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rime' and Space in the FictioJ\, of f\falcolm Lowry 

Apstract , ./ 
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This ~study of 1--1a'lcolm LOlhy ' 5 fiction explores his art in terms ' 

, ~ of his pb'Üosophièal' and 'â.~sth'etic beliefs. -riieJèhief premise of 
( \. 

the thesis is that ~owry's indtvidual\ works are best'understood 

as ;~mbers 9.t "his unflnished JTl~steiwork The Voyage That Never Ends. 

\ 
1 
\ 
\ -

. t 

"'"\ 

Lowry's letters~ ~eading, and manuscripts are cxamined in orde: to. JCq 
." .. :l _ 

cl {irif y the attitudes toward time ~nd spa~e which led to his, concept 

.~ the never-ending voyage., Detailed analysis<of the fiction 

: . follows. Lowry beli~ved that time must flow if life and art are 
- ' , " 

to contimle, and each of" the novels expresses a protàgonist' s . ) 

repeated efforts to overcome the stasis of distorted përception. 

Through narrative techniqu'e, image, symboJ., and styl«7, Lowry crea,tes 

a narrative structure that embodies his concept of man's never

ending struggle to free himself fro~ the past in or der to live in 

the p,resent and create the future. 
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. THE VOYAGE "I:HAT NEVER ENDS 

Time and Space in the Fiction of ~falcéJlm Lowry 

( 

Résumé 

Cette étude de la fiction chez Malcolm Lowry' 'traite sur son 

art de la perspective de ses croyances philosophiques et esthetiques. 
,(). -

Lé point saillant de cette thèse est que çhacun nes écrits de 'Lowry 

'peut être mieux compris s' il: e~t considere comme une parti~, de son 
, .' 

oeuvre-globale inachevée, ~'Voyage That Naver Ends. La correspondence 

d&'Lowry, ses lectures et s~s manuscrits ont été analysés dans le 

but de comprendre plus c1aireme~t se~ idées concernant le temps.et" 

~ f espace qui l' on~ mené a s a conception 44 yoYage..~~ns fin. 'Une 
, . 

analyse detaillée de la fiction, est ensl:li-:e entr,eprisè". '~i.owry: 

croyai t que le temps 'devait passer pour que' la' vie-- et l'art puissent 
( -' " . 

se peTpét~er, et ohacun de ses romans décrit les efforts ~oustenus 

d'un protagoniste cherchant a surmonter l'immobilité dfune perception 

deformee. Pat' la technique narrative, par les images, )e~, symboles 

et le style, Lowry cree une structure narrative qui incoTpore"ses 

idées sur la lutte incessante de ~'homme qui cherche à se 1ibére~ 
.. .. (> • 

du passe afin de vivre dàns le pr~s,e!lt ~t de creer 1 ',avenir" 
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There is no poetry when you-l' ve' there.· , 
Those stones are yours, those noises are yo~r mind, 
The forging thunderous trams nd streets that bind 
You to the dreamed-of bar wh re sits despair 
Are trams a9d streets: poet y is otherwher~. 

- The cinema fronts, and shops once left behind 
And mourned, are,mourned no more. Strangely unkind 
Seem al! new lan~~ar~s of the no' ... and here. . 

" ' 

\ 

But move you toward New·~ealand or the Pole, ----~~ 
Those stones will blossom and the noises sing, 
And trams will wheedle to' the sleeping child 
That never rests, whose 'ship will 'always ro11, 
That never can come home, but yet must ,bring 
Strange trophies back to Illium, and \'lild! 

Malèolm Lowry 

". • • the attempt has been made to relate these typical drearns, 
or vicarious adventures, rrot disc~etely, but in flux." 

Conrad Aiken 

/ 

,~. . , every being feels as space that~hich . . ",' he is able to 
represent to himself in form, outside ~ himself; and that which he 
is not able thus to represent he feels as tirne, ,eternally moving, 
imperrnanent • • • ." 

P. D, Ouspensky 

.. 

". serialism in Time is almost bound, ta signify -'seriaÙsm in 
other matters ,we shaU' find that it involves a(lserial obsever." 

J,W. Dunne 

.1 
"Set ye out \1pon pthat tNever-ending \Joumèy, eacq step of which is 
an unutterab 1 e reward t • • • ." , j' ,J 

\ ' 
" to- ,exist is 
to g? on creating 

; c 

i: 
, 

, 

to change, to cange 
oneself endless y." 

Frater Achad 

is to mature, to mature is 

HenTi Bergson 

''The time has. corne for the seed sown by ~eraclitus to brlng forth 
its mighty hlirvest • Il 

Ortega y Gasset 

.. , 
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, . A s u~y,of time and s~aèe in literature rests upon the assumption 

that 'in so e sense temporal\rnd spatial dimensions pertain to poetry 

andofiction. Certainly the ~umber of studies during the la st thirty 

yeàrs, espeçiallr pn time, but\mbre rec~ntly on space, by such èritics 

as Joseph Frank, A.A. Mendi1ow\~ Leonard Meyer, Hans Meyerhoff, 

Cary Nelson, Georges Poulet, and Sharon Spencer, reinforce th~ 
: ~ t ,\ a 

~elief that~a novelist or a ~oet, through his manipulation of 
L ' , 

language and technique, is 'able to create the illusion of time and 
1 ~ 

space ~n his art. In his Laocoon, Lessing'categ6rized literature 

li as a temporal art which ~req1Hres, a unilinear passage of "time to be 

apprehended. The plasti~ arts, on the other hand, were describ~d 
\ 

as space arts because they are ideally capable of being perceived 
~ 

instantane?usly. Fro~ Lessing on, discussion of time and space in 

art has been- a discussion of the perception of t~mporal and spatial 

. dimensions in the art obj ect or a study of the interaction of perception' 

and the art medium. 

'Time' in fiction usually me ans continuity, irreversibillty, and 

sequence inherent in the syntactical structure of language and embodied 

in the story element of a work. ~1endi1ow 1 one of the first critics of ' 

time in the novel, has pointed out that there are several time levels 
~ 

in fiction: there is the time required to write and to read the workj • 

'th~re is 1 the fictional time in which the story is set; ,! finally there is 

tQe narrator's time, usually a present viewpoi~t looking back upon '. the past of the story. TPe pa~t, present, and future of the character~ 

-exist with~n the fictional time,wh.ile the subtle relationshi~ of 

fictional timé to narrato;'s time or th~ reader's timc creates many 
, ~ \\ n 

. interesting temporal relations. It is weIl recognized that a wr1ter has 
, .. 

eJways been able to, slow down or speed':up his narrative in order to 
, 

manipulate the re~der's expectations of temporal .flow; Ste~e was the 
1 ~ 'f~ 

first noveÜst to explode narrativé sequence,. Finally,' what we caU 

r'time' in literature is experiential andosubjectiv~ as opposed to the a 

" 

Q ... 

, , 

'\ 

-, 

," 
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objective time that is measured ~n science;- in the words of Thomas 
.... 

t.1ann, "time is the medium of 'n~rr~'t~:on, as it is the medium of life." 

Critics, however, are ho longer wiliing ta describe literature 

,as a solely temporal a~t; this even applies ta the novel which is 

tradition~lly considere~ the Most' temporal of literary ~orms., The 
" 

writing of Proustt, Eliot, 'Pound, Joyce and others necèssitated a· 

critical revaluation of Lessing' s c'ategories. 
1 

One of the first modept 

attempts to restate the time-space problem, and still on~ of the gest, ' 

15 Joseph Frank' s "Spatial Form in Hodem, Li terature." Using Lessing 

as his starting point, Frank argues that modern 'writers "ideapy 

intend'th~ reader ta apprehend their work spa~ally, in a moment of 

time, rather than as a sequence ~" Units of meaning, from passages of 

exposition and character descriptiQp ta symbols, images, key words 

and phrases, are presented disjointedly in juxtaposed fragments, ~nstea~ 

, , 

~ ~~ 

of consecutively, sa that their ultim~te significance doe~ not depend ~~, 

upon a temporal ~equence; therefore, such works must be read c 

reflexively,. More recently, Cary Nelson, in The Incarnate Ward: 

Literature ~ Verbal Space, has argued that poetry and fiction comprise 
. N, 

a world or space which we inhabi t when 

"to read is to fold the l'/Orld into_ the 
,\ '" . 

we'~ead, or conversely. that 
,1 

bodY"s house." Nelson, 

applying a structuralist methodology (and assumptions) to the intensely 

ïrnmediate experie'nce of reading, belie~es' that space is "inherent ta 

" literary form" as 'we1l as' a mode o~ perception. 

. \ The "world'" of à, nov~l, "this pattern or structure or organism, 
.. '- . 

which includes plot, characters, setting, world-view, 'tone'," is as 
\ 

Wellek and Warren point out in Theory of Li terature, a "space term." , -
The nove 1, then, is a structure which the reader is i~aginatively 

able ta inhabit. Simultaneously, the nove~ is a time art; it iSfa 

narrative form'of fiction and tells a story .. temporal sequence. ln 
, 

. of timeo and space are as inextricabIy involved in the percepti~ of a 

. ..J1l!>ve 1 ifS i,n li fe. , 

The significance of time and space in narrative ~iction is a 

function of structure. Throughout the present study, the term 

struçture is used tu refer to the aesthetic~lly directed formaI elements 
,< , 

of fiction which are constitutive of narrative art. By narrative 

1 is m7ant a literary work that contains a story-tel1er and a s~ory; the 

.' 
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- ' -- ~ 
forma,l elements, plot, technique, s~~ image, and style', 

are the means by which the Jriter creates ~~arrative structure. ~ 
Only in the manipulation of these formaI elemei'tt's is the novelist able 

to create a structure th}t can suggest temporal and spatial dimensions. 

'Iri fact, in the case of much-modem fiction, writérs appear to be 

r- especially interested in exploiting the tensions arising from the 
o _. 

temporally and spatially directed elements of structure. 
ç 

~~ Malcolm Lowry wa~ fascinated by questions of time and space and 

his work is extremely',well suited to close textukl analysis. In this 

study of Lowry, two problems are discussed: first, the structure-of 

each of his books is examined in order to explore Lowry,'s handling of 

time and space; second, and most impor~ant for an appreciation of 

Lowry, the reasons fol' his particular handl1ng of time and sEace 
-

are clarified. Too often modern crÏtics (Meyer and Spencer, for 

~ example) assume that,'because contemporary writers exploi~ spatial 

dimensions in literature as opposed to the traditional temporal . 

,- , 

-
dim~nsion, they are Tor various reasons antippthetic to time and seeking 

to overcome, through "spatial forro" or stasis, temporal flow and the 

phenomenon of change; this is certainly not the case \vith Lowry .. 

Questions of time and space in Lowry" s \ fiction form the essential , , 

core to his understanding of art and reality.' Lowry was a romantic 

(terms li~e visionary, Dionysiac, or possessed, also Gome to mind) 

and he was a highly intellectual, philosophically oriented writer 

in that he strove to embody in his fictiçn a- complex and p~ssionately 

lived metaphys1è~~~ examining his ideas on aesthetics and metaphysicS ----- ' -and carefully exploring the- structure of ea~h ot hi5 books, one may 

acquire ~ bètter ~derstanding of Lowry's unique geniu~ as weIl 

as of his position in modern literature. 

Chapter I of this study comprises both introduction to and 

summary of Lowry's work. Without sorne prior k~owleclge of Lowry's 

concept of the never-ending voyage, it is not easy to a~preciate the 
fI --

~ novels and stories. Chapter' II is davoted. to a study of Lowry's ' 

philosophy and aesthetics. Chapt ers III to VII are detailed textual 

analysés of Lowry's prose work that explore the fun~tion a~~- Si~ifi~ance 
of time and space in the 'structure of his art. ' >' r 

e ': " 

.Op.e of the essential aims of this s-tudy. growing as i t does out of 

\, o • 

. 
\ 

.(' 
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my ~r:at ,ad~ira~ion for ~QWry, is toobring as much material aSI 

possible to bear upon a comprehensive analysis of hi~ work. The , 
1 - , 

\ .. J " 

material discussed is not limited to the publishèd n~vels ~nd 

1ett~rs b~t, where helpful, information from the manuscripts, uotebookso, 

unpublished letters, and Lowry' s> '1951 s'tatement about his Work in 
l ' --

Progress ~asl also been inc1udecf'. Lowry' s manuscripts are of particular 

v~lue to/the critic of ~his work, not only because 50 much manuscript, '.t 

material exists, bl1;t because three of his books, Dark as 'the Grave, [} , . 
October Ferry ta, Gabrio1a, and Hear us 0 Lord from heaven thy 

n - 2 \ -------

,dwelling place,were pub1ished posthumous1y with differing degrees 
1 

'. 9f ~diting. Consultation of the mànuscrip~s facilitates ultimate 

evaJuation and, at time5, understanding of the text. 
1 q. 1 • t 

This study of Malcolm Lowry owes much tQ previous work on' 
- ' 

the man and his art; the long bibliography of critical studies 1 

,-P 1 ~ tif; 
reflects the ext~nt d,1 t his d bt. Two books, however, ~ve been~Of 

.,parti,9,ular value~Wi1l!iamNe~'~ short but, thorough and sensitive 

Malcolm Lowry an,d Dou~las Day" s recent biography. 'I,wish to exp es 

my appreci~tion to J~y ~artin fo! his help'witb Aiken, and to Alber 
" /. / 

Erskine and Margerie! Lowry for their help with details ~ 

. . " 
Lowryis work •. c Anne Yandle, Head of the Svec~al Collections "Libra y /1 
at the University: of British Columbia, has been ,exeeptionally ki d~' : , 

'allowing me to study the Lowry papers. ,II would ! like to thank ~ .jf1~, ~." /. 1 

preparation of the thesis: in patticular'~ Petér Bui tJnhuis, y j.' " j.",: . ' , 1 . , 

/ 

members of the McGill English Facul ty who' have assisted me in he "- : ' ,/1/"-

superv.isor,an~ the other members.of my,. P~.DI Committ~e, Abbo t C~o w~~ ,'l' 

and Louis Dudek. I ail! also ind'eo'ted to Al~c Lucas J ',Peter lin,i 1 _ 1 ~ ! 
MaX 'Dorsinvill~, and Da~id WilliàmS. Above aIl J oI W"ish t thank" jl':' 1 

° ,IJ 
my husband who, thPugh not, a 'Lowry afficionado, has enco Il 

,!! 1 advised me throughout the research and writing of this Finàlly J "r 

l wiSh to express my thanks, ta the Canada Council for t e Doctoral Fellow- ! 

ship that enabled me to pursu~ my Lowry studièS and Canada Couneil 1 l' 
1 

,.:md McGi1~ Graduate Faculty for grants that allowed study the, 
~) 1 c· 

Lowry papets in Vancouver. 
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CHAPrER 1 
, " 

THe VOYAGE THAT NEVER ENnS' 

, ' , 

., 

, '. 

. "'1 

.r ! 
! 

p / 
1 

'l' 

The-Voyage" That, Ne;e:t Ends was Lo~y' s tit1'~ ~ot an inter-1 

/ 
/-

. 

, , 

eonnected group of noweLs of which only a few were in any sense 
- ~ "9 .. ~, , 

C) , 

com~l,eted .. Thi.s ~ge and ~ascinating .p:roject ~v~J<ved slowly in - 1 ! '\. 

, his mind. 1 ~ometime during 1940.11 Lowry ~,onceived of, q Oantean trilogy'-

tOI 'follow ~n from Under 'the Volcap~, -~nd in 194~ he described his 
,~ 

p~an to~trye p~blisher Jonathan Cape: 

> CI] con,ce5.ved the idea of a trilogy' entitled°!!!i Voyage That Never 
u!nds f ~Jyour firm (nothing less than a trilogy'wouldJdo) with the 
!Volcan as the first, infernal-part, a much amplified Lunar Caustic 
i as th 'second, purgatoria1 part, and an enomous novel I was also 
1 work" g on called In'Ballast to the White Sea .. ~s the paradisal 
, third part, the whole to concm the b,Jt"tering ihe~ human 'spirit'" 
takes •.• in its ascent ,toy..ards its true purpose. 

• 1 • 0 

In /.a3.11ast to ~ White Se~1 totally d stroyed by fire 'in 1944. 

, 

• Q 

/", . 
" 

" 

a 

wa/to have been the story of a young an's salvation from in~rtia 
t rough the coincidental meeting,with an older writer for whom he, 

, , . '. 
as plysterious "tr~scendental" feel'ngs o~ affhity (Selected Lettérs, .. t 

Lowry~s plans for ~he~novel e~~ fascinating and its dest~ftion" 

is a sad 10ss. .. 
, Althoug~,.!li Ballast to __ destroyed, Lowryl,~'~ . 

/ 
. /plans for a J1l8-j~i' opus grew. . Ver . l,ike.1y the Dantean paralle1 r' , 

o ",,'. ":'alth~ugh aiwa~~t'loose, became too restricti\(e for Lowry'~ c'ertainly 

"/ / Dante's hlerarc ica!, Pl~tonic structure was ~ri,cong~nia1. It .was 

, l ' ch~à~eristic f Lowry'"s c;eative methods and phi1osop~ical beU;fs 

Il ~~:h:i;a::a:fJl;:~: ::P::: r~:o:::i;~:::th~: ~~:::::re::;:~~:::~ 
and he wrote t his agent Harold Matson that it would include, 

" 

/ f~ve, perhaps ix interrelat~d novels, of whic~ t~c Volcano wou1d ,.~ 
/ o\l be one, thoughl not the best one ,by any means, the novei YOll sugge~ted , ' 

1 should writ, sorne years back, a sort of Unde'r lInder the ,Vo1cano, . 
shoul~ be tenlti"!!J~,s mor~ t~rrible (tentatively it',s called, Ollrk !! ' 
~ Grave lj Whe,re in" !!!l. Fnend ~ Laid) a:nd the las.,!: one La Mordida that 
throws the whole thing into reverse and issues in triumpn. (The Consul 
i~ brought to Hfe aga in , that ,is the real Consul; Undet the Volcano 

1 ., " , 1 l' 

. . . ' 

,'. 

."" • 
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itself functions as a sort of, battexy' in the middl'e but only· as 
a work of the imaginatioIt by the protagonist.)' Better stitf':'~!'" 1 

some ,ye>ars back r ·was not equipped, t'o ,tackle a task of thi'~ ';"n~ture: • • 
now 1 it seems to me, l '.ve gone throùgh the 'nece'Ssary spir"1rtùàï ordeals 
that· have permi tted me to See the truth of what l 'm get'ting at and' 
to see the wh~le bustnes~ c'~early: Op • • < " 

'0 ' .. : ,(Selected Letters, 267) 
, ' 

Lowry: sent a (fetaj.1ed fifty-
,J.; • 

e statemen~ of' this ambiti~s , . 
tson' on"November 22; 19Sr. project ,entit~ed ~ in progress to 

.~ a 1 

Matson then sent' Work in Progress to Robert Giroux of liar.court-Brace ' 
1 .. ~ ,f lJ ft • 

,who wrote back to say that "THE VOYAGE T!"-lAT NEVER ENDS, ·promi.ses _,'.U - ~ 

., . 

< • 

" 

what. might~bé the most important literary project of the deCj.d~" l " \' 

Il c ,1 " 

(~ected Letters, 445). The,new plaQ for.bis'nevels was as'follows: 

. ~~E VOXAGE THAT NEVER ENDS ' ' 

\l " 
l ' 

The Ordeal .Qi SigbÜ~rn 'Wilderness, 1 • 
JHp.ti tled Sès. Novel , . '" ,~ 

\ 

' , 

~ 

{. 0 

" " 

,1 

Bunar Caustic ~ 
Under the Vo1cano; The Centre \., 1 • 

\. " 
\ 

Dark as, the Grave Wherein ~ Friend' Is Laid .' ~ 
âridaiiüs - " !" ~, - '---'-

" La Mordida '" 2 
~ Ordeal of Sigbjlrn Wilderrness, II 

. \9' l'" 

- ~' 

,nie -iJ~;1ed sea' Novel ;;,' of c'ourS'e J,,; U1 tramarine whi.ch Lowry, felt 

, nee~d consiàerable re-writing. Lunar Gaustic, instead of'funètioning 
o - 1 ..1\ ,l • ,_ 

, as a ':p~rgato~io" as in the earlie-r trilogy plan, now f~Jls before • 

Under ~ Volcano wQich-holds a foqa1 p~sition mid-w?y in the Voyage.' 
, , '" '.r'-

, 'Lowry thought of Dark as the Grave, Eridanus, and La" Mordida as a' . --- -, 
. ~ "trilogy" within ";the Voyage' and he worked on them concurrently. .~' ,0 " 

~ ~ccôrding to Work in Progress,' Eridan~s was to consist of' th~ .:;torieos 

in ~·us 0 L~rd, th: 'p~ems in his unfinished colle~tion Th,e '. , .. '~ 
Lighthouse Invites the Storm, and a play. October nerry ~ Gabriola, 

, r \ 1 

.or,iginally intended as ci story for Hear us 0 L,ord, grew into ,a. full-

'. scale l'Iovél 'absorbing most of the mate~ial for Eridanus. J 
~ 

. Des~ite .this impressive outline, Lowry died"in 1957 wJth very 

littie" of ~ voy:age' That 'Never Ends in' it$ final ~o~r _Da~k "~ the 

___ ~rave, ,October ,Ferry, oand ~ ~ Q L'ord, ~ere aIl pMlisheçt> posthÙm~usly ! 

and, with t~cepfj;on-uf'~41s'-lLLor~J _~nv()~!~a maJor e?iting'. 

~ Mordi'da, Erlpanus, ~nd The Ordeal o,f Sigbj!rn Wi1de"-r~ess, parts, 1 - "', 

~nd ~I, comprise hundreds of pages'of manuscript, and typescript p~used 

, , 
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Jin the~Low.ty"Çollection at the University of British CO~lflbia. 
\ , The Ordeal~fllsigbh1rn' Wi1de~ess, judging by the VOYM~ pl~n the nlost 

, :' " cru~i.al of 'th~se manuscripts, is a' spra\~ling cq,llec-efoli/ of prose 
, • .. ~ : :<> J J" 

~-- --

passages', i~ersper.?ed ,,!i th notes from Arthur to:v~jo:y' s The Great 

Cnain of Being and Annie Besant's ~ Ancient Wisdom. Briefly, the 

p.!'9.tagonist' called Martin, lying in hospitaI, overhears a conversation 

• about himself and experiences a vision in which a friend who committed 
- L • c., 

suiçi,de during his university'days returns to ç:onverse with him. 

_Littl~ more of'shape or purpose can be glean~d from the typescript. 

Given the fragmentary state of Lowry's The Voyage That Never Ends, 

the question natùrally ari~es as to how and why the Voyage can be 

us.ed as' ~he base for, a discùssidn of Lowry' J work. In the first 
• 1 ~t 

place, enough of,tne ~yage exists to make Lowry's intentions clear; 

,r' •. tl1e. fact that sorne of. the novels are "corrupt texts" (unfinished by , 

\.. "::::;:t~!:) :~;:~f~::::: ::e t::~~:r:e i::~:::~~.·no;:l:~e bU:c::S p:::e . 
... 

" 

\~ 
~" 

\ 
1 

as weIl as being the informing idea and the title'of the,collection, . . ~ 

the concept of the never-ending voyage is integral to t individual 
, , 

texts; each nove! and story can only be fully apprecia 

"the voyage th'at never ends." ' ~ 
,Th~ sign:i!;ficance of "the voyage that never c;nds" 

in terms of 

\ 
wo-fold; 

the voyage is a searcH that'is never finished. ~In other words, the 

voy,age is a quest without a fi~al goal ~xcept tfie kno~ledge t1hat -the 

voyaging must continue. Through this conoept of the voyage Lowry 

attempts'to give artistic shape to his ~ision of reality; the vOY!ie is 

not purposeless wandering, but a multi-levelled movement througÏ1 lime ~_._../ 
and space in search of wisdo~, balance, and 'life'. This movement . , 

provides the plot in each of the novels. Underlying the social, . ' 

p-sychological, and religious' '-1evels of. his writing are the metaphysical_ 

and epistemologiëal quests, the journey in search of reality and the 

search for methods of,knoWing'th{t ~aality. In a profound sense that } 7 
will ~;come clear in examining the texts,~the constant journeying ~ 

the epistemological answer tQ metaphysical and aesthetic quèstions. 
u ~ 

Lowry' s acceptance of a dynamiè relationship between .his lifé': and 

,~r~, far from being ~ere solipsism," springs frfm his belief th~~ ~~e. 
can ~~e~te one's' iifè\and-~elf continual1y in art. The voYa~~,·then, 

l 

,0 ./ 
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is a1s9 a search for identity, nof a pre-~xistent identity like 

Proust's which can be found in the past, but an identity that must 

be c·reated i.n' thé present and in the fut,!r~, if it is to exist at 

aIl. In thls process of self-creation, the writer or man (following ., 
• ,i 

Ortega y Gasset, Lowry felt that man was a type of novelist) continually 

creates new masks or aspects of personali ty which, only when taken 

as a whole, comprise a balanced person. The many L9wryean protagoni~ts, 
a1though they do capture a certain sense of spatial multiplicity br 

1 .. r ~ 1 

represent~ng various points of view,are aIl similar. His emphasis 
, " 

is not 50 ~much upon wide point of vie\'/ as on the fact of continuaI 

creat~on; each new protagonist represe~ts, as it were, a discharge 
, ' 

of cr~ative energy, an activity that wus~ be maintained if life forces 

"are not ta atrophy. 

This need ror constant creative activity is manifest in the "never 

ending" aspect of the Low~y voyage. Lowry believed that in.no positive 

~ense cou~d the voYage end; the'only tends' in Lowry's work a~e 
o dead-ends, abysses, helis of despair: hatred, and distorted perception. 

Within the Lowr~world there is no place for fixed, final goals either 

in individuai lives or in the cosmos. 'Life is repeated effJrt, 
.. Çl C'~ , - Q 

constant motion, withdll'awal and return, a journey, ever "beginni.ng 

again" and always "outw"ard bound." Each novel' ~arks a "pun~~l 
~ .. Co ","C-

indifferens"* in' the yoyage. In eàch' of the books the pro,tagoqist .. .) (. , 
repeats the journey through time and space and, at best, 'reaehes a 

temporary point of rest ~d happiness before beginning again. George 

Sànt~yana, whose Three Philosophical Poets he knew o we11 (see Chapter VI, -
, . -- . -
page,~oand Appendix II, pagetyo), speaks for Lowry as much as for 

Goethe when he writes that "to be unfinisbed is essential to the romantic 
life. ,,3 ' t-

A consideration of L6wry' s Voyage', either the literary continuUll\ 
...-

• 1 

*The original title for Lowry' s early story "Seductio Ad Absurdum" 
was the punning L'atin-Norwegian phrase "Punctum Indifferens Skibet 
Gaar Videre" (Pointless, Point ~e Ship Sail~ On). The point is 
pointless because,individual existence and reality are never still 
but always moving\ on in ta the future; temporal flow cannat be 
broken down into static points of past, present, and future. 

\'? 
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, 
or the concept, leads directIy to questions of time and space. Just 

as Lowry cannot be fully appreciated without prior knowledge of his 

"voyage theori~s, those theories cannot be understood without an 

awareness of Lowry'~'revërence for time and fear of spàce; Over and 

over again, in published'works, manuscript~, and notes, Lowryequates 

time with flow, motion, 'and a positive Bergsonian sense of duration. 
\ ,J 

Spa1e, isolated from time, he :repeuatedly vie~s negatively' as timelessness 

, or stasisi stasis becomes hell or death, a condition of spatial 

'enclosure, sttffocation, and entrapment. The thl"Ust of_ Lowry' sart is 
~ , 

to I\lVer&ome space as stasis and tb live within the flow of tirne., 

His writing, f~om the early stories'until his .death, expresses his 

need for l, time~ .'d hi's terror of space which, when percei ved as cut 

off from tempo~al flow, threatens to enclose and destroy. Jf the voyage 

were to end, it would necessitate -in, terms of LQwry' s polaritiés---- -----

the end of time and the victory of-space. 

The striking feature of this attitude towar9s time and space is 

its diffe~ence from the main body of Western religious and philosophical 

belief. Traditionally, Western man has been "what might be called 

"space-ist"i Cronos, the devourer, the Gad of death and mutability is 

to be mourned, dreaded, and if possible overcome with an eternal, 

timeless heaven,Platonic forms, or the grecian urn of poetry- each of 
! 

these' responses to mortality recalling space. AlternativeIy, and to 

a muc~ lesser degree, Western man in the, Heraclitean tradition has . , 
sought to'embrace flux. The chief modern exponent of ti~e and the 

temporal flux of becoming is Bergson; from his point of view, space, 

often'identified with reductive reason, is d~scribed as death or 
~ ,,--
stasis. !nierestingly enough, Richard Ellmann and Charles Feidelson 

observe .in The Modern Tradition that the traditional Western spatial 

bias' favouring'timeless esseqces has shifted: 
- , 

The traditional assumption that permanence is ~etter than change, 
Being superior to Be~oming, eternity more real than time, !s often 
set aside, questioned, or even reversed'in modern thought. 

, " 
Lowry belongs to the line of thinkers from Heraclitus to Bergson 

who believe that reality is ceaseless flux 'and that the flow of time 

is life - Bergson' s "élan vital." In the Voyage as a whole and in the 

individual novels,.Lowry was attempting to capture nothing less than 
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. . 
reality itself; his art represents the' effort to incarnâte, without 

destroying, the ete mal flow of time and to reveal the beauty and 
t-f ~ 

magic power of this flow by juxtaposing ticle· with space, flow with 

stasis. LO\"ry' 5 art arises from the dynamic tension between time and 

space ~dramatfzed in the endless voyage of withdrawal a!ld retum: 

Voyage, the homeward-outward-bound voyage; everybody wa;s on 
such a voyage G .. ] even th,e 1 ight. the sea outside. now due to an 
accident of sun and dislimning cloud looking like a luminosity 
between two darknesses, a space between two immensities, was on 
such a v~yage, to the junction of the two infinitie~', where i ~ would 
set out on its way again, had already set out, toward the infinitely 
small, itself already expanding before yo~ had thought of it, to 
replenish the limi tless light of chaos -, 1 

t, 

" 

It is possible to argue that, by setting up a_~_:i:~~~~~r _~truS~l!_r_e_-__ _ 

-------liXetnë- contInuum -of hi~-VoY~;-i~ whicl;-;h-;-i;dividual novels 

repeat over and over ~he fundamental process of withdrawal and return, 

Lowry defeated his most cherished purpose. Cycles o,f recurrence can ' 

be viewed as expressions of timeless laws or as manifestations, for 

example ln the myth of eternal retum, of the desire to escape 

the burderf' of linear, historical progress. 6 From this point of 

view, then, Lowry would appear to be working,at cross purp9ses in' 
, 

his attempt to shape Bergsonian flow around a principle resembling 

eternai retum. That there is an element of tragic inconsistency, 

inde~d impossibility, in the philosophical ramifications of Lowry's 

, masterplan is certainly true, but it is charact'eristic of his thought -

in this sense mystical-to create a vehicle for the union of opposites; 

Lowry believed that'the way up and the way down were one and that 

heaven and hell were the same place. tpparently, he was not particularly 

disconcerted by tne implicit timeless law of his 'system'; as is 

impl~edo in "The Forest Pa th to the Spring," he drew comfort from the 
, ~ 

tUlchanging law of change, uof nature' s intolerance of inertia. ff 

Basically he despised systems, religious or otherwise, and he . 
emphasized the constant motion, the all-inclusiveness, the fle;ibility 

- \ 

and the creative power Df his voyage concept. 

Lowry' s belief in the unit y of opposites can b'e traced at aIl 

o leveis of his thought. For e~ample, the circ1e, because of its 0 

ambig~ity and comprehensi~ess, is the single, most important symboi 

in Lowry' 5 work- more important even than the sea whiçh is a pervasive 
" 

, 1 .... , 
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Lowryean symbo~ of life and motion. ' He used the circl e deliberately, 

as temporal cycle, as circular structure, as globe, \.,heel,' or 

enclosure, delight~ng in the rich ambivalence of its symbolisme 

Lowryean circles can symbolize destructive, statiç_, enclosing space, 

the most powerful example being the infernal "trochal" structure of 

Under the Volcano or conversely, as Lowry's "symbol of tenuous order'," . 
the circle can flow and move to symbolize the interpenetration'of 

time and space. Q ," 

'In the Metamorphoses of the Circle, Georges Poulet writes that 

the circ1e is the most recurrent of foms in a11. beHefs and lia 

'structural principle for aIl types of consciousness. ,,7 Speaking of 
l " 

Rilke, who in this sense is sirnilar to_Lowry, Poul,et writes: 

Space is therefore a sheet' of still l'later, on which, in circles, 
is written the uridulatory and eccentric progress of aIl things. 
AlI irradiates from it, aIl grows from it. It is the hol10w which 
will overflow, the nothingness ""hich will be filled, the absenc§ \ 
which will become presence • • • . it is the field of becoming. \ 

Despi te his horror of stasis - space disjunct, isolated from, time ana 
therefore motionless - Lowry does not attempt to negate space a1tOge\her 

\ 

or to deny the physical reality of space. As with time, or life in \ 

gerteral, Lowry's attitude towards space depends upon perception. 

His positjve circle symbol is more accurately that of the thyrsus, 

a "symbol of the cen~re and the circ1e both movingll9 ; in the thrysus, 

space and temporal flow may be-perceived in symbiosis. It is chiefly 

in terrns_of the circle as Voyage cycle with a protagonist's sphere 

of consciousness at the centre that Lowry fills space with time . 
creating in time what Poulet caUs a "field of becoming"; in The 

Voyage ~ Never Ends, he sought to capture the eternal Tao-like 

flow of reality and to continuously create hirnself • 

Two features of Lowry' s writing - liis obsession wi th form or 

s~ructure which he constantly speaks of in spatial terrns, and his 
J 

compression of ,time - a,re of pa:r~icul~r interes,:' In exploring these 

two aspects of his art one is able to touch the springs of his creative 

process and to l'eveal the rel~tionship between Lo\.,ry' s phi1osop~y of 

time and space and hi,s use of temporal and spatial dimensions in his 
, 

novels. Under the Volcano, he felt, was like a churrigueresque 

\0 cathedral while literature in general, as Wilderness says in Oark aS , 
~ Grave, is like a house with,braces, beams, and two-by-fours •. 

\ 
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His manuscripts corroborate the view th~t he thought of his prose in 

tèrms of blocks to be weighed and balanced one against the other,. 

Spat iai concerns are both evoked by Lowry' s termino logy and C 

inherent in his creative method. Why, given his beUef in tempor~l flow, 

did he have this need to think in terms of space? Perhaps this spatial, 

terminology arises from basic spatial ~odes of human perception. 

Perhaps his concern \'1i th space in works of art that l'lere' intended 

to embody ceaseless motion is an indication of the tormenting 

impossibi li ty of ~~~ task. In a 'sense, ,Lowry ''las destroy~d 'by his 

desire to ihclud~ everything in his works, tQ account for everything, . 
to keep everything moving and, alive; even Under the Volcano l'las, to 

Lowry, unfinished! It is, of course, as impossible to create perfect . 
time in art as it is to create timeless perfection. On the one hand, 

du~ to his fear of reductive, fixed systems, Lowry l'las drawn to a , 
philosophy of change, while on the other hand, he l'las unable - as 

'Il 

who could? - to cope wi th uni versaI motion: "human kind/ Cannot bear 

very much reali ty. ,,10 
It is easier to account for Lowry' s specifie uses of "spatial , 

form" in the indi vidual novels: Invariably, he spatializes the 

temporal flow pf his narrative in order to create the stasis resulting 

,from a ~rotagoftîst's distorted perception. Most frequently, spatialization 

occurs during memories of the past due to the tendency of,a mind 

plagued by guil t, fear, and hatred, to become stuck in ~he past. 
\ 

Spatial form in Lowry's hands creates a narrative stasis that su~gests 
, 

th~:çla~strophobia pf a mind unable to transcend the pasto Images of 

Ixion or the Karmic wheel, representing infernal ci~Ies cut off 

from the flow of time into the present and future, reinforce the 

static qual~ties of Lowry's spatial form. 

The compression of time is the second obvious feature in Lowry's 
( 

fiction. In each of the novels, as weIl as the stories, fictional 

time generally spans only a few h~urs, at most a few days. Within 

this brief time-span, the characters relive their pas,ts in dreams and 

visions, or simpl'y in the lirnbo-like state induced by travel on the 
" 

ubiquitous buses" boats, t~ains, and planes which fill Lowry's works. 

At fir~t glance i,t seems odd that Lowry, concerned to capture temporal 

fIow, would condense time instead of 
\ 

following the,. chronicle methods of ' 

! 
,,'\ 

, .. ' 
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Galsworthy or ~ann, each of whom c,aptures the passing of time. 

The reason for time compression 1s t~"o-fold and, in kecping 

with the Lowryean uniol) of opposites, positive and negative. 'rn 
l 

the negative sense, time compression functions as the perfect 

9 

analogue for the mind stuck in the p~st - "the mind j ammed in reverse." 

