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The Life Story as a Device of
Characterization in Joyce Cary's
First Trilogy.

by Camille B. Shenk - . S

~ ABSTRACT

! —_— - - - . cm -
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In this thesis, I have attempted to examine the
life story as one of ﬁoyce Cary's devices of characterization

in his First Trilogy. The novels that comprise the

First Trilogy are Herself Surprised, To Be a Pilgrim,

and The Horse's ljouth; each is a writﬁen'autobibgraphy

of one character. Cary chose the technique of first
person narration for his three principal characters
because he thought it could best express his own views
concerning the isolation and loneliness of the individual,
I have sought to demonstrate in this paper the way in
which Cary creates hid cheracters through the medium of

their own written life stories,

My thesis opens with Cary's comments about his

- original conception of the trilogy and his estimation of

.its success, These commepts include Cary's opinion that
the books were not “sufficiently interlocked" to give the
"three-dimensional depth" of characterization he had
hoped to achieve by the form of trilogy( each speaker was
to include the other two in his book)., I affirm Cary's
opinion of the novels, and have, therefore, treated them
in this thesis as individual character studies. I have
included a brief discussion of point of view--kinds of

‘narration and classifications of first-person narration--

in order that Cary's methods of revealing his charactera




....

. mey be more'clearly understood.

The bulk of my thesis consists of a discussion of
Cary's application of the narrative technique of the life
story in order to draw the three speakers.-Because of the

scope of the trilogy, I have concentrated on the character-

ization through narrative of one main figure of the

trilogy, Sara Mopday, speaker of Herself Suéprised, with

more general comments about the other two figures, Thomas

Wilcher (To Be & Pilgrim) and Gulley Jimson (The Horse's

- Mouth ). I have chosen iara because her relative lack

of complexity affords for a first reader of the trilogy

a more lucid demonstration of Cary's method.

My final chapter summarizes the successes and failures
of the life story in achieving characterization in the

novels of #irst Trilogy. I conclude that Cary brought

his characters fully alive, but was not able to make them

completely credible.
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Some authors are generous enough to share information
about the development of thelr works with their audiences.
Joyce Cary, fortunately for us, is one of these; he tells

us in the preface to First Trilogy about the original

~conception of the novels Herself Surprised, To Be A

Pllgrim, and The Horse's louth:

What I set out to do was to show three people,
living each in his own world by his own ldeas,
and relating his 1life and struggles, his tri-
umphs and migeries in that world, They were to
know each other and have some connection in the
pPlot, but they would see completely different
aspects of each other's charscter. Their situ-
ation, in short, was to be that of everyone who
1s doomed or blesged to be a free soul in the
free world. . . .1

A particular attitude about the isolation which 1is
@ necessary correlative to individualism determined
Cary's choice of method for telling his stories:

We are alone in our own worlds,

We can sympathize with each other, be fond
of each other, but we can never completely
understand each other., We are not only dif-
ferent in character and mind, we don't know
how far the difference goes. o

That's why each of my three chief char-
acters had to write in the first person and
reveal his own world in his own style (%),

The revelation of each character by means of his 1life
story shall be the concern of this paper. I shall at-
tempt to demonstrate how Cary utilizes the. technique
of first-person narration to reveal each speagker of

the three novels. According to the original conception,

£
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the main figure of each story was also to tell about the

ether two so that "not only a richer sense of 1life in
i1ts actual campl@xiﬁgg but a three-dimensional depth of
characterization" (x) might be gained. However, Cary
had to relinquish this scheme 1in the main because his
chgracters began to éssert their individuality so ?uch
as to be out of touch with each other, For examp{é, it

soon became evident to Cary that if the unsophisticated

cook Sara, narrator of Herself Surprised, were to talk

about polities and art (the respective interests of

Thomas Wilcher in To Be A Pilerim and of Gulley Jimson

in The Horse's lMouth), she would quickly lose "vivid-

ness'; Wilcher's and Jimson's books were already too
packed with their own pursuits to discuss each other's
(although Cary thought he did capture their conflicting
ldeas of each other and the contrast between their
ideas of life /xi]).

"In such a problem, familiar to every writer, my
rule is character first, so I sacrificed the politics,
end so far lost the richness of contrast between the
books® (Ki)e2 This paper shall be concerned with each
of the three individuals, not with the three as a

trinity; I shall explore only how each written nar-

rative brings forth from the page its particular author,

not how one character views the other. There is some

"three~dimensiona1'depth of characterization" among

[
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the books, but it 18 not so solid as can be explained
‘ , 3 \
- easily within the limits of thls paper, for, as Cary

realized, the novels are not "sufficiently,ipter-
locked" (xiv). Barbara Hardy (195k) édds that the

ma jor charactver of his own book becomes an entirely
different figure in the stories of the other two'cﬁﬁr-

b

acters, I shall concentrate, therefore, on the novels | !
'as‘single achievemantsy B | ‘
It is first necessary to clarify the term "first- |
person narretion," that technique which Cary found |
most fitting to dramatize what he wanted to say about
the loneliness of personhood. An author necessarily |
assumes a "point of view" in telling a story; the kind
of viewpoint he decides upon involves the ldentity of
the na%ratOP (the author or a mask) and his position |
in relation to his fictional materials., Prior to the | }
éwentieth century, the most common point of view for J
telling a story‘égs omniscient narration; that is, the
speaker (not necessarily the author) who welates the
even%s knows all sbout the people and action in his
story and reveals the pertinent information at will, ﬁ
He may do this by creating a personality for himself |

and intruding it into the narrative, as Fielding or

Thaeké@&y é@@s,‘or he may remain aloof and without ;

|
discernible personality as Arnold Bennett does. ﬁ

A variation from this basic device is the limited, | ﬂ
7 '
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ally omne of ‘the characters in the story, as 1s Nick

6r oblique, point of view, Here the narrator is usu-

Carroway, who tells about the Great Gatsby. The napr-
rator may also be held responsible for anything he might
conceal. As Wayne Booth points out, there may be two
kinds of these “dramatized" narrators, the mere observor:,

such as the "I" of The Egotlst, and the narrator-agent

who produces some measureble effect on the course of

events, such as the speaker of Tristram Shanﬁyos The

offect of the limited point of view is that we know; as

o o 6 |
Booth says, that the story is mediated, +that the author

wanté the events to be seen through the eyes of one who
cannot see with certainty the motivations of others,
Thé/speaker may be limited to realistic vision and
inference drvhe:may'be privileged to kﬁ@ﬁﬂ temporarily
or more permanently, what could not be perceived by

ordinary human means. (Ishmael in Moby-Dick, for ex-

ample, can break through his human limitations when the
[

story requires,)

The three flgures of the First Trilogy may be con-

eldered as narrator-sgents, those who tell the story of

their own lives, Sara, Wilcher, and Jimson all speak

- in the first person, although a character's self-

reflection may be handled by third-person vision (the

speaker tomporarily inhabits the consciousness of a

character and reveals his thoughts, even though the form
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"He says . « « He thought" is used--as in A Portrait of

the Artist As A Young Man). . In first-person narration,

the author must reveal everything about therdharacter

- Wwhich he wants us to know through the character'!s own

words., The person 1is reliable, as Booth defines it,

when he "speaks for or acts in accordance with the norms
of the work (which is to say, the implied author's norms),
unreliable when he does not." The unreliable narratdr

is furbher defined as one whose characteristics change

in the course of the work he narrates; "It is most often
a matter of what James calls inconscience; the narrator

18 mistaken or he believes himself to have qualities which
the author denies him." In contrast to a relisble nar-

rator like Marlow in Lord Jim, Sara Monday, Thomas

Wilcher, and Gulley Jimson are, by their nature as char-
acters telling their own stories, unreliasble speakers,
because, in analyzing their own personaslities, they
necessarily fall short of the complete reality which 1is
themselves, And that is precisely Cary's point--he wants
to reveal, insofar as the character's words will allow,
tbat person's unconscious life as well as his conscioﬁs
one.

This type of narration may have the advantage of
lu'x;i ambiguity which expresses the complexity of human
ﬁersonality; on the other hand, the most serious dis-

advantage of first-person narration i1s that the reader




is néver completely certain whether he 1is perceivinghwbit

the author intended him to perceive about the speaker

and that which he relates. 3Since the reader must pro-
vide the final judgment (the character is limited by his
egoism), he may well feel un@ure@lo To insure roundness
of character, the author may undercut or expand his
speaker's view by playing the views of others against 1¢t,
or he can expose his narrator in the course of his own )
words,

The final distinction to be made among these tech-
niques of vision, and one most necessary in order to
approach the three books, 1s that between the narrators

or observors who are not aware of themselves as writers

(Meursault in Camus' The Stranger) or of the fact that

they are writing, thinking, speaking, or "reflecting"

a literary work, and narrators who are conscious of

themselves as writers (Holden Caulfield in Salinger's

Catcher in the Rgg).ll The fact that Sara, Wilcher,

and Jimson are ordering and articulating their thoughts
must be taken into account when we analyze their per-
sonalities, for much can be concealed by deliberation.
Moreover, the writtendstory gives us the added dimension
of "emotion recollected in trangquillity."

