “It was veplty that began td\persuade hlm, troking

with the mos't 1n91d10us feathers" (59 384). The ‘mood induced
by the strﬁttiné on'ptage'has bedﬁhe contagiops, and Alf is
eager to participdte in the collective éxhibitionismg ' The

salient distinction is that while. the others'haﬁe exﬁoged

litt1e~more-than their bottoms, Dubbo has‘exposed his life< .

v ’ ' ' ~ a

blood, Even among society's. outcasts, he has served as the - -

..
. . v
. .
’

sacrificial victim. : . T '

) . . p ,
\ ..JThe four riders, or qutaiders; have suffered in the | ..

arena of the social zoo. °‘They have Either~been ignored éx

‘“degraded. Their participation, however, has not been volun=

. -

tary, and-the experience 3f/;ocia1 vivisection is one that L

. /
they do not repeat. ' They are~exc1uded from the undeslrable
Bociety, and are\preoccupled Wlth their personal visions of
redemptlon and,farth= White's insiders are oblivious to thé .
wastage of their existences 3nd 'to the poseibility of éaiﬁ

vation. They are trépged in the'qage of their spiritual .
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' béstiality. . ' ! L S

In "Unmgm01fu1 Dlngoes? The Crltlcal Receptlon of.

‘e -

Paty? Whlte," Alan Lawson—scans the crltlcal attitude to

White's flctlon. Lawson refers to one Patrlck Cosgave who :
e
claimed that Whi e, in Tbe\V1v1sector,‘had for the flrst ‘

time "lapsed 1nto the currently fashlonable traits of -

refusing to deal fully w1th a soc1a1 miliew. . . ."4 »This

[y
1]

accusqtlon is ill-founded, when we consrder that the artist-

) .- .
protagonlst in The V1v18ector ls portrayed as a man con-', :

P A ¢

tlnually at odds with a° hateful society that he repeatedly

‘ [

. reJects. Hurtle Duffleld's need for solliude is due to his

Y A Y

."» obsession with art -and his intense dlstaste for the predatory

. and vivisecting'society. I A , T

! \

Hurtle relectantiy engages 1n three major Eoc1al events.:‘

[}

.

.

. His chlldbo\g acquarntance, the continually sqrprlslngr

. ']
"Boo," arranges. a party, ostenslbly to 1ntroduce her artlst

-

frlend to some, valuable connectlons; Boo. appears a trifle

[}
'

demonib,bwith her . "m&che of natural silwer.. . . standing
.o y / o
erect like a pair of horns above her: frown" (TV 281). .333

is 1ndeed the consplrlng dev11 who lntends to sacrlflce he
partlally suspecting Hero to the demon—artlst. Thi's par; b
tlcular social 51tuatlon is more of a witch's sabbath than

[+
a festlve opcasxdn.lfﬁero s dellcate movemeﬁts strongly

suggest, the hesitatidn of: the sacrlflcial v1ct1m: "Flnally

N .

she offered her face" (TV 282) JHero! s coppery charms are B

v [y




9. .

' w1tches. "The dady of the amethyst pendant and Presbyterlan

1 4

-ancestors found.the ‘little Greek far too 'burnt. What

would her skin be like in a few years' time? vA;&agi she

af . R N .t ! 9 ¢
Lo " suggehted, moistening her sallow teeth at the prospect™
P 4 285).,»The.guests are lip-licking vultures preying upon
. o - . . " v .
tN the sacrifice who has already begun to be burned Everyone
~ 8

is rounded up for the primitive feast. "What should have

been a lelsurely and graceful progress to the dlnlngrroom

A

o - bﬁbame a b1t of a rout; the burr and- bray of male laughter
RV |
. T ed w1th the thln reed of glrlmsh glggles" (TV 284). ¢
11 ‘ ¢

‘ on

R ‘The movement suggests that of a poorly reglmented stawpede.'.

Amld ﬂhe c?hfu91on of the clumsy donkeys, the hostess‘ T .’

. subjected "to the ruthless scrutlny of the Anglo~6axon ' h

o

)- LY be her nmismanaged guests“’(gz 285)."When the cretinous
o ' v " { . * ) ) . - LY B '
guests momentarily lose sight of théir hpstess, or gkraffic-'

?
R hd

~ director, they begin'to "look uneasy and unshepherded"
Rl . . \" ‘
[ 5) (TV 288). e~;s the suspended ‘thread of tension. at any

‘ . ' mbment the ,cont olled conﬁusxgn,could explode-lnto.t%f ’ '
[ U A . i ' ' : ‘ ' '

bedlam of anarchy. ' oo ' - 3\

h : a
-

The central theme of - the party is symbollzed 1m the

! .‘ : .
gaudy, jewelled centreplece- "The crystal blrd in the centrd

V]

|

| ,

| e

) Y of the table b perched on a‘crag of rose'quartz, its

o -

wings outapread above the crackled ba51n of shallow water,|

. ' .
. . P - .
' ’
- ;,
. . .
-, . 3
. . Y

“ in which gllmmered sllvers of amethysi:and a cluster of moss E

v "stdrtedvan_gggygrd swimming mqvementfagaenst—the~8weli”madef*u=



agates, the crystal birg cquld have been cOntsyplatmnq) . e

N s
) ‘ fltght in the dlrectlon of Hero. Pavlou581 seated 1mmed1ate1y Co T
¢ - . ° .\
OppOSlte" {(TV 288) Thls jewelled monstr091ty 1s as aesthe- S

tlc%lly perverse as the sugary swan at: the monkey-luncheon. N
Theﬁpreature is suspended in a parody of fllght,tanq 18 S
threatenlngly p01nted,towards the party s §F2r1flcla1
.victim.‘ The : assembled guests are as glitterlng and as‘
'.‘_ paralyzed as the crystal blrd,bbscenely perched~upon the
. cantre of the banquet table. Hero and Hurtle escape outdoors,
N the‘woman g1v1ng “the rmpfessxon of belng in fllght" (gg 294).
r Hero is the crippled bird trapped in a soc1ety of whych she'
has llttle understanding.' One motlf of' the party is bad .

W ’ .
,taste, a recurrlng theme in White's party scenes. -

Hurtlers next party.prdeal is not 51gnif1cantly dlf erent '

—/{\from.hls flrst: - "Mrs. Md{tlmezgs party was so.much thelsame'
. ‘/< in different clothgs he wondered at_what. date the archetypal
;party had been held" (Tv 376) By now. the reader is thor-‘

oughly famlllar with the c001ng ladLes apd the "flanks" of

. Lt

well—groomed gentlemen (TV 376) Ag usual the guests.

tbrow verbal barbs. ~"Dar11ng old B%p Yes. Isn't she ,"' Lo '

J adorable? She's begun*to feel the weather; but I'm expectxng.u

herstﬂ‘totter thlsway" (TV 377).' Even -the dowd;dﬁgpitrous o s

» hostess is caught up“in the ritualistic excitement, and .
\beglns to nelgh*llke a flz;tatious mare: "Mrs. Mortlmer.

Jtossed her mane like a sk;ttisn.fxlly" (TV 3%¥7).__Boo is

.
< .




%

3

. - ) v
pgrtrdyed as, the aglng goat—woman w1th an "extra whlte-kld

_ chin™® talklng w1th a "Santa Gertrudis Bull" (TV 380) In

4

this 1nstance Hurtle is the sacrlflclal séud whom the pro—i

T cureés—hostess falls to tempt w1th some charming young

¥ & B )
medlocrltles.. There is the characterlstlc escape. White's _ ,

protagonlsts are fallures when it comes to seelng a party T

through to' the end. o - ]

3-
The Retrospectﬁve Exhlbltlon 1s Whlte s most amu51ng .

é

*

and vicious socxal .satire. Confrontlng all the costumed

' 1mposters——1ntellectuals, aesthetes, politicians and assorted‘
A
5001al cllmbers-—Hurtle is reminded of hls Jaqkaroo outlng
. [
with Harry Courtney. and of all the sheep automatlcallyé Yﬁ

t

scatterlng thelr pellets" gg 531)- "At the .exhibition the

\\mulllng sheep are dropplng;conversatlonal pellets. 'Hurtle,

does'not see thexdi;ference between' avéerbal or an anal

’

turd. Nﬁmost trampllng;the dwarfed Rhoda underfoot, the

. flock "bleated thelr dlstress, or 1n mllder, woolier cases,,

‘sympathy, o§ self plty" (TV 531) s
Morley comments .upon the comlc technlque that governs

the outrageoﬁs mood of°the’ Retrospectxve Exhlbltion.» She

mentlons k%“ uproarlous use‘of ﬂtguncated pafty\gesgig,

snippets\of lconversation oéerhea;d in the State Gallery.-.~. ..

Aesthetic. crltlclsm has never been funnier, and the .autobio~

grap&azal connection wgth White's own work adds’ to the fun n3

In thlsgeplsodegthe Australian crlthc is one of the prxmary
v ', ‘l ~ -

? 4 B3

)
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\‘Qﬁky;setific targets, Hurtle's suocess overseas is attributed

“to America' ‘gahche artistic taste-;ox.lack of it.. This

theory is refuted as outdated when someone "in the know" .
, e s .. . ’ .
A * informs less sophisticated critics: "Mrs. Macready .says .
L I : ’ . N ) ' .
hy London and New York are off him. He was _never what he's

\ «

cracked.up to be. But there's still a market for him in

- \~——‘-.

Australla"lﬁTV 532) One cannot avoid notxc1ng the
humprous parallel between the fictional Australian critics' .
pejorative attitude to Hurtle s art and-stgllar verdiats -
which have been pas;;d upon Whlt//s art. 6 - .
\\ ' Hurtle swims through the sea of crltlcal commenta;y
in a "klnd of sidestroke," and defends himself "against the
spray of words by stralnlng his neek muscles and kicking
out with his, good leg" (TV'540). The fact that Hqttle has
N recently been the v1ct1m of a éeizure enhenceé the-impreesiop

[ 4

of the desperate,,underwater sw1mmer. His dubious‘ally
' .

2 ‘:-Rhoda is his only dbntaek w1th the- 'safaty of the shorellne.:

Australxa s Prime Minister is- Lntlmately dlscussedf M1 d

.

adore to sleep with Sammy—lamb. He looks so. utterly tender-

gézedf QQZQEQG). The foremost politigian is gtrlpped'of his
) shepherd's robe, and becomeafﬁét@ing more than a tendérized

Vi : ’ : ) R ke 3 .
[

sheep. Hur'tle escapes from the collective bodf of the . . ™

sea—monster; his predatory public,sand "wés whirled home into?,

[+4
tgﬁz silence where ‘he had spent half a llfetlme begettlﬂg,

and giving b;rth" (Vv 549). He runs from the barren clutter 5,.. : ~




(

.of 'solitude.

~

. \’ " . i . . - ‘_ . ' _' . ) . ’ ‘ o
of commentary to the creative reelm of silence. White
i b \

frequently terminate$ his social gatherings with dne'outsider,‘

A}

whether the protagonlst the v1ct1m, or the two 1n one body,

» )

fleeing from social madness, and returnlng to the sanctuary

-
s

-

Kate Standish vomits hey shame with closed eyelids;

Cousin Eustaée escapeg outdoors; a humiiiated Mordecai runs

to the washroom; Mrs. Chalmers-Robinson faifits, andj%ero is

- . ( - . .
poiseg towards flight. Dubbo is left on the inside with the "+

-

door shut in his face, suffering'from the shame\oﬁhhaving

‘betrayed his art and himself. The black comedy of these

[ -

Situations is almost convu151ve, 1t chokes on the invariable

t

downbeat of the endings. White seems to be ;mélying that

the joke, if ever there was one,IZ?s been in bad taste, or

.berhaps\at the. expense of the reader, and is aborted by the

aftermath of pain, shame, silence, suffefiné‘and ieolation.”

+

° The nature of the satire in The 'Living And The Dead is

essentidlly political; in- Riders In The Chariot, and The

$

vivisector, it’ 1s soc1a1i and in The Eye ef The Storm, it.is

_dlstlnctlvely qexual. Because of her extraordlnary beauty

.-

and'dcéasional'indiscretxéns Elizabeth Hunter~has been e

»
a

’prgtotyped by her assoclaﬁes as a predatory vamp? actually,

{r
she is more sensuel than erotlc, and more: cllnlcal than

r3

éensual She 18 a wonderfully pﬁeilonate woman, but sex is

e

the least important of her passxons.‘ Her charm;ng son, . *

. L)
v .

N
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Slr"Basil, the mediocre’Sharkes-pearian actor, iAsbeontinually

_tryihé to prove his virility, and éontinually failing .to‘ ‘do

so. . Her unremarkable daughter, aOFrench prlncess by virtue

o : of a falled marr:.age, is- sufferlng from frlgldlty Her ‘ K
) - voluptuous day-nurse, Flora Manhogd, is comically outraged by

Col's suggestion of ma’fri'age; as. an act of defiance, she o

sleeps with the borJ.ng Sir Bas:.l, and spends an evenlng

- -‘w1th her cousm, an alblno lesblan. .In r.[‘he Eye Of The Storm,

all aspects of sexuality are modcked'.‘ Ellzabeth condes-

Y. cendingly meets$ her husband's feeble sexual demands, but ~
© A '4:1 LY . L 4
her extramarital escapades.prove .to be no more inspirational.
: s " , i .
* . The worldly Sir Basil is a poor performer despite the stream

_ of wives, misti:esses ahd lpvers.' Homdsexuality is presented .

2

. : as a tangle Of llmbs and unrequited passuon. ' .

¥ The emphas:Ls on demonlc sexuallty polarizes the themat:l.c

quest for sp:u’:itua], transcendence. ' Elizabeth Hunter discovers:
L - M ,

her soul only when she is llberated from her decaylng body,.

-: In The Eye Of The Storm, White presents the paradox of the -
»
carnal. and, sp1r1tual levels of ex:.stence. George Ste:mer

'observes that "often the carnality 'is made monstrous, nearly

- ' surrealistic. “‘7\ Whi%e delib'erately'.burlesques carzial:i»ty-t‘o - *4—*—’
contrast it with the ennobling struggle of the sou¥’

?. on . ' c, -
r“\Elizabe'th'Hunter's vanity Seduces her into accept;.ng a

, , dJ.nner invitation in honour» of- the brutishly charming
¢ ' .
polit1c1an, Athol Shreve. She is to be the dazzl:.ng»




centrepn.ece, the';iving decoration, and Mr. .Shreve's pri‘éé

. P ' - '
for the everu.ng. She has no particular affection for -her
per51stant host)ess. @'Never liked Gladys Radford but—you.

remained’ fflends over the years. One of the advantages— of-

being.a woman: -you can do juyst .that. After-a clash.men

‘. ke

sometimes don't sp,ea}’k'to each other again, but‘/

a\ vg)men :

can endure the worst in one-another; must be /oecauyge they' ;:e

&&debarred from-all that honest-to-God mateshlpréld the
. :
Masons" (ES 91) . Elizabéth's reflectlon is obv1ously cynicals.

T v

It is implidit that shef does ‘not gelieve in the masonry of T, ..

ateshn.p ‘any more than 1n genulne womaﬂly compass:.on. 5 The -

most one can expect is c-iv:.ls.zed hypocrlsy. - Elizabeth has
' . s
probably never experlenced a symblot%c rapporﬁ w:Lth\‘members ’

bf either sex because of her crltlcal, perceptive 1nte111gen0e£$ ~
Very few people would be worthy of her fr1endehip.~ The - .