Lowry is not Proust; the Lowry protagonist is not in search of a' 

self that exists in timeless essences from the past recaptured through 

the operation of memory. For Lowry, the sensation of being t~apped 

in the past was: a too personally rea1" a too constant_ and horrible 
1 

dilemma. Becomîng paralysed in the past,· (~or Lowry" the past has 

a degree of reality distinct from'present memories) is hell because 
r, 

_ tempo~al flow into present and future is annihilated. For example, 

in Under thé Volcano, th~ most infernal of his books, the main 

narrativ~ occurs in the fictional past; Geoffrey is already dead 

and can never escape the pasto October Ferry, by way of contrast, 

portrays a sharp break between time past and time present leading 

into the future. Throu'gh the concentration of time into a few houTs: 

the twelve hours of Volcano or the approximately four hours of 

remembering in October Ferry, Lowry is able to convey the hell~sh 

sensation of timelessnessj'al1 ti~e is co-existent in this past 

world of the protagonist's mind. 
~ 

More p'ositive~y, this compression of time which gathers up the 

past into a few- hours, presents the protagonist with the crucial 

opportunity to~order and underst~d his experience. The re-liying 

of the past offers hellish stasis, but also an opportunity for renewed 

motion depending upon the ability of the protagonist to change. 

Before rime can flow into the future, the past must be acknowledged, 

understood, and incorporat~d constructively into the present. 

Nowhere has Lowry more draDlatically portrayed the strugg'le of 

imaginative perception to resolve the conflict between space and time, 

stas,is. and motion, past and future, than in his poem "The Flowering Past": 

There is no poetry when you live there. 
Those stones are yours, those noises are your mind, 
The forging thunderous trams and streets that bind 
You to the dreamed-of bar where sits despair 
Are trams and streets: poetry is otherwhere. 
The cinema shops and fronts once left behind 
And rnourned, are mourned no more. Strangely unkind 
Seern aIl new landmarks of the now and here~ 

ï 

, . ., 
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But move you toward New Zealand or 'the Pole, 
Those stones will blossom and the noises sing, 
And trams will wh~edle to the sleeping child 
'fh.at never rests, whose 'ship wi II always roll, 
That never can come hom~, but yet must briyg 
Strange trophies back to Ilium, ana wild! 

, . . 

10 

This is the thome of October Ferry; you must move on and as soon as 
'-

you move the 1 streets and trams of the past can no longer Ilbindl Vou to 

the dreamed-of bar where sits despair." Time, life, and with them 

'poetry exist in motion "That never rests." The poem ends in a 

typical Lowry paradox - al though the sh,~p may return' to i ts point of 

departure, i t can never come "home If to stay. 
\ '" It is necessary to turn from LO\'i'ry' sart to a more general 

'view of his place in mod,ern literature. Only through c~~ 
with other Ivriters is it possible to assess his achievement: IVhat was 

Lowry writing and who is he lHe? 

narrati'vé\traditions and how does 

wri ters of his generation? Lowry 

lVhere does h~ belong in'Western 

he differ from or resemble other 

spoke of hi'mself as 'wri ting novels, 

but novels "revolutionary and reactionary at once" (Selected Letters, 

68). Clearly, he was using tHe term nove! loosely, but c~itics have 

taken his word at face value and applied Procrustean standards # 

consequently underestimating or misunderstanding his w0r.~ .!2 Lowry's, 

"novels" will always be ~ound wanting- if -J udge.,1 b:y the?;i~s of realism 
• 1 

or naturalism-themes of dipsomania and sea voyages notwithstanding. 

More sophisticated critical and descriptive topls are needed. Lowry' s 

wri ting can be described in terms of Northrop Prye' 5 four continuous 
1 • 

fOrJ}l15 of fiction or the generie theory of narrativê outlined by 

Rob~rt Scholes and Robert Kellogg. 13 Although it is co~siderably 
beyond the scope of this study to examine' criticai theories', and methods, 

l'it ~'s useful- and apparently necessary when one considers mis-reading5~ 

of Lowry's "novel~" -to briefly exami,ne Lowry's art in more general terms. 

Both F~e! an.d Scholes and Kellogg,provide~ valuable f,rameworks. 

Accordi:,ng to Frye, works of prose fiction combine two or more 
1 

of the f,?ur ,continuous foms of fiction, the novel, the romance, the 

confession, and the anatomy. The novel deals with the experiential 

world, the romance _with the ideal, the confession with autobiog~aphy, 

and the anatomy with the realm of ideas. Lowry' s fiction, in 

Frye's terms,is a mixed fom; in Under the Volcano nove! vies with 
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anatomy and romance .while qmfess.ion is' les.s obvious; in .>"Forëst Pathl!,o. 
1. ~ ~" • • 

t~e novel form-gives precedente" to the confession and the ana,tomy. 

Scholes and Kellogg divide narratives unconcerned,with ~thos 

-Cstories with a "'traditional plot") into two. tYJl,es, "empirical". and 

"fictional." Each type is in tUTIf -9ubdivid~d in~o two more types. 
" ~ ~ ~ - ,. 

What. WQuld, customarily- be "calle'd' ~ novel l'epresents a reunion of the 
. P 

C y' two anti thetical types of narrative, empirical and ficti~nal, with 
1 {-. 1'.-\ 

their four componetit type~: Furth~nnore, the nove! is' "poised 

.. ,' between the dirèct sp~aker or singer of lyric and the direct, presentati0J:,l.: 

of action in ,drama.,,14, Lowry is writing novels, then', in the sense of 
., ~ ~ l' f 

narrative Üterature (with story and' s.tory teller) composed of the 

four I:larrati ve t'ypes, but tending towards the lyric mode. The, 
-- • ~.. Z1 

narrative balance of the novel, a1ways unstable according to Scholes 
n -

and Kellogg, is particularly so in Lowry where i~ man'lfest.s signs of 
15 . , 

a réturn to mythos. Halcolm Lowry l'laS gradually moving a\'lay forom 

the .novel, either in Frye's terms or in the broad' terms of narr:Ptive 

synthesis, and closer to the telling and re-tel1ing of a, '~raditional' 
j , 

story. In his case, the"mythos, while incorporating many elemen~s 
, ' 

from Greek, Christian, Mexican, Voodoo, Chinese and Indian myths, is 

o largely of his own making. * rt is the myth of 1 withdrawal and 

return, a combination of quest and eternal retum' myth~, told over 

, and ovèr i~ The Voyage That Ne'V~r ~nds. 

Despite the v~ried cultural influences upon Lowry~s'myth Qf 

withdrawa1 and .retvrn, his obsession with the past, his p~ssion 

to maintain movement into present and future, and his terror of 
, . 

becoming inunobilized, destructive, and useless t'lian be most c1early 

o understood when viewed against Lowry' s religious bac~ground. Lowry 
• 

was born .into a strict Methodist family of the British upp~r middle 

* Lowry' recei ved addi tional support for his myth from George Groddeck' s 
Exploring the" Unconscious (London 1 1933). Groddeck, wr~ting of the 
basic family unit of three, claims tha,t,I "In unending circles ... this 
trinity, eternal male, eternal female, eternal child, sweeps through 
thè measurelss infinite, a symbol of God in man, of man in God." 
p. 127. Lo~ry's most obvious attempt to use this fami1y unit 
occurs in OctobeT Ferry but triangular re~ationships are fundamental 
to Volcano and~unar Caustic. ' 

. , 
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cli('Ss.* His father l'las "a successful cotton broker, an athlete, and 
, 
-a vital force in ~owry's life. Even as late as his son's thirtieth 

year LoJry' seni'or wrote to ~.1alco1111 lecturing ~lim on his failure in 
J> C ' 

life and quo~ing the p'arable of the prodigal son for his benefit; 

oLo~ry-responded with repentance and humility.** Lowry, appaTently, 

l'las terrified of his father but, at the same time, respected his 
, , 

judgement and social and- material success. Throughout his life Lowry 

accepted his father's evaluation that he l'laS a failure and was, 

c~nsequently, ,plagued by feelings of ~rt~lessness, gui! t, remorse, 

and self-deni~ration. 

Douglas Day points out that Lowry's "religious sense l'las 

strong,,16; the voyage is a quest for faith and meaning, and Under 

the Volcano, October Ferry, and Hear.'~ Q Lord rare profoundly 

1 

religious books. Although the Calvinistic traditions o,f his early- ho;te 

never'attract~d Lowry, their influence upon his subsequent life i~, 
, 

r believe, crucial. From the time of the ,Reformation, Protestant 

theology is characterized by the idea that man must strive constantly 

to overcom~ the temporal abyss of this life. 17 Phenomenal time, a 

shadow of eternity, consists of a seri~s of disconnected moments 

during which man fs devoured by the anxiety that at any moment he 

may ~fa.ll into hello Only by constant faith and unceasing' effort 

can man hope to overèome his isolation in the moment and achi~ve 

grace. Tt seems more than likely that Lowry' s p'assionate efforts to r 
keep time from stopping, his manY,fears, and his strong sense of 

personal gui! t and failure,' ,stem from the religious PBnciples 

inculcated in 'the parental home. Throûghout his lifé Lowry hated and' 

*In his biography, Douglas Day refers loosely to Lowry senior's 
"brand of methodism" l'Ii thout further clarification. Whatever 
special emphases w~re made in the Lowry'household, Methodism is. 
strongly Calvinist and its doctrine of Perfectionism stresses.the 
individual's need to strive constantly to improve himself with'the 
knowledge that at any moment he may faU again. Protestantism, 
ed. J. Leslie Dunstan (New York, 1962), p. 97. . 

**Arthur Lowry's 1etter and Lowry's reply ar~ unpublished letter~ 
held at the University of British Columbia. For a detailed.discussion 
.of Lowry' s early life and relationship wi th his father,' see Chapter II 
of Day's Malcolm Lowry. ~ 
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feared authori ty'- father-figures, police; the vengeful Protestant 

God ~ but he simul taneous ly accepted th'è' j udgemen'ts and values of 
'- -... ~ -

his Protestan-ç. herita~e. Unable to embrace the God of"hi~ father; 

he was equ~lly unable to'reject, Him; the tension~~ulting from this 
, 0, ~ \ / • 

ambivalent attitude gives rise to his artistic,vision. 

While rejecting the existence of a 'h'erarchical timeless .heaven, 

Lowry accepted thé"(càlvinist attitude toward phenomenal _ time and the 
, -

personal need for' 'grace. His philosophy and art are directed tO\l1ards 

a salvation that exists solely in the never-ending redemption of the 

static moment. If time flows into the future, then there is hope

hope that one can order the past, hope that one can,create something 

of value,- hope simply that one can be a better man. Lowry himself 

acknowledged the religious springs of his life and art in the 

prefacing'quote to Under the Volcano: "Wh,oever unceasingly strives 

upward •.. him CM we save. (~oethe)" Lowry, of course, erectE!d an 

elaborate and"eclectic structure out, of his ideas ?n time and space, 

a structure which embraces as many myths, cultures; symbols, and 

-mystical theories as possible (his aim w~s to include, never ,to 

occlude), but the foundation stone of his "churrique.~e$que cathedral n* 

of belief is the need 1;0 keep time flowing, to saye time, and t~ith 

it the mind or soul, from a static abyss. 

It is Lowry' ~ ,\attitudes toward time and space that distinguish 

,him from many other twentieth century writers with whom he is oft~n 

linke9. T.S. Eliot while portrayingra vision of modern' society . 
simi lar to Lowry' s, for example" sought the static; and eternal in" 

~ . ' . 
human experience through religion. Althoug~'Lowry can, with more 

\ 
~ \J • 

justification, be described as maintaining, along with Gide and Proust, 

that ,the proper study of the writer is the writer's mind, to do so 

. distorts Lowry's mast fundamental purpose.1 8 Certainly, such a: 
• 1 

comparison with Proust is misleading for Proust was concerned with 

problems of persQnal continuity and he believed that creative memory 
~ 

côuld establish identity br recovering essences of reality from the 

pasto Proust's world is an anachronistic world aimed at overcoming 

*Lowry uses this term to describe Under the Volcano, but it is an 8. 

equally apt Idescription o~his.read}ng and philosophy.' See' Selected 
tetters, 88. 
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monument "to the timeless ssence of self. 'Even 
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creating:a timele~s 

Vi rginia Nool f who} 

of modern writers, seems most deyoted to capturing the flo", of 0 

témporal"reality provides an ipappropriate comparison with Lo~ry, 
fo; Woolf, again like Proust,' is: concerned with person~l perc;ption 

r 

whi.Je, Lowry ~s attempting to make a larger eschatological statement. 

Yeats and Joyce seem to be the most obvious parallels. In 

,fact, Lowry bas« frequently, and. to his detriment, been compared with 
"20 . 

Joyce. For many reas~ns, the comparison is uncomfortable, but 

in terms ?f. time and spâ'ce J t is ~ecidedl?, incorrect. Joyce.' suse 

!>f archetypeg and 'Vicohian 'cycles, even the ~arly hle~: of epiphany, 

) _support' pis belief in an ultimately itnpersonal and timeless ideal; 

_ Joyce- wished to' incorpQ.rate the present and individual ~nto a larger 
" 

historical and finally cosmic order. Lowry never aims at absorbing 

the personal in the co5mic but strives to embody'cosmic forces in 

the individual.2~ Lowry knew Yea~s' work, including;~ Vision, 

~~tter th an he kne~ Joyce's, but again' the parallel is uneasy. 
, ' 

'Lowry's abhorrence,of systems makes it difficult to compare the , . 
cycles 'of The VOY{lge with A- Vision; strictly speaking, Lowry's 

,Voyage is not' intended to celebrate "the artifice of eternity" or 
( 

the "glory of changeless meta!." , 
" That side of Lowry' s vision of life which sees 'time-past as 

, ù 

inferrtal"stasis, as nightmare and hallucination, is most strongly 

reminiscent ,of 'Poe and Mel vi Ile (iwo of Lowry' s favourite ~utho~s) 
- , ' 

or perhaps Baudelaire;* it is a daemonic world df distorted perception, 

herebral chaos, terror and ?espair. When Lowry portrays this world 

of stasis, he follows the patté~ of Poe whose works invariably 
~ , 

present'time as cl~sed with the-future unrolling aocording to the 

dictates\ of the past. The essential difference is that the maelstrom, , ~, 

'\ *Baudelaire's remarks on time'could almos~ be the Consul's (or Lowry's): 
, "One must be drunk. That says it a11. There is no other point., In 

• 'Qj order not to feel the horrible burden of Time ,that bruises oyour 
. '- 'shoulders ..•• " At another point he writes: 11ft is not to be 0 

forgotte~that drunkeness 1S the negation' of time, like every 
violent state of mind, and that consequentl~the results of the 10ss 
of timè must unfold before the eyes of the drunkard, wi thout destroying 

,in him the habit of putting off his. conversion till tomorrow, up t~, 
the point of complete perversion of 'a11 feelings, and final catas"trophe." 
Quoted in Poulet, Studies in Human Time, R. 273. ," 
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either Poe's or Melville,'s" within wh,ich "man-lljust go round," répresents 

~ ~nlY one part of Lowry' s -~iS~~O!1;oc t~at O'.gl time ~toppedr ~~ s'tasi:s." • . . 
When Lowry portrays the ~alanced perceptions of a man living in 

harmony with nature,his portrayaloof time'and ,space recalIs Whitman's 

belief that life fs 'mul~~tudinous,pulsing, a~d held together in a 
, " 

dy~amic_ etoerni ty "throbbing forever the etern~l vbeats, etemal • 

systole and diastole of lifë in 'things. ,,22 The wri er who~ LOI'lry rnost 

cl~selr resembles ,,( and this i.5 a debt. he alway.,s emp aSized,' is C 

, " 

the poet and nO'\celist Conrad Aiken. Aiken' s';views 0 time and 

: space, asw~ll as his more· general influence on Lowry, are important, 

and are discussed at leng!h in Chapter II. Alken~ influence~ in his 

turn Iby Whitman, perceived time and space as !llultïlevelleà alld dyrtarnic, 

and Lowry, to a ~eat extent, followed in Aiken' s footsteps. , ,. 

'Aside from casual comparisons, it is difficult to say who 0, 

Lowry is like. He ~tands apart and the mâre his wprk is known, the 
" -. ~ 

J]lOre his unique' genius is apparent. .Lowry uni tes many 'of the char-- \ 
\ 

acteristics c cof twentieth century li'teratuJ!e; his grea1!;· ~stél'Workl 

- - - -- -- 1 -(, "f':,\;~.!) 
. , The VOlage That Never Ends, invites comparison with Prous.t-' s A_ 

recherche de temps perdu,his sensitivity to the particul~rities?:f{' 

-- perception recalls Woolf, and his technicaI bri1liance is comparable' 
" ,~. \ 

.with that of Joyce. These comparisons ceas'e to be heIpful;J however, ' 
, ' .. 

in the attempt to isolate the unique-qualities of his art whicn are 
.' " ~ 

closer ,,~ especially the infe;rnal elements, tO."'l1ineteenth-cef!tury "~ 
o \ - -l-

rornanti<l~sm and the French "poètes maudits. ". UnHke J orce and ~I i1& 

contemp~tAry write~s- such as Borges or Barth, Lowry; s writing is' 
1. 1. 

personal'I and passionaFe, recalling the poetry ,of Gerard Maniey 

H?pkins;*-his vision, portrayed in modern narrative tecnniques, i5 

deeply religious and m~taphysical. 

The Voyage That Never ~, bo"th the metaphysical and aesthetie'_ 

concept as well as the,UÜflnished masterwork, embodies OL?wry1g 1 
c-

*Lowry recalls Hopkins, not only in ohis reverertcé- for ~ature and 
" in his belief, similar to Hopkil)s' theories of "inscape" and "instress.," 
,. that this world inc61rnates and indi viduates di vine Hfe, but in . 

liis angui'shed and tortured vofce~' For Lowry and the Hopkins of the 
tater sonnets, life is ~onstant striving which must be continually 

,. renewed in order to deserf~ grace; Lowry aise knew w~at it ~as ta 
t)e 'nime-'s eunuch." Lowry used passages froW' "Carrion Comfort'" 
in his Cambridge story "Goya The Obs'cure." 'l) 0 
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veneration of <.natÙre and hi s, ~ffirmation° çf 'human cr~ativity. It' 

is th~ testlmony of a gr~a:~ ·,art}st'~. :t'he 'mystery, '~rnbiguity, an"a 
mUl'Ùplicity. ~f life. LO}'lry ~et"out !o'.do the ~rnpo~sib'J.e-to . 

~~' ~ ~ - .. ~ 

capt.ure ,!eah.ty.,·.n~t onc~ and fQI": al'! ~ . but 'inAts, ce'aseless rnQtion 
"';J • ~.. !' 1 ~ 

of withdraw'al and re~ul"I\," Ev~n .by hi:S' oF ~iJgorous st~ndard,s he 

achieved considerabl~" suc-cess. ·~Pèrh~ps,,. ;t,h9ugh we are the poorer 
.. .. ,4 " r" '... .... 

fqr ,f~~ it 15, fit~in~ that h~ never compl~ted his work fOT ~he ,~?~k . ~. ~ 

éould~ot~be.co~leted; tpe voyage never ~nds. . 
\ ~ -. ,. 
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NO~ES: CHAPTER 1 

.. 
" -1 . 
" Se fected Letters of Malc01m Lowry, eds. Harvey Breit and Margerie 

1 Low-r., (J.B. Lippincott Co., New York, 1965), p. 63. AlI further 
references to the Selected Letters are in~luded in the te~t. 

2 .This "list from-Lowry-'s 1951 
Day' _~ biography'Malcolm Lowry 
have'been unable tO,examine a 

,Professor Day holds copies. 
li $> 

Work in Pro"gress appears in Douglas 
(New York, 1973), p. 426. As yet 1 
copy of thi~;~tatement of which only. 

, 3 r1~ee Philoso hi' 1 P,Oets: Lucretius ~ Dante, and Goethe (Cambridge, 
192,), p. 198. antayana ernphasizes the point ~a~ Faust is a 
romantic work because it glorifies endless voya~lng and pursuit. . 
According to Santayana, Goethe combines the Protestant ethic of 
perpetuaI striving· (Lowry took his prefacing quote to Under the 
Volcano from the Faust nprologue in Heaven") with a 'romantic belief : 
in the value of endless pursuit. Santayana's thecrry gave Lowry < 

considerable support in his 'attempt to unite a strict Protestant 
heritage with à romantic view of 1ife and art . 

. ' 

- 4 Ricnard Ellmann ~and Charles Feidelson, The Modern Tradition (Oxford, 
.1965)" p. 453. In his· Concluding UnscientIfic Postscript, Kierkegaard 
isolat.~s ~e mavoi9able horror, oÎ change J becoming, and tim~: "Ag. . 

. existing 1ndividual i~ constantly ln process of becoming .••• Thus '" 
, consta~try to be in process of becpming is the elusiveness that ' 
pertains~o the infinite in existence. It is enough to bring a _ 
sensuou&man to despair, for one always feels a need to have something 
finished and èomplete~ ••• " Ellmann and Feidelson, p. 748. 

, ~~) 

5'October Fe~ry ~ Gabriola(New York, 1970); p. 252. In aIl quotatiô~~ 
. from Lowry,~ s novels ~nd ~tories, my ~llipses are distinguished from 
his by th~ use of brackèts. 

,," Il 

6, Mircea Eliade,- i~' The My th of the ~ternàllReturn (London, 1955) .. 
interprets eternal return.and'myth in gener~l as the articulation of a 
t~me1es~ metaphysical position. In E1iaâe t s view, modern formulations 
of ,myth enable_man to overcome the acute twrl tieth century terror of 
histary. See page 145 ff. ~ . 

.. ? G~orge'S Poulet, The MetamOrphoses of the Circle, 
and E •. Coleman" (Johns Hopkins Prc:'ss., 1966), vii. 

8 Poulet, p. 336 • . 

transe C. ,Dawson 

9 Poulet. p. 289. Poulet uses the idea of the,thyrsus to describe 
Baudelaire's attitude towards time and space. There are severai 
parallels between Lowry and' Baudelaire with wh~e work Lowry had sorne 
acquaintence. :'Discussing Baudelaire's belief in the multiplicity and 
move ent of life," Poulet ,,,rites·that, Baùdelaire's "wayfaring man is

e
" 

a DIO ing centre which traverse~.'and links the circumference, inçessantJY 
o re-b g\Ul • • • e. " ,If 

- "-
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10 ' T . S. El iot, "Burnt Norton, ft from Foun Quartet5. Ironically i ,Eliot 
is cont~mplating, the "still cent,re" orthe worl!l when he writes that 
reality is unbearable. Whether time is to be overcome as for Eliot 
or to be embraced as with Lowry, the task i5 beyond "human kind." 

Il Selected Poems of Malcolm Lowry (City Lights Books, San Francisco, ,! 

1962), p. 16. l regret that the scope of this study of Lowry has 
precluded a discussion of bis poetry. A pervasive theme in the 
poems is the horror of becomin'g trapped in the past wi th. the resul tant 
failure to creat~ the futur~ or exp~rience the present. 

12 For exampl~, George Woodcock's criticisms of plot in Under the 
Volcano in "Four Facets of Malcolm Lowry," Odrsseus Ever B§turTiIilg 
(Toronto, 1970), p. 62, and Dale Ed~onds who call~ the flultiple 
Wilderness protagortist in Hear us 0 Lord" "an indefensible lapse." 
Just what the Wilderness characterisaJapse from is not clear 
but Edmonds probably has a mo~el of unit y of character in mind. 
See ''The Short Fiction of Malco,lm Lowry," Tulane Studies in bnglish, 
XV(1967)" p. 71. 

13,Northrop Frye; Anatoml of Criticism (New York, 1998), and Robert 
Scholes ,and Robert Kellogg, ~ Nature of Narrative (New York, 1966). 
Relevant essays ,from both books are contained in The jNovel : Modern 
Essays in Criticism, ed. R.M. Davis (Prentice-Ha11, tnc~,'l969). 

14 Scholes and 'KellOgg, "The Narrative Tradition," !!b. Novel: Modern 
, Essays !!!. Criticism, p. 26. 

IS Scholes and Kellogg define "mythos" as "traditional story" which is' ., 
re-told or re-created; liA myth, then, is a traditional plot which can 
be transrnitted"., "The Narrative Tradition," p. 23. In Mythologr 
in the Modern Novel (Princeton University Press, 1971), p. 8, John 
Whi te distinguishes between novels that employ "mythological motifs" 
and the rare works "seeking to create a new myth out of old ones." 
Finnli'gan~ Wake and Under the Volcano, according to White, "have 
this mythica1 quality."" _ , 

~6 Day: p. 6$. Wllile agreeing that Lowry's 'religious traini~g 
played sorne part in his later déveloprnent, Professor Day argues that 
Lowry is best understood as ~nfantile, narcissistic, artd orally 
f~xàted, pp. 69 - 72. Lowry's vision of the nev~r-ending voyage [s, 
in my opinion, more useful1y exp1ained by reference to his religious 
upbringing and the consequent tension àrising from his inability to 
accept or totally reject that triining:' However, whether one explains 
Lowry's vision, either by recourse to the psychoanalytical theory 
of Ora1ity or by socio-religiou? forces, the conclusion is the 5ame: 
Lowry wrote obsessive1y; he' nee~ed to' keep words flowing in order 
not to subside into silence ,and death. As Day points out, Lowry's 
besetting sin'was acedia. 

w • 

17 Georges Poulet, Studies in Human Time, trans. E. Coleman(Johns 
Hopkins/Press, 1956), pp. 11:--12. -----
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1~ George Woodcock, "Under SeytllOl.ff ~fountain" 
, ~ian and his Work (Vancouver, 1971)" p.40. 

19 Poulet, Studies in Human -'rime, p. 316. 
, 

.19 

-
in Malcolm Lowry: 

20 
Richard Hauer Costa, }1alco1m I;.owry (New York, 1972), pp. '28 L- 44, 

and Perle Epstein, The Private Labyrinth' of ~1alcolm y,wr>: (New York l 
1969), p.4. -, 

21 Stephen Spender, in his Introduction to the Signet edition of 
,Under the Volcano makes the same point when he writes that "the aims 
and methods of Lowry are the opposite of those of Joyce and Eliot •••• 
Stephen Dedalus and Bloom tend to disappear into the cosmos. We 
finish Under the Volcano feeling that the Consul with aIl h~s faults 
is the cosmos •••• " p. xii. 

22 Quoted in Poulet, Studies in Human Time, p. 344. The words 
"systole" and "diastolell are favourites of Conrad Aiken, and Lowry 
uses ,them to describe Hugh in Under the Volcano. Whitman exerted 
constderab1 e influence on Ai ken who knew hi,s work w'ê-l1, 50 i t is 
entire1y possible that Whitm~n's brand of transcendenta1 idealism 
filter~d through to Lowry via Aiken. Sé~ Jay Martin, Conrad Aiken: 
A Lifé of his Art (Princeton University Press, 1962), p. 50 and p. 219 • 
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CHAPTER II 

Part 1 

Dr. Lowry's dialectical-Hegelian-spiritualism-Cabbalistic
Swedenborgian-conservative-Christian-~arcnism for ailing 

paranoiacs* 

Sartre, iri his study of time in Faulkner' s The Sound and the 

~, maintains that "the cri tic' s task is to bring out the author' 5 

metaphysic before evaluating his technique. ,,1 With LO~f this is not 

a 'simple task for his reading and- interests were eclectic - so much 

so that the cl'itic is in danger of becoming an "ailing paranoiac!" Most 

Lowry critics discuss aspects of his reading and specific influences 

and allusions in his fiction, but no one, with the exception of William 

New, has attempted a comprehensive study of philosophical) religiou5, 

and aesthetic influences on Lowry.2 The reason for this arises 

~
om the difficulty of gathering the necessary information, and from 

owry's lack of a coherent metaphysical system or a clearly defined 
, . 

a sthetic. 

\ 
It is difficult to categorize Lowry in strict philosophical 

terms. T~ describe his position as«solipsism, an eKtreme form of 

Ph~losophicai idealism, 1S reduètive. Neither is h~ finally a 

" mystic. In contrast to Eastern mysticism and even traditional 

Western mysticism, Lowry i5 not willing to submerge the individual 
, 

consciousness in a greater~ transcendent whole. Furthe~more, although 

Lowry does not deny the reality of the physical world, he repeatedly 

depicts a world in his fiction which is totally dependent upon the 

-protagonist!s ~ind. This. contradiction between elements of philosophical 

idealism and religious mysticism in his thought and the belief ~n an 

autonomous physical reality is never clearly articulated or resolved. 

and yet he was acutely aware of the dilemma fo:ç it, underÜes the 

progress of each of his heroes towards his private heaven or hello 

Neverthàless, LOW~lS prbblems, including his attitude towards 

*Lowry's amusing description of his own eclectic ~hilosophy. Selected 
Letters, p. 346. 
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art, were ess~ntially metaphysical and epistemological: he sought to 

understand the nature of man, his relation to the universe, and the 

~timate meaning and purpose of life through his art. Lowry's 

response to these eternal dilemmas was reljgious and romantic. 

Horrlfied by m~dern existence "as sold to you," and profoundly 

introspective, he sought an order which would preserve the sacred 
\ -

quality of the individual soul within an organic, harmonious universe, 

'without subjecting 1ife to mechanical laws, an authoritarian logos, 

o~ a reductive system. This chapter is devoted to a discussion of 

Lowry's philosophy and aesthetics as they are revea1ed in his reading 

and his own comments. 

ÀnY, study of LOWrY"S philosophy must respect the breadth' and 

nature of his knmv1edge. He read and used with an à~pârently total . . 
recall everything to come his way, from the works of great philosophers 

. 3 
and poets to li ttle known eccentrics like Charles Fort. While 

attending Cambridge, LO\'lry, an inveterate reader even as a boy, 

discovered Nordahl Grieg 1 s The Ship Sails 2!!. which influenc...., } hi,s 

vision in Ultramarine. Although reading lists from St. Catharine's 

College, Cambridge, are unavailable for the years when LO\'lry was 

preparing the English Tripos(l929 - 1932), he clearly began to 

develop his knowledge of English, C1assical, European (in particular, 

French, German, and Russian),and Arnerican literature at this time. 

According to Conrad Knickerbock~, T.R. Henn was Lowry's Supervisor 

s~ that it is likely' that- Lowry discove'red Yeats 1 A Vision while at 

Cambridge. 4 Certainly the atmosphere at Cambrid~é-duiing the early 

thirties was conducive to anyone with an interest in the occult, 

for'Aleister Crowley, the infamous Atlantist and black magician, was 
. '5 ~ ln gleat vogue with undergradua~es. 

In the following discussion '-of Lowry' s phnosophy an attempt 
L~ • \ 

has been made to sort out ~ey infi ences on his thought with 

particular attention to the questio of time and space. Aiken, 

Ouspensky, Dunne, Charles Stansfeld- nes, Bergson, and Ortega y Gasset* 

*There is no reason for examining these influences in this particu1ar 
order except that Aiken is undoubtedly t, e most important ,while Dunne 
and Jones, Bergson and Ortega, discuss si ilar subjects~ Ouspensky 
stands apart. Chronologically speaking, owry probably read Aiken, 
Bergson, Ouspensky and Dunne, Jones, and 0 tega, in that order. 

a 
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, have been singled out for special study after an examination of ...... 
Lowry' s letters, published and urtpublishcd, his manuscripts, and 'his 

"Notes" for the stories and novels. This selection is further 

supported by the general growing knowledge of Lowry himself. 6 He 
)-

had great respect for William James, sorne knowledge of Eastern and 

/ Me~ican myth, and, of ~ourse', a profound attachment to wri ters such 

as Baudelaire, Cocteau, Gogol, Helvi1le, and Poe. The list goes,on 

and on,but a study of philosophical influences, unlike an examinatio~ 

of quotations and allusions in the fiction, is based on the pervasive 

and profound effect upon Lowry of the wri ters in question. 

The danger of becoming reducti ve when discussing a work of art 

is a very real one. It is especially real with Lowry. The '~ene 
, 

Tekel Peres" for the cri tic of Lowry' s reading is the danger of 

imposing systems upon LOt'iry who was never a systematic scholar. 

His apparent knO\'1ledge of Taoism, for example, is more likely 

attributable to the quotation of individual passages~· frequently found 

in secondary sources or in minor writers. Lowry's o~m analysis (in 

an important unpublished letter to Albert Erskine) of the number of 

influences·-bearing upon the Consul' s anguish in Chapter XII of the 

Volcan~, is suffi~ient to fiU a cri tic wi th respect: 

There are many influences here in the Consul's thought, as you 
doubtless perceïve: o.f contemporary ones Ouspensky is most drawn 
upon, though l seem to spot even a bit of beastly old Spengler at 
work in one section •••• Claude Houghton plays sorne part here •••• 
See Julian Grant Loses His Way, yet another novel about hell, where 
the author's- method is just to throw in Swedenborg by the bushelful 
and leave" it at that. These influences are assimilated here 50 far 
as this author is concerned: but it is a matter of sorne regret with 
him that the Con"sul could not draw'upon sorne c1earer deeper springs J 

at his moment of crisis. ~ [sic] 

Rather than search for a comprehensive metaphysical system in 

Lowry or a handy Vic9nian superstructure, one must accept the fact 

that they do not existe Far from being a fault or a shortcoming, the 

lack of a system illustra~es the immense power of the imagination 

·-that could forge the unit Y and beauty which indisputably exist in 

Under the Volcano. For Lowry nothing in life waS irrelevant; every

thing cou1d be fitted in somewhere. This syncretism is the key to 

*This passage is from notes accompanying a letter which Lowry wrote 
to his editor, Albert Erskine, on June 22nd, 1946. Only part of this 
1etter appears in Selected Letters, pp. 112-1l4;and the notes, in 
which Lowry reveals several of his" sources in Under the Volcano, 
are not published. ---
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both his philosophy and his art. It is the source of his most 

characteristically brilliant work as weIl as the cause of his 
, 
inability to complete anything. 

, \4fithout a Lowryean capacity for synthesis one must pursue a 

discussion of the influences on Lowry systematically. Similarities 

and common concerns, especia11y that of time and space, are present 

in most of Lowry's reading despite obvious contradictions-among 

individual thinkers. Even the writing of a very peripheral influence, 

Hugh l'Ans~ Fausset, reveals the nucleus in Lowry's thought: 

For we know that we can never part fro~ our past, since we carry 
it with us', however far we may advance into the future. But it is 

.. no longer a °burden to bear. for it is part of us, it, too, has 
suffered a change. In it what we were and what we are is miraculous1y 
blended. And although, Iooking back, we cannot but see in it much 
that was deathly, every death that we died and even ev~ry death that 
we evaded, is known now to have been necessary to t~~,&oming of 
the new life. There is meaning and coherence in it àrl.* 

- ~ \-

When Malcolm Lowry discovered Conrad,Aiken's "House of Oust" 

from The Divine Pilgrim in 1928, he was moved to write its author, 
- , 

thereby beginning a long, intimate fri~ndship. Aiken has described 

the impact of their friendship, and of his novel Blue Voyage, upon 

the young Lowry: 

Blue Voyage he knew better than I did - he knew it by heart. Its 
influence on him was profound and permanent, and was evident even 
in that first titie U1tramarine - he was delighted with my suggestion 

_ t:hat he might well have taken the next step and called the book 
• Purp1e Passage. But though the influence was to continue even 
,irito tne later work, a m~tter that was frequently and amusedly 
discussed between us, and was also to comprise a great deai that 
was said by me in conversation, it was much more complicated than 
that. 'The fact isrthat we were uncannily a1ike in almost everything, 

" found instantly that we spoke the same language, were astonishingly 
~ rapport • .' • 0. 1 

*A Modern Prelude (London, 1933), p. 12. In Selected Letters, p. 74 
(Ï946), Lowry says, "1 wish that Hugh T'Anson Fausset .... one of your 
own writers, one whose writings l very much admire and s,orne of 
whose writ~ngs have had a very formative influence on my own 1ife, 
cou1d read the Vplcano." ~ Modern Prelude is a spiritual auto
biography tracing Fausset's development from a traumatic chilqhood, 
during which he lost his Mother a~,d.:came to dread a puritanicàl, ~ 
bitter Pather, to his fi~al peace'~n a mysticism that also celebrates 
the individual and physical aspects of man. . 

" 
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Whether or not one takes Aiken's remarks at face value-the early 

poetry and ,the novel Great Circle~ for example, reveal as deep 'an 
affinity with Lowry' s work as does Blue Voyage - it is c1ear that th~ 

older estahlished'writer had a lasting infl~ence"on Lowry. Although 

Lowry's close relationship with Aiken is weIl known, few critics hav~ 

discussed the influence of Aiken upon Lowry.8 Richard Hauer Co?ta 

did undertake the task, but, in doing so, overemphasized the influence 
- /; '\ -

of Joyce on Lowry via Aiken'_s Blue Voyage. The extent or Joyce's 

influence on Aiken,'not to mention Lowry, i5 slight;,Blue Voyage 

illustrates a clear development from early work such as The Divine 

Pilgrim to which Blue Voyage is related. 9 An" a''Iarene5S of Aiken' 5 '. '" philosophy and his reading throws considerable Hght uron Lowry's 

ideas. Even a brief examinatiQn of Aiken's art,in particular The 

Divine Pilgrim, Blue Voyage, and Great Circle, reveals remarkable 

similarlties between the two wri ters. 