Bach of the three stories in First Trilogy, the

first a public confession, the second @ personal dlary,

the{third a memolr, presents not only action, but mind

L
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in action--the 1nterplayfbetween what a character says

about his 1ife; and the pérsonality which he reveals
i1n interpreting the experience he has had. As Hazard
Adams says: |

In Cary we have the narrators coming face to

face with the forms. They are not merely think-

ing, they are attempting to think and communicate.

Cary's method expresses the creative freedom of

his characters inscfar as their language will

allow it3 but it also expresses, insofar as they

fail, thelr isolation., The constant tension ex-

pressed by the Isolatlion and creativity of each

of these characters pfggédes me with much respect

for Cary's achievement.

How does an author make the written 1ife story a
manifestation of personality? The first mattor of con-
cern would seem to be the reason the character is writing
about his 1life and the kinds of events which happen to
him, since these are an indication of the kind of person
he is. Secondly, the way he orders these events in his
tale provides another clue., Does he make comment (ex-
aggeration, understatement, humor, seriousness) or give
& Journalistic report? Attitude toward other people
and the natural world, and writing style (imagination,
tone) are also telling, Finally, apparent inconsist-
encles, confusion, or defensive rationalizatibns 1n the
narrative often reveal certain traits of character which
the speaker wishes to hide or of which he is not fully
aware; as a tentative standard to measure the truth, we

have a kind of stage dirvectlon--the comments of others

about himself which the writer may include, even though




he may not realize the implied criticism.

For example, Sara is making a public confession for

"

the newspapers following an arrest for theft, Since ‘
she has had a strong moral upbringing, she thinks that
she ought to appear repentant, particularly before the
cormunlity, for her indiscretions with men and for her
pétty pilfering; the comedy lies in the fact that Sara
undercuts her moralizings and genteelisms by the avidity
with which she records her downfall, and by the readi-
ness with which she excuses her sins,

Thomas Wilcher, on the other hand, tries to dis-
cover the meaning of his life by setting it before him
on the page. The seventy-year-old lawyer, very 111
and close to death, tries to perfect himself in these
last days. Cary attempts to show through the device of
the private journal how honest a man is with himself,
The author very subtly allows Wilcher's protest that he
is a pilgrim to become a desperate recurring theme which
counterpoints the o0ld man's glorification of the past,
Cary provides also the additional complexity of Wilcher!'s
susplcion that he 1s fooling himself but is unable to
do anything about it.

Gulley "Jimson records in his memoir only that
period of his 1ife which he considers to be the helght
of his artistic production; occasional flashbacks almost

always relate to his becoming an artist. Yet he belies




this pride in his art and his dedication to it by the |
offhand manner with which he talks about painting. The'
sensitive reader quickly realizes that Gulley is con-

cealing the sorrow of his life by dwelling upon his only

8ource of joy, painting, and that he is masking sincerity

toward it behind a facade of flippancy. Gulley emerges
from his story as a tragic clown who becomes himself
optimistic and gay in order to redeem the cruel indif-
ference of the world. \

Joyce Cary seems to have adopted an interesting
technique for creating character. How much can a writer
reveal about the essence of a person who 1is trying to
interpret himself? Every word, every turn of phraée,
recorded gesture, in addition to the content and organ-
ization of the content, draws in the lines of char-
acterization. Moreover, the device of @ story written
with a particular audience in mind may be a subtle way
of approaching the interplay of the conscious and une
conscious minds. I should like to examine how Cary
creates a distinct personality by means of a char-
acter's telling his own story. This paper shall be
limited to a rather general study of Thomaa'ﬁilcher\
and Gulley Jimson and a detalled analysis of Sara Mbnday;
Of the three, I have chosen Sara because her relative
lack of complexity affords for a first reader of the

trilogy a more lucid demonstration of Cary's method,
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Let us look first at To Be A Pilgrim. Sara's
story may be a means of earning some cash, Gulley's’a”
tongue-in-cheek memoir, but Thomas Wilcher's jourhal has
only a moral value. The old lawyer, dying at Tolbrook,
the house where he was born, t@i@s to prepare himself
for heaven, and to release himself from the bonds to his
belovea home and lands by rationalizing them away, We
are more aware of his desperate need to write than he
18.13 As Hazard Adams so well puts it,

[Cary/ can present Wilcher in a particular
way, which symbolizes his central concerns,
for Wilcher's compositional problem is an
analogue of his whole emotional problem:

to strike a balance between the present and
his attachment to the past.

In order to express this tension between past
and pregent in Wilcher's mind, Cary chose the
device of the journal, because in it we can
see lllcher's finished, most complete attempt
to meet his problem rationally while at the
same tvime overpowering @ngional complications
shine through the effort.-t

The lawyer's journal reveals that he, like Sara, wants

to believe what he can't feel, for his protests that the

way of salvation lies 1n looking ahead are repeated too
of ten, and they conflict with his desire to be still.
He knows, ratlonally, that one can only live in the
moment; yet the moment is insignificant for him in con-
trast to the past of his memory: his niece Ann is a

dull child of her "brilliant" father, Edward, and Tol-
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brook, in its unkempt condition, 1s a sad relic of its

)

former lovellness,

Meaning for Wilcher lies only in the people of

“bower," his sister, Lucy, his brothers, Edward and Bill,
and his sister-in-=law, Amy, who are all n%é dead, His
diéry'r@veal@ the true place of Wilcher!s heart, for most
entries slip back to years gone, and he can no longer
separate past from present, Robert Bloom notes that:

The fact that Wilcher'!s advocacy of a non-
traditional confrontation of the present
takes the trouble to trace its own tradition
is a token of the irreperable cleavage in
him. The whole welight and structure of the
book exalts the Victorian experience; the
contrasts almost always Imply a regrettable
falling off ‘in the present, Yet the past

is found wanting as well.l -

It is the closeness of death which brings the realization
to Wilcher that he had never seen the people he now
loves when they had moved before his eyes:

Familiar shapes are changed before my eyes,

And seeing these strange patterns, these

immense shadows reaching to my feet, I say,

'I never knew this place before, I have

lived like a mole in a run, like a cat in

a kitchen.! (TBAP, 339)

Such tragic knowledge is only compounded, however,
-by the tragedy we see in Wilcher at the moment he 1is

writing, for he 1s only partially aware that in return-

ing to a life which exists now only in memory, he 1is
bound more than ever to an illusion. We find concrete

example here of Cary's intention to expose his char-
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'acters' souls beneath the disguise of their self-reflec-

tions; Wilcher asserts a truth about himself which is .

only partial. I agree with’Kemn@th Hamilton that Wilcher
18 a dreamer behind a conventional f@gade of reason, but
1 disagree that the old man finally affirms the meaning
of time on his deathbed, 16 Becauge Wilcher admits in the
present that he sought so for a dream as a young man that

he failed to see that which he now considers to be real,

80 we see the parallel with his immediate inability to

cope with the moment., The o0ld man does affirm the mean-

ing of time, but with unconvincing words: "What I do
care /about beaveg7'so'long as I lie in Tolbrook churche
yard?" (341). So also does he affirm a new spirit of
courage which will imbue him with s gay acceptance of
the world, a carefree heart, and self-confidence; he
believes that he shall overcome the timidity and over-
solemn self-consciougﬂeaﬁ of his younger years, 'Yet the
desperate tone of his diary, along with his admitted
fears and suspicions of his family, and the guarded
quality of his revelations, seems to show that Wilcher
;s 8till afraid of 1life. The moral scruples of his old

8ge point backwards more than they indicate a growing

8piritual perfection (though the latter motive is not

totaliy lacking)., They demonstrate another facet of
Wilcher's 1nability to deal with the moment: he worries

because he knows he must assume responsibility; yet he

{
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bhates responsibility. It places a)strain upon affection,

and 1n the past as well as the present, Wilcher has
wanted to -be dependent, no matter how opposed his con-

science. His diary is only proof that he is still try-

- ing to awoid commi tment by multiplying his deubts. The

evocation of the past in the present shows a continuum

of personality which has a tragic meaning; Wilcher re-
Brets his fallure to stop his sister fr;m Joining the
Benjamite sect which ultimately destroyed her, but he

has made seventeen wills during the past few years be-
cause he is torn between obligation and self-concern, and
he resents worrying about the pregnant Ann, her unhappy
marriage, and her husband's care of the house at Tol-
brook.