'mlracle does occur: it ig othln less than a spn.rltual
. g g

, -

affinity that she shares ‘with hef myster:.ous m.ght-*nurse,

'Sister de Santls. : ’ o ) - . _.' ~
b ‘ \ . 7
While pretendmg to be faecxnategl by the tedlous Shreve, o -

[

() Ellzabeth s contempt for men is summed up in her inward

reflectlon: "He was bor:mg her on the whole, and probably

A

: . 2 o
she him, though thoroughly masculine men seldom seem to

become bored. provi_ded a female eudience will pay therln token
}

i R '
p attentlon" (ES 94). Thoroughly mascullne men are dep:.cted '

1.‘”

as thoroughly insensitive fooils. Shreve is the "tame soc:.al

AN . . . ° ) L I '4
. . , — ‘
ot - {




Y A

and the illusion 6f'reallty"

O n [

. -

casual sex is as ex01t1ng and fulfllllng as. a dlsapp01nt1ng

- <] T 7

. thought he had flnlshed" (ES 99).

male’ A fake.. the real 1s $o often fake"

spent almost an entlre llfetlme trylng to unravel:

(RS 289).

v

‘Athol. More 51gn1f1cant, however,

bull" who has lost hrs strength in the arena of- dlplomacy

(ES 95) Yet ,Athol Shreve was wham is ‘real- . Thls gross

(ES 96)

reconc11ed 111u51on and reallty, and is prepared to take
Shreve for what he is, and ﬁor what he' is not. B

& Shreve escorts -her home and she rather enjoys her trlte
role as the stereotyped "s1l}y bitchy pretty woman after‘a:

party" (Es 98) They make a meal of each other s -bodies;

{
“agaan fully armoured he came and sat on the edge of the

. bed, seemlng 1nc11ned ;o ?éturn Fo plcklng ta "meal he
)

. For Elizgbeth Hunter,

luncheon. She has been bothnattracted to and repulsed by

is her dlsgust with her

S

own lust. She is an arch-surv1vor and loves challenges,

aduftery has been entlrely too easy a Game to play.

' bed when he encounters a troop of familiar actors. '

for. the brave, new exper1menta1 ﬁheatre.

o~

.~ -~ w

"Thdre

Tt is

-

- E1#¥abeth Hunter casually accepts that whlch Theodora Goodman

is'sometimes little to choose hetween the reali&yrof’fllusion

Elizabeth has easily.

{

- Slr Basil gets delayed.en route to‘'his mother's death~- _ -

£ cleag that‘his King Léar days are long over, andﬁhé’has opted
BasilViS-a has-been.

He attempts to assert his v1r111ty thh a "mlnx—klrtled draft

(Y]

iy v

3
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mare" but his performance is a flop (ES I34). His “nervous
Sy

shanks" betray him, and he suffers phy51cal degradatlon by
vomltlng lnto the fofelgn darkness (ES 142).. His horsey _

1ngenue derldes him' as a /"sordid old brute" (ES 143). Hisg-
: ) R
impotence as an actor i depr1v1ng hlm of his sense ‘of man—

hood. Basil is the pompous fool who has lived for the theatrs.

]

"When the theatre betrdys him he is rendered totally helplpas
. ' . ‘ ‘.

/

' 0 . ¥ 2 ~
and useless. // . e . ’

.Dorothy de Lascabanes, mHEe Hunter, decides. to grace
Cherry*Cheeseman s refined soc1al gatherlng with her angular

2

but arlstocratlc presence.' She 1s the guest of honour_who

"aCC1dentaliy" stumbles in late, and who sdon ceases to be

" a novelty, desplte her 1mpre551ve tfﬁle. Hexr classic pumps

and thc black ,dresses, notw1thstand1ng, Dorothy is a social :

.

bore. Thls partlcular party scene lS well~endowed w1th
?
animal imagery, not the least of whlch is the- once ebullient .

Cherry "s ollen into a festlve turkey" (ES 290). - Ironlcally,

¥

Cherry has chosen tq serve roast‘turkey as the pléce de ) -

ré51stance of her dlnner.‘ Indeed,,Cherry s generous, lf f ~

-# 4
gauche, hospltallty,ls‘belng 6evoured by h'r greegy guests.

Ey
Dorothy'plunges 1nto~the unpleasant realm of:memory as she

"nuzzled and: whinnied her way back to flllyhood" (ES 290) R R

J‘bsultable that the horse~faced prlncess remembers her -

awkward adolescence as “ﬁlllyhood."' other guest has all

the glamourous charms of & "hai

s kangaroo~rat" (Es 291)
. ) . \ B .
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<

"+ - perfect story.

‘ \\streamlng\sables and flees..

. There are, no peﬂﬁsck—people present.

BR)

, w1th “her furs streamlng, the tails -of. herosables galloﬁing

behlnd her on the stabrs" (ES 298)2‘

[

by White) lunges at her as though she were a football.

self—consc1ous schoolglrl has n%ver grown up, and she finds

. physical contact pélnful

is the mutual confe551onsuo£rCherry and Dorothy
thOughtfully tucked ‘hexr mother away into Thorogood Village"
and encourages Dorothy to demonstrate,her fillal devotion by"
_ - . doing thegigme for Ellzabeth. A
sojourn at *the dellghtﬁnl Thorogooa unfortunately, she,
passed aWay a few weekiiafter having, been admLtted. Dorothy

is rather upset by the disappolntlng endlng to-an otherw;se ‘

hates her‘mother.

e 1

—

.thaézeorothy.envies
X S h//
heﬁwsuccess with nfen.

. 0 ' ’
.is a better actor than he is.

4

i L .
ot o . . /

Cherry is too bourge01s’

to be blessed with splendldly plumaged guests.-

”

3

Cherry has -

-«

3
.

Her COHSO"

latlon prlze is the horse-prlncess, who manages to escape

: 7.
Dorothy s most excrucxatlng moment at the party occu;s

¥ when an 1n81gn1flcant Australlan Writer (comically capxtailzed

. The hlghllght of thls epxsode
Cherry s mother adored her

A drunken Cherry later asks Dorothy why she .

It is then that Dorothy col‘Ect& her‘

rhroughout the-ndvel there.are the . strong suggestlons
\Zer mother for her\charm, her beauty, and

BaSI% resents.hrs_mother becausepshe

Both ri@dle-aged children

are threatened by the actual presence, or the almost.as

[



- . . formidable recollection, of their see&ingly'invincible ' S

R X goddess of a: mother. She puts ‘them tofehame because they '
are so‘ﬂqulessly 1nferlor in eﬁggy rcqpect. 1
The Shreve dinner illustrates the complexity of

Ellzabeth‘s psydhe, and the paradox of her rellglous hunger . . 0

e
A

' ' : \] angflnqu151t1ve flesh.- The 1mpromptu‘party with the hypo=~ ‘oA
critical theatrical f;iends'evokes Sir Basil's -impotence as ) *

both actor and man. The Cherry Cheeseman party portrays
‘ Dorothy' s terror of contact w1th the truth, and smbseqpently °

©

| © . .with th$lcal contact. She runs away from Cherry s questlon

o . in much the same fashion that she dodges the clums§ tackle
e . © of the‘nnstralian Writer. “White is utilizing conventional
‘ party settings and casdzl sexual adventures.to sift the

Ji ’ ’y .earnal from' the spiritu;1; tOqureue the “extgéordinary ’

|

& behind the ordinary." D. Kemth Mano s maln objection to the - '

‘} )/A; . . novel 1s.what he judges to be the styllstlcally exasperatlng

tedlem. He complalns that “the premise is 8o conventlcnal

. : \ ‘
o it seems an 1mp081tlon."8 Whlte does resort to the treatment

" s

“ *.  of conventional situa#ions,lbut'with a distinctive twist.
When he deals with conventipn he deals'with‘it ironicgﬂly.~

“If a dying woman questlng for/her soul is a conventlonal ' .

s S - -

A 'premlse, then Certainly White's "handling - of this theme is '

b "o unconventlonal and admlrable.,. ‘ o

When,& suggest that the satzre of The Eye Of The Storm;

1 ’ @°
i -,
| Y W

I is predommnantly sexual I qean that ‘the sexuality of bdth

&

-] .

= T
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sexes 1is belng v1v1sected by Whrte. Sir Basil and Dorothy
‘ area%oth eunuchs. They .are thS1cally barren and splrlt—

ually sterlla. White stresses their splrlfual and sexual

dilemma when Hé has them return to their childhood home;
fKudjerifis the ipverse of TheodoraiGoodman's Meroe. Kudjeri

'is not Dorothyaand Basills Ithaca, for they have never’foved

1

it. In this mock-nostalglc setting, bngxher and sister mate,
.

thereby exchanglng only futlllty. I dlsagreg with Stelner
who feels that the "1ncest of Dotty and Ba511 Hdhter strxkes
one as merely hlstrlonlc, a strokg of terror and unclean-
liness é%aged only fer effeCt.“9 The incest is merely one
instance of sexual satire, aloeit a dramatic'onea' It is '
appropriateqthat\the.Jastrafed and loveless brother and
sister confess and share their(spiritual'impotence in an

act that rg‘anything‘bﬁﬁ moral and desrrable. The sexual

imagery running throughout:the l borders on the~demon;g.

“

4+ Elizabeth Hunter survives the wrath of the cyclone only to

4

view the myth of her womanhood crumbling. As I will briefly

»

discuss in my next chapter. /'Dilemma -and Vision of the

Qutsider," White's visipnaries are often spiritually andro-
~ o .

gynous. They éranscendrsexual classification through a

-~ L
-

spiritual sublimation. . '

" These scenes of soc1al v1ct1mizatlon reveal society as

_ ﬁomethlng of a soc1al Z0O0. Whlte is partlcularly fond of .
’ 4
u51ng SpélelC 3001a1 gathering as satxric targets: The
8
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guests are imdged as fish, birds of splendour. and bf}ds of : g

.prey, braying jackasses, and greggrious'shéep.( His outsiders

a
;e

r—

are not embraced into the fold: White distributes shares oOf:

. -
-
A .
‘o, -

suffering impartially in his social cages. ' One need not
. - I .6 .
- nécessarily be an o\ttsidér to experience humiliation in such
" v 13 . %

N B . b N . o .
settings. ®* Even a dilé%tante, socialite or charming hostese ‘3

is vulnerable to the taLons of‘slandér and effacement. . \

\

~

Although all of the get—togethers are highly comic, there iq

T

an underlylng suggestlon of dlsaster. The out91der does R

not fall to these malevolent fest1v1 ies. He chooses,
prey -

v

1nstead, to pursue his personal vision.

4\ " e‘j‘l

» R
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: : :-DilenLé And Vision Of The/Outsidér
'.‘«‘_, S o '

-* - P74
White®is obviously concerned with the dilemma and vision

of the universal outcast, the common man, or‘cuts{der; who
struggles towards a vision of permanent faith. The instru-
~ment that tzi\gut51 employs to achieve this faith is a ' «

mystlcal Undqfstandrég of totality and self. In The Aunt's

- Story, Rlders In The Chariot, and ThHe Solid Mandala, all of

tnewunusdaliand "afflicted" protagonists

their spiritual

// .
quest w;th an embryonlc vigion ‘that co reshapes it-
— - e,
self untll it is solid and complete.’ yrhe dilemma of-being
an unde31rable is converted into a blessing when each of tﬁe

outsiders ultimately perceives transcendence.

'The.movgments of The Annt's Story &raw the courageous

. protagonist fnto the labyrinth.of’experience. Theodora
Goodman's finaljreléase is the "inscape" into maaness.l In

. this state she is able to achieve the unlty of experlencé,
and is able to COmpensate for her tormentlng 1nab111ty to -
_cre;te: The stubborn stlck of a woman struggles agalnst her
'barren destlny. When she is ultlmately blessed with ‘the
ablllty to 1ncorporate all the. people she has known, and all
- the eventg she has been subjected to, either v1carloualy or
dlrectly, into the permanent image ‘of self, she accomplishes

the continu;ty of being.
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& Theodora 8 mother and 81ster Fanny -create shallow rlpples ' .

of mu51c. Theodora lacks graoeful artlfxce, and can only be-

"at one with music. when she pounds with alX¥ the intensity of
- . - .
her angular passxon. Arthur Brown, in The Solid Mandala, is

<

, confronted with a 31m}lar dllemma. His mother is determined

-

that he 1s a 'closet genlus,"and insists that because of

-

@ his mathematlcal skills, he is also'ﬂué;cally gifted. Al-
s though Arthur is as profoundly moved by music as is Theodora,

he cannot govern his untamed flngers to dance upon the key-

€

(o003 ‘\ 14

' . ;\VFoard. His mathematlcal talent does, however, help him

unraVel the. mendala mystery, -and dance its geometry
w’ .

L ~

-
Theodora is the ant1thesxs of what socgety judges to be

. i
femlnlne, decoratlve and desxrable. Because Theodora is -
. ' v

. \ o . ’
, poised towards the movement of flight, Her mother's charminfly
- , . . .o

perfect but sterile rendition;of Chopin'does not-move.her
recalcitrant daughter.”tMother goes through all the motions 3 « o
withot experieﬁcing;the essence. —Theodora's unwavering |
"inde endenoe and firm self-respect are whet enable her+to .
folliw'her own calling without being oontemptnous or jealous,
of thosge who are neatl§ stitched into the taoeetry of COn;'\
vention. The‘swarthy Syrian peddlarfenchants Theodora, and

she is- compelled to follbw him down the'roed. This is an
ol

, early clue thet she will .travel along a winding path, and // ' " ¢

will be lured’ by life's dark detours. . . Co \ ?1

Patrlcla Morley accurately observes the young Theodora s




comparatively healthy self-image: "But the girl herself knows °

A Life‘was divided, rather, into the kinder. moments and the -

'about her probable destiny. It is clear that. she hasfevery . -

.cruel,‘yhich on the whole' are nét-conﬂitionéq‘by'éex" (AS §4§,

@ ' ! -
‘ . N ] +.
¢ . ‘e
\\\ , . . oo AP
2
LAY
.

-
-

'it's good soﬁetikéé‘éb'be'a stiék'" 2 Aléhougﬁ\éh/;ddfa has
accepted her unﬂﬁhal attributes, she 1s perfectly aware that .
morg conventlonai ones would make llfe easier.,. Theodora
comments upon the sensual servant—girl, Pea}l: "éﬁe is fine
as a big white rose,*and I am a stick. If it is good to be
a stick, said Theodora, it‘ié better 'to be a big whitgﬁrose;
(AS 40). Thus Theodora is more resigﬂed to than enthusiastic
intention of mqking.the best.0f a trying situation: She does’
not begrudge Fanny her flowery prettiness; nbr-is she -envious
of men., Despite her rather mannish apRearance she reallzes
that.the blologacal distinction between the sexes has 11ttle, .; N
if anythlng, to do‘w1th the shape of one's life: "Theo sho d °.
_have been ‘a boy, they said. . . . But she herself had never

con31dered what could not have been such a dlfferent state. P

t

i

This concurs with White's owrf view- as revealed "in his fiction.. +:

In The Bye Of The Stori, the brilliant Elizabeth Hunter

ironically) comments upon the distinction of thecsexéé(‘and)

-

upon excdusively male mateship. Hurtle'Duffield, in The

Vivisector, Ibngs to bg the mother of his kindred artist.

Arthur Brown is v1ewed by society aé rounded and helpless,

S

" where Thchora is angular and indépendent. . Several of Lters \ - -
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3
t

-

. beauty that he had shared with his fellow prospector. - He -

| - k s
protagohists'are\gg}rltually androgynous. Had Theodora been

born Theodor her destlny would not have. been radlcally dlf-.

ferent. She lS‘flrSt of all an 1nd1v16ual,whose streak of

_ independence has barred her from mateshlp, marrlage and -

~ »

domestlc confinement. Although she has not climbed aboard

"Noah's Ark she mana?es\to journey .through llfe s more subtle-

adventures. Desp;te her virginity she. is not barren. Her - .-

, . *, .
niece, Lou, is Theodora's spiritual seed.
Y

Upon reachlng puberty Theodora recelves two climactic

jolts. She is almost struck w1th a llghtnlng bolt, and she

1s‘1ntroduced to the tattered mystlc. The Man who, was leen

his Dinner. These two experlences are‘ﬁlrectly linked." The-——"/:

~

llghtnlng has spared the girl, but has maimed the oak.

"Theodora,s bent-tree father has been struck by his flinty

_wife. He has followed a lethal pattern of deferring to this

stoney creature, and has denied.the relationship of rare

-

hdmiliates and shuns his old friend, aad now must suffer the

backlash of his own.humiliation. Julia Goodman is a non- |
dlscrlmlhatlng castrator. Her prey 1ncludés both male and
female, husband and daughter. Certalnly she attempts to

castrate hér daughter by. mocklng her sticklike behavior w1th

-

men,”and by belng'unable to reconc;le.herself to the fact._

\

that the soli&itous,eo;icitor ie‘etrangely fascinated by the

uncompromising Th&odora. ey
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The vagaboﬂﬂ-prophet informs Theodora: ’"You'l% see a
lot of funny things, Theodora Goodman. You'll see them

-Beoguse you've eyes to .see. And'they'll'ﬁreak you. But

[ »

perhaps you'll survive. No girl that was thrown down by

llghtnlng on her twelfth blrthday, and- then got up agaln, 1s

-

g01ng to, be swallowed easy by rivers of fire" (AS 47) . The
——"
forces of water and fire wi;L/not.discover in Theodora a

wiiling-sacrifice. Indeed, this spdntaneous pfopﬁécy‘

proves to be a neat synopsis of Theodora's actions and
reactibns;' Ultlmately she is subjected to what could be

C
1nterpreted as a neryous ‘breakdown complete with halluc1- X

1]
natlons, and yet there is no indication that she is experi-
' ! N . !

{

L ,. ~encing shffering within thi's realm. It is suggested through

- of '1nsan1ty is’ far from unde81rable.

the flnaf absence of pain and gloom that: her particular kind

&

White inverts the conventional pattern of sanity and
L / N . , 3

' madness. AIthouéh his outsiders are accused by ‘society 6;

being mad, they achieve a fixed yState of’ L awareness.0
When Arthur Brgnn is led to an asylum his entlre bqlng
radiates beatltude. ‘Although appearances suggest that
Theodora has compromlsed herself somewhat by acceptlng
w1thout struggle the soothlng confines of an 1nst1tut10n,

she has survived with her ihtegrlty. Even_at the compara-
a . \‘ A - e

7tively raw ége of twelve Theodora is not/thréatened by but

attracted to madness: "And-now'Theodora‘began to .think that.

a
t




(I - ] . -
S ' perhaps the man was a liéﬁié bit mad, but she lbveﬂ hi@,for o

hls madness even, for it made her warm" (AS 47) Madness is-:

il

. eguated w1th 1ove, warmﬁh and wisdom. It cannot destroy her
because she is not’ afrarﬁ/of 1t, and hatred and fear\are the
o l
ultimate destroyers. -, - g

N -

i | 'Theodora's sojourn at -boarding school # unremarkable
| | but for few saattered events,. .She tentatlvely attempts a- v
GgBest Frlendshlp with one Violet Adams, a bland but gentle

glrl who perpetreteg maudlin poems. Questloned on thé subject

of poetry, Theodora explains; "I would write a poem about

rocksy, . . . And flre.' A rlyer f firé. And a burning \J

-

i . house. Or a bush flre“ (AS 56). ” She is overwhelming1§ in=-

fluenced by the Man who was Begrudged his Dinner, eaﬁvis already Y

———

obsessed with the river of fire that she must survive. Yet  she

- [} N * -7

i : M ‘

1,0 ' .will neve Wfite this burniﬁg poem, nor4will sHe be an arsist"

[y

.1 of any ki d. - -
- \ ‘ - . - - 7 -

. Thelma Herring summarizes Theodora's major<dilemma;
“a )

"Since she is denied the Joys of a creative artlst her 1ntel-

llgence and éensxblllty are a source of angulsh to her except

4

A

~ in 'moments of insight.'"
seneiti}rity and Pereeption, but is Cursed by her inability

-Theodora is blessed with acute

. (98

to express herself through the medium of art. This renders:
he::ereatively inartieulete, but not sterile. All she can
'do He collect her treasured insights and exéeriencee; and
profit in ternms of personal prqgress‘from'e%l of‘life's

.
' . -, 1
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offerings, whether kind or cruel. The,similarly_endowgd
head-mistresS-intﬁitivé;y fecognizes that the avenues of .
‘motherhood and oreativity-will nokt be offefed to Theodora’

2 .
This- is an iﬁlustration of hoy the outsiders in White'q]/{

. 2 - - .
novels recognize gneﬁénother spiéitually. Bothr~the' uhwel-’ - )

come guest at Meroe and Miss Spofforth more than guess at

~

Theodora's unusual destiny, for they have travelled the Ls .\
* , .

same road. Alfred Alvarez observes this same type of spdn- -

~ o

taneous. affini'ty shared by ‘the fouwr outsiders in Riders In

v ~ ' »w . 8 ‘
The Chariet: "Though the Jharacters Are conne¢ted in theme
f e - . 0

* and cygsorily in action, they scarcely seem to touch. White

[y

-8 .

sﬂeaks once of the 'extraordinary non-relationship' between
. T T

. N . =t e, ta ’

the Jew and the Abo. It is. true of them all.“5 An dironic

variation of this intense non-relating occurs in the pseudo-

i 1
~

- Cy - T i .| . ”
spiritual and blatantﬁy sexual relationship between the - St

-~

nyméhet musician and the, dissipated artist in The Vivisector.

Throughout White}; novelsihis transcendent charactérs truly

diécover_the guintessence of,one another. Théy do noé -
_require,. or even ﬁarti?ularly desiféffthe comfort of physical
| togetherness-or.the shawl of coﬁvérsagion to confirm theif

secret affinity. ?hebdora has ekperimented'with frieﬁdshib,

and has not found it-sufficientlj?inspiring té'pursue.
- : ) RS

Theodora returns tO the "country of bonés" that contains \N

‘prospects of matrimony for the pleasing Fanny, and the promise

of ashes for herself. Fann&r the delicate onlooker; Frank,
; . o v .

* ™ ~ .
v - - q - B &

7
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7 noticed just after she has observed the %talned—glass

.. wounded dragon,[the 'yellow her
I

'
-

heodora, a red-eyed hawk, embark

.
upon the haJklng expedltlon Theodora is determlned,thtf’/i/
the.doomed hawk shall be her own.

eye’ of all dark, w11d creatures who rf

the preenlng'cock- and T

e awk's, red eye 18 thén

to be enslaved.

ing all possi-

O

bilities of a caged“ﬁnion with the tamed pre

A

, Frank Parrot.
7 T
The t ing hawk ‘that falls llke "an old: broken umbrella™

\‘ia yivi y remlnlscent of - the crow corpse that Theodora

)

v1ctory of St. George, the legendary dragon"layer (AS 74)

She is torn between 1dent1fy1n Wlt the majestlcally

’ and the humble, neglected
, N
crow "that had %losed its wingsyand died, stiffEr and blacker
than old umbtel%

. process gg.guarw

slain her fathe#,

as" (§§_58)5 She is caught up in the ohpotic
ing the garnet dragon who has spiritually &
{George, while S1multaneously grappllng
with' the dragon d )conventlon. She is the shoddy black-~bird
umbrella who is leded in the coffln of non-movement. Because’

of her realized capacity to hate,her mother, there are aspects

of ‘the malevdlent dragon within Theodora herself.

At the dance Theodora 1s(rhe erow that'rlses, the black
umbrella that astonlshlngly opens 1tself 'to the agony of
masic;. In her black and red'striped dress'she is the proud
crow w1th the pler01ng red eye, v1ewed as a flamlng spectacle: -

"The proud strlped sklr%,nf Theodora streamed with fire. - Her

rd




. . A . . : .
body bent to the music. Her face was thin with. music, down

to'the bgne. She was both released from her own. body and

blmprlsoned in the molten gold of‘Frank Parrot" (§§'79). She " .
has prev1ously\perce1ved St. George as one who, although e ' -
“mrld and smooth-as yellow soap;" had nbnetheless'managed
to crush th\\dragon (AS 58). Although she is momentarily ] r

trapped by Frank's hoad uponp her, she will not be crushed

L
by the temptatlon of deSLre.’ She has already become dlsillu~

w

sioned with her falled K£ather, and does notgbelieye in 4 'Y
¢ r T , M . , p . : A}
knights in shining armor. Morley summarizes TheBdora's oo .
~ R ! L] [ ‘

schizophrenid associagions with self as both hero and ' .

—
v

monster: "Theodora reallzes that she has w1th1n herself .~

‘a core of ev11' whlch she finds altogether hateful, and.

.

- tha q\Tthe greatxnonster Self' 1s the dwagon to-be slaln,“6

1S

heodora's fragmentatlon and 1nscape into her personal ‘ f e
realm of lucidiWy or v1v1d 1maginatlon ;ndlcate that madness |
is not necessarily demonic; it can be a newfound state of = o
serenity and a source of liberation for 1ts permanent guest. . . K ;
Whether benlgn,gr mallgnant, madness is the counterphoblc v f,

react&on of the individual to the human condltlons of sensej ‘ R

less brutallty and 1nterm1nab1e\pa1n. . Ronald Lalng comments
Yy 3

-uﬁ’h man s present exlle from his- creatlve p0931b111ties= . .
}" . (\( L,\t‘ ’

L4 v

We are bemused and«crazed creature§ strangers .to
-~ @ our true selves, to one another, and to the 2 .
splgxtual and material. world--mad, even, from an . . C
» ideal standpoint we can ‘glimpse but not adopt. s

+ We are born int¢,a world where- alienation awaits ’ '
us. we are potentlally men, but are 1q an ahlenated

2 ~, -




. . Yo Cos
- state, and this state is not simply a natural system.
| Alienation as oyr present destiny is achieved only

{ by outrageous violence perpetuatqd by human beings
¢ on human beings.

i 9 ) - - . , '

]
f

This is a vital_thgme that White pursues in all his novels.

w
-

He stresg?s it by freq&en;ly using the outsider-figure as
the central protagonist. From the dilemma of alienation
the outdider moves inwards téwards the vision that-integratés
,féitp and self. Théodoré Goodman escapes from the undesirable
external madness into a stgte of apbcalyptic beatitude. ‘As
‘balienation is- the implicit condition of the present-day man,
' the outsider is merely barred from mock;integration. The
sage doctor comménts in the final movement of The Aunt's

Story: "Lucidity . ._. isn't necessarily a per éiual’ailment"
Story 2 P

(AS 297). Theodora dlsmlsses her last opportunlty for a,

‘conventlonally approved lifestyle when ahe kindly but flrmly
¥ o E
rejectp Huntly Clarkson. His interest in Theodora is ex~

* -

pressed in this comm@ent: "I like your wview, Miss Goodman. .

. . It is my view reversed. lIf I stand on my balcofty I can

see yours" (S 103) He is obviously referring to a moré'
f ' ' 4
spbtle view than the ,ohe of landscape. The insider’ is

intrigued by the expanding vision of the ‘outsider.. Hunily ,

is locked iﬂside his elegant box of .existence, and Theodora o

- t

_ will not g;ve him the key to the outer limlts of human posal-

Vi

bilities. .

;?A

-

~ . -

At a farclcal 8001&1 gather1ng at Huntly' 8, Th—fdora




' neither mother nor artist, she is continually bearing new

,and the trance of exhaustion. Just as.their birth place and

)

is enraptured by the pérformance  of the ‘Greek 'cellist

5

Moraitis, a fellow expatriatg,from "the country of bones."
It is during this remarkable perfdrmance that Theodora is

able to transcend her dilemma of ﬁon-creativity. . She is one .

of the chosen few who, through a spiritual sensibility, is

allowed a thordugh appreciation and experience of art. She v
L] ‘ i

. . ¢ o . . N .
is drawn into the whorls of music, and is embracing the

<

experience of this awesome celebration. Although she

experiences. ‘She is moved by much more than the integration
% ' ’ . x
of the concert. Theodora is hypnotized by the moaning cello -

that is victimized by the violins. She is also experiending

-

the musician who has survived the torment of his labour, and
\ )

who has passed through the movements of birth,(éfterbirth .

°

heritage were one, the experience of the musician and his

~

spiritual audience ‘of one become as one. . T
S ]

1 Theodora's halfway house in life is the H&tel du Midi;

In this secondfhovement of the movel the technique'dquﬁfeam

»

of consciousness reflécts Theodora's fragmentation. The
léﬁvious tone of the dizzy lifestyle at the HOtel is one of -
bizarre madness, yet it de buréting’with delightfully comic
siguations, and burlesqge capers. The aésemblage is q?t 8o -

o L. ,
much a ship of fools as it is & melting pot of human
e & :

suffering, passion and occasional nobility. All the listless - -

LY
. ' - . 1 1Y ' . «

"» . N
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transients are undeniably life's outéideréjlnd are as exotic

as the Jardin itself. The comedy of man's dilemma is up~ | ‘[
‘ N , , ) . '
roariously portrayed through the endeariag gwine, Sokolnikov.

This/Ru951an charlatan possesses all the grandeur~of a i
Chekhovian do-nothlng. The HOtel can be v1ewed as a surro-
gate orphanage that harbours civilization's floundering outes

caste. The captain appears to be échoing Dosteevsky's'
underground man when he enumerateé‘ﬁpon the fundamental
énpui of existence: "Do we not work frem boredom? . . .

We eing from bofedom. We fornicate from bp?édom. out of the
lpneiiness of boredom, we marry. Then as a sop to our bored

* vanities, we proceed to reproduce. c " (AS 207). The

spiritually shipwrecked crew.epitomizes twentieth-century )
) ; Y ‘

-Egpkind. The paraﬁount dilemma is ‘the éondition of boredom

and uselessﬁ?ae. The guests 51mply do not know what to do

with the burden of time, so they merely "mark 1€TF§;d rage S~ B

against all the futility and wastage.
Theodora's & yerience at the HStel marks her integration
+ ' ” H . N (
integrating one.. It alsO ennables

he\on901ng present. "There

-

inta society,-albe%{ a

her to intkdrate the past with

Q

are moments, she admitted, when it\\é\necessary to return to

the boxea for which we were made" (AS 204).. Man travgds

t

o

from womb to tomb, and is thwarted becausevthe mystery of

bexng 18 nbt contained withln this inev;table progression,l

Morley states: ‘"The box endeavoured' to contain a mystary;-




]
1

the narrator 1mp11es that the endeavpur fails,,not because

¢ 4

there is no mystery but because the mystery will not be

contained ln the box. . « ."8 Yet the quest for the mystery «

N

must be dlrectly llnked to life, since life is” the funda-
'mental mystery.*‘Although Theodora will not unravel the

mystery of being by returnlng to the. 'box of belng, ‘at

L]

certaln strategic moments she mqst take anentory of her

.1
experlénces, and remember that the box is her blrthrlght and
]

her destiny. Symbollcally, the Hﬁtel sets 1tse1f on flre,

-

A

and only those sufflclently 1nnocent emerge untouched from

the flames. o

4 ! 3 L D}" ‘.
Pant Three of The Aunt's Storyfbeglns. *"All thraugh -the B

middle of America’ there was a'trumpetlng of corn" (AS 265). :
(The tone is'one of proglamation, of joyous anhéuncement._ S \’
Theodora is‘aboard‘the train_of redemption "with all its \ i
magnlflcence of ;urpQSe," bu has dhosen to disembark 1n . ‘
favour of pursulng herjpersonal quest (AS 270). She ad0pts‘;?‘
a fastidious pseudOnym, and is bewxldered by the solid, ugly -
objects that’ she dlsdovers in the Johnson shack. ' In this
unllkely setting she finds a kindred sp;rit, thesdark ahd
lnartlculate Zack, who*is not as socially acdeptable as hls
sandy srbllngs. Theodora and Zack share ‘the secret of her
strange black rose and the hateful orange clock, and both

of th;n 1ntuit1ve1y grasp the flimsxness of aorearances.

Theodora then makes a pilgrimage to the only abode - S




321
) thdt is not 5 box begause it does contain a mystery. ﬁhe . -
e - Man who was leen his Dlnne; has not returned as promised,

but Theodorg"is finally reunited with hls image when the . .
‘evanescent spirit, Holgtlusu enters 1nto her newfound homeh‘
He informs'hef"that althougg.she is unaole to resolve the
duality of herxr existence,

she must accept it. This acceptance
b . .

. 1
presents itself in the disgulse of a compromise when Theodora

] allows herself to be led to an asylum. Her passivity, how- ]

s L ) . '
evef,‘is deceptive for she has previously learned that L

. "peop}e no’ longer comeK;nd go . . . people are brought and S d

4

- -

sent"” (AS 206) . Pre-destlnatlon 18 1nev1téﬁie, and., choice R

is an illusion. We are the 1nszgn;f1cant ants who wait for

a . i . . i *\,
) ¢ the mercy that God will or will not qffer.9 If mdnkind is ~ g

{

not truly oapabie of exercising self-will, how then can‘he o

force his will upon others? Theodora will submit to the '
,. . _soothiﬁg sterility that the hospital has %o offer,‘but she

" "will not be taken in by any of this“ (AS 295).

She flnally

lncorporates all the people ‘'who have in some way shaped the lﬁ“
final image’of Theodora ‘Goodman. She has become’ all whomr.f T
she has known, and .all that she. hés experienced. Beeaﬁée - . 11"
ch01ce is not’ possible, she is spared the final discovery .f . o j

of whether ahe is saint, sinner, lucxd“

mad.

She is- all _ . B

of these and more. She is the proud ¢row, the openedﬂuﬁ-
brella, the Kéalln ointmeht, the aunt, and the survivor.

Yet amld this cross-section of identities Theodora remains
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A fvegy much her’own.person.f Thelma Herring writes: "Finally S
vTheodoma wears the hat with the black gauze rose, also ' i

~artificial, ‘more a sop to convention than an attempt at

? ' oo . .
beauty,' but black like Theodora herself."10 She has paid
» N ° \/ )

‘ »® R ‘

tonvention its nominal dues, but has givgh of herself no more
- S !

than the mlqlmum requirenents. Ultlmately this . same "rose

12 \ , &
txembled and gllttered, leadlng a life of 1ts own" (AS 299).

" This last line in The Aunt's Story is the proof of Theodora's - »;yj{

persoﬁel triumph over both fragmentation and convention. ~

°

~ Three of—the four outsiders in Riders'In The Chariot

»

arefmu?h more dramatic than is Theodora Goodman, and they

e

. suffer from excruc;atlng dllemmas. The exception is the ’ ' (
charltable Ruth Godbold. The four mystics share a v191onlof
the,charlot of Redemptlon, "and are ultlmately corwerted into
iie'four>eranscendiqg‘xiders. Sylvia Gzeld suggeets that': K
Ruth's vieion df the cheriot lacks versimilituqe: "The
aéproPriatenlss of‘the“chafiot\imagevis more dubioue-in the

S case of ﬁuth'Godbo;d.‘...,._ Ruﬁh's coonections with the

cheriot is eéen only ﬁhfough the eyes of theugther characters

. ’. . . and therefore seems to be ‘included rather to gomplete

_the un;ty of. their j01nt visj on than to afflrm hex own nll

Rurth, however, 13 one of White's rare common protagonists

and like Stan Parker in The Tree of Man is uncommon only in
P P . ~
»

her. goodness. The quintessence of her vision is necessarily

‘and realistically undramatic."ﬁé; feet are solidly rooted




., the qharlot is ﬁot 1nappropr1ate or vicarious, as Gzell

*

. o7 o C !
to the ground, and it is congruous that at the novel's

R

closing she is the only remaining rlder. Ruth's image of

,suggests, but is in accordance w1th her s:.mle.cl.ty and im-
A
partlal compassion: "She had her own vision of the Chariot.

Even now, at the thought of it, her very centre was tou\i\ed
by the w:mgs of love and charu{ (RC 529). Ruth is a

C.hrlstlan more in, practice than in theory. She embraces a

falth that 18 non-denominasional. She lS tl%@umble sa:Lnt /

.

‘who tends the wounds of thg three more intensely suffering

riders. She nur..seg the mad mysric, Mary Hare,. through her/
raging fever; she yzipeé the bloodied mouth of the .Aboriginal
outcast in a brothel; and she is the angel of mercy at the

death-bed of the Jewish Messiah. The biblical Ruth converted: Coa

to Judaism for 1ove.> Ruth Godbold's non-dlscriminating love,
q

" does not req\}lre foTersion to prove itself, ' Vo
: 5

Mary Hare is the neglected waif who is tormented by a

— %
hateful father. VYet it is her father who unknowingly gives .

1 7

_her a glimpse of the vision that is laterto posseas her:

~

"Who a;e ‘the riders igz thewchariot, eh, Mary? Who 'is ever a .
»going to. know?" (Ré' 20) . This e:;teriWetoracal questn.on . / )
is €he catalyst for the daughter 8 expectxng from life "some ) T
ultlmate revelatlon (RC 21). Although Mary 8 communion - //
with nature is perfect, she fears the human 'm.thln heﬂ, \juat ‘ / A

as Theodora Goodman .fears the dragon waiting to be ala:.n :
~ »




servant, sighs:

'most an outllne of vague and fiery pain" (RC 67).

’cri51s of Mary's fever.

‘124

inside’ herself. Although she is sﬁgnted .and botched, Mary.

- : )

/
Hare possesses/fhe courage of thte s other st:.ck—women.12

/ -
Mar§/; dilemma is not her estrangement from a society forj/

which she has no use} but her obsession w1th the radlcally

-oppostd conditions of good and(ev11, and her recognltlon

b

of her own sin of prlde. She rejects the Elble which her
L 4

devoted servant offers her, protesting that’ she is diffegent..’

[l

Thls grrogance is her source of shame. She equates it with T

_the evil of her insufferabﬁy arrogant father. feg, the .

"Different and the same," (RC 47) and this

comment .also applies to the ultimate oheness'of the Judeo- -

‘Christian theoloéiesn which, as MoEley notes, are blended

thneygh the shared, vision of the four riders- "Rlders is

based, structurally and thematically, upon thq Scrlptures
and litanies of both Jew and Christxan, and effects a.fuaipm.
' ' ?

of the quintessence of these religions¢“13

For Mary the eafly visions of -the Chariot are oppressjve
, ig trampled by the wheels, and the vision has
not yet taken shape. It femains "a confusioh of light, at.

The foetus

“VlBlOn ls at the cruclal stage of being aborted durlng the

The fever breaks and the vision
is born. The fiery paiy is the t&&ment of her ontological

dllemma.
her by a demonic father, shé must grapple with her own . ~

Burdened.with the skeleton of a vision jimposed upon .
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rrog‘énce, and st'i'}xggle_ towards a faith that will‘ allow her ’
to make the“doistlinct'io? b;tyleen\ g'ood and e\‘ril. Mary redeems
her 'tiny sin' when she cliardet into Himmelfarb's burnigg
shack with her mandala-hat on fire. She is the avgnging‘

angel who 4s more than &illing to sacrifice her life £ er

o

; (beloved Jew. . o
. ., ) ‘
) * Alf Dubbo is the urgivefsal outcast, the half-caste who
. A g -

. % ~ - A
</_ yearns to be annodinted with the o0ils of his artistic vision.

His first creati?n is the blee&ing tree of undreamt dréams.
-In this painting he exhibits his propensxty for dipping hjis
paintbrush in the blood of sufferlpg. H.’LS first v1sual
confi‘ontatioﬁ with the *s"\hér.‘iot moves him to declare: "My
horses . .«. would have the fire flowxng from their tails.

And dropping sparks. Or sta:s. Movz.ng" (RC 345). He is
. °

dissatisfied with the stiff ‘riders in the tinny chariot, and

u -
longs*\o'transmute his vision into a celebratlon on canvaa.

A pa:mt:.ng 1ncorporat1.ng the chaotic detalls of h;s )

o

short life is both sacred and profane. Alf's expdsure to

=" the demonic aspects 6f sexuality and thpoqrigtidai religion |

precipitates this painting of@espa'ix.' and faith. Sex and |
religion are wovgn'i?ogethér in his depiction of the black

com:a'dy of his unhappy childhood. He portrays the ;exuai

4

‘, sté‘bp;'.ng to'which his mother wiulgif\gly opens herself and the

"white worm stirring and fainting"” in the crotch of his,

¢ »

homosegual foster father, the .Reverend Tim ‘(RC 350)... .For
Y TN - : .

>%
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the tormented boy,. unknown love waits elther to be buried

.+~ or be bern: "He would paint love as a skeletpn from whlch
fthey had picked ghe flesh" (RC 350). His ‘experiences ha .

precluded love, /but upon this skeleton foundation Alf wil
chisel his visilon. gf love and redemption until 'J‘.t_t[ékes '
" shape throuc_gx the execution of his Charidt painting.
Alf is accused of seducing his patron, 'the‘ Reverend m"‘\ g\ o
'I'lm,' and the b%ees to the protectlve anonymlty of the '
outback He goon cranﬁs to the c:Lty Illke the susp1c1ous
, and wounded creature that he is. There he seeks Bhelter J:n
the e tablls\h\ment of Hannah, the whore with the heart of = .
(&nd hax’lker:mg for) ° gold At this pgint he is spn‘atually
exhausted and phyncally diseased: He had almost forgotten
what they were treatxng him for; it was ebo .much more 1mport;nt
‘ to find a way out of other dilemas.. Disease, like h18 body,
was something he had ended by tak:mg for g}anted" (RC 375).
His dllemma surpasses- the torment hls venereal dlsease
s causes hlm. Although he has been reduced to a phys:,cal | i IR
wreckage, he,\::.s ‘suffexing for hz.s wounded soul. -
It is ‘in this paradoxlcal state of —carnal decay, and
yearning for a spiritual rebirth, that Alf wr.ings from the
K . skeleton of his faith the embryonic ahapes of the) "Fiery

s ﬂ/‘
' Furnace" and his interpretation of Ezekiel's Chariot o

L

-

Redempt:.on. 'These two sketches or cartoons image the (
c . -

p_aradoxicélf dilemma of his-condition ‘0of being. He loqqa(,for-.

........
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redempt:.on, yet is trapped in ‘the 1nferno of a degrad)ng
.llfestyle. That these embryOnlc creations are stolen may
imply that ‘AlLf is not yet reéady to complete what he has
begun. He has been punished for exhibiting h:.g art, his
'11fe-blood, in the contagic‘fus degradatlon of tzieépurlesque .
show. His art has been burlesqued by be:.ng likened to ) A
'cartoons. Alf s vision has yet to be reshaped and expanded.
He has not yet dlscovered the faces of the mystlcal riders,

14 He is destlned to wn.tness the pain of the

. or zaddlkz.m.
Pass1on before he can depict the glorious poe81b111ty of
redemptlon. ‘ o \ ‘ T o "
When the’ demonlc pract:l.cai jokers. string up Hlmmelfarb
1n a mock cruc:.f:.xlon, Alf is bleed:.ng in the Background. !
Alf is bound by v:.sion and blood to his portraits ofvsal- o
vation: "'he ventured to retouch -the wounds of the dead ‘ ‘ I
Chr:x.st with the love that he had never dared exprese in lee,
and at onc\ the blood was gushmg from h:.e own mouth, the .
wounds in the canvas were shzning and palpitating with his
own convlation” (_l'i_g 488) . Alf has gone in search of .
) i'{immé*rfarb, and has"f‘ound, him being nursed by Ruth and Mary, . - -
. the saintly attendants. The faces-of the riders have beer‘x .
illuminated, and Alf has been blessed to discover that he is
_one pf th‘em. His concept:.on’ of ‘the Char::.ot IE‘,‘:entatlvely

offered, almoet‘ as though he is afraid of realizing the ° S5

enormous igl“ofy Ofii‘is vision and creation.& Alf's Qrtiet§.c

v
EN
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: - o ) o
device of ;xoerstatemept only enhances the splendoﬁr,'

"causing it to blaze across thei sky, or into the sopl of the

beholder" (RC 494). The tortured.hands of the riders are

achingly sﬁsceptible. The offered palms expose the wounds

éyas the Charlot ascends to the throne of the. Dlvine Judge.

&

: cllmax\n the zeltﬁlst ,of Qwef{tleth-bentury Eurc#pe.

Alf has 1ntu1ted the shared pain of the ou;!lders, -has
sarnctified their shared v1sxon, and7has relocated them as
faith-sharers in the Chariot of Redemption. Alf has répro-

duced the actuallty of their experlence, and, as Morley

notes, "Alf's’ palnjifzj’:gg;aln the QEEBiﬁs\of the entire

JulS ¢

The Jew is the phoenix éns mira lously emerges from

novel. . .

b
the flames of the twentleth-century European holocaust.

Hlmmelfarb is converted from the Eharmakos, or lcapegoat-

figuré, 1nto a VLBionary sacriflce. He h&ﬁ great difficulty

reconciling the devoutness af hls mother and the apostasy

of his father. He opts for a comprom;se when he becomes a

_/-

respectable professor who Y¥s compelled to seek out his own .
people, and weds a plain .and slmpie-Jewess., His wﬁ@e, ﬁpha,
is a Yiddish verslon of Ruth Godbold. DPespite his worlély
success and domestlc harmony, Hlmmelfarb is %?iritually -

» l

listless. Hxs visit to a sécondhhanﬁﬂbook store that -

specializés in\ggxts relating to the Kabbala coincides With‘

the demonic sweep of anti-semitism that reaches its ugly’

16 e
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‘in the supposed age of reason.

approach to matters of the spirit. He is obsessed with the

.matlc expre381ons upon the faces of the riders. Instead of

" that appears.to be trapped.in water or fire is the presenti- o

; BEEE ’ "
:“ « . . . . |
C o . ot : i -%
apocalyptic teaching of the Prophets forms a radical oppo-
sition to the superstitious bloodlust that infecfs mankind’
15 * L

'Himmelfarﬁ begins a vague sketch of the Chariot, but he ’ N

rages. against the sterility and futility of his cerebral

possibility of redemption, and ye%rnsjto discern the enig- -~

receiving a godly 1llum1nat10n, Himmelfarb is possessed by '{

his own spirit, and he confronts hls reflecta.on in a‘loolung- A

’élass that distorts. Durlng ‘this splrltual seizure Himmelfar

" has come face to face with one of the rlders, namely himself.

[y

He has been smltten by the realization that the splrltual q!

answer can only come from-withln. His movihgsreflection

ment that-he and his soul, or inger reflection, are to be o
P}

twice consumed, and twice saved, from fzre. '

When Himme]lfarb @rges from the smoke of the‘concen-
tration camp he is a nan‘of ash. He .is ravaged by qullt
becausé he feels that he has oetrsyed his lost wife. He
cannot find solace in Palestine oecause he is no longer‘.;‘ |
the professor who has someondng to teaeh.‘ Desiging bniy‘to ' |
learn humility, he chooses to relocate in Australia beoause1_
of its.desolation and isolation. . To. Hlmmelfarb, it appears
to be a country of bones from which he can carve his vision°

\ [ ' » 3 o ~ '
. . . °

AY . » '
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' of faith. From hisfashes he is born into a man of bone who

Y]
. chooses a flimsy bhack for his home and a‘menial job as a - -
Pt 3 P ot ’ -

@, ‘e o

- " labourer. L . ' n !
A ‘ " -
- \ ” 0 '

.When Himmelfarb is hoisted onto the wvapped tree, a’
symbol of *the ¢ross, he epitomizes‘ tl’iet’juniversa‘l\ scapegoat S
figure. l‘fe is the "blac:}c man of .a lynchlng, the Jew bf a

- pogrom, the ol& woman of a ~w1tch hunt * . nl? 'The whlte
"Aussxes" have rev:.ljd Hlmmelfarb for belng -a forelgner, a
Jew, a "Ghrflst-klller. The frenzy ‘0of the mob is'like the
© .contagious hysi;érla_.k of a’ witch-hugt. Him‘melfarb is e;ery =
‘- suffering outsider. As the Jew bl eds, the fh}lracle occurs.,
i ‘\He ‘becomes the visionary sacrifice who "was conscious of,

. pure \;rater,‘ at the centre of "‘whic&n his God was .rej.-&f‘lecteh‘"

‘ (RC 444). HJeI is be:‘i.ng bathed g_nd pirged in the pool c'f o ,
e his méndaia—vi-gion, at ‘tahe centi; of. which he beho;és@\is O
?od‘ Ag the tgg;nented Alf observes t‘he'crucifixior\, he
understands the blood and\bea:ut’y of the Passion. Dubbo's
) ‘Chariot nlcstérpiecé depicts the ,‘messianic Himmelfarb in.ﬂ#s . ,,‘
\fall his agony and gloxryrs "A second was concéived in wi,re,

with a’ star inside the cage7 ~&dnd a crown of barbed wire" - ’

(RC 494).. as suggested in The. Sglid Mandala, the €tar of
¢ . /,
Davig -is a mahdala symbol of totality and" self-reahzatzon.

/ ) T F - . .
’ The cage ¢ and barbed wire symbolize the concentration camp, ' ’

LS " . w0

and are the'demom.c parodies of the perfect enclosure of

o1

the mandala. Alf's Himmelfarb, crowned by the .Q?rbed wire, «

A , . LI ot 8 f . K - (
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; ‘ ' has been transformed through his sufferln%* He has been

- . - 4
exalted through the hcceptance of pain in the cause of lové‘ N

HimmelfarB's dying vision of self reveals his prophetic
wisdom. 'He is enclosed by a non-dehd%fhgtional conqregation.
Thé source?_of his knowledge are‘imprintod in the rocks and o
. contained within the flesh of the plants. - He is a Megsiah-
R rigure before whoﬁ thousands,oﬁ souls stand ro bé instrhéted
~. and biessed. Himmelfarb has already passed beyond thls life, -
Z;% “ ‘and he "glanced back at’the last blaze of e#rthly fire"
(RC 471). He Has trlumphed over the' fires of earthly palh, R
and is immortalized.hs one'of the permanently ascending '

- -
i

.. riders.

R “
» Ridéis In The Chariot and The Solid Mandala are thema- .4

tically unifiked fhrough the link of the mandala, an anagogic'

t

symbol.18 M. L. von Franz describes the mandala as follows:

Among the mythological representations of the Self

one finds puch emphasis on the four corners of the ' o Lom
~ world, and in many pictures the Great Man is repre- - |
\, sented in the centre of a circle divided iato four. . . S

\Jung used the Hindu word mandal (magic circle) to
' esignate a structure of this order. . . . The . o .
cohtemplatxon of a mandala is meant to brlng ag IS o
. 1nn§r peace, a feeling_that life ﬁas again found
" its meaning and order.l9

\ | . e |
- ‘ The - Chariot of‘RedempEion; with its Q?Zternity of xiders, is . .
cleérly a.mandala symbol. In The Soli Mandala, the mandala

is a*recurrlng symbol that continually reshapes 1tsaif '

through the vision of the twin, Arthur Brown. ? ‘ ’

* (Y

- ) . R ~ . . '-“.‘ . , n‘.
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Arthur, the "dill," the dreamer, and the mandala-keeper,

»,

is one of White's blessed defectives. His father is addicted

Wd the Greek myths, as is George Goodman; both these failed-
r

$

Georges leave their legacy of mythological influence. Al-

- . .
though, Arthur apéea;s to be dreaming.while George pedantically

reads from the legend$ of Gods, 'the boy is profoundly moved

by what he silentlf absorbs. He worships his beloved friends,
%rs. Eoulﬁer and 6ulqie, as Demeter and Athene: JHe loved
Demgter~for her fullness, for Qpr ripe qpp{es,bhe loved Athene
for her unéerstanding" (SM 215). Although both these: com~
passionate wdmen are yqung’enoﬁéh to be perceived romantically

b i .
by Arthur, His relationship with both is platonic, not erotic.

Nor does he forfeitéghe love of o;e for the other: "ﬁe could ,
nog.sacrifi?e his first, his fruitful dariing,'whose mdurﬁgng
even st¥eaned with a white light. Norx the bumnt flowgr-poés,
the russet appleslof hi; second" (SM 272). Uléipately it is .
Mrs. Pou‘ er, the éymbol Bf fecun@i@y, whq sqoéhes‘énd joips
visions with the sinned-against Arthur. Dulcie is so absorbed

into her clan that Arthur can be only the outsider watching

li '
s

at the window. ' v o

" Arthur himself is the blind prophet_Tiresias.- Tiresias
- -, &
was afflicted with blindness at the age of seven, and it is

probable that-at this age, or thereabouts, Arthur was judged
to be socially unaccebtable for‘his diétinctivewexpressions
of self, 4nd subsequently rejected by both his father and

o« @

1

,"-l
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his twin, Waldo. Both‘propheé.and-young'outcast are privi=

~

leged to Qigiona that those who are blessed with sight, or .

reason, cannot shaf;. Tiresias was %:izirted to a woman '
glpnly,to discover that probabiyl?he wasn*t all that differeht“
Qgg'ZIS). Herriﬁg ailudes to the "seriés of androgynous ) )
figures“ that include Tiresias, the hermaphroditic ﬂﬁaﬁvwith

his wife in his ribs, and Arthur Brown himself. Waldo .is

-~

the' creature of reason, whil%ﬂArthur is the creature of .

féeling. Feeling is traditionally gdentified as a female
° ~

characteristic.‘ Arthur derlves much solemn pleasure from -

the bread-baklng ceremony, he enacts the tragedy of a cow

in labour, and he is accused by’Waldo of being a “fat held-
1 ] ’ !
¢ - less female" (SM 222). Despite his affinity for female

pain, Arthur's acute sensitivity does not suggest any sexual
propensity. He is spiritually andfogynous,‘but asexual in

\- .
. practice. He demonstrates his optimistic outlook on life-

when he redeems the cow tragedy by cheerfully exp;aiﬂingi
"But it isn't all t;aged§.y... . Because she can have other
calves, can't she?" (SM 34). Thus Arthur is'portrakad as'.,
; comprehending suffgring,“bht as.continaally being-:eatored
1L\ ﬂ' Sy his faith in being. B ' ‘ h
Arthur 5oyfull§ }ollects“hls colourful taws, and his B )

foun favourig&s'are ‘his glass mandalas. Tha,knotted marble

that he loves hbest is being saved for Wwaldo. - Waldo himself

is bound by knots of frustration, and Arthur is tied to




Waldg b& the knot of birth. Whlte dellghtfully plays with »

words when Arthur's peers, tease "one-ball Brown" (SM 219) .
Arthur is not at allﬂtrouble&:‘ "He was different, then,

in sevefai.ways. But did not mind 'since he had his marbles"
. . P * Lr
(sM 219), Accugéd of being a simple-minded eunuch, Arthur's®
. o, ‘)
sense of self and love is reflected in his glass mandalas. .

The apocalyptic red and green of the marble he associates .

‘0 4

with himself celebrate Arthur's selfhood. His awe before
the'ﬁthery of being is as pfofound és Mary Hare's, and he : o

expresses it in terma of his own persqnal'mandala-visionz

"To think . .. » that the world is another mandala!" (SM 236).

The trageé&'df‘being, the pain of the breeding cows and
14 - : [}
%hé bleeding Marys; is trhnscended through the wvision of b

the protectlve mandala,'“a symbol of totality," and of unity *°
N ‘,

tsm 229). - . | :
- Arthur luxuriates in fhe Pgrfect énclésurg of love and ~

faith bounded by Mrs. Feinséeip, her daughter Dulcie, and .S : |
the merchan£, Len Saporta. Arthur graciously, if unconven- 'f
tlonallyr.compllments the devout Mrs., Feinstein. by announcing .

that she looks "like o0il on water"(SM 235). She is annointed

with the oil of her unwavering faith. Arthur thinks -of \

3

Saporta as one of the "convinced, the unalterable ones"; his

: ‘ /
"solid shape" is enclosed in-the mandalic Star of David

!
i

(ﬂ240)."‘ o .. ' . ‘ : AN

,Arthurfs,gpiritu?; androgyny is péjfrayed in a dream that, ~ | ,;

-t
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. and patience are'beyona his reach.

Mrs. Poulter ‘and Arthur.. . : . !

. mandala dance. Jung mentions thax(in.xndia there isua

4the dahce r1tual in Riders In The Chariotz

i
‘e
1

. LA ' o '
represents a tkee growing from his }oins.//This dream also

depicts the rélationships that the man~child shares with

hig spiritual sisters of mercy. Dulcie's f%z;, imaged in
the higher branches, symbolizes the rapport sHe sharef with

Arthur. '~ Yet when Arthur is in a state of shock and fragmen- '

- 1 .
tation because of his twin's death, Dulcie's understanding '

She is so deeply involved

«

with her family thatvshe becomes an untouchable symbol of

completeness. During Arthur's ontological crisis it is

Mrs. Poulter who kneels beside hlm, as ant1c1pated in the

+
dream.

.

Her abundant, smooth skin is as tough 7*“

'~1str1ngybark.
This metamorphosis of skin into bark symhelis{ '5ihher .
toughness and the strength of her compassxon.{; d also an ..
aged‘and leathery Mrs. Poulter who ultimately soot{es

Arthur. " Arthur's dream occurs shortly'before his Méédala'

Dance; and it foreshadows the mother and Chlld reunion of

1

Arthur is inspired to express his vision through the v

\

Apecial name, for this dance, the "mandala nrithy?a."21 It is //////f

danced exclusively. by women. Harry Hesexglne comments upon ////

"Dancing . ..
g o

is a spec1a1 technxque for ach1ev1ng ecstasy or scmé/awful

22

state outside the bounds of normal experiencé " . Arthur

has already learned that thk\geometrzc shapeuof the ‘mandala

Oy
. -

, N v
- ‘ .
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can be transmuted into a dance. Although he is’ splrltually .

{
1nart1culate he lS able to mime hlS wvision.

He begins b& dancing his own‘dance‘which is a prayer \
for the dying gods and the ionely prisoners of his household.
‘He is foréiving his familx'for the crifes of silence hhey
committed against him. ‘He~déhoes the anaeshhéiized moon.
and the burning sun "which was infa sense his beginning,-
and should perhaps ‘he hiskena" (SM 256). In a dictionary of
mythology one finds The Twins, who are said to be chlldren
- of the sun. Arthur's beginning and end would be unified //
through his blrthjand death from the sun. He is born blessed;
he will die blessed. mbe-unfortonate Waldo is ﬁhe damnoo
twin who is destined to die in the shadow of:dark?eos.

Arthur is illuminated by love; Waldo is blackened by bitter~
ness and spite.

The socond movement of Arthhiﬂs dénce is a declaration
of love for Dulcie Feinétoin, her husbahd, and the children
yet to be conceiveq. ‘Because Arthur is bound to them through
:love, theig chiddran are.to bé his childrén-‘ Dulcie and
Leonard name their first-born son Aaron-Arthur, and his name
is the living proof of the faith shared by Arthur and his,
friends. ' Arthur's final seal of'approval is the Star of
' pavid which he weaves into their corner of his mandala.

In Mrs. Poulter's little niche, Arthur dances a fer=-

.tility rite that reaches a climax when he portrays himself

. -




- : : .
as her nnborn child. ~When Arthur is convulsed in rhe agony
of Waldo's dance he is involved in an attempted exorci?m,
rether than a spontaneous-eelebratqon. .This @éwfui state"

is the demonic inversion of the "ec%tasy" he expresses in his

first three dances. The»debriéfﬁeneath his-stamping feet

'symbolozes Ehe "dry mud" of Waldo s barren llterary endeavors

(SM 257). He does not exorc18e himself of his brother s
spiteful shadow bicause of the binding cord of blrth. Only
the death of one w1ll sever the bIood-cord. He embraoes
their'"doub;e’image," an image that cannot melt into one
Joseph L. ﬁenderson.summarizes the dilemme of the mythical

twins, the children of the sun: ‘ C
. N R ] -

Though the Twins are said to be the sons of the Sun,
they are essentially human and together constitute
a single person. Originally united in the mother's
-womb, they were forced apart at birth. Yet they '
belong twmgether, d it is necessary--though exceedingly
difficult--to dnite them. In these .two children we
see the two-Sides of man's nature.23,

, .
\The dllemma .of ﬂhe Brothers Brown in The Solid Mandala is a

subtle varlation of the wanIMyth.. Morley compares Arthur
~ .. ' : .
Brown to Dostoyevsky 8 1diot, the "saintly Myshkin."24

Waldo Brown also resembles one of Dostoyevsky s creatlons,
the splte-spittihg Underground Man. The brothers can beg,
'v1¢wed a? the spxrztual polaritles of one man or everyman.,
Although Arthur is saintly, he 18 imperfect because he lacks

-

a rational will. This is why he longs fer "the shadow” of

*~
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his twin which alone can make him complete.
Arthur understandi hls spiritual vqcation as mandala-
1 _beeger~" It was himself who was, and would rgmain, the
keeper of mandalas, who kust guess their final secret thrgugh.
. ‘touch and liéht; (SM 232). As Dulcie has grasped, Arthur
? N is an instrument of Providence. 3e longs to offer waldo
o - the beloved, knotted mahdala,'anp.to share his "discovery : * i

t .

s of the spirit"™ with his twin who is the “first of his two )
. preoccupatlons (SM 271). . But he is an instrument of . falth
;; . * only to those "who are receptlveiwand Waldo stubbornly and .
\spltefully rejects all overtures of love. Arthur is hurt-.

fully aware of this.” When he visits his stroked -twin in
the~hospitai he ratﬂ;r-shrewdly disguises ﬁis love as a need,
knowing Waldo will f£ind this weakness more acceptaﬁle. ‘. ' \:
Arthur's spirit is reflected in his own mandala "?h whicﬁ
the double spirai knit and unknit ‘so reasonably" (§§.251)? ’
This is an.exampleﬂdf White's technique of inverting conven- '
'tlonal patterns ‘of- sanity and madness. ﬁaldo's knotted _—
} " ' marble rolls into the gutter and disappears into ”filth " .\\ i
t' _ and darkness" (SM 300). Arthur s mytable marble reflects' e
i \ hi reshaplng and expandlng visxon of totallty and self. ~_>. |

1 ‘ ' 'rhe "double spiral” is the double :.{nage of self and twin/

that cannot be reconciled or severed. Yet theAlack of
- - - ¥ :
) unxty dOes not suggest madness .or fragmentation, as the -

<T ' becomxng and unbecomlng is a reasonable procpss. ‘n‘, R '

-




Artﬁur becomeékMrs. Poulter's chilglike Ch}ist. He
confesses that in the end he hds murdered Waldo, when he
himgelf should have dzed in the beglnnlng. Arthur is even

Al

more 51n1ess than Doll Quigley in The Tree Of Man, who merci-

furly‘killed her helplessjpro;her for fear of what wonld'

become. of him should her death precedethisz The maternai ‘ ' )
| Mrs. Poulter and her childliké Artncf are united -in the

reflection of Arthur' s last glass manda1a~ "She saw their | o

two faces becomlng one, at the centre of that glass eye"

(SM 306). It is not an_end, but a beglnnlng.' - . e

All of the blessed outcasts in The Aunt's Story, Riders

+ In The Charlot, and The SOlld Mandala transcend their dllem-‘

. mas through a vision that inted&ates self with faith. .
) |
Theodora Goodman unlfles her experlences, and recq ciles

the paradox of being by achleVLng perqﬁct lucidity w1th1n - y

)

the private.realm of madness, The four mystics in Rﬂgers :
5 I} The Chariot confirm their personal %%:zons through their’
v ’ .o

shared confessions, and transcend ﬁhe suéfering of existence
. abeard the Chariot of Redemption. Arthur Brown is emanci-

pated from the hdétful adow, of his twin: an&;receives

\ . '
Jthe blessing of the syn, his maker. Although he cannot .

save nis brother, understands what Morley refers to as tos

v "the. mystety of failure.“25 He has lost hia twin, Tft he -
v ' . . ! \ <
& w11l go on 11v1ng. .

In White's fiction, the burden of being an outoast is

v . * ) ‘ ¢
L} * ' !




‘genius. His. mathematlcal skll} is an lnnate gift, as is his

_ Hlmmelfarb and Alf Dubbo are outsxders by v1rtue of their

acute sens1b111t1es. Alf is a half—caste who transcends oo

- -

L * -

converted into a blessing. Theodora Goodman anﬂumury Hare.

) . ' S

have been branded, by convention as mad. Their madness,
however, is presente%/is a mystical lucidity. It entitles

them to enter into a state of spiq;tual beatltude in whlch

they thoroughly overcome the curse of suffering. Arthur

* Brown is White's moét fuily déveloped s{mpleton. What

. 44 ) . i
Arthur lacks in intellectual reason he moere than compensates
for with his profound compa9810n and intuitive reason. He

is depicted as a borderline defective and a border'l '

remarkable 1n51ght(u¢to the labyrinth of the human psyche

-

the-horror of his' exlstence through the gxft of art. Himmelfarb
is the 1ntellectual whofchoosea to reject cerebral preoccu~
pation in favour of matters of the ég;rlt. These men are
exp11c1tly cﬁnventlon s scapegbats. They intefpret‘the "
suffering theg have been.exposed‘to as a spiritgol sign, and
thoy struggie‘toward5°redemption. Throughout White's novgls,
the outsider playﬁ a dominant role.' He isereguently the ‘ " .
pro?agonist_embarked upon a spiritual quest.‘ The.other—'u - ':#
woridly uision'of th% outsider érecinitates this‘inevitablyfp

difficult but ult{mately,triumphant quest.™ N ~ 7
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CHAPTER V L e e s /\1

v LY ¢ 5 »
- . .
. N~ . @

' o " The .Quest For Transcendence ' LR

I A
" Whgte s protagonists, the afflicted outsiders, are

destlned to search for faith and a sense of self beyond the .
'* borderline of convention. They are all cursed and blessed )
Qith a Vision that cripp%ss them, yet guides them towards

transcendence. They struggle bitterly againstxthe demands

-

R of convention, the_tprment-of'spiritual vivisection, and the
dragon of dqubt. They are triumphant when their final

illuminations unite self and faith into an ennobling and

permanent image. )

f v
3 .

’ White's novels stress the isolation of the outsider and
his painful quest. There is a merked‘ﬂT%tinctiqh in tech-
nical subtlety between his first two novels 'and the subse~

guent ones.‘ In these two n0vels the quest motifr is senti-

mentalized throhgh romantic love and politlcal romantqusm .

respectively. Although the themes in Whlte s novels are all \

t N \
' variations and extensions of one another, his later novels

tend'to enphasigze the individuation of each man's.personal,t- -
quest. The first novel, Happy Valley, uses romantic attrace '
v, ‘_&___4____,____

tlon as the prerequisite to personal tra scendence; the second

'novel, "The Living And The Dead, ia the only. novel ‘that in-
1

volves itself with the theme of poiitlcal salvation. /The
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. ‘ ~

'

L

étruggle‘towards transcendénce is*as crucial as the ulti-
mately successful act éf tranécendence. It.is more power-
fully 'expresséd when 'the outcasf bursues his ontologiéal
search without the idealization of ghysifal love or poiitics.

The protagonist in Happy Valley is a doctor who is

" presented as a failed healer. He progresses from spiritual .

frostbite to a thorough thawing.that allows him to become

compassionate. He overcomes his immunity to pain through

.

. ) ¥4 A
~ the realization that callousness makes him as impotent aB

do despair and weakness. His complete metamorphosis consists

v

e
of four basic stages: despair, callousness, romantic.concern

for. one indivﬁdﬁal, and an all-embracing compassion. His
) ‘ . — .
.o )G
serious flirtation with 'non-feeling' is a counterphobic

1
<

reaction to his over=-exposure to the guffering of Fhé‘human':
condition. As a doctor he is gompelled to wiéness mankind
raging against sufferizg and the inevitable fate of mortality. . '
.OIiver's function in'the novel is fascinating,.as the reader

is given insight into the guilty chaos of the failed healer.
Equipped with techné%ué, and a clinical sense of medical

~ -~ \ .
ethics, he is nonetheless a failure because of the striking

©
@ o

abéence of concern and co&passion? o ’ ' e
In Alys, his gentle miséress, o;ivef has discovered the

’lgégalyst’fdr his emotional maturation and his spiritua¥; o
grﬁwth. There is one essential differgnoe between the

éelationship shared by Oliver and his mistress and Oliver

and his wife, Hilda. He is p?ogressing‘beyond the phase'of

. , .
r N [
- . i -
‘

»
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L)

. -‘aloneness. -

. ' . | ' ) ' ‘
chilled'infifference when he meets Alys. The timing element
is crucial Alys is a symbol or ;nstrument of falth. She
1s 1nstrumental 1n Oliver's conversion from borderllne
‘'nihilism to a belief in humanity. Oylver s defence‘pechanism

of surface hardness has worh thin; he is ripe for rebirth.

It is-explicit that in Oliver's liason with Alys he .is-

N °
]

" exorcising the bile of his hardened metamorphosis, and is |

becoming capable of a genuipe compassion for meﬁkind. '

Alys is alsb instrumental in the desifable reenion
beeween husband aed wife.C’Northrop‘Frye comments upon
western literature's tradition of‘Liﬁking thelmore; with ;he

desirable. - White has adhered to this pattern throuygh the

treatment of events in Happy Valley. It is necessary for -
Oliver to search for his lost faith outside the reaim}of

his failures. His deferential wife symbolizes the failure

-

of his early and naive metaphysical quest; thus he turns
eleewhere.' When he develops a firm and matufe faith he is
able to "do the rlght thlng" by reiurning'ﬁo these w}e aiel} ‘
dependent upon him for’;helr servival.‘ When Oliver duti- .

fully returns to his wife he is a éhanged man and she is a ‘

[N

changed woman. Together they will struggle to keep their

family sheltered from the desolation ‘that can aecompaﬂyi

v
3

Patricia Morley's 1nterp§§£atxon ‘of the novel's final"~

&+,
8

movement allows for a solution:l

hed
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| ' : ' D? ’ : . :
) -The solution to Alys' and Oliver's liason is not
' the sentimental one of escape to California . . . ~
but the acceptance of pain and suffering and its '
transformation and sublimation into love for all —
men. . . . 01;:2& Halliday's confident belief,

that there isfa 'mystery of unity about the
. ,world' which u lies its temporal expression in
. cleavage and pain,. reflects White 's own’ conviction.l = -

' , =

v - Oliver has lost, but has gained as well; thus it is

p————

possible for him to 'incorporate both lgss and.gadin into the, _ *.
schematic network of being. His loss is also comparatively

easy to bear considering-his newfound sense of moral recti-

NI T w wemE e Wy e —m s

tude. He can now luxuriate in the spiritually elite posxtion
o | - of the generous moralist who has denied personal love in

“ favour of the’righteOus choice of responsibility; Unfor-

‘tunate1§ Alyé' progress through pain towardé-purpgse is’less
\ : succegsful than Oliver's. At the end of the novel she A
JP t

appears to be floundering in the’ interrealm of’ past and’

present. Her final illu%ination that there’ is\"no _pain that.

L Ly is final" is rather ambiguous (gg 289)% . If White has in-

- tended that Alys' pain should serve to ennoble her I feel .

- that he has failed to shggest this adequately. .. - U
' -]
L v The novel's ebigraph‘from Mahatma Gandhi expreejes the ,
' 9, . - .
S . belief that suffering is the seed of progress. With 'the

. ¢
aid of Alys, the instrument of faith, Oliver is able to

overcome his crisis of callousness, and appears to be on- the

}

‘t\ . path towards recovery and progress. Before his suffering

! has served to ennoble him, however; it has degraded him.
] hY

Oliver's senses are deadened before they are intensified.




«
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Had hé simply ventured from noble innocﬁnce to noble exper-

ience his quest would have lacked the obstacle that is
‘ ’

crucial to surmount in the search for transcendence. Suffering,

-
L

struggling, and.grappling with faith are the essential condi-
\'! tions of t quest.' The spiritual bliss shared by Oliver and
2 Alys serves as a startiing eontrast to the common knot of
unfulfillment that plagues all of the other aéult charactefs

in the novel. fThis romantic love ;eleases Oliver's thwarted

compa581on. He| transcends ??rtlal ang’ personal compa531on ; _

“ by flnally becdmning capable of a sagff:acrlflclng and \ . oo
genuinely noble &oncern ‘for humanlt When he is able to

'strlke a necesgary balance between despait and indifferenoe
he is able to become a healer who is blesseé with faith.

Politics plays a domlnant role in the shaplng of the

‘rhe proletarian

theme in The leing_And The Dead. Joe

-

Basnett, is not the central protagonist, but he is, the novel's °

¢ s only genu1nely 11v1ng character.- He forfeits the pure love

he shares with Eden Standish by offering hxs services apd

life Lo the cause of the Spanlsh Loyallsts.

HlS inevit=

.able ath, nalVely sentimentallzed, serves as a monument

3 "~ . to the streygt? and comrage of his convictlons~ coe

The poor, more often. than not, are more detached
in their attitude to death, as if a closeness to
possible disaster prepares for the inevitable.
And death, even as, a personal blow, adds &a kind
of distinction. . . . This was something to be
Co shared, exalted; not shut awdy with tears in a
’ room. . . » Out of the dung, the dead and
“distant. fantails, as distant as the llving Joe,

~

te




Mrs. Barnett went ta get her share of pity, to '
share the dignity of sorrow. , . (LD 370). .

4 [

. This noble sentimgnt is not a theme that White chooses to

pursue in his later novels. An ironic inversion of the

honour of polltlcal dedlcatxon occurs in The- Aunt 8 Stogx

PS

when the Ru351an version of communism receives a playful .

slap in the face: -

y b

'Long live the Republic!
» Long live Kerensky!
"No! Down with Kerensky! Long live Lenin!
Long 1iyve EﬁQ}n. Kerensky is a windbag! (a8 214).

i
After this brilliant exchange of bogus party lines fthe

sporadictally pensive Alyoshé Sergei-  expounds upon Kerensky's
' 1

"wvirtues in a/tone 80 serious’as to render the situation -

\

.entirely ;bsurd. This farcical sequence implies that zealous

R4

political loyalties may be simply a product of boredom. In‘

The Jardin Exotique, Politics is & conversational ball to

4

be tossed about on a rainy day. ' . R

.In The Living And ' The Dead~the dignity of the working

class is strikingly contrasted with the uselessness of the
e :

\ .
upper class.\ It is a contrast of purpose and life against

o

iﬁpotence and death. The previously apolitical Eden joins -

' “the ranks of the living when she is transformed into a-

neophyte communist, One is to assume that her decision is

based\gpon the rlghteousness of uoe s political guidance.

41&4 antl-hero, Elyot Standish, ik Whlte 8 least sym- -

\

pathetlc protagonls;.:‘At the novel'g closing he has only
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juét begun his spiritual quest. He manageé to emerge from i
the dust of pis/gchoiarl§ addiction, and boards a bus for
places and purpqses unknown, Although he Qill probabi;wneyer
achiéve the dignity of the self-sacrificing Joe, he has’
begun to rebel aga%nst his spiritﬁal impotéhce§ He has .

\risén frém the interrealm of the living dead, and has chosen «
to pursue a personal, albeit undefined, théme. The signi-
fic?nce of Elyot's individual guest is undermined\bx\i:f
attentipn given to thé integrity of the communist ethi

The desirable-rela&ionship shared by Eden.and‘her ‘

5politiq;1 mentor, Joe, is contrasted with the failed re-

- lationship of the estranged brother and sister} Elyo canU‘.

e viewed as an early:version of ghe sterile man of reason,
Waldo Brown. hlthough Arthur fails to b;éss Waldo with\ his
vision of lowe and faith,. he pursues the.goal of being ré-

united with his twin until the bitter ené. Eden is not “
concerned with the épiritual salvation of Elyot. She dis;

misses him as one of the irredeemably Mlead, and the Eord of .

" birth binding brother and sister is irreversibly sevéred.,
It seenis improbable that Eden wiil attaiﬂ the spiritual
glory she aspires td'considerihg that she is incqpable of
expressing pompassion'for one;Qho is‘bound to her through. CT

_blocd. . - - ~ N

G.A. Wilkes comments upon the doginanée of Stan Parker's

spiritual struggle in The Tree of Man: "Yet the gtgength

-

oy . .




of The Tree Of: Man comes not from Stan's achievement of . ¢

Y

illumination, . . . 80 much as his blunderings towards it,

his bewilderment and uncertainty, his painful effort to

interpret such knowledge as he is given."2 The novel o~

concerns itself more with the common man's bafflking search

L}

than with the figal gift of understanding. Such is the
nature of everyman's ekistence.. This is mankind's clumsf- b (”J
heroism, which, despité the preoccupation with syrvival,

is drawn towards the pursuit 6f\transcendenqe. Although

Stan is a heroic figure, his heroism is not egacted upon a .
]
- \ (S

~ grandly dramatic stage. He is inarticulate, almbst spiri-

‘epiphany. .Stan has experienced a minimal physical and

tual}y mute, yet hg is cursed and blessed withtaii of - the
staggering insights of White's more histrionic protagonists.
. P -
Stan collects and harbours his moments of minor illu-

minations, and wity/fhem builds a ladder towards; his final & " ‘

verbal contact with Doll Quigley, yet he knows who she is.
They are kindred spirits througﬁ the personal suffering they
have both experienced. Their enigmatic bond transcends that R

of kinship oré?ateéhip.ﬁ Their intimate "nbn-relationshiﬁﬁ

can be likened to the mysterious affinity shared by the-

transcending riders in Riders In The Chariot: "The purposes

of God are.made cl to some old women, and nuns, and T
idiots. At times S n Parker was quite wooden' in hls thmck

bewilderment. “The for a moment he would be laid open, as

he was by Doll Quigley's glance“ (TM 218-219) « Thla\ ) T o

) ]

»
°
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] .
sponta?eous realization of Stan's is also, White's own point -

of view. All of his wvisionaries are dlStlﬂCthély outsxders.
boll Quigley is one of White's outcasts and stlck—women.
After Stan has met Doll's penetrating and steaay gaze, he -
intuits that she is one of the splrltually elite to whom
“thg purposes of God are made clear." Judaic thgoldgy,lnter~
’prets the suffering of the Jews as one of the signs of their
" being a chosen people. -White's 'chosen' are also éhose who

have béééme intimately familia; with the éxpérience £ pain.’

) : Stan's discovery of his wife's infidelity toss é him .
into the brutal arena of despair. - Hls suicide at}empt is

\/ “

aborted because of his intrinsic 1nab111ty to "riseé to the

helghts of tragedy and passxon" (TM 332). He 1s\<:t destined

to be a tragedian in the drama of life and, because of Ehis, S
suicide is inaccess%ble <0 him. ¥e must endure Amf\d be- .
tfayal becédselhe is cﬁmpelled’tow 'even‘thdugh he.cannét‘ a : ',I%
discover the pdrpose for eﬂﬁurénce. ’It is a'morally'and . .3

' spiritually outraged Stan whose body ;eVOlts'at man's utter it

‘héiplessness against the enemy'of'suffering, and inability
< ) ;

to discover a state Jbeyond.the one of merely being: "He spat' '

dndffarted because he was full to bursting; he‘pissed in . N

’ .
" the street ¥til he*was empty, quite empty" (IM 333). Stan

has chosen “to 1nterpret thls vile experlence as his savage s

exorcism of God. Hls lllusory 11beratlon is a spiritual

regression that allows him to temporarlly resign himself tq »

1 et

e
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the monotony of. being without,‘a sustaining vision of faith.

He thas rejected both suicide and faith, and is dedicated for

o . o
'-{a time to the chore of survival.’ \

L

( .
~Stan is jolted from this abandonment of the qu(gst for
faith when he is /su’bjegted to the enactment of the intg:icaﬁe
psychological drama, Hamlet. The play is a catalysf/that

opens old wounds. It mirrors his own confusion concerning
* /

. the ahormity of all that is:unknown. 'The play is an imi-

tation of the’drama of life. i‘.“)[t.evoJ‘ces in Stan the recol-
lection of his intahgibie confrontations with the mystery of

5

bei{xg. His encounfer with Madeleine amid the drean:—l’ike
“flames was no less . complex and esoteric than what he gsees °
per formed on stage;\ He is oW mesmerized by thé shadowy
actors as he is a spectator to- tile finale of x;\ultiple death.
The latent he;q?, the“tormented Hamlgt trapped inside- the ",
'ox':dinary man Stan Parker, has bee\n swept full force into the
\}iolent dr:an}q. Once again he is poésesse\d‘ by the aching need
to uqn‘derstan’d. Stan cé.nn;:»ﬁ shake off the intoxicating effects
of 1;.he pfay because it is impossible to¢ ignore,o% what
one has actually lived through. \ o ’ o .

o

for Stan ag it offers’him the shawl rather than the essence

*

The church setting serves as insufficient inspiration

of faith: "And thé,priést of God, who was takiﬂg‘brgad

with the tips 6f hi¥ fingefs aﬁd tasting wine with his
fum;)ling mouth, was'aiso trying desperately to transcend bread
and wine" " (TM 430)‘. Like the fumbling priest:., 'S;tan yearns

‘to, éxperience more than the sips’ and crumbs of faith.

7 .




Stan's pantheistic 'interpretation of the integration of

all phe”szomena is subject to a divine extensmn when he is ' .

qktlmately enlightened: "Orie and no other flgure is the

. ~ answer to all sums" (TM 497). ‘He _recognizes that a gob of K Sy
P

-splttle is as godly\ as anythlng the evangelistic preacher .

has to offer him, but 1t becomes startlingly clear that the

"One" is both<the mystery of and the "answer to all sums." —-
‘ 3 ‘
Thus his vision of faith has been wrung from the pain of: his

a4
baffling quest, and it trlumphs over suffering and death.

...J
Part One of The Aunt's Story tracés Theodora Goodman's

movement from the bones.of Meroe’ to the ;nltlatlon of her -
spititual quest., II‘I accordance }with the .epigraph from Olive
Schreiner, Theordora's tormented soul is removed from her ‘ ) / |
"nearest of mental kin" to the "eolqitary land of-:thé indivi-

dual experience."
‘Theodora leaves Meroé&’, her ’Ithaee, g search 'for her
. - - a . L

promised land. . Her father is her "nearest of mental kin," °° : ~

and'when he dies S50 does 'the legend of*ﬁerde‘. Upon her quest “
'Pheodora becomés botj Odysseus and his son, 'I‘elemachus. Shé‘

tnénscends the falLure of George Goodman's quest, and wins

what Thelma Herring describes as "the game for her soul."3

Theodora, one of White's spiritually androgynous figures,
. * & 0"1 )
fits Edith Hamilton'edescxiption of ‘I‘eléma'chus .as a "sober \/ -

dlscreet young man, . steady and prudent and dependable nd

Holst:.us serves as 'I'heoaora s ‘spiritual mentor in the same |

LY 1
A ' . - K
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“ way that Athena serves as Telemachus'. Theodora is very much

her father's doughter; Her personal Odyssey\ has been shape‘d‘

—

-by George ‘Goodman's romance with ancient mythologies. As

she journeys through the realm of exper:.ence, other pe on= "’
t ~— g

Qliti are J.ntegrated J.nto her permanent sense of self .

< 1

“And in the same way  that “the created lives of Theodora . = -

Goodman were :Lnterchangeable, the lives into whldh she had

: entere\

. . . these were the lives of Theodora _Goodma&, these

®

too" (AS 295).

As the eplgraph taken from Henry Mlller suggests,P&rt/

7/ Two, "The Jardln Exotique," deals with Theodora's fragmen-

tation and maturation. The J.ntoxlca\tlng jardin can be inter-
preted as the Homeric Lotus Land.' Odysseus' men have to be

: - - #
dragged from the seductive island<and chained to the ships. -

’ * . .
~ The inmates of the H&tel leave the exotic garden'on}ﬂwhen

[ . 3

, the European madhouse sef{s itself on fire. Theodora passes
much time in the gerden anticipating the gothic and apoca-

l}ptic splendours of.the state of madness, "in what should

a

ge apaii‘?:, armed twisted dreamless, admitting at most the

i

echoes ,of sound, the gothic worﬁd" _(AS 152). She is the

,Aunt Confedsor' who sHrouds herself in a nunlike mystei‘y,

and whose austere bedchamber is strxpped to the bare essen-—

tials. She is welcoming j:he process of .fraa.qmem:::\1::|.on,° and z |
" .is a mystical mirror reflecting all imagee to all people. | &

Eventually this process iB reversed, and the guests are —-
Barhans .
» ' :

o f P
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-

1ntegrated into the one belng of Theodora Goodman. She is

i

suspended, and restlessly awalts the omen indicating that -
her questnshoulo continue, ‘It appears (none too subtly) as
the demonic and'apolcalypﬁic flames theé’consuﬁeefhe HOtel:
<’ ""All tha ;;olence”of fire was contained in the hotel. It

tossed, whether hatefgllf’or—joyfully; it tossed reeeraint
to smoke. Theodora ran,lbreathing the joy or hatred of
fire" (AS 256). rThe flames have destroyed those who are.
jaded from experience,‘and'liberated thQﬁe sufficient}y

‘ ' innocent to resume their o%;sonal quests. )

A quqtation fromOlive Schreiner serves as the aepigraph

L]

theme of Part Three: "When your life is most realj to

°

[

you are mad." Theodora s sister shudders over her cryptic
7

. references to,Abyssinia, an@ Theodora is branded by con-

'

_svention'as mad. Theodora does not return to ‘the Ithata of
Mero¥, but reaches her promised lanq én the new world of
. America; In_an apaodoned‘epaek Tpaodo{éienqounters-the
phet-spirit Holstius, who .may oe part Q€’hercrampant&iﬁd-2
gination, bot is.nonethelesejreelﬁ Her spiriﬁggl mentor 7
informs ﬁer ﬁhat she must‘iecept the ﬁreeligy of illusion
_and the illusion of reality" (as. 289) )
. Theodora lias. overcome the torment of her soul by accepting

" that' the d;vxdlng llne between joy and sorrow,,lllusion and

reallty, ltfe and death, is a negllglble dne. ‘Madness and

-

sanity are quintemsentially‘ind'visible,“and her integrati f
I - ) ; - - ?2— *

.



\ " ‘\ * - - ' ~ ° . - .
of experlence \wn.th self w:o[ll be deged \py soc:.et§ as sheer Lt
‘madness.; Havfng so successtully completed her quest;, Theodora -

»
S T 4
.

is not dependent upon society‘s jddgenents or approval. Al-

tfxough appeere{nces suggest" ﬁhatﬁ Theodora has been defeated

-when\she is ‘gently dragged'to an.asylum, White's ‘artistie

reallty proc}.alms her the victor. .. Lo " ; ‘
. -

'fhe' quest.of the Ggrn)an explorer Voss 1s twofold~ the - -

¢ N

penetratlon into the soul of the Australlan,désert, ‘and the
. . ' "‘ / .. R L, ! .
penet?tetion intQ thé-desert of his own soul. Voss has Z:nvi- *
1

+ sagéd. h‘imself as the da;ockb godgoyf"the unknewn, inte}nt on
conquering the wildérness that niirrors his own soul. / R

Vosdl is.ultimately the' dethroned vi’s'ionary\ who is sacri-

© . i . . ) ~ “

.- -3 . - ~ N
ficgd, to the executioneér. Although he can %Ye viewed as a . T

-

§ o~

tyrant learder (def:.ned by Northrop Frye as "1nscrutab1e,
n‘
.ruthless melancholey» and with an 1nsat1able w1ll, who com— L

B mands 1oya1ty qQnly! 1f he is egocentrlc enough to represent

¢

the collective ego oﬁ ‘his followers“), he is not converted ., N

‘into a"!’pharmakos" or scapegoat figure, fbecause his self-
< N .
sac;a.flce is voluntary, and has served to strengthen none

Vs
‘but 'm.mself 5 Vbss has exposed hlms,elf X e} the .,extremlty of . ,
J* *e . ) '
s ferlng because he has chosen to reach the summJ.t of coLh

/‘txanscendence theough the depths of experlence. He has had /)

) T

illusions of’ a;‘v1m.ty, ubut has died like a trapped' anémal. o

¥

‘ He has -run the gauntlet of exper{ence, and throug.h his desc:ent ' oo

13

to the newfound state of humila,lty has come closest to , w0

- . «




. &

Vallex and is a varlatlon of the one that all Whlte s

»

godliness. "For all suffg;Z;: he sereamed“{ his humbled and
eompassionate outcry on'behelﬂ of uhivereal suffe;fég! is the
proof of his pran;cendencé‘(!,4l7). h

' His spi:itua; méntor.teachee him that humility is not

an indulgefice but a state of dgrace.’» Althoﬁgh‘Laura is in-
strumental in Voss's attainment of faith, she is confined to .
czwlllzatxpn, and geograpklcally distanced 'from his desert

¥

kingdom. Their physgeal love is consummated in a mutually
experienced vision, and their mysterious affinity’réﬁoves .

thenr fxrom the category of ordinafy lovers. Tﬂeif'bohd trans-

.. cends the sentlmental one shared by Ollver and Alys in EEX

mystlcs share. a
" ¢
Voss forfeﬂks his earlier, grandlose clalms bx confessing

his felﬁh in God. HlShflnal 111um1nation allows for his

7

transcendence- "When maQ ls truly humbLed, when,_ he had r

learnt that he i3 ngtJGpd, then he is nearest to becomlng so.

In the end, he may ascend” (V 411). Voss has fallen from the

falée state of pride, and has discovered that suffering and

* - N -

humility are the seeds of transcendence.

1

The four riders in Riders In The Chariot are the prophet

3 3 . . ’ - : - ‘ » 3
Ezekiel's living creatures "whdse appearance was like burning

4

coals o%”fire, and was like the appearance of burning lamps."6
Ezéklel's creatures ascend upon the maglc circle of thelr

wheel, and ﬂhlte 8 riders are fxrst trapped within the spokes ° ,

-

v
",

{
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of suffering before they ascend. White's riders glow with' "
the lamp of illuminatipn, and the "bu;niné coals of fire"

are the coals of their faith. In the novel's epigraph

Ezekiel asks: "Is Qe honest who resists hls genius or con-
science only for the Sake of present ease of gratlflcatlon?"'

White's tormented riders all reject gllb solutions to their

individual dilemmas, and choose the burning path towards

transcendence. 2 \

May¢§;re maintains her awe before the mystery of being.
;She does not fall prey to the ;raps-ﬁf human crﬁblty set for
her. She .is ultimately absqued‘intp-her truséworth? upder;
growth. Her pantheistic belief in theobodliness of nature
allows for tpe possibility of\salvation when she villws "her
Jew, " Himmelfarb, as the Messiah who has been sacrificed‘foﬁ
the salvaﬁion of unkind m;nkind.lﬂH&mmelfarb'résis?s the
. sterility of atheiém} and returns tq his ;eEigion w%th a

passion for redemption. Aif Dubbo transcends the Dreck
Jgf his diseased existence when he paints his visions of faith
with his Very life-blood. Ruth. Godbold overcomes the medio-
crity of her life by being the angel of 1mpart1al mercy.

-

These , four virtually sinless and outrageously'81nned (
against "}1v1ng creaturesf are spiritually unlted-through

- their shared vision of’redemPtion #nd ascension. They
surmoynt the vivisection of'ekperiépce, and pﬁféﬁe the cha;iot'

of faith. They are all embraced into a state of grace.'

In The Solid Mandala‘the‘thdroLghly'uﬂidentical twins,

A ' ] -
- - s L
. - -




It is the Bete-consumed Waldghwho viciously attacks Arthur,

L

Waldo and Arthur Brown, are each other's élter-egos.* Literally
Ehey are two men; allegdrically they are one man. Alan Lawson
reports that the critics who regarded £his novel as "an essay
in complementaries rather than polarltles" had a more favour-
able opinion of it. 7 o .
Like Elyot Standieh, Waldo is the sterile man of reason

and, unlike Elyot, Waldo is unable to transcend the wasteland
of his'existence. Arthur 'is the man of feeling whose medium - v
is touch. He intuitively.grasps all the knowledge that Waldo

s0 relentlessly pursues but cannot capture. One of the ﬁovel;s

plgraphs, the quote from Patrlék Anderson ("yet still I long

Y M \
for my_tw1n 1n the sun . . ."), expresses one element of

o

a

Arthur's quest. Arthur has attempted to touch Waldo with the

&

mystical love he has to offef and is contlnually and Bru- o

. 3

-tally rejected. As well as belng Arthur's "tw1n in the sun,"
Waldo is the dark shadow that blocks Arthur from the sun's

healing illumination. o R
- I'D K .
It is implicit that Arthur's release can be wrung only

from Waldo's death. He is as spiritually attached to his

hostile brother as" though they were Siamese twins destined -

i -

to remain indivisible until the emancipating death of one. <
= \ .

. , )
and in helpless confusion and self-defence Arthur kills his’

would-be assassin: *Waldoowaakifinq still, \put still attached

. to Arthur AE the wrist" (SM 28Y%) . Afthur must shake off the



! « . S—?
3

cruel grip of WQ&&U‘S f&isely accusing hand, and flee from

the wooden box of a house that has nearly been his tomb.

«

" Arthur runs to the sheltering anonymity of the streets,
and loses Waldo's knotted marble. His failed quest, the
- )

search for the twin in the sun, is terminated.in "filth and

darkness," and Arthur must accept that he can and will go

on living without the albatross of his twin. Mrs. Poulfer,

the simpie and c&mpassionatghmother-figure, underst&n@s thét'
Waldo'g hatred haslfinally turned upon its mast%r‘énd desf//“ P
troyed‘him. Arthur laments that he has lost half'of hiﬁéelf.
Mrs. Poulter assures him that he has lost "no more than a '
small quaiter“ (SM 303). The lgss of a part of.self through
‘the death of the twin is not presented as a demonic one.' '
Although Arthur has failed to reunite himself witﬁ his twin, VS
OEAimage, he is not destroyed.k The fusion of‘reison and .

4
R 19 .
feeling within one man is an apocalyptic achievement. When .

.- -

the reason, however, is jaded and malevolent, the feeling

N a

and intuitive reason can exist, and perhaps even thrive,
» Pl

[}

1n&ependently.g

4

It is Waldo who longed for his

' o

brother's death; having

been repeatedly subjected to a pure love he could not acéept
LT o

o

oY requite. Arthur's intrinsic innocence is shocked by the

startling fact that he himself has been the murderer instead

ofgthe murdered. One twin is damned and the othér is spared,

but the choice is not arbitrary. Arthur, the flaming—hairedkf;

"

. ’ % . . ’
s ¢ . r s / ' f
\ .




’ 1 .t
avenging angel, inadvertently avenges himself, and with"the
. / Y. . :
sun's blessing and his' protective mandala.vision,. is able to |
L - N M }
vindicate himself of his "crime" and enter into 'a state’ of |

[\
AR

grace. ‘ p . (/
' Aé Morley observes, in The Vivisector Wﬁite is ."pursuing .

° "his favourite .theme, the #piritual quest, this time with an’ .

artist as the seeker."a’

It ié ly‘qfter artist Hurtle .
Du?fieldwis stroked by God -that he& accepts the péésibility
“of t;énscending his artistic exper@gnce. god is his creator
faﬁd the Divine Artiét. ,ﬁurtle finally utilizeé the afflic-
éioh of hi; art as an instrument to achieve a vision of God. v
In his humbled 'state hé ﬁndgrstands that human art-is an
inétrument and not the end.’ Hurtl? is maimed by a stroke L
. that asimult:_aneously serves to cripp]je and enlighten him.
H&;tle's apocalyptic_stroke esults in "half élimpsgd
visions. . . . At such mom;iba he tremblingly believed he _ " ?‘T
night eventually suggest ., . . the\sou; itself: for which
the most skeptical carcasses &f human flesh longed in secret"
(TV 519). H€ is searching for the soul itself, for whic‘fé | -

even the spiritual corpses of the non-believers "shamefully"

: ' .
yearn.

His talent is God-given, and is experienced as both a '
¢ ' s _ : '
divine gift And an affliction. The vision of the artist

_includes éven’:the demonic corfdition of Dreck; the pure artist
! ® . e
is spared nothing. The unwed mother.of Hurtle's'adolescent

~ a3 ’
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psychopomp is also a victim of a stroke. She humbly informs

-Hurtle: "I believe the afflicted to be united in the same

purposé, and you of coursé as an artistcand the worst afflicf') ‘
- - ' » - -

ted through your art can-see farthgr than us who are mere
human diseased" (TIV 563). The fuggested'unity of purpose
is the quest fér faith towards which‘all the sp;rituaiiy

afflicted hobble. When,Hﬁftle finally masters therapoca-

[
B
e A

lyptic "never-yet-attainable blue" of indigo, he simultan-

"eously captures the “never-yet-attainaﬁle" vision of thg @

Indigod, the artist's personal 1mage of God (TV 566). ‘ °
Hurtle's ultlmate confession of falth is 1ron1cally a

denial of denial: "My luff o God glf g1f I haf believed \

truly Flways yurss God" (TV 567). Up untll the moment of

crlppllng 11;um1nat10n he* has deluded himself .by bellev1ng

that he was the chosen servant. of the‘lord og art. His

painfully wrung. admission of an epdurlng faith places the

prioritiéi of his, credencgs in their’?fopef perspective,,witﬁ )

e % . v , -
God heading the” list as f{he Divine Artist,gStroker and

Enlightener. ' A ¢ ’

, Elizabeth Huﬂger had experienced an ontological frag-
mentation during’the gothjc splendours of a cyclone. Just
-before her death upon ¢t throné'of her toilet, she spirit- Y
ually returns to the island of her apocaiypse.’ Instead of

preparlng to "withdraw her w111 as she had(once foreseen;Y

she presents hedself to .the will of the eye of the storm
- , '



E

]

®

#

Wy .
The” wild, black swans with their "vicious exrimson beaks re-

preseht the unﬂ&med soul of Elizabeth Huntér. Duriﬂg the
. siege of. Brumby Island, Elizabeth has offered bread~-crumbs

to these fearless, indifferent swans, as a peace offering.:

N

It will require more than mere crumbs for her to make peace

with her soul. The second stage of her illumination occuég**’h

'

in the undignified setting of the bathroom. AHer attitude

_1s buginess—like, as she summons all of her faltering strength
ix\confroht the é}e of the storm. Her desperaté’blea tb fﬁe
wild swans of her soul indicates her state of humility: _ .
"Don't oh Don't my dark birds of light let us rather--enfold"

(§§'551f. She is begging to be at one with her soul: her

dark soul that has been illuminated With loveé. Although she

has failed her dead husband,xher pride is sufficiently reduced
o . , .
to permit her to call upon him for assistance. She accepts

b}

that the purpose of existence is to "survive . . . as a kingd~
ness or gift of a jewel" (ES 550). She is one of the afflicted,
"the flaw at the centre of this jewel oﬂ liéhtf'yet.her life"

"is the giff 'of divine merdy. o -

» Theodora Goodman fully 6omgrehéndé the illusion of

3

appearances, as she is led to the madhouse in a state %f
benign lucidity. Elizabeth Hunter finally understands phe'
spiritual insignificance of the body itself. When her:soul

'

,;§ re1eased fromlits negligible body the éuintessencé of the

woﬁan is, exalted: "Till I‘aﬁ no .longer f£illing the void with




-

mock substance: myself is this'endlessneés“‘(gg 551).

Elizabethﬂs three female kindred sbirits experience the o
endlessness of their employer &fter her'death. Lotte Lippmann,
the ex—cebéré£ dancer -and concentration-camp survivor, has

1

shared with her mistrees aﬁ extrep;dinary sénse of the ironic. N ’
The sensual day=-nurse, FiErauManhood, realfges the full poten-
tial of her artistic taleht’éhen she transforms her decrepit
charge into a painted, silver-green fiend. The three of them
parteke in a warped ritualﬂof entertainﬁent when Lotte ger-'
forms A "dance of serlous self—parody, and Ellzabeth\j? the
blindly applaudlng audlenoe. The saintly Sister .de Santis is
the nurse of the night and of.the‘soui. Upon the death of
Elizabeth Hﬂnter,‘the‘glood of these three women is released. ;
Flora's menstrual blood liberates her fromse false and demonlc
pregnancy. The symbol of her. creative,igfe-force begfns to
‘flow, and she greets 1t ecstatlcally. "Her lovely blessed
BLOOD oh God o Lord" (§§ 548). Her attitude is that of one
being redeemed by a divine reprieve. Co o )
' Sister de Sant;e ha§ agreed to take upon herself the
responsibility of a new chafgé. Her patient is a c?ippled
girl who is‘starved for love. The giél prlcks’her nurse
with a pin_until she bleeds, and thlS droplet of blood is a
symbol of the'nurse's flow1ng compassion. Along w1th the
epocalyptic blood imagery, there is the symbol of purity, the

‘rose. Northrop Frye comments: "In the West the rose has a
. A \ N
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s . ) T, \\
traditional priority among apocalyptic flowepL."Q, There is 1
but one last rose in Elizabeth's garden. De Santis takes

d .

this "first and last rose" to her patient (ES 608) It is :
significant that Elizabeth's last rose, Oor rose ég)

, Py
death, 1is

3 . . . ‘
~ ~to become the child's first rose, or rose of life. Through . -
‘thjs solitary rose, death is joined t& life. The rose is'
(]
‘_*,/ﬁ/iymbol of Elizabeth's "endlessness." De Santis is an in-" .

“strument of mercy and a symbol of timeless compassion.

Lotte, the arch-survivor, is driven to sulicide almost

immediately after Elizabeth's déath. Her final act is a

confirmation of love rather than a denial of life: "She was

1 \

faced with a flush of rose, of increasing crimson, . . . If

v

ehe smiled or sank, she would drink the rose sHé'wa&,offering
’tp those others pressed always more suffocatingly close -
around her" (ES 607). The blood from her opened veins is \

transmuted into an apogalyptic vision of roses. She is

finally able to drink of the: love she has so ﬁhsparingiy ;
offered to others. The suicide is her first act of éelf—love.
It terminates the'lifgtime of cruel self-mockery.
. That theée women h;;e been inspired to heighis of love
T upon Elizabeth's death is the proof of the endlessness of her . ,

legend. She herself has transcended the mockery of her body, P |

TTe—

has been enfolded into her recently lit 'soul, and has admitted —“*\\\\\‘%

¢ . , :
into her soul ‘the love she has chosen to live without. The }

’ {
. Ji , . . .,
v . B
.

illumination that was only partially revealedmfé her on Brumby

o
-
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¢

"Islan finally £fills her soul. She transcends ﬁhe love- .

.lessness of her life when she realizes that life itself is a
. “ , ° ) ¢
, gift of love.

:
L]

~ L . ~
All of White's protagonists' have pursued the labourious

r

quést for- transcendence. Each one has struggled bitterly with

his own soul. .The only seeker’ who has.not arrived at the

desired destination is Elyot Standish in The Living And The
Dead. At the novel's .closing he is just beginning to rise'
h from his spiritual death.

. \
N In White's fiction, a cerebral seizure frequently serves

as a medium of enlightenment.’ The common man, Stan Parker,
. the'unccmmOéffS? Hurtle Duffield, and the legendary Elizabeth
Hunter are afl victims of strokes of illumination. A demanic

inversion of this spiritually healing stroke seizes Waldo

Brown, the antagonistic and damned twin in The Solid Manddla.

-

, 3
Even in this humbled state he is stubbornly unwi'ﬁghg to

accept the love with which his brother longs';o'blesé him,

[ ¢

« The questé are coilec%}vely divided into various stages
of experiepce that precede the:final Sllumlnatlon. ' Oliver
Hallldaé\gust experlence a therapeutlc personal love before
he is able to offer himself as’ a’healer to humanity. Theodora

. Goodman is exposed to fragmentation before she is able to:

Py -~

inteqrate Rer experiences into é calﬁ.and stable image of Self.@

Stan Parker's illumination makes itself known to him in

convulsive fits and starts. He assembles the piéces of his
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‘/Eeith as one wquld a baffllng jlgsaw puzzle: His spiritual
—1 movement suffers from occaSLOnal barren lapses, and although
he is WQ}te S most "ordinary" protagonist, his vision of , - nt
faith.ie as hard“won as those of the more extréordinar& out~-
siders. Goss comes closest to godliness only after he has
been expose&»to the extremity of suffering. When he relin-
qu1shes‘all clalms to d1v1n1ty, then he is nearest to div1n1ty.
. . As the f&der&:n Ezekiel's vision are :mdlvn.sa.ble, pre-
‘.:entlng the likeness of dne man, the quest of the four rlders

* can be viewed as one. These outcasts are blessed with the : : "

vision of Ezekiel's Chariot of Redemption, and they pursue . -

.

this opague vision until it fully reveals itself to them. They

»

are searching to be 'redeemed of their-sins and to.witness the

1

saléation of God. Theodora Goodman doesdzat call upon the

soul. It remains,

2 R

d1v1n9 intercession to Qave her tormente

1ntentlonally ambiguous whether her splrltual guide is a

zaddik, a divine emanation, or s1mply the creatlon of heg
own imagination. Theodora is fightiné for the salvation of

her. sanity. She finally overgomes the isolation of frag-

mented being by becomlng at one with self. Arthur Brown

- emerges as a blessed idiot. He must accept the féllure\;: his
search for thé’“twin in the sun, " and experllhce the indivi- / ‘

' duation of self from shadow. Thk artist in The Vivisector

‘ N . TN o
) k\// .inadvertently stumbles upon his: faith in God when he realizes N *
’ 'J} - -
that his creative spirit cannot,serye him indefinitely... _ . .
] - " L1 - X .

* Elizabeth's quest has been.for the admission of love intd .

. . . ¢ ..
o » / <, 7 =y
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her soul. & - . S {rJf

or purpdse, of survival. All of them discover this,burpose

L -

outside the comforéable realm of conve tion. All 8P*tﬁem

transcend thexr ontologlcal and splrltual dilemmas through

. T

thelr apocalyptlc vq31on;\sf faith. The followindgiguotation Egom

Slr Thomas Browne suggests what I' feel to bé the essence of .

e % /'“

the cpllective spiritual.revelations of .White's success’ﬁu}l

» faith~geekers: o .

¢ i "l ‘
g _— 7
For God is like a skillful Geometriéian, who wheR
more easily and with. one s‘troke of his Compass, he .
tight describe, or divide a right line, had yet
rather do this, though in a cirgle or longe? way, @
according to the constituted and forelaid principles
© of his art: yet this rule he doth sometimes’ pervert, -
to acquaint the world .with his prerogative, lest the - - .
arrogance of our reason should question. his powhr, '
and conclude he could nét; and thus I éall the ..
pffects of nature the works .of God, whose hand and. ',
; 1nst§3ment/§he only is, . . . Nature is the art of -
. ‘God. ; .

s
e s :
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