The central aim of Aiken's poetry ahd fiction is the investigation 

and development of consciousness - in 'particular, the self -consciousnes5 

of the writer. Speaking of fiction, Aiken-writes that the "novel is 

the novelist's inordinate and copious lyric: he e~p10res himself, 

and sings ''l'hi le he explores, l:i,ke the ~rave-digger. ,,10 Aiken' s 

art, like Lowry's, is lyrica1 and solipsistic and a poem.1ike The

Divine Pilgrim explores the relationship between the universe and 

~human consciousness in-terms of the poet's mind. The world is 

presented as an inner landscape in elaborate metaphors of a city with 

i ts wiriding streets, houses; stairs, windo,'I's and towers; Aiken 

believed that landscape was a ref1ection of soul. The projection 

of evanescent memories and dreams creates an atmosphere of constant 

flux in 'which time and space f10w, merge, disintegrate, and reform.· . 
In his 1916 Preface ,to part two of The Divine' Pilgrim entitlp.d, 

"The Jig of Fors lin, " Aiken writes that "the attempt has been made to 

relate these typical dreams ~ or vicarious adventures J not discretely, • 

but·in flux. lin, l\'hat' is more, hwnan identity is equally Protean; 
, . ' 

different aspects of human consciousness are represented by the 

fragmented iden~ity of the chief dreame~. 

\ To Lowry, who,was to spend his life in,the exploration of his 

own mind, the discovery of Aiken's poem was crucial. The central 

'. 

l' 
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pl"oblem of The Divine Pilgr~m- the articulation of realîty by an, 

acutely self-conscious, artistic mind - is reworked by LO\\lry in each 

of his novels. For Aiken this articulation is of cent~l importaqce; 

he came to believe that language had a magic qualitf~ because, as 
/ Jay ~lartin expresses it, the "correspondence of la1}guage to the 

world is complete. ,,12 Lcwry, following Aiken, also believed in 'the 

~agical pO\ ... er of the word to represent the experience_ i t names and 

h15 habit of wri ting at great length and in great energetic rushes 

reflects his belief that life and the flow of language were one. 

Before turning to Alken's prose, it i5 important to ~ote that 

Aiken's poetry is, for the most part, deliberately presented in an 

inter-related series. In fact, Aiken's work (prose and poetry) 

Was intended to be interconnected and count~rpoi~ted much 'like 

Lowry's.* The Divine 'Pilgrim a,!ld Preludes for Memnon each consist 

of several long poems that explore levels of reality and consciousness. 

Aiken definitely conceived of both reality and consciousness as 

multilevelled and the evolution of consciousness as a never-ending 

process**; seriaI form seemed the most viable for a presentation 

of these ideas. 

Aiken 1 s use of seriaI form and his concept of the evolution" 

of consciousness are ôf particular interest 'vis à vis Lo, ... ry. In 

a late Preface (1965) to Preludes for Hemnon which was 'begtm in 1927 

after Blue Voyage, Aiken describes his use of "seriaI form" as 
f • • ,,13 

"an attempt to find the- ground for a new pOleSl.s. This poetic 

theory based on serialism (both musical and mathematical, according 
". . 

to Alken), afforded him great flexibility and replaced, to a certain 

*The novels Blue Voyage and Ushant, the latter a duplicate of the 
former, were also intended to complement The Divine Pilgrim and 

l: 

Preludes to Memnon respectively. See Preludes (New York, 1966), ~ge v. ,-

**Jay ~fartin describes Landscape West ,of Eden (1934), a continuation 
of Preludes, as an attempt to create a myth, based upon motion, of 
the development of consciousness! "In his narrative ••. ~ikenJcontinuously 
shifts from one level of consciousness to another; for at no point 
can we say: Here we arrive at awareness. Theoretically the poem 
can have n01oend, for consciousness has had none." Conrad Aiken: A 
Life of his Art, p. 141. 
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extent, the be1iefs,o the ethics, t s,~destroyed by modern 

physics (Einstei~psyêhoanalysis (Freud)~ SeriaI form presented, 
_-- _ fi j~ 

as weIl, an excellent vehic1e for portraying evo1ving consciousness. 

In his Preface to "The House of Dust," the poem that so. i!TIpressed 

Lowry in 1928, Aiken makes sorne fascinating remarks on consciousness 
, , 

which must have great1y appealed to Lowry: 

~ Implicit_ in Q:he poel!Ù .•. is the theory that was to underli,e much 
of the 1ater ~ork - namely, that in the evo1ution of man's consciousness, 
ever widéning and deepening and subti1izing his awareness, and in 
his dedication of himself to this supreme task, man possesses aIl 14 
that he could po~sib1y require in the way of a religious credo: ••• 

Lowry' s Voyage That Never Ends is ~-statement of this "religious 

credo." . . 
Aiken's short stories and novels, like the poems, begin and end 

in the mind of the chief protagonist, usually an erudi te, cynical 
. 

failure - either as a writer or a husband. Broken marri age is a. -. 
recurrent theme providing the focal issue in Aiken' s ~torîes "Round 

by Round" and "The Fish Supper," as well as in the novel Great Circ1e 

(1933) . 15 S . . h l' t . h f d d . fI· t tartlng Wlt apparent y s ralg t orwar omestlc con lC, 

Aiken expands his. theme through the protagonist's consciousness 

unti1 he so~nds the depths of the pasto The dilemma posed by a 

traumatîc past is __ cent.ral to Great Cirele which bears a striking 

l'esemblance to the Volcano and Dark As the Grave. 

'The nove1 opens with Andrew Gather on a train returning to 

Boston, ostensibly to surprise his wife whom he suspects of betrayjng 

him with his best friend. As the train rushes into the future, 

Cather's mind becomes increasingly obsessed with his pasto Cather's 

~ movement in a present charged with dreadful expectations for the 

irnmediate future becomes a repetition 01" a~,re-living of his childhood , 
horror at find~ng his Mothe; drowned ,wit~ her lover, his Uncle. As 

Cather staggers from a bar 'to his home" th\en out again to ~ and 

fina11y to the home of a psychoanalyst friend, the point of the 
" 

book becomes clear - the 'past must be understood before life can 
\ 

truly begin:* one must complete a great circle through time'and 

*1n The Coming Forth IDf. Day of Osiris Jones, Aiken, using the Osiris 
mytn from The Eygptian Book of the Dead, again explores the concept of 
re-living the past in order to understand it~or without understanding, 
there can be no forgiveness. 

), 
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!J 
space before moving into the future.· 

Andrew Cather,the one-eyed University Professor, has a facility 

fo~ interpreting external reality as symbol and portent. Thùs, a 

coincidence such as the authorities' search for a dro~ed man just 

?s C~ther crosses the river, becomes charged with significance for 

the hero. The parallel here between Aiken's h~~dling of the percei~ing 
consciousness and Lowry's in the Volcano is obvious. Furthermore, 

,Aiken employs his favourite dream mechanism to re-c~eate ,the summer 

during which Cather dlscovered his Mother's adultery. Interestingly, 

"the effect of the dream lJer~, as ln Blue voya'~e, is awkward. Wh en 

he re~wrote Under tne Volcanb in 1940-41, Lowry dropped his priginal 

plan to use Laruelle's dream as a vehicle for recreating the pasto 

Even in Dark ~ ~ Grave Low!y"s _use 'of the dream is more subtle "'-

and sophisticated than Alken' s. Alken' s book is packed
c

' to' a fa1;ll t, 

with Freqdian ~nalysis, and it is a reasonable assumption that he 

and Lowry discussed Freud during Lowry's many ~isits to Jeakes 

House. Lowry, however, in contrast to Aiken, avoids a cumbersome 
> 

etiology in Under the Volcano and Octob~f Ferry. , 

Blue Voyage, although commonly èompared to Ultramarine, 1S a 
p 

veri table source book for techniques, images, even ",,:ords (such as (>: 

"horripilation" and "tintinabulation") in Under the Volcano. The .' , 
\ 

resemblance between ~ Vpyage and Ultramarine is ",la;rgely 0Ite of, 

technique. Lowry's protagonist and his use of,the sea voyàg~ owes 
\1 n 

more to Nordahl Grieg's The ShiE Sai1s Q!!. (1927) than \=0 Blue Voyage. 
, , 

Demarest is an older, more sophisticated character than either Lowry's 
" C î 

or Grieg's hero, and the nature of the sea voyage, initiatory fo~ 

Grieg and Lowry, is' anachronistic for Aiken. 

In Blue Voyage, Aiken explores the conscio~sness of his chief 
,.1 

character, Demarest, through the breakdown of ti~e and sp~ce in 

dream and the projection of personal identity; aIl the other characters, 

male and female, old and youong, represent aspects of Demarest',s 

psyche. Demarest spends his time composing monologues and never-to-
, , 

.J 

be-sent letters, which are clearly echoed in Ultramarine and the Volcano.' 
, 

When he addresses his lost ideal lover, Cynthia, in his central dteam-
" n 

vision, the voice of Geoffrey Firmin is unmistakably heard: 
\ -

1 would have given everything' to have been able to wipe out my 
entire past • • • • - and aIl the countless minor episodes • constituted 

'( 
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for-,me an inferno from which l seemed never destin~d to escape. 
." Yes. Horrible. To come to the gateway in a rain of ff.re and looking 

through it to see 1;he slopes of Purgatoryj to guess, beyond, the, 
~ P~radisej tp see you as ,the gra~ious wisdomowho might guide me 
, "thither; and then,to know that Law would not permit, and that in 

the Inferno ~st ge my abode forever! -,Do not think this is mereIy 
picturesque or eloquent", CYI],thia. o ~No. What -I am approaehing is 
a profound psychological truth. It is my oWn fiatu~e, my eharacter 
as pr,t;iently wrought by my ch~aracter'1 as the snail builds its hOUSf' 
from/which 1 cannot move. Why this is hell, !!2! ~.! ~ of!i. .-

.~ (Three Nove~s, 83) 

lt is a150 probable that ~owry was infiûenced in,a more general 

.'I}..·· way, and at" second hand, by Aiken''S "reaâing. For example, chad he riot 

, discovered JU?~ and Freud before his fi.rst meeting with Aiken, ,-then, 

under ~ikents-influence ,he could not have missed them: Aiken knew the 
1 

,theorie? of Freud and Jung ~el~ but, aecording to Ja~Martin, it is 

impossibl'e to measure c 
t~eir specifie influénce upon him because he 

was also familia; with Rank, Adler, and many others. 16 Aiken had 
'. 1 

rè,ad -the Interpretation of Dreams ~n 1915 and his use of dream in 

his"novels is c1early' indebt,ed ta Freud. At one point in Great 
.. 1..1 • 

Cirele, Ca~her, "compla.iI1ing ta h~s psychoanalyst friend, snaps,: .' Now"don't tell me what Freud thinks a hat means •.•. rf-r were a 
Martian; s~rayed ta earth, long a.'fter the de~th of ,the last 
man, l could reconst~ct the whole of human civilization fro~ 
one female hat~ Preferably one of those' early specimens with a 
ldt of ostrich plumes. 

(Three Novels, 228) , ~ 

~" Each of Aiken ~ s protagonists, as weIl as Lowry' s, achieves a, mental 

, . 

'balance by re-living his past, but pith Aiken the process 1S decidedly 

clinical and therapeutic. ~owrY, how~ver, places little"empha~s on 

,etiolog)'" and his charoacters, in addition to achiev'ing psy~hological 

equilibriurn through an understanding and âcceptance of the past, 

,'experience moments of v~sion into the nature of reâlity; re-living of 

othe past is moreQthan therapy for\early trauma. Both Aiken and Lowry 

ernploy Oedipal situations but again Lowry places much less emphasis 

than Aiken upon this Freudian theory, leaving it to suggest itself 
- 1 j '" 

rather than to occupy a central positio~ in his fiction. 

o There,is clearer evidence of Jungfs influence upon 'Lowry. 

The imporfance,of the sea throughout Lowry's work is ~byious; the 

protagqi:tJst of the Voyage was to be "man' s 'unconscious" (Selected 

Letters, 331), and in his filmscript of Tender ~ the .. Night, Lowry 
, v 

1)' 

;' 
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,expl'icitly relates the sea voya·ge to Jung. * Jung' s cc:mcept èrE, ) 

syncl1ron'i.city is especially ~el~vant to Lowry because Jung offers 
, 0 

an. explanati9n,~f coincidènce which.emphasiz~s perv~sive meaning . 

in the universe as wëll as the perceptual l'ole of the individual. 

One of Jung's clearest descriptions oi synchronicity i~ in his 
, ! 1 J. ,'1. 

Introduction to the 1950 translation of the o.!. Ching:.. ~ 

f.irnchronici ty takes the coincidence of events in 'time and space as 
~ing something more than mere chance, namely, a peculiar inter
dependenc~ of objective e~ents among thems~lv:s 'asowell ai7with the 
subj ecti ve (p.sychic) states of the observer or 'observers., :~ 

Aiken was also deeply impressed by Bergson, in particular 

Creat:i"ve E~olution (transiated in 1931).18 Lowry, intrigued as he 

was by questions of time and consciousness, quickl~ Teali~ed Bergson's 
- 00 

relevance ta his own work; Bergson is discussed at greater length 
o·, 

below". Furthermore ~ Aiken" 5 knowled~e of the Tao and ~ Exgptian 0,' 

Book of the Oead (on which ~ Coming Forth.§z. Day 0-[ OSirl.s,Jon'es los " 
Q -- '.j, ,'-)) • ): 

structured) ana'his use of them in handling the voyage of' consciousness 
" / 

through c time and"space, may weIl be t~e sotft.ce of Lowry' 5 interest -i\1 '" 

Easiem myth. " , , .; , 

Aiken's influenèe on Lowry was profound. They used simiÎar . 
. s: 

techniques and they shared a similar" approa2h to life and art. ' 

Q For'both men the exploration of tQe self, in aH its ramifications, 
J ., a - \ 

..,through' cons'tant1y shifting dimensions "Of time and space j was_ .the J. -8~ 
• ") Cl' .. 

pUrPose of art. Bath men believed tha~ artr oould at 1east bridge a 
I ... ~ • .. 

~ ~he abyss between~the self and the world. Aikén'~ linès f;om ~And 

in th~ Hl:11lIan Heart" (1940) speak~y well for Lowry: " 
.Il t ~ .. 

Space has, no shape, nOI will yeif.r-. thinking shapevit, , 
i r, 

space has'no conf1nes, and no bQrd,e.rs time; 
and yet, to'think the abyss is 'to escape it; 

'or fix that1, horror' s 1J}~rgin il} a rhY1Jle. 
- 1 - , , 

,'\.' 

. . 

, *~n marginal '{l~tes on his i~~SSib!y long fj.~~' script af Tendér !!. th~_ > 
Nl.ght Lowry makes severa! referen~es to Freud 'a!1d' Juns... 'Freud he ~ ;;4> 

.criticize~ for setting up 'tyr~n,n.ous systeD1s. ~~1 'Jung, n,~ feels,' ois': , ,". J 

more' useful, especially for Ms' myth of the sea· voyagè., . 
" 

. r 

" 
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. :' Wben writin~ to his mother-in~:làw '~n- the ô~~g yf 19110 (Selected . 

Letters, 26); LowrY·suggested that she reaer two bodk'S by_;'~:'D. 
"/ 

Ouspensky; ~ertium Organum 'and A New"Model of the Universe. The latter 

, he ~scribe~ .. a~ ~'a t'errifically exciting b~ok." It is "f'!lPossible" , -
to say when Lo ry fi~st' read Ouspensky, bQt ~he influen~e oi this 

.... • t. 

• f 
mystlc-cum-occ 

Ouspensky tpro 
the ~i1m scrip 

in~l949, lie go 

~ has 

Cl \ ,,~ 

Itist:was a tas~ing one; ·the~e are references to 

ghoù~ the manuscripts and lel~ers. In his ~otes 'f~r 

of,Tende~ is th~ N~ght, o/hi~~ LowrY was working on J 

as to say tha't- Ouspensky "i,s, ,right, anœ p 

'<r-

'Tertium r anum was first 'publisJ:ted:in the West in +920 and, 
1.9 

~ New 'Model 0 the Uni verse in 1931. Ouspensk:r sp,è,n~, thé years 

from 1921 ,to :\.~40 le~tJring in London where" he gained considera~le 
popu1arity. ~.B. Priestley; whose p1~ys and esiays Lowry knew, was 

1 fi" . 
fas~inated by; Ouspensky' s 'theories of time. In 1940 Ousp~nsky - , 

l , '. ... -

travelled to the United States and<in 1947 O;he 'year 'in w~ïch 
1 .., 1 ~ .. Il ~ 

Volcano was published), shortly after retu.ming to England, Ouspensky 
~,. r.. , 

died. 
.., 

, The top-i'és disctissed by Ouspensky are extremely broa~ and 
, ' " , 

loosely connected; intermixed with his theories on t~me and ~terna1 

~ecurrence are ei~borat~iscussions of' esoteric~sm; diluvian myths, 
1 ~ IJ ~ , ':J c • 

,tQe Tarot, yçga, ~eams,osex and evolution" cosmic consciopsness, 

the occult, and the philosophy ~f the Vedanta. 'In f~ct. Ouspensky' 

" 

. was as 'eclectic a thinker-and voractous a reader a:~ Lowry h,imself: P bi,~' 
books "contain ,frequent references ta To'lstoy,' 'Plotinus ;" Kari't, 

Boehme, Nietzsche, and among others, Annie Besant.* Ouspensky -,i'"' 

" 

c influenced Lowry ~hiefly; however·, wit!'l his ideas on "Th~Mystery of 

Time' and Space" ahd ''The Fourth Dimension." \ 

In Tertium Qrg~;urn, Ouspensky draws up a Iist of characteristic~ 
, J -:..---- 1 

of the "other world" which' are revealed in the fourth dimènsion., l' 
D' ~, \ ' , 

*Perhaps the' t:eferènce td Besant"'s TheJAncient Wisdom whi-ch 'Lowry, 
fountl in Tertium Organum (p. 23~) Ied fiim to e~plore Besant's book 

. more closelYd/' In any -case, The Ancient Wisdom was in1;endëd ta play 
a role, in The Ordeal of SigbVrn 4.tilderness, for, Lowry copi-ed 
several intëï='esting "passage~ fl'01n Besaht which ~xplain the ui timate " 
nature of reality in terms of repeated incarnations and tl'\,e Tao': ' 
'~rea~ it passes on - ~n constant flow. ,Passing on, becomes remote. 

" H~ving, become remote, i~ returns. If,"'! See Appendix 1 for these pages 
from Lowry's manuscript of The OrdeaL of Sigbj~rn Wilderness. 
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Tt~ is spatial ~ everything éxis-ts in a "nunc st~s" and tlothing 

happens. But pei:her does space~exist ànd th~re is' no duality; 

"Everything subj ecti ve !:?. obi eéti ve 1 and every.thing obj ecti ve !:!. 
sUbjectivê. The 'world is thé'world-of the unit y of oppÇ'sites" 

" . ' .~ 
(Tert,ium Organum, 242). Whe~her or not Lowry seriously believed 
- .' 
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aIl of Ouspensky's rnetoric, he was undouôtedly impressed by many 
d • • 

of Oùspensky' 5 C'l,aims. Th~. table of cohsciousness at the end of 
. . 

Tertium Organum contains ideas, in particular the concept of leveIs 

, of conscious'nes'S." which would hàve appealed to Lowry. 
..... "'"... '" 1-

In A New Model of. the Uni verse. Ouspens~y further develops . --- --- . , 
h~~ theory of l~vel~-of consc~ousn~ss as the ~eans' for man's 

spiritual e~oluJ:ion.· TheFe 1s an important parallel between 

~spènsky's levels~of ~~nsciousness and the stages of drunkenness 
• - r ~ ~ 'i ..... 

through which Ge9~frey passes on-his last üay. In describlng his 

experiments in expaha~g ~onsciousnes~, ~uspen~ky pay~ particula~; . . ... 
'"attention to a "second threshold". between the first levei of . 
heightened ~onsciousness and th~ third representing reality: 

In the "transi ti'onal state," which, as 1 learned very soon, was 
èntirely subj ecti ve, 1 usually began almost at once to hear "voïces. Il 
These "voices" were a characteristic feature of the "transitional 
state. Il . ,f 

, The voices spoke to me and often said very ~trange' things whièh 
seemed to have a quality of trick in them ••.• Sometimes 1 heard 
music which evoked, in me very varied and powerful emotions. 

~ .But strahiely enough 1 felt from the first ,day a distrust of 
these states. ,They contained too manY.pro~ises, too many things 1 

~ wanted to have. 
(~New Model, 282-283) . . 

It is while ~e is on ,Ouspensky's "second threshold"- not sufficiently 
t ~::. .. 

?l b drunk - that :&eoffrey hears his "fami liârs. " His aim 'throughout 
'.:.,' .. ' l' 

: 

the day is to reach that stage of inebriation where vision and harmony 

.~. will 'replace the tlde,monie orchestras"· t~àt tonnent him. Following 

~ on from this "secon<Ï threshold" Ouspensky describes (in sharp 

.' ~ontradiction to his chart in Tertium Organum) the nature of realfty 

as reveaied on the highest I~vel of consciousnessjçit Js a Wdrld 

~f '~i~finite. variation" where ~verything moves and changes. . 

, The~e are manr contr~ictions and inconsistences in Ou~pensky's 

thought -bût Ù ,is unnec~ssari.to subject his books ;o"detailed study. 

Thë important point is that ~s leveis of consciousness corresportd with 

• Jo 

o 

" li<> " 
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the dimensions of time that he sets ~ut in.th~ title chapter of A 
New Model of the Uni'verse. - -- Time, lie explain~; ,is mul tidimensional 

~ , 
ànd a11 actualities exist on o~her tinte leveIs:, 

In every moment and at every point of the three dimensional world 
there are a certain number of possibili ties; in "time," that is, 
in the fourth dimension, one possibility is actualized every moment, 
and these actu~lized possibi,lities are laid out, one beside another, 
in the fifth dimension. The line of time, repeated infinitely in 
eternity, leaves at every pbint unactualized possibilities. But 
these possibilities, which have not been actualized in one time, 
are actùalized in the sixth dimension, which is an aggregate of 

, . "aIl times." 
(~ New Model, 377) 

If this ~ounds like a rigid, tightly closed system -to the extent 

that it can be understood at all!- Ouspensky~ in terms reminiscent 

of Yeats, is quick to point' out that there is a way out: "~e sixth 

dimension is.the way out of the circle.~ •• The line of time becomes 

a spiral" (A New Hodel, 377). 

The 'purp~se of a11 these dimensions of time and consciousn~ss, 

and the poi~t that influenced Lowry's conception of his protagonists, , \ 

is that~~an can evolve frorn one level to another by deve19ping his 

own consciousness. With each repeated existence, man can'learn from 
, ' 

~, his'past and diréct his' energies towards the only true evolution-
't";" ,. ~ 

the evolution of consciousness.* Ouspensky's system is, finally"a 
d \ 

moral ode in which knowing and striving result in the upward spirals 

through time of the good man. On the other hand, the bad man, the , '-
criminal or drunkard who refrains from effort 'and refuses to learn, 

eventually spira1s right out of existence. 

arie further aspect of Ouspensky' s theory of time and spac,e 

warrants attention. In an effort to outdo modern SCience, Ouspensky 

~[EJVOlution means escaping from the wheel of the fifth dimension 
and passing into the spiral of the sixth dime11sion •••• " A New Hode1, 

, p. 425. There is a striking similarity between OuspenskYïs theory 
and that expressed by Yeats in A Vision. Both were influenced by 
the popular theosophy of ~adame-Blavatsky and Annie Besant. This idea 
of the spirals a1so occurs in a somewhat unexpected place, Nordahl 
G~eig's The Ship Sails On (New York, 1927), where the narrator comments 
that "Life had p1ayed OM of hs scenes over again, a new spiral had 
wound its way upward •••• " p. 167(' Lowry.combini,ng two remarks from ~ 
Ship Sails On, writes in Selected Letters, p. 264, "Anoth'èr spiral has' 
wound i ts way upward. Reason stands still. What do we know?" 

" ' 
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.Çlaims that his "new model of the unJverse" explains the nature of 

the unit y of Einstein's space-time: / 

In old physics space is always space, and time is ~lways time. 
In the new physics the two categories rnake one, space-time. In the 
new model of~the universe the phenornena of one cate~ory can pass into 
the phenornena of the other category, and vice versa .••• 

The six-pointed star which represented the ,world in ancient 
syrnbolism is in reality the representation of space-tirne or the 
"period qf dimensions," i. e. of the three space-dirnerisions_ and the 
three time-dimensions in their perfeet union, where every point of 
space includes the whole of time and every moment of time includes 
the whole of space; when everything is everywhere and always. 

(~ ~ Model, 390 - 319) 

How much of this Lowry understood is not important. The exciting 

quality for Low!y of Ouspensky's theory is that it discovers the kind 

of inte~connection and repetition in this world which Lowry loved: 

Einstein's space-time equals" the six~point star of the ancient 
(1 'Ï "\ 

mysteries! Furthermore, it, provides Lowry with a rationale for 

his belief that in any môment of time or in any specificiplace, one 

can belin touch wi th other' times and places (especially :trom the! past); 
-- . 

the human psyche is not bound by mechanical laws of three-dimensional 

space and unilinear "time. How Lowry reconciled such "a view o,f an 

already existent future with Bergson and Ortega who both beli~ve 
in an open future awaiting hurnan creation, is not clear. The'status 

. of the future poses a problem in each of Lowry's novels and in the 

Volcano these conflicting attitudes towards the future are dramatized 

in Geoffrey and Hugh. h 
~ , 

The five manuscript versions of Under the Vol cano housed in the 

Special Collections of the University of British Columbia'represent 
- ( - "-

two distinct versions of the novel. In 1940 Lowry's first' version 

was refused by thirteen different publishers. The reasons for 'this~ 

refusaI are not known, as aIl attempts to locate the readers' reports 

have failed. One criticism of th~ early Volcano, however, has survived o_ 

In an unpublished letter to Lowry from hïs agent Harold Matsbn (dated 

October 7, 1940), sorne of Martha Foley's remarks are recorded: 

, 
.',~ 
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It is a very unusuai book but one that we feel does not quite emerge 
from under the burden of the author's preoccupation with what might 
be desc,ribed as the Dunn (:;-ic] theory of time. * ' 

During the late twenties and thirties J. W. Dunne 1 5 An Experiment 

~ Time was in grest vo'gue. 20 Priestley was fascinated with Dunne's 

time theories and 50 was Malcolm LOl'l'I'y. Re'ferences to Dunne and the 

law of series occur repeatedly in his le~~ers, and ~ Experirnent With 

Time was the third book which, in 1940, he suggested that Mrs. - , 
Bonner read. 

Dunne's book is an attempt to construct an èpistemology based 

on the the~~y that time is seriaI: 

Now, we have seen that if Time passes or grows or accumplates or 
expends itself or does anything whatsoever exce~t stand rigid and 
changeless before a,Time-fixed observer, there must be another Time 
which times that activity of, or along, the first Time, and another 
Time which times that second Time, and 50 on in an apparent series' 
to in~inity. Oc> 

(ExpeTiment, 133) 

This time series gives rise to a universe of Chinese boxes, one 

contained within the other 'âd infinitum. Furtherrnore, the observer 

of this seriaI universe is aIso seriaI. Far fr9m being a passive' 

receptacle, Dunne's observer is capable of psychic penetration into 

other time levels or, wha~ amounts ta the same thing, of txansforming 
\ 

himself from Observer A into Obse~er B and'so on. 

The implications for ,such a ~erial identity are vast, for if 
1 

an individual can move from the smallest time level to a greater . \ ' 

encompassing one, then he can percei ve the past and the futt 'e of the 

first observer as weIl as of other observers. In this way Dunne 
, 

believes that he has "scientifically" acco\À'tted for the phenomenon of 
(,' 

precognition in dreams and t1me travelo Not to be stopped~here, he 

, a goes on to suggest that by b~ing able to penet~ate other tirne leveis 

and for~seeJ 50 to speak, the future, the observer can interfere in 

thatl future. (How one can both foresee and change the future i5 a . 
mystery!) Even death itself is overcome, for when a persan dies he 

1 
*Martha Foley was ~ reader for Harcourt-Brace. In Selected Letters, 
p. 39, Lowry refers to this comment of o Foley's passed on to him 
by Matson: "1 think on rereading that Martha Poley's judgement is 
maybe r ,a just one in part; there is too much preoccupation wi th t ime, 
and the pattern does not \ emerge properly. ft 
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simply ceases to exist on one time level and passes ~n to another. 

Dunne, then, like Ouspensky, postulates'an ultimately moral 

universe ~n which m~ is free and capable of intervenfng to change 

the course of future events. The Dunne seri~universe, far from 

b . bl k ... . h . k ' \ ~f elng a ea pesslmlst~c progresslon, ens rlnes tt1e ,ystery 0 

t~e universe and the power of the individual mind wit~in a logical 

but non-reductive order. Dunne also offers-a method fbr explaining 
o \ 

the problems of repetition and coincidence without dis~issing them 

as meaningless; the seriaI observer in a seriaI univer~e is able to 

perceive intiicate connections and inter-relations betw~en people. 

and events on v:arious time levels. For Lowry, \'lith his \need for an ' 

order which would exalt personal consciousness while sup orting an 

organic view of the world, Dunne's serialism offered man answers.' 

. ' 

In his notes for the film_script .of Tender is the Night 1 Lowry remarks' 

that even though he is "not illustrating a Dunne-like the ry of time 

. •. we can gran t sorne such proces s as part of an accepted truth. If , 

\ 

In the spring of 1956,1 Lowry wrote from England 

a Dollarton friend and neighbour, as king for "two magical b 

the Q. • .!!.!!... 0.). ~ Bride' s Reception and The Anatomy 2f the 

~.21 Both books were written by a Vancouver Cabbalist an 

enumerator Charles Stansfeld-JOnes (Frater Achad) whom Lowr 

met in 1941 when Jones called at the Dollarton cabin,. 

encounter led to a'close friendship. In addition to studyin 

own books, Lowry was able to-read widely in Jones' 

and esot~-ric li ter~ture. According to Mrs. Lowry J she and Ma 

also practisedthe! Ching witlL~Frater Achad. 22 There are 

Burt, 

of 

however, in assessing jones~i influence on Lowry. Although connection 

with, Jones undoubted1y intensified his cabbalistic interests i is as 

weIl to remernber that Lowry had sorne acquaintance with the Cab la and 

other 'ancient- myths through his relationship \vith Aiken years b fore. 

As the early (pre-194l) manuscripts of Under the Volcano i lustrate, 

the book was ready for a final infusion of Cabbalistic syrnbo~ and 

correspo~dences (drawn i~ particular from Q~B.~.)·when Lowry met Jones. 
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Tree of Lire with Correspondences. 

l 

r ,~ ... t 

. 

". 

This drawing of the Tree of Life is from the Appendix of Jones' 

1 

,> 

Q.B.L. ~ The <lride'~_ Reception (New-York, 1972), p. 43 •. The Tree of 
Life is a "Qu,abàli~ic conception of the creative processIf which 
contains three triads or levels of reality. Each level is contained 
i)1 the others and all three are reflected in r-Ialkuth which hangs 
suspended from the lowest triade Jones' book is an explication of the 
correspondences (with number, the Hebrew alphabet, the Tarot, etc.) 
illustrated in ~he drawing. There are also colour correspondences 
for eachsephira whicn.." unfortunately, cannot be reproduced here~ The "'-
circle (a key symb:>l in Lowry' 5 work) is an essential component of the .a 
t~ee with each circle representing one· sephira. The infamou~ ahyss fails ~ 
between Chesed (4) and Binah (3) signified by the absence of a 
direct path connecting the second triad to the third and final 
triad. 
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What ~oul~finarl~ have happened to the C~bbalistic references , 
sur~ounding the McCandless i~cto~er Ferry is speculative. _-.Lowry 

had traced out the Tree of Life from the Q.B.L. on a partial' 

draft of a let ter to David ,Markson dated February 5, 1954 and this' 

fact, together \.,ri th the 1956 request for the two Jones books, indicates 
1 

his continuing concern with Jones' theories. * Instead of iùempt~ng 

to track down direct references to Cabbalism 

is possible to view the Cabbala, particular 

.in The Anatomy of the Body of God, as a gen 

religious influence upon Lowry's already establ hed concerns. 

The chief purpose of The Anatomy of ~ Body f God was to prove 

and illustrate the constant movement of the Tree of Life which 

represents,not only the entire universe but the microcosm of the 

human soule According to Achad, the Tree of Life is 

not a fixed design but capable of ~ndeflnite progression towards 
the Infinitely Small or the Infinitely Great. For it can be so 
drawn that it appears with aIl its details and'properties, repeating 
themselves indefinitely in every direction of Space to Infinity. 

. (Anatomy, 12) t 

With the aid of elaborate diagrams~ Achad goes on to explain the 
\ 

functioning of the Tree in three dimensions and the esoteric 

consequences of its intricate duplication. For example, in its 

perpetuaI proliferations part? of the Tree overlap and contain other 

parts; this phenomenon leads Achad to the claim that the Abyss 

within ~he Tree of Life is duplicated and hidden everYl"'here. If the 

Tree were telescoped, Kether (the spiritual world) would coincide 

with Malkuth (the material ~orld), thereby symbolizing the mystical 

unity of the two. The doctrine that Heaven and Hell are the1same place 

or that the way up is the way down, ideas that terrified and fascinated 

*This tracing of the Tree of ~~fe 'appears to:be from the Q.B.L. J 

p. 43. lt is· unfinished and with Lowry's habit of using and re-using 
available pieces of paper, it cannot be said exactly when he made the 
copy or evenlif it was neçessarily part of the letter to ~fàrkson. The 
letter, postmarked May 10, 1954 and written in St. Paul's Hospital 
aft'er Lowry had lnjured himself, makes no reference to the Cabbala or 
re1ated subjects, though it is a delightful example of Lowry at his 
symbolic, extravagant best. Selected Letters, 366. 

\ 

}: 

.r 
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Lowry, are basic to Achad's organic Tree • . 
Some of Lowry' s most striking effects with time and space are 

attributable to-the imaginative stimulus provided by Achad's Tree 
~ 

of Life. The palimpsest quality that Lowry gives to the consciousness 

of Geoffrey Firmin, ~fartin Trumbaugh, and Ethan Llewelyn parallels 
, , 

.the overlapping and containment of the Tree. Various events in time 

become superimposeQ on one ano~her in the protagonist's mind. His 

'thoughts travel up and dO\ffi a mental' l.adder wi th signs, obj ects, 
• 

streets, or places acquiring p~oliferating symbolic dimensions. Thus 

the barranca becomes a multilevelled and living symbol of historical 
'" conquest as weIl as the ante-diluvian world, the Abyss, the link 

between Geoffrey' s garden and the Farolito,and a gigantic jakes. To 

the Cabbalist, language itseLf is magic, with the mystica,l power to 

trànsform consciousness. This belief in the powe! of the word is 

ftrndamental to Lowry, ':l'ho se art is his attempt to grow and evolve and 

in evolving to reflect reality. 

Similarities exist between Dunne's seriaI universe and Achad's 

Tree of Life; both theories offer a vision of a multilevelle~; dynami,c. 

yet ordered universe. Where they differ is' in a sense of purpose. 

The paths of the Tree of Life lead to Gad and the goal of "the aclept 
" 

is to reach the Godhead of visionary knowledge by passing,successfully 

through the abyss within the sou1 as weIl as within the universe. To 
( 

do thi5 requires a highly developed consc~ousness'. If Heaven and Hell 

are the same place and both are within man, succçss or failu~ depends' 

on one t s abili ty to control knowletlge - on one' s state of mind. In 

Dunnels universe there is no such intense purpose !JI' absolute risk 

despite his attempt to introduce "a superlative general observer, the 

fount of a11 .•• self-consciousness, intention, and intervention" towards 

the end of his Experiment Wi th Time. . 

Finally, it is high1y possible that Lowry acquired the title, M. 

as weIl as philosophical support, for his literary continuum from" 

Frater Achad 1 s QJhh. Through~t his book Achad emphasizes - in 

keeping wi th the dynamic nature of his Tree - the flux and reflux of his . , ~ 

system, the neces5ity for accepting change, and the correct '~ethod of 

Retum," embodied in the . constant motion of the Cabbalist 1 sTree of 
t" 

g , 

• J 
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Life. He closes Q.B.L. with a final reiteration of his message in 

the words which Lowry adapted to his own p;urpose:. 

Thus, gentle readers, are we shown the Way to the Palace of 
, the. Bride. 

" Set ye out upon that "Never-ending journey, each 'stEp of which. 
'Ïs an unut'terable reward" •••• 

(Q. B • L ., 106) 
! 

~lthough Low;ry's knowl~dge <?f Bergson is not as well documented 

as th'at of the bther wri ters under discussion, i t is necessary ta 

consider Bergson as àn important influence on Lowry because of his 

general impact on the early twentieth century and upon Aiken in 

particular.* According to Jay Martin, Henri Bergson ~as a crucial 

influence on Aiken's ideas of time and space, evolution, and 

individual consciousness. 23 Iniadditi~n, shortly after writing 

his final Cambridge exams in 1932, Lowry ., ... rote to Aiken saying that

he must read, among others~ J)ean Inge (Selected Letters, 8). It 

i's impossible to knO\'l for c~rtain which of W.R. Inge's many books he , . 
actually read, but the Dean' s interest in the topical question of time 

and space was weIl known and in his God and the Astronomers (1933), 

Inge analyzes Bergson's philosophy in great"detail.** 

'*One of LowrY'3 direct references to"Bergson occurs in a letter'to 
Derek Pethick (1950) in ~ich he discusses Under the Volcano (Selected 
Letters, 200). LoWry wri tes: "Should you hold the Bergsonian idea 
that the sense of time is merely an inhibiti.on to prevent everything 
from happening at once - brooding upon which it is pretty difficult 
to avoid sorne notion of eternal recurrence - inevitable destruction 
is thus simply the teleological end to one series of possibilities; 
everything hopeful is equally possible; ~he horror would seem to 
exist in the possibility that this is no longer true on our plane 
and absolute catastrophe has fa Il en in tine with oU1'j~l upon.so 
many planes that even, the other possibilities ar~ for~s gradually 
ceasing to exist. This, 1 may say, is not very clear, as 1 have 

_ expressed it,' 50" you better forget it. Anyhow, 1 don 't believe' ~t 
for a moment." Clear it" is not, fol' Lowry sounds as if he is '. 
com~ôunding, if not confusing, Bergson with Dunne and Ouspensky in 
this remark. , 

**Iirterestlngly enough, Inge's Christian Mysticism is one of the books 
to which Lowry had access in Stansfeld-Jones' private library. 
Anbther examp~e of the whe~ls within wheels in ~owry's life. See 
Ki.lgallin' s LoW, Appendix A. 

t 
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Pergson's Creative Evolution, pub1ished in 1911 and translated 

in 1931, had a widespread influence'on twentieth century thought and 

literature,."perhaps because it signalred a release of individual 
t 

freedom and power from nineteenth century dete~inism. For Bergson; 
• "to exist is to change, to change is to mature, to mature is to. 

go on creating onese1f end1ess1y" (Creative Evolution, 7). Bergson ~,s 

importance to a writer like Lowry who saw life, art, and the deve10pment 
" of consciousness as an endless voyage, 1s not difficu1t to appreciate •. . 