Although Wilcher's eiiotions have always been power-
ful, they have also always been tempered severely by an
anxiety that the world which is suitable to him at the
time, at least by custom, will crash about his ears.
Thus his longing for the intensity of 1life which he
thinks he missed in the past is only a playful longing,
for he reveals, unconsciously, in recounting past inci-
dents, that he did not really want it. He was afraid
that the leader of the Benjamites, Pug Brown, who later
became Lucy's husband, would convert him, and he gives

his niece Ann the impression that he did not like Brown

very much, although he hastens to:asaert that he had




¥real greatness.“;‘He had never succeeded in becoming .
a forelgn missionary (altbouéb he cannot really say .
why) beceuse the "responsibility" for Tolbfook is put‘
upon him when hls father dies, but Edward implies (as
Wilcher reports) that Thomas never wanted to leave the
house, He camnot say why, eilther, he treated his family
unjustly; te alone realize,’as Wilcher does not very '

much, that he became attached to them only when he could

dream about them.

Wilcher understands aomeﬁhat his failings in these

situations and attributes them to his timidity and lack
of "faith," but what he is not conscious of is that he
must force himself, and has always had!to force himself,
to be dynamic, as at the very moment he tries to make
himself into a pilgrim., He has been "moved by every
volce of power" (70) because in passion he has envisaged
direction; and he can find for himself no 8 trong motiva-
tion for action in the face of time's destructiveness,
One of the most beautiful and tragic entries in the
Journal sadly explains the person Thomas Wilcher:

The blue shadows had stretched across the fields,

and were rising up the front of the house until

nothing was left except the golden chimney

pots against a sky as dark 'as a leuyer's blue

bag. 'It is like a Christmas card,! I thought,

'except that it is real and I am seeing 1t, and

1t 1s far more beautiful than any picture.

Beceuse 1t 13 real, and so it must die. It is

dying so fast that I can hardly bear to look at

it.' (195)

This intuition, possibly only for a highly sensitive per-
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son, paralyzes Wilcber and sets him apart from Lucy and
'Eﬂward end Bill, who acted without thought., In his fear
before the ultimatum of death, he,élings in a dream toé *‘
" those who appeared to have»purpose, even though he knows
thelr aim was Gft@nta feeble one (Lucy had Jolned the
Benjamites as an @d#@ntu@eﬁ Edward was a cynical failure,
Bill irresponsible)., Now he clings for life to 3Sara,
Justifying his dependence by a language of religion--
Sara's strength and independence are her "faith"; she 1s
his salvation.

~ Wilcher transforms the dogma of Christianity‘be-
cause it deserts him in his terror at leaving the familiar
things of life; since he wants not heaven but earth, he
mekes the earth sacred, His affirmation of traditional
Christisnity sounds hollow even to his own ears, and at
times the devil seems to have more power than God for
him, although he prays steadily and chides Ann for her
nihilistic attitude: "Why do you do the devil';\work,
Amn--trying to meke me believe that there 1s nothing in
the world but selfishness and self-seeking?" (100). Ann
answers that such a woyld might be rather restful, a
reply which demoralizeé him: "An abominable remark
that tunnels like some devil's miner into the very
ground of hope and love, to bleow all up" (100). He
analyzes himself as a "dead frog" animated only by the

. poWwer of others, the withdrawing of which leaves him




once more as a "preserved mummy" (77). Out of desper-
ation, he i3 forced to make a distinction between
Christianity and what he calls "faith"--the confidence

in oneself to live--because those who have what he calls

faith are not demonstrably Christian., Finally, Sara

becom@a-his last hope of "salvation" because she is self-
sufficient and he can depend upon her for sustenance;
qﬁite sure that her essential motivation is not Christian,
Wilcher nevertheless makes of Sara the true pllgrim who
18 bound to nothing but her own soul. His sophistical
reasoning 1s a powerful reminder that Wilcher is not at
all prepared for heaven but is grasping indiscriminatingly
at whatever threads will hold him for a while to the
world.,

The technique of the private journal has functioned
well in defining~Thomas Wilcher for us. The very form
of the journal (with 1ts imperceptible transitions from
actuality to dream) embodying the flux of past and
present in Wilcher's mind, the well-controlled but some-

times lyrical style of writing, the overserious and

forceably disguised tone of desperation, reveal a man

wWho 1s unable to adjust his pasdon for perfection to the
vagaries of time and the world. That Wilcher has never
told anyone of the experiences he has recorded, that he
1s unmarried and, admittedly, rather stingy and fussy,

are further indirect signs that indicate his partigylar
/




ﬁprlonaiity.f

Mbredveé, Céry-is also attempting to show, through
the device of the written l1life stofyghh@w what a man
thinks and says about his life, either to himself or to
others, is part of his personality. Wilcher pores over
his lifag serupulously scraping 1t to discover himself
SOmewh@f@'withimo He seems to dwell on the hurtful
embarragsing experiences or to suppress them altogether
(the question 6f his marriage to his mistress Julie, for
example)., His prose strains against the order of ra-
tionality'which he imposes, revealing an intense romantie
who can accept neither the boredcm of time nor the
prospect of nothingness. Wilcher's journal creates for
us a character who is real and complex; Cary has handled

an indirect method of characterization with quite a bit
of subtlety.

L.
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Gulley Jimson, like Sara, is writihg his memoir for
the public, Lying in a hosp‘ital bed parlyzéd by a
stroke, he dictates his story to his "honorary secretary"
wWho will publAish it as part of The Life and Works of

Gulley Jimson. Unlike Sara, though, Jimson exercises

more rational control over what he writes so as not to
reveal too much about himself. The narrator of the third
story 1s the eternal artist; Gulley Jimson we can never
fully know, Why do we realize there 1is a distinction?
Because we suspect that the Jimson who tells the s*toz? is
too clever to reveal himself, particularly since the self
which he creates is much larger than 1life.

Gulley Jimson hasn't toid the truth since he was a
"kid" (he tells us); he believes that to talk is to tell
& lot of lies, and "what makes it worse, not even mean-

hig to" (THM, 79), and he hates to tell people about

‘himself because "they try to put you in their box" (35),

Moreover, every incident in which he confronts the |
lovers of art displays Jimson's delight in playing the
artist while giggling behind the mask at the intense
aesthetes (143). He kno#:s, too, that 1t 1s easler to
tell people what they want to hear than what 1s true,
for they can't umd@iﬂs%@nd that which is outside thelr

own frame of reflference, Thus Gulley can fabricate as

'ty“pical a plcture of the artist as his bilographer, Mr.

e —————— o e e ”
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| liiiastér, "a oricket" so serious that he is almost blue,

&  v : can wish for., Jimson has told us how hehpgg_turhed ﬁthemm

“JProfessor"'upside‘dcwn without that reverent scholar
suspecting it in the least:

The Professor smiled quickly like one who says,
'the eccentriclties of genius, But really it's
a plty.?! Then he became very serious again, . . .
and said, 'VUr, Jimson, I have been planning for
some time, subject to your approval of course,
and I hope, assistance, a definitive biography,
and e descriptive and appreciative catalogue of
your art, with reproductions of principal works,!

Reproductions of principal works was a good
oneé, If I hadn't been in company, I should have
lain down on the pavement and kicked my legs in

the alr. Was he resl? (126)

He makes Mr. Alabaster promise a deluxe edition of at

leastifcur hundred pages with lace-edged reproductions,
So Gulley's imagination would be caught by a pro-
Ject such as an artist's autobiography, especially since
his ingeﬁﬁity has little to work upon in the hospital.
Again, the story would be the last laugh on critics.
Therefore, 1t is most likely that Jimson is creating an
artist who is basically himself, but enlarged for dra-
matic and comic purposes. And so Gulley Jimson's story
tells us that he lives only for his art, that he begs,
steals, and murders (at least Sara) in order to paint.
His style of narration is clever, witty, vulgar, and

racy. He debunks everything, including his work when

he is asked to explain it.
Why does Gulley conceal personal feelings? In ad-
ditﬂon to fabricating the artist which is basically him-




- self, Gulley provides other suggestions which seem

délibeﬁ&tely intended (by Cary) to show us that Gulley l‘. S
1s a naked soul who has learnt o cover himself with

an offhand mahner. We are told by Jimson, for instance,
that\he had tried for years to protect his sister, though
she did not went to be protected, from & husband who
ultimat@ly destroyed her, He says several times that

1f he allows the sufferings of others to affect him he
would never paint; he eries at the deaths of "Hickie"

(Mr., Hickson, his patron) and Sara, and cries for him-
seif when he can't péint o?'wb@n in joy he fihds a wall
for an epic work. It soon becomes clear to us that

Jimson assumes a pose in telling his story as much to
deflect ridicule away from his most intimate feelings

as to spin a fanciful tale. We know that his father

was ruined, economically and psychologically, by the
changing trends 1in art, and that Gulley sorrows for him,
although he brushes the sentiment away with typical
flippancy. He tries to discourage the young boy Nosy
from pursuing & career as a painter';y exaggerating

the dirficulties of creation and underplaying the achieve-
ment; he pralses the virtues of middle-class mediocrity
with a sarcasm that often reveals hils resentment against
the indifference and ill will of that class., This is

what he tells Nosy about his son, Tommy, whom he also

tried to discourage from art:
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!You needn't be afraid, Daddy,' said Tom, 'I
haven't any taste for art,' And, thank God, he
did really hate the whole racket. Too polite

to say so, but he thought me a dirty old faker,
and his stepmother a slummock who would rather
flop around in a wrapper listening to Wapener

or Bee-thoven than wash her face or darn his
socks, Tom went to a good school and 1t cured
him of art before he was fifteen, And see where
he is now., A gentleman and a scholar. Who
doesn't know an illustration from a picture,

And can't tell "God Save the King" from "Slsepers
Awake . (35)

. Gulley, if we can judge by his discussions of
aesthetics and philosophy, 1s highly intelligent and
aware of the meaning of reality. From the words of
Blake and from his own insigsht into experience, he
feels that the 1solation of the individual is a neces-
sary result or by-product of what he calls the perfect
freedom of man, the human heritage of the Fall:
'« « o love doesn't grow on the trees like
apples 1in Eden--1t's something you have to
make, And you must use your imagination to
make 1t too, just like anything else, TIt's
all work, work., The curse of Adam. But if
he doesn't work, he doesn't get anything,
even love, He just tumbles about in hell and
bashes himself and burns himself and stabs
himself., The fallen man--nobody's going to
¢ Jlook after him. The poor bastard is free--

a free and responsible citizen. The Fall
Into freedom.! (165)

He dlsplays a courageous nature in his attempt to apply

this philesophy to his own maltreatment by all those

people who, by exercising their pursuit of freedom,

crush his: "'I'm going to get a kick in the stomach

that would paralyze an elephant. Not that it would

.
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worry me. No, I've had some. . « « I'm an o0ld hoss!'"
(105). He fights self-pity: "tWho are you to make all
this fuss about yourself? Things are moving, that's
all'" (45). The repetition of the sentiment encouraging
himself not to take thingé too personally gives us more
‘evidence of his sensitivity. We hear his real voice
when he takes us into his confidence and complains
about the artist's difficulty in explaining himself to
non-artists (here to two clergymen):

And I couldn't get out a word, It was most

embarrassing., There was the poor chap doing

his best, and I had to pretend to be =stone

deaf, Come, I sald to myself, say something,

anything. Something they can understand,

That's all they want., Something about the

weather., Something to knock a hole in this

awful situation and let down the pressurve,

Come, I sald, you're not one of those asses
who takes himsell seriously.

L L4 L

"And meking a strong manly effort, I
opened my mouth, smiled my charming smile
from ear to ear. . . . (3%)

Gulley manages to adjust somewhat his sensitive nature

to the unrefined world by taking on an attitude of not

caring. As Hazard Adams says, "Both the comedy and the
tragedy of Gulley's situation as artist are heightened
by Cary's allowing Gulley tc dictate his memoir, for
throughout the novel we find Gulley trying publicly to
keep to his own idealso"17 ’

Unfortunately, the man and his public image do not

always seem to exist in the same person. I believe that
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~* ~ Cary goes overboard in creating the caricature of the '
artist, Jimson's coy and happy-go-lucky painter, so
tgat the profound utterances of the speaker, the truths
straight from the horse's mouth, are subject to ambi-

gulty. They seem to be meant seriously, but jar with

- Gulley's actual confrontation with the world, For ex=-
ample, Gulley's rejection of home and family for the
vagaboﬁd life of art, the death of his mistress Rozzie
beneath a bus, his own accidental murder of Sara ,do not
recelve much more notice than the color of the sky or

_ the walrus face of a passerby. Yet this man philoso-
phizes about the nature;of human freedom, of love, of
art. The reader remains unsatisfied by an endless
stream of clever similes which brushes by a real con-
frontation with experience that we would expect a man
of Jimson's awareness to make. Although the contra-
diction appears to be a deliberate one on Cary's part

(The Horse's lMouth 1s Gulley's wav of appearing before

the world), the result is not completely believable,
As Robert Bloom says, the mixture of comiec and serious
"is very much a part of [Eéry?§7'eneompassing vision
of human life--but the question is whbther the exglted
~1s not finally and irreparably impaired as a r'e:ssult."-18
Therefore I cannot agree with Hemilton when he
aays.that Gulley is one of the few artists whose genius

: | 1 “
'“" | We can really believe in, K Although I don't think, as




James Hall does, that The Horse's Mouth is often dﬁll,
I do agree that it 1s harder to reread than most comic
ﬂnovelseeo Sidney Monas, too, notes elements of cari-
cature which are not fittiﬁg (the ghost of Sara, the
crew which toppies Gulley's wall as ten thousand
angels);zl and Frederick Karl feels thaﬁ Gulley, as well
as the other two main characters of the trilogy, lacks
the depth to confront moral issues.22 Thﬁs the flow of
images which seem at first to be witty and as original
as the lmages of the metaphysical poets soon begins to

- tire and Gulley begins to seem like an énimated-cartoah
figure,

Yet let us see to what degree Cary succeeds. How
might he show that his narrator is the man of vislon
that he claims to be, who sees the physical world as
the vell of the eternal? Have him paint an epic, The
Raising of Lazarus, on a full-sized wall, complete with
a "glass-green Lazarus up the middle stiff as an ice
man; cactus and épike grass all round, laurel green, a
lot of yellow ochre feet in the top corner and bald
heads in the bottom triéngle. o o' (187). How give an

artist his own unique flavor? Pamels Johnson shows us

that the opening paragraph of The Horse's Mouth (part

of which I shall quote) presents everything that we

need to know about Gulley:

I was walking by the Thames. Half-past morning

] TP NG
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in a fried fish shop. All bright below. Low
tide, dusty water and a crooked bar of straw,
_ehicken-boxes, dirt and oil from mud to mud,

Like a viper swimming in skim milk. The old
serpent, symbol of nature and love. (1).

Miss Johnson points out that the concern with form, the

particular quality of imagination and speech rhythms,
the harsh and coarse image of the "viper swimming in
skim-milk" all bring alive the eccentric, volatile,
‘artist Gulley Jimson. The tone of the passage is "in-
curably optimistic."23 Gulley céhnot contein the jump
of 1ife within him, and the mytbic artist Jimson which

he creates is as much an outlet for his overflowing

creative energy as a

conventional means of accosting the
- world with his intensity.

He is excited about the wonder of the world, and we
can see that his imagination ranges experience from the
striking originality of his analogies ("Like an orange
in a fried fish shop"). He draws himself and other
people with the flair of the caricaturist; most men are
to his eye walruses or fish, and preachers in particular
are dog collars. Here he tries to show how he feels
when the clergy thinks it ought to support religious
art:

As if I had been a happy worm, creeping all

soft and oily through the grass, imagining the

blades to be great forest trees, and every

little pebble a mountaln overcome; and taking

the glow of self-gatisfaction from his own

tail for the glory of the Lord shining on his
"path; when all at once a herd of bullocks comes

i
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trmﬁpling along, snorting tropical epochs and
shitting continents. . ., .(37).

He describes his friend Plantie's éyes in a state of

.excitement as "running out of their holes and then
running back again, like children at the nursery door,
just before the party" (59). The dome of St. Paul's
- 1s-the "everlasting rmuffin dish," and his deécriptions
of nature are as colorful as they are racy:
Clouds all in blue and blue-and-soot, Blue-
black smoke drifting up like smoky candles,
and & blue sky as blue as= blue gpectacles with

long pieces of 800ty cobweb floating high up.
Stars coming through like needle-points; sreen-

blue, and neon blue; and the river pouring s

quietly along, as bright as ink out of a
bottle .(119).

Gulley is also as earthy as he is etheric, and this
quality often combines with an ability to fast-talk that

provides very funny results (here he 1s arguing with a

saleswoman over a painting):

- She asked me twenty pounds for a Constable, two
trees, four clouds, and a 1ittle plece of dog-
shit in the foreground., The usual junk shop
Constable, value four-and-gix,  Or with two
bits of dog-shit, and a Spot of genuine synthetie
cobalt blue between the two bottom clouds, five-
and-six, With framc 8tring, and patent hook
ready to hang, Tive-and-ninepence .(10L) .

His appre@iafion of Sara is not merely aesthetic:

And she sat down agaln in the old way; looking
at the chair first, like a cat at the rug,
and then giving it a pat, and then pulling up
her skirits and then taking her seat, Taking
her seat is the word, And then disposing her
8kirts, and pushing out hew front and arranging
~her arms, and throwing up her top ching, and
assuming a handsome éxpression. . . . I'd geen
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her do the whole act a thousand times and wanted 5
to pgive her a rap. Just to bring to her attention
the existence of the forgotten man. A s8laep on
the nap. And I pulled my chalr up nearer. Took
up a strategic position on the left flank .(27).

The image we receive of the speaker is of a little Q]
man whose legs fly off in all directions and who likes <4
to sit in the laps of big women. He 1s ugly, stuffs his :
clothes and shoes with newspaper to keep out the damp,

but never feels sorry for himself, because he is living

and because he loves to paint. Gay and exuberant, he

<

Jumps into the air when an idea hits him in the street
~despite the shower of orange peels which the neighbor-
hood children fling at him. What crimes he doesn't com-

mit in order to get money for painting he indulges in
for joy or to test his cleverness. At the opening of
his story, Gulley has just been released from jail for
haunting his patron, Mr. Hickson, on the phone; very
soon (and many times thereafter), he drops into another ;
telephone box: L
Put & pencll between my teeth, and asked for J
Mr. Hickson. The young butler answered in his , H
volce like a capon's crow, 'Who shall I say?! - ]
'The President of the Royal Academy.! |
'Is that you, Jim&em%“ ’ ST %
'Certainly not,? I said, 'I wouldn't touch the H
bastard with a dung fork.' (7)

Racling away from telephone boxes with the police at his .

heels is one of Gulley's principal forms of entertaln-
ment, for he can thus tantalize the vepregentatives of

|
J
his two chief irritants, the bourgeoisie and bureaucracy, I
|
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a8 Well as keep himself creatively occupied. Desperate

~and frustrated because the world will not allow him the

| freedéﬁ to catch "glimpses of the eternal world,” he

forces himself to do the next best thing--to transform
the bonds of the physical world into the rainbow of the
imagihatio_n. "They say a chap -just out of prison runs
into the nearest cover; into some dark little room, like
& rabbit put up by a stoat. The sky feels too big for
hime But I liked it. I swam in it. I couldn't take
my eyes off the clouds, the water, the mud" (1).

Cary manages the narrative in such a way that Gul-
ley's shrug toward the world is an indication that he
cares very much about the feelings of others toward him,

and that his whimsical and frenzied story is the escape

\

of his imagination from the strictures of the ordinary,
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Cary found the technique of the written life story
Suitable to explore the "tenslon between the official

and the human versions"zu

of Sara Monday's life. Sara
tells her own story, according to Cary's plan, go that
she may have a chance to defend a kind of existence
Which society would call, at the least, questionable--
a life of fornication, adultery, theft, perjury. For if
the sin be flagrant, the sinner is not simply so; he
has motives which are rarely either good or evil but
more often hopelessly mixed., Cary shows through the
dramatization of Sara, as of the two other speakers of
the trilogy, that the complex personality of the indi-
vidual can never be measured by the norm of conduct
“which a society necessarily/ggﬁblds. A knowledge of
motives so twists our immediate judgment of actions
that we can neither condemn nor approbate Sara's deeds.
We can only lend willing ears to the long confession
of her downfall, or admire her gusto in going about
life. |
Sara tells us her motives, explicit and implicit,
deliberate and unconscious, when she relates the story
of her past. All are Integrated in the person Sara,
along with her interpretation of them and her delibera-

tion in revealing them to a public audience., The story
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related forces. One principle of action in the pattern,‘

-

that results is the complex pattern of a number of inter-
which is not unlike that of Moll Flanders' 1ife, is
Sara's sincere belief in the ten commandments; inter-
wdven with this conviction, however, is a strong instinet
for pleasure. Seemingly, the two modes of living are
opposed, but Sara's problem is thét ahe canﬁot consider

seriously her afternoon tea, parties, clothes, and "

poor
1ittle mannies" as paths to everlasting fire, although
stern childhood lessons in religion and the fear of hell
certainly compel her to try. Thus, another part of the
design which is Sara's totél pérsonality is her effort
to juggle both ways of life at the same time--please
Sara, please God--and 1if the most ingenlous sophistry

i{s the result, Sara can always hide behind the faceade
of doubt, the excuse of not knowing herself well enough
to choose the right path of action. Her defensive

rationalizations are not all conscious elther, but when

she is aware of her self-excuses, they become only the

‘more prolific and ingenious, to the delight of the

reéder.

Finally, what Sara camnot see 6f herself, as we
can, is that hedonism 1is more fitting as a way of 1life
than orthodox Christianity ever could be; no matter how
she may btry to desire church service, her huge feathered

hat and bright attention-getting Sunday clothes give




hér away. Her very zest for life, as we ahéll,aeo,

approaches a spirituality that is Sara’s own confronta=-
tion with reality, even though, as a well-brought up
Christian, she mistrusts or thinks she ought to mistrust

unorthodox feelings. In her conflict 1lie the humor and

- charm of the story.

As Sara opens her tale, for example, we are impressed
wWith a tone of moral gravity which does not quite con-
ceal the kind of relish usually designated for past
operations and illnesses; "“The judge, when he sent me
to prison, said that I had bghaved like a woman without N
any moral sense" (HS,1). Her next sentence is a bit
more chatty and intimate: "'I noticed,' he said, and
the paper printed it all,''that several times during the
gravest revelations of her own frauds and ingratitude,
Mrs. Monday smiled.' . . . When he spoke in this way I
was upset and wanted to tell him that I had ﬁever been
against religion, far from it. . ." (1). Cary has given
us the first clue to Sara's personality, and all that
she tells us subsequently is subject Ho the knowledge
that she savors the memory of that which the judge calls
a "'laxity and contempt for all religious principle and
social obligatlion which threatehs to undermine the whole
fabric of civilization.'" (1). }

Thus Sara never suspects (or lets it be known that

she suSpects) that the story of her moral downfall
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ostonaiblymfggordad for the purpose that "soma'who read
this book may tak@'warning and ask themselves before 1t
1s too late what they really are and why they behave as
they do" (2) 1s requested for the newspapers by a "kind
gentleman" as a spicy confession, Sara loves to strut
before ;nterested eyes, as we shall see in ample evidence
throughout her book, and if she can ease her conscience
in the process, all the better. "'Know thyself,' the
chaplainsays, and it is true that I never knew myself
till now'" (2). Sara is proclaiming selfaknowiedge, a
state of soul which we, the witnesses, always tend to |
regard with suspicion, and which jars particularly with
her smiles from the witness chair.

As proof of her sharpened conscience, Sara recalls
& previous self-revelation which had comeé to nothing and
Which, of course, is no longer the pattern of her moral
life, .She remembers that she had caught a reflection
of herself in the mirror of a "grand" Paris shop, and
been stunned at her "new hat as bilg as an Easter cake":
"Look at that fat, common trollop of & pirl with a smub
nose and the shiny cheeks, jumping out of her skin to
be in a Paris hat" (3). She tells us that she realized
then that she had not seen herself with the world's eye,
but had overpraised her nose, her "wonderful" brown
eyes, and every "tit" at one time or another. "“So T

had made a belle of myself when I was nothing, as they
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used to say at home, but maiden meat" (3). But the
'“upshot“ of the affair (Sara's characteristic conclu-
sion) was that she couldn't resist the hat, cohsoliné
herself with the advice “; . o 1f people looked at me
I thought: If I am a body then it can't be helped, for
I can't help myself" (3). |

We have been introduced, then, to Sarats pattern
of self-indulgence, defensive rationalization, and
protest of weakness. But Sara says she has changed,
and it is up to us to discover whether the present 1is
merely a repetition of the past. Thus Cary leads us
into Sara's reflections atout her past 1life which has

]

been a series of "surprises." She still is surprised
at having been able to capture a gentleman, Matt Monday,
for a husband when she waé only a cook, until it oc-
curs to her (or she allows herself to reveal) that
perhaps she hadn't discouraged him too much by running
away from him. Again, lookling back on thosé days, Sara

st1ll sees herself as a "sober maiden" although she

admits dropping her moral handbook, Pillars of the

‘House, to meet the milkman,who was not only a "good-
lboking boy, and a charmer" but a philanderer who had
"misused" several girls as well. Although Sara speaks
from a vantage point far removed from the early days

of her maidenhood and thinks tbat she 1s able to analyze

‘the past, she cannot yet tell why she acted as she did,
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reveals:

All that evening I was surprised at myself. Yet
it seemed to me that I could still draw back,
and that it was 2ll a kind of play. . . » I was
not flighty then, I was a sobersides. If I had
been flighty, I would not have been so surprised
at myself, as I was for many a day, untll I had
not time to think of anything. (10)

Each time Sara becomes involved with a man, the
excuses become more profuse and less bellievable, as even
she sometimes admits in tgéhretelling. The fact, though,
that she in each succeeding incident and in the present
of ten dismisses moral judgment causes us to believe that
Sara, even in her old age, has alwags'been a men-
catcher. For example, a llttle later in the novel
af ter Sara has gotten over her surprise‘in succumbing
to Matt, she begins to flutter her eyelashes at Mr,
Hickson, a business associate of Mattl's; she feels
sorry for him because he 1s lonely, she assures us, but
she also hopes to advance Matt in the world (which she'
also tells us) and to enjoy the admiration (she lets
this motive pass). She flirts with him at the church
bazaar (". . . I'11l own I put that in my eye which,
among us village girls, had meant: 'I have a soft
place for you'" /20/) and he had responded in an ex-
pected manner as the other small-town ladies stared.
Hickson comes to tea then every day, whetheP'Matf'is

at home or not, and Sara knows very well what he has
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in mind: "he would know how to fiddle all tunes which
women dance to" (2li). The comic results, therefore, of
Sara's protests of 1nnocence when Hickson responds a ‘

little more aggressively are rich: ", . . he began

admiring my frock, which was a russlan blouse all ruf-
fled down the front, lifting the ruffles and pretending
‘to see how they were sewn to the bodice, but really to
touch me, I did-not think I 1liked 1it. . .">(26). But
we can already predict what her next reaction and re-
sponse will be, having become familiar with Sara's con- | ) “1
flicts betgeen ladylike.conduct and baser urges: ", . . g
and yet I thought, what harm if he enjoys it, poor little E

man. I owe a pgreat deal to him, I thought, for he has

got for me much I could never have got for myself" (26),

Her next justification brings down the curtain: ", . .
it was no great crime in Mr. Hickson, to be a man and
like me as a woman. Or if it was so,.then Providence
must answer for our shapes" (26). We, Sara's audience,
finally take her subsequent affairs with Gulley Jimson -
and Thomas Wilcher with several grains of salt,

Robert Bloom says that many of Sara's elaborate

schemes to protect herself from the judging eyes of the

world are, ironically, unnecessary because her urges
"consist for the most part in seeing %o it that people - . K

whom she can construe as family are decently provided

5
for, and that her own days are spent among things that . [
|
!
1
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' are clean, flit, sparkiing, and tidy." Such ah inter-

' pretatiOD i1s only partly true, though, because Sara 1ls
also a manipulator of people, desiring to insure the
“bontinuancé of an easy life and, as James Hall rightly
points out, longing for excitement beneath the facade

- that she wants only security and children,26 Sara does
not fall only because she has found that placating men
often brings her luxury--marriage into the home of a
gentleman, favors from a millionaire, a safe tenure 1in

a household., Sara's love of ease may be 1lnstinctive,
but her_methods for gaining and holding on to'luxury are
well calculatéd9 a bit of worldly wisdom which jars with
her professed ethics.

Sara's professed moral standards are not really so
opposed'to her shrewdness as they may seem. Virtue
develops character and character gets a husband, Sara
was instructed by her mother: "For if you want to get
a husband . . . you'll have to do it on your temper and
your character. Your face and ﬁour shape will take you
no farther than the workhouse" (8). Religion is joined
in Sara's mind with her training as a kitchenmaid in a
"oood religious house" and her certificate for sewing
along with her prize in Scripture at school. The code
3 of morallty which she professes is as much tied up with
the bourgeols ideals of the way a maiden ought to con-

duct herself in order to find a proper husband as with

36
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the cleanliness, good housekeeping, and gobd sense which
S8ara upholds.

Thus while Sara is sincere in desiring to uphold
the commandments she was brought up on, these tenets
focus on the middleclass virtues of decorum, chastity,
Belf-discipline, and longsuffering. Sara, as a result
of her good home-training, associates these virtues with
husband-seeking, and so utilizes them to attract a "good
catch." But after she has captured her man, Sara finds
these virtues a slight burden, not too difficult to cast
off. She has learned well the lessons of independence
and thrift, though, as well as (it must be added to
Sara's advantage) gained an insight into her tendency
to overindulge in the physical pleasures of the world.

Heavenly virtués do not preoccupy Sara so much as
the quest for a guarantee of comfort, and thelcontinuance
of the pleasures of good food, a cozy home, and pretty
clothes, Her philosophy of 1life 1is that "There's not
80 much happiness in the world that anyone can afford
tonaste it" (61). Her pursuit of enjoyment, springing
from a generous heart, is yet often selfish. But an
understanding of charity is outside of Sara's scope;
she loves her Matt but plagues him with bills, loves
Gulley Jimson because he is an imaginative lover but
leaves him for a steadier income than an artist's,

Sara tells us that she did not care greatly for Matt
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("a poor thing, with his long ngék\gnd long nose, his
bulgy eyes and his bald head" éf¢;7j)when she went to
work in his mother's house and did not even like him
very much when he proposed marriage. But after m&rriage.

she falls in love with him (as she does ultimately with

‘every man, no matter how virile or weak, handsome or

ugly). Matt provides her, too, with the means of making .

their house at Bradnall a center of social activity.,

Sara arranges for teas and pageants and plays, party
after party, dancing all night, "three nights running."
She looks back nostalgically on the world which was all

‘galety, when she was in the "fury" of her 1life, although

she hastens to assure her readers that she spent most

of the time in the nursery. And she says she came to
love her Matt more and more because he was so sweet and
good. But when her husband is dying, Gulley is already
at the kitchen door, "as stupid as any man in that
state, quite hangdog with love" (85). If Sara protests
more than the Wife of Bath lining up her fifth husband,
the sentiments of each are not too dissimilar: "T could
not drive the man away as long as he behaved himself.

He was so pleased to come" (60). Matt slips away, while
Saral's story is filled with Jimson and how she tried to
get him out of the house, the result being a subsequent
liaison.

But 1f Cary takes care to reveal the selfish side
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of Sara's nature, he allows her mmple'space to display

~—--—- -~ the positive -‘face'"of"""‘th1‘8“"”trait——Wh’iCh is a full commit-

ment to life, Guliey Jimson draws out Sara's exuberance
and zest to its fullest expression; as she writes her
story, she recalls fondly that she loved him best of

all her men., Jimson finds a way to Sara's heart through
hfr domestic instincts; a hole in his coat and loose‘
fé;ouser buttons gain him more attention than words of
love (as Sara is anxious to show her widow's weeds ﬁo
the community): "Now when I found myself sewing his
trousers and he in his sleeves, i thought: This is not
fit for a new widow, and I looked severely enough" (92).

She protests against a marriage so soon after Matt's

death but leaves the possibility open: "the end of 1t

—

was I gave way to him enough to say I might make in- ("

quiries /as to Jimson's whereabouts when she comes to

town/ if T had time, and I took the address. And so T

made time. . ." (94). Jimson manages to capture Sara

in a furious series of scenes which are the funniest in
the book--Sara won't have him; he leaves in anger; shé
goes after, tralling a myriad of excuses (a forgotten
scarf’, his painting)o They becore engaged in Brighton,
but Sara puts a chair against the door until the wedding
night (for Jimson keeps trying to get into her bed):

« . o ho came to my room at one or two o'clock
and tried to get into my bed. I was surprised
at hils impudence and told him to get out quick,




So he apologlzed and said he had only come to say

good night. The next night he wag half in before

I waked up, and I had to Jump out and take him

by the shoulders and fairly put him through the

But the desire for peace and the hot afternoonésun
on the beach combine to glve Sara justification for losing
her control of the situation ang "God forgive me, 1t wag
only when I came to myself, cooling in the shadow, that
I asked what I had done. Then, indeed, I felt the fore-
bodings of my misery, and punlshment, and I was weirhed
down all the evening" (110). But of course, once having
given 1n, Sara cannot bar the door any more, and the
climax of the situation is that she becomes hisg mistress
instead of his wirfe. Gulley confesses that he cannot be
married because his other wives are still alive, but
Sara can weather even adultery now that she has gotten
her man and enough glasses of brandy and beer so that
"the thing got to look more ordinary" (112),.

w When'Gulley rebels against dom@sticity--being clean,
finding a job, paiﬁting for the public (Sara's attitude
toward Gulley's lack of acclaim by the art world is ""That
“good will it do him to be famous when het's dead??2i247--
| and leaves Sara, she too moves on, although her heanrt
1s broken for s while. After the scare of a probation

order for writing bag checks, she resolves to turn a

new leaf, congratulating herself for her luck at finding

& position at Tolbrook since she had lost her "char-




acter." She cannot tell why she did "so foolish a thing"
as glving bad checks, thinking that the "friendly" bank
manéger 1n Queensport would let hep owe a little, but
admits now that she did not care what she did because
shé wantéd to get away from the house where Gulley had
Stayed, Brimming with the admiration of the police
sergeant, who had told her that she had téé\bomplexion

!

of a baby, Sara struts of I to the conquest dﬁ_anotber

householder, Thomas Wilcher,

Sara's vitality 1s as much her saving grace as the
source of her conflicts with morality; 1t sldesteps a
conventional code of ethics because Sara can only live,
glven her pérsonality, by instinctive energy, not by a
set of rules formulated by another. Cary'felt that for
Sara to express her own thoughts in her own words, the
logic of her private world might be made believable,

S0, although Sara uses the excuse that she does not know

‘herself in order to enjoy the pleasures she suspects

might be forbidden if she investigated further, the

dictates of preachers which demand Suppression of hep

natural instincts genuinely confuse her:

Yet I could not malke out cven then how bad I had
been, or how guilty. - . . And people use words
8o that you can never be sure what they mean.,
When the preachers used to speak of adulteries,
1t would turn ocut aftep all, in the thirdly orp
fourthly, that they were thinking of silk stock-
ings, or women's bicycles, or mixed bathing., . .,

(70).

She wishes that her heart were like one of the new glass




ovens so that she could see what was réally there,
whether she was the "worst of women, or just the commbh
run of ladies in rich houses, with friends, who are
gullty indeed of worldly living, but not‘of deadly sin"
(70). It is hard for Sara to believe that her attrac-
tion to men, her vanlty, her love of parties are really
sinful. She delights»in the squish of silk agaiﬁst her
stays, in the brightest colors that will attract the
most notlice, in her afternoon tea, in the feel of the
hot sun against her flesh. She is alive to beauty at
every moment and in all places, whether the sky at sun-
set or a gleaming kitchen. So she finds it hard to
believe that the most beautiful things in life, and
those which give her the most intense feelings, are vain
and wrong.

Her narrative is filled with "I love"--Matt's house,
Matt, parties, driving, Gulley, Wilcher's house at Tol-
brook, Wilcher, his town house at Craven Gardens. Her
natural gusto 1s as evident from her selection of friends
(Rozzie and Gulley) as from her choice of flamboyant
clothes and large hats. Rozzie comes to visit Sara
shortly after she becomes Mrs. Monday, and, although
Rozzle wears her most respectable dress, the one she
uses for "customers' funerals, old ale color," she can-
not quite hide her bar room manners in a gentleman's

house:
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But though Rozzle trlied to hold herself in, she
couldn't do it. She told Matt at dinner not to
kick her under the table. 'If you have enough
for Sara, it's as much as your life's worth,!
and she sgaid to me: ‘'Don't be jealous, Sara--
I wouldn't have him for a back-scratcher, in
spite of his nose.' (1l)

Matt turns purple, but the "upshot" of the situation is
that Rozzie finally attracts the attention of the whole
town, to Matt's mortification; she comes out in a pink
s1lk dress with green sash and a green hat with ostrich
feathers to the walst and Sara buys the same kind of
clothes.

The bright scene of Sara (a widow of six weeks), -
Gulley, and Rozzie guzzling beer in a temperance hotel
1s another comic highlight of the book:

e o o 8l1 of us in a row on an old horsehair

sofa with its springsburst. First it was when

the springs made noises under us that Rozzie

made remarks, and do what I would, she set me

off. Then Gulley was such a queer gight, the

little spindle, between us two big Wwomen,

bulging out over him, that it made us laugh

to see him. (98) 5
Though Sara protests offense at the vulgarity of'Gulley
and Rozzie, not a man passes by Sara's eyes without
calling forth a comment upon his physical attributes:
Mr. Hickson's "handsome chin"; Gulley's grin, which
makes up for the loss of his tooth; Wilcher's long,
thin red lips, which, Sara says, are evidence of his
hot blood. Her second sense 1s always directed toward

the charms of men, even when her mind is on something

else; for instance, she complains about Rozzie's inertias
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in settihg.up & boardinghouse: "she didn't really want

- .a place . . , but when her brother-in-law, who was a

aergeant major, and one of the finest men I everp saw,
came down to see us . . ," (101).
| Sara not only enjoys life but, because she is so
- aware of 1ts beauties and joys, savors it. Knowing
very well when she is in a good spot, she marvels at
the fact that a mere cook can marry the master of the
house, that she can light the garden with paper lanterns
for a big party and dance all night, that she can re-
galn a position as housekeeper with her own garden after
she has lost her "character." But her joys with Jimson
Surpass even these comforts, as Sara recalls tenderly
the days of her "honeymoon": v >
Jimson and I caught up every moment, every
bright day, every laughing face that passed,
and every calm night, and re joiced in it to
each other and put it away in our minds. (119)
3ara possesses a wisdom about 1ife which surpasses the
understanding of those who divide living into good and
evil. She converts everything about her into her own
particular system of joy, as she rises for early service
on Sunday mornings in order to enjoy all the more the
bacon and eggs which follow. Her system of joy 1s that

of a "first-class" cook who carries on an affectionate

dialogue with every scéhnitzel and souffilé prepared for

& man. As she grows older, Sara comes to believe that
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the role of housekeeper 18 not only important but a

- 8ource of peace not to be found in the baek@iting and

envy of the drawing room. Her hymn of celebration to
the kitchen 1s as charming as it is'delicately humor-

ous.

[}

How many women, I thought, can sit before a

fire like this one among such a noble property

of books and pots and cups and plates and

knives and forks and whisks and pestles and

colanders, bottles and kegs and jars? UWhy, I

thought, the mustard pots alone would make a

regiment, and a kind of awe came on me at all

these many things put into my sole charge,

Well, I thought, if you tied a knot of all the

roads nnd railways and pipes and wires in tne

world 1t would come to a kitchen in the middle

Of ito (183"1_4.)

Sara need never look too far outside herself to
find happiness, éven if she worries, a little, that
true happiness might be found only in Sunday service,
Only we can see that the orthodox approach to spirit-
uvality is as unsuitable to Sara's personality as are
decorous clothes and a staid manner; Sara is directly
spiritual because she is conscious of the joy of being:
"There's not so much happiness in the world that anyone
can afford to waste it" (61). As Walter Allen says,
"If /Sara/ cannot square her behaviour with her sin-
cerely held religlous beliefs it 1is because they cannot
in the nature of things be squared. In her own eyes
she is a sinner; but to the reader her life is a hymn

p
of praise to creation and the Creator." [ And when
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Sara's Joy 1is ‘severely rationed, she headsin a new

direction—-usually toward another man,

When Gulley deserts her in a rage, having cut open
her head against a bedpost because éhe nagged him to
sell his paintings, Sara leaves the house at Ancombe
too, bed&use 1t is no longer a home with anything
"reasonable to do . . . cooking nor shopping; and why
should I mend for a man that wasn't there?" (163). Man
means home to Sara; so, curling her hair over the cut,
she packs up and registers rfor a new cook's poesition,
As she has told us earlier in her story, she "never had
Rozzie's art not to care for anything and to keep /her-
self/ going on, 1like a horse, without any kind of happi-
ness or hope or proper object in life" (142). Sara's
warm heart expresses itself in a hearty benevolence to

all those who don't endanger her immediate security;

she loves to take care of everybody, if Sara is taken

care of first. For example, she returns to Gulley énd
his new mistress after he has left Sara, scrubbing the
house and caring for the pregnant girl as if she were
her own daughter, but she also loves the company, the
chance of getting out, and posing for Gulley again as
well. Sara 1is always apt to make the best of a situ-
ation, whether it is alleviating Matt's embarrassment
in bed or playing confessor to the outpourings of Mr,

Wilcher's scruples (although she takes small naps during




the recital). 8he never condemns the roughness of

children, but understands that Bobby, Wilcher's nephew,
1s trying to show affection in his boy's way, or that

Gulley's son, Tommy, can love only the gift of chocolate

bars as yet. Of course, it is not an accident (on Cary!'s

part) that we hear little of Sara's four young daughters
in the eariy part of her narrative but much about
parties and Mr.rﬁickson.

So Sara 1s both generous and indifferent as the

sltuation suits her. We know very little, really, from

Sara, about Wilcher's 1liness or Gulley's paintings, and

she does not have much to say about being dismissed from
Tolbrook because she wants to divert interest from the
exact nature of her thefts., Moreover, she does not
reveal the total extent of her illegal possessions since
she has not apparently done so for the judge, but masks
all behind the gusto of her intention to "keep upon a
steady line" (273). Prompted by the chaplain, Sara
agrees enthuslastically that the seed of sin was in her
"from the time when /She/ ran about wild in a pigtail
and flirted with three boys at the same time" and that
she had always been "all in a moment, like a dog or a
cat" (273). But "a good cook will always find work,
even without a character, and can get a new character in
ﬁwelve months, and better herself, which God hélping me,

I shall do, and keep a more watchful eye, next time, on
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#y flesh, now I know it better" (275). So Sara's story

comes to an end, trailing‘qwsmall eécho of self-justifi-

Sara has come to exist fullbodied before us though
she has tried only to write a confession demonstrating

that experience has taught her moral wisdom, Cary has

- managed to produce the live image of a large voluptuous

woman, not very beautiful, vwhe more than compensates for
lack of beauty by a delight in her body which is cer-
tainly communicated to others; who chatters happily away
about beautiful days,  ted-time, and masculine charms;
Wwho tries to relate her eéthical teachings to her sexual
avidity. All the devices Which Cary uses in enabling
Sara to tell her story--the chronological recall; the
concentration on vivid events, sucg as parties, seduc-
tions, new kitchens, while intervening years pass by
with 1little coment; thg simple writing style which is
vividly direct--suit tale to teller admirably. Sara's
education is sultable for 8 cook, not a literary stylist,
She tells us that her daughters were embarrassed when she
talked "broad": "Only the week before, when Belle /herp
daughter/ had a crowd of hep Iriends, talking about
literature, I had saig that the 0ld books werse the best
for the new ones had no religion. But I spoke broad

and said 'bestest! ang "theytm'™ (8l).

Her flamboyance and vivaclity are cqgg?tas much by




the tone of Sara's narrative as by 1ts content, a tone

-

of zest which is assertive and unembarrassed, as this

cataloguing of her assets demonstrates:

For thank God, I had my health and my strength,
all my teeth, which, though I say it, were the
wonder of every dentist . . . and not a gray hair,
No one would have %taken me for forty-six, nor yet
thirty-six, For if I was plagued by my heavy
body, yet I had this for a comeback, that my fat
kept my skin tight and firm.(167)

The worse genteelisms expose her middle-class upbringing

as much as a shrewd calling of a spade a spade para-

doxically does. For instance, she calls leaving her

‘door unlocked at night when Jimson 1s around laying

herself "ppen to a villainyg“ but this is how she inter- <\
prets neighborly love: "why should I poison a gift with
looking beyond it, especially in the country where, God
knows, a bad thought about a neighbor 1s as good as

grease in yOur own soup" (153).

Finally, even though Sara's language is simple, her
powers of articulation display an imagination which is
creative if untutored. Since what she knows best are
the homemaking arts, she apprehends the natural world
in these terms: "the elms rich like cucumbers halfway
through August" (171); a hole in Jimson's coat “like a
baby crying to be taken up" (91); a souffle in the oven
"that needed watching like a young child on its first

legs" (78). Cary overdoes the similes in Herself Sur-

prised as much as in Jimson's bodk,'ultimately making
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L. | | tiresame a clever trick. But the technique worlks
superbly well at times in defining Sara:

But what a delig@imﬁ% go bowling along in the
old Argyll and look once more on the fields,
especlally about harvest time when Edith was
born, and the corn as ripe brown as a duck's -
egg and the barley as white as a new-washed
halrbrush, And three_larks at a +time trilling
and tweeching as if the sun had got into their
brainsg and made them gloriosus.(27). ”

Bara's most permenent possession in the world is a

kitchen; yet she needs nothing else but the Joy of the

earth,
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How successful, then, may we consider Cary's use
of the life story written in the first person for

embodying character in First Trilogy? The severe

limitations of self-knowledge which first-person nar- 4
rative imposes do dramatize, as Cary hoped, the isola=- |
tion of the individual, Sara is a woman, concerned

with the internal relations of home and family, and
because she is profoundly different psychologically from
the men in her life, she cannot understand their need

to act in the world--why Gulley must endanger the se=

curity of their home in order to manifest his ldeas,
why Wilcher fusses so much about the responsibilities
of his position. Wilcher displays by the account of
his 1ife that senility is a blanket term which has no
regard for the individual, who is never "normal." Pepe
haps unstable from the viewpoints of some people, each
of whom considers another a little less normal, Wilcher
acts in a way peculiar to his personality and his ex-
periences, When he explains his situation, the peculiar
pattern of variables which motivates him in a certain
way, then we begin to realize that personality analysis
1s not so simple. Gulley Jimson pierces through so
many of the superficialities of others that he is 1in
dangef of losing his sanity trying to live in such a

world. As a consequence, he nust detach himself from

4




'ﬁ;ople and, in his own highly aware sphere, is as self-

absorbed as Sara or Wilcher. Though he realizes that

~every other man is the same as he, he imposes his will

upon others by violence when he cannot assert his own
needs in society,

Cary was most able not only to demonstrate the
logic of his three characters! way of acting through
first-person narration, but he found this technique
suitable for making his characters sympathetic, Bé-
cause we cannot depend on any other knowledge about the
narrators, we must listen--and then we hear their
galety or sadness, determination or confusion., It is
the emotion behind the explanation that touches us,

The power of first-person narration can ;ie in the fact
that the value of the novel or story deﬁends entirely
on the credibility and vividness of the speaker., Cary
has given a great deal of 1life to his three narratoré.

He has tpied also to gain sympathy for his chap-
acters, by means of the life story, through the dramg-
tized conflict of public image and secret passions,

For instance, Sara may appear to be a crude and cal-

'culating professional mistress, but her sheer delight

in masculine attention gives a completely different .

slant to the Picture; and her reasons for making herself

available (to have a hame, someone to take care of, and

some luxuries) are understandatle enough. Wilcher ap-
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péafs ﬁb be/a fussy old-maid type, but given his in-
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8lghts 1nto the tragedy of transient human 1ife, who can

not understand his paralysis? And Jimson, having been
defeated enough by a harsh world, learns finally to
brush off conventional attitudes, Cary tries to show
that deep within the individual personality exists a
unity which expresses itselfr in ways only apparently
contradictory, But here he gets intq»troﬁble.

The unity of personal traits within an individual
1s revealed so clearly, in order to bring him forth from
the page, that the character becomes at times nothing
but a cliché. Cary does not want to mislead his readers,

8s he states very firmly in the Introduction to First

Trilogy, by making amblguous revelations about chap-
acter (although the hearts of the characters are finally
ambiguous), but he falls into the otherp éxtreme of
making too definitive statements about the personalities
of his narrators, although indirectly, through their

OWn words,

For example, since Cary apparently means Sara to be

& hedonist with a Christian conscience, he makes slmost

e S S

all of her reported experiences and her reactions of

1ike kind--temptation, downfall with profuse exeuseé,

“8pirited but weak resolution to do better. The author

wants us to know, too, that Sara is so much a housekeeper

that she sees the world as a kitchen; consequently, her




every description of the non-domestic world is accom-

Aplished by analogy to the domestic. We have no doubt

about how to interpret Sara (first-person narration,
as I have shown in the opening chaptef, can‘be respon=-
sible for author and reader's coﬁimg to different con-
clusions about the personality of a character), but
she becomes linear in the process, and the narrative
becomes satiating after é few readings. AShe reacts to
far too many situations with surprise, and in the same
degree; after a while, the joke becomes a little worn,

The problem is not exactly one of lack of com-
plexity in charactéfization, for certainly Thomas
Wilcher, as well as Sara and Gulley, has a great deal
of imagination and insight. What they think about 1is
profound (Sara's awareness of the beauty of fieSh,
Wilchert's life-long meditation on the meaning of time,
Gulley's interpretation of the fall of man), but the
way in which they act is theatrical if not of'ten like
slapstick. Perhaps Cary found that larger-than-life
characterization was necessary to make vivid his
speakers, since everything the reader knows about them
depends on what they tell us and what we can glean from
thelr gestures., Wilcher, at the time he is writing,
is less one-dimensional than the other two characters,
but his past, which takes up three-fourths of his

book, is not so real as Wilcher's seriousness seems to
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~ demand. In short, the three characters, acting pretty -

much according to one princliple--Sara, weak flesh;
Wilcher, timidity; Jimson, defensive tenderness--do not

display the varied manifestations which such dominant

motivating forces would seem to take in living persons.

Cary did not succeed totally in revealing character
through the technique of the first-person life story.

Yet he created his three characters as alive and

“hépping, if not totally real; such an accomplishment

for first-person narration 1is a considerable one. The
color and verve and tenderness of the characters--Sara
in all her glory flirting outrageously with a man,
Wilcher Sneaking away from his Tamily to court Sara
like a young lover, Jimson playing the aesthete with
Mr. Alabaster--remain with the reader even if he does

not wish to return to theip worlds.
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Chapter I

~ 1New'Yonk, 1958, p. ix. Subsequent references to

this edition will be cited in my text. Each book of
the trilogy shall be designated as such: (HS), (IBAP),
(Tm)o -

2. « « I was aiming at a high concentration of

character., In this I did achleve something of
my intention. Iy three characters did gain
some three-dimensional depth from their con-
trasting views of themselves and each other"
(x1ii),
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"The three different worlds were also distincte.
My failure was in the contrast or overlap of
these worlds. They were not sufficiently
Interlocked to give the richness and depth of
actuality that I had hoped for (xiv).
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