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PREFATORY NOTE

For the sake of brevity, the following abbreviations will be used

in the text with reference to the primary work:

SE * Shadows of Ecstasy

WH War in Heaven

MD Many Dimensions‘

PL The Place of the Lion

GT The Greater Trumps

DH ' Descent Into Hell

AHE All Hallows' Eve | '
AT ' Arthurian Torso

Cp Collected Plays

EPM. The English Poetic Mind

FB The Figure of Beatrice

HCD He Came Down From Heaven

IC The Image of the Ci&y

RB Réason and Beauty in the Poetic Mind
RSS The Region of the Summer Stafs

T Taliessin Through Logres

W Witchcraft

RL . Religion Aﬁd Love In Dante

iii



CHAPTER T

INTRODUCTION

Charles Williams expressed ome of his abiding concerns when'ih The

Descent of the Dove he wrote: ''In fact all the external world, as we

know it, is always a result. Our causes are concealed, and mankind be-
comes to us a mass‘of contending effects. It is the effort to relate
effects conveniently without fouching, wifhout (often) understanding, thé
causes that makes life difficult."l To relate causes to effects: this

" is the concern and therefore the determining facfor in the creative pur-
pose of Charles Williams; Williéms belieVes basically iﬁ a relationship
between the unseen (nouﬁenal) and the seen (phenomenal) worlds—-—between
the world 6f reality and thé world éf appearances. For him they are re-
lated as cause is to effect. ﬁis romances in varying degrees and ways
illuétrate that belief. Central to an ﬁnderstanding of his artistic

practice is the theory of archetypes which he puts forward in The Place of

the Lion and which provides the key to an understanding of his six other
works of fiction. The purpose of this thesis in general, then, is to'as-

sert the centrality of The Place of the Lion not only in the canon of the

works and in theory but also in practice.

A number of critics maintain that Williams' last two romances, All

Hallows' Eve and Descent Into Hell, are not only his most successful, but
that in them we find stated most clearly his artistic theory.2 However,

at least two other critics would maintain that The Place of the Lion 1is

central not only in the canon but also in the development of Williams'
artistic theory.

John Heath-Stubbs, for example, writes: "In The Greater Trumps

(1932) the leading symbolism is the images of the tarot pack. These are

-1-



2.

the archetypal images, which various events and characters in the book
are seen as embodying. It is characteristic of Charles Williams to see .
the eternal in the common-place, that the Emperor card (signifying eter-

nal law) is here represented by the figure of the policeman holding up

traffic. The Place of the Lion (1931), the most brilliant, perhaps, of

the novels, also deals with the theme of archetypal images."3
In'identifying this distinctive character‘of the romances, Heath-

Stubbs points out that Williams' main concern is to relate the temﬁoral

‘to the eternal, the phenomenal to the noumenal world. R.W. Peckham

categorically asserts the centrality of The Place of the Lion: "The

a book, then, is a sort of an archetype of Williams' method, an interpreter

of this and the other‘novels."4 Peckham's use of the term "érchetype"

may be inaccurate but he is correct in his assertion that The Place of
the Lion is central to Williams' theory and practice.
Having accepted Heath-Stubbs' and Peckham's points of view regarding

the centrality of The Place of the Lion, it is then necessary to go on to

demonstrate that a progressive development in theory and practice can be
detected in the romances. The early romances progress toward the arche-

typal theory as expressed in The Place of the Lion; the later romances

illustrate the successful employment of that technique. So to demonstrate,
itiwill be necessary to discuss the romances not in the order of publi=
cation but in the order of their writing. As A.M. Hadfield tells us re-
garding the Williams. canon: ''Many people have been first drawn to C.W.'s
[sic] work by his novels, and they are clearly a good introduction for.a

beginner. There are seven of them: War in Heaven, Many Dimensions, The

Place of the Lion, The Greater Trumps, Shadows of Ecstasy, Descent Into

Hell .and All Hallows' Eve, published in that order,'though Shadows of
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Ecstasy was written first and failed to find a publisher until the others
received a publi_c".5 For the purposes of this thesis, then, it will be

necessary to consider Shadows of Ecstasy first.

The thesis having been stated,'it is necessary to do three things:
first, to make reference to Williams criticism to show where and how ap-
proaches other than the archetypal have been inadequate; second, since
Williams wrote in several genres, to relate his prose-romances to his
poetry, drama, and criticism in order to seek some kind of unity; third,
1t6 establish the archétypal as the most useful approach té_Williams'

romances.

.
J'nan Sellerybsuggests that the criticism of Williams' romances has
sufferéd from a lack of adequate identification of genre. She summarizes
the various approaches that have been taken and finds all inadequate. As
does R.W. Peckham, Sellery applies Northrop Frye's categories and concludes
that the works fall somewherevbetween "the conflicting modes of the dream-
like state of romance and the intellectual éerebration of the anatomy."6
One could hardly agree more with her major concern but one must inevitably
reject her method.. It suffers from a too small sampling of his work; hef

focus is mainly upon All Hallows' Eve, Williams' last romance; and her

method is deductive. I will later suggest that an inductive approach to
Williams' wofk is the most useful one.

Indeed if one wants to take a '"generic' and "deductive" appréach to
Williams' romances, the word "grimoire" is as good a term as any. Quite
simply Williams is a writer of '"ghost stories'". But he is a writer of

ghost stories as he defined them.

B




In Witchcraft, Williams presents the history of his subject as
"deterioration"; witchcraft is the deterioration of the high art of
magic. Magic, rightly undersfood, originates with the ”Magi”-—~thosé
"wise-men from the East" who came to visit the Christ-child in Bethlehem.
Magic, according to Williams, continued more orlless in. acceptable form
within the cqntext of Christian'ritual down to the seventeenth century:
"The Grimoires may, indeed,_haﬁe been but the ingenuities——the ghost—
stories, the literary_fancies, of their day. The novel, as a fashionable
 form of activity, had hardly come into existence, and the whole arrange-

ment of the Constitutions of Pope Honorius disposes one to think that

~ 'some ieisured cierk took his intellectual recréation in this form. It
can be tracéd through the centurieé-;—consciously or uncohscibusly.:. ..
It is to be édmitted, even so, fhat the litérature_is of the lowest .
kind."7 Here, Williams identifies a genre——the ghost story-—e-suggesting
its affinity with the '"movel" and placing it at the boftom in the hier-

archy of literature. The other terms 'magic'

and "ritual' have to be
translated and understood in their literary sense. As I will showvlater,
Williams in fact does this. For the purposes of éonsistency I use the
term "romance" in reference to Williams' '"ghost stories" or "novels".

But it just may be that Williams would have classified his romances as
ghost stories.although generically they are of the "lowest kind".
Wiiliams, after all, was among a group of authors; the Inklings, who chose
just such unassuming forms for their works. Among them C.S. Lewis wrote
"children's fantasy" and "science fiction"; Dorothy Sayers wrote "detec-
tive novels"; J.R.R. Tolkien wrote "fairy stories". But no one reading

their works would say they wrote only that——their works are more than

they seem to be. For example Dorothy Sayers' Gaudy Night, while being the




last and most popular of her "detective stories", has its basis in the
refutation of Freud's theory of repression. |

One of the most common miétakesAmade by the critics is relafed to
the religious and theological dimensions of Williams' work, and which
reduces it to a simple conflict between "good" and "evil". Oﬁ this sub-
ject Williams had very definite ideas. When simply stated it was to sug-
gest ﬁhat the "contradiction_in the nature of ﬁan” was found in mankind
when "he knows good as evil”.8 Evil in.this sense is illusory and.Satan,
traditionally the source of evil? is redefined.9 In Williams' work.

"evil" are not mutually exclusive terms; they are rather

- "good" and
‘ ”oppoéite sides'" of the Divine Being: "Williém Law in England shaped,
perhaps befter than it has been put elsewhg;e, the idea that/the dérkness
of heli is.but the Divine Nature falsely invoked by the self .and that the
only dissipation of it is the Spirit of Love in his own blessed nature"
(W, p. 302). Anne Ridler rightly sees in Longfellow fa foreshadowing of
Williams' grand theme. First the romantic clash between the forces of
good and evil; then the more mature insight which recognizes the Devil
as being the agent of good. . . .But its resolution must not be in‘the
defeat of evil by good, as in a new understanding where the old terms are
no longer true" (p. xxxiii). The characters of Williams' romances are
not simply "good" or “evilﬁ; as is so offen said; rather they are to be
seen as "adeduate" or ﬁinadequate” as they respond to the challenges of
iife. |

Like Sellery and Peckham, D.T. BollinglO makes one of the most coﬁmon
errors about the romances when hevestablishes the critefion of Williams'
"Anglican orthodoxy" ‘as one of the three necessary assumptions to be

made for an appreciation of his work. For it is difficult to apply that



label to Williams after one has read The Descent of the Dove. There,

he sees Christian history as "deterioration" and he laments the "loss of
tradition'" (DD, p. 13). vBolling's criterion fails from a 1ack’of clear
definition. What is Anglican? What is orthodox? To see Williams' ro-
mances as handbooks for Anglican theology (although Williams might have
hoped that they would become that), does an injusfiée tb his aesthetics.

If it is granted that ethics is one aspect of theology, Williams writes

in the introduction to Reason and Beauty in ‘the Poetic Mind, "We must not
make poetry serve our morals, yet we must not consider it independent of
our morals. It is not a spiritual guide, yet it possesses a reality which

continually persuades us to repose upon it even in practical things of

11 ‘ . ,
every day." Or as he states in The Figure of Beatrice when speaking of
Dante and Shakespeare: '"We must not of course, confuse poetry with

. 12 , . . . . 1
religion.” Neither should we make that mistake in relation to Williams'
work. As he said, St. Paul was one who "used words as poets do [sic] he
regenerated them" (QQ, p. 8).

Williams approached religion and theology poetically and not the other
way around, and his final stance, to be discussed later, is to say that in
the apprehension and re-presentation of reality, poetry is superior to
theology. There is nonetheless a relationship between art, poetry and
religion, but that relationship must for our purposes be seen as Williams
saw it. One final quotation should serve to expose the errors of what I
have called the deductive approach to Williams:

This great achievement=-—in a literary sense~—— of the
Grail is held to have been mainly concluded by 1230.

And the important thing about it is that it was a liter-
ary achievement. It is occasionally forgotten, or seems
to be, in great scholarly discussions, that anyone who
is writing a poem or a romance is primarily writing a

poem or a romance. He will, of course, be affected, as
the Crusaders in their task were affected, by all sorts




of other things———his religious views, his
‘political views, his need for money, the neces-
sity for haste, the instructions of a patron,
carelessness, forgetfulness, foolishness. But he
is primarily concerned with making a satisfactory book.
He may borrow anything from anywhere——if he thinks
it makes a better book. And this (it can hardly be
doubted), rather than anything else, was the first
cause of the invention of the glorious figure of
Galahad.l3 [emphasis mine]

Williams, as a writer of romance, is deliberately writing romance. He is

primarily dedicated to poetry and art. Theology is secondary.

ii

"R.W. Peckham, like Sellery, is one who stresses.the need for a defi-
nite approach to Williams' work: .“It is important to remember that
Williams' ideas are based upon experience. He fell in love ;nd was star-
fled to find that Dante had written his love-story; hevreéd the doctrines
of the Church and felt them as statements of fact about the nature of
things; he read Shakespeare's last plays and Julian of Norwich and veri-
fied their statements in his blood." (?eckham, D. 2). Peckham goes'on
to plead for a uni;y ih approaching Williams' romances,.aﬁd I want to
assert at this point thaf Williams' concern generally in all of his works
is primarily aesthetic. It is from the point of.view of aesthetics that
one is able to sée the unity in his works, whether poetry, ériticism,
theology or prose fiction.

Laurence R. Dawson iﬁforms ug that Williams "preferred to be com-

. 1
memorated simply as a 'Poet'," 4

and it is this title that is written on
) 1 —_— '.

the ''stone over his Oxford grave." > Anne Ridler says he wrote 'creative

criticism of a kind that has been somewhat out of fashion since the ana-

lytical critics were in the ascendant." She continues: "The method pro-

duced some valuable results: for example, in his study of Dante" (p. 1i).
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Mary McDermot Shidler in comparing Williams and Daﬁte,as poets suggests
that both are "imagists", which she defines as distinct from "allegorists'.
She writes: 'He was an imagist like‘Dante whose actual Beatricé was a
symbol of many things besides salvation, and could be made to symbolize

an indefinite numbef of things, some of them inimical to salvation."
(Shidler, pp. Zlf); Mrs. Shidler points the waj to the centre of

‘Williams' thought in her equating the terms "image' and "symbol". It is

in The Figure of Beatrice and in Reason and Beauty in the Poetic Mind as

~well as in his incomplete work Arthurian Torso that we find Williams'
critical perceptions and perspectives most clearly defined. What we must
discover first is what Williams understood bylthe term "image".

~1In this regard he writes in his study of Dante:'.”I‘ha§é preferred
the word image to the word symBol, because it seems to me doubtful if the
word éymbol nowadays sufficiently expresses the vivid individual exist-~
encé of the lesser thing. Beatrice was, in her degree, an image of no-
bility, of virtue, of the Redeemed Life; and in some sense of Almighty
God.himself.v But she also remained Beatrice right to the end. . . .Just
as there is no point ié Dantefs-thought at whiéh the image of Beatrice in
his mind was meant to exclude the actual objective Beatriée, so there is
no point at which the objective Beatrice is to exclude the power which is
expressed through her" (Eg) p. 8). The words image and symbol are then
iﬁterchangéable for Williams, and the word may be defined as that which
remains not only itself but becomes something greater than itself. It is
also an instance of "Power'". Here we need to remind ourselves that
Williams is discussing poetry despite the fact ﬁhat his expressions have
theological overtones or implications. That said, it is important to note,
however, that the Divine can be known through and by means of the symbolic

image.



In arguing for an aesthetic approach to Williams' work, I draw
attention to another aspect of Williams' symbolic image: it attracts and

subsumes all like images into itself. 1In Arthurian Torso, while discus-

sing the advent and appearance of the image of the Grail in Europe,
Williams asserts that it functiomed in this way, drawing all dther images
into itself. He rejects the»notion that the origin of the Grail is to be
found in "vessels of plenty and cauldrons’of magic'". As he described thé
process:. "It was therefore, in the very idea of it, greater than any

" vessel of less intention could possibly be. If it swallowed up its lesser
rival it did so because it was gfeater. The poetic inventiveness of
Europe found itself presented with an image of a vessel much more satis-
fying to it-—merely as an image*v~fhan any other" (AT, p. 54). By defi-
nitidn the'quality of the Graii image in abmoral sense is ndf at stake;
nor is the religious derivation, an aspect of the power of the Grail,
important at this point. Its importance as an image iies in its symbolic
funcfion in which the greater attracts the lesser. Indeed it should be
remembered that by implication the Grail now has within it aspects of
"vessels of plenty and cauldronsbof magic". In another place Williams
insists upon the. aesthetic rather than the religious or theological aspect
when he writes:’~"There is no need to suppose the poets or romancers were

particularly devout; it is onlylnedessary to suppose they were good poets

aﬁd real fomancers. « « « But the Grail containéd the very Act which was
related to all existence. Of course, it absorbed and excluded all else;
sui generis, it shone alone" (éz, p. 23, emphasis mine). Both here and
earlier fof Williams, an image is symbolic when it contains the numinous
presence; it does not simply suggest or point to something beyond itself;

indeed, it serves as the connection between the phenomenal and the noumenal
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worlds. Williéms'_distinction will be better seen with reference to the
notions of symbol as contained in the work of two other writers.

Williams' notion of symbol is not so limited as it is in the work of
Northrop Frye, for example, who tendsvto limit symbol to the realm of
"nature" and restrict its use to ”literature".l6 " Hence for Frye, "symbol"
does not have the numindsity that it has for Williams. Paul Tillich, on
the othgr hand, while he attfibutes a numinous quality to symbol, restr-
icts that quality to the realm of the '"religious" aﬁd identifies such as
~symbols of "transcendence".17 For Tillich "natural” éymbols lack the
‘necessary quality_and ability of connecting the "noumenal" and the
"phehomenal" worlds. T suggest that Williams by doing away with the dis-
tinction,.in a theological sense, between the:"natural” and the "religious"
makes the connection between the noumenal and phenomenal worlds, finds
the transcendent in the immanent, and importantly highlights his own
understénding of what a symbol "is" and "does'". Further, his notion,
which is essentially grounded in his aesthetics, brings him to repudiate
theological distinctions; it further brings him_to deny‘on.the philo-
sophical level the ''law of contradiction”: In Williams' theory it is the
nature of symbol to defy logic. However, in his approach to symbol
Williams stands in the Romantic tradition which derives its apprehension
of the numinous from "common experience'.

Williams' critical writingsAare sufficient to give us a clear idea of
Qhat he meant by "common experience'". For example, he wrote of Troilus:
"The crisis which Troilus endured is ohe common to all men; it is in a
sense the only intérior crisis worth talking about. It is that in which
every nerve of the body, every consciousness of the min&, shrieks that

. nl8 . ‘
something cannot be. Only it is." It is to be noted here that "common
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experience" is a psychological térm, and as stétediabove, it contradicts
"reason'. .Or,vagain, for Williams symbolic images derive from "common
-experience" and are necessafily from his point of view related to "dia-
gram' and "myth'": "It was, however high the phrases, the common thing
from which Dante started, as it was certainly the greatest and most com-~
mon to which he came. His images were the natural inevitable imagés-——
a girl in the street, the people he knew, the language he learned as a
child. 1In them thg great diagrams are perceived; from them the great

- myths open; By them he understands the final end" (FB, p. 44). Thus it

is, that in the Romantic tradition——which Williams traces in his critieal
works from Virgil, to Dante, to Shakespeare; to Milton, to Wordswortﬁ, to
. Patmore and himself—symbolic imagés come from '"common experience' and,
apprehended in é_certain wéy,'the symbolié image leads to a deeper per-
ception of reality——even to a vision of its unityf

With this basic habit of approaching his subject matter from the
point'of view of "common experience", however, Williams rangéd widely to
find the "common”vpresent in areas which we now—-in an age when we’have

eradicated the most valuable part of common experience so as not to admit

its existence——tend to view as "uncommon". In Witchcraft, for exémple,

he points to two aspects of such experience which predispose us to believe
in the reality of magic: '"What is it, in experience, that habituates men's
minds to the idea of magic?. . . .The predisposition toward the idea of
magié mighﬁ be said to be a fairly cﬁmmon experience~—the moment when it
seems that anything might turn into anything else. We have grown used. .

. .to regarding this sensation as invalid. . . .But the occasional sen~
sation remains. A room, a street, a field, becomes unsure; The edge of

a possibility of utter alteration intrudes. . . .All this may be due to
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racial meﬁories or to any other,éause; the point is it exists. It exists
and can be éommunicated; it can be shared" (W, pp. 76f). It must be ad-
mitted that the common expefience to which Williams here refers has been
in fact relegated»to childhood fantasy or simply to ghost stories. It
should be pointed out in passing that in this statement Williams shows
himself close to the art of Kafka buf more importantly to the analytic
psychology of Carl Jung. |

"Racial memory" is a term which is generally understood as a'populér

- equivalent. for Jung's '

'collective unconscious'" as opposed to, for example,
Freud's "archaic remnant". Indeed, it is in the writings of Jung, par—

ticularly in Man and His Symbols, that we find Williams' own understand-

ingvof symbolic images most‘closely.described.19 .Hence it is that‘the
wider theory of archetypes and its applicaﬁion to the romances of
Williams is a most appropriate one, and one which is long overdue.

There is yet another important asﬁect-of "common experience", refer-
red to above, when Williams writes: "Even now, when, as a general rule,
the human body is not supposed to mean anything, there are méﬁents when
it seems, in spite of ourselves, packed with significance. . . .Here, one
is aware that a phenomenon being wholly itself is laden with universal
meaning. A hand.lighting a cigarette is the explanation of everything:

a foot stepping from a train is the rock of all existence" (W, p. 77).
Bdth here>and above, the sensations———perceptions———to which Williams
refers derive from "common experience'; both relate to Williams' under-
standing of the symbolic function of images——Beatrice while remaining
Beatrice_is more than herself. The function of the symbolic image, in
short, enables us to pass to the perception of the "great diagrams', aﬁd

from them "the great myths open out'"; '"by them we understand the final
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end." TFor Williams, images are necessary because they enable us to ap-

prehend truths and reality as .we may do in no other way.

iii

I have previously suggested that a '"deductive' approach to Williams'
art is inadequate. I must now show how an "indqctiveﬁ approach is most
proper———indeed the only one. The methodology of criticism as Williams
saw it is important for'an explication of his art.

Indeed, Williams defends in&uctive literary criticism when he writes
with regard to biblical criticism: "Yet it is precisély good literary
criticism which is needed, for thoée of us who are neither theologians,
higher dritics, nor fundamentalists; that is, for most of us. We are con-
cerned, if we are concerned at all, to know what the book is at, as much as
to know what King Lear or the Prelude is at, and that can only be'done by
_‘the methods of literary criticism, by the coﬁtemplation of the states of
'being’the book describes, by the relation of phfase to phrase, and the il-
lumination of phrase by phrase, by the discovery (ﬁithouf ingenuity) of
complexity within complexity and simplicity within simplicity. There ié
simply no other way to go about it, begause it coﬁsists of words" (HCD,
pp; 14-15). The iﬁplied need for a method of "discovery" on‘the part of
the reader in an approach to literature is an appeal by Williams to a
method of "induction'. He further éstablishesva "law of literary criticism"
which he describes as a process of "emptying words" wheﬁ he ‘comments:
”Everyoﬁe who has studied great verse knows how necessary is the effort to

clear the mind of our own second-hand attribution of meanings to words in

order that the poet may fill them with his meanings" (HCD, p. 15).
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It is impérative'that Williams' own inductivebmethodology be kept
in mind when reading him critically. It is important, fufthermore, to
draw attention to-the similaritiés of approach observable in Williams'
"law" of literary criticism to Carl Jung's methodology of dream inter-
pretation.20 Both Williams and Jung insist on respecting the integrity
of their subjects under study———for Williams, art, for Jung, the dream;
both adhere to the principle bf allowing the art or the dream to inter-
pret itself. I have shown previously how Williams and Jung are iﬁ‘agree~
‘ment as to the nature, pufpose and function of tﬁe symbolic image as it
relates to the nqumenal and phenomenal worlds, and itbisvnot surprising,
therefore, to find othér points of contact in their works. ‘Indeed,'
others havé adequately shown the affinity which the Inklings'generélly
had with Jﬁng's analytic psych‘ology.zl This is not to say, however,  that
Williéms' romances are'demonstrations merely of Jungian psychology. but
rather to agree with Anne Ridler when she observes that: 'Williams is
much more interested in psychological states, and the more he drives
inward, the greater his success" (IC, p. ;v); and it is further the pur-—
pose of this thesis to demonstrate that as there is an increasing move-
ment away from the philosophical toward the psychological in the romances

it is at the same time a movement toward the Jungian school.

In The Descent of the Dove, Williams compares the methodologies of
poetry and_philbsophy. His major concern here ié with rationalism.
Poetry by its use of images can define and express that whichvcannot be
defined or expressed in any other way. As he explains it: "poetry
can do something that philosophy can not, for poetry is arbitrary and has
already turned the formulae of belief into the operation of faith. We

have often been shown how Dante followed Aquinas; it would be of interest
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to have an exhibition of their differences. For poetry, like faith, can
look at the back as well as at the front of reason; it can survey reason
all round" (DD, ﬁ. 123). 3

To restate the case, then, images which are symbolic ailow the poet
to look at reality from other or greater perspectives. The "imagistic"
is related to the "ritualistic", howeyer, insofar as they both partake of
and maké use of the symbolic. Ritual,vlike imagery, is a kind.oftpoetry_.
poetry in action. It will not surprise us that Williams defines "ritual"
in terms of the aesthetic: "But if the human body is capable of seeming
80, so are the controlled movements of the human gody———ritual movemenfs_
or rather movements that seem like ritual. ; . .Two light dancing steps
by a girl (as one is in that state) appear:to be what the schoolmen were
trying to express, they are (only one cannot quite catch iﬁ) an intel-
lectual statement in beatitude" (W, p. 78). Ritual, drama, poetry are
kindred insofar as they partake of and maké'use of the symbolic image.

To sum up. There is a unity in Williams' work which derives from his
aesthetic. His aesthetic is the common proﬁertj.of the Romantic tradition
in that it is founded upon the perception of the universality of common
experiencef The experience as found in poetfy ﬁanifests itself in symb-
olic images—-iméges which have the '"power" which is their authentication.
And, finally, in psychological and aesthetic terms , these images in their

numinosity are identical with the Jungian archetypes.

iv
I turn now to the last part of my discussion, the relation of Williams'
aesthetics to his romances——the ‘'symbolic image to the archetype. I do so

by making the assertion that in his romances Williams shows himself to be
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not an.'imagist", as Mary McDermot Shidler has said, but an

"archetypalist'. This can be demonstrated in The Place of the Lion.

Williams wfote The Place of the Lion in 1931. Toward the end of his

career he wrote The Figure of Beatrice (1943), Throughout that career he

maintained the notion that there is a distinetion to be drawn between the

phenomenal and the noumenal world, the world of appearance and the world

of reality. Even in his later work, i.e. The Figure of Beatrice, when
he sees Beatrice as an.imége capacious with ”power”, he asserts thé re-
';ationship and the distinction between the "image' and the "Power"..
We can see, know, apprehend.the symbolic image, and through the image ‘
~ which is symbolic we feel the ”Power" which is beyond it, or behind it.
His undersfanding of the relationship is sgmmed up in his fa&orité
phfase: "This also is thou: neither is this thou" (DD, p. xiv). The
"Power' relates to the archetype which in Williams is causative; it stands
behind the image. This relationship he touches upon in his discussion of

Keats in Beauty and Reason in the English Poetic Mind. In the chapter,

"The Evasion of Identity" (fhe title is noteworthy),,Williams faults

Keats for haviﬁg heard the song of the archetypal Nightingale and retreat-
ed from the vision: "It had seemed to the pOemArich to die, but because
it stopped there and did not fully imagine that death it could only seem
itself to be rich. The great experiences of deaﬁh and'possession (having
nothing, yet possessing all things) were mnot for it. Can it be that,

L ' deserving them, it ought not so swiftly to have fled from the dull brain?"
(RB, p. 74). 1In this éection and throughout the book Williams uses'tﬁe
word poetic to denote intuition aé distinct from reason. "Dull brain'
implies an inability of the discursive faculty to apprehend the vision.

Later in the same chapter when Williams comes to discuss "Lamia" and the
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relationship between Appolonius and Platb, he wrifes; "Plato himself waé
the last philosopher to 'clip the angel's Wings', and it is Platonism
‘which has given Lycius his 'unéager"face. It is a question hoﬁ far we
are to take Platonism seriously; 'the calm'd twighlight of Platonic
shades' is hardly a sufficient description of the world from which the
nightingales' song is a truer derivation" (BEJ,P° 78). Williams is here
faulting Keats for not recogﬁizing the "Power" and the place of power
adequately. Keats is a poet, acéording to Williams, wh& works wiﬁh.
'”images" but who does not recognize the source of their power———the‘world
of archetypes. This would then seem to be the point‘at which to.enter"
into a full disﬁussion of the romén¢es where Williams shows himself to be

an archetypalist in theory and practice.
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CHAPTER II

TOWARD THE ARCHETYPAL: SHADOWS QF ECSTASY:
‘WAR IN HEAVEN: MANY DIMENSIONS

i

Had Shadows of Ecstasy,1 Williams' first romance, been published

under its' original title, The Black Bastard, the focus of our attention-
would héve been placed upon Inkamasi, the Zulu King. However insightful
'that would have been in the context of contemporary events in Africa, it.
would ﬁave'led the reader to assume that here was a story of social com-
ment merely, in which is demonstrated the tragedy of the Eurdpeanization
of the "noble savage'. The title of the ultimate publicatiqn provides a
Widér focus=——a more inclusive, a more generalized one, in terms of the
romance as a whole.

It is generally agreed that in his "efforts to use différent_levels
of experience: theological, supernatural and psychological", Williams
was an "habitual syncretist",,ahd that in this romance in particular
"Williams states unambiguously what he himself deqided té believe."2
This last statement is of utmost importance, and while true in a certain
' sense, it is at least as accurate to say that in this romance Williams
sfates ambiguousiy what he himself decided not to believe. It is true,

however, that we find in Shadows of Ecstasy Williams' first statement of

his theory of art. Inm brief that statement is: art, religion, mysticism,
and kingship are but "shadows" of an identical experiemnce which is
”ecstasy”.3 Importantly, it is Isabel in the romance who suggests such

a definition when she reflects: 'By virtue of that reading which both -
she and her husband loved, she felt a shadow of it at times, in the superb

lines of Marlowe or Shakespeare, in the rolling titles heard on ceremonial
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occasiqnslat'chﬁrch or in local éelebrations: "'Thé’King's Most
Excellent ﬂajesty', and 'His Majesty the King~Emperor', 'The Government
of His Britannic Majesty'" (§§3 p. 61). It is, then,'the theory of art
contained in this romance that is.dimportant for amn understanding of the
romance itself., It is necessary in this first part of this chapter to do
thfee things: firét, to delineate generally the important aspects of the
book; second, to identify the critical theory of art thereby demonstrat;

ed; and third, to relate that theory to the archetypal and so mythical

- significance.

A preliminary plot summary of Shadows of Ecstasy is first in order.

The romance begins Qith the appearénce of an'enigmatic figure in the
person of Nigel Considine on the-océasion of a dinner Being’held at. the
University of London to honour "a distingﬁished explorer just back from
South America" (SE, p. 1). It is during this dinner fhat the main con~-
flict of the romance is introduced: that between an bver~intellectualized
England (and Euroﬁe)'and "those faculties of other ekperiences", which
"other faculties', it is contended, offer "a more intense passion for dis-
covery, a greater power of exploration, new raptures, unknown paths of
glorious knowledge', and which are yet located among "the natives of the
Amazon and the Zambesi'', ana are practiced still by the "fakirs, the herds-
men, the witch doqtors“ of those places (SE, p. 11). The advocate of

tﬁe position, and so the profagonist‘of the roménce, is the aforementioned

Nigel Considine whose identity is immediately questioned: first by Isabel

Ingram who asks, 'Who's Mr. Nigel Considine? (SE, p. 9); second, by Sir

" .I've seen your Mr. Considine before"

Bernard Travers who observes,
(SE, p. 11); and third by Roger Ingram who, in speaking with him recog-

nizes in him "darkness", "as if he were looking at the thing itself" (SE,

p. 13). Following this introductory appearance of Considine, who is
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later idenﬁified ds the "High Executive", there‘ié a suicide, -a

series of startling and challenging proclamations, riots,iraids, ritual
deaths———all of which are related to the person of Considine, and which
are resolved with his murder and with which the chaos experienced‘in
England as a resﬁlt of these events subsides. Oﬁe family in particular,
that of Sir Bernard Travers, is most closely affected due to their varied
interests and'because they éil, in one way or.another, become or are as—A
sociated with Considine. Parallel to the happenings,iﬁ England there are
" the "reported" uprisings of nativé peoples in Africa during which commun-
ication between the two countries is cut off and suspensé is heightened’
by a supposed threat of invasion of England by Africans. England is thus
affected iﬁ its intellectual, economic, industrial, political and relig-
ious spherés_of life.

It is a complex romance, necessarily so, because it is truly
syncretic—that is, to ;how relationéhip it conffonts the reader with
views of life from various perspectives: the philosophical; the psych-
ological; the physical; the erotic; the religious; and with all of
this, it presents a critical theory of literature.

As a preliminary to a full understanding of what Williams is "at" in
this romance, it is important first to observe that Williams' technique
is recurrently to employ certain key words such as: "irony", "centre',
"shadows",v”will”, ”ecstas&" and "universal'', aé well as to refer to cer-
tain key images of an anatomical nature (which have symbolic significance)
like "eyes', "mouth', "hand", "arm" and "body", doing so in a recurrent
and paralleling pattern both in relation to various characters and occas-
ions. For exaﬁple,}the University dinner in the opening chapter para-

llels Isabel's tea in the chapter, "The Majesty of the King" and the
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meal in Considine's house in the chapter, "The Mass at Lambeth'=—=all of
which are occasions of experience which tend toward a presentation of
the numinous. As his charactefs*experience these events and respond,
Williams is able to effect a syncretic relationship between the poetic,
the erotic, the philosophic and the religious elements of the romance.

This syncreticism is perhaps best illustrated as it relates to
Philip, who after hearing the '"Proclamation" is aware that '"mever any-
where, had any words, printed or spoken, come nearer to telling him what
" he felt about Rosamond" (SE, p. 47); he has an experience charged with

mingled romantic and poetic significance as he reflects: "But he never
understood it as now, he understood Rosamond's arm when she leant for-
ward to pass a plate_to her sister; somehow that arm alwayé made him
think of Downs against the sky. There was a line of curved beauty, a
. thing spoken both to mind and heart, a thing forever. . . .He had seen
the verge of a>great conclusion of mortal things and then it had vanished.
Over that white curve he had looked into incredible space; . abysses of
intelligence lay beyond it" (SE, p. 56). The experience returns, is ex-
tended in Considine's house while he listens to music: ''he began to lose
touch with it, and to think more of Rosamond" (SE, p. 76), until

the . music that so created her form in his imagination

at the same time swept his imagination round and round

her form. . . .More clearly than ever before in his

waking thoughts he saw the naked physical beauty that

was Rosamond. . . .His blood flowed, his breath came

heavily, in growing intoxication of love, but the har-

mony that caused it summoned him back from its image

to its power. He felt himself flowing away from

Rosamond, with no less but with greater passion than he

seemed to flow toward it. His passion had reached a

point of trembling stillness before, and had closed

then, perhaps in a kiss or an uncertain caress, perhaps

in separation and departure. But now it found no such

sweet conclusion and still the sources of his strength
were opened up, and the currents of masculinity
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released, still he, or whatever in the music was
he, seemed to control and compel them into sub- -
terranean torrents toward hidden necessities with-
in him. (SE, p. 77)

In descriptions like these ofvrecurring image and experience Williams-
makes plain the relationship of the erotic. to the aesthetic. Art arises
from passion experienced in its totality as indicated by Rosamond's
"naked physical beauty'. But‘Williams also demonstrates the relationship’
between the aesthétic and the ritualistic or liturgical, for it is in
the "Mass at Lambeth" that the image of Rosaménd returns when during the
ritual of the Mass "Philip felt himself looking into a different world,

a world he had glimpsed once before over thevoutsﬁretched arm that had
been more significant to him than any other exﬁerience in his, 1ife" (SE,
p. 102). In effect what Williams shows in Philip is not simply the rel-
ationship of the common experience of erotic love to art and the relig-
ious emotions, but to assert, as it is said in the ﬁPrOclamation”, that

we find in the imagiﬂation a way "to make known to mankind" that "which
the rites and dogmas of the Christian religion dimly proclaim" (§E‘,.

p. 42). Concomitantly Williams insists, héwever, that imagination must be
'grounded in physical expérience.

This romance is rendered even more complex because in it Williams
employs what he refers to, here and in other places, as a technique of
”irbny".,4 and becaﬁse, as he empléys the ironic, he does so by rejecting
it in'a philosophic sense while defining it in the aesthetic.

Williams makes the reader aware of the ironic element of the book in
its philosophic sense simply by the use of the term in relation to Sir
.Bernard.Travers, whom Williams describes as possessing "ironic humor" and
who demonstrates on occasion "equally serious irony" .(SE, p. 10). Again,

as Philip reflects upon this aspect of his father's character he observes:
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"The placid_irony'of Sir Bernard's contemplation of life distilled itself
over tne wisdom of the worid équally with every other"‘(§§) p. 36). In
short, Sir Bernard's kind of ifony illustrates and leads to a position

of complete scepticism. Further, the iromic stance is common to all
other characters in the book. Roger, for example, at the end of the ro-
mance comes to reject the irony of Sir Bernard as a sufficient means to
meet the events of life when he concludes: "Irony might sustain the
swimmer in the sea; . it could not master the seaf (SE, p. 224). Yet
.Roger too is aséociated with Sir Bernard at the beginning of the romance
as a practitioner of irony. This is made obvious byvimplication, when |
following the University dinner and during the speeches Sir Bernard
enquires: ''Roger why are the English no good at oratory?" (ég, p. 9
tovwhich Roger explains it is because théy prefer to "expldre", and
further states that poetry and oratory need "a different kind of
consciousness."s' Sir Bernard then revises his question: '"Roger, why are
the English so good at oratory?" and Roger responds with an appeal to
"reason'". In effect what Williams achieves in this passage is to define
Roger's position in relation to that of Sir Bernard, and in so doing to
demonstrate in fact their mutual reliance on irdny as a Socratic tech-
nique in debate36 The dialogue is thus ironic as far as Roger is concern-
ed because he has just proved himself a master of oratory: "I was good
wasn't I Isabel?" He thus has condemned himself by denigrating oratory.
But as importantly, what Williams achieves in this opening passage is to
establish the necessity for his readers paying attention to "tone"-ﬂ~tne
reader is led‘to question the tonal quality of the various voices as they
appear, for as they appear it becomes apparent there is a division bet-

. . . . ) 7
ween what is '"'said" and what is "done" or implied.
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 There are, however, two other notable examples which highlight the
ironic.element of the work, There is first Nigel Considine, who, while
asserting thrqugh the proclamafions that "the Socratic méthodology is done
for " (SE, p. 38), employs that véry methodology in "teaching London to
feel" (SE, p. 149). Questioned aBout the invading armies he admits
laughingly, "0 I know I caused that tale to be spread", and again when
"it Was.afterward discovered, even to justify the announcements oﬁ the
burniﬁg villages and destroyed troops which he caused to be broadcast.
A few bombs had been dropped but more for noise énd mental horror tﬁan to
destroy'" (SE, p. 158). 1In other words, Considine, ﬁhile proclaiming its
end, also employs irony (as propaganda). o

" The other notable example of.one who defines, .and more/importantly,
who deals adequately with the irony implicit in life is Isabel Ingram,
who, moreoﬁer, defines it in Williams' aesthetic sense and in terms of
"love". 1In response to Sir Bermard's query as to why she allowed Roger
to go with Nigel Considine, she explains: "Its the way things happen,
if‘you love anyone" (SE, p. 163). Further, as hé presses her for explan-
ation: "'Does it ﬁake you happy?' ;Utterly', Isabel said. 'Of course
its dreadfully‘painful but——yes utterly'.”‘SirvBernard then observes ac-
éurately:. "Irony, even loving‘irony, could say no more. The mindbaccept—
ed a fact which was a contradiction in terms, and knew itself defeated by
that triumphant contradiction" (SE, p. 163). This is why Sir Bernard sees
Isabel as '"exactly opposite to Considine', and sees that "It was no wonder
Isabel didn't want to go to Africa." This point I will discuss later
in dealing with the archetypal in this romanée. For now, in short, Isabel

"affirms and negates" while Considine attempts to "negate and affirm''——

theirs are opposite ways. It is also Isabel who alone in the romance
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chalienges Considine to point out his error when she says: "But those who
diebmay be lordlier than you:. they are obedient to defeaf. Can you
live truly till you have been Quite defeated? You talk of living‘by
your- hurts, but perhaps you avoid the utter hurt that's destruction" (SE,
p. 131). 1Irony, then, is everywhere an element in this romance, especial—
ly as a clash between irony in its Socratic and philosophic sense and
iroﬁy as an essehtial in Williams' aesthetic dialectic.

It is at this point that a discussion of Williams' impiied critical
‘theory of art is in order. Williams' vehicles here are Roger'Iﬁgram, a’

professional critic of literature and Isabel, his wife, who has shared in

" his career.

~From fhe first page of this romance Williams makes us aware that a
critical theory_of art is to bé found in the book. He does this in two
Ways:' first in the description of Roger's Chair as a "ﬁew chair”lwhich.
is founded to "benefit the Mother Country and to recall her from the
by-ways of pure att,to the highroad of art as related to actipn” (SE,

p. 7). (Here Williams evokes the Aristotelian principle in the Poetics,
that "art is an imitation of an action'"). Second, in Roger's role as a
critic of 'pure art";——the stated theme of Roger's book, Persuasive

Serpents: studiés in English Criticism, is "that most English critics
P g g

had at all times been wholly and. entirely wrong in their methbds and aims"
(§E} D. 8); Thus Wiliiams prepares the way for é presentation of his owmn
critical method. Roger's outlook, and so hié critical approach, nonethe~
less change in the book: as does his.outlook from one of 'despair" (§E)
p. 13) at thevbeginning of the romance to a feeling of ''sad incompetence"
(§§) p. 223) by the end. So toq'his critical perspéctive changes from

"pure art" at the beginning to the '"Neo-Classical at the end. This is
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_suggested again.in the title of his address, .'on The Antithetical Couplet

frOmUnydén to Johnson" (SE, p. 222), Further, as Sir Bernard writes to
Ian Caithness, thg changé in Philip cén_be explained on the basié of
"This dreadful tendency to personify and (therefore) mythologize I attri-
bute to you and to the late Mr. Considine, who waé [sic] an entire myth-
ology about himself; From Considine to you:(excuse me) , frombyou to
Philip, from Philip to Rosamoﬁda-—behold the'history of religion"'(gg,

p. 222). Roger, however, at the end of the romance admits that there are
‘other approaches to criticism and art, when he says: "Other people had>
their ways; that was his" (SE, p. 223). One other way of course is that
which is demonstrated in the person of Isabel.Ingram, énd as I have sug-
gested aboﬁe, her approach is Williams' own; so too is the épproach of
the "quantic" as he saw it. |

i come now to a censideration of the archetypal and éo the mythic
significance of the romance, and let me admit at the éutset that one is
first tempted to assert that the book betréys a Platonic schema, for ex~
ampie, over against a psychological one. But if one is a careful rgader
as Williams demands, it becomes apparent that this is precisely "not"
what Williams presents——the romance is much more related to "this.world”
than to any “idéal world". However there is much of Plato in it.

It is, for example, in the opening chapter thaf Williams evokes
Pléto's Szﬁgosium when he describes the aspects of the University dihner
and states: "At this point every dinner contends with destiny,.and if
fortunate it concludes in a‘rapid climax; if it is unfortunate it drags
to a lingering death, and enters afterwards a shuddering oblivion" (SE,
p. 12). Williams makes this statement in the chapter after Considine has

made his speech. The situation parallels thé'SszOSium when Socrates
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finishes speaking and the drunken Alcibiades enters to-make his speech
challeﬁging what has gone before and to suggest that Socrates is not what
he appears——~the Symposium becoﬁes a disaster. The evocation of the
Symposium is further strengthened when Roger sees‘Considiné as the
"Python-destroyer" (SE, p. 133); and again when Considine says: "I be-
held in a trance tﬁe making of sex, I went down to where in history and
in the individual being——which are one; as all the mysteries know: in-
ward and backward, it is the same way—to where those high laboratories
.lie. And there, in a trance or in waking I do not know,’I myself |
carried out the great experiment, and I 1aid my imagination upon all the
.powers and influences of sex and love and desire" (SE, p. 154). It is
here "that Williams'evokes,Aristophanes'4speech in the Szgposium, ﬁhere
Apollq is said to be instrumental in the making of the sexeé. Plato's
Dialogues are part of the subsfructure of the romance. Moreover, in

Shadows of Ecstasy as in the Symposium, love, in all its aspects, is the

subject.

There are elements‘in the romance, however, thch deliberately lead
away from the Platonic schema. ‘This can be seen first in the use of the
term '"universal". There is an allusion to a'"universal corner" (§§, p.
16), which in context is Platonic enough, but other references—such as
in the chapter "The Neophyte of Death' when Roger sees "the. immense and
universal sapphire of the draperies', one begins to question the
. Platonism. It is impossible in a Platonic schema to have the universal
in particular~—it is an Aristotelian point of view rather than a
Platonic one. Similarly Williams' descriptioﬁs in other places lead away
from Plato, as for example when Philip is aware that in comparison to

Considine and Inkamasi, the others (himself, Roger and Sir Bernard)
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"suddenly seem. S0 émall” (SE, p- 66)5 again, Roger.looking at Considine
- gees’ that "It was Man that stood.there"'(§§2 p. 81); . till‘finally Roger
asks at anqthér point, 'What do'you'know about 'huge and mighty forms ,
that do not live.like living men'?" (SE, p. 115). Williams is positing
a reality which is poetic and psychological rather than philosophic. And
when Sir Bernard, iﬁ the chapter ''The Opening,of Schism'', wonders, ''Was
Africa then within? waé all wér,'were the armiés and munitions and trans-—
‘ports But the shadow of repression bvahich man held down.their‘[gigj
‘natural energies?. . . ;But»old thinés forgotten.éould rise, the old did
not élways die'" (SE, p. 114) the conclusion is enough to‘suggest what =
' Williams is doing in the romance. As he has rejected the answer of
}>Socrates.and Plato, so he is negating the influential thinkers who so
obsessed hié day. - He does thié by presenting a composite of European
thought in the person of Nigil Considine. Considine isiMafx, Freud,
Darwin and Nietzsche, presented as one. Williams achieves this by in-
vokiﬁg in the romance their respective theses.8 As important, however;
is the necessity to see Isabel as "opposite' Considine. It is also es~
sential to see that they as "centresﬁ are oppoéites.

_It is King Inkamasi who asserts this of Considine when he says:
"For the greatest energy is in him, he alone is the centre of all the
schools" (SE, p. 111). And it is Considine himseifbwho sees Isabel as
"centre" wﬁen he says to her: 'You are perhaps a wise woman. . . .but if
you are you shall be thé centre of our wisdom in London, and all women of
England shall learn from you what it is they do" (SE, ?. 148). Further,
after the chapter "The Opening of the Schism' Williams presents Isabel
and Sir Bernard over against Considine and Roger. It is becoming appar-

ent that Williams' critical theory in the romance, simply stated, while
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at its base is.psychological, places in opposition eros and legos over
againsf,imagination and will. | | |
In the chapter "London aftér the Raid" the relationship between eros
and logos is seen when Isabel in company with Sir Bernard looks 'from an
attic window" at the scene below: '"'That man is very tired', Isabel said,
watching a parﬁy of five; 'a woman carrying one child, a man with two.
.He oughtn't to go on. . . .nor ought she. Sir Bernard, donft you think
N :

e To which he responds: '''Yes. . . .I suppose you want to rest

too. Good God, you do! And feed'?" (SE, p. 164). At this point Philip

is despatched to open the door and a discussion follows on the subject of

M"ecstasy". It is here that‘Isabei identifies eros as the centre of her ’

“being. "'I'm no_good.at words', she éaid,_'and I'm a_fool'af knowing
things, but when there's something in you that has its way, and when
Roger's doing what he must do, and I too——*every fibre of me's aching for
him and I could sing for joy all through mé.v Isn't that all the ecstasy
that T could bear? Come let's do something before it breaks my heart tov
be alive'" (SE, p. 165). Similarly in the first'chapter, Sir Bernard
identifies the logos when he, wondering about the identity of Considine,
asserts: ''The intellect hardly ever failed one éveptuélly, if one ful-~
filled-the conditions it imposed. Bﬁt it did perhaps rather ignore the
immediate‘necessities of ordinary life; in its own pure life it over—
looked the,'Now and here' of one's daily wishes" (SE, p._lS).

On the other hand "will" and "imagination" in the romance are placed
in opposition to "eros" and 'logos'. This is seen in Considine, who as-
serts, as in the first proclamatidn, directed as it is to those who
"acting by the will" (SE, p. 39) know "of the exalted imagination" (§§}’

p. 41). It further calls them to the "transmuting Way', where ecstasy is
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defined by Considine as one of'two’possibilities{ It is either "living
forevef or dying and living again" (SE, p. 71). Nielsen,:”TheﬂNeophyte‘
of Death', exemplifies the Considinian position when he states: "I will
go down to death and come again living" (SE, p; 83), and this he sees as
possible because "the sensual desires. . . .have been tfanémuted into the
_streﬁgth of imagination'", it is obvious that eros as defined by Isabel
leads to acts of charity in this life, while its repression in Nielsen
leads away from this life—even to delusion and death; Similarly, later
in the romance it is when Roger, in a vision, comes to know "ecstasy'" as
arising from "man's natural life" (SE, p. 205)=——as does Isabel—he yet
'ironically espouses the.Considinién position which in essence is a neg-
ation of the principle and Whiqh calls all adherents to "a sécrifice of
deafhﬁ that is a '"shadow" of "true ecstasy" and which sees '"Love and'poétry

and royalty as channels" of '

'passion andvimagination" (SE, p. 207) that
the opposition is clearly seen.

At this point it becomes obvious that one of the complexities of
this romance results precisely from Williams' wofking with two definitions
of the term "shadow': one which comes from the Republic (7:51le) where
"shadow" indicates "picture thinking" or ”conjecture",9 and which suits
the Considinian thesis; the other which comes from the wbrk of Carl Jung
where "eros' and "will to power" ‘are seen as "shadows" of one another and
as necessarily ”opposite".lO Sir Bermard's observation that.Isabel and
Considine as '"centres" are ”oéposite" is accurate.

All said, however, Williams fails in this his first attempt to evéke
the "archetypal!' simply because he historicizes the person of Considine;

He does this purposefully, as I .indicated earlier, to embody evolutionary

thought in itS'historié process, but in so doing he not only departs from
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Jungién definition; but more importantly, he is working Qith an.”unnatur—
al" andbtherefbre ”uncommon”_perSon and ekperience, He tﬁus'ignores his
own requirement of romantic arf.that it must arise from.common aﬁd so nat-
ural experiences,.

Having pointed out the archetypal aspects of the romance, I come now
naturally fo discusé its mythological significance. At the outset it
should be said that difficulty lies in Williarﬁst internal definition of
the word "myth'. As. I have already noted, Roger_himself equivocates be-

.tween the words "mythical' and "legend" with reference to "Pandemonium'
(SE, p. 173). ‘There is tdo Sir Bernard's concluding remark, 'This
‘ dréadful tendency to personify anﬂ (therefore) to mythologize I attribute
to you and the late Mr. Considine who was an entire mythology about him-
self”.(§§3‘p. 222). Again here, Williams equivocates. Finally, theré is
also Considine's remark, "It's better that they shoulé serve a myth than a
mén" (SE, p. 194). Iﬁ all of this there seems to be implicit the belief
that "myth" is based upon Platonic conjecture, or at best it has a cerﬁain
amount of unreality abqut it. Nevertheless the romance lacks a clear
definition of the word 'myth".

There is however, a mythié aspect to the romance: the one invoked;
the other evoked. The former relateé to Roger's concluding stafement
"If —ah beyond, beyond belief!—but if he returned. . . ." (SE, p. 224):
there is first the obvious Christian myth which Williams is>continually
invoking in the person of Considine; there is second the Plafonic "Al-
legory of the Cave' from the Republic where Plato expresses just such a
possibility; there is too the Arthurian myth which foretells Arthur's_

return, For example, the chapter "The Neaphyte of Death' evokes the

Arthurian myth when it begins: ''The five of them were sitting at a round
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table"'(ggy p. 68) and there is the whole aspect of knightly significance
in the calling of Considine "sir", as well as in the action of Nielsen, |
upon entering the room "genuflecting a little at the same time as if he
were in a royal or sacerdotal presence' (SE, p. 83). The expected fe—
turns, and so "myths", Williams seemsAto suggest, are the product of
conjecture. |
: The'more important mythic structuré of the romance centers, of course,

upon the person of Isabel. It is not, however, as clearly defined as is
Conéidine's myth. She seems at times to be one of the assisting deitiesf
‘Roger's two visions which come at the end of the romance seem to be con-
.nectedywith_ea;h other and with Isabel: firét; in the chapter "Ihe House
by the Sea' Roger sees Wordsworth.carrying "a curiously tinted and in-
voluted shell" (SE, p. 169), which in itself is taken as a symbol of ﬁusic
and poetry; the second vision is that given to him while speaking with
Considine when he finds himself "as if he wére swimming' (SE, p. 203) and
then sees '""Rosamond, her arm in Philip's bendiﬁg him away from the foam,
and drawing him safely foward the highroad‘beyondﬁ (SE, p; 204). It is

at this point that he sees "Isabel, and her dress drenched with spray,

her dress and her hair, and she had stretched oné prim arm toward the

sea, and stood on'the extreme edge of the land". Isabel's éose, together
with the word "foam" is calculated to remind one of the Botticelli paint-
ing, "The Birth of Venus'". Isabel resembles the figure on the extreme
right of the painting who reachés,out to welcome Venus. This evocation

is strengthened in Inkamasi's statement when after he has equated
"lordship" 'and "love", he says that Considine's purpose "is to restore

its stfength to the royal imagination erm which in ;he beginning it

came'" (SE, p. 108). Thus the myth of Venus is evoked;v In short the
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mythic element seems to strengthen the[Jungian,réadingvthat Roger's
need ié to re~find or replace the "anima figure".

To conclude this part of fhe chapter it should be noted that while-
Williams shows himself leaning toward the aréhetypal position, he fails
because his "symbols" (images) do not relate at a profound enough level
to his "diagréms”, and he seems still to lack a coherent definition of

myth and so is unable to evoke a viable mythic pattern.

ii

“War In Heavenl¥, originally titled The Corpselz, Williams' first pub-
lished romance, while a far less complex book than its predecessor,

Shadows of Ecstasy, is nevertheless equally syncretic-——-if less tortuously

so. This is due to the fact that here Williams is definité in his phil-
osophy, theology and psychology and in his assertion of the romantic
aesthetic. The book is comparatively successful because the "diagrams"

are related to one 'centre'-—which is not so in Shadows of Ecstasy——and

that one centre is of course his re-creation of ﬁhe symbol of the Graal.
Philosophically thg book is Neo—Platoﬁicl3; theologically it is typo~
logicallq; ‘while psychologically it is more'élearly Jungian and hence
archetypal. Before proceeding to a discussion of its archetypal and
mythological aspects,_howevef, preliminary remarks are in order.

As in Shadows of Ecstasy, so in War In Heaven, words, phrases, ges-—

tures and diagrams recur until Williams' meanings become cle_ar.15 None-
theless, it is important to notice that the unstated is as important as

the stated for a full understanding of the book. For example, nowhere in
the romance does its full title.occﬁr. Hence the title, which obviously.

comes from Revelation (12:7), though unstated, is being presented in
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ahother'way,v As above, this aspectiof.the.book is made clear at the end,
and.it is.obvious that Williams is re~interpreting "heaven" in the "hefe
and now"16~——and as importantly; in a psychological sense{l7- Fﬁrther,
while the romance has aspects of the '"detective story" or the "murder
mystery''—in fact it is neither. Rather, detection is the technique
which Williamstemploys to relate the phenomenal to the noumenal; to
assert the importance of the ﬁon~rational tokthé rational; and by which
he leads his readers. to thaf mystery which is the "last mysfery" qﬂi,

p. 188). In so doing; however, Williams felates the word "mystery"‘to

18 With those preliminary remarks

the word "comedy'" in a Dantean sense,
out of the way it is possible to shqw how Wiliiams preseﬁts the psycho-
logical reality alongside the religious and the philosophié and to show
how the archetypdl unifies the romance so as to expose its mythic
structure.

The "numinous' quality of the romance is pervasive from its first
chapter aﬁd is related to three elements: first, to the chalice——thought
to.bevthe Graal—and to the cultic and qccultic acts performed with it;l'9
second—which is related to the first since Williams rejects the notion

that the Graal is the chalice and so rejects the thesis of Jessie Weston's

"From Romance to Reality, or whatever she called it" (WH, p. 121)—it is

seen in the figure of Prester John, especially in the various reactions
which he elicits from the other characters in the book;?O third, andb
most importantly, it is seen in Lionel Rackstraw, in his relationship
both to his wife Barbara and his young son Adrian, and ultimately of
course, with reference to his own psyche. The archetypal is thus most
clearly illustrated in this third element of the romance, that is, in

Lionel.
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From its outset, and thrqﬁghout.the.romance, Lionel Rackstraw (his
very néme'is allusive) is a perSon'in a serious state of dissogiation
because, as he admits in the End.to Prester John, "I fear all things"
(WH, p. 250). Basically, his "fear" is related to the two most important
persons in his lifef—éBarbara and Adrian: His fear for Barbara is assoc-
iated with the "fantastic possibility" that "his wife might be involved
in some street accident" (WH, p. 8)=—he fears her loss; his fear for

Adrian stems from the idea that things might not be as they appear, as

‘he, Adrian, "had joined the mad dance of possible deceptions", who might

be, "a child whose brain was that of a normal man while all his appear-

ance was that of four" (WH, p. 17). It is from such a state of mind that

Lionel looks out at a "terrifying and obscene universeh ’(EﬁQ P 19)..>Aﬁd
it is after.the fantastic thing happens, észarbara appears to go mad,
that in conversation with Giles Tumulty Lionel showsvhimsélf to be the
only character in the romance lacking any 'religious'" outlook. He rejects
all religion when he says of’”magic" that "it is ordinary religion dis-
guiéed; it is the church—going clerk's religion.n Satanism is the clerk

at the brothel" (WH, p. 168), and he concludes "all is horrible in»the'
end".

Lionel's outlook'changes, and he‘recovers'(or gains) psychic
eqpilibrium with the recovery of Barbara, and it is conseqqently while
attending a Service of the Holy Communion (though still unconﬁerted) that
hé feels the "joy of fantasy rise in his mind" (WH, b. 256). The "fan-
tastic possibility" becomes ”thevjoy of faﬁtasy”, for he, with the othérs;-
is presented with a vision of the numinous as they observe the priest-
King celebrate the "holy mysteries'', Williams writes: "To Barbara and

the Duke accustomed to liturgical vestments, the priest-King seemed to be
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clothed in- the.chasuble of>tradition;._to Lionel he seemed to stand,
pure.énd naked, in the highzsunlight’of the mornihg; whaf he:Seemed td
the child none then or ever knéw"’(ﬂgj,p. 252). Thus it is maiﬁly
through Lionel .that Williams presents the psychological dimension of his
‘book. |

It is in the chaptér, "The .Evening in Three Houses'", for example,
that Williams provides theveQidence by which He indicates; and‘deepens
our understanding of, Lionel's‘basic "fears". Lionel clearly is étruggl—

' ing with the negative manifestations of the '

'collective unconscious".
As Lionel looks at Barbara he speculates: 'mightn't she be lying there
p , ying

dead? and this that seemed to sit there opposite him merely a projection

of his own memories of a thousand evenings when she had sat so'" (WH, p.

19, emphasis mine); similarly, in the same passage with réference to

Adrian, Lionel admits: '"The fantastic child of his dream,»evil and cruel
and vigilant, couldn't at the same time have Adrian's temper and Adrian's
indefatigablebinteresf in things" (emphasis mine). In this way Lionel's
coﬁdition is presented as one available tpo analytic psychology.

In relation to Barbara it is evident that Lionel is experienciﬁg:
both the positive and negative aspects of his anima figure; "At similar,
if less terrifying, moments, in other days; he had found that a concen-
t?ation upon his wife had helped steady and free him, but when this even~
ing he made this attempt he found even in her only a flyingbfigure with
a face turned from him, whom he dreaded though he hastened to overtake"
(WH, p. 17), With regard to Adrian, however, it is only after Barbaré
has appeared to go mad and then has recovered that Lionel is led through
the process of Williams' own dialectic~—that is after the image is af~-

firmed, negated and reaffirmed-——that he is able tovdeal with the second
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manifestation of the archetypal af which Adrian is bﬁt the.projection.

In brief Lionel is led through the 'process of individuatidn".by the
transformation of the child archétypé.Zl It is here, however, that
Williams does not adequately relate his diagrams of the 'divided qua-
ternity" and the "chalice"22 to Lionel; they are only incidentally re-
laﬁed to him'alfhough they are representative of his psychic state.
Ultimately that state, as is suggested by the wards "corpsa", "ehost"

and the letter "K", is one which separates "body and so_ul".23 Here we
“have another aspect of Lionel's "fear". But when.he is presented with the
vigion of the "naked" figure of Prester John, the figure is a projection'
of the unifying symbol which indicates the integration of the personal-
ity,zéland ane which unites "body and soul". /

There ia left the’"romantia" theory; and it is almost sufficient to
say that in Lionel Rackstraw we find Williams' assertionvthat the numin-
ous apprehension arises from "common'" experience as much as it does from
its occultic and cultic manifestations.

The common and romantic element, of course, is further strengthened
in that it is to Inspeator Colquhon that the solution to the murder comes
in the common experience: 'as he lay half asleep and half awake" (WH,

p. 126); similarly it is in the scribblings in "The Bible of Mrs. Hippy"
thaﬁ "actual events and his own meditations——had flowed together as if
not he, but Life were solving the problem in the natural process of the
world" (WH, p. 205); so it is too that the Archdeacon, as he apprehends
the figure of the pfieét—King,'feels that "it seemed as if the form had
shaped itself from the sky and the fields about it" (WH, p. 203). This

all points to an aesthetic which is clearly romantic.
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’The mythic structure evoked therefofe in the book is found in
Lionel'é assessment that the truth of the legend of Caesar‘andbthe
British children is that ”Caesar'restéred the children to their mothers"
(WH, p. 252).‘ The happening evokes all the other myths of child res-
toratioﬁ.z5 Williams of course accufately couples this motif with the act
éf creatidn in the-wofds: "Let us make man" (WH, p. 253).. However, as
jung expresses it, the experieﬁce of transformation is: "In the psy~
chological framework the motifs of.abandonment, in&incibility, herma~

- phroditism, beginning and. end take their plaée as distinct categories

of experience ana understanding".26 In such an experience Lionel is

" born anew, (or perhaps born), and fhe‘title of the romance 'War in
Heaven", although_nevér explicit, is implicit of the "war" which is
going on in Lionel'Rackstraw's soul. It is here that Williams fails
clearlf to distinguish these categories of experience, i.e. the replace-
ment of the "anima" and the rebirth of the "child". As his change in
title of the book suggests he is working with two.distinct aspects of
psychic experience and fails to delineéte them sufficiently. The book,

‘however, is more clearly psychological than Shadows of Ecstasy and there—

‘fore represents a movement toward. the archetypal.‘

Finally, as farvas Williams' theory of Affirmation is concerned;
only LionelAand Barbara are led through the full cycle of the dialecfic:
the Archdeacon as represenfative of the Church_éspouses the Negative way,

¢ looking at‘the chalice he murmurs "Neither is this Thou" (WH, p. 51);
similarly Manasseh and the Greek as examples of the way of "magic" are
equally intent on '"Negation''; Gileé Tumulty, the Duké, and Kenneth
Mornington would all possess, ér Affirm merely, and as the Greek explains:

"for possession and destruction are both evil and are one' (WH, p. 146).



41,

iii

. 2 ' :
Many Dimensions, / Williams' third romance, opens at the point at
which Sir Giles Tumulty has purchased and brought to England what is re-
puted to be the crown of Suleiman ben Daocod (Solomon, Son of David). He,

together with his nephew Reginald Montague and Prince Ali, a Mohammedan

from the Persian Embassy, are examining it. As they discuss it, the reader -

is introduced to its properties. The focus of their attention is the

centre stone——Williams is precise in his description of its "dimensions™

. etec.——which is "cubical' in shape, '"measuring a half inch each way" and

upon which are visible the letters of the "Tetragrammaton' (the Hebrew

" -letters which stand for the Divine Name), althbugh "they are not engraved"

upon it but; in fact, are both "in the centre' and are "the Stone"
(MD, p. 7). |

Thus it is from the beginning of the romance that Williams makes his
readers aware that one important aspect of the story ié the relationship
between the outward and physical (phenomenal) and the inward and psycho—
logical (noumenal) eleﬁents of experience. His purpose in so doing is to
make visible (or more apparent) the numinous. This is suggested by Prince
Ali as he expounds that aspect of the "Stone' when he says: "So mﬁch of
its virtue has entered into its outward form that whatever happens to it
there is no change" (MD, p. 7). Hajji Ibrahim, another member of the
EmBasSy and»an uncle of Prince Ali, makes Williams' purpose even more
plain when he claims that the Stoqe can act "in time or place or thought"
(MD, p. 45). Of the three dimensions Hajji maintains the latter is "a
perilous thing to undertake; for you must sink into the life of thought

and you may not easily return" (MD, p. 59). Similarly, later in the romance

when Lord Christopher Arglay (another uncle of Reginald Montague and Chief
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Justice of Englahd), with Chloe Burnett his secretary, aré discussing this
aspect éf the Stone, Arglay says: "wevknow it moves in time and space and
thought. And in what else?" Té which Chloe replies, "But what else is
there?" Arglay respondé, "the traﬁscendence”'(ygj_p. 101), i.e. the
eternal. Thus Williams means to investigate these many dimensions of
human experience in his romance. Whether he ‘is successful is at this point
-not being debated, nevertheless it is tﬁe first time he has. stated so
clearly his creative.purpose.

Another preliminary observation that should be menti@ned is that Many
‘Dimensions is related to Williams' previous two romanées, Shadows of

>Ecstasy and War in Heaven, by his use of "irbny". In Shadows of Ecstasy

'

he makes a distinction between irony in' its philosophic and aesthetic

senses‘(he chooses the latter). in War in Heaven he demonstrates the re-

"

‘lationship between "irony'" and "comedy'". 1In Many Dimensions he explores

the relationship between "irény” and "tragedy”.

‘By now Williams' readers are familiar with the technique by which in
order to define or redefine meanings he employs fecurringbwords, phraseé
or actions. So it is that in the beginning of his romance Williams uses
the word "was" as:it is related to time and éxisﬁence. For example, after
a telephone convefsation with his nephew Reginald Montague, Lord Arglay
asks his secfetary Chloe Burmett: '"What is the best thing that ever was?"
(MD, p. 18), and he goes on to ponder: 'And anyhow when you say 'that ever
was', do you mean that it's stopped being?" Chloe Burnett accurately
replies: "I suppose it depends on what you mean by 'was'". For later

Reginald uses the word to imply the past in describing his experience:

"There I was'" (MD, p. 20); while Arglay uses it to imply continuing pos-
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uses the word to imply a present reality: ''She yég‘frightened" (D,

D- 29);. and again Chloe uses it as a future intention: "I was going to
the theatre'" (MD, p. 49). All of these phrases purposely carry fofward
into the third chapter of the romance where Arglay, questioning the.meaﬁ—
ing of words, observes; ”‘thqugh certainly the way to any end is in the
end itself. For as you cannot know any study but by learning it, or gain
any virtue but by practising it, so you cannot be anything but by becoming
it. And that sounds obvious enoﬁgh, doesn't it? And'yet,' he went on as
"if to himself, 'by becoming one thing a man ceases ﬁo be that which he was,
and no one can tell how tragic that change may be. What do you want to

be, Chloe?}". (MD, p. 49). Arglay;s words,VWhile citing the "law of contra-— .
diction" as contained in the Regubiic (7:518d,e), are‘prophet£c as they
apply to Chloe in terms of the actioﬁ of the romance. 1In the Same’way the
tragic as an element in irony is an important dimension of Williams'

story.

The story then, in Many Dimensions, tells what happens when the .Stone
of thevCrown of Solqmon is brought to.England. Wﬁen it becomes known that
the Stone possesses certain surprising qualities all the characters in the
~romance demanstrate an interest in it for variousAreasons. Sir Giles,
together with his péychologist colleague, Professor Palliser, are in-
terested in it for purposes of scientific investigation; Reginald Montague
hopes to derive financial gain from the sale of chips from the Stone;
Prince Ali and other members of the Persian Embassy (most motably his uncle
Hajji Ibrahim) would reclaim it ana thus remove it from such aspirations
because of the religious significance.it has for them. When Reginald,
‘however,‘accidentally discovers that it is possible to divide the Stone

and produce othervand identical '"'types', other persons become possessors
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of the Stone. 1In the unfolding story‘the sometimes counter and personal
desires which the characters hope to realize by means of the Stone become
intertwined so as to provide thé main action and thus the interest grows.
Jusf so, too, as interest grows, conflict likewise develops. When
Lord Arglay and later Chloe Burmett find themselves in possession of it
their interest at first is due to the Stone's relationship to "Organic
Law"—the subject of a 5qok Arglay is wrifing. Similarly, when Reginald
sells a ”type“,to a Mr. and Mrs. Sheldrake, the owners of the "Atlantic

" Airways', they become interested in it not only for their personal satis-

vfaction but also because of its possible significance.for transportation.
It is however when they lose their type by a roadside that Oliver Doncaster,
an artist, comes in possession pf‘it. Later Doncaster casuaily gives it
to Mrsf Fefguson,'a bedridden paralytic and mother of his landlady, aﬁd
since by merely holding it she is amazingly enabled to walk, others become
interested in it for its healing properties; For example, Mr. Eustace
Clerishaw, the Lord Mayor of Rich, wishes to have the Stone used in this
way--——his son is dying of cancer. Likewise, when Frank Lindsay, a friend
of Chloe, realizes the_possibiiity of its enabling him to pass an exami-
nation (it aids memdry), he steals it ffom hef. ALindsay, having'previous—
lyrrecounted the Stone's amazing properties to an Albert Carnagie, under
Cafnagie's_prodding, sells it to Mr. Theophilus Merridew (General
Secretary of the National Trénsport).- Their concern is that it should not
be used as a géneral means of transportétion because that would cause
unemployment. By means of conflicting interest Williams is able to bring
into relationship a variety of fields; i.e. religious, business and

finance, medical, scientific, political and, of course, psychological.
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As:the romance progresses, therefore, the Stone is demonstrated to
possess certain peculiar properties, having significance in the variety
of'disciblines,‘some of which as listed by Sir Giles are: "1, It is of
no known substance. 2, It answeré to no known_reagents. 3. It can be
multiplied without diminution of the original. 4. It can move or caﬁse
'to move from point to point, without léaving any consciousness of passage:
through intervening space. 5. It can cause disappearance—possibly in
time" (MD, p. 87). To which list can be added that "it dpesn‘t weigh
. anything" (MD, p. 35); it enables 'vision' both to read others' thoughts
and ‘to feel their emotions (or lack of them)——for example as Arglay looks
.through Sir Giles' eyes (MD, p. 60); it has‘the power to restore health
as when Mrs. Ferguson says she Vfélt its strength pouring into her" (MD,
"p. 104) or when it cures her sister Annie's asthma (MD, p. 108); and.it
"protects" its adherents, specifically Chloe Burnett when Prince Ali
attempts to steal the Stone from her and is later found "burnt" and
"broken" (MD, p. 220).

| The Stone and its properties therefore dominate the romance. Howeyer,
Williams does not leave his readers with only one explanation for the sur-
prising happenihgs. He provides a possible alternate theory. This he
doés mainly throuéh Arglay, and latterly through Chloe.

When Arglay observes the effect which the Stone has upon the other
characters in the romance it leads him to reflect that he and "his secre-
tary were becoming the only single minded adherents it possessed', and all
others were prompted by "greed" (MD, p. 194). ‘Here it should be pointed

out that in Williams' dialectic all the characters, with the exception of
course of Doncaster and Mrs. Partridge, exemplify the '"Negative" way as

Williams understood it. ,For, as he pointed out in War in Heaven, "to
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possess' is "to negate'. On the other hand, Lord Arglay exemplifies the

"ironic'" element in the romance as does Sir Bernard in Shadows of Ecstasy.
Williams writes: 'But Lord Argléy, at once in contact and detachéd, at
once faithless and believing, beheld all these things in the light of that“
fastidious and ironical good will which, outside the‘myStical experience,
is the finest and noblest capacity man has developed in and against the
universe" (MD, p. 194, emphasis mine). In Williams' terms this means
Arglay "affirms and negates" the power of the Stone, and thus becoﬁes the
' éntagonist in the romance.

Hence frqm Arglay's first use of the Stone Williéms makes his readers
aware that ﬁhe experience of_travei through spéce is not simply due to
one's’concentrationvupon'the Stpne. Rather it ié when Arglaylconcentrates
on Chloe herself that he is granted the experience: 'Lord Arglay, as he
sat down wearing the crown directed his eyes and mind towards Chloe'. And
he "allowed the image of Chloe Burnett and the thought. of her home to enter,
and he shut his mind down on them. . . .he involuntarily united the
physical consciousness and the mental; either reéeived the other" (MD,

p. 30). Similarly, his "return" is achieved in the same way. Latér in
the romance Arglay combats Sir Giles without'the>Stone when the latter is
exercising influence upon Chloe. As he explains to Hajji: "Between her
and me I will not have any of these things" (MD, p. 201). Thus Williams
achieves two things: in Arglay he demonstrates the "ironic'; and he
successfully points to another explanation for his reality, namely a
psychological one.

Chloe Burnmett is led'thrqugh an identical process of experience: at
first Chloe is confused as to whom or to what her primary loyalty lies:

"She only wanted to serve the Stone—and Lord Arglay——as much as Lord



Arglay;—?and4the'Stone-—-Wanted. There was a slight doubt in her mind
which of them, if it came to a crisis, was the most important" (MD, p. 195).
At this point, however, she makes the choice when she says: "T don't

think perhaps I shall care about it so much.' She has negated the Stone.

Later, notably in the chapter "The Second Refusal of Chloe Burnett',

Williams demonstrates her active negation when he writes: ''Then she would
use. it; after all she was using it to save it. She was doing for it what
it could not do for itself. She was protecting it. . . .But in hef despair

" she rejected what churches and Kings and prelates have not rejected; she

‘fefused to be deceived, she refused to be helpfui to the God; . .+ JJducidity
‘entered hérf (EQ} p. 217). Finally, in the chapter "The Judgement of Loxrd
Arglay", Chloe arrivés at Arglay's ironic position. The position.is’
‘cleérly demonstrated when Arglay asks: "Are you to be the Path for the
Stone?" and Chloe replies: '"That is as you will have me" (MD, p. 257),
and she goes on to give her reason to Arglay: "ﬁecause you said the Stone

1

was between us.'" At this point the Stone is incidental.

While Williams employs the "ironic" to present his meaning, he does
not, however, leave his readers without an example of the "Affirmative

1"

Way''.

But in Many Dimensions it is presented only as a possibility and it
ié therefore unfuifilled. It is, nevertheless, presented in a bassage in
which Williams raises the "erotic'" to the equivalent of the "sacramental”.
When Frank Lindsay, having stolen the stone from Chloé, thus negates not

R only their relationship But the Stone as well, she comes to him and offers
him opportunity to "return" it, i.e. to reaffirm their rélationship. Eut
Frank refuses:

"They had had good times together, she had mocked and

teased him and liked himj; their hands and their
mouths, their voices and their glances, were familiar.
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- All but the sovereign union had been theirs. .. . .And
" since assuredly that full and sovereign union permits

no exclusion of any beauty, since the august virtue of

its nature is to receive into itself all which partakes

of its own divine benignity, since there-—and there-

alone—is neither one nor many, neither lesser or

greater, but all is perfect and free, since even its

refléctions upon the marvelous liberty of the children

of God is to be experienced by all who devoutly and

passionately desire. . . .he stood and looked away" (MD,

P. 250). : -
Consequeﬁtly while there is the suggestion of the "Affirmative Way" the
book lacks an illustration of it. This absence of the concrete serves to
 point up the tragic element which we have said is one aépect of Williams'
creative purpose.. I turn now, however, to another of Williams' purposes,
which is to explore the psychological and hence the archetypal and |
mythical.

There are many instances which demonstrate the psychological di~
mension of the romance. But Williams suggests that dimension most clearly
in passages related to Chloe Burnett and which lend themselves most easily
to analysis. As he describes her condition she'is one who "lying awake at
night" is bothered by "physical excitement: and mental concentration', and

to whom '"Nothing justified her existence" (MD, p. 50). Like Lionel

Rackstraw in War in Heaven, for Chloe '"There was nothing, she thought,

that could»be truéted; the dearest delight might betray, the gayest
friendship open upon a treachery and martyrdom." .So she questions if
"there was any devotion beyond the overwhelming madness of séx? And in
that hot airless tunnel of emotion what pleasure was there and what joy?"
Thus Chloe admits "she hated Montague, she hated Sir Giles, she hated |
Frank Lindsay—poor dear!—she hated———né she did not hate Lord Arglay,
but she hated the old man who had come to her and talked of Kings and

prophets and heroes till she was dizzy with happiness and dread. Most of
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all she hated herself. The dark mystery of being that possessed her held
no promise of light, but she turned to it and sank into it, content to
avoid the world” (MD, p. 51). Like Lionel, Chloe is in a serious state of
dissociation. In her hatreds she is rejecting aspects of her animus
figure; And in her regard for Lord Arglay, she is still in the youthfﬁl
attachment to.her father figure.

Again; in the chapter entitled "The First Refusal of Lord Arglay",
after Chloe has undergone fhe experience of Sir Giles' attempting to look
Athrough her e&es, and as she is discussing the experience with Lord Arglay,»
“he questions her: "it seemed like some other self of yours? Did you kﬁow
.yourself in it?" To which Chloe replies " In a way,. . . .all the things
~ that T have sometimes hated most in myself. But not altOgetger. Never—
no, in all my lifé, I never wanted so utterly tQ‘grab withoﬁt giving'any—
ﬁhing at all, never before." 'I'm not like that,"she said, '0 indeed I'm
not'" (MD, p. 206). 1In this passage is suggested one of the problems in
the romance. For Chloe could be experiencing what she.has ﬁreviously
categorized as something '"magical" (QQ} p. 38), ér it could be that in
psychological terms she could be simply refusing to admit her "shadow'.
Williams has not clearly distinguished his péychélogical and his magical
elements. Similafly, the consistent animosity that exists between Sir
Giles and Lord Arglay‘in the romance can be explainea in psychological
terms, i;e. that the one is the "'shadow' of the other. Williams does,
however, in Chloe, deepen his psychological probing so as to reach the
archetypal,

The presence of the archetypal content is most clearly seen in two. -
passages: .first, in the passage where Chloe and Lord Arglay are attempting

to rescue Pondon from the past. In the process Chloe finds herself "in
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her increasing age. . . -beyond any memory'of hurt and lonely vouth,
beyond ény'imagination of an unwanted and miseréble age, this pain fed on
itself.and abolished time. She.lay stupifiéd in anguish" (gy,.p.:lBQ);
In this experience of "abolished time”.Chloe experiences an. aspect of the
archétypal._ However,vthe relationship of her experience to the temporal
scheme is not made plainﬁ Is Chloe experiencing future or past time?’ Here
while Williams shows himself to be aware of "thé Problem of Time" as it
relates to the archetypal he fails to demonétratevit adequately in'the
" romance. For, eariier in the book, and pfecisely when Chloe and Argiay
are effecting the rescue of Pondon, Arglay becomes aware of his appre~-
'hensions "to deepen downwards and outwards" QS‘han entirely new plane of
things" (MD, p. 141). This is the authentication of his eariier cbnclusion:
"I ﬁhink in.a line~—but there is the potentiality of the plane. . . .
[which] was what great art was—a momentary apprehension of the plane at
a point in the line" (MD, p. 54).. Internaliy then, in the process of the
romance we aré made aware that "time" is in fact not linear and, although
Birlesmere posits the possibility of the "cyclic".(yg) p. 241), Arglay
sees such '"recurrence" as "hell" (MD, p. 35). It is nevertheless these
~ aspects of time (the '"linear", the "cyclic", andithe "plane') that
Williams does not'sufficiently explore. His terms in any case are spatial
rather than.temporal. And since he does not explore the archetypal as
related to the temporal sufficiently, Williams is unable to‘provide a
consistent mythic pattern. So it is while Williams approaches "the problem
of time" he fails to explore fully its implication.

The second passage which is clearly archetypal is in the.chapter "The
First Refusal oflchloe Burnett'". Williams writes: 'Asleep or awake or

after a long time——it seemed both in the dream that possessed her-—she
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seemed to see before her a great depth of space that changed itself while
she looked into it and became a hall with carved‘pillars and a wvast crowd
surging through it" (ygﬁ p. 167), 1In the vision Chloe sees into the court

of Solomon and, as éhe»watches, she gsees the King raise his hand but does

not see what is on his hand. She however experiences a "blinding light"
and "a devastating pain and then a satisfaction entire and exquisite"
(MD, p. 169). It is in terms of phenomena such as Chloe experiences here

. . 2
which Carl Jung describes as '"the first approach of the unconscious". 8

Nonetheless, Williams makes definite progress toward the mythicbin

this.romance, for there is in Many Dimensions a noticeable redefinition of

the word "myth". It is Prince Ali "whose mind moves with most ease in the
romantic regions pf myth” (MD, p. 101); »and similarly it is he who sees
the‘problemvas one of distinguishing between the "mess of myths", "the
tanglé of tradition", and "the febrifuge of Fables" (ygg p. 128); it ié
Arglay too, who associates "myth" with "terrible oppositesf of "religion"
when he speaks of "judgement': "as it is said in one vathe myths of our.
racé that a god was content to submit to the word of Roman Law" (MD, p. 257,
,emphasis mine). It is Arglay too who gives an inadequate demonstration of

the mythologizing process when he rephrases Milton's sonnet "On His

Blindness'" to say: 'They also serve who only sit about and chat", and as
Chloe asserts the validity of the activity, Arglay goes on to say: "It is
giving a new name to old things. . . .or perhaps an old name; to new

; things" (MD, p. 234). Through Arglay then, Williams presents a theory of
‘"myth"; while in Chloe he demonstrates or presents the "mythic'.
Williams, however, as is shown in Chloe's experience above, believes the

mythic to be "giving a new name to old things'.
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It should be noted, too, that in this romance Williams makes a dis~
tinction between the words "invoked' and "eyoked'": as he explains it,
"In the papers', when discussing the healing properties of the Stone, the
reporters mention ”Loufdes, the King's Evil, the Early Christians, Mrs.
Eddy, Mesmer". These are "introduced and, almost, inVoked” (MD, p. 108);
while in Chloe's vision it is "as if desires beyond her knowledge had been'
evoked énd cqntented at once, a perfect apprehension,‘a longing and  a
fulfillment" (MD, p. 169). Evocation belongs to'preseﬁt experience while
invocation does not. Hence Williams here relates the "archetypal' to the
"mythic'".

It should be noted that, while Williams makes obvious progress in
this romance in his redefinition of the wofd "myth", at the same time
he fails to achieve a clear definition of a related term, 'symbol". As
Arglay equivoéates between the words "symbol" and "omen', (MD, p. 134),
so toward the end of the romance as Chloe enters the room to see "her type-

writer, her notebooks,"

etc., the narrator explains: "Her gaze took in,
it seemed, the symbols and instruments of Her life,»butvthey were real
things énd she felt with increasing happiness that'what was there had,

" however hidden, run through her life", she muses ''that her life had been
resolved itself into fourvthings in that room=—the manuscript, and Oliver
Doncaster, and Lord Afglay, and tﬁe Stone" (MD, p. 254). She concludes:
"Whatever was coming, it was good", Here too, while Williams affords to

"symbol" the numinosity that the word demands, he relates it only

the word
to the future as Chloe uses it, and as the word "omen'" suggests. It is

because of the foregoing that Williams fails to present an adequate demon-

stration of his meaning at this point. A symbol has present significance.
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The mythic structure of the romance is that which is both "invoked"

and "

evbked". The myth inyoked is first, the myth as contained in Hajji's
"téle" (MD, p. 44 ff and p. 227‘f); and then the Christian myth as
detailed by the nafrator: "there was growing the intense secret of Chloe's
devotion to the Mystéry. As if a Joseph with a more agnostic iromy than
tradition usually allows him sheltered and sustained a Mary of a more
tempestuous past than the Virgin-Mother is believed to have either endured
or enjoyed. . . (MD, p; 194). The hyths invoked are those of Creation,
the Fall and of Redemption.

The myths ”evéked” are myths of creation. For e%ample, Arglay, re-
'flecting upon the relationship betﬁeen the Sfone and his Secretary's hand,
sees that both ére'”softly translucent", and’”He remembered tﬁe Handv
’thrust_out f?om a cloud in many an early painting to image the Power
behind creation. . . ." (MD, p. 230). The passage alludes to Michelangelo's
painting the ”Creatidn of~Adém". At the end of the romance as Williams
describes Chloe receiving the Stone from Arglay: '"holding out her joined
hand below his. He lowered his own gently > till iﬁ léy in.the cup of
hers. . . ."(gy) P. 258); Here Williams evokes another of Michelangelo's
_ paintings "The Creation of Eve'. Williams' description of his two main
figures with his focusnon the positioning of the hands is réminisceﬂt of
the painting. Williams' technique, therefore, is to invoke in order to
evoke. But, the romance, it should be noted, is an inversion of
Michelangelo's theme. The action leads Chloe not to "creation" but
- "destruction'. It is here however that Williams' three main symbols, the
Stone, the Hand and the Light come together to make obvious his own-

creative purpose in the romance.
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Williams' symbolsvcome from several sources: religious and alchem-
)
ical, ? magical,30 and most dimportantly from the archetypal., The Stone

"quaternity", and suggests '"earthbound matter",

is in shape a symbol of
The first association of the Stone.(the square) is with the Crown as it is‘
set in a "circlet of,gdld" (MD, p. 7). Later Williams brings together the
Stone in relationship to another "circle" image, namely a "Ring'" (MD,

P. 227).. But as this association séems‘to be casual the symbols therefore
do not function as a "Mandala". 31 They do not signify psychic wholeness

' ér unification of body and soul. .Since, therefore, there is little
association of the Stone with the "circle" symbol,‘the Stone by itself
-implies ”dissociation".32 On the other hand; since the property of the
symbpl is "stone”, progress toward "individuation'" and realization of the
"Self" are implied; Thus we have in the symbol two éontradibtory staﬁe—
ments. -Williams does, however, attempt to unify.them with his other two
symbols, that of the "Light" and of the "Haﬁds". For light is "'psycho~

k logically speaking to become aware of the.sourcé", and of "Spiritual
Strength".33 Similarly.ﬁhands" joined indicate "the unioﬁ of the rational,
the conscious, the logical and virile", with '"the converse', depending

- whether right or left hands are used.34 Williamé is explicit at least in
one instance of sﬁggesting such a union in this way. It is found in the
paésage already mentioned in Which Chloe and Arglay attempt to rescue
Pondon: '"Chloe. . . .laid her right hand overvhis that held the Stone"
(MD, p. 137). The union about which Williams writes in the romance,
however, is signified by his use of "Light'. That union, as I have said,'
is with the Source of Light, i.e. with the Divine. When Williams writes

with reference to Chloe that "the union had now been made in other worlds"

(MD, p. 250), and when Arglay says. of the Stome that it is "tragic still
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to loose upon earth that which does not belong to earth" (MD, p. 257), he
points both to the "ironic" and the "tragic!", For at the moment Chloe
achieves "individuation' she dies———an event which is both "tragic" and
"ironic" din terms‘of‘the romanée,

In Williams' concluding icon, therefore, of Chloe feceiving the Stone
from Arglay, there is evoked, as I have said, the picture of the 'Creation
of Eve”;. but it evokes all other instances when the feminine (the soul),
is united with Divinity, be it the Annunciation, or then the Assumption
.éf the Virgin Mother, or of PsYche or even in the simple act éf Communioq,'

which the positioning of the hands -evokes.

iv
As an interim conclusion, it need only be said that in his first
three romances Williams shows himself aware of, and progressing towards,

archetypal theory and becoming a mythic writer. 1In his next and central

romance, The Place of the Lion, he begins the mature practice of his

evolved theory.
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NOTES

Charles Williams, Shadows of Ep§tasy}_(London: Faber & Faber, 1931);

Mary McDermot Shideler, Charles Williams, (Grand Rapids: W.B.
Eerdmans, 1966) p. 14; Patricia Meyer Spacks, '"'The Fusion of Flctlon
in Shadows of Imagination, (Carbondale and Edwardsville: Southern

. I1linois University Press, 1969) ed. M.R. Hillegas, p. 151.

For a like definition of "ecstasy" as it relates to the mystical,

poetical and religious experiences see Mircea Eliade, Shamanism,
(Princeton: Bollingen Foundation, 1972): '"For, of course, the
shaman is also a magician and medicine man; he is believed to cure,
like all doctors, and to perform miracles of the fakir type, like
all magicians, whether primitive or modern. But beyond this he is
a psychopomp, and he may be a priest, mystic, and poet.” (p. 4).

For a full discussion of the technique and place of irony as

Williams understood it, see FB pp. 100ff where "irony" is seen as

that state of being after an image has been negated and beéfore its
reaffirmation. In the Shadows of Ecstasy Isabel is the only character
who demonstrates the full dialectic of the Affirmative way.

It should be noted that Williams' own critical position, unlike
Roger's, is that the purpose of poetry is indeed to "explore" (FB,
p. 100), for here Williams applauds Dante for his exploratlon of
experience in the Commedia.

Plato, The Collected Dialogues, ed. Edith Hamilton & Huntington Cairns,
(Princeton: Princeton University Press, 1973). For a description of
‘Socratic irony see Alcibiades' speech in The Symposium 216, d., p. 568.

Other significant examples can be found on pp. 22 and 128.

Marxist political theory is invoked in the phrase, 'the manifesto,
or proclamation as it might be called" (SE, p. 39); Freudian re-~
pression is suggested as an aspect of Considine when he explains,
"I have never kissed a woman; all that have lived with me have had
- what lovers desired. TFor a kiss is but a shadow of ecstasy" (SE,
p. 153); the Nietzschean thesis is invoked simply in the term,
"this year of the First of the Second Evolution" (SE, p. 153) which
of course has overtones of the "overman" or '"superman'; and Darwin
is associated with the word "evolution'.

That Williams is using the term "shadow" in its Platonic sense is
apparent where Rosamond evokes the "myth of the cave" from the
Republic (7.514, a.), see (SE, p. 136).

Carl Jung, Two Essays on Analytic Psychology, (New York: Meridian
‘Books, 1956) p. 63. Jung is helpful in interpretation of the romance
in the second of his two essays, especially in the chapter on '"The
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Mana~Personality', where he describes the condition in the male
psyche where the "anima loses her mana'. In such a condition says
Jung, the "ego is inflated" and has become "adulterated with an

~archetype, another unconscious figure'. He goes on to state:

"Historically, the mana personality evolves into the hero and the
godlike being, whose earthly form is the priest,. . . .The danger
lies not only in oneself becoming a Father mask, but in being over-
powered by this mask when worn by another'. The foregoing is suf-
ficient to indicate that Jung describes accurately the condition
and process in the romance espec1ally as it relates to Roger and his
relationship to Considine,

Charles Williams, War in Heaven, (London: Faber & Faber, 1930).

Alice Mary Hadfield, An Introduction to Charles Williams, (London:
Robert Hale Ltd., 1959), p. 77.

Neo-Platonism is rejected by Williams in SE when Sir Bernard des-
cribes it as a condition "like most neos, one takes the advantages
without the disadvantages. -As Neo-Platonist, neo-Thomist, and neo-
lithic too" (SE, p. 17). It is however affirmed by Lionel Rackstraw-
when early in the romance as he reflects upon the 'dangerous pos-—
sibilities of 1life", Williams writes ''this sense now escaped from
his keeping, and, instead of being too hidden, became too universal
to be seized" (WH, p. 17),—The statement is clearly anti-Aristote-
lian (the universal is not in the particular); again it is Lionel
who defines his situation in Platonic terms when he sees it as "the
place of shadows which was this world" (WH, p. 34).

In. two passages the Archdeacon asserts the typological: first, with
reference to the chalice when he is aware that, "Carrying it as he
had so often lifted its types and companions, he became again as in
all those other liturgies a part of that he sustained; he radlated
from that centre and was but the last means of its progress in
mortality”™ (WH, p. 50); second, the Neo-Platonic and typological
are related as the Archdeacon, in concentrated reflection, becomes
aware that: '"in accord with the desire of the Church expressed in
the ritual of  the Church, the Sacred Elements seemed to him to open
upon the Divine Nature, upon Bethlehem and Calvary and Olivet, as
that itself opened upon the centre of all. . . .all things return to

. God" (WH, p. 137). For a definition of the typological see G.W.H.

Lampe and K.J. Woollcombe Essays on Typology, (London: SCM Press Ltd.
1957), p. 29. A

The use of the word "dance" is an example of the recurrence where it
is first used by Lionel to suggest '"the mad dance of possible de-
ceptions' (WH, p. 17); it is referred to in the magical and mystical
experience of Gregory as a 'bridal dance'" (WH, p. 75); it is used
again as the Archdeacon looks at the chalice and feels his spirit
"dance" (WH, p. 117); of course it is used with regard to Barbara

as she performs "unconsciously. . . .the wild dance" (WH, p. 161)
till finally it is skeptically used by Sir Giles with reference to

Gregory's interest in the "May dance" (WH, p. 170).-
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In explanation of the derivation of the word "heaven" Williams writes
that "as early as Chaucer, it came to mean a state of spiritual being
equivalent to the habitation of divine things, a state of bliss
consonant with union with God. Its common meaning today, as a
religious term, sways between the spiritual and the spatial, with the
stress, . . .more upon the second than the first'" (HCD, p. 9). In WH
Williams is concentrating on the first, i.e., heaven as a splrltual—~
state of being.

Lionel Rackstraw speaking to Gregory Persimmons in WH suggests this
when he quotes Milton, "Which way fly I is hell, myself am hell/ And
in the lowest deep a lower deep/ Still gaping to devour me opens
wide/ To which the hell I suffer seems a heaven" (WH, p. 169), from
Paradise Lost Bk. 3, 11. 56. £f. ’

The aspect of the "comic'" in its various levels is most important in
p

the chapter "The Search For the House'". 1Indeed, we have in this
chapter Sir Bernard's "universal corner. . . .around which we are
always turning. . . .into a street where there are all the numbers

except the house we're looking for" (SE, p. 16). 1In WH the chapter
is more than "comic relief", for in it Williams presents that aspect
of his writing which is nothing short of humorous and "good fun'-——an
aspect too often missed by the critics and which makes identification

-of the tonal quality of his work of utmost importance. He is not

above, for example, making a pun on the name "Pewitt" (WH, p. 229)
to categorize the inefficiency of the purely rational mind.

The "numenous' is experienced by the Archdeacon as he reflects on
the chalice, as when he enters his "inner room'" and "A note of gay
and happy music seemed to ring for a moment in his ears as he paused
at the entrance" (WH, p. 50). Similarly it is described again as he

“looks at the chalice as it sits on the shelf in Gregory Persimmons'’

house, when: "Faintly again he heard the sound of music, but now not
from without, or indeed from within, for some non-spatial, non per-
sonal existence. Tt was music, but not yet music, or if music, ‘
then music of movement itself—sound produced not by things, but in
the nature of things. He looked, and looked again and felt himself
part of a moving river flowing toward some narrow channel on a ripple
of which the Graal was a gleam of 'supernatural light" (WH, p. 17).

In this respect one ought .to keep in mind that while the Archdeacon
is a Platonist, which is certainly suggested in this passage, but, as
he is constantly humming portions of Psalm 136, the music is also,
psychologically speaking, an indication of his own inner state.

In the figure of Prester John, aspects of psychological reality (and
implication) are demonstrated as Williams describes the varied re-
actions of his characters to the priest-King: "As Ludding had in-
creased in brutality, and Gregory in hatred, so in conversation with
the stranger, Mr. Batesby's superior protectiveness seemed to
increase" (WH, p. 191). Carl Jung is helpful in explicating this

phenomenon where he writes: "If you feel an overwhelming rage comin
P ¥ g g g

up in you when a friend reproaches you about a fault, you can be
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fairly sure that at this point you will find part of your shadow, of
which you are unconscious. . . .therefore the shadow appears as a
person of the same sex" (Symbols, pp. 174 75). Thus in psychological
terms Prester John functions here as a ''shadow'" figure.

Carl Jung, Psyche & Symbol, (New York: Doubleday Anchor Books, 1958).
As Jung explains, "This archetype is the manifestation of the person—

- ality induced by the analysis of the unconscious. . . .termed the

process of individuation' (p. 122), He goes on to list some of the
different manifestations of -this archetype: '"the child motif is ex~
tremely protean and assumes all manner of shapes, such as the jewel,
the pearl, the flower, the chalice, the golden egg, the quaternity,
the golden ball, and so on" (pp. 233- 34) He has said earlier that
it may sometimes appear as "the dreamer's son or daughter ’

"In the individuation process, it anticipates the figure that comes
from the synthesis of the conscious and unconscious elements in the
personality. It is therefore a unifying symbol which unites the
opposites, a mediator, bringer of healing, that is, one who makes

whole". Jung, Psyche & Symbol, pp. 127, 128.

Regarding the division between body and soul, Williams writes in his
~essay "The Index of the Body", while quoting William Ellis, that

Socrates "invented the concept of the twofold nature of man as a.
union of the active, or spiritual, with the inactive, or corporeal;
the concept, in short, of the organism as a dead carcass activated
by a living ghost. Even as we repudiate this idea we are still half
dominated by it" (IC, p. 86).

"The 'child' is all that is abandoned and exposed and at the same time

~divinely powerful; the insignificant, dubious beginning, and the

triumphal end. The 'eternal child' in man is an indescribable ex-
perience, an incongruity, a disadvantage, and a divine prerogative
an imponderable that determines the ultimate worth or worthlessness
of a personality'". Jung, Psyche & Symbol, pp. 144-45. 1In Lionel
Rackstraw it is the positive aspect that Williams presents—the
totality of the self or the unification of body and soul. In the
course of the romance we are given no indication of Lionel's back-
ground (although we have something of Barbara's). ZLionel admits

"only as he contemplates how to manage a sick wife and young son that,

"He himself had no available relations" (WH, p. 166).

As Adrian walks out of the sanctuary to join Barbara, so the action

symbolizes what has transpired in Lionel's soul. It evokes all
those other myths——i.e. from the lost Jesus being restored to Mary
(Luke 2:41-52); to the myth of the raising of the son of the widow
of Nain (Luke 7:11-15); to the myth of Elisha restoring the
Shunammite's son (2Kings 4:32-37); to the myth of Elijah performing

“a like act (1 Kings 17: 17-24); to the myth of Moses being returned

to his mother (Exodus 2:5-10); the Babylonian myth of Ishtar and
Tammuz; and the Egyptian myth of Isis and Osiris.

Jung, Psyche & Symbbl, p. 147.
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Charles Williams, Many Dimensions, (London: Faber & Faber, 1965).

Jung, Sngols, p. 169,

See Hajji's reference to the Stone as "Prime Matter" (MD p. 56)
It has both religious and alchemical implications.

A.F. Waite, The Book of Ceremonial Magic, (New York: Bell Publishing
Co., 1969), p. 123. See especially the description of talisman no. 11
which is almost a plot summary for Williams' romance. And see

p. 319 where the diagram of the "Mirror of Solomon" bears the

names, "Agla", "Chloe", and "Tetragrammaton', all of which have
parallels in Many Dimensions.

Jung, Symbols, p. 284. Although Williams attempts such symbolic re-
lationship in that the Stone is set in a "eirclet" of a crown and
further, that both in Chloe s vision and Hajji's story it once was
associated with a "ring", yet the symbol and the narrative imply
dissociation.

Symbols, pp. 221 and 224.

J.E. Cirlot, A Dictionary of Symbols, (New York: Philosophical

’Library; 1974), p. 188.

A.Dictionary of Symbols, p. 137.
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CHAPTER TII

\THE THEORY OF ARCHETYPES; THE PLACE OF THE LION

- Prior to a full aiscussion.of‘The’Blace_éf thS:Lioﬁ,l Williams'
fourth and central romance, let me first observe that the reader is
quickly awaré of an obvious qualitative difference in Williams' writing
at this point: the writing is more controlled.than it is in his former
romances. I would suggest thét this difference is bossibly due to two
féctdrs: one, that while Williams is still syncretiC»in his approach,
‘the syncretism is less obvious; _second, it is in this romance that he
for the first time successfully unites his archetypal theory and practicé.

" In this chapter, then, it is necessary not only to identify the theory,
implicit ana explicit, but to show how the_theory infofms thé material
and‘becomes.available through an analysis of the material. Indeed, there
is no other wéy in which to proceed, for és it should be obvious by now,
Williams demands an inductive and progressiVe analysis.

Generally speaking,theAcritics agree2 that what The Place of the

Ligé_is "about" is what happens when the Platonic archetypes from the
nouminal world-——the world of Ideas——invade the phenomenal world and
threaten its destruction. Too, they generally agree that the means by
which the archetypes gain entry into this world is the work of Mr.
Berringer, the leader of a small .group of occultists. The story involves
the responses of the various characters in the book to that happening, and
things are restored to normality when Anthony Durrant, in the last chapter
"names the beasts'', so repeating the act of Adam in the myth. The proBlem
here, however, is that such a statement of plot is an oﬁer~simplification,
and,second, it is misleading. It is for example impossible in a Platonic

sense for an archetype to enter this sphere of existence, and further, as
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I shall later prove, Williams himself répudiates such an interpretation
in the romance itself. Rather the romance contains an alternate theory,

which is a theory of art as important for an understanding of this romance

as it is for the sucéeeding romances: ‘The Greater Trumps- (1932);

Descent Into Hell (1937); and All Hallows' Eve (1945).

Something must also be said about the style and technique employed
in this rbmance———as I have suggested above——for, while Peckham complains
about the "frequent and long meditations which occur throughout the
'Book",B and while the reader may occasionally feel that the story is
being interrupted, he needs to understand that this ié.integral to
Williams' narrative. Further, in addition to the frequent meditations

there are ''visions", "dreams" and '"puzzling events" all of which are nec—

‘essary elements to the narrative. A close reading of the first chapters

of Place of the Lion is useful in elucidating the organic nature of the
technique.

From the opening paragraph in his first chapter, Williams presents
his readers with a series of events, phrases, and.places which on the sur-
face do not seem to be at home with each other. The technique points to
- that dimension of reality with which Williams is aealing and which will
open out into totél meaning, eventually working into his conclusion. For
example, there is really no reasonvto regard "the lioness'" which stares
at.the "Hertfordshire road" as a potential danger to the two figures of
Quentin Sabot and Anthony Durrant who are "a mile away" (PL, p. 9). Neyer—
theless, the reader is left wonderipg what the connection may or will be.

In the next lines Quentin.Sabot (first to be introduced) jumps down
"from the gate on which he had béen sitting” and consults his watch. That

action places Sabot below the level—at the mercy—of the beast, and as
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importantly, it establishes him.as one dependent upon time, i.e. a
creatufe,bf the phenomenal Wprld., His friend Anthony,Durfant,.néxt"
introduces himself as a "questibner”.when he enquires: "Shall we wander
along and meet it?" They had been waiting for a "bus'. Anghony, the
"questioner', addresses at least ten questions tOFSabot in the next five
pages and it is when Quentin. answers with contrary and reasonable cer-
tainty as to which way they sﬁould walk, ”Aftér all, that's our direct~—
ion" (PL, p. 9), that the "questioner" challenges the asSumﬁtion with a
bgeneral statement: v”'The chief use of the material world', Anthony‘said,
still éitting on the gate, 'is that one can, just océasiénally say that.
with truth. Yes let's'"., This identifies Anﬁhony as at least mentally
aware of the noumenal world. The scene clpses with Quentin'é information
thét they ﬁave just walked some twenty-three miles, and it is in this way
that not only differences of charaéter and attitude are established‘but
also their varying methods of problem solving have been sketched out.
Anthony's and Quentin's characters are forming in the'readerfs mind not
from a descriptioh of outward appearances but from a presentation of their
philosophic differenqes; Quentin proceeds from a rational and material-

istic (phenomenal) basis while Anthony as 'questioner" and "

challenger"
proceeds from a basis which looks beyond the phenomenal.

Similarly in the next section Williams through a casual conversafion
relates the phenomenal to the péychological'and poetic when Anthony sug-—
gests: "Mightn't it be a good thing if everyone had to draw a map of his
own mind—say once every five years?" (PL, p. 9) ~The total quotatioﬁ is
an oblique reference to Wordsworth's Prelude, in fact the situation-in_

‘the .romance evokes the Prelude.é Tn this way Williams, through Anthony,

points  to the aesthetic, internal, and psychological concerns of his plot.
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It is at this point, however, that the reader is confronted with
anothef of Anthony's assertioné,’for the two men observe écnumber,of-
"bobbing" lights ahead, and théy'discuss the phenomena, i.e. the.kinds of
lights, and the numbers of.them, whether they are fixed or in motion. It
is difficult for the two to ascertain the full reality from the appearance;
Anthony quips, 'Mortality, as usual, carries its own star', and the reader
is not quite sure if chis is a positive or negative statement. Similarly,
it is at this point that the reader is confrcnted with another stafement
by Anthony which seems out of place, when he anticipates the "lanterns"
and says: "Have I at last found someome who needs me?" (PL, p. 10) Thére
is then building up between the tWo_men further differences of character.
For, as the two are met by some "dozen men” who are "armed"; they learn
that a lioness is loose and that men have been sent to "all the cross-—
roads" to warn of the danger. They respond in characteristic ways:
Anthony wants to "help", saying, "It seems such a pity to miss the nearest
thing to a lion hunt we're ever likely to find" (PL, p. 11). While
Qucntin looks at him with "anxiety‘and'amusement", Anthony views the sit-
uation as "enormous fun". He asks, "What do we do if we see it?" (PL,

p. 12), to which Quentin replies "Bolt". It is in this way that character
differences are reinforced and expanded, for, the word '"bolt'" can mean
either to "dart off" or to "investigate'". Thus the word describes the
‘responses of the two men. Quentin reacts with "anxiety'" to what Anthony
views aé "fun". The source of Quentin's 'amusement' is apparént in the
next section where we are led not only to the basic difference betweeﬁ the
two, but to see that this basic difference between them is as well the

central conflict of the book.
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The conflict is seen when Quentin says: ''I hopé you still think
that ideés are more dangeroué than material things. . . .thét is what you
were arguing at lunch'" (PL, p. 12); to which Anthony replies: 'Yes, I
do. All material danger is limited, whereas interior danger is unlimited.
It is more dangerous to hate tﬁan to kill, isn't if?" In this develop-
mental way we become aware at this point of the reason for Quentin's afore-
mentioned "amusement' and Qe are made aware of ﬁhe central copflict of the
book, that is, a conflict between the noumenal worlde--the world'of.
‘réality—-—versus the phenomenal World———the world of appearances.

Williams has in a brief four pages outlined the main bersonality
‘traits of the two men, he has introduged us to the;central conflict and
at this point we come to the section in the’chapter toward which the nar-
rative has béen purposely leading. As the two men walk along they sudden-
ly catch a glimpse of the lioness as she "slithered down the right hand
bank" (PL, p. 13), .and as she §0mesA”leaping in their direction", the

"gate" and run up a "'garden path' to the "dark

two men hastily enter a
shelfer" of a house, at which point strange things begin to happen. At
this point too, Williams' style changes.

Descriptions’of_place,‘of exterior things, become more sharply de-
fined. The house is located in the centre of the property in which a
fst;aight path. . . .divided a broad lawn; and around which a row of
frees shut it off from the neighbouring fields" (PL, p. 13). The descri-
ption continues: ''But the moonlight lay faintly on the lawn, the gate,
and the road beyond, and it was at the road the two young men gazed". The

stage is thus set for the interchange which is to happen before their

eyes, and at which they can only stare.
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In this section we meet Williams' ”as}if“.descfiptions..vThe lioness
pauses."as_if she .heard or felt some attraction'; the figure of a man ié
seen 'pacing as if in slow abstraction" (®L, p, 13); the'lioﬁesé'"as if
startled made one leap" (PL, p. 14); "a tearing and human cry began as
if choked into silence"; "and as if in answer. . . .there came the roar
6f a lion'". Then, "with that roar the shadows settled, the garden became
clear" (PL, p. 14), which before was disturbed'By "ﬁiolent movement" witﬂ
the leap of the lionmess; at which point these "as if" descriptions dis-
"appear and Williams bécomes more precise. Here'Williams.develops his
theme that sensory perception has a limit as an adeéuate‘guide. Violent
sensation is its limiting demarcation; or perhaps Williams is here show-
ing himself in line with the thought of Carl Jung who points’ out that
faced with.what he calls certain unconscioﬁs manifestations we can do no
" more fhan.couch our language in 'the hypothetical 'as if'.”5

The result of the collision between the lioness énd the walking fig—
ure of the man is that the lioness disappears, the man lies prostrate and
in fhe place of the lioness a majestic.-male lion appears: 'it wés a lion
such as the young men had never seen in any zoo OT menagerie, it was
gigantic and seemed to their dazed senses to be growing larger every mom-
ent. . . .Then, majestically, it moved; it took up the slow forward pac-
ing in the direction which the man had been following" (PL, p. 15). More-
over, it is here precisely that Quentin verbalizes the central question of -
the book: "What in Cod's name has happened?''—the rational mind cannot go
beyond the "as if'".

Here, too, as Williams' style has changed, so there is a recognizable
change in the responses of the two men. Whetre before. it was Quentin who

acted first and applied rational judgments to experience, it is npw'
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Anthony who.is the one paying attention to detail. "!Better not make a
row3pe£haps', he said, 'Besides, all .the windows were dark, did you notice?
If there's no one home, hadn't we better keep quiet?'" (PL, p. 13)
Similarly, while Quentin is frozen in.fear and can only "clasp" his
friend?s‘arm, in Anthonyvthere is a different response. He thinks: "I
ought to warn him" (PL, p. '14), and he reacts by saying: "We'd better’
have a look at him" (PL, p. 15). Williams is precise to mention that
this is a statement, not an enquiry. Anthony, indeed, has found sbmedne
to "help" and thus Anthony's former incongruous statement is fulfilied.
In effect, as Williams describes the internal and pefsonal character—
istics of Quentin and Anthony, together with their responses to their
expefience; there is a noticeable role—chapge in the approxiﬁate terms of
voppbsitionbwhich Jung has described as the "two types' which he denomin-
ates as the ”inérovert” and ”extrovert”.6

It is in this section too that Williams' technique of providing
parallel actions and reactions is seen, as for example in his description
of Mr. Berringer : ”From their right side came a man's form, pacing as

if in slow abstraction. His hands clasped behind him, his heavy bearded

face showed no emotion"; ( PL, p. 14, emphasis mine), for Williams care-
fully parallels the movements and description of the man with those of

the lion. :In this section too Williams continues to heighten the

~ internal—mnoumenous—by heightening the external—~—phenoménal-—descrip—
tion. We find that this is a house without a handle on the front door;
Anthony has to discover "a way in" through another or “back" door; thé
prostrate figure has not "a wound or bruise", and it is extremely '"heavy'.
All of which evidence points to . other than phenomenal explanétions.‘.The

evidence is .corroborated with the arrival of the searchers for the’
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lioness whom~Anthony and Quentin have met earlier:b andee learn that the

» man's name is "Berringer'; he has a housekeeper, otherwise he lives alone;
and it is in the process,of‘théir trying to' get Berringer intoifhe house
that .we are confronted by other and similar strange phenomena.

Despite the combined efforts of the men the? find,Bérringer now not
so much "heavy'" as "unmoveable!; they finally "raise ﬁim” only to find
they cannot "turn the corner of'the house"; despite their motion they
find themselves '"to be where they were before'; and it is only when
" Anthony speaks 'commandingly"——"0 come on"———thét they finally achieve
their purpose. Thus Anthony, the 'questioner" and '"challenger'" is shown
as well to possess 'authority' and through and by him "progress' is made.

It is.in the foregoing ways that Williams' style and téchnique are
determinative; all gradually/arises from the material and in a progres-
égve‘manner. In this way the reader is led gradually to moments of in-
sight and suddenly startled by the impact of vision. The incident in
Bérringer's garden is a case in point: wup to ‘then the external world was
uncleaf, the focus was upon .the internal, psychological and philoscphical;
in the garden into which the men flee, however, outward description be-
comes precise in outline-——what was before indistinct becomes clarified,
and the apparent heightening of clarity of the outward at this point im-
plies a clarification of the inward.

Williams carries his progressive and paralleling technique into the
second chapter. Here Damaris Tighe (her name is important, and I will re~-
turn to this point later) is first introduced to us but again there is no
outward or physical description given. There are nonetheless distinct
(and we presume purpééeful) parallels between the first two chapters .of

the book.
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Consequently, it is to Damaris' mind.that we are first introduced
as it wanders while in the midst of entertaining and conversing with

Mrs. Rockbotham and Miss Dora Wilmot. .She is working on her doectoral

thesis: 7Bythagorean Influences on Abelard" (PL, p. 19), in Which she’
finds the difficulty that Abelard seems to be "remote". Similarly, she
is busy tracing the thought between the two humanists, and for .this she
rieeds a.particularly clear head. (We .recall that in the first chapter
Anthony thought it would be an interesting exercise to "draw a map Qf'
.one's own mind"). She has, however, been kept awake all night by "that
crack of thunder" (We will learn later that the peculiar thunder without
the accompanying lightning and rain, is reléted to the roar of the lion
which Anthony saw and‘heard in‘thé first chapter). Other aspects of her
personality are suggested in conversation and action as well as by re;
flection: '"Damaris said coldly" (gg,’p. 20); She '"moved the sugar fongs
irfitably"; and she considers that her two visitors embrace a "fantastic
religion'". So it is from her level of superiofity that she consents to

a proposition that '"religion and butterflies were necessary hobbies", and
we find that she is interested in people only for their "use to Damaris

- Tighe" (PL, p. 21). (Anthony on the other hand is looking for someone
"who needs" him).- In such ways Williams parallels and contrasts the dif-
fering points of view between Anthony and Damaris.

It is Dama?is herself, however, who in reflection provides us with
the main conflict and contrast between Anthony and herself. As she con-
siders providing a paper for the group of "occultists" of which her two
visitors are members, she consents to do so because Mrs. Rockbotham has.-
"influential relations, among whom was the owner" of‘a weekly journal

called The Two Camps, and of which Anthony is a sub-editor. ‘As she has
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previously contributed to the said weekly, it occurs to her in order to
"keep the gate open" that she could find "a suitable paper' both to present

to BefringEr's group that evening and so later to publish in The Two Camps.

It is at this’point that Damaris reflects that thé title of the "weekly"
was "meant to be symbolical of the paper's effort fo maintain tradition

in art, politics andbphilosophy", and further that as "Anthony insisted

it signified the division in the coﬁtributors between those who liked it
living and intelligent and those who preferred it dying and scholariy;

- represented by himself and Damaris" (PL, p. 22). FSimilarly, by allowing
Mrs. Rockbotham later in the chapter to misquote.Shakespeare's’Anthonz and
 Cleopatra, whén she says to Damaris, "Egypt you are dying" (PL, p. 27),
Williams reinforces the idea that the tradition which Damaris espouses is
indeed of av"dying and scholarl&” kind.

There are other contrasts and comparisons which could be made be-
tween Anthony and Damaris, but Williams identifies further aspects of
Damaris' position in relation to other characters as well. He thereby
clarifies for us his own position toward her: for example, after‘Damaris
in the same chapter in preparing herself and her paper for the evening's

meeting '"took the opportunity to modify it here and there in case she hurt

Mrs. Rockbotham's feelings [for]. . . .even in pure scholarship it was
never worthwhile taking risks. . . ." (PL, p. 24); as she talks with her
father at supper: ''she didn't know that she hated [him] because he was

her father: Nor did she realize that it was only when she was talking with
him that the divine Plato's remarks on beauty were used by her as if théy
meant anything more than entries in an index-card'" (PL, p. 26). Thus
Damaris espouses a nominalistic philosophic position in contrast botﬁ to

her father and Anthony, who believe ideas are real. Thus too, the contrast
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between.tﬁe.two.positions has been identified;. thé similarity in theme
between the two chapters has been'established} and by an identical and
developmental techniqﬁe Wiliiams:leads his readers to the psychdlogical‘
and philosophical base of his characters. One further similarity between
the two chapters needs to belmentidned~——each ends in-a similar |
way.

As in the first chaptervthe "majestic lion" appears, so in the secoﬁd,
the "crowned snake" manifests.itself; in the first chapter Anthony's
" hand reaches for the door knocker and. stopgs——the door has no handie:
here, Mr. Foster "felt for the door handle'"; in the first chapter the
two young men flee "into" the garden: in the second the assembly flees
"from the place in panic",.”fear” aﬁd "terror'".. The appearance of both
beasts causes cénfused movemeﬁt. In the first chapter, "forms and
shadows twisted and mingled"g here, while only Dora Wilmot sees the ser—
pent in a lighted room, "everyone suddenly sprang into movement'". In the
second chapter, at first Damaris is "startled and galvanized" and then
she too "moved hastily forward"; finally, the first chapter ends with
'the assertion, "it was a lion": the second ends with the author more’
doubtfully suggesting, "the room lay empty and still in the electric
light; unless indeed there passed across if a dim form, which, heavy, long,
and coiling, issued through the open window into a silent world. . ." (PL,
p; 33). 1In effect Williams has retu;ned his readers to the puzzling pro-
blem as expressed in Quéntin's central question, "What in God's name has
happened?" He devotes the remainder of the romance to answering and dem-—

onstrating the answers to that central questionm.
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.Géneraliy speaking2 it is obgervable throughout thelfomancevthat
each of the characters offers eiplanations to this central and pfoblem—
atic question, and.further it can be said that their answers.are either
"inadequate" or 'partial”, with the exception, of course, of Anthony's,
who alone in the.romance responds adequately to the challenge and so
offers the solution and explanation to the mysterious events. For example,
in the first chapter, after_the manifestation of the'Lioﬁ, the hunfers
‘of the lioness suggest that Mr. Berringer has simply "fainted" (PL, p. 16),
while in the second chapter in discussing Mr. Berringerié condition,
' Mrs. Rockbotham offers her husband's diagnosis that Berringer is '"'uncons~
cious", while she and Miss Wilmot think thgt ”the‘qncoﬁsciouéness was of
the nature of a trance" (EL} p. 23). As the roﬁance progresses other ex-
planations for the various phenomena are given, and I will deal briefly
with‘each of these as they occur.

Mr. Tighe, in the third chapter, after he and Anthony see the
Butterfly, (a well-known Christian gymbol, of the‘ResurreCtion),7 expresses

himself in terms which have overtones of religious praise, such as "0

glory, glory, . . .0 glory everlasting'!', and "0 blessed sight. ..
0 what have I done to deserve it," (PL, p. 43). His responses suggest
that the manifestation is of the nature of the "beatific vision'. This

explanation is reinforced later by Mr. Foster, who reports that the

effect of the "vision' was to leave Mr. Tighe "on his knees apparently
praying" (PL, p. 50) to his butterfly collection. Williams has, however,
earlier prepared his readers for a possible Platonic reading of the
incident:- Damaris assefts while she and her father are discussing Plato's

dictum that, "one should rise from the phenomenal to the abstract beauty,
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and thence to the absolute".(EL) p. 26), to which Mr. Tighe counters«with
a question, "Isn't the absolute something like‘everythingé"; or, as he
told Anthony after they have seén the Butterfly, he was going "to look ét
my butterflies and recollect everything" (PL, p. 45); or when we later
learn that Mr. Tighe is led to "utter detachment', so that he rejects
Damaris in her need and pushes her aside and is "lost in contemplation
(EL) p.'131). Here Williams in effect demonstrates the inadequacies of
such explanations of,_and’responses to, the experiencé. As I mentioned
earlier, Williams rejects such a simplistic approach to Plato.

It becomes more apparent however, with Mr. Foster's explanation,
‘exactly what Williams is rejecting; which is nét SO muéh Plato as
NeofPlatonism. For, in the chapter "The Two Camps", Mr. Fosger comes to
Anthony and.Quéntin and offers his explanation both of Mr. Berringer's
state and of what is happening. According to Foster the explanation is
that "by intense concentration. . . .the matter of the beast might be
changed into the image of fhe idea, and this world, following that one,
might all be drawn into that other world" (PL, p.'54). Foster asserts
that Berringer is '"the focus of the movement" and "It's through him
that this world isvpassing into that" (PL, p. 55). Foster's explanation
is repudiated by Anthony as "pure bunk" (PL, p. 56) on the grounds that
he has seen the beasts without having consecrated "himéelf to this end"
(EL)'p. 53), as Foster maintains Berringer has done. While Williams,
through Anthony, repudiates Foster's explanation he demonstrates, in
Quentin, who accepts it, that such reactions as Quention's lead to "mad-
ness'" (PL, p. 64). It becomes apparent at this point that the various ex-
planations and responses are inadequate because they simply "affirm" the

images and are dominated by them. It is both in Mr. Richardson and
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Damaris Tighe that Williams presents the opposite or "negative' approach-
es'tO'éxperience.

Mr. Richardson, who introduces Anthony to the works of '"Marcellus
Victorinus of Bologna" upon whom Richardson bases his apéroach and who in
the romance becomes identified with the Unicorn, rejects even the vision
of the Divine Beast: "Images?'images, he caught his mind back, abolish-
ing them; beyond images, bjond [sic] any created shape or invented
fable lay the union of the end" (PL, p. 146). But further, this ﬁegatipn
leads him to the ultimate negation, i.e. that of negating himself as he
is reported to have done by one of the firemen who '"had seen.a young man
slip past his comrades towards the pyre, but since he had seen no more
of him he concluded it could not have been so ”;(EE, P. 205):

Damaris on the other hand, would reduce all thought to "a graph"
where she could show that "personification’ was '"the mind's habit of con-
soling itself with ideographs'’, and her stﬁdy would further show that "As
education developed so a sense of abstraction grew up, and it became more
possible to believe that the North Wind was a paésage of air, and not én
individuél" (PL, p. 127). She therefore is exemplary as well, of thev
"negative' way.

It is neceséary at this point to observe that as Williams presents
the variogs explanations and responses of his characters to their. ex~-
perience, he sets all of them in opposition to that mirrored in Anthony
Durrant. But, as I have suggested above, the pfimary opposition is to be
~viewed as that between Damaris and Anthony~——which as Anthony'describéd
it, is an opposition betﬁeen a tradition which is "scholarly and dying"
and one which is ”iiving and intelligent". Briefly, Damaris' tradition

is discernible if we view her scholarship as essentially philosophical and
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theological, beginning with Pythagoras, as her thesis titie Pythagorean

Influences On Abelard, suggeSts. Hers is a position'of rational nominal-

ism; she rejects Plato: 'mor am I prepared to call Plato der grosse

?faffe,‘the great priest, as was .once done"'(E&} p.- 31). She espouses

Aristotle instead as is suggested when she considers the addition of an

appendix to her thesis, to include the work of Aquinas, "God's Idea of the

World from Plato to Aquinas': but "something was wrong with the title,
d

she thought vaguely, but she could alter it presently" (PL, p. 98).

‘Damaris, however, is unable to do so, for at this point she is shocked

first by the appearance of Quentin Sabot, and later she is assaulted by

her vision of the "pterodactyl", and in Williams' terms she in "converted"
_ P y1", ‘

from her rationalism to Anthonyfs idealism.‘

.The tradition maintained by Anthony operates in a différent way—it
is "living and intelligent" and it is the 'poetic" way, the way of the
romantic and the visionary. Williams defineé it for us at several points
in Anthony's responses. For example, as Anthony in casual conversation
with Quentin states it, "I will believe anything of my past opinions"

(PL, p. 48). That is, he asserts that he will not be tied down by past

~definitions, nor will he accept readily other people's explanations.

For as.Anthony "mgditates” upon the situation, while rejecting Foster's
éxplanation, he is described as réflecting "All this was beyond him:

he could not tell. Bﬁt, right or wrong, there seemed to him ét present
no other hypothesis than that of powers loosed into the world: without
finally believing it, he accepted it until he should discover more"
(PL, p. 71). The word "discover" in this discussion is important in

that it identifies the basic philosophic differences of approach be-

tween Anthony and Damaris: Damaris' approach works from past to present
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and is. reductive in that it would chart all human thought on a "graph"
and fﬁfther.relegate it to the insignificance of an "appendix' (EL}FP' 127)
of her thesis; . Anthony's methédblogy works in an opposite 'direction' in
that it begins with present personal experience and defines or redefines
the past in those terms. For example, in the chapter "Investigations into
a Religion", (the subtitle itself signifies methodology), Anthony, after
'his encounter with Foster and Miss Wilmot alludes to the incident as "But
Ephesus, you know. ... (PL, p. 86). He thereby suggests that the con-
nection between the biblical account and his own experience is that his
makes concrete and present what the biblical account‘festifies occurred
in the past. Thus Williams, through Anthony,-demonstrates that the begin- |
ning point forvan understanding of '"what happened" isbpresené personai
experience; and consequently, the methodology is "inductive'". Similarly
we are not surprised to find that Williams in Anthony is voicing the
Romantic approach which Williams hiﬁself espoused. Finally the tradition
which Anthony embraces is that of art, poetics and religion as distinct
froﬁ the tradition of philosophy and theology héld by Damaris. In short
he is an aesthetician rather than a systematic theologian. This of course,
as I said earlier; is the proper approach to ourvappreciation of Williams
as weil. |

At this point it might be helpful tobpause in order to make plain
another aspect of Williams' technique which is determinative. We are fa-
miliar, from the earlier romances, with Williams' habit of highlighting
certain names, usually for the purpose of humor. So it is in Place of
the Lion that we should pay attention to Williams' onomastics. TFor, as

Mr. Foster's thesis is considered pure "bunk', and as Mr. Richardson es-

pouses .the "negative" way as it is set forth in the writings of '"Marcellus
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Victorinus of Bologna" (and knowing Williams‘ viewpoint on the ''megative
way'"), ﬁhere may be more than a "sly suggestion" regarding.Williams‘ at—
titude in the emphasis on the naﬁe Bologna. But certainly the name given
to Damaris Tighe not only denominates her function in the romance, it élso
alludes to her pfototype in literature. Démaris, companion qf Dionysius,
was St. Paul's first woman "convert" in Acts. It was supposed that this
was the same Dionysius whose writings Were‘so influential on monastic
life throughouﬁ the Medieval period. The‘name Anthony is worthy of-in—
'§estigation as well. When in the romance Anthony asks Damaris, "Am I

a saint or an Alexandrian gnostic?" (PL, p. 34)———similarly as the name
.”Alexandriaﬁ'(gé} p. 31), when used by Damaris, sets off in Dora Wilmot
the éppearance of the '"crowned snéke”-—*Williams invites his feaders to
investigate this aspect of Anthony and of the romancé. Indeed it is the

life of Anthony, the saint, that is evoked.

Very briefly, the Lifé of Anthony became a pattern for Christian life
which continued wéll into the later Middle Ages. He was célebrated in art
as well as in practice, and one of the last to celebrate him in art was
Hieronymus Bosch in a triptych calléd the "Temptation of St. Anfhony".v
Critics have saiﬂ the painting expresses closely‘the legend.8 Further, as
the total painting celebrates the "negative' way, and recommends the
"monastic ideals" of "poverty and chastity and obedience' over against
"the world, the flesh and the devil', so it heartily recommends abstinence
as a counter to the bestial configurations which fill the painting and
are visible manifestations of Anthony'é "temptations'". The Anthony

of the romance on the other hand, as I have already indicated, exemplifies
another and counter way which the critics have called the "affirmative

way'", and which for reasons that I have already stated ought to be called
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the way of "reaffirmation'. Anthony in a progressive manner is led back
to reaffirm the image of Adam within himself, and in so doing Williams
identifies the role of artist and the place of man by means "of the sym-
bolism of the .cosmic myths" (PL, p. 76). The method by which Williams
does this is to cite Anthony of the Desert and the legend of this first
monastic as a prototype for his own story. Indeed, if we wish to per-
ceive tﬁe evocation of Saint Anthony iﬁ the romance, we need bﬁt view .
the figure of the flyingbbeast in the top left part of the Bosch trip-
.tych and consider how Williams strengthens his evocativeness by having
Anthony reflect:  '"The lion they had seen 'if they had' wasn't winged,b
or hadn't seemed to be. Somewhere Anthony Vaguely remembered to have
seen a picture of people riding en winged lions——some Bible illustrat-
ion, he thought, Daniel or Apocalypse. He had forgotten what they were
doing, but he had a general vague memory ef swords and terrible faces,
and a general vague idea that it all had te do with wasting the earth"
(PL, p. 46).
However, Williams brings the tradition up to date by bringing to

bear as well upon his work the modern science of psychology. It is to
this aspect that I must now turn as_I‘discuSs the archetypal content of

the romance.

iii
Williams' romance is not "archetypal" simply because he mentions the
word in the book; rather, it is archetypal because Williams believes the
archetypal to be the basis of art. It has been argued that.for a work to

be "archetypal" it must not merely contain a mythic pattern, but that the
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: . : . . . 9
writer must demonstrate an awareness of the implication of the pattern.

This Williams does most clearly in The Pldce of the Lion,

Anthony is first to identify the ''beasts" as 'archetypes'. And he
does so in reflections upon the appearance of the Lion which he describes.
‘as: "A.mythical, an archetypal lion" (PL, p. 39), Anthony uses the term
again as he proceeds to make some "Investigations into Religion'", and as
he is giving an excuse for his call upon.Dr. and Mrs. Rockbotﬁam he re-
flects even as he enquires about Mr. Berringer that he does so by means
of "the Archetypal Lie" (PL, p. 76). Hence both "beasts'" and the "iie"
are archetypal. Williams, however, distinguishes between the "archetypal"
énd the "mythical", for, as Anthony recounts>to'Foster "the story of
Tuesday evening and of how on the iawn of that hduse they had seen, aé it
seemed, the gigantic form of the lion. He did it as lightly‘as possiﬁle,
but at best, in that excited atmosphere of the room, the tale took on the
sound of some dark myth made visible to mortal and contemporary eyes'
(PL, p. 52). Thus the lion is "archetype'; the talking about it is-
”myth". Williams seems to be using the term of the Greek ﬁord.”mythos"
as meaning simply "stbry", but here; a story with aréhetypal content.

As Williams proceeds in the romance, howéver; he makes a further im-
poftant distinctioﬁ this time between the'wordé "myth" and "fable". Early
in the roﬁance Anthony refers to the Genesis accounts of creation as
"antique fables" (PL, p. 75). Toward the end of the romance Anthony,
prior to a '"vision", thinks of how "Adam, long since—so the fable ran—
standing in Eden had named the Celestials', and Anthony goes by "desire

.inwards, through a universe of Peace" (PL, p. 190). (Earlier he -

had felt "a trifle microcosmic'). So he concludes, "the great affair was
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present'within‘him, eternal, now as much as then, and at any future hour
as much as now" (PL, p. 191). Thus Williams distinguishes between "myth"
and "fable". '"'Fable" relates to past or "old storyv; myth signifies the
continuing recurrence or the present reality of experience behind which
is the "archetypal®,

Williams uses another important and related word, namely "symbol'.
For example, in his "Meditation", as Anthony considers the "Why of the
happening, he bégins to reflect upon Foster's explanation: "that between
a world of living principles, existing in its own state of being, and
ibthis present world, a breach had been made" (EL} p. 70). He continués,
‘”the lioness from without, the lion from wiﬁhin, say withih. . . .had
approached each other through the channel of man's consciousness and
had come together by the naturél kinship between the materiél>image
and the immaterial‘object. And after that first impact others had
followed: other principles had found their‘symbols and possessed them
drawing back into themselves as many of those particular symbols as came
immediately‘within the zone influenced". It is to be noted here that
Williams uses in this section "image' and "symbol'" as equivalents: . "Might
it ﬁot be then that these powers [which he has eérlier designated arche~
types] were not visible tili they found their images?" (EL}vp. 71) Earlier
as Anthony and Mr. Tighe experience ''The Coming of the Butterflies'", as
they look at the "colossal butterfly", Anthony sees Mr. Tighe '"concentrated
upon the perfect symbol of his daily concermns" (PL, p. 41). Thus a symbol
" is that which is not only itself but which derives its power from the
archetypal. Further, as they observe the Butterfly receiving into itself
all the ordinary butterflies, they see hoW symbolization takes place. 1In

this way Williams demonstrates how symbols appear, while at the same time
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he insists that for a symbel to be a symbol it must be energized By the
archetyeel. So it is later in the romance as Anthony and Damaris watch
Dr. Rockbotham in the act of hie profession that Anthony queries, "If the
pattern's arrapgedbin me, what can I do but let my self be.the pattern?"
(EL} p..l96) Since it is et this -point that Anthony sees Dr. Rockbqtham
as the antitype of ”Aesculapius”, Williams points to the Greek seurces

of his romance and concludes that 'progress'" is possible in the>method
Anthony demonstrates. - Thus too, Williams himself leads his readers to
fhe Jungian psychological dimension and reality of his plet.

At this point let me say that Williams nowhere in this romance men-—
‘tions the name of Carl Jung, yet everywhere his writing betrays that in—
fluence. Quite briefly it .is in this romance, especially in/hié use of -
certain key Worde that we become aware of that influence. For example,
as Anthony in one refiection is described as musing: Vaccording‘to the
new rules of perspective, Anthony remembered himself thinking. It had
seemed extremely important to know the rules in that very muddled dream
(PL, p. 47). Dream for Anthony (as for Williams)vopens out to include
"vision'", as when he and Quentin Sabot return to Berrimger's garden, amd
as Quentin subsequently runs away, Anthony feelsb”as if he were riding
against some terrific wind" (PL, p. 67), and at which point "a memory—
of all insane things—-awoke him". He finds himself "plunging toward a
prehistoric world" (PL, p. 68) in his effort to reach "beyond it", i.e.,
the experience of the force of archetypal animals~;—The Lion and The
Snake. Similarly, before Damaris is assaulted by the '"pterodactyl', her
vision of Abelard is accounted for by the fact that "her remote memory
woke'" (PL, p. 132) and she too finds herself in a prehistoric world. It

is to be noted that in Anthony's vision "the sea" is present while in
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Damaris', 'water" is mixed as "mire" and a "swampy pool''. The terms

' suggestvthe psychology of Carl Jung rather than that of Fréud._ For
Williams clearly rejects the noﬁion of 'madness'" or "a swampy pool' as
.explanation of or conclusion for his material, He does this in the per-
son and figure of Anthony as opposed to Quentin or Damaris. Hence it is
not with surpriée that the reader overhears Anthony in "Meditationﬁ sug~
gest that Damarié' problem was one in which '"'she would go on thoughtfully
playing with the dead pictures of ideas. . . .notvknowing that the.living
éxiétences to which seers and saints had looked were already in movement
to avenge themselves on her" (PL, p. 73). The suggestion that the arche-
types can "avenge" themselves is cértainly a Jungian point of view.lQ

It is further important to note that in the passage just citéd_Williams
suggests that Damaris' condition is one common to "everybody. .. .invthis
lost and imbecile century". Similarly it is when Richardson observes

that Mr. Foster and Miss Wilmot are ”opposiﬁe types'" (PL, p. 88), that
Williams reveals his use of Jung rather than either Freud orAdler,l.l

. for Williams in the romance asserts the primacy of "the will"; only for
him it is tﬁat "the willing of the good meaﬁt restoration” (PL, p. 189).

Here, as elsewhere, the diagrams which Williams provides help to

interpret his work. The diagram in The Place of the Lion, which Williams

provides from thé first chapter, 'is Berringer's gérden and it is essen£ially
the symbol of the square with the house in the middle. However, as the
romance progresses the symbol changes; mnotably, after the chapters of.

"The Conversion of Damaris Tighe' and '"The Triumph of the Angelicals"
Williams presents '""The Burning House', in which he is concerned to tell.

us that "occasionally the base of the fiery pillar expanded, and by mid-

night the pérplexed firemen found that its extreme circle had reached on
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'one sidé to the middle of the garden" (PL, p. 165). Essentially what we
have in diagram form is the 'mandala", the symbol of the "self",lz Previous
to this, however, the circular movement was presented in two instances.
First, when Anthony and Quentin revisit the house—in daylight, this
time——to find that '"The house by which they stood was indeed almost
directly in the middle'of a circular dip in the,countfyéide" (PL, p. 62); -
second, when Anthony '"Meditates' on that which he saw, he clarifies this
aspect of the "diagramv; for as he thinks 'he sat up in some excitement.
They had seemed to see the shape of the lioﬁ movingAslowly———and the queer

 wave in the road had passed almost in the same path but in the opposite
bdirection”,.énd as they moved he reflected that they were ''pacing round.
in widening circles” (PL, p. 72). Williams' two diagrams come togetﬁer
then as above in "The Burning House'. Williams, however, repeats the
diagram in the next chapter, 'The Hunting of Quentin'. Damaris finds -
Quentin pursued by Foster: they are running "along the furthér edge of
the meadow" (PL, p. 173) and as the description‘gqes on Damafis observes
"the chase was now going down the north side" (PL, p. 175); and as
Quentin continues to run "along the meadow side" (EL} p. 176) it iS'ap~
parent that Quentin and Foster are tracing out the square. At this point

Damaris first sees a ''sheep or a lamb or something in the middle {of the
field]" (PL, p. 174), énd she is led by "the shadow of the flying eagle.

. .towards the lamb" (PL, p. 175). She calls'Quentinvwho comes running
toward her and falls, and she throws herself upon him tb protect him, at
which point the other "continued his uneasy perambulation. As it went
~circling round them'" (PL, p. 177). Again the square and the circle are
brought togethér in this active and dynamic way and, as far as Quentin is.

concerned, it represents both psychic wholeness and salvation. Here too,
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as Williams writes in relation to ‘Quentin, the sequence represents the
return of a.situation where it is found that "the place of the lamb[is]

in the place of the lion" (EER p, 177).
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- CHAPTER IV
'CONCLUSION
The purpose of this conclusion is Ewofqld; first, it is to reiterate
the main points of the thesis as demonstrated'by the material; second, it
is to.suggest the direction for further work.
In the first chapter I indicated that from Williams' own critical
writing an archetypal approach was suggested, though not detailed. . It is
when we read his creative works, particularly his romances, that we become

aware of that theory both detailed and demonstrated. Further, a progres-

sive development is observable.

To see how Williams progresses in his theory (and practice) one need
only examine Williams' use, for-example, of the word '"myth". 1In Shadows

of Ecstasy, Considine the arch-negator of things, even of life itself, says

at one point: ''for it's better that they should serve a myth than a
man. . . ." (SE, p. 94); similarly Sir Bernard, the ironist, writes of
Considine: '"This dreadful tendency to personify and (therefore) mytholo-

gize I attribute to you and the late Mr. Cénsidine, who was an entire
mythology about  himself" (SE, p. 222). Here Williams equivocates between
the words "personification" and ”mythologize”; In Considine's statement
Williams further dissociates myth from reality. Williams does not use the

word myth at all in War in Heaven but chooses rather the word "folklore",

as for example, in the title of Sir Giles Tumilty's book "Historical

Vestiges of Sacred Vessels in Folklore" (WH, p. 13).

In Many Dimensions Williams uses the word several times, for example

.when he writes that Prince Ali's "mind moved with most ease in the romantic

regions of myth. . . ." (MD, p. 13). Yet in his continued use, the term
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is not delineated sufficiently. For as Argiay explains it,;”that amid
all this mess of myths and tangle of traditions and. . . ,and. . . .
febrifuge of fables, there is something extreme and terrible’ (MD, p. 128).‘
Further, as Williams fails to examine the ”eitreme»and terrible" aspect of
"myth" and "fable" which is probably the "archetypal", he thereby fails

to relate the two, i.e. the mythological and the archetypal; This he does

however, in The Place of the Liomn.

In The Place of the Lion, Williams‘uées three words 'tale', "myth"

“and "faBle", and demonstrates their relationship. The word "tale' is

an active story having '"mythological' content. Twice Williams uses the
ﬁord in this way: in Anthony's relating his.experience to Quentin and
Berringer: ﬁthe tale took on the sound of some dark myth made yisible to
mortal and contempérary eyes" (PL, p. 52). Similarly as Anthony speaks
to Damdris, Williams writes, '"and he began, going over the tale as it had‘
been known to him. . . .and the éuthority that was in it directed and en-
couraged even while it awed and warned her. He neither doubted nor per-
mitted her to doubt; the whoie gospel;—-mdrals aﬁd mythology at once——
entered into and possessed her'" (PL, p. 137). On the other hand Williaﬁs
uses the word "fable" to denominate the old story or prototype. These he
cails "antique faEles" (PL, p. 75). 1In this way Williams progresses in
his definitions of the word "myth".

It is sufficient to say at this point that as Williams prescribes
"tale" to have "mythological' content, so he shows "myth" to arise from.
the "archetypal'——that is it depends on or arises from the collective un-
conscious. Ihis is clearly seen in the passage: 'Adam, long since-—so
ﬁhe fable ran—-—standing in Eden had named the Celestials. , . et even

in Anthony Durrant the nature of Adam lived. . . .He was lying back, very
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still, ih his chair. His desire went inwafds, through a universe of peace,
and hovered, as if on aquiline pinions, over the moment when man knew and
named fhe powersvof.which he was made' (PL, p. 190).

Similarly Williams' progress in theory and practice can be observed
quite simply from his use of his symbolé. The obvious example is his use
of the symbol of the "quaternity". The symbol of quaternity is used first

in War in Heaven. There it appears, as I have said, in the form of a

"chalice" and thus is a divided quaternity; in Many Dimensions the Stone

is a definite symbol of quaternity. In these two romances, however, in

which Williams uses it he does not relate them accurately to his characters

in the romances. In The‘Place of the Lion, hoWever, he not only uses the
"quatérnity”Abut relates it to the symbol of the '"Mandala" where he uses
it to symbolize psychic wholeness. This is especially seenAin refereﬁce
to Quentin Sabot.

The net result is to say that a progressive development toward arche-

typal theory can be detected in Williams' romanées. In The Place of the

Lion Williams shows himself not only an archetypal theorist, but a full-
fledged practitioner of mythiec art. I would suggest that such an épproach

to Williams' remaining three romances, The Greater Trumps, Descent Into

Hell and All Hallows' Eve, would provide new understandings in Williams'
criticism.  Indeed, work has already begun in this direction with respect

to The Greater Trumps.

Finally, I have approached the subject from the point of view of Jung's
analytic psychology, and have suggested the archetypal theory of Jung as
the most appropriate to an understanding of Williams' work. This is not to
overlook the fact that'the theory of_atchetypes defined in the work of

Mircea Eliadé2 would be similarly helpful in an approach to Williams' work



as it applies to the occult or to archaic religion.
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