In Creative Evolution, Bergson attacks the "cinematographical , 
mechanism of thought" "which he finds in Western philosophy, religion, 

and social structures: According to Bergson, this mode of thought 

reflects a fear of contingency and becoming'. For oergsofi, who 

believed that becoming is 1ife, creativity, freedom, and ultimately 

the only reali ty, Platonic a~solutes and aU tradi tional _ concepts 

of ontology represe~t stasi~ or death. The intellect, which is 

responsible for the creati~n of static or timeless~concepts and 

structures, is not equipped to.comprehend the "éfan vital"; only 

intuition can accomplish that •. 

In Bergson's conçept of creative evo1ution the future is necessari1y 

~known and unknowabl~i there can be no Dunne-1ike precognition 

• because the futu).'e:·awaits creation. The past, however, is of g~eat 
- r 

significance for evol!ltion, not the least for' the danger ~ t presen~s:, 

In reality, the past 1s preserved by itself, automatically. In its 
entirety, probably, it follows us at everx instant; aIl that we have 
felt, thought and willed from.our earliest infàncy i5 th~re, leaning 
over the present which ii about to join it, pr~ssing ~gainst the 
portaIs of ~onsciousness that would fain leave it outside. 

(Creative Evolution, 5) 
\ 

The past is always with us providing our personal duration, but 

it must not become a ruling-force in the. progression of life because 

it represents the "already become"; it is no longer charge,p with 
, ! 

life. Accorqing to Bergson, it is a mistake for the individual to 
~ 

become psychically trapped in his past and to be involved, thereby, 

in recurrence_ or rep,ed tion ~ Nature or -the materfa:l world repeats, 

Qut human co~sciousness does note ~ We must learn to use the past in 

9rder to will the future and to create ourselves. 

o 
J 



\, 

40 

, 

'I}te last of the major ~nf1uences upon Lowry's thougbt, especiaHy 

in his later work, and one which must have sy,nthesized many of his 
. . ( 

ideas, 'is that of the Spanish philosopher, José Ortega y Gas.set, ~hose 

_-!~_._ books Lowr~. began reading iri 1950." Lowry. was par ... ticula;IY impressed 
t ------------- " ". i ~-by- Orteg~'~. lecture on G?ethe and ~is book, Towards !!.. Philosophy of 
1 . ~ , 

History. In an important letter (.Turt?:.23, 1950) to his Dollarton 

i 
1 , 

;' 

• J 

friend, Downie Kirk, Lowry described the ideas which ,intrigued him. 

He l'las pleased wi th Ortega ',s 'theory tliat "man is a S'Ort of novelist 

", of himself": 

This probably recommends itself·to me partly because if{it is 
true, and man i5 a sort'of novelist of himself, 1 can see something 
philosophical]y valuable in attempting to set down what actually 
happens in a novelist' s mind when he conceives what he conceives 
to be the fanciful figure of a personage, etc., for this, the part 
that never gets' wri tten ••• would be the true drama .",., 

. , (Selected Letters, 210) 

The impor.rant point about Ortega's theory is that man is the novelist 
\ 

or the makerof his own history and that this history is constantly 

in the making: 
, 

Existence means, for each of us, the prdcefos of ~ealizing, under 
,given conditions, the aspiration l'le are. 

", 

Body and soul are things; but 1 am a drama, if anything, ~ 
unending struggle to be what 1 have to be.~ The aspiration or 
program 1 am, impresses its particular profile on the world abqut 
me, and that world reacts to this impress, accepting or resisting it. 24 

o , 

- 1 
One of the chief obstacles to the, creation of history is, according 

to Ortega, theo Eleatic nature of Western philosophy and religion., . " \, 

Ortega, in terms reminiscent of Bergson, sees. Western man's fear of . . ~ 
the contingent as a crippling restriction in his s~~rch for reali~y, 
Befor'e \we can know what we ~re, "we must first elaborate a non-Eleatic 

, 
èoncept of being, as others have elaborated a non-Euclidean geometry. 

, 
"The "time has come for the seed sown by Heraclitus to bring for th its 

mighty harvest"" (History, 203). Ortega 'criticizes Be;gson' s term 

. "se faisant" for implying a passive qua lit y in the agent, almost as 

if man l'las being made. He goéS on ta emphasize his view that man 
) 

, \ 
" 

" " 
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acti~ely creates, not only himself, but aIl human history. , 

The past, for Ortega, is always present in us: it 1s our right and 

i t is good. He praises England in "the most glowÏIlg terms for prêserving 

sacred traditions. In wha;t odelighted Lowry as "one of the most 

C"onv.incing arguments 

Ort~ga dec~ares that . ~ ..-. . 

against connnunismi , (Select-ed Letters, 212), 
o 

t'o repeat, efface, br othe~ise misuse the 
: 

p""âst is i~ sin. ' The idea of spiritual or psychical recurrence is 

anathema: 
\ 

[M]an, thanks to his power of memory accumùl tes his_'past; he 
posses~es it and can make use of it. t-fan is nevE\r the first man 
but begins his life on a certain lev~l of ac umulated past .... the 
important part of this treasure (the. pastJ i ... the memory of 
mistakes, allOl'ling us not to repeat the same ones forever ..•• 
Breiking the continuity with the past, wantin 'to begin again, is 
a lowering of man and a plagiarism of the ora gutan. 

(His or , 81) 

Despi te O,rtega' s strictures on recurrence or repeti tlon wi thin 

human,history,\Lo~y reconciles Ortega's philo phy of history and 

~elf-creation with Ouspensky's adaptations of r~currence from 

Nietzsche and Eastern Mysticism. When Lowry usek recurrence or 

repetition of the past, however, it is eithcrto signify the 

breakdown of: an indiv'idual's' will or to s~gge t' the necessity for 

~de;standing and usinf the past i~ order to create the future - to 

crea~e oneself. For Lowry, beginning again does not invgJve a break 

in continuity with the past but a further exploration of the pasto 

' ... 

p • 

. , 

o U~ing Lowry' s own remarks as a. pivotaI point it is n?w possible 

() 

to summarize the salient features of his- philosophy. One of -the 

mosl'important of Lowry's manuscripts~ one which clearly illustr~tes. o~ 
his concems, is, the manu~cript of his short story "~hostkeèper." 

Interspersed with parts of the story are sorne of.Lowry's observations 
~ . 

on life: 

Lire is indeed a sort of delirium perhaps that; should be contemplated 
however by a sob~r "healthy" mind. By sober and healthy 1 mean of 
necessity 1 imited.. The mind is not equipped to look at the truth. 

, . ..... 

\ 
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Perôaps. people get inklings of that truth on the lowest plané when 
'they d~ink tao much or go crazy and become delirious but it can't •. 
be stomached, certaiply not from that sort of upside-dowt;l and , 
reversed~osition. Not thatOthe truth is 'bad' or 'good':, it simRly 
i5, is incoJ11prehensible, and though one is part of it: there is . 

• too"mucQ of it'to gr~gp af' once, or it is ungraspable, being 
perpetually Protean. , 

-.. ~, 

Without forcing, a systematic metaphysics on a nlost unsystematic .. ~ : 

thinker, ,one can,l,in view of pÙ reading and his oWlf remarks, a'cq1fire 
l '"",.." ,. - ':1 

a reasonable picture of dIe Lowryean world •. 'The. single most important 
... "'0 < .. -\~ t 'l cP 

aspect ef this world is its dy:namlsm:. Fqt Lowry, the 'uni verse was -

- in' a c~nstant p}ocess of change. Hj"s af:6inity for a world view~ v 
" ~, ~ :.; ~ - \ "". Q 

"~ 

based upon a beHef i~perpe~u~l' move~,en't an"d possibility led-him 

tO.Q-philosophers like S rgson, .Ortega; and Dunne, or mys.tics like 

Stan~ld-Jope5'. ~Even '~pengJer, ofo lesser importance to Lowry~ 

. ~ , 

, 

~l~ 
\;~ 

\\,\-

. , 

. ' 

. 'saw "world history as \~ picture ~f endless formations and transformations, 
J:J u ~... 26Tl",f,f\.''L~''''I''-'''lCl!:,'::'~'''f'"lY .. 

, . 

~f the marvellous waxing and~aning of organic forms." , Cyc~es an"a .... "~ 

, , recur1rences which: play suah" important'~Ymbolic and struc,tura~_ raIes' ~~ 
in.Lowry's fiction are subsidiary aspects< of r~aiity, the wheels '"'- "'3 

e 

~J 
within wheels"of an ultimately uneriding voyage. 

At this point, however, a difficulty arises. In addition ta 
o ,'> .. 

~ his beHef in a Heraclitean w'orld, Lowry '''las aiso attra,cted by 

Ouspens~yts view,th~t time and space,ar~, in a sense, fixed o~ given 
, 

once and for aIl; nothing new can be said to come into being, 
, , " 

according to Ouspensky, for the future has already been created. 
• ,0 

The central dilemma in Lowry's fiction is,the strugg~e ta use'the l 
" l 

past to create the "future. ~ven if one accepts Lowry' s thesis that 

this strug~le is a voyage that never ends, the reality, i~ Lowry's 

fiction, of an open fui~re"which the individual can create i5 at 
"-

o _ 

b~5t uncertain; glimpses of such a progression exist th The Forest 

Path and October Ferry.' Was Lowlo/ unaware ôf the contr-adiction in -. , 
his beliefs as they pertain to the future 1 or, more fikely,. was he , . 
at~empting tô articulate this paradox in h~s fictIon? Perhaps Douglas 

Day' 5 theory that Lowry was.GOrally fixated in an "infantile state - in 

otfier words', in'! his Owfl pas~ - explains 'why he had 5uch difficul ty 
, 

~ving into a Be~gsonian future where' "ta ~a,ture is to go on creating 

onese1f endlessly:'" In an~ case, this .col)tradiction in liowry',s 

attitude towards the future is never resolved; The best that"can be said 

i5 th$t LQwry's characters behave fatalistically (as jf the future 

o 

\ 

1 
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when they are 

i~ ?alance4,· they 

ever-evolvLng univarse. 
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" 

''1 

confused by'hellish' despair; when 

appear to live in harmony with an 
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The second outstanding j"eature of ~owry~~ world iÏs its signification. 

Nothing çan be explained away as mere accident; everything connects 
~ 0 • 

or corresponds tô form ,~_ highly significant whoIe. Lowry"givès 
.·1 

, creative form to his se~6e ,of temp~ral 'and spatial interconnection 

o~·"t,hE~ugh the 'use of Journeys and the more obvious metaphors of paths •• 

ladders)",,,,heels, as 'well as through fresh and întrigùing syrnbols 
, "', -', ~ 

like that of'tb~anamà~r.anal. No matter how he accounts for it. , ",.7'., ..> 
each of the authors~ k ider~d !n this chaptér agrees that the univer$e . ' 

is fuH of meaning. .. ~ the strange bpoks of Charles Fort" whose 
" ....... 1 

.data on fires was used in Octobe~Jierftr-J&wry discovered a fascina,tlng 

collection of 'fac,t,s' to prove that ~u'r wo;ld hont~s signs and 

events which log)c c'~nnot" expIain. His reading in' Bo~hm-e---..and
Swedenborg I:eiy\fQrced his 'desire to Jntèrpret tHe nat~ral w:;ld~~_ ~ ':' 

1>. ,,~ 

As eàrly asJs-î!-8" wl}en he responded-'so ,profoundly to· Aiken:s ,,~ 
""....... " , ''Housa,.of Dust" a~d Blue"'Voyage, -Lowry's concernCwith inaividual 

',," " - . 
'consciousness and perception was obvious: Lik~ the syrnbolistsilhe 

. was un~i~1ing to allo~ mechànistic limitations~to the human psyche: 

'0 and hi~session wi t~ the creative' "a?d intui tiolla1 pô~er' ~f the , 
~ - ~ .... '" " ----" ~ 

~~~mind is a syrnptom of early twentieth ëentury romanticism.~ The key 
~ ..., t } '" 

'point is that', for Lbwry, the developme'nt of consciousllfss was in 

""'prin,~iplë.neve~ complete; his "voyage tnat ~e,Ver ends" fs, on one leveI, 
" l " , 

the never.ending effort of the individual to develop consciousness 

and thereby achieve understanding of a ~ysterious unive~se. It is 
, " ' 

Lowry'sobelie.f in the power of the psyche that made Jung's theories 
J' i'r\~ 

.o~ synch!onicity and,thp unco~scio4S congenial. '~ 

The' fusion of oppos~~es (drawn in-particular from ~sI'ensky and 
,'- . . . , 

Jon~s) was a favourit~ rdea of Lowry's ànd relates his concept of 
~ ,,1 .. 

consciousness to his picture of a Many levelJed, intricately connected . , . 
world. ~ Just as there are many l~vels of reality ex~ernal tô man, the 

. .. ~ , ' i t • 1 

hurnan psyche is ;~rrespondingly complex:, Lowry be~ieve~'~ co~ld ~ 

pen~t~a~~ deeper and deeper into th~ mystery'of rea~i~y by m;ans of , 

an èV,~:--exp@dint consciousness. ~f m~ wer~ lo ·miS~S~. his pb~~rs. or :' '~, 
~ease to evolve, a potëntially pa~adisial existence ~OUld .quick~y"' ,:," 
become infernal; Lowry saw life in 'snch abSoî:ute ext emes. "Thus .t~e 

" ' 
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~~, 
drarna.set forth in each'of His books, the drama of his own life and 

~' the purpose of his art is the dràmatiza'tion of a quest for ê- fdUy 

evolved consciousnes,s which can transform an alien, fragrnented, and 

mechanized world-into a home. The reprieve from eviction which 

Ethan wins in October Ferry ~xists within the human mind. 

Lowry's philosophy is an eclectic one; he had"gteat synthesizing 

,imaginative powers •. Real~ty, h~ believed, is in constant motion, 

"perpetually Prote~." A man' s tàsk i5 to live in harmpny with this 
, \ 

universal motion, to'constantly change, develop, and grow. The past, 
t • 

"while thre~tening to enclos: and paralyse the 'moveDfnt of the mi:~d;' 

is, at the same time, synonymous with-the self created thus far ~ time; 
~ D.J • 

f '" ," 

in-ùnderstanding the past a man understands the sel~ he has created 
!I _"-~ ,t-

andis ma~e free to cont;,nue his growth. For Lowry, the'writer's 

task.is to strive ~onstan ly to c~Pture in art the prot:an nature 

of ueality/ Not surprisin ly then, Lowry's ~esthetics deyelops 

clearly from his metaphysi ,s. 
\ 

, L 

" " l' 

1 

An examination Qi Lowry'~ aesthetics involves two questions: 

firstly, his theories e~ the nature and purpo~e of art and, secondly, 

pis creativ~ methods. Th: qu~stion of creative mè~hodS should be 

discussed,first because it inevitably involveS proble~~ literary 

influ;nce;- Lowry' s ·aesthetic theories cannat be properly appreèiated/~ 
~nti16the'c~ief lnfluênces upon hi~ art have been di~tinguished'from 

, '> 

peripheral ones,"" ~\ . 
Various claims Qàve be~n ~ade for the influence or other writers 

. 28 on L~wryt s technique. In his review of Under, the Volcano, Jacques' 

BarZu'n,ac'cused Lowry of imitating Jo~ce, p~s Passos, and S~erne 50" 

tnat the novel becomes "'an artthology held together bYe earnestness'." 
... • g • s 

1owry, 'deeply _affronted, wrote to Barzun (May, 1947) def~nding bis c' 

'. 
b 

1 , , 
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art,and his letter is worth examining. Barzun, he maintains, has 

been grossly unfair: 

45 

For while few moodern wri ters, myself included, can have al'together 
_.escaped the influence, direct or indirect, of Joyce and Hemingway, 

the "materials" Lof volcano] in the sense you convef are noit to b~ 
.found in either of these books [plysses and The ~ ~ RisesJ 
~ •• A young writer will naturally try to benefit and make use 0 what 
he has read, as a -result of which, especia11y in technique, what 
-Van Gogh l think caUs "design-gove,rning postures" are from time 
to time inevitable. But where r found another writer in the machinery 

'~ ...•. r always did my utmost to sweat him out. 

f 

. (Selected Letters, 143) 

Lowry went on to declare that he had never read Ulysses through and 

had only read one page of Tr~stram ~handy. The infl~ences upon 

Un der the Volcano are "other, and for the most part also, l genuinely 

believe,i absorbed •. " 

'1'hè tr9cking down of stylistic influences upon a writer is an 

invidious task; of course, Lowry was aware of popular techniques. 

Tp so~e extent this awareness came through Conrad Aiken, the one 

writer w~om Lowry claimed as the major influence on his art. At 
> 

the same time, and perhaps to a greater éxtent, Lowry was influenced 

by lesser wri ters ,th an Joyce, Faulkner J, or Dos Passos. In his 
- . 

unpublished letter to Albert Erskine referred to above (p.~~), 

Lowry mentions several ~inor works which influenced,his masterpiece. , . 
For example, Ralph Bates' The fields of Paradise suggested the , --
Spanish-English dialogue and the use of the important ~ord "Campanero," 

and Houghton' s Julian Grant Loses His Way is an ~~i:remely heavy-
< , 

handed portrayal of a dead~man in l\lell who relb(~s his past; here, 
, 

Lowry transformed his source. In one sense, the influence of these 

writers' is less exciting than Joycean paral,lels. On the other hand, 

t,hese authors l'lere undoubtedly more lmportant to Lowry and this 

indicates the stature of his individual technical achievement. 

The only major writers that a critic is fully entit~ed. to press 
~ -

as influences on Lowry's technique_ar~ Conra~ Aiken and Henry James. 

Lowry adoptèd s~veral of Aiken" 5 'techniques -unsent let-ters, con-

trapuntal use of dialogue and thought, dreams, and travel in boats 
f -

or trains)in orde~tô contrast'movement through space into the future 

, 
\ 

\ 

\ 
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with lhe mental voyage of the protagonist into the pasto From both 
1 .' 

Aikenland James, Lowry'leatned that the most fascinating material ~ 

for f~ction is the d~àmà'of consciousness. Following James' example, 
1 

he us~s an indirect narrator to mediate between the reader ançl the ., 

fiCtipnal expe~ience'-in, the Volcano, at least - with brillümt succ~ss. 
Final~y, from\Jarn~s' novels and prefaces, Lowry gained the respect 

for fbrm whic~ characterizes his own work and raises it above Aiken's 

~~. 4 
1 rt is as we,l1 to remember , ... hen considering ,Lowry' s pO,etics that 

he deeply admired Melville and, never rejected the narrativf't~aditions 
1 • 

of th~ nineteenth century. In a reminiscence of Lowry, Gerald Noxon, 
1 

a Cam?ridge friend and edi tor of Experiment, rev~als Lowry' s aesthetic 

~ concems: 

Basically Halcolm was unwilling to repudiate the legacy which he 
had found awaiting him in the works of nineteenth century novelists. 
While discarding the aridity of a purely realistic style, he was 
unwilling to adopt the kind of personal stenography which made the 
works of writers like Joyce and Faulkner superficially difficult 
for the reader but still insisting that his writing must be capable 
of carrying meaning at many different levels of intellectual and 29 
emotxonal communication which he discerned in ~felville, for instance. 

Lowry's manuscripts and notes offer considerab~e insight into 

the way he wrote and his writing me~hods reflect, in turn, the core 

of hfs aesthetie beliefs. Very rarely did Lowry eut material from 

his ~anuscripts without'incorporating it, in another fQrm, at sorne 
l , ' 

other place in the texte In this way, his_w9rk always grew or • 

expafded; his primary conce~_was ,to get' as much into a book as 

pOS~ble.- The extant-n6fês for J each of his books indicate that he, 
beg with a central episode for the books as well~as for each 

L..----
chap er and then built upon this fOUQdation by adding blocks of . 
desc iptive and thematic mater~al at either end. Frequently, he-

woul ~hift the positi~n of whole passages; in, Under the Volcano, 

for xample, paragraphs that had first been piaced in one chapter 

were/later moved into other chapters. . 

Lpwry ~ever seemed'satisfie~ with the symb6lic resonanc~ or, 

to k~ep the archi~ecturai analogy, with the churrigueresque facaie , 
of his work; his imagination continually discovered new connections , . 
and ~explored resemblances between words, images, and events. Syrnbols, 

, , 

.. 
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allusions, motifs, are constantly being inserted- almost like 

mortar - at, strategi<; points in the manuscripts. He wrote at tremendous 

, length; evèn individual sentences illustrate the way he added phrase 
" , 

after phras e, adj ecti ve after adj ecti ve to his-. Î5Ï1i tial' i dea as i~ 

to probe, develop, and expand every nuance of meaning. The writing 
) 

was neverccareless or hurried, however, for he re,wrote sentences 

and paragraphs many times and marginal notes indicate that he had 0 

complicated reasons for every punctuation mark. 

, Two features of Lowry's creative method stand out as particularly 

significant: he wrote as if h~ was constructing a house or a pier; 

simultaneously, his work never seemed, to~his eyes, complete. For , 
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l' 

building must never become stati~ but must continuously grow in time. 

Malcolm Lowry,believed that stasis would destroy not only the work 

of art but tre artist as weIl. In his "Working Notes" for October 

Ferry ~ Gabrio\a, Lowry tackles the problem of time and space, 

motion and stasis in art from a different angle. Quoting Herbert 

Read, he goes on to apply Read's theories to his beloved pier.* 
, 

According to Read, in the WOI'k of art the artist "has arrested the 

flux of existence and made a solid and stable object: out of time 
- q 

he has c.reat~d space." Unhappy with ,this theory, ~owry comments 

that his pier is both "geometrical and organic"; al though it i5 
1) F J. 

solid and stable in one sense, it is full of motion and vitality 

in another. He caUs his pier "a magic work of reason" that by the " 

moon' s reflections is "Iike? amplification of the paths and 

sephiroths of the QBL itself"Gi<J. 

For L~l'lry, symbols, images, and l'lords l'lere constantly expanding 

in much ~he same l'lay as othe Tree of Life. His task l'las to capture 

this activity in art. His most revealing reflections upon the 

absurdi ty of t~~ attempt are contained in his "Ghostkeeper" manuscript: 

The minute an artist begins to try and shape his material - the 
more especially if that material is bis own life - sorne sort of 

1 magic lever is thrown into gear, setting some celestial machinery 
in motion producing events or coincidences that show him that this 
shaping of his is absurd, that n?thing is static ~ E!!!!. be pinned 
down, that everything is evolving ~ developing into other meaning5, 
or cancellations of meanings quite beyond his comprehension. ( •. a 
In any case the average short story is probably a very bad image 
of life, and an absurdity, for the reason that no matter how rnuch 
action there 1s in it,- it 15 static, !!. piece (j~eath2 fiXed,-àsort 
of butterfly on a pin; ( •. J But the attempt sh d 1]e - or should 
be hete - at least t~r~jve the illusion of things -'appearances, 

~Lowry~s Dollarton pier l'las of tremendous symbolic importance ta 
him; he considered it a work of art. After its destruction in the 
spring of 1956, Lowry wrote that he was "broken' hearted"; "that 

- .pier, tltat gave 5'0 much happiness to many and us, was us in (3 

sense" (Selected Le:tters, 388). Douglas Day suggests that the news 
that the pier l'las gone hastened L9wrY!M~own death because to 
Lowry' 5 coincideli'è'e' and omen-ridden minâ, it signaled his destructiotP. 
See Malcolm Lowry, pp. 35-36. ,~ , 

.. 

() 
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possibilities, ideas, even resolutions - in ~ state of perpetuaI 
~ metamorphosis. * 

In Lowry's terrns, the realistic work of art is the one that most 

nearly captures the flow and vitality of metaphysical and natural 

reality - the withdrawal and retum of the universe and of the 

tides. 
\;". 

Parallelling his phi1osop~ical views; Malcolm Lowry' 5 aesthetic 

is founded upon a bel\ef in the infini!e variation and movement of 

life. Time is not a simple single-dimensioned line ~f cause qnd 

effect nor space an empty receptacle to be filled as time marches 

on. Just as his universe is an~intricately connected, supremely 

meaningful structure, 50 his fiction is a multilevelled world in 

which time and space are, ideal~y) unlimited. By penetrating the 
'>l> future or reliving

p 

the past, by interpreting coincidences and events 

as 'signs and portents, by travelling \mentally and physically, the Lowry 

protagonist inhabits and becomes a dynamic, mysterious universe. 

Finding watches, crossing borders under the watchful eye~ of customs 

officiaIs, riding in buses, ferries, boats and planes, looping the . 
loop, visi ting the ruins' of Pompeii, even contemplating the stacks 

of polished glasses in a bar, beco~e, under th~: spell of Lowry's 

artistic vision, aspects of a mystical journey, a glimpse into a 

new world, the capturin~ of reality.\ 

The only forrn which: Lowry felt could p05sibly contain his vision 
,/ 

was that of the voyage ever-renewed. If we move in éircles-or repeat 

our pasts it is only within the larger journey which.we never complete. 
o 

The purpose for this -constant movement is the evolution of consciousness 

and the creation of life. The world for Lowry was ultimately a 

reiigious and a moral one. Hell he identified with stasis and the 

crippling of con~ciou5ness; Paradise - Eridanus -is the uninterrupted 

voyaging and development of the soul. , 

*This is an invaluable passage for anyone interested" in Lowry and 
it has been surprisingly overlooked. An important part of the 
"Ghostkeeper" manuscript (one of the"short stories 'intended 'for 
~ !!.:!./~ Lord) appears in Appendix E of Perle Epstein' s The Private 
Labydnth of r.1aIcolm towry. The emphasis i5 mine. These remarks 
explain what Lowry·meant when, in 1953, he wrote that he was looking 
for "a new form, a new approach to reality itselfll (Selected "Letters ,330). 

j ... q v 
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1 ."Time in Faulkner' s The Sound and ~ Fury," William Faulkner: Two 
Decades of Criticism, eds. Frederick J .. Hoffman and Olga W. Vickery 
(Michig~ 1954), p. 180. 

2 Professor New' s article, "Lowry' s Reading," in Malcolm Lowry: The 
Man and his Wotk, ed. George Woodcock (Vancouver, 1971), although 
necessarily brief, is the best general study to date of Lowry's 
thought. New emphasizes the eclectic nature of Lowry's reading and 
avoids the distortion which arises in studies that concentrate upon 
one specifie influence. Perle Epstein's The Private\ Labyrinth (New 
Yo~k, 1969), while providing va1uab1e information on Lowry's 
Cabbalistic reading, overemphasizes the importance of the Cabbala 
in an understanding of Under the Vo1cano. The P"te-1941 manuscyipt 
versions of the Vol cano show that Lowry had alreqdy decided upon many 
of the symbols which are also important to the Cabbala. ,Two theses 
which discuss aspects of Lowry's reading and the subsequent influences 
on his fiction are Keith Harrison, "Under the Volcano and October 
Ferry to Gabriola: The Wèight of the Past~PH.D. McGill, 1972 
and R.H. Ramsey, "The Impact of Time and Memory on Malcolm Lowry's 
Fiction," M.A. British Columbia, 1970. Harrison concentrates upon 
the influence of Eastern mysticism, in particular Ve~anta and the 
! Ching as we~l ,as offering valuable insights into Lowry's use of 

.Greek myths. Ramsey's more 1imited study deals with Lowry's reading 
in Dunne and Ortega. 

3 Accordlng .to his Vancouver lawyer 'andu persona1 friend William 
McConnell, Lowry "had that -rare (and rather frightening) gift of 
near total recall." "Recollections of Malcolm Lowry, If The Man and 

"his Work, p. 155. It is doubtful ~hat any Lpwry bib1iography can be 
exhaüSt:fve and one is continual1y haunted by the fact, that certain 
books or authors are inevitably overlooked. Section II of my 
bibliography is an attempt to suggest the scope of Lowry's reading. My 
selection corresponds in ~ost respects with,T6hy Ki1ga1lin's list of 
one hundred authors to have influenced Lowry. See Lowry, Appendix B. 
4, " 
, "Swinging the Paradise Street Blues: Malcolm Lowry in England," 
Paris Review, XXXVII(1966), p.IS. 

o t. 

5 Ibid., p. 14. 

6 In addition to the above mentioned studies (no. 3), the work of 
Richard Hauer Costa, Tony Kilgallin, and Douglas Day has provided 

. invaluable assistance. Tony Kilgallin has privately corroborated 
my belief that Ouspensky,. Dunne, and Bergson are more important to 
an understanding of Lowry .than other writers such as Swedenborg or 
Boehme, and Day's biography of Lowry, while not discussing Lowry's 
reading in any detail clarifies the nature,of Lowry's metaphysical 
search. . 
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7 "Malcolm Lowry: A Note," The Man and his Work, pp. 101-102. For 
Lowry's response to Aiken, See sëïëctëd LëttërS; pp. 3-10 and pp. 
270-279 where he writes that Aiken' s "work first slammed down v"tm 
my raw psyche 1ike the lightening sl~mrning down on the slew outside 
at this morne))t •••• " 

8 Day gives a good account of the years when Aiken.served "in loco 
parentis" for Lowry, offering rnany hi therto unknown facts about the 
Lowry-Aiken syrnbiosis. 

9 See Costa's articlE;ls, "Lowry/Aiken Symbiosis," Nation, June 26, 
1967, and "U1ysses, Lowry's Volcano and the"Voyage Between: Study 
of an Unacknow1edged Li tera!y Kinshlp ~" Uni versi ty of Toronto Ouarterly 
(Ju1y, 1967). According to the Aiken scho1ar, Professor Jay Martin, 
Joyce was not an important influence on Aiken. Conrad Aiken: A Life 
of his Art (Princeton University Press, 1962), p. 94. 
~---

10 Qu d· M· 76 ote ln artln, p. • 

11 The Jig' of Fors lin : A SymEhony (Boston, 1916), 8. p. . -: 

12 Martin, p. 139. 

13 Preludes (New York, 1966), p •. vi. 

14 Collected Poerns (New York, 1953), p. 869. 

lS The Short Stories of Conrad Aiken (New York, 1950) and Three' 
Novëï$ by Conrad Aiken(London, 1965). Further references to these
books are included in the texte 

16 M· 26 artln, p. • 
Il, .. c. 

17 The' .!. Ching ~r Book of Changes, vo 1. 1 .(New York, 1950), p. i v. 

18 1 am grateful to a 1etter from Professor Jay Martin for this infor
mation on Bergson. 

19 A New Model of the Universe (New York, 1971) and Tertiurn Organurn: 
A Këy, fo the EnIginas-of the World (New York, 1970). AU further 
references are inc1uded in the texte 

20 An EXEerirnent With Time (London, 1969). First published in 
1927~ AlI subsequent references are inc1uded in the texte 

, 

21 Selected Letters, p. 387. Q.B.IL\, ~ The Bride's Reception (Chicago, 
1972) and The Anatomy of the Body 2f ~_ (Chicago, 1925) are two 
treatises on the Cabbala by the VancoüVer Cabbalist Charles Robert 

'Stansfeld-Jones -"Frater Acharl." Further references 'and quotations 
, are included in the texte For a discussion of Lowry's friendship 
with Jones, see William New's article "Lowry, The Cabbala and Charles 
Jones," in Articu1ating West (Toron~o, 1972), pp. 190-195.0 



52 

22 ' , C., , 

1 am grateful to a letter from Mrs. Lowty for thi~ infonnation. 
The books in Achad's 1ib~ary ta which Lowry' had access are 1istea 
in Epstein's ~ Private Labyrinth and Ki1gallin's Lowry; each is 
a selected list and they' do not coincide. Both lists include such 
works as the .! Ching, the EgyPtian rJook of the Dead and The Tibetan 
Book of the Dead. ------
23 Professor Martin confirmed the sp~Cial importance of Bergson to ~ 
Aiken in a letter to me~but one should aiso consult his book Conrad 
Aiken for a detailed analysis of Aiken's themes. The mo~t important 
of Bergson's books for Aiken and Lowry is Creative Evolution, trans; 
Arthur ~titchell (New York, 1931). AlI quotations are from this 
edition and are included in the texte 

24 Jose Ortega y Gasset, Towards ~ PhUosophy of History (New York, 
1941), p. 113. AlI further references are included in the texte 
Ortega's essay on Goethe, "In Search of Goethe from Within," is 

, included in The Dehumanization of ~ (Princeton, 1968). 

25 This passage cornes from the selections made by Epstein for 
Appendix E of ~ Private Labyrinth. 

26 Oswald Spengler, The Decline of the West, vol. l (London, 1926),' 
p. 22. Spengler als0!5ees space-as static and time alone as ~itally 
dynamic. ~ 

27 Although it is impossible ta say exa~tlY what of Boehme's works 
Lowry read and when, Boehme's reading of the Samari~an parable bears 
upon Lowry's use of it in Under the Volcano. Boehme wr,ites that ''This 
is a lively and manifest Representation of the Corruption of Man. 
in Paradise, and also of the Corruption of the Earth' in the Curse 
of God, when Paradi se depart~d from i t • Now wilt thou be a Magus? 
Then thou must become ~he Samaritan, otherwise thou canst not heal 
the wounded and decayed; for the Body which thou must heal is half 
deaçl, and '\bre ly wounded .••• " "Signature of aIl things," The Works 
of Jacob Boehme, -vol. IV(London, 1781), p •. 43. --

28 See Costa"'s "Ulysses, Lowry's Volcano, and the Voyage Between." 
Epstein rnaintains that the stylistic influence of Joyce on Lowry 
"is a critical commonplace," The Private Labyrinth, p. 4. Stephen 
Spriel caUs the Volcano "le texte prousto-faulknerio-dbs-passosio
joycien." "Le cryptogranune Lowry," Les lettres nouvelles. 5 (July-
August, 1960), p. 69. . ,---

29 "Malcolm Lowry; 1930~" Prairie Schooner, 37, 4(Winter, :1963-
64). p. 318. For Lowry's description of·the importance of Melville, see 
Se1ected Letters, p. 197. While never knowing ·~felvil1e's fiction 
particularly weIl, Lowry was deeply moved by the failure of Me1ville's 
life. 

3~ Dark as the Grave lVher~in ~ Friend is Laid (New York, 1969), 
p. 154. -rI1 further references are included in the texte 
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CHAPT ER III 

Outwa,rd Bound· 

" ' 

The natur~ and the form of Lowry's metaphysical and experiential 

quest begins to appear in his early writings. 1 Even in his first 

stories Lowry discovered that finding is making - the quest is the 
1 

éonstant making and re-making of self and 'reality. The characteristic 

Lowry method for the fabrïcation of self and world~is already present 

in this early work as a process of encircling and containing experience f ... F.... .. 

Through constant travelling, through the images of ships, harbours, 

1 engine rooms and wheels, external reality is possessed. To put it 

another way, the self expa~ds in the effort to surround experience. 

Space and time are internalized in the constant activïty of life. 

The poetic act itself~becomes an imaginative analogue for the 

encircling of time and space and Lowry, in Ultramarine, if not 

before, is clearly aware of the structural potential of his art. 

Lowryls aim, sa wonderfully achieve? in Under the Volcano and Hear 

~ 0 Lord, is to surround time and space, to enfold it verbally, 

and through his art to make the reader repeat the process. Indeed, 

the full thrust of the cirçular structure in his best work is ,towal\~ 

the continuaI repetition, through the reader, of the encircling 

process; for it is just that- a process, an activity, a sacfed ritual , 
~ 

.' 

~~ - - -- --- - - -- ---- -- ------ ~ ---- -- - ---~-~-

*The phrase "outward bound" is ,one' of Lowry' s nucleii of meaning. tt 
refers to a ship's voyage from port and, as such, syrnbolizes the voyage 
of the soul or consciousness of the individual through life. The 
,phr~se pl~ys an important role in Ultramarine where it defines the 

l' na - 15 uest. It oc.curs al 50 in, October Ferry where, 
as in the unpublished story on 
Vanels play Outward Bound (New 'York" 192~). In the play, aIl the 
characters on the boat are déad and outward'bound for hell- or heaven: 
"It's the same place. you see." With this point in rnind, Dana's 
voyage becomes profoundly ambiguous." He could be outward bound for 
heaven or heU - aIl ,depends on...,his perception. Furtherrnore, one of 
the suicides on Vanels unearthly boat crie~ out in horror that, 
"There's no time here"; in this limbo-like state néither time nor 
space exists. See chapter VI for further discus5~on of the play. 

" c , 

" 
" --__ ",''=" __ , 

, " 
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One flnds in the early prose wry's initial ~ropings towards 
) 

the confrontation of reali ty and the f ing of a rnèthod ,fox:, creating 

or incarnating his vision. Lowry begins WI h an awareness of restlessness 
\ . 

and dissatisfaction, _ moves to the articulatio'n---o~~_R~~lem; a,nd 

finally, in Ultrarnarine which in a sense enfolds aIl 'the7x erience 

of the stories, creates a carefully unified structure. . 

Throughout the early work the influence of Aiken, Grieg, 

Bergson, -nunne .. and Ouspensky, i~s oby~ous. Because he is unabl e as 

yet to transform ~he techniques-'aQ.d ideas of others, Lowry' s stories 

and Ultramarine stagger und~r the ~etght o~,drearns, serialism, 
\ / 

precognition, and elaborate rnetaphors \ for/the expansion of consciousness. 
• , 1 

These influences',' though absorbed more tompletely in the later work, 

remain constant, however, for in his article "The Garden of Etla.," , 
wri~ten many years after these stories, Lowry was to remark that, 

according to Bergson, "the sense of time is an inhibition to prevent 

everything from happening at oncè. ,,2 If everytJlLng happens at once, 
.. 

then there can be~o past and, more importahtly, no future; the 

,individual becomes trap~d in a ~tatic mo~ent, a closed infernal 

circle. The dilemma of temporal and spatial stasis is a constant,in 
il 

Lowrj's work,but it is most simply stated in the early manuscrJpt 

entitled "China." 

"China," a' gauche story dating f'rom the early thirties, is told 

?-------- ------- --
by an ex-sailor reminiscin~ about his yoyage to China as fireman 

aboard the Ar'ctti~ion. 'TIie 'climax of this nienta.l voyage through 

time-past is the declaration that China did not and does not exist 

for the narrator: 

·e 

What 1 want to convey to you is that to me it, was not China.at . 
\ ' aU but ri~ht here, on this wharf. But that 1 5 not quite what 1 

wanted to' say. What 1 mean is what it was n9t was China: some\'ihere 
far away. \lJhat i t was was here (. • ~. 

You see, 1 had worn myself out behind a barrier of time, 50 that 
when 1 did get ashore, 1 only knew it was ~. 

Lowry is experimenting here with the mental voyage into ~he 

past in an effort to give-. artistic form to the sensation of temporal

spatial stasis. For the narrator, time and space have become totally 
''-.. '"" \ 

'-.. v internalized and fixed- there is here', and then is now. Only the 
, . 

, perc~ptual self exists in·a solipsistic world without future 
( 

or possibility. The form of the story conveys the paralysing force of 
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this dilemma. The narrator., losing a11 sense of the present'. 
c" " 

moment, discusses his strange~experience in the past t~nse, and then - .. . .. 
'. .Q 

ends his monologue with a direct addressto the reader in the present 
o -

tense whic~ seems to gather up the past and to reinforce its presentness: 

And here's what r want to ask you again. Haven't you felt this 
too, that you know yourself so weIl that the ground you ~read on is 

" your ground: it is never China or Siberia or England or anywhere 
else •.• lt is always you. It is always the earth of you, the wood, 
the iron of you, the asphalt you step on is the asphalt of yo~ 
whether its on Broadway or the Chien Men. 

And you carry your horizon in your poeket wherever yo~ are • . . 
In this remarkable passage, Lowry perfectly de$cribës the typical 

Lowry sensibi~ity. As yet there is'nô confrontation with the 

destructive potential of such a radical lack of di fferentiation , 

o between internaI and external reality. Thé threat is concealed'in 

the story' s form which describes a closed circle within .. which time 

and space are suspended. 

, -

Another of the early stories, "Bulls of the Resurrection" 

(c. 1933), clearly shows, the influence of Dunn; and Ouspensky.3 

The significant feature of this story is the precognitive dream 

shared by the two main characters, undergraduates vacationing in 

Granada, Spain. Deceived by their girlfriend an~ another male , 

companion, the two students recount their dreams 'of the pr~vious night 

while brooding in a bar. Their dreams, which,prefigure .future 

disaster for the girlfriend and her ~ew lover, curiously interloc~ to 

fom one dream. Lowry has his two young men recount a dream in which 

the first undergraduate observes the boyfriend arrested and then 
" , 

beheade~ ror shooting .,someone. The dreamer sees the murderer re-

enacting the shooting several times. The second undergraduatc has 

simultaneously dreamt that he has seen the girl shot, die, then rise 

to be shot over and over~again. 
1 

The elements of prefiguratlon and repetition suggest (with sorne 

help from the very verbal and analy~ic undergraduates themselves) that 
- , ~-

the two men a~e "participating" in sorne kind of ri tuaI. The first 

dreamer describes his vision in a striking image of'perception caught , . . 
ih a nightmare of mechanical repetition: 

" ,. - It w.as like El Greco go~~. ma~. ~ • ~ It was as though a moving 
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picture had been"projected ont~ a Greéo instead of onto a screen. 
There was this fixed, timeless, haunted background, but this was not 
part af what was going o~, this wâs only the relief against which it: 
could be seen, the means by which it became visible. (8) 

The mechanical movement in the drearnDis contained, frozen within the 
u ~ 

static frame of the El Greco painting. 

The second dreamer, aware that he was aoout' to see "something 

extraordinary which in som~_~anner held the past and the present in .. 
Hs meaning," articulat'es more clearly the horror of the dream: "On,Iy, 

in this dream, we seemed to have no indiyiduality. We were sha~ows 

whirling together in \the voig. of" a nightmare" (10) . Despi te the fact 
'''' \ 

that Lowry is here dealin~with a dream phenomenon, the qualiiies uf 

the' dream have wider importance; they bear upon the type of consciousness 

with which Lowry is dealing in general. Though Lowry drops the ove~t 
\ . 

dream in his later work; the nightmari'sH' 10ss of identity and the 

whir1ing visionary shapes recur (in Los Borrachones, for example). o __ " 

The dreamer' s wa,.y out of this infernal closed circ..le is effective for 

subsequent Lowry heroes: 
" 

Then l knew that uniess l took actioncswiftly, Terry would be 
compelled for ever and ever ~o go on performing the fatuous dumb 
,s~w of her own death •. (lI~ 

, 
This is the lesson that Dana learns and the Consul rejects. Clearly \.,. 

Lowry, with the help of Ouspensky's time spirals and recurrence, was 
() 

beginning to realize that ~n order ta break out of a totally internalized 

l~d§cape or dreamworld, one must act~ move, interfere. ,The nature of 

~ this activity, however, was still to be discovered. 

"June 30th 1934!" an early unpublished story, mark.s a considerable 

formaI advance over ï'Bulls of the Resurr"ection ll and "Chin';." Here 

Lowry attempts t~ capture his developing concept of the dynamic 
, ~ 

circle which underlies Ultramarine and t~~~udamental to the voyage 

thel!le. 

~ The sto~y>Jieal; with the'reflections ~d'visions of a British 

clergyma~ Bili Goodyear, cluring his retum from an unsucçessful 
'\ ., ~ n ..) 

mission in'\t~ t:.~r Eas~. Accompanied by a fellow travéller named Firmin" 
," ., ,1'1,\ \ ~~ 

hé ·moves f'T"om one element to another - ftom a train, to a boat, to a 
--__ c 

train. P~ralle~ing this phy~ica1-movement,-Goo~year's-pexception--

moves, as Ouspensky sug&e~ts,Qfrom ~ne level to another until ~e'has 
a visio~ of the heart of ~eality~: _ 

\ 

.". 

-------' 
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ît is , They 'were ,~changing, elemënt~ , but' thé ideoa struck hi'ln; no, 
.. '!l0re t. han, thi~, something gre~ter _ is being changed -: ~ r - - '. 1 ~ l' -" 1~ ..,,. (JI: . J ~ \ • 

, A 'new cycte'wa~ begJnnin~,. [. .. ] the~face or·the wo:ria \\ras changing., •. 
~ , • Î1.' ," 11 

, Lowryemploys two central:metaphçrs t~ e~body·his.idea of ~ovement 
~ > ... • .. a • a ~ ~ ~ • ' ... Il,..1 

an~ ch"ànge - t~e voyage and al~~Ç!mi.cal, tran,sfor~a·tipns'; The voyage 

emboâie~,the_struct~re ~f the story: Goodye~r moves' closer and 
Q 4." ..... "~ .. L~'~ .. ' '''... .. 

cl oser ,to hi:s home' ~s \Ve)l -à~ to an understanding of reality. The 
• .. ... (} ~ 1 

_a~~~~rny suggests, thtoug~'repe~ted,references to rnêtals and alloys, 

the transformation of Goodyear's psyche'until.he is able to apprehend 
• l 'l. a "-

the rneaning of Ij fe.' Physic'al 'movement through Ürne and' space 
".. - • __ ' .. ) • li" ~ "t' • 

pa~allels the psychi~ rnetamorphosis; the elements of human consciousness 
"\ , ~ . {' . ~ ~ } 

. --. ----; -. may· -exp:md, and change ~ke p~ysi'~al re~li ty ~ ________ , ______ _ 

. , Duriqg these moments.of"psy:~~!C metaînorphos~s (he ev en feels' 

.. 

\ 

• 

at one 'point' that he has 15écÔ1ne Firmin), Goody;ear has t\Va' visions." 

He' s~ems ,.to see a' yoüng bo~ racin~ 'th:rough the fields "~ha.rgÎJ1g· a1on~,. 
'keep~n; up wi th the tra~~." ,At one point, this boy 1S' h'1s ·dwn son 

Dick; later the boy' seems'to b-é Firmin as a yobth. 'In' ,fact, as 
~ 

Goodyear realizes, th~ boX is a vision o~ the future' raGing into the 
-,'" 

past; he symbolizes the movement of time. Th~ second vision cornes 
, < 

, during the thlrd'pâpt of nis- journey when Goodyear is again on a . ~ 

train, this time in"BriVin., Peering ~rough "the steaming glass" 
.... \ 't'" 

of the train window, he realizes that, 

Chaos, change\, aIl was changing:{'(.' the pas seng,ers wer~ changing: °a 
sea change. , " ( , 

Goodyear lay back i~ his seat~ ~~ could feel the change within 
him, somehow his thoug~ts were becoming longer: an 'insidious 
metallurgy was in practi,ce within him a'5 his ores,' his" alloys, were' 
isolatedl The ~itanic thunder of the night-shift hammered on his 
nerves" lac'erating them as though i t would draw out from him th~ 
'fine wire of his 'conscious~ss. • 

He knew that he"~ad beeri'"altered by'the true "pattern, the archetype· 
of..the 2vents, on thtl surface' so tri vial, of the j ourney. And he 
sé~sed that the ether passengers [. . J were even at a crucial point' 
in:their lives, turning towards another chaos, a new complex1ty of 
melancholy opposites. 

: The dramatic force of Lowry~s stery Gomes less from Goodyear's 
J'" ~ <-

';jl'Sions," marred br the ~xcesstv~ e,xplication which Lowry sedulously 

eut in the Volcanoj thah from the circular structure of the tale. 
Ij) 

Goodyear moves frorn a t~ain, to a boat, and bac~ to a train speeding 
" through the'night. Throughout, the prot~gonist 'is further enc~rcled 

J, 
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or contained in the boat and in the tfrai~s ",as well as Jn the' -int\nse 

all-envelopi~g space of his mind. This encirclirig, emphasized bi 

references to the,train's wheels, and the wheels and levers of the 

bqat' 50 engines, is. not static ôr cJo,sed, but dynamic. The ~ircumference 
of the circle ,,~symbo~f zed ;by the endrcling \'fallS' 'Of the tr.ain or 

ship, are moving, and t,he centre ~ Goodyear' s consciousness, is , 
mo ~g, expanding, and changing 'as weIl. 

, 
Goodyear ~omprises Lowry's first attempt to meet and o~ercome 

t7e ~verpresent ,bou~daries and c~ossroa~s, ~n life -physical and ; 

J spiritual. The activity, symbolized by the structure of the story, 

signaIs release from the infernal circle throügh a repeated shaping 

of new circumferences around an ever-expanding centre.~ Juxtaposed 

'with a fihal image of time plunging into a future of war and Ghaos, ~ 

"as the express screamed on likè: a sheH through a met al world," 
\ 

- is Goodyear's realization that, 

'?'It' s never too late, never too 1ate. 1'0 start aga in- Vou boré. in 
the earth. Silver and copper. Silver and gold. Man-makes hi~ 
cross .. ~ With crucible steel. Base metal; counterfeit; manganese; 
chromium; makes pis' iron cros~; with crucible steel.* 

"'_ As qlways wîth Lowry, the.~utcome is amb.igùous; the transformation 

may be counterfeit or the true philosopher' s,stone. The most 

important point, as in October,Ferty:, is t~at change must be welcomed 

and -~me must be willing to begin again. / 

, In '!Seduçtio .Ad absurdurri," Lowry agaiJll develops the çontrast ',- . 
.. - • \ 0 .. " 

between time and spa~e stispendea within,the closed circle of the ' 

mind,and théJl~ of Jile. - The shprt story was origina'11y publishe"d' 

., . 

in Experiment (Winte}, 193), under the intriguing ti tIe "Puhctum Indifferens 

\ " 

1 , 

*The mention of the iron cross is an,al~usion to a book which.Lowry 
great1y admired, Herma~ Broch's The Sleepwalkers: ~ Trilogy (L~ndon, . 

Q 1932).. In Broch' s book, -the military iron cross worn· ,by the aristocrat-i,c, 

dand_:Otmanhti~ von p~entOw 'bsymbOliZes the,ahchi~vemd«qtstOft~an-~~nld ~hich, ;~_~ 
espl e t elr apparen su stance, are pat etlc, estruc Ive 2~ USIons. -

In the preceding paragrapfi of '\J'une 30th 1934'?\' Lowry caUs the 
train"s passengers "somn3.Jllbu1ists" and this description, cot.tpled 
with the re.ference to the -iron cross, gives an ironie twist to 
Goodyear's vision of change. 
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Skibet Gaar Videre"* (Pointless Point The Ship SaHs On), and comprises 

the major part of Chapte~ IV in' Ultramar:pe.4 

The most significant feature of the story may be briefly stated. 

, Dana, listening to the crew discuss and abuse him, and wa~qering off, 

in his own memories of the1ast, decides suddenly to challenge his 

chief ene~y. Time (as memory) and space (within the mind and the 

ship), concentrateq into one moment's hatred become liter~lly and 

metaphorically pointless. AlI Dana!s effort in holding time and 

space suspêndea in a long brooding stretch of anger leads to nothing; 
, , , 

his challenge fai 15 and the crew disperse to their chores -the ship 
, 0 

---sails on. In Uitramarine, this persistent attempt 'to fix time and 

space within a closed'circle of the mind 1s Dana's besetting sin. 

The fom of the novei çrea,.tes this stasis as weIl as the cons'equent 

explosion of a faise arder imp?sed upon the restléss movement of 
, , '/---

life. /, 
Uitramarine, originally publIShed in ~933, was reprinted wi~h. 

~ . 
sorne of Lowry's later revision~ in 1963. According to Margerie Lowry's , 
"Int'roduc'tory Note,," i t was intended to be, "in i ts rewri tten form, , 

th~ first volume in ••. The Voyage That Never Ends .,,5 With this purpose 

in view, Lowry changed the name of D~ats ship to the 0edipus 

~'l.,I~::.3;~!2.uS and made other links wi th, the Vo lcano. Al th?u.gh the, .. book 

) obvi~!y remains a first novel aIJd is .certairily not of th~ stature', 
1 f lJ ... .,d~'i h' V 1 UI '., , Id 'f ,. t ',0 ~n er t e 0 cano, trantarl.ne 1S se om, 1. ever, g1.ven 1. S 

\'~u~~~ ~or the mo~t part, critics are ~ontent to point out t~e novel 1 s 
',' ,'1 6 
debt to Aiken's ~ Voyage and Grieg'~,~ Ship Sails On. Lowry 

himself was ashamed of the book. . , , 
~ 

In spite of.we~nesse~, the structure'of the b~ok illustrates 

. the tremendous cohtrol'which Lowry was developing over'his materials • 

\ 
* "S1dbet Gaar Videre" is the Norwegian ti fle of Nordahl Grieg 1 s 
novel. Grieg's book, although written in a simple style with a strong· 
moral, reveals a profotmd phil<;>sophical p.essimism in its title and in . ,1 

, scattered remarks such as': "Li fe had p layed one of i ts scenes over ~ 
again, a n'ew spiral had wound i ts way upward, and now he fot.md himself 
looking down into it;:(167). Lowry's attraction to Grieg's n9vel 
was more tha~ a simple affinity for the nJneteen year old hero's 
initiation into the horrors of'life on a first sea voyage. Underlying 
the story, are hints that 1;ime repeats itself inexorably, th~t"life 1.5 
a maelstrom of meaningless chânge, and that~reincarnation is likely 
(see pages 78 and 87). _'" ' . ' 

~ 
à 

, 

.. 



e " 
(' , 

\ 
\ 

.) 
JO • 

\. 

/ 
! "' 

/ 

60 

As' wi th the Volcano and.,Qark ~ the Grave, in Ul trarnarin«:; Lowry 

expands a short period of time, approximately forty-eight hours, into 

the months and years enfolded in Dana's consciousness. Nineteen 

years~re contained within the small circle of two days passêd 

in one place. 

The structure of UitramaFlne is circular. Beginning in Danals 

mind, the narrative circles repeatedly from extern~l action ando 

dialogue back into Dana~ ~/consciousness until the final 1 ine of, the 

book places the reader within the herols mind once more. The book 

is crowded with images of circles and encircling -the engines, wHeeling 
• 

birds, eyes, Dana's Iost compassés, -even the ship, the harbour of 

Tsjang-Tsjang, and e sea, function as'further Iarers of encircling 

• realit)'. 
, 

Within the rst four chapters, Lowry counterpoints two geogr~phical 

and spiritua~ oints alo~g the ,circurnference of the superimposed 

cir,cles of ,- he voyage and Dana 1 s G.onsciousness. The first geographical 

and s 'ritual point is the ship's departure for the East which Dana 

--rêmembers as the book opens. It is essentiaJ. to em~hasi,ze that 

Ultramarine begins as the Oedipus Tyrannus is nearing the port of 

Tsjang-Tsjang, the furthest point of her voyage. In Dana's mind, '" 

'hJwev~, the ship is stil! preparing to leave Liverpool. During the 

co'urs~ of the first four ~haptez:s, Dana __ moves deeper into ,his past 

before gradually circling'his way back again, in Chapter IV, to the 

time of his departure f!om home, His memory transcribes an enormous 

circle untii it catches itself up at the crucial moment of severance, 

the sailing ,of his ship (pages 140-142)" This point in time haunt5 
( 

- him becatise it- symbolizes severance from his youth and initiation 
,J / ... 

into life. Furtherrnore, it is just this initiation or birth, this 

b~eaking out of the womb-like circle of his past, from which he 

shrinks in dread. 

! -~ The\'seco1)~'geographical and spi-ritual point of ,Danals victous 

~ircle is the furthest poipt of the voyag~, the harbour of Tsjtng-

Tsjang and the a?yss ?f the prese~t self. " While the ship is idle at 

dock, Dana, his mi~d and soul in an~alogous static state, plumbs, 

the very depths of his private hello This hell, ,Projected upoo 
--- . 'external reality by his distorted vision, results from his constant 

.. 
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re-living of the pa$t in the ~r~sent and his persistent refusaI to 

welcome life. Transf!xed, like ~ ''tinfoil Jesus," between these two 

poi~ts, Dana must first learn to recognize the self-inflicted hell 

for what it is and then to move out of his closed circle of time 

and space. / 

By the end of Chapter 1 wi th the boat docked and night falling, 

Dana, who has refused to enter life by going ashore, retreats to his 

bunk and his memories of the pasto The visions which he has as he 

falls asleep highlight his spiritual crisis. Dana is 50 entirely 
, 

enclosed in self that he cannot consciously articulate his problem 

until the 'end of the book. !Ne reader~ drawn into the maelstrom 
, 

of Danals mind, experiences the claustrophobic horror of a consciousn~ss 
\ 

closed in upon itself. Believing that the ship "had a manifold 

security: she was his harbour; heowould lie in the arms of the 

ship"(43), Dana glides into a sleep immediately filled with wheeling .. 

,~creaming horror: ..... ~J . 1 

Above, the moon soared~and galloped through a dark, tempestuous skYe 
AlI at once, every lam in the street exploded, their globes flew " 
out, darted into the sk and the street bec?me alive with eyes; eyes 
greatly dilated, drippin d scurf, or glued with viscid gum: eyes 
which held eternity in t f edness of their stare: eyes which 
wavered, and spread, and, lminishing rapidly, were catapulted 
east and west; eyes that were the gutted windo~ of'a cathedrâl, 

'blackened, emptiness of the brain, through which bats and ravens 
whe~led enormouslY[ •• :J. (44) 

Significarltly, the vision is ~ne of movement and the breaking 

, bf enclosing circles: lamps, explode, their "globes" flying into the -. 
sky, eyes waver, ân'd 'Jdim:î..nishing" are "catapul téd east and west"; 

l 

even the enclosing glass of windows is shattered allowing bats and 

ravens tcf "wheel'ênormously" through their empty frames. This is , 
a~ision of the chaotic flux which Dana must acceptj howéver, at this 

point in his voyage he 'is only capable of seeing chaos as nightmarish 

horror. The closest he cornes' here'to confrontlng his true position 
occurs in 'the dream which concludes the Chapter- without 

his compasses' (to 9raw continuâl circles or to locate his own centre) 

he is "Lost. Lost. Lost." - ~ 

,In Chapter II, the ship statié in the harbour parallels Danals 

increasing wi thdrawal 'into an abyss of self. ' Dana, escapes the reality 

d • 

, 
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of present time ~d space by dredging up time past and pre-voyage 

places until the; form a hard shel1 of encrUsted memory ar.ound his 

timoro~s psyche. ~he climax of his descent into self cornes when, 

with perception inverted and distorted, he envisions the Oxenstjerna, 

a symbol of moveme~t,life, and a positive growing past, the ox-star 

"t!la:t ~~hines above :the lives of men," grounded and oozlng death: 

~----------- It i5 the oxens~jer~a they are 'talking about 1 the Oxenstjerna 
that h,a5 gorie aground. It is the Oxen5tjerna which now -turns over \ 
and sinks into thelsaqd, white the oil spreads a mucous' fil~ over 
the Mersey; and no,t; the white sea gulls .•. knoW11, by name to the v 

~ dockers 1 are dying by the score - (74) 1 

, Luwry, with the virtuqslty th~~haracterizes ,Under the Volcano~ 
forges here a most striking image 0 tasis and enveloping death 

which functions like a magnet within the heart of the book. In 
" 

one brief passage he enfolds the cluster. of motifs surrounding the 

;'~oxenstjerna with the various bird motifs in the novel, and even the 

haunting motif o'f eyes; tla mucous filln" (like aU the eye imagery, 

drawn frbm- J;,'bwr~' s persona! sufferings) recalls the vision ef eyes 
1 fil 

in Chapter l, ard fuses with the ge~eral the me of Dana's spiritual, 

blindness. Lowry' s, technique, in a miniature example such as this q • 

image of the GJenstJerna, as weil as i~ larger structural'units, is 

one of enfolding and encircling. The image is superficially quite ~ 
simple, but it vibrates with a plenitude of ceri'tripetal meaning. 

In addition to embodying severai mo~ifs, motifs which can only be 

fully understoo~ when viewed within the totality of the book, the 

Oxenstjerna passage symbolizes Dana's consciousness: Like the ship 

,he has gone aground and "now tums over and sinks into the sànd. fi 

L The lowest ~int of Dana' s descent.' occurs in ~apter III -as, !le 

stumbles about Tsjang-Tsjang in a drunken nightmare. This lowest 
! 

point, however', fully in keeping wi th Lo~ry' s concept of the fusion 

of opposites, marks the beginning of his ascent; Dana grapples with 
" 

"the recognition .and articulation of his positi~n. His self-analysis 

is still typically exaggerated and maudlin but he at least ~dmits to 
'Q _ 0 

these aspects of his nature. Enclosed within the rhetoric of his self-

portrait is the further realization that he al one creates his heaven 

or hell: , 

Tinfoil Jesus, crucified ~omunculus (who is a}so the cross), spitted 
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on the hook of an imaginary Galilee! Who is the crown of thorns 
dripping red blossoms and the red-blue nails, the flails and the 
bloody wounds. The tears, but aiso the lips cupped to embrace them 
as they fall; the whips, bu~ also the flesh crawling.to them. The 
net and the silver writhing in the mesh,and aIl the fish that swim 
in the sea. - The centre of the Charing Cross, ABCD, the Cambridge 
Circle, the Cambridge Circus, is Hilliot - but every night, unse~, 
he climbs down and returns to his hotel - while the two great shafts, 
the propeller shafts, -the shafts of wit, laced wfth blood, AB,CD are 
diameters. / 

Now wfth hi el as centre and half CD as radius, describe a 
.vicious circle! (98 - 99) 

~ 

Amidst a geometrici~n's paradise of circles, Dana seés himself as 

a cheap poseur, a Christ who climbs down from his self-inflict~d 

cross to seek the shelter of his bed in a hotel room. The image of 

Dana as tpe-centre of a circle with the four circumference points 
\ 

making a cross, ABCD" crystil1lizes his physical and spiritual \\ 

dile~ma; the points'are fixed, the radius is given, the circle is 

closed, vicious. 

Questioning his entire purpose for this voyage, Dana explains his 

failure in the very terms which will help him break out of his 

calcified circle of time and space. Challenging Janet's belief in 

him he cries: 
~ 

[CJoUld you still belleve in me, still believe in the notion that 
my voyage is something Columbian and magnificent? Still believe in 
my taking a self-inflicted penance; in this business 'of placing myself 
within impenetrable and terrible boundaries in order that a slow . 
process·of justification te) xourself may go on. (sic] (99) , ,0 

Naming the names and sayirlg the words is always magic with Lowry. 

Dana will soon break out of the seemingly "impenetrable'and terrible 

'boundaries" of his self-created hello As centre to -his circle he 
. 

will mave and in moving transcribe an ever new cir~umference. 

By Chapter IV, Dana's agonited attempts to re-inhabit the past 
/" 

havé brought him circling back to the P9int at w~ich the bOOK opened; 

the departure from England of the Oedipus Tyrannus. In the retrospect 

of his retum to Liverpool after the farewell with Janet, the Mersey 

strikes him as "like a vast camera film slowly and· inexorably winding. 

Saon he will be entangled in her celluloid meshes, and wound ùut ~o the 
, 

open sea. "(142). In a sense, Dana has encirc1ed in memory his own 

position (mqch a~ he does l~ter with Andy); he has come·full çircle. 

Now is the tirne to strike out anew. The challe~ge to Andy represents 
\' 

" 
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~ hïs first decisive action of the voyage. He does not grasp the profound 

truth, however, that this intense moment which gathers up aIl his 

. , 

anger and frustration is, in fact, a '~punctum indifferens. ", Life 

cannot be seized and frozen in this way for it ~lows on, forever 
1" 

eluding the grasp. As the card players remark upon returning to 

theïr game after Dâna's interruption, "- pais -'" "- pass _II fI_ pass -"(153) 

The ship sails on or, at least in Chapter V, it prepar~s to leave 

port. Prior to the ship's departure, the culminating crisis of 

the book occurs. Norman's pet pigeon (with consequences that reca11 

th~ Ancient Hariner' s a1batross) escapes from its cage and drowns. 

Dana and the crew stand by helplessly watching it die while a nearby 

motor boat, "its occupant[ •• ::J spinning the easy: wheel while it 
1 v 

circ1ed aroun9 g~,i1y[ •.• ), turned on itself and r?lred in its own 

swell" (162).~ The last moments of the ship' s stasis at the dock 

parallel Da~a's inability to save the bird. Suddenly, amidst rolling 

winches and coj linOg l'opes, "the windlass clanking" and racing around 
I!' 

·1~, gladly" and the t~ger "moulding its body t? the ~hape of i ts cage'," 

Dana remembers Norman's grief ?t the 10S5 of his pet and seés the 
", , 

truth: 
~'}.~ 

No, ~uch things couldn't ~appen real1y. But Norman's words made a 
sort of incantation in his brain. "Time! Of course there would 
have been time: Time wouldn't have matter~~ if you'd bee~ a man.", (166) 

This truth is without value, however, un1ess one knO\'ls how to 

use it, and Dana is still uncertain. With the renewed peace of the 

vessel under sail, he contemplates the roaring fîres in the "pulsating" 

and throbbing~.' engine room: ,f 
. '\ 

Why was it his brain could not accept the dissonance as simply 
as a hannony, could not make order emerge from his chaos?C:. J Chaos 
and disunion, then, he told himself, not law and order, were the 
princip les of life which sustained aIl things,.in the mind of man 
as weIl as on the ship. (169) 

Being unable to accept chaos as gooa is Dana'; greaf sin. In his 

effoFts to order and contain reality, he has only succeeded in stif1ing 
~ v 

himself, and life, withJn a tightly sealed tomb of time and space. 

Now that he has admitted the priority of chaos, he is ready to 

mOYe on to a reconciliation with Andy who symbolizes the forces of life 

into which Dana must be initiated. Wi th the meaning of the maelstrom 

and "a reason for his voyage" clearly perceived, Dana looks down in'to 
b 

, 
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the engin,e room once more. There he. sees Niko1ai, the fireman,. 

serving the very source of energy and chaos: 
, 
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The iron tools blistered his hands, his chest heaved 1ike a spent 
swirnrner's,his eyes ting1ed in parched sockets, but still he worked 
on, he, wou1d never stop - this was what it was to exist - (171) 

'{ ., ,. -
v Never to stop in the journey of life, this is Dana' s discovery. Life 

is flux, chaos, energy, while d~ath, 1ike a ship gone aground, like 

a fixed, transcribed circ le ABCD, is stasis. Paradoxically, 1ife 

exist5 in the fiery ,abyss of the ship and Dana cherishes his discovery 
f' 

while "somewhere," as if warning that this point of l'est i5 a 

''pmctum indifferens," "a lantern clanged with eternal, pitiless 

movement" (172). 

Significantly, Ultrarnarine does not end 0n this pinnac1e of 

insight. Although the narrative rhythm reaéhes completion by the 

end of Chapter V, the novel continues, mirroring in its structure 

what Dana ha~ still to 1earn. In this sense, Ultramarine was an 

idea1 prologue for LOlvry' 5 intenoed voyage that ncver ends. Dana 

Hi1liot, prefiguring the restless voyaging of subsequent Lowry 

heroes, realizes that he ha~ "surrounded Andy' s position" and must 

move ,on; life is a continuaI movement of centre and circumference, 

a never-ending voyage undertaken for the sake of the voyage itself: 
, 

(There is[ ..• J a storm flood within, as rny heart beats with the 
beating of tne engine, as~I go out with the ship towards the eternal 
surnmers. A storm is thundering out there, there is the glow of 
trdpical fire! Bad, or good, as it happens t~ be, that is what 

, i t is to exist! ~ •. It is as though l haye been sHent and fuddletl 
with sleèp aU my life. [ •• J . I know now that at 1east it is better 
to gq always towards the summer [. .. ]. Then at last again to be 
outward bound, always outward, a1ways on\'iard, to be fighting âlways 
for the drearnt -of -harbour ( .. :J -) . (201) 1 

Th en , lest this solution of lifè's mystery appear too siIl}p'i-e,' 

Lowry charts the next stage in Dana's initiation. A fireman is ill 
" and nana is chosen to replace him; he must descend into the abyss of 

life which he earlier contemplated with acute insight. During his 

last moments on deck, a strange ship drifts through the night 

mi st "morseing" her name: Oxenstjerna. Like a voiee from his past 

this ship c.,alls to him, reminding him that on the point of creating a 

new circ1e into the future he must' take the past with him--as comfort 

and as threat. If he again makes the profound rnistake of withdrawing 

/ 

'. 

." . 



into a hard shell of time and space, he will destroy his world. 

Fo~ life is perpetuaI activity f'alwa~s outward, always onward." 
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The next stage' in Lowry' s The Voyage That Never Ends is prefigured \ 

in Dana's des cent into
r 

"the little hell,If of the ship's furnaces. 

In Lunar Caus tic , begun in 1935 J the protagonist "gliding over the , . 
cobbles lightly as a ship leaving harbour" searches frantically for 

7 . 
"any harbour at aIl." The Lowryean protagonist of Ul tramarine finds, 

in Lunar Caustic, that he is "outward bound" for hell. The essential 

aspec;t of Lowry's Voyage ~ Never ~ is to create a movement of 

withdrawal fro~ reality and retum. In this sense, then, Lunar 

Caustic embodies'~ withdrawal after the temporary respite and return 

established at thè end of Ultramarine. 

Lowry was proud of.Lunar Caustic referring to it in 1952 as a 
''masterwork'' (Selected, letters, 292). The published novella 

c \. -

represents the ·worl( 'o:f"Lowry edit ors Earle Birney and Margerie Lowry J 

however, who completed Lowry's melding of two rather different 

versions of the,story.8 In 1936, Lowry comp1eted a first version of 

the story based upon his oWn brief visit, in 1934, to 

Bellevue Mental Hospital; the story, never published, 
~ , 

New York's 

was called 

The Last Address. In 1940 Lowry 

Swinging the Maelstrom. 

vèry important respect: 

The two 

wrote a second version entitled 1 
versions of the story differ in onc; 

1 ( 
The Last Address ends. darkly with the ---"-----

p:uotagonist withdrawn from life as in the published Lunar Caustic: 

Swinging the ~1aE\lstrom, however, issues ,in greater bope with the 

protagonist breaking ,out of the cirele of self in order to establish a 

limited contact with others. As the second title suggests l the 

; experience is not a descent into th~l!è1st~om Cafter Poe) but à 

swinging -or.a weathering of the storm,' Whether Lowry intended te) .Jo 

give Lunar Caustic a slightly ~ore positive,ending or not 1s unclear; 

certainly. it has a n~gative conclusion in its published form. The 

protagonist of Lunar Caustic does not escape his private hell which 

tums encircling layers, of reality into- a Dantean inferno. ," 

Lunar Caustic traces the inner tQrment of its hero, William 

Plantagenet, alcoholi~ and ex-jazz musician, from his druQken . ' 

admission into a ment§l hospital to his release shortly afterwQrds as 

much of an alcoholic failur~ as before. The topography, drawn largely 

. , 

" 
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from Melville and Poe, is a 'landscape of the mind with the hospital, . 

a symbol of containment and stasis, juxtaposed with the busy river 

seen from the barred hospital windows. The river, flowing symbol 

of movem~nt and life, remains inJccessible to Plan~agenet as weIl ai 

to the boy Garry and the old man Kalowsky whom Plantagehet befriendj 

in the ~ITospital. Unable to help Garry or Kalowsky, fnéapaile finally 

of escaping from the circle of self, Plantagenet.Jeaves the hospital , 
o~ly to descend deepér into internaI stasis. ~ 

The horror of Lunar Caus tic ?prin~s from its claustrophobie 
/ 

atrnosphere of stasis and enclosûre. The hospital syrnbolizes the 

simultaneity of time and space - time does .not exist, and "there are 

no clear boundaries (apart from the oppressive bars and walls of the 

hospital itself) to reality in this world of the ihsane. The hospital, 

not only a symbol' of physical enclosure', represents the mind of the 

hero as loJell: 

Lookfng do"~ at' [the river) a delic~ous sense of freed0m possessed 
him, a sense of being already outside, free to run with the wind if 
he wished, free to run as far away from the hospita'l as he liked. 
Yet the bars were still here, and they resernbled the bars of his 
mind C: • J. He had not esca~ed them yet, nor would he escape 
them merely by leaving. (65) ~ 

The prison-like hospital is only the outer circle or shell of the 
• 

more terrifying prison of his mind. Pla~tagenet is locked within 

. , himself" in an inner' world where aIr tiIll~ and aIl space exist 

here ànd now. 

Strangely enough this inner world of maelstrom with its furious 
. . 

whirling~is aiso a doldrum. Plantagenet's circlings of the hospital 

prio~ to his entrance parallel the futile circlings of the war4-_~_ . 

which çomprise the main compulsory activity of i!s inmates. During 

the puppet show P4antagenet perceives the stasis of this timeless 

world: . 
He had the curious feeling that he had made a sort of descent into 
the maelstrom, a maelst·rom terri fying for the last reason one might 
have, èXpected: that thete was' about it sornetimes just this loathsome, 
patient calm. (37) , 

Plantage~et 1 s realization that there is a "loathsome; patient co.l~m" 
about,the maelstrom is important. Later, in his interview with the 

doctor, ~e blarnes the hospital for encouraging a fatal acceptance ang 

resignation in its patients; lack of activity, he maintains, leads to, 

J 

c, , 
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:increased withdrawal from life and ultimately to physical and -, 

spiritual paralysis.\ Insanity is not his p1:-oblem and the doctor, 

not' deceived by Plant~gene~'s rhetoric, knows that he is not talking , ' 

about the hospital in~tes'but about himself. By blaming external 
; , .. ( p ~ 

forces 'fôr causi'ng hi~ i'nà1JÙity to play jazz, to love, or to act, 

Plantagenet (lik~ Geoffrey F~rmin) overlooks th~ fact that it is 

his own refusaI to act that is destroying him. r .. 
Bill Plantagenet is a failure. His adopted name, "Lawhi1f," 

the name of lia ~indj anuner that survi ved more disasters than any ship 

afloat" (50)', is !!.2!. his real name; he is not made of such sturdy , , 
sailing stuff. Furthermore, his mission is a failure. He enters 

the hos;ital shouting, 

'1 am sent to save my fatner, to fin~ my son, to heal the eternal 
horroro of three, t04esolve the i~medicable horror of opposites!" 

The slanuning of the nospital door undercuts this messianic cry: 

'~ith~the dithering crack of'a ship going on the rocks the>door 
.. ..... ' 

shuts behind h,im" (11). 
~ 

The tbreat, inherent in the "dithering crack" of the hospital , , , 

door, culminates in Plantagenet's nightmare vision of the str 
prior to his hospital discharge: 

(11) 

There was a furious crash of thunder and simultaneously Plantagenet 
fel t the impact of the plane, the whale, upon his mind. While . / 
metamorphosis nudged metamorphosis, a kind of order J still preserved 1 

wi thin fiis consciousness, and enc1 osing his catastrophe, exploded , 
itself into the age of Kalowsky again and-into the youth of Garry, 
who both now seerned to be spiralling away from him until they were 
lost ~ • =J. But while that part of him only a mom~nt before in 
possession of the whole, the ship, was turning over with disunion 
of hull and masts,uprooted falling across her decks, another faction 
of his soul J F . :J kflew him to he screaming against the renewed 
tnunder and saw the attendants él'Osing in on him I:. . ::J. (72) 

In this most striking and ambitious passage, Plantagcnet's hard 
\ 

shell of self is shattered. This, "disunion of hull and mastsh 
, 

, should be positive; this is a dYQamic vision of the ,flux and chaos 

of life. The hellish descent into the maelstrom, however, can 

embody a purgation in preparation for the ren~wed voyage of life only 

if the annihilation of-constricting boundaries is transcended, if, 

\ like the "'''s.s. Lawpil~t~e ,shîP. of the soul cane str:ugg1e thrôugh 

to rebirth. 

The moment for Plantagenet's rebirthOhas not come for he leaves 
\ 

the hospital after the storJ}l "with no sense of release J,' only 

- \ ' 
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~ ; . 
inquietude" (73) and makes his way into the sterile space of a bar 

"where, curled up like an embryo, he could not be seen at al1 ". (76). 

Any !tope for re-birth that can be wrung from the closing image of 

the book seems faint._ Assuming a fetal position symbolizes drarnatically 

Plantagenet's rejection of reality and his withdrawal into a tim~less, 

static, inner world. The e~pryo image, r~calling the de~cription, of 

Dana in Ultramarine (43), l'lill be picked'1:lp iater in Under the Volcano 

to describe HMgh's withdrawal into self; the image is consistent1y 

static. Certainly here, in ,~Caustic, the hero is ~able "to 

resolve the immedièab:re horror of opposites"; the lunar caustic-

~ does not work. ~lantagénet moves deeper into the nightmare of self 

which Geoffrey Firmin must~Telive. 
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~OTES: CHAPTER 1 II 

1 See the bibliography for" a furt:her x-J-ist of Lowry' s early 'stories. 
Suz8JÎne Kim' s "Les Oeuvres de Jèunesse de ~falcolm Lowry," Etudes 
Anglaises, no.4(Oct. - Dec., 1965), is the only discussion so far 
of Lowry's efforts at the Leys. The present study i5 concerned with 
four mere mature stories which illustrate Lowry's growing appreciation 
of structure and his efforts to articulate his basic themes. " The o· 

two manuscript,stories,."China" and "June.30th, 1934!" are held in 
the University of British Columbia LO\~ry ,Collection. 

" 
2-"The G~rden of Etla," Unitèd Na<tions World (Ju;'e, '1950), 4S - 47 • 

• 
3 , 

"Bulls of tbe Resurrection," Prism International, 5, no. 1 (Summèr, 
1965), S - 11,~ Further- references are included in the text . 

• > 

4 The story was puqlished,under~its '~ew title (suggested by Àiken) in' 
Th; Best Short Stories of 1931,<'Cd. E.J. O'Brien (New York, 1931), 
80 - 107. Further references are included in the text. Lowry 
madeQone particularly extensive addition to th~s stdry when he 
incorporated it into Ultramarine; in the novel there 4s a long passage 
ôf retrosp'ect in which Dana relives his l~st. night' in Liverpool. 

( \- t 1-

5 U1tramarine (Jona,than Cape, London, 1963), p. 7,. AU further 
references are to this' edition and are included in the text • .. 

• 1 
ee, for exarnple, the fIrst two chapters of Co~a's Malcolm Lowry. 

In h' book on Lowr~, Tony Kilga11in devotes a·sho~hapter to 
U1tram ine in whicn he points qut many\lfurther influences' on or 
allosioh .~,n th~ nov el. , . '" 

7 Luna~ Ca~stic J edi ted by Earl Bimey_ 'and Margerie Lowry,' wa5 fir;t 
published in Paris Revfew, no. 29 (1965) and subsequently re-issued by 
Jonat~an Cape in 1968. AIl'references ar~ to the Cape edition and 
aréincluded in the text. Lowry began his story about a visit to 
a mental hospital sometime after his own brief stay in New York's 
Bellevue Hospitàl in 19~4. 0 '\ 

8. David Benham 'a~als ,with the t,l'lO versions in ,Sorne detai! in his' 
article, ~Dwry's Purgatory: Versions of Lunar Caustic,n in Ma1cblm 

L bowry: The,.' Man and his WOTko. ." 
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CHAPTER IV; 

The~Luminous ~he~l .' 

, . 

, ... 

,71 

.Many·studies have 5een made of thème and symbol'in Under the 
l""u ~ #!' 1 1 _ 

Voleano,' bût, theré-hàs.'not ~as yet been an i'lttempt---to analyse Lowry's 
f t r ...' } t< : <.7 

. novel iilS it developed out"'of his philosophy of time. and, spaee or ' , 0 

~ ., JI ~ 

"out of carly 'versions of the·t~xt·where philosophy is less weIl 

i:ransforrned . int~ art:1 ··'clearly. 'the topie is ·a large one,; espedally· .. 
'" .,. ,'" . , 

.~ with respect to the·manuseript~.of the novel, and this chapter i9 . "/ . 
only iID attempt to .'open discussion along these lines. The approaeh, 

.... 1 ,.'. "J ' 

'. 'via Lowry~s phi10s~phy and manuscript~', is useful howevei, "for :it. 

'"..::-:"8ites 'the w!ly tp:a,'th0.re ;horOUgh unders~andi,ng ~~ Lowry's' artistic." 

. purposes in pnder the. Voleano as well as tri <the:pJ:'oj ~ct'ed, Voyige .-
~~ ~, -. , 

7' That Never Ends. In this ehapter a brier: èxaminaHon of~ influet;lees 
, -, -, -, ' , : - . .' ~ '. . ' 

. and >he- 1~40 _manUs~rip! of the V('lcano J' is follo}\"ed by., a morè .':.\ '; 

'det~iled study of Lowry's handling o~ temp~ral and spatiàl dimetisio~s 
1 ~ ~ .(" 1 l , t,~{)~ ~'" 

--in th,~ narrat~,ye ~u~e of, his' ~ook: :,,,. . 

. : Tpe entire questiOl} of Dunne' 5 influenc~ upon Under the Voleano 'of" 
, , -,-.~ • v 

'is,an'interesting ~nd Une~plored qne. Lowry; who ag~ee~ with~Martha 
, " ~o:tey that tJere was to~' mu~h 'con~ern ,wit~ 'serial tîme in the 1940 

version of °ih~ nov~l (see Chapter II, page ~3), set about burying ,-
} . ' ~ 

_ t,hB _ j.nfluence deeper in hi~ fia~rati ve J' but he, cel'tainly t;lid no~ 

" ,,' eradieat~ Dunne' s infÎuerlce. -, In the ~artty version of the book 
i" \, '\ 'Jo- , 

\' \ chapter I develo~s Jacques Laruelle's position as a seriaI observer 
ID ' .' ~ • 1 " "A 
; thrqu~h a rather he,avY-l1anded- drearn mechanism; Laruelle betomes 

. ;';.. Geoffrey, ~heteb):' ~qreaming th'~, events of the' past Day ~f t~e De,a~ J 
, ",J - , ... 

" events which are someno\'J to be precogniti v~ as meft. Laruene. is able 
1 ... , . ~ ~ 

tO"o~s~rve .J ~argér sltce, ~s it were; qf f;ieoffrey's t~me d~mension, 

a sliee which enables hlm to 'see t~e pàs~, and the ,future witH hopes 

, , 
''> 

\ ., \ .-
. of intervel}ing ,in tbe fui~re. ''Nle 1 chapter i~ \làboured and unc'onvincing 

~~o, ~,~y' t,~'è_l~a&t...~· ,~1thfu?h, Lowr~ dr~pped h~s O~i'gi~al vehiele for -. 

'-precognition'ïn' t;l,1,apter ,r, 'h~ did not: .rule out p'reçognition altogether 
~ 1 • J _ 
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in 'hi~ final version.' Geoffrey's hallucination in chapter III is ' 
'1 ••. 0 2 

meant~to be.a glimpse into the future of the peon and of himself. 
, 

, The newspaper headllne "Es inevitabIe" la muerte deI Papa" functions 

in a simiIar ~ay. 

towry deliberately casts'the reader of Under the ~oIcano as 

a Dunriian seriaI observer as weIl. The reJ&er who has karefully read' 
, :!, ~ .. 

c~apter I is a\'lare of the past and the future which ch~pters II ""'" 

t~ XII cre~te.- The re,ader exi~ts, furthetmore, il) a ''lhole pew time \ ' 

'"dimension whi'ch 'inc1ud~s and surr:ounds his reading experience. As 
"\ 

, DUJl1te suggests, an indi,vfdual does dot "die" in a seriaI universe, 

he imply mov~s on into â larger time dimension; the C~nsuI, th~~fore, 

our time level despite hi~ murdèr in 1939- a ,fancifui 

t perhaps, but one exp loi ted dramatically and wi th tremeridous -. 

the Vol cano. 
<, , 

f;t st important' for the structure oLUnder the Vol cano is Dunne' s 
Il >.1\' ;J, --

of ser~al contaÏmnent which underlies 1ürs ~etiai universe , ' 

s the seriaI observer. Dunne Iikens the'~erial universe to 

in'which each time level is contained 

Volcano, 

ad infinitum. 3 In chapter XIII of the 

Consul moves from the bar "il}to an inner room, one of 

the boxes the Chinese puzzle" (361) of El Farolito. This 

prlnciple 0 containment is abso)utely fundamental to Lowry's book 
f ~ ~ 

whiç.h,is Hs If a 'Chinese, puzzle enc10sed finally in its "trochal" 
• • 

forme The co dition of containment, exemplifï'ed in the Consul' 5 • 

destructi ve withdra\~al ,inside his own circumferencc, reflected in 

images of cont inment throughout the book, (bàrs, rooms, gardens, 

toilets, and th~ bus)and created on a11 levels of the-book fr-üm Jts 
, 0 

style to its 

structure . 
:; , 

ter divisions,' is ~ontent and form, meaning and 

An important purpose of this chapter~is to discuss Under the 
\ . 

Volcano in terms of the seriaI concept of containment; . however" 

, DUJ;me is not the oAIy influence ,un ti\ne ,and space in the novel and it 

'1S ~seful, to examine Ouspensky' s and Bergson' s conq'ibutiQn ta ~he book. 
~ , 1\ 

L In addition ta Geoffrey's,Ievels of mystical drunkenness which 
• '. '" 0 , " 

correspond ta Ouspensky, (s'ee Crapter II J pagé,31) -and rhe treatment 
\) . ~ 
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~ 

gi ves tQ recurrence (Chapter ri', page- 3:1.), Lowry incorporat es . 
his.novel Ouspen~ky's bellef in multiple futures which exist in 

, . 
sixth·time dimension. Throughout the Volcano there appear 

.) 

erall,l al:ternative futures along the circumference rof the vicious 

of, G,eoffrey' s life. There is the Consul' s future represented 

e boek itself.which exists anew for us. There is Yvonne's 

of Canada which persists eyen into the centre of Hell as Geoffrey, 

g his fate with ~1aria, focuses upon th,e calendar ironically 
-f ' • 

ing the month of December ami'dst a Northern scene. Vigil' s 

of a new-life, symbolized'IYby the proposed trip to Guanajuato, 

pUrsu s Geoffr,~y s well. * Yvonne't.$' lost and previously. unread 
b 

·I~tter i~ chapter XII underlines the horror of an equaiIy lost yet 

real f ture: , 

tWhere 'are you, C;'e flfrey? , I do not even know ",here you are. ",Oh, 
it is 11 too cruel. Where ,dJ.d we go, l wond~r~ III what far'-place 
do we ~~ill walk, ~and in ~and?' - (385) 

" ~Wry' s obsession \.,rith time past i5 articulated in Bergsonian 

~erms: In keeping with his belief that for Bergson time was ~ 
~ . . 4 ' 

device which kept 'everything from happening at once, Lowry'fully , 

exploits the horrific potential of simul taneity in' the Volcano, 'in 
\ 

particular in chapt~r X which is discussed in detail elow. For 

Lowry 'simultaneity in time and space, with aIl times 

~oales~i~g, is Hell,arld his 'purpose in writing Under the lcàno 
• 

is to tell us "something new about beIl fire" (Selected' Letters, 80). 
.. 

Under the Volcano,.which too~'Lowry alm~st ten years to complete, ,-- , , 

was fipally accepted for 'publication in~ 1947. Bef0t:~\ accepdrig it, 
~, " ' 

Jonathan Cape.wrote, Lowry suggesting that h~bmake substantial changes 
, .<;y 0 

in,his ,manuscript .. Lowry, angry and stubborn, accepted thiJ request 
, '1 

as a 'Challènge j and sent Cape, in one -pf" thé most fascillating l~etters 

of li terary history, a chaptér':'by:",chapter exegesis of the form ~nd ' 

c-
o *In his 194Q lett~t ta- C1.lpe, Lowry points Qut that Guanajuato 
repr'es~nts "life," while Tomal.fn whft.ch involves' Parü(n stands for 
death. Selected Letters, 74. 
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theme of his masterpiece ~(Selected Letters, 57·- 88). ije asked for 

, Cape's belief in the book base~pon his own painstaking efforts 
1 • 

to make every detail int<1gral to a work ()f art which "was so designed, 

co~nterdesigned and inte;welded that it cou Id be read aQ indefinite 

number of times and stilf not have YieldLd aU its me'anings ror\its 

drama or its poetry" (Selected Letters, r8). " .... 
Under the Vol cano , ~ story gf the l!ast twelve hours in' try~ life 

of its tortured 'dr~ken h~ro, Geoffrey '~irmin, begins tWylve-months 

a'fter his death,jAs Lowr~ points out in' his letter, the number 

twelve is of great impottance for mystical, astrological, and literary , 
reasons, and the twelve chapters of the novel, each one a carefully 

! ..' • . 
constructed "block," crFate~ the essential "form o~ th,e book, which 

is to be c?nsidered li~e that of, a wheel, with 12 spokes, the,m~tion 

of which is something like that, çonceivably, of time itself" , 
\ 

'\ 
(Selected Letters, 67). 

, ') 

Lowry' s concern wOrth time, both in the theme and tire fornr of his 
/ 

bOOK, is c1ear; his concern with space emergeS' in the spatial 
• & l.) 

,metaphors he uses... to describe its structure - the book is a "\vheel," 

or a circle ~ W\ich ,j.s, at the same tim~, I!like sorne Hexican ~hU1."riguer~sque 
... , 

cathedral" "designed" counte.raesigned and int,erwelded" (Selected 

. Letters, 88). The many ways in which Lo'1.ry. creates temporal and 

spatH.! dimensions' and, m~st important, ~is pu,rpo~e j'n erectin?" the 

comp'licated spatio-temporal structure of the Volcano is largely , 
~ , ---

unexplored. Before examining time and space in t~e novel, however, 

it is helpful to look briefly at th~ earfy,versioJ of ~der the Volcano,' 
... 0 cr1 .. r" , --, 

the versiod which was refused by no l~ss than thirteen publishers in 

194~':4l ~ 5 The major changes that Lowry made in his JllaI;luscripto. 

'directly affect t~e structure of ~he boo~ that ~eveloped only slowl! ,\ . 

-into the "designed, counterdesigned;and. interwe~ded" final product. < 

Lçwry's creative method appears to hav~ been' an architectùral 

-one. Beginning wi th a key 1;llock or episode in a _ chapter - for' example".' 
, 

the peon in VIII, the bullthrowing in IX, or Laruelle's conversation .. 
with Bus\;amente in L:" Lowry work~d outwar<:l 'o~ either side of this , . 
foundation. The manuscript versions'of the nÔvelj'as well as Lowry's 

: 1t \. , 

notes, illustrate this process most clearly. Frequently Lowry , 
II ~. • JtrI 

~ \ 
, worked upon several ve~sions o~ a sentence, paràg!aph, or episbde ' 

concurrently. Once sections of a chapter were satisfactory he would 

" . 
.,' 

" 

' . . 
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"be.gin to shift them arounawTthin the chapter or even from c hapter 

to chapter until they f~tted properly. For everything eut ~e added 

something else, a word) an allusion, etc., gradually building up 

his "churrigueresque"- or overloaded - edifice. 

The early version of the Vol cano ,is" ,w.ith the exception 'bf 
, r; 

chapter I, a temporally stra~ghtforward story of the Consul's last 
e • 

day~ Chapter 1 represents Lowry's attempt to makes Jacques Laruelle, 
( If 

.. more importt!Tl"t at this p~int tMm in th0nal novel, actually 

s become the' 'tonsul via an unconvincing dream mechan'ism,., in arder to 

r~port on Geoffrey's last day. The typesc~ipt is chok~d with half-

ked social crit'icism, boring character analyses and awkward exposition. 
_ _l, 

The time scheme is vague; when the story ~pens the Consul has 'been 

dead two or three y~rs. Little attempt is made ~o jump back in 

time wi th chapter II\mich. gets ~ff to a very slow start' with Yvonne 

'JGeoffrey! 5" tlaughter insyedd of ~;i~ wife) still in her hotel in 

A'7apulco. 
~ The temporal and spattai links between the chapters are cle~r; 

chaptCe~ III foll.?ws on, assist'ed 'by ~ 'strong omni scient narrator, 

from chaptef' II and so forth. It ,vas not until 1941· that LO\<Try 
.. li < _ 

<~).vided up the. chapters aecording to the strict point of view of 
~ , , " 
one or other of the character~, thereby te1~ing chap~er 1 from,Jacques' 

point of Niew, chapters IV" VI; and VIII from Hugh's, chapters II, 
- 1 

.):X, and Xl'I from Yvonne' s, while' the fi ve remaining chapt!3rs aré 
• • 1 -

perceived through Geoffrey's mescal-fogged eye~. In shirting the 
• \ G 

narration a'vay from' a pompous omniscien: na:z:ra}:or ~o a subt1e combina-

tion of cryp~ic narrative voice and charac~point of view, Lowry 

was weIl on his way to creating the self-enc1osed tragic worlds 

of the Volcano' s •. characters. -

The sense of distorted isplation is further.emphasized in the 
, - . 

final vers10n by the temp~l and spatial gaps between the chapters. , . 
Lowry eut' ~ll direct te~poral and spatial links between chapt'ers' , 
when he rewrote his novel. For examp1e, in the 1949 typescript, 

. " 
chapter IX opens with Yvonne, Hugh, and Geoffrey arrivlng in Tomal!n 

. , \ 
and attempting to 'phone or medical aid; the témpprai and spatial 

sequence~evelops clearl out of the scene with th~ dying peon in . 
VIII. ,In the final versjon, of course, no such carefully <lelineated .. .. 

. , \ . 
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cause and effect occurs; the reader leaps abruptly into "Arena 
1 

Tomalin , •. " and Yvonne' s mind. The disjunc1:iôn between chapt ers IX 
, 

and X of the nov~l is still more complete. The closing scene of IX 

in which the three 'characters watch an aged Ind~an shuffle out of . 
, 

sight is dramatically juxtaposed witl~ the opening \'Jord of X -

"'Mescal'," In the 1940_version, however, chapter ~ opens with . . 
temporal and spatial explanation: "Finally they walked down toward , ~ -
the restaurant Sf1lon Ofelia G • '.J ." The \'Jord "finaUy" refers back 

to the end of lx wben the three pau~ed to watch t~e old Indian; 

the' rest of the sentence carries the action forward 1 specifying tlteir 

. movement ~hrough space ,and their destination. 

, ,The qhanges Lowry made in his novel- the telescopïng of chapters 

IV and V, eX! and 'XII, the rigorou'S use of chracter Joint of view, the _ 

r~Msting of chapter. ~' within' a ~ight temporal' framework symbolized 1 
, 

by th,e backwards revolving, luminous \'l'he el " âbove" a11 the creation 

of .spatio-temporal 'aBysses abetwe~n cllapters - illustrat,e the 'direction 

in wh.ich he was moVlng. AI( of these changes '.help· 'toj-spa~ialize , , 

., Under ~ Volcano, to' break up temporal sequence and to forc~ the 
';. D , ~ • 

\reader to consider the book ref1exiv~ly.with a )Jiew; in LO\'Jry's 
\ ' l ' 
~ords, to the "pp~tical conception ,Of the \'Jhole" (Selected Letters, 

\ ~ , 0 

S~). ' . 

In his discussion of Ônder the Vol~ano ib his bipgraphy, ÔougJas 

Day m~intains -t~sta.tic in the Tlovel.~ °Vic~or Doyen { 

and Terence ,Wright, hO\'Jever, both argue for the.stasi? of Under the 
7 ,'..'. -:r-

Volcano arising from spatial form. 'These confl1ct1ng ne\'Js of t1).e , , 
novel stem from insuffieient analysis of the narrative structure. 

... 1 • • 

Certainly there is l,ittl'e that appears "statie" in the Volcano; 

everything is \'Jhee~ing, reel}ng, rushi~~,~b~t this hallucinatory movement 

4 is fc1'rcular 1 repétitive anad infernal. 'Vl\e gigantie wheeling fo'Tlll of 

the\book i~ a symbol 'Of the paralysis p~t-fayed on a11 thematié 
t'" ... • ~ \ 

lexels. The nove!. ~annot, however" be descr;ibed as an example of 

spatial -form without some acknowledgement being made of the tradi t,ionai 
\ 11" 

narrativebi~lusion of temporal flo\'J derived-from plot. 8 Time most 

certaÏ'nly moves within the fictional world of 't'Welve, consecutive hours 
lA" ". 

in li single day' and the total time spàn of the book includé$ the pas'ts ~ 

of the main characters/as weIl as glimpses of the futur~. 

,-

J> ... 

, " 
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There are t~o conflicting narrative rhythms in Under the Volcano. 
-;-- " 

On the one hand~ LONry exploits a reader' 5 expectation 6f sequential 

tempora:l flow. The cryptic narrator of the novel, present onIX' as 

a votce that introduces us to Quauhnahuac, that comments obliquely . '. 
througnout the book and ~inally tells us of Geoffrey's buriai in 

the barranca,'keeps the tale moving with the consequent illusion of 
" 

time passing and of one eve~t leading on into another. Geoffrey 

himself keeps us constantly aware that time is pass~ng. On the other 

hand, Lowry's handling of cha:pter, scene, symbol, and the special 
, 

tethniques discussed below counteract this narrative flow by 

breaking it up, spatializi~g it. The most sîgnificant characteristic 0 

of Under the Volcano, when compared with the 1940 manuscript, i5 

its 5patio-temporal transformation. Lowry went to great length5 to 

~reate a reflexive narrative rhythm which would counteract ând 

eventually overwhelm, the temporal narrative flow. Throughout the 

hot, tragic day the reader is ~ept awa;e of the r~~entÎe5s ticking 

of c10ck time as the characters constantly check the time on 

ubiquitous Me~ican clodks. Horological time, a mechanized, infernal 
...... . ~ 

time totally removed 'from the psychological time of human sufferihg, 

rep~esents the' civilized, technological worlGl which rep'els and mocks 
'i "'.. .. 

the Cqnsul. .Clock time forms the jntransigent background against 

whi~h the lives of the three character~, are projected. 

The peculiar stasis of Under the Volcano.is best understood 
" 

in terms of the wheel ,or the circle which whirlS on forever in the 
<JI 

,1 same place. As in UI tramarine, Lowry employs the c~osed circ1è of 

perception, the c10sed "niadly revolving world"-that encirc1es,' 
, ' 

stra~gles' and destroys. Lowry J'aw the fOrni of t~e book ts "trochal." 

He hoped·that at the end of chapter XII the reader ~oul'difeel 

compeped to _ ;urn back to the beginning which femporall Y; succeeds • 

the main events of the, book. The great "luminous wheel" spinning' 
t:' l ' \\ 

backwards in the dark night of Chapter l ~symDolizes Bud~ha' s wheel of . ~ . . 
the law, a -cinéma wheel, t}le wheel C of time, and the wheeX' of the 

-. \ 1\ 
book (Selected Lett1ers, 70, 88)· / ',~'. 

Wheels appear everYWhe~JI,' 'in every chapter of ~he ~ooJi: The 

, chapters themselves are l!ke heels encircling, enclos~ng a fa al 
... ~ 1 • 

point. The' lack of 5patio-, "porai e,l1i5ion between chapt ers 
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i~tensifies the sen,sation 

contained, closed unit. 

the claustrophobia that, 

of disjunction making each chap\if a self

Each single point of view contributes to 

for ,the isolated souls in the novel, is . . 
,'mimetically true. 

There are many brilliant scenes throughout the boo 

tim~ is spatiaÎized. The description of the burning of 

letter in chapter l, for example,captures the effect of 
, , 

enclosed upon itself; the time required for the letter 

transformed into spatial metaph9rs: 

which 

offrey's 

sp e collapsing 
\' 
" to bum lll:---~ 

The flare lit up the whole cantina with a burJt of brilliance in 
_' which the figures at the béJ.f[::. J appeared, fpr an instant," frozen, 
, a mural: r .. ::I M. Larue Ile ,sèt the \vrithing mass in an ashtray, whete 
beautifufïy conforming it folded upon itsel~, a burping castle, ' 
collapsed, subsided to,' a ticking IHye through which sparks like tiny 
~red worms crawled and flew, while àbove a few ~rey wisps of ashes r 

floated in the thin smoke, a dead husk now, fa~tly trepitant .•.• (49) 

The most exciting example of spatialization in the Volcano is~ 
A • 

the Tlaxcala scene in chapter'.X, The episode, which J.,owry intended 

as fl play or a poster, is a paradigm of the book; the toilet, the., 
\ 

, "Ga~e of th~" Winds" contained within the Salon Ofélia, surrounds 

the Consyl who in his desperation wonders wtly he is "always more, or 

less here": ' 

.The Consul sat, fully dressed however, not moving a muscle. '\'Jhy • 
was he here? Why was he always more or les?, here? He woulâ have 
be~n glad of a mirro~ to ask himself thqt question. But there was 
no mirror., Nothing ~ut stone. Perhaps there was no time either"in 
this stone retreat. Perhaps'this was .the eternity that he'd been . 
'making sq mu ch fuss about, eternity already, of the Svidrigailov 
variety, only instead of a bath-house in the country full of spiders. 
hers it turned out to be a $tone monastic cell wherein sat - , 
st:r:an,' ge! - Who but ~imself? (309 - 310) , "', 

o , 

·Significantl~, this is the Consul's 9ternity and, as the .scene 
\ 

develops, the sensation of tirnelessness created through spatial form 
~ 1 ! , , 

Lowry'knew from, Bergson "that ~time 
'., 

reveals its .truly infernal nature:' . , 

is need~d to keep everything,from happening, at once. 

The scene begins'abrÛptl~ with Geoffrey's ,realization that he 

is not eatim:--with the others. 'nie toilet of cold'\gre}tstone suggests 
~ ,) 

the sacrificial blocKs of the Aztecs (mentiqned in the 11axcala 
~, , 

\ .... 

(0 
. , 

If 

. t 
" • 1 

\ ,. 

.. 

1 
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tourist folder). * 'To make matters worse; Cervantes answers the ConsuI" s 
. . 

,caU for help wi th offers of a stone) 't" A ston~, hombre, I bring 

o~ you a''''5tone'''-whether the philosôpher's ~stone or Sisyphus' stone i5 

not clear. Th~n Geoffrey, his per'ception increasingly distorted 

by mescal, begins to read snatches from,the Tlaxcala touri~t folder 

'_" proclaiming the historic importance .of this state, home of ~1exico's 
" , 

-"',,---: bet~ayers, with its "density ,of 55', inhibitants to the square 

'VI>, 

kilometre "[sicJ(311). Key phrases st~d O?t for Geoffrey; Tlaxcala 

city is "said to be like Grailada, said to be like Granada, Granada .•• " ------ -------
(th~ place where Geoffrey and Yvonne first met) and, "in the inside" 

of the San Francisco Con vent , ,"there is a secret passage, secret 
. " 

passage" (a passage wh,ich Geoffrey \dU now never find). The Consul' 5 

mutterings al:>out pari.{n, " In the F<>:"'-olito -' ,~, are ironiocally 

juxtaposed with another paragraph from the folder entitled: "SANTUARIO 
~ , 

OCOTLAN IN TLAXCA~" (315). ' 
o 

, From the dining room' the voices of Hugh "and Yvonne, who are 

discussing the peon, penetrate Geoffrey's cQnsciousness •. Together 
;. 1\ , 

with disj ointed snatcpes of this overheard conversation and disembodied 
~ 

passages from the tourist folder, the Consul hears voices from earl~er, 

in the day-his o~n, Vigil's,Yvonne's,his" familiars t , even Weber',s., 'Th'e~ 

babel increases in intensity; aIl time and space bec~e~superimposed, 
\ 

of horror:" 
,of!. 

\ \~ 
\ . \ 

~us~d in one i~finte, e~~rnal moment 

'Have another bottle of beer .•. ~rta 
"M6ctezuma ..• Dos Equ.J.s.' 
'Or is it Montezuma?' 
'Moctezuma' on t4e bottle. ' 
'That's aIl he'is now - , 

Blanca?' . \ 
l' 
1 
) 
• 

\ 
" \ \-

" 
" \ *Lowry,who had read Lewis Spence's The Myths of Mexico- __ _ 

\, (London, 1920). was aware of the ancient '~Iexic'ans' obsessi n 
\ \jith time. The reaso~ for Aztec' ritualisti,c killing was 
\to propitiate their ~ods; ~ithout hum an satrifice the gods 

, \allow time ta stop ànd the cycles of life would not be rene 
\ .~ccording to Sperice (page 77) the mountain 'Popocatepetl was sacred to 

the rain-god Tlaloc to whom regula~ sacrifices were made. G offrey's 
'sacrifice' is, ,then, a small positive sign that life l'lill c ntinue. 
especiil1ly when i t is remembereq that., the Pleiades were cons dered a's 
the planets of hope (SpeQce, page 44) by the anciènt'Mexican On the 

, last day of the fifty-'h"o year cyclè aIl ~1exicans watched fo the 
begi~ing of a ~ew cycle.' In chapt~r I,'Jacques refers to the 

Culmin tion of 'the Pl~iades and, in chapter XI, Yvonne dies a the 
'P1eiad rise; the sug~$tion is that time has been renewed a d that 

' .. ; thè rage will ,cont~nue~ 

" ,'-
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"'" r:;. tIZATLAN 
this town, very nea~ to the Tlaxcala City, are'still erected 

the 'of th~ Palace, residence of Senator Xicohtencatl, 
father of' t or by the same name. In said ruins could 
'be still appreciated -the stone blocks where were offered the' 
sacrifices to their Gods ••. ln the same town, a long time ago, 

,w'ere thE.! headquarters of the Tlaxcaltec3!l warrlors •••• 

, Vm watching you ... You can 't ,es~ape m~. ' 
, ..:\ this is not just escaping.-.(l 1 mean, le~s start again, really 
and:~,leanly:' -. 
'1 think 1 know the place.' 
'1 can see you. ' 
, - where are the letters, Geoffrey Firmin, th~ letters she wrote 
till her heart broke _ , . ' 
'But in Newcastle, Delaware, now that's anothe~ thing again! 1 

, - the letters you not only have'never answêred you'didn't you did 
you dïdn't you did then where is your reply -' 
, - but oh my God, this city - the noise! the chaos! If 1 could 
only get out! If r only knew where you could get to!' 

~ , 
~-~-- OC OTE LULCO 

----- In this town rrear Tlaxacala existed, lohg back, the Maxixcatzin 
Palace. In that placeo ' according to tradition took place the 
baptism of the first Christian Indian. 

, 
'It will be like a rebirth.' 
JI'm'thinking of becomirrg a Mexican subjéct, of going lu live a~ong 
the Indian~, like William Blackstone.' 
'Napoleon' 5 leg twi tched. ' 
, - might have run over you, there must be something wrong, what? 

_ No, going to -' , , ' -
, 'G~~ajuato - the streets - how can you resist the names of the 

streets - the Street of Kisses~- , (316 - 317) 

A great deal could be said about this pàssage from the Tlaxcala 
Ll' ", \ 

. ' 

o scene but it would require a chapter to itself. 'Earlier versions o~ 

,this ','scene i l1u~trate LoWTY' 5 painstaking efforts to balartce the ' Q 

sequence of conversation, fo~dér material/~ and reme~bered voices as, 

the Consul siDks deeper ~nto his private maelstrom. ,The dis~ointed 
cry, H\, - but oh my G~d, this city - the noise! the chaos! If l, , 
,~ ~ , . 

could only get out! If 1 only knew where you could get /o! ": ~' 

first appears in chap,ter III (92) as the Consul, in Yvonfte'S bedro~m, 

confronts the impending sexual encounter wi th his wife - an enc.ounter ' 

, 
" 

from \'ihich he wishes, to escape. The .act of love; ironically, represents , 
an escape 'from the abyss of self which he needs; ft is his way out of 

'. 
hi~self. Here in \he t9i1et, as there in Yvonre's room, Geoffrey , 

\ ' , 

i~ trappetl; the two, enclosures. bédroom and toilet. become one and 

eaen represents thé closed circle of Geoffrey,' 5 consciousness. , , .. 
, , ' ... '" 

, . 1 

'/ \ 

\ 



fi 

, .' 

, '\-

Furthermore, the city of Tlaxcala and the city of New York are like , 
Geoffrey's mind, traitorous and noisy. In this one hrief passage, 

'"" , , -
space is condensed -and stripped of demarcation or b01}ndary. Ail~. 

places, his -house, YvonI).e's bedroom, Tlaxeala, New York, exist hefe 

in Tornalrn, in the stone toilet of the Salon Ofélia, and'in th~ Consul's 
.... ' 

mind. 

Time is similarly compaeted in this scene~1 '~o distinctions exist , 
between past, preseht and, future - everything'is happening now. 

The'history of the ancient T1axcalteeans and the history of the 

conque st co-exist with No~ember 1938. Yvonne's pIca from chapter 

IX that "It will be like a rebirth" melts into Vigil' s des'Cription 

of "Guanajuato from chapter V. The present moment.- "' Have another " 

bottle of beer .... ' ," loses all distinction as it disappears behilld 

the voices of Geoffrey's familiars and the inquir~ng'voice of the 

,English tourist from chapter III - "'might have run over yOl}, there 

must bè something wrong, whÇlt?'" , 
, , -

The spatial' form of this sceÎl~ with its intense sensation of 

sirnultaneity is thè perfeet dramatic prbjection of the state of 
~, '--

Geoffrey's mind and soul. He has ~ecome a self-enclosed destructive' 
• L 

circle unable to distingui'sh past from present or even to perc'eive 

-1 and spiritual boundaries. He is in Hell. 

~~ 
. l', ~ 

Lowry uses sorne striking techniq~es such as motif, ~inematic j 
'devices, and the d~sctiptions of plastic art-,-to.:...contribute io th.ee-----

< ~ r) .. • 1 

spati'aHzing of his novel. His use of motif is almost, Wagiù~rian; 

the s:raqss Allerseelen stànds for 'Yvdnne, the refrain of lostng , 1. 

the Battle of the Ebro belo~gs to Hugh. Many PrOljlethe'an,:_ Paus-Ùan, 

'and other allus"ions evolœ the Consul. l'No se puede vi vilT sil) amar'! 
""" ~ J tIl!ld-."Le gus,ta eSje jardm" become more than motifs, howe~t?r; they 

encapsulate an.,«contain the message of, the book. ' . ' , 

-Two motifs whieh bea~ rath~r amusingly upon' tne temporal scheme 
'"\ ' , 

of th'e, book are the tradi~fonal Spanish toa,st "Salud y pe~etas'y 

amor y tiempo para gastarlas" and the Spanish gl:eeting~, "Buenos . 

dlas - Buepas' tarde~ - Buenas noche;'." In ~chapter T Laruelle and 

. , 
\, 

, "f \ " • 

-- ------------------- ---- .. - Vigil- use partI of the toast, \"Sal\l~ y pe.setas y tiernpo para gastarlas" 
.; f ~ , / 

, "(12) but neglect tô méntion "y amor. fi Later J in chapter XI, Yvonne , , . r, ' , 
. 'and Hugh repeat "Sa1ud y pesetas" three times (345). When" one ~~ 

.'. 
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-~-- --remëmbers the 'y tiempo para gastarlasll' of chapter l, its omission 

here becbmes significa~t; there i~ no, longer time for health or 

wealth,- tirne has run out. The irony of dropping the "y amortI from M 
, ~ 

o 

the toast each time it is used seems clear because th~ story is about 

the lo~s and cFippling of love. Important for the narrative structure 

of the pook is the fragmentation ând positioning of th~ toast; its 

full meanin~ c'an only be appreciated in a-reflexive réading of 

, the' rtext . "Buenos dras " 
, \ ' 

and "Buenas tardes" or "noches" refer of • 1 

" 
course, to the three main di vi sions of the (jay, morning, afternoon., 

, 
and evening. At seven in toe morning (chapter II) the Consul'gre~ts 

a Mexican in dark glas,ses with "'Buenas tardes, senor. '" ~1uch to 

Yvonne's embarassment, the 'Consul addres~es anôther ragged man in 

the same way. Then, lest the joke be overlooked, the two Mexicans 

nudge' each o"ther "as if oto 'say: "He said "Buenas tard~s", what 
\ 

a card he is! J"(si~J Later in the morning in chap)e~ IV (122), 

'1ivonne correctly greet,s the li ttle girl with the armadi Il 0 : "Buenos ~ 
, l ' , . . 

dras, muchacha."., Fina11y, in chapter XII, the Consul greets the 

fascist polic? with a,polite "Buenas tardes, senerres"(388). The 
.' 

'ïmplication is obvio.us; .for the Consul it is' al ways "tardes" , 

/ 

~~rdy),~it is always_htoo iate. 'Th~ "Buenas ...taXJieSjJ.--~ti) comments '. 

ironically, sadJ.r, upon the C~u-~ with time and suggests -,,-, ' 

.in·~re~pe~natti~vement or change does~ I\:Pt exist ior. hirn. "-'<~ 
L-----------:~- . \ ." 

1-

1 • 

, After, his encounter with Maria he asks' the pimp "Què hora?'!' only to 

be assured by the filthy little man who is "fliEtnd Englisman aIl 

. \f tine, aIl :ine" tmtt'it is "half past sick by the, coc~"(3?O) •. Time 

for Geoff~ey is astate, not a process. 

Under the Vol cano contains man y striking cinematic effects --- . ' 

which, due to théir visual' impact, contribut~ to" the spatial form 

of ~he book. 9 Lowry uses signs and ~dvertisements to interrupt the . ' 

reader's sense of spatial and temp~ral continu~ty. For example, 
" , 

, in chap:ter lIas Geoffrey and Yvonne pass through the''''''frz6calo;'' 

. )~spe'JÜ\re collapses ,suddenly when the sign for boxin~ or "Las 

Manos de Orlac" leaps bef9re the ere; the readèr is catapulted from 

•. the niidst of dialogue or, refléction into -an unexplained confronUtiot:l. . , ' 

with a disjunct piece ,of space ;rising from the landscape. The recurrence L 

,,,' 
: 

1 
" \ 

1 

\ 
/ 

1 i 
( 

. , . 
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" ~ 
o~,these signs creates an aura of uneasiness, Wherever the characters 

turn' they are met by th~se 'signs until i t seems tha~ they are' , '''' 

surrounded spatially by sinister and'menacing'warnings. In addition 
.:.'l,.. "r 

to'creating a dramatic sense of entrapment for. the characters, Lowry's 
, > 

handling of signs forces' the reader to pieée tp'e storr, :to~e~her around 

, .. these visual interruptions" The signs th~msel ves, especüiIIy the 

advertisement for. "Las Manos de Orlac" and the mysteriQus "Le gusta . . 
este jard(n," reflect backwards and fq~~tds on 'the events and situations - . 
,of the stor~ to c'~eate a mosai:, o~ syrnbolic a':ld ironlc. comment. 

Lowry also uses· the,technique'of douole\exposure to great 

effe~t, The reader'-s introduction to Yvonne in chapter II "is a 

picture of, 't'vonne standing outside the B~l1a "Vista bar at sewn in . 

th~ morning on, t!"~ Day ,?f the Dead, 'superimposed upon a description,. 

of Yvonne sa~,ling into Acapulco 'the eveni~g before. 1wo differeJ1t:, ' 

tirnes and places are fused, not sirnply', juxtaposed1: tllrdugh'the' doùble, 
4 ~. \ # 

exposure effect. 

, . Later, as ,she anù Geoffrey pausè outside the p,rinter~ s' shop, 
t\ ~ " l 

Lowry elaborates still further &n the doubl~ exposure device:' , 
(\ VI' • 

They stood, aS once, looking in of . ~ From the mi rror "within the . ~ 
window.an ocean creatu;re 50 drenched and, coppered by' sun and 
winnowecr! by: sea-\vind and spray looked back at her she seerned,' even , 
wh,i.1e making the fugitive motions of Yvonne"s vanity,sçmewhere 'bèyond 
hurn~n grief charioting the surf. But the sun turned gri~f to ~qison 
and a glowin~ body 0,n1y mockeq th~ sick he art , Yvonne knèW, if the ' 
sun-darkened creature of waves and sea margirrs and windows did not! 
In the windo'w itse'lf, on either side of this abstractèd gltzè cf ,her , , 
mirrored ~~ce,' the same brave wedding invitations she o re,mernbëredè. ~, , 
weré fà'hgcid r .. J but this time there was sometl}.ing sne ~adn f t s~en , 
before 1 which the Consul now pointed out. \'lith Ci murrnl}r of 'Str,ange 'I;.:;J. (61) 

The image of Yvonne in the present moment ang in 'the near an~ more 
" , 

distant past is'superimposcd upon the photqgràphs and invitations 

within the window. These, irr tutn, are' seen ~gainst the enlargemént 
~ . 

of "La, Despedida" .. "set behind and aboye the ,already sI?inning flyW~e\e1 

of the presses[. J" (61). Reflec\ed in the \·Jj.ndO\v, Yvonne' sees 

Geoffrey and herse If as they once wére ("ThEfY stôoè! ,'" as' o'nee', !Q~~~ng. 
'. \ ' • L" •. ,~ :=;-=--

in. fi). . SJ}e sees hersel f as she has 'l'ece~tly: _becri-;r-'t'coppered b,y" su~ and, -

w,irtnoweq, by sea-lVÎnd. II There ,is evé,n the sug~estion t!~at 'a' COl11p 1 e't}'èly 
, \ .. \ ' 

. ,'different Yvopne appears ip t4e winclow, a'Venus-like 
f • ' -' 

Yvonne 
f 

IIsomel'lhere, 
.p. 

\ ' 1 

" d ... ' 
.t 

" " ,1 

> 
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be>;:ond human grief charioting the surf.'" But mdving forwarp through 

'th~se fragme~t~d images ofYvonne's p~rson~ity areSfurther leveis of 

, present atld past reali ty..,. the photographs and invitatio'ns linking , . 
past to present,the spinning flywheel which temporally precèdes the 

inv~ tations, and finallY,j.the ancient glacial rock, at ~~e time whole, , 

now split by fire. The passage is a superb example of the way Lowry d 

\ v I:J 

uses visual "effects to support his overâIl' des'i-gn, of containment. ,The 

,window serves aS,a mir~9r 'th-frame and c~nt'ain 'a series of ,temporal 
• • ~ ..... ......,,7 '1" .. \ ' .. 

and spatial dimensions; it is a miniature, seriaI uni verse. * 
"<j" • 

'In·~hree impottant instances Lowry uses paintings (mu~als and . ' 

the poster' "Los Borrachones") to é!reate a,;;tasis ~that reflects and .. -

comments upon the ~vent!:? 'Of his st'?FY' . In chapter V~I, Geoffre~ and 

Jaaques Laruelle look at the Rivera frescoes which depi~t scenes from 

Mexican history. " Time, here 

spatialized, laid out in the 
• 0 

, ..... "" .-\ 

the historical time of the Conquest, is 
\ ' .. 

space created by plastic ;art. At the end 
l, ' 

.,( * In· 1928 Lowry sa}\' Fred Murnau' s sonne~;ufg;ng about which be: said 
in 1951: 1I70 minutes of this wonderful movie - though it faIls to 

. ~iec'es later " doubtless·, due t.o the eXigenciès 'df HollyWood, - have 
Ï<nHu~nced me almbst as much as ·any book lever read " even though l've 
név.èr see1'\ 'it since" (~'1eçted Letters,' 239). In chapter XI of the 
1940 version of t;h~"Volcano there' are seveIal references to SuI1rise. 
Al though the overt references are cut, chàpter X l of the finaL vers:i.on , 
opens': with the cryptic direction "SUNSET" and in ~hapteI '{II as tHe'" 
Conspl pictures El Farolito in his mindts eye, he remembers a sunris~,. 
he had watched from there; "a slow bomb bursting over the Sierrl'â 
Madre - Sonnenaufgang!"( 214) Althqt4'gh ~lurnau's Sunrise was not tbe 
only film to make its \Vay int0 the Volcano(LarueIJe's house looks 
li.ke something from The Cabinet of Dr .. Caligari, and Los Manos de 
Orlac is Qmnipresent)"it is probably-a more profound influ~nce.-'
Mu~~u's subject is an adulteTous marriag'e in ~vhich "The Man" _0 none of
the characters havé names as Murnau wished to universalize his theme ' 
attemp.ts· to kill his unwanted "\Yife." The first part of thé ~ovie , ' 
hâ'S il1t8restifig, double exposure$ with the surr alistic e~fe~t of good 
and evil battling for possession of the man' s 90 L The man' s tprt'ur,ed 
form take~, on symbolic proportions and the ]s.ands 'ape' cornes,:. to l,ife 

'via' m.enacing lighJ+-ing effects. The couple are! con"ciled aft"è;r near 
, f1iisast,er and, whiJe the y ga2fe at wedding .photogr phS' Ï11 a window. 

'. '4 there is a seqùence of shots which' resembles o Low y' ~,handling of " 
., double expos~re in tlfe chapter II scene' wi th -Yvonne. Murnau' s Sunrise 

ends'happilYi hO\ve,ve'r, with the sun;rising on tne newborn pair \vho have 
rettIrned 't'o their pastoral paradise that is nolV purged of aIl evï1. ' 
The' subj~ct, s011)e '" of the: techniques, and the general aIJegory of 
Murnau 1 s fi lm, are s9lid Lowry materj al. ,', 
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of the same ch<t~ter, as Geoffrey gulps teqùIla in the "CantIna El 

Bosque," he suddenly pcrceives t!lC unf1n1shed muraIs rUnillng around 

the cantIna walls: 

They were'precisely the same ln every J~ll. AlI showeù the same 
sleigh belng pursued by the same pack of wol~s. The l"oIves hunted 
the occupants of the sleigh the entlre length of-~he bar and at 
in terva l's r 19ht round the roorn, though nel ther s 1 e-îgh-_.l"10r wo 1 ves 
budgeJ an lnch in the process. (243) ~ 

lIere the Consul is surrounded by statlc v'lsual \rnages. The plct s 

of movemcnt that do not move, repeated agaIn and agai'n around the 

room, comment oblIquely upon thé paralysls in the Consults 11fe. 
'" "Los Borrachones" captures and conLl1ns still more emphatieally . 

the unchanging Image of Geoffrey' 5 damnat IOn. In chapter XII, as 

he recalls the plcture From Laruelle's bedroom, the Consul r~aliëes 

that l t Jeplcts lus ,damnatlon as well as the now fOl'feited alternative 

of salvatlon ln traglc JuxtapositIon. Llke the drunkards in the 

palntIng, hlS Identlty 15 dispersed, lost, IndIstinct; the people 

around hIm, even "the ash and sputum on the fIl thy floor C: . J 
co rrespond [- . J to -sorne fract ion of h 1S 'be,lng" (380). For Geoffrey, 

~hat mlght be called psych010glcal space, that rudimentary·and 

essential abliltYeto dlstinguish self from not-self, does not 

eXIst.* He realizes, furthermore, that had he continued ta struggle, 

to act, to break out of the circle of self, he would have become 

fr~e, sep'arate a-nd distInct l1ke the nghteous spints in the' 

, .plcture. The Consul sees th1s salvatlon ln terms crucial to an 

understanding of the Volcano and to Lowry's concept of the voyage 

that never ends: 

Here would have been no devolving through failing unreal voices 
and forms of dIssolution that beeame mo~e and more llke one voice 
ta a death more dead than death 1tself, but an Infinite wldening, 
an infinite evolving and extenSIon of boundaries, in which the 
spint was an entity, ·perfeet and whole: [.] (380) 

*There is a strlking slmllarity betwcen Geoffrey's ~nability to 
distlnguish self from not-s~lf and the psycholanalytlcal theory of 
orallty that Douglas Day uses ta desc~be Lowry. According tO\Day, who 
quotes Freud and Norman Bolland, "the key transaction" in the develop
ment stage known as "oraItty" is the dlfferentiatio11 between self and 
obj ect. See Day, pp. 70 - 71. AIthough, l am reticent about labell ing 
Lowry as orally flxated, the term works very weIl a~ a description of 
the Consul, Sigbj 9irn Nilderness, and Ethan L1 ewelyn • 

... , 

, 1 
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lIere is the scc'ret passage, the lost pass-port, the pl1l10sopher' s stone 

ln Lowry's "magnum mystcrlum~" By consclously strlving the Cons~l ,. 
mlght have ac1\leVed 'cl 

extendIng boundarles; 

life of infinitcly."wldcning," "cvol;Ylng" and 
\!> 

the very words, echoing of course Frater 

Achad and Ouspensky, reveal the posItIve temporal and spatlal movemcnt 

at the heart of Lowry's cosmology. 

Lowry's concern to create staslS and contaInment in Under the 

Volcano 15 evident on aIl levcls of the narratIve,from the trochal 
~ 

'( , fl'om of the booJ. to ,.lts style,osymbollsm, and imagery. Geoffrey's 

~ Vls~on of the,cantlna Pu~rto deI Sol tiurlng hIS abortIve love-maklng 
- " w-i-tnYvonne ~llustrates Lowry's,"churrigueresque," delIberately 

convoluted, style. 

Lowry's intention: 

, , 
It is a long passage but selections suggest 

" 

But now\ no~ he wanted t~rgo, passlonately he wanted to go, aware 
th'at' the peate of the cantIna was changlng to l ts fIrst fevered 
preoccupat Ion 'of the morn ing: [: . ::J now, now he wanted to go, 
aware that the place was fllllng "'I~h people not at any other time part 
of the cantina's communltt at aIl, people enlctatlng, exploding, 
commlttlng nUIsances, lassoes over theIr shou1ders; aware too of 
the debrls from the night before, the dead mat(hboxes, lemon peel, 
CIgarettes ope 'ke tortIllas, the dead packages of them swarming 
ln filth, and sputum. No\ that the clock over the mlrror would say 
a 11 hIe past nine r.. . :J. now he wanted to' go ~ Ah none but he 
knew how beautiful It aIl was, the sunlight, sunllght, sunlight 
flooding the bar of El Prr( rto deI, Sol, flooding the watercress and 
oranges, or falling in a single golden line as if ln the act of 
conceivlng a Gad, falling like a lance straight ~to a block of 
lce - (98 - 99) 

Lowry extends and prolongs the moment of Geoffrey's evasion of reality 
Q 

'through the repet}i tion of "Now." ,The accumulated phrase;; pile up 

ta form small buttresses ,befween the Consul's repeated wish for 

the cantina. The final line of the 'passage, "fa 11 ing llke a lance 

stralght into a block of ice - Il works ln two directIons simultaneously. 
, . 

The harsh conson'ln'ts coupled with the punctuatlon ~bring the passage 
, 

to an abrupt ironic close that announces the Consul's admission of 

failure: the
o 

"block of' ice" refers back paratactically ta the preceding 

detall of "the iceblqck dragged in by a brIgand with an iron scorpion" 

(99). Lowry' s prose moves in circ1es doubli~g back on i ~l f in the 

last line. The entire cantina vIsion is an example of Geoffrey's 

mental habit of circl ing out 'and away from a physi'cal encounter 
\ 

only to be struck by reality as the circ le closes. By withdrawing , 
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into himse1f at thlS pOInt, he becomes incapable of cntering the 

one cnc 105'lng space WhlCh offers saI vat Ion - and a future in the fOTm 

of a.child-hlS wIfe's body. 

In a book llke Under the Volcano, 50 full of symbols and 

and evo1vIng Images, It is dlfflcult to isa1ate key syrnbols or 

~ Image patterns. The barranca( runs through the book linbng chapters r 
ta XII, lInklng 1938 to 1939, Geoffrey' 5 garden \oJlth the rarolito. 

~leXlco of the Conquest WI th modern ~feXlco, even linkiog "opposite 

sides af th.e At lantie" (22). In other wQrds, the barranca serves 

\0 enfold aIl time and spaee in a sIngle ?ymbal. Popocatapet1 and 

Ixtacclhautl symbolize wany things, but Popocatapet1 funetions above 

aIl as a magnet at the centre of Geoffrey's circular journey drawing 

hlm ever closer. Then there are the Hellbunker, the l1ghthouse 
c 

("pharos," El Farollto), the Samaritan, the harse, hull, or-goato , the 

- scorpions, the vul tures, and the numbers - the symbo1s 'in t~e Volcano 

require a full length study. 

Perhnps the one symbol that stands out from the others as important 

to the noveI is that of the circle or the whee1. The\circl~, manifested 
o 

in the whee1, symbo1izes the farm of the book and ~he voyage that 
/ 

neveT ends; it can be, for Lowry, Infernal or paradisal, nega~ . 
or pOSItive, blindly"recurrent or regenerative; it can represent 

closed flnal eontainment or open creative movement. In his letter 

to Cape, Lowry pdInts out that wheels occur throughaut the Qook. 

From the be,!{inning of his C>work on- 1:h,e novel, Lewry was anxiaus 

ta emphaslZe the wheel symbol ~mI tte re1ated circle imagery. 

Severa1 passages from the early version of the novel (eut later due 

ta their over-exp1anatory natur~) make this clear. For example, 

in the 19to t~escript of chap~er,IJ Senar Bustamcnte exp1ains the 
- ... 

reappearance q,f Las Manas de Orlae at his -CInema with the remîrk: 

"And neither do we revive them. ;They return. They redonde, and begin 

all over agaln. It is the redonde eternal." . In C~Pter VIII of theo 

early version, Lowr~,made the signifi~ance of his wH'rling w~~els 

blatantly c1ear; Geoffrey, staring at the busy fair ound, bitterly 

reflects: ~ 

Round and round went the Mexican chlldren on the improvised 

o 

\ 
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merry;go-rounds[. . ~. Round and r~und up in the square wc~t the 
men and the IVomen who tonight would be segrcgated, drifti'flg round 
the bandstllnd when the gutter crawlers would creep in bottom gear 
around the oU,ter pavements of the plaza, squanng the circle~ . :::I • 
Round too would go the dancers, cavorting hke devlls or llke Dante's 
trimmers under the Ivavering flags, sklpping aIl night in the t;ame 
limited clrcle~ with no varIation of tune or step, their homage 
to St. VltUS. -

Ropnd and round swung the planets, the moons, the satellites, 
round and round reeled the çrunkcn, bawdy,earth, and round and round 
w~nt the clrcumpolar conversatIons, IVhich'were always with ofleself. 

Apart rrom the most obvious wheels Inme book, the great 
v / 

'ferri 5 wheel brooel i'ng over Quauh'nahuac ànd the whee llng s.tars (in 

. 11is l'lotes ror chapter IX' Lowry jotted dotm, "continue the procession 

of t,he constellations as a GIGANTIC WHËEL''[sic] ), each chapter 
o , 0 

contains ItS own wheels and c~rc1es. The streets of Quàuhnahuac, 

in chapter l, pr.o.scrlbe "an eccentric orbi t" (30). ln chapter II 

one sees "the a1re'ady splnnmg flywhee1 of the presses" (61). The 
1 

Consul .~ompar~s hlS drunken-rnystical state "to the paths alld spheres 

of the .Holy Cabbala'Pl in chàlJter rII. These paths and with thern 

ga:'tes and doors' are înextticably assoClated wlth Lowry' s wheels 

and Clrcles; they symbplize the way in or. out. of an enclosure, be , 
it a garden, cantIna, the C~bbala. Interestingly enough, 

with Yvonne as "that jewelled gate . , 
the desperate neophyte, Ye o~bourtd, projects for the thousandth 

v ' 
time on, the heavens, to pennit p~ssa~e of his astral body" (98). 

!;- The airn of the Cabbalist 'is to pass' through the "j ewelled gate" inta 
, -, 

Yesod, the first sphere Ca clTcle in its beneficent guise)".of the 

innermost s~nctum of knowledge.* Geoffrey's impotence is ~antamount 

to his failure tD' penetrate, the IIjewelled gate" of t'he Tree of Life. 

, . 

, Evert in chapter IV where, the ,characters appear less trapped and 

enclo~ed, qminous images of wheels and circles abound. Yvonne's 

once beautiful flowerbed is "completely, grossly strangied by a 

coarse gree~ 'vine ll (107)". Birds loop the loop "immelmaning at.'~~'b~lievable f,\ 
speed", (118) **' A stream casts "mill-wheel-like re-flections" 00 

w~il Gf 'theobrewery_ an image which recurs in IX. An innocent 
o 

-r.-""". -
, *Se~ the diagram of the Tree of ~on page 3~ in chapter II. 

-

the 

**Lowry' s choice 'of the ward l'immelmanin " te describe the birds 1 f1 ight 
is inte"resting: The word cornes from Max 1 mann, a German aviator 
irt World~War I,#' and refers to the paIr loop ha roll .tha!. a plane 
US~ ta gain al~tude while turning to fly in the . osite jdirection. 

.r- ,,-... 
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atmadillo becomes an image of destruction on "tiny wheflls." Chapt~r \ 
V is, of course, the perfect vicious circle of Geoffrey's distorted ) 

hallucinatory ,.,rorld. i\ny doubt about the power ôf 'the \~heel and 
e, 

circle tifconvey Lowry's message of infernal spatial and tem?oral 

dislocation is dispelled by t'he whirling vortex of (ieoffrey's mind. 

E'nclosed within hi ~ garden, the rùined garden of Eden, suz\"ounde'd 
<l' 

by fencei' and th.;.---b'arranca, Geoffr~y who feels very "hemmed in" 

sugg~sts~nê- Jehovah-Ilke ~incey that God's curse on Adam may 

have Deen to lea~e him trapped ln Eden "alone." - Oi1l y in the Tlaxcala 

episode does the reader again enter 50 ,dramatical~y ineo the infernal , 
worfd of Géoffrey's conscipusness. In chapter VI, . "refÎections of as 

, 

vul tures a mlle deep wheeled upsfde dOlm" (162) in the pool, Hugh-

circles\through his ever-present past until he hears Geoffrey's 

call for he lp. The" Consul, i t would seén, is suffering from "the 

wheels withln wheels" (185) of delirium tremens (if not Ezeki~l's 

wheels). As he shaves the Consul, Hugh rechlls a caricature made of 
~ 

hlm at Cambndge "as an immense gui tar, inside which an oddly fami liar 

infant. was hlding, curled up, as 10 a womb" (189) - yet another spatial 

1mage of temporal stasis. 

Chapter VII, "on this ?ide of the drunken madly revolving world," 
-is the focal point of the wheel and circle imagery. Gepffrey's' .. ~, 

"great wheeling thoughts" are repea~d with interest in the whi rling' 

machinery of the fair. In his panic he boards the ''MAquina Infernal"'" 

where "alone, in a litt1e confession box," he is flung around and 

around until: 

*The ''M~quina Infernal" is a l'eference to Jean Cocteau' 5 play of th'e 
same name which Lowry saw in Pari~ in 1934. Cocteau portrays tne 
Oedipus. story in terms of '''-me des--pTusparfaits machines construites 
par les dieux ~nfernaux pour l'anéantissement mathématique d'un 
mortel." La ~fachiJ1e Infernale (Paris, 1934), p. 15. At the beginning 
of Act II i"i'the voice" of -Ihe chorus atinounces that Acts l and I~, the 
attempted warnings of Joqhsta by the ghost of Laius, and OediHus' 
encounter with the Sphinx, take place simultaneously. The idea 
must have intrigued Lowry whether or not the play was staged to 

'suggest this overlap in time. At the end of the play as Creon 
rushes to the aid of JO,casta, he is stopped by Tiresias: "Reste.., 
•.• le prêtre vous l'ordonne. C'est'inhumain, je le sais; mais le 
cercle se ferme é . .]. " p. 205. 

, . 



1 

1. 
1 

1 

" 

... 

, " 

AlI at once, terribly, the confession boxes ~ ~ ta @ !!l 
reverse: Oh, the Consul said, oh; for the sensation of faU ing was 
now as If .terribly behind him, unlike anything, beyond ekperLence; 6 

certaiilly this rec6'Ssive unwinding was not like looping-the-Ioop 
in a plane, where the movemcnt was quickly over [. , ~'. Everyth~ng 
wa? fal! mg out of his pockets, was being wrested from him, torn 
away, a fresh article at each whirliTlrg, sickeni ng, plunging, retreating, 
unspeakable circuit, his notecase, p~e, ~eys, his dark glasses 
E. ' D his small change c: ' .J he ~ ~ emptiêd out, returned 
empty, his stick, hiS passportt • J, What did it matter? :tet 
It go! There was a kind of fierce ùelight in this final acceptance. 
Let everything go! Everything particularly that pTovided ~ of 
lngress or egress, went bond for, gave meanlng or character, or 
~urpose or identity ta that frlghtful bloody nightmare he was forced 
t~ carry around'with him everywhere upon his back, that went by 
the name of Ge"ffrey Firmin [ . .J. (236)* 

AlI the references fo the Tarot, the Karmalc Wheel,and eternaJ 

recurrence are gal~Qnized here in the image of the Consul trapped 

in a steel cage Or "confession box" and stripped by the rec~e 
~ 

whirling, of a 11, identity. The passage contalns echoes from 

preceding chàpters (the looping-the-loop blrds of tv, the recessJve 

unwinding of the..! uminous wheel in 1) and prefigures Ge~ffrey' s 

"sensation of falling" in XII. It is at this point that l-}e loses his 

passport, symbol of his identity, "meél1Js of ingress and egress," and 

vital document in.Mexico. 

It is no coinci.dence that he is enclosed in a steel "confession 
-. .. 

box" taking "fierce delight 'in his destryction," for he has' given in 
" . 

to p'owers of evil and his prime sin is his ,acedia. The Consul's 

destin~ is to be 50 encircled and contained within the infernal, 
l 

whirling machine of fate that he is destroyed; the ''Maquina Infernal" 
r ' 

is thé perfeet objective correlative of Geoffrey's closed ci~cle of 

perception, There is motion here, but the Consul himself is unmoving 

inside the blindly repetitive whirling of the ~ox. Time and spac~ 
'. # 

lose a11 meaning with the Consul suspended tlmotionless" over the world. 

The only movement he makes from thi5 point on is ta exchange ~e 
"\ f'1 .. 

enclosure for another; the confession'box gives~way ta the bus, the 
" bus to the circular arena, the arena to the toilet, and the toitet 

<1 

to the series of c'ell-like 'rooms inside El Farolitq. 

*The emphasis is mine • 

, .. 
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With t~e bus ride of chapter VIII, Lowry emp10ys his favorite 

dcvice for .creating motion through' time and space which is simuI taneous1y 

stqsis. Inside the bus the characters 51t "Iulled into astate from 

which it wou1d be pain ta waken" (254) while for Hugh "the naked 

realities of the sItuation. like the spokes of'a wheel, were blurred 

in motion toward unreal high events"(250). As Yvonne, Hugh, and 

Geoffrey wait for the bull throwing in chapter IX, the reader is 

reminded of the containing shape of the arena by the poor bul1's 

futile circling of the ring. Yv~nne, in a retrospect paralleling 
, 

Hugh's of VI, reviews her past which she envisions as a film unwinding 

mercilessly from the middle on with the Teason for her destiny ". 

buried in the past perhaps ta "repeat itself in the future" (281). 

E~en the bull (symbo~ of them aIl, possibly of liPe itself) resembles 

"sorne fantastic insect trapped at the centre of a huge vibrating 

web .. "(282) . 

• 
Chapter X. the most intensely claustrophobie of a11 the chapt ers , 

represents one enclosure containing yet another and another with who 

else but Geoffrey enthroned in the centre amidst his "whirling 

cerebral chaos"(325). Before her death in chapter XI Yvonne describes 

the stars as a "luminous wheel" rivaling and opposing the "luminous • 

wheel" of chapter 1: 

And tonight as fi ve thousand years aga they would Tise and set C: • .]. 
Tonight, as ages hence, people would ~ • :J turn in bereaved agony from 
them, or toward them with love r: . J. And the earth itself 
still turning on its axis and revolving around that sun) the sun 
revol ving around the luminous \.,rheel of this galaxy,- the countless 
unmeasured jewelled wheels of countless unmeasured galaxies turning, 
turning, majestically, into infinity, into eternity, through aIl of· 
which aIl life ran on - (338 - 339) 

#-- . 

Here the wh~QI appears in its positive forro representing the possibility 

~ of.]lojJ~._and ~alvation thrQugh_t~e _beauty dJ natuJ'e. For YY.1)l'l;ne~ time 

and space are dynamic: tonight is connected ta "five thousand years 

aga" and "ages hence'.'; life 'runs' on "ipto in finit y, into eternity.'~ 

At her death Yvonne is drawn up, like Fau~t's U~rguerite, towàrds 

the "benefic,ent Pleiades" through "eddies of stars scattering aloft 

wit1r-ever wi,per circlings like rings on water" (354). The eddies of 

stars refer back to the "Eddies of gre,en and orange birds scatterèa 
~ 

aloft wi th ever wider tirclings like rings on water" (333) from the 

.: \, ~ 

• 
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opening of the chapter. These "ever wider circlings," like Geoffrey's . .... 
vision of "infinite evolving (and extension of 'boundaries" (380), 

ernbody Lowry's concept of thë creative aspect of wheels and of containlng 

circ1es; they are not eJ.osed, whi rling meaningle~s ly, but open, 

forming and re(orming, abQve aIl expan~ing.in dramatic contrast to 
, 

Geoffrey who is at this very mome~t contracting finally in upon 

himseif. As Lowry tells C~~eJ "the very end of the'chap-ter[Xi]has 

practicaJ1y stepped outside the bQunds of the book altogetherlf . 
(Selected Letters~ 84). He is referring to the "ever wider circlings" 

(a central image in "Forest Path") through time and space of the 

voyage that never ends. 
Il 

In the Farolito, the perfeet seriaI image of the Consul's wlthdrawal 

and paralysis "filled by that ticking: the ticking of his watch, his 

heart J his conscience, a clock somewhere" (355), Geoffre~ waits while 

"the c10ck on th~ Cornisar1a de Polid'a, annular[!ing shapeCÙ, 

imperfectIy luminous"(3il) strikes the note of his approaching doom. 

AlI the images and symbols of the book con~rge here mirraring the 

Consul's p~~eption; everything is aIive~. menacing, a disjunct projection 

of himself. Ironi~ally, tragically, for it is now too late, Geoffrey à 

reads Yvonne's lo$ê letter for the first time: 

'Oh Geoffrey, how bitterly 1 regret it now. \'Jhy di~ we postpone 
it? 1s it too late? 1 want your children, soon, ae once, 1 want " 
them. 1 want your life filling and stirring me.' (364) 

~') 

"Yvonne is the one encircling space that offered Geo~frey salvation 

in a future; ,this is the space) empty now forever 1 which he Was unable 

to enter in chapter III. 

The images of'paths and gates from eatlier chapte~s which relate 
\ , 

the mythical (Cabbala) ~nd aiiegoricai (Garden of Eden) levels of 

the book to Quauhnahuac and Geoffrey's forest path to the Farolito 

retrerberate throughout chapter XII. Havi'PI'g <lost his paSspbrt, llis 

m~ans of ingress and egress, Geoffrey is enclosed on aIl levels 

within the infernal cantina; he has lost the Cabbalist's path# he 

has lost Christ'~ wa'l of love, he has lost his wife, his future,'hl.s '-
rj' ;.- - ~1!, 

life. ,DOOFS stand open but Geoffrey remains immobile: 

The main bar-room of the Faralito Was deserted. From a mirror behind 
the bar, that also reflected the door open to the square, his 

• 
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face silently glared at '1'\im, with stern,> familiar forcboding. (355) 

\ . 
'--

Un~r the Volcano is a novei of stasis; ultimately, the 

narrative rhythm o( temporal sequence is overwhelmed by the spatial 
1 

form. The formaI stasis which Lowry 50 bnll1antly produces through 

hlS art embodies the condition of the Consul 's sou!: "Both his will, 

and time, which hadn't advanced five minutes Slnce he was last conscious , 
of it, were paralysed" (388) .. By exploiting the metaphoric value <f __ 
containment. expressed in Dunne's theory of seriaI time, through the 

symbol of the circle and wheel, Lowry created a mlmetically powerful 
fi, 

work of art. Indeed, the concept of containment, reinfoTeed by the 
. ~ 0 

poetic struct·ure of the book which Lowry hoped would "explode in the 
\ , 

mind," can be extended to include the aet of reading itself; the 

reader exists on' a larger time ,dimension than the book and, in reading 

it, c'ontains or encircles the experience. 

Wheels and ci reles of containment are not only infemally 

static for Lowry; l~ke most Lowry symbols they are .prGf~undly~ 

ambivalent-aIl depends upon the individual's perception and effort. 

As long as the wheel whirls eternally in the same place there can be 

no meaningful movement, no advance. The wheel of consciousness must 

expand through "ever wider ci relings" in arder for li fe ta beeome 

dynamic and regenerative. Even in Under the Volcano where Lowry 

emphasi zes stasis in the chapters 1 in the trochaf f0rl!l of the book, 

in various te,ehniques, in the wheel and 'circle imagery, and in the 

wonderful-horrible 'Tlaxcala scene with its temporal-spatial Hell of 

simultaneity, there are stirrings of the regenerative wheel of life. 
n 

The Vol cano was to be an Inferno in Lowry' s The Voyaze ~ Never ~ 

and although stasis is Hell, the book embodies glimpses of hope, 

prefigtrings of "ever wider éirel'ing::;," because the voyage never ends.'. 
" 

To the degree that Under the Volcano can be seen as one of many 
~-

low points in Lowry's 'ne ver ending voyage y it is elearly not final; 

dèspair and negation are unavoidable stages in a journey. To the degt',ee, 

. . 
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however, that lJnder the Volcano stands alone as Lowry' 5 maste,rpiece, 

its chief impact arises. from ltî stasis. It is a s~ory of hell-fire 

and hell-"fire, rur Lowry,arises-lfrom the annihilation of time and 
1 

spa'ie. With~ut t~e will to 'unceasingly strive .up\ ... ards' the human 

spirit, like the "obscene clrcular movement" df Senor Zuzugoitea's 

hips, deteriorates in a "Progresion al culo. "* 

, , 

1 . ~ 

*Translated li terally "Progresion al culo" means, progre~s towards the 
anuS or ass-hole. _ However, it is:also a Latin American col . .!oquialism 
for activity which is futile or leads nowhere, and as such s~?TTiëS 
quita aptly the Consul's state. The expression occuPS twice in 
chapter XII, 'once on page 376 and~again on 388. It is a delightful 
Lowryean pun as well-.a progression a 1 c h 0 h a 1! 
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NOTES: CJ~PTER IV 

1 
\. ;\11 refercnces to Onder ~ Volcano are 
lpubllshed by Jonathan Cape (London, 1947) 

text. 

to the flrst edition 
and are included in the 

2 
Selccted Letters, p. 73. AlI further references to the Letters 

ln thlS chapter are to Lowry's 1946 letter to Jonathan Cape, pp. 
57 - 88, and are Included in the texte , 
3 ' / 

An Experiment lyi th Ti Ille , p./ t~~. 

95 

4 In his article, "The Garden of-Etla," Lowrj' refer~ to Bergson as 
maintainlng t~is theory about time. 

S The manuscript verSIons of Under the Volcano, six in total including 
the short story version, are housed~ the Special CollectIons 
Di vIsion at the Uni versi ty of Bn tish ColumbIa. The manuscript . 
verSIon examined here is an anHotated copy of 'the first complete 
novel version of the book. This annotated copy IS marked, possibly 
ln ~Iargerie's w-nting, as "the draft refused by publishers ln 1940 
nearly complete." Several penc illed remarks on the typescnpt 
indicate ,Lowry's ideas for the eventual re-wrltlng of the book. 

6 
Day, 332. 

7 Victor Doyen, "Elements Towards a Spahal Reading of Malcolm 
Lowry's Under lli Volcano," English Studies, 50 (1968), pp. 6S - 74, 
and Terence Wright, '''Under the Volcano', The Static Art of Malcolm 
Lowry," Ariel: A Review of International English Literature, I(October, 
1970), pp. 67 - 76. 

8 In Time and the Novel (New York, 1965), p. 125, Mendilow points 
out the narratO"r's capaci ty to c~ntrol the reader',s sense of time, ... 
t~ speed up or slow down the narrative and FO emphasize causality 
or Purp9s~veness. If plot (events, actions) is emphasited, the 
narrative tempo is quick; if character (feeling, thought) is emphasized, 
the tempo is' slow. :En his convincing article, "Under the Volcano: 
A Reading of the Immediate Level J" Tulane Studies in Eflglish, XVI (1968J, 
pp. 63 - 105, Dale Edmon~s argues that the plot of Volcano functions 
very weIl and that events develop quickly and logicaIly, one from the 
other. . 

9 For a further discussion of cinematic effects in Under the V@lcano 
see Paul Tiessen' 5 "Malcolm Lowry and the Cinema" in Ma1cOïffi Lowry: 
The Man and his Work. In Halcolm Lowry. Tony Kilgallin points out 
many references ta various films in Under ~he Volcano. Neither Tiessen 
nor Kil,gallin analyses Lowryts debt to ~1urnau in sufficient depth. 
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C11APTER V 
1 

J Encyclical to a Clased Order 

In a 1952 descrIptIon of hlS work, Lowry "spoke of Dark ~S the 
~-v~, 

Grave lVherein my Fnend is LaId, fri.d~nus, and La ~1ordida as a 
-~- ---- - - -- O! ---'",~--

"trilogy" (Selected Lettërs, 307). LIttle, if any, of thlS tnlogy 

ever reached complet IOn.. Frldanus surVIves ln "The Forest Path to the 

Spnng" and ln a chapter a150 called "Endanus" ln October Ferry to 

Gabriola. Eridanus was rat one pOInt lntended as an "Intermezzo 

or pOInt of rest" wlthin the larger work. La ~lordIda, a novel drawn 

frorn the ]ournals Lowry- kept on hlS 1945-4(> VISlt ta ~1exlco,~~ists in 

a sprawllng typeq draft of 422 pages ln the SpecRaI Collections 

Library at the UnIverSIty of BrItish ColumbIa. In 1951, Lowry planned 

ta place La r.lordid'!. last ln the voyage cycle b-ecause 1 t "throws the 

whole thing lnto reverse ~nd lssues ln tnumph" (Selected Letters, 

267). If the typescript is ever ta be published, lt WIll require 

massive editing for it 15 a combinatlon of prose passages, journal 

notes, and Lowry's debates wlth himself about art. 

bark as the Grave has already received this editorlal tr~atment; 

Douglas Day and Margerie Lowry pieced ,together the published novel 

from three versions which Lowry was working upon concurrently. 
1 

~lthough the book inevitably represents a spllcing job, it is unfair· 

ta dismiss it, as does Richard Hauer Costa, as·nothing but a "gloss 
2 on Under the Valcano." Lowry intended Dark as the Grave to b~ an --..-....;;.."'--

''Under Under .the Vol cano ," asti 11 worse hello The book' 5 value 

lies, not in the information it offers on the Volcano, but,in Low~'s 

hand11ng 'of the concept of the writer being con5ained in his work. 
t 

Although Lowry planned to put ~ Mordida last, it is helpful to 

examine the typescript of this work before discussing Dark ~ the 
ù 

Grave: La Hordida (the bite or the bribe) grew où~ of the Lowrys' 

1945-46 trip f~om Cuernavaca to Acapulco, their trouble with the 
.t ' ,Mexiean authorities in Acapulco due to an ~llegedly unpald fine and 

their fina!~ release at the United S~~tes border, after nightmarish 

hatraSsment. The typeseript ~ s ado ed wi th Lowry"' s pencilled 

> 

1 
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refcrences to Ouspensky and Bergson, a5 weIl as to Yea~s, Swcdcnhorg, 

and Qthers: LO\vry planned tq devclop. "patial and tcmpctral (hmcnSlons, 

as in aIl hiS books, through the constant movement of the hcro and 

his wlfe betwcen thetr hotd, the QUlnta lugcma, and the ImnngratlOn 

Offlces. l'he symbol of the'border, WhlCh plays a kcy role ln Da{k 

~ the Gra~, was to functlon élramatlcally here as weIl. Dnce aga!'n 
, 

the hcro's problem arIses from hlS wlthdr3~al behlnd the borelers of self, 

hlS obsessIon \o/lth the past, and, of course, the' danger of' fInal 

staslS )nvolvlng a total lnabllity to act. ~ 

1t qUlckly becomes apparent, as SlgbJ0m /lnd Prllnrose travel 

by bus towards Acapulco, that they are headtng lnto trouble, StgbJtfrn 

lS plagued by unspeclfied gUllt a,nd feàr. In a f~clnanng "Note" to 

the unpubllshed La ~lordlda manuscnpt Lowry remarks: 

(Note the antlmonsoon of the pasto the Bergson mot~f agaln. 
the antlmonsoon - the upper, contrary movlng Ctirrent of the atmosphere 
over a monsoon;- ln tills regard, ~hlle they are travellIng toward 
A~,apulco they are gOlng Ir: the SillTlC dl reet IOn as the monsoon, toward 
the future, while statlc ln Acapulco, because Slgb]orn Instead of 
gOlng ahead futilely worries about tre past, ln an attempt to discover 
Its me~nlng ln relàtlon-to the present, the monsoon reverses Itself, 
Cuernavaca and Mexico t1ty lS now the dlrectIon of the mon~~on, while 
Slgbjorn and wl1ly-nllly Prlmrose are taught ln the conttnually 
contrary mOVlng current of .lts upper an ln the· lofty Botel Quinta 
Eugenia: ' ... [sic] 

While the future blows by them ln the oppOSIte direction, SlgbJ'rn and 

Pr1mrose are swept into the past and held there in a staslS Intenslf1ed 

by their Inca'rcera'tion ln the QUlnta Euge~l1a, Lowry's Id!;a of the 

monsoon movlng ln two ways simultaneously flnds its way lnto Dark 

as the Grave ln the allt1slon to Chaucer's Troilus and CreSsida: -- ~ -- . 
"Al stereless and in a boot am It amld tl;le sea, between ~-lndés t'wo, 

- -- -- ,.- -- - - -- -- --->. , --

that..!l!. contrarie standen everTilo" (lI), Roth lmqges, the monsoon and 

the "contrarie windes," express beautifully Lowry',s ldea of spatio

temporal stasls; the characters are trapped, unable to maye with the win~, 
, . 

loc\ed Into à past Whlch has not been Suf(lciently weIl understood 

Qr expiat,ed. Someane mus.t continue to pay "la mordida," the full 

toll to ha.ll, 

Later ln the La Mo'rdida typescript, during a particularly horribl~ , 

point in their ~ncarceration in t11~ Hotel, Lowry hàs Incorporated 
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notes on the FU lIexagram from the 1. ChIng which deals with the subject 

of rctum:
3 

''ru l.ndlcatcs that therc WIll be free course and progress (il\ 
what it ,dcnotes) (the subject of It) flnds no one to dlstress him " 
in 1115 eXlts and cntranccs , fnends come to Inm, and no arror is 
commltted. Ile \VIII retutn and repcat hlS (proper) course. 1n seve"n 
days cornes hIS rcturn. There \011 be advEintage ln whatevcr dIrectiOn 
m<?vement is made." .'. ""- But the l Ching then goes on to show the 
rneanlng of c~ch Ilne making up ~he Hexagram, from bottom up, and 
the last sectIon contains a h'arnl,ng. It may~ have been bad to repeat 
(or l'eVl 51 t) the scene of your book, [SIC) 

-
VI ctories are never eas ily won wlth Lowry and the FU lIe):agram' contains 

~·thre~t ln Its sixth line: 

(6) The toprnost Ilne, div1.ded; shows ~ts subJect aIl astray on , 
he sub' ect of return ln. There WIll be E'vl'I. There wlll he calaml t ies 

and error5. If wlth 1115 views he puts the hosts in-motion, the end 
will be a great defeat, \vhQse Issues WIll e~tend ta, the ruler of the 
state. Even slTI ten years he wlll nQt'be able to repalr the dlsaster. [si<J 
J ~owry apparently planned?to".lntroducè the l. Ching Hexag,ram 

in oT~r ~o suggest further levels of meanlng for Slgbj9m's ratum 

lo ~leXlco'-and the pasto The FU Hexa:gram states that return wlll be 

pro~tlouS, and a prop~tious re~urn to the past lS consistent wlth 
\ 

hO~lY'5 alm to have La ~1ordIda 'fèv~rse the fortunes of his protagonist. 

~\f€ther Lçwry, would have developed the l Ching references in La 

~1ordida or lIT Dark ~ the Grave WhlCh 15 also about return. it is 
• 

impossible t9 say. Certainly he was impressed by the l Ching for in 

the ~ype5crlpt he goes on to say: 

This remind5 them rSigbj~rn ,and Prlmros~ of happy days, it should 
be pOlnted ou~ that, ~lle t~is may seem hocus pocus to the ordinary 
persnn, it bears in part upon the most rernarkabIe book in âll the 
world' s,.ll~erature. [sic] ... , . 

r ~ ~lordidq. remalns a raw transcript of Lowrf~ 5 ~'exican' trip. but 
p 

passag~s llke those Qi the Bergsonian monsoon and thé FU Hexagram . ~ ) 

clari.fy bis concept 'of a necessary. though profDundly dangerous, 

re,turn ta the pasto Although the past must be,fully understood and 

Incotporated'in th~ flow of time in~o th~ future, ~can ~estroy , 

the presçnt ,and the Tuture by ~ecoming entrapped ln the past, The 
, . 

voyage inte t~e past is a necessary descent into the hell of.self in 
~ 

the quest for regeneration. which one 'n"sks aIl ,in 
-, 
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rark as the Grave is oest seen as a buffer or even as a window 

between the earlle~ works, Ultramarlne, Lunar Caustie and Under the 

Vol cano, and the Iater works, October ferry and Hear ~ Q Lord. In 

terms ~f the Voyage cjclie i t looks bath ways, ref,leeting back I.lpon 

, the Voleano and paintIng on to Octoher Ferry. The idea of Moving 

ln t\-.'O dnectlons si'mul taneously is as mportant ta Dàrk as. the 

Grave as Il 15 ta the monsoon of La ~Iordida; the -ldea develops lnto 

the symbol of the border through which LO\oJry expresses his conce~t 
of tntersectmg spatio-temporal levels. Dark ~ the Grave holds "/key 

posltlon in Lowry's theory of the wri'ter helng written, of life bemg 

a novel and man\~e nove!ist. In one sense The Voyage Thet Never 

Ends explores thf relation of life to art,~nd in tb'is .,r,-espe:-çt Dark 

as the Grave ~s Aarticularly Important,for ~ is a fiction about flction 
-~ 1) ? .. 

whose hero I thè author'of Under the Voleano re-named The Valley of 
"( "'-

the Shadow of eath. Dark ~ the Grave, then, like a larger dImension 

ln a senal uni verse, is the outer frame for the Voyage books. 

Flnally, as l'J11 ham New has remarked, Dark ~ the Grave holds a 
-

medIatlng posItIon l'etween a fully proyected \\'ork of' art like the 
, 4 

Volqmo and the autoblography o~ /'.lalcolm Lowry, the man. 

IWithih the manuseript of the 172 page draft of the novel 

appears Lowry's explanation to himself of the way Dark as the Grave 
, 

. relates to his work. The analysis is marked ''l'Iaterial from the Ledger" 

and r~ads in part as follows: 

Note: In order to relieve 
? 

the reader of a ce~in aveTs~on of , ,,, r 
embarTa~sment at ~ight of what is apparently naked autobiography 
pretending to be surprised to be functioning as a sort of novel, 
l feel it better to state at the outset that this book was planned 
before Under, the Voleano (The Valley of the Shadow of Death) was 

~ accepted by any pubilsher, with the notion that the protagonist -
or a protagontst -. or Hugh or the Consul - of the former should , 
be the author of the latter, the intention being a sort of lm~inary 
descent of the creator into ;the world of his creation G •. J 'lwJhile 
it has Ibecome useless to concea! that sorne of these happenings ~n ' 
question a~e autobiographical, the author requests Durnbly of the reader 
that ,he b-ear the originaL"plan in mind, and~ ta regard Sigbj,orn " 
Wilderness as he was ClTigl)nally corrcei ved, namel)', a separate 'entity' .'") 
conceived of as the author of U.T.V., whic~ was a ~ork of im~gination 
wlthin a larger reality~ and not simply as the author himself, or as a 
whipping boy for ,the same f.: . .J. What l had \"ant.e~ to do ar one point 
was to wriœ, as E:M. Forster had suggested someone should, the history, 

. of someone's imaglnatiQn. Sheer panic at where l was arriving at, 
combined wi th a philosophical deficiency, have made me decide to 
push this quest no further ând at that 1 think it has gone quite .. 
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far, enough. [sic] 

Dark as the Grave waS intended as a fictional frame for Under the Vol cano ----- . 
and, il). "a sens-e, it cùntains that novel. Sîmultaneously, it explores 

the dangers of an arti~t enterlng his own flctional world to become 

entrapped there. With Dark ~ the Grave, Lowry tried to push the idea 

of withdrawal into a closed circle one step further than he had in 

lJltramarine <tr the Volcano. The circle is not, only a device of 
) / 

'structure and Image; it represents the seriaI relationship,of life and 

art (llS Lowry saw i t) where i t is di fficul t to say whether 1 ife or art 

lS the larger contalning dimensioB. n Lowry's remarks make absolutely 

clear that W11derness ).s intended as the major character in 'fli'e 

Voyage That Never Ends; he contaJns the many other Lowry heroes 

who represent isolated aspects of his imagination or particular 

trouhled levels of hi5 psyche. The function and significance of Wilder

ness is dlscussed in greater detail in chapter VII: Fascinating 

as Lowry's intentions may have b~en, Dark as the Grave'~emains the 

least ~uccessful. oïf- his posthumouslY published works. -His attempt, 

unh ke Gide' s Les ~'1'-lonnayeurs, remains raw and awkw"brd; ri t is not 
t 

enough that "the author requests humbly of the reader that he bear 

the original plan in mind." ,. 

Dark ~ the Grave Wherein illY Friend is Laid is an exploration of " 

th,e abyss_ a "setting out into the future ... by sett>ing out smack 
f .. "L"", 

into the past"G39). Th~ book deals with the Wildcrnçss' flight from 

Vancouver to Mexico, where in the' Quinta Dolores (fi ve sorrows) in 

Cuernavaca, which is none other than Jacques' t'ower in the Volcano, 

they await news from the would-be publishers of Sigbj~rn's book. 
J L 

Depressed by the Quinta Dolores, depressed further by the partial 

rejection of his book'tSigbj~rn sinks into a hell of stasis: 

In bed Slgbj~rn tri,ed ta mov~, ta stretch out toward his wife 
lying beside him, but he could not: he could not even move a 
little finger. Though bits of the ceiling crumbled, sifted down 
ceaselessly on his face, still he did'rtot, or could not move. (117) 

He attempts ta reverse this destructive P?ttern by setting out further 

into his past with a trip ta Oaxaca and a ,~arch for an oid friend, Juan 
4 

Fernando Hartinez. As a resul t of this effort he is able to meet an~ 

overcome the past, then to move forward into the future. 

Although not a literary palimpsest like Under the Volcano, 

l 
\ 

! 

, 
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\/:;;',..., 
Oark ~ the Grave draws upon a wlde spectrum of 1iterar1 ref~rence. . . 
In addi tion to scattered allusions. ta ::ru l ian Green, Yeats, Nietzsche, 

01aucer, Poe, Thomas t-lann, Swedenborg and Gneg, Lowry uses Pirandello 

and Keats ta emphasi ze his concept of 'life fld\'iing into art,' - the 

constant expansion, the formlng and breaking of encircling baundaries, 
) , 

which he found in Bergson, Ounn~, Achad, Ouspensky, and "later Ortega. 

~As he stands in the airport queue dressed in second-hand elothes 

waitlng for the El Paso flight, SigbJ~rn reflects on his own identity ., 
flowin~ in ta that of his characters as weIl as into the identity of 

other authors and theiJ" characters. He decides that thfs 'shared 
• 5 

identity compris'es a "more-than-Puandellian theme .. " AIl Sigbjifrn' s 
1. 

possessions, his clothes, his watch, even his copy of Julian'Green's 

The Dark Journey, are second-hand, suggesting, somewhat sardonically, 

his multlfaccted identity. As wlth the Consul in Under the Volcano, 

Slgbj~rn's great danger is to lose the sharp outlines of personal 

ident~ty until he disint&grates into a confused reflection of external 

reality. 

The balance, however, between a clear persona! identlty and the 

acceptance of a Heraclitean reality is supremely difficult to achieve. 

While waiting for the El Paso flight,Sigbjprn has a vision of this 

flowing reality: .1' 

~Je had suddenly a glirnpse of-a flowing like an eternal,river; he 
seemed to see how life flowed inta art: how art gives life a form 
and meaning and flows on into life, yet life has not stood still; 
that was what was always forgotten: how life transformed by art ". 
sought further rneaning through art t~ansforrned by life; andvnow it was 
as If this flowing, this river, changed, \'Iithout appearing to change, 
became a flowing of consciousness, of mind, so that it seerne~ that 
for them too, Primrose and he, just beyond that barrier, lay sorne 
meaning, or the key ta a mystery that would give sorne meaning to 
thei r ways on earth. (43) -

\ 

Significantly, it .is over the barrier or ~he border, on another 
" 

spatio-temporal levei of consciousness, that this reality moves, and 
• ~ '\ 1 

Sigbjprn loses, contact wi th his vision of li fe when he wi~hdraws into 

the static cl'Osed ci~cle, 9! inside. the,_borders, of his pwn psyche; 
't , • 

flow and movement are cut off leaving only stasis and d~atn. , 
As ,Sigbj~rn points"~~, in,his long conversation. about art with 

Eddie in chapter VII, this~alance between preserving a core of 
~ -

personal identity and ~cGepting the flow~ng vitality of art and 

/ 

,/ 

" 
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realit~ is partieular1y aeute for- the artistl 

"Part of the artist 1 5 despair[. . .) in the face of his mateTl~1 
is perhaps oecasioned by the patent'1act that the uni verse itself -
as the' Rosicrucians a1so held - is in the process of creation. An 
organic work of art, having been cone'eived, must grow in the ereator's ,., 
mind, or proceed ta perish. G • .J In fact, of course, it is ah~ys ~ 
doing both 50 that the author, whi1e working, ,is 1ike a man continually 
pushing his way through blinding smoke in an effort to rescue sorne . 
precious obj ects from a burning· building. HO\~ hOl"eless, how inexplicab1è 
the effort! For is not the buildIng the work of, art in question, long ~ 
since perfect in the mind, and on1y rendered a vehiclè of destruction 
by the effort to reali ze i t, to transmute i t upen paper?" (154) 

l~ile Eddie s~ores, Sigbj~rn laments this Rosicrucian universe and 

goes on to suggest that a short poem "thrown up in an instant of 

inspiration" rnay "manage ta outwit the processIf (155). B-etter still, 

a play by its very nature is not expect~d to be alway~ the same, 

statie, for the actors recreate it:' "For that matter a reader is 

llkewise an aetor" (156). Clearly, as was suggested in chapter II, 

Lowry's aesthetics are consistent with his metaphysics; the underlying 

principle of both is flow, movement, and constant expansion. Ideally 

life continues ta f10w througa a narrative work of art, making it new 

for each reader. The idea that, in the reader's recreation of the 

text, a,no~l may be saved ~rom djftructidn seems slight consolation 

for the novelist who believes tha~ art like life must flow perpetually. 
" 

Lowry set himself a Prometheàn task indeed) a task that fills his 

~,~~ work with tremendous tension. The .battle is ah.ays to avoid 5tasi~ 
~ ~ " 

and to embrace mov~mênt, to infuse space with the flow of time. '" 

Dark as the Grave lack; th~ complicated form of Under the Volcano~ 
but nei ther do61S i t have what George Woodcock ca11s a "depressingly 

linear structure. ,,6 Lowry was searching for a structure that would 

incarnate his vision of a Rosicrucian universe where "life flowed 

in~o art [and •. ] life transformed by art sopght further meaning 

"through art transformed, by }ife" (43). Although\Lowry did not live to 

tighten up the structure of th~s novel, there are many indications in 
1 

the published text and the manuscripts that he intended the fir~t , 
eight chapters te take place on a single night, the,moonlit night in 

Cuernavaca prior to the cruc~~l_ Oaxaca trip.* .. 
*In fact, the structure of Dark as th~ Grave has never been carefuîly 
studied and no,one, to the best_pf_my-know1edge, has recognized the 
convoluted nature of the-ftî'St-third of the book. ,"1 --> 

" 
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As early as the extant pencil draft of ~~ the Grave, Lowry 

was working out the dream rnechanism for the first five chapt ers and 

wondering (in a marginal note to hirnself) at what point it would < 

"prove advisable ... that it should be divulged .. n~ that 

r-lartin is already in Cuernavaca ~ ... "* In ~he 172 page' typed 

drht of the novel, this "Note" appears: 

Yet another, and probably the best alternative, i~ to have Sjgbjorn 
aware that he 'is in Cuernavaca itself, when the rhythm of this 
section breaks and they are in Cuernavaca actually! One spould ~ome 
to earth by gradations. (1) transition from plane to bus (2) 
transition from bus to realization he is in Cuernavaca (3) transition 
from the realization,.he is in the tower .. [siëJ 

In another typed copy, the following note appears at the beginning 

of what was to become c~apter VI in the published text: 

It is at this 'point that Sigbjoht ei ther wakes up or you realize 
he is in bed aIl thfs time at the tower thinking these things .• 
Sigbjorn lies there haIf awake, perhaps. The full moonlight in the 
room,. the mo~n1ight of precisely one month later, recalls him to his. 
sense . . . . [sic] 

Chapters 1 to V are a dream containing a retrospect of Sigbj~rn's 
" 

1 He and of his return trip south to r-fexico. It is a powerful opening 

device for a book concerned with the return to time and place past, ~ 

the "regressive unwinding" of the self in order to emerge rebom -
J 

or, as Sigbj~rn'puts it paraphrasing Dunne, a book about "re-

experiencing the past Cane!] prefeeling - horrible word - the future. "u 

Sigbj~rn's dream ends in chapter V with the cu1minating vision of t~e 

lunar eclipse _-"little by little· the- shadow of the old eartlr drew t:" 

across the moon" (111). Chapter VI opens with a brief bridging 

passage, rerniniscent of the be8innin~of chapter V in the Volcano. 

The passage suppo~edly portrays Sigbj~rn's confused thoughts as his 

sleeping consciousness, bathed in the ''brilliant full moon" following 

the ec1ipse, surfaces to present rêhlity: 

*At a 1ater point in the genesis of the novel, Lowry changed the hero's 
Iffame to Sigbji>rn Wil.derness. The emphasis is Lowry's. 

**ln chapter IX [192), as Sigbj~m awakes on the morning of the Oaxaca 
trip, the morning .af~er the dream, he

o 
thinks: "Every rising 'i.n the 

. morning is thus 1ike a new birth. Freud. 0 Sleep is a sinking into 
onse1f. Hebbel. Sleep means reexperiencing one's past, forgetting 

'one's present, and prefeeling one's' ~future. Stekel." 
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Sigbj~rn lay there with the moonlight of a month later streaming 
in upon him., Gradually he, became aware that h,e was half dr~amirtg, . 
ang at the same time that 'he actually was in Cuernavaca itself. 
Ql,lauhnahuac! 

The significance of the lunar ~clipse becomes clear~through 
~ / ,4 

references to Keats" Endym;i.on in the dream bridge·: 

The moon~ sZeeps with Endymiofl .•.• Thus, whiL3t Endymion is 
given an opportunity'of rising out of his own fatal self-absorption 
to help another, the fa te of Glauau~ thrOùJs additional light upon 

o th~ problem, ~hiah is befor~ Keats' mind all through the poem, 
the relation of love in i~8 different fonns to higher ambitions of~~' 
the soul . • • . La Luna ilumina la noahe. Enfolded by her ~ight 
he sUd swiftly with her onae more into total eaUpse'. Then th,~ 
horrible shadow of the earth fell ove!' her. (113) 

The Moon, symbol of ideal beauty in nature, art, ànd life in Keats' ,1 Q 

poem, has also been (as Cynthia) _Endymion' s first love. "The horrible 
0} 

shadow of the eà:nth" blotting out the moon 1 s light represents the 

destruction of the idea} by gross reali ty; in more Lowrxean terms, 

the eclipse symbolizes annihilation of the future. of creativity. 
o ~ 

'0 of life itself, by the dark. ominous shadow of the pasto Significantly, 

-0 

however, for Sigbj~rn and his Cynthia, the return to waking reality 

is heralded by "the moonlight streaming in upon him." The eclipse 

is over. the past finished - at least in terms of the fi ve d>ream 

chapters. 

convolution in the structure of 

III. 

A fUrther temporal and spatial 

Dark as the Grave occurs in chapter ,--- o 
S~gbj~~, in a dream within 

a dream paralleling Endymion, i~agines that he is a wife-slayer being 
~ ~ @ 

flown over the border from Los Angeles to face punishment in Vancouver 

(pages 53 - 55). Although the relevance of this dream, to the story 

or to Sigbj~rn's character. remains vague, it is a deliberate Dunnian 

atternpt to create different time levels in seriaI containment: "It 

was as if, and this was to happen with the experience itself, he had 

op~ned his cyes upon another reality"(53). The dream in chapter III is 

*Keats dedicated his poem Endymion (1818) to Thomas Chatterton-one 
of Lowry's kindred spirits. "Endymion," the leader of his people.falls 
into l~~situde and,in Keats' poem, he rouses himself to journey through 
heaven and the underworld in search of the ideal. "Endymion's" 
mystical voyage begins as he faIls asleep and develops through a 
"dream within dream" technique. His quest ends in the knowledge .ct. 

that only through the real can rnankind approach the, ideal. See En~ymlOn 
in Selected Poems and Letters of John Keats (Cambridge. Mass., 1959). 
The parallels betwëëi1 Endymionand'Da"rk ~ the Grave are many, if not 
always well developed by Lowry. , 

" \ 

• 
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contained within the larger dream of chapters I-V ~ which i~J in tum 

contained within one night in Cuernavaca; that night itself is 

contained within the book-life of Sigbjprn Wilderness. 

The dream within dream mechanism suppor circling 

structure of chapt ers l ta V in Oark ~ the Grave one point 

in time and space Sigbjprn circles through his past and back t~ 
7 . 

the present. Lowry conveys necessary exposition, as weIl as capturing 

the presen~ force of the past- so crucial to ~ ~ ~ Grave - through 

the dream .. The seriaI containment of the first five chapt ers creates 

a sensation of stasis which parallels the stasis of the plane trip 
~ .> 

" ta Mexico. During the trip, Sigbj,srn is motion1ess, enclosed within 
~ d 

the moving pl~e. Chapters l ta V, far from being linear J suggest 

the convoluted nature of Sigbj~rn's mind. The plane trip to Mexico 

is a mental voyage where "the sense at once of descent, tremendous 

regressi~n, and of moving, n~t moving" (1) symbolizes the stasis 

of an inner landscape. 

Chapters VII and VIII are the least artistically transformed 

and the wea~est chapters in the book. Sigbj~rn's lurnbering monologues 

in VII require prior knowledge of Under the Vol cano ta be fully 

understood, while Eddie and Dr. Hippolyte remain undeveloped and 
-----_ A 

irrelevant. The important point about both chapt ers is that Sigbj~rn 

is now awake in the present and in a specifie place. It becomes 

~possi~fe ta move either into the future or deeper into the past: 

he does both, of course, the trip to Oaxaca signifying simultaneous, 

movement into past and future. Chapter VII ends on a symbolic note. 

The cathedral bells ring for matins " - it was the madrugada, the 

hour of dawn, .~he last hours of the condenmed" (159). Sigbj_rn 

stands at a threshold or border; on the other side lies his future 

and his pasto 

Chapter VIII is Sigbj;rn' s "madrugada." Standing motion1ess 

beside his ~leeping wife, he recalls their weeks in Mexico during 

which he "had found it more and more difficult to move at aIl" (162). 

He speaks of his withdrawal into self as a kind of stasis: 

Even. as the garbage would~Sigbj~rn ~und himself sinking more and 
more in ta , fear, into a barranca , his own, 'a barranca of fear of he 
knew not what! Ah, the ~trangeness of Mexico, and this fear that 
possesses one like a paralysis - (164) 

,~ . 
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And yet, wh'ile Primrose was being renewed again, SighNrn seemed 
to see nothing, to love nothing, to sway away from her into sorne 
anguish of the past, into sorne agony of self, chained by fea!, 
wrapped in the tentac1es of the past, like sorne gloorny Laocoon .•.. (16S) 

He is not ready yet to break loose frorn his spiritual and physica1 

stasis with ~ trip to Oaxaca. His memories.of their New Year's 

Eve trip to Yautepec flood over him instead (pages 167 - 186) 

creating another spatio-ternpora1 loop in the narrative. The ~autepec 

trip had been a disaster culrninating in the arrivaI of the publisher's 

letter questioning the value of his novel. His effort to bè rebom 
, 

on the last day of the old year, like aIl previous attempts to 

rebuild, resulted in yet another swing of the pendul~ towards 

defeat. 

Looking back on the Yautepec trip. he discovers the reason. 

for this failure to be ~eborn: 

Actually this was the first trip they had made north, back in the 
direction of Mexico City. by extension, 'of Canada. AlI their other 
trip~ were still south~ still toward their destination, whether Oaxaca 
or ,Acapulco. G .<:;] (r]t was curious how this little trip had seemed 
to illustrate how d~ngeroùs or even impossible this turning back 
was, until at least whatever s,trange discords" had been set playing 
by the original error, inherent in his return to Mexico at aIl, ~ad 
been so~ehow resolved.~ . ~ But come what rnight there was no 
return yet, and this is what this little day seemed to have to 
tell thern. (185 - 186) 

''No return yet." As in La Mordida where the .!. Ching corroborates the 

value of return, Sigbj~rn's return must be further into the past if 

it is to be propitious. 

Chapters IX to XII describe this journey into the past/future 

of Oaxaca. The trip represents the~eginning'of movement for Sigbj,rn; . ~ 

he fina1ly breaks out of the enclosing mentat world of chapters 1 
- , . 

to VIII. Paralysis, containment and stasis give way to freedom: 

"His getting up, as it were, symbol ized the struggle betweèn life' and . . 
death to him" (191). 'An'o~r Lowryean bus ride <hring'"s the couple to 

Oaxaca where they stay in a hotel called "La Luna" (~he evil . 
associations of this hQtel frorn Sigbjprn's past are ba)anced by its 

l 

name, for the moon has already been establisheà as a good omen). 

There Sigbj;rn meets Stanford; a representative'of-Uthe past and the 

difficulty of transcending it': (219). He learns that Fernando, the , 
friend whom he had ostensib1y returned xo Mexico to find, is '~RIO IN 

VILLAHERMOSA" dead in the beautiful city. St~ford's role is 

,-
, ' 

, 
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undeveloped but the discovery of Femando's d~ath clearly relenses . , 

Sigbj,0rn 'from his fatal attachment to the past. Wi th the death of 

the past established in Oaxaca, it is npw possible to rehuild a future. 

Fernando, who never appears in the story because he has already 
~ 0 

been dead f~r six yeaTs, is,nevertheless, an important force in the 

book. Fernando, like Stanford, represents "the past and the difficulty 

of transcending H," but for very different reasons. As a rider for 

the Banco Ejidal, he was devoted ta enriching the Mexican land.* 

Sigbjfrn's memories, of Fernandp aré aIl happy ones and Sigbj~rn. 

who suffers from such paralysing fear of the present and the future, 

conveniently retreats int~ the pa~t that he shared with his Mexican 

friend. The relationship of the two men, ~owever, is still more 

complicated. Fefnando has become a'part of Sigbjprn through their 

sharéd exp~riences and through Sigbj~rn's book; he is both Sigbj~rnfs 

past and a character in the book about that pasto Furthermore, his 

murder uncannily parallels the murder of the hero in Sigbj iSrn,' 5 

book. Given ~ belief in the contiguity of life and art and 

his feeling that he 1s the character in his book, it is not difficult 
") . -

to appreciate the magnetic power that the memory of Fernando holds 

over him. By learning of pnd accepting Fernando's death, Sigbj~rn 

is able to bury his obsession with the p.astj the. &.oo~ess that Fernando 
~ D 

r~presented is released in the present by this relinquishing of the 

pasto At the end of his Oaxaca journey Sigbj4rn is able to perceive 

that Fernando lives on in the renewed fruitfulnes~ of the Valley of 

EtIa: "The Banco Ejidal had become a garden" (2~5). The implication 

is that, witn the past buried in Femando's tomb, Sigbj+rn's life 

will flower like Oaxaca; the past will regenerate, instead of engulfing, 
'. . 

the present. The joumey to Mexico becomes a last rite for the past 

and the vi~it to the Mit~a to~bs completes Sigbjlrn's symbol~t~. 
Chapter XII, following the disèovery of Femando's deat~s , 

pdorly controlled. Sigbj~rn and Pr}mrose visit the tombs or'Mitla, 

walk through the early morning Oaxaquenan streets, visit the Church .. 
of the Soledad, and, finally, begin the trip back to Cuernavaca. This 

Lime they travel on the first northward stage of their homeward voyage. 

, 
*The Banco Ejidal'was an agrarian land bank set up by Card'enas in 
order to restore the quality of farm land and to retum it ta the 
peasants~ fBJidal riders were Cardenas supporters who carried necessary 
funds to ~~lying villages. 
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For the moment, at least, Sigbj~rn is released from the necessity 

to lit raverse thi 5 route. m~my., many tikes aga in , backward and forward" 

(9'6). Now he can cross the state borders of ~texico with hope; the 

journey into the past is a jour-ney into the future. Despite the 

meanderings of chapter XII, its general direction in relation to 

the book as a whole is clear. Oark as the Grave does not have a 

circular structure lik~ Under the Volcano; the open-ended structure 

creates spatio-temporal movement le,adlng forward into the future, 

The three most important symbols for time and space in Dark ~ 

the Grave are those of the border, the circle, and the cross. 'The 

border is a versatile symbol representing a block or stasii if Qne 

is stopped, or a point of passage into another level of time, space~ 

or consciousness. Border towns such as El Paso (the pass). a point of 

ingress or egress, are what the Consul lacked. The border is a cornplex 

spatial image, facing Janus-like in two directions at once; it may d 

be an obstacle or-apei~ ni passage, the way up or the way down 

fill in one. 

The border symbol is associated with images of threshold, 

boundaries, crossings, movement and stasis. Throughout the book 

there is a constant crossing of nationa~ and international borders 

triggering Sigbj ~hn 1 s memories o~ deportation ~ver the Mexican border 

and his refusaI of entry into the United States. The movement of the 

book parallels his cr~ssing of the borders of time, from the present 

into the past and finally into the future. Frequently, he crosses 

borders or "thresholds" from one level of consciousness i~to another, 

hovering in chapter VIon the border between dream and waking. The 

achievement of a waking state is perhaps the most impor~ant border

crossing in th~ book; he crosses from a state of withdrawal into . 
dre~ 'and the past into a present wherê a future beco~es possible. 

<-
,·the most interesting use of the border image occurs in chapteT 

~ 

l as Sigbj~rn broods upon his refusaI, years before, at the border 

town of Blai~e.8 As the plane approaches Los Angeles, wnere he and 

Primrose had met and where he had been headed when turned back at the 

Canadian border, he begins to remember his poem commemorating the mishap: 

." 
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Sigbj ~rn' remembered that he had wanted to gi ve 'tlthe impress·ion· of the 
bus going one way, toward the border and the future! and, at the 
sam~ time, of the shopwindows and streets flashing by into the past: 
he had .wishe.,d to do that, but something mbre: s'ince the poem was ta 
be about his being turned back at the border" these) shop windows and 
streets that he was So glibly imagining in the pas! were in the future 
too, for tonight and at the end of the poem he would have ta retum ~ 
from the bordèr by a similar bus along exactly the sàme route, that 
is~ in both an opposite direction, and an opposite mood. (17) 

Only the first stanza of "The Canadian Turned Back at the Border" 

appears in the published Dark ~ the Grave. The significance of the 

poem lies in the way its eight stanzas,all of which appear in the 

typesèript, reflect the voyage of Sigbj~rn's mind. This v~yage, a 
, j 

voyage into the past-as-future, is the theme both of the poem and the 

noveI., The seventh stanza of the poe~,not included in the published 
\' ~ )text, emphasizes the dual nature of the voyage dramatically: 

\ 

The pac.ked bus that brought me back glared and stank , 
Of beer, chiefly mine, in vaporous quarts. 
But chaos caught me in the s_uction . 
Of a roaring paralle1o?rkness, now 
Stabbed with landmarks in th~' wet night, none quite 
Verified, aIl of a heartbregk flowing 
Past lovers united on bill boards, thr9ugh 
The crash - sigh - of juggernauts borden~ard, 
And_ the_ ~rit,!d~ng ~f hYPo~ri tes voices, __ _ _ _ _ _ 
And the mind j annned in reverse forever . • 'Lsi~ 

"The mind jarnmed in reverse" summarizes aptly the first fiV~ chapters 

of ~~~ Grave. Indeed, the entire Mexican journey is a 

regression, a journey into the past, a desce~t into self. Unless 

Si gbj ~rn can overcome the "forever" in hi s poem and somehow d'os s 

a border ihto a new wor1d, he will be trapped within "the suction ol 
a roating p~ral1el darkness." The most difficul t bordér to cr<tss, 

in the poem and the book, is the border of the ~ind isolating Sigbj~rn 

from conununicatio,n with others and preventing the ~low of nfe into 

the future. As in Under the Volcano, the protagonist is imprisoned 
3 -- '1 

within a static circle of self. 

In aIl Lowry's fiction, the circle and containment play an 

important symbOlic role, but\in ~~ the Grave it is a sQ1el~ 
negative one. The first five chapters comprise a ,miniature seriaI . ' 

universe OD enclosures. During the stay in Mexico City Sigbjfm 

finds himself in a hotel room whose windows will not open-(77). and 

1 

---

1 

'1 
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'. 
later, when he enters the underground Bach café, 

it" was mych as if by so en.tering the past, he had stuml]lèd 'into 
H ~abyrinth, with no thread ta guide him, where the minotaur threatened 
at évery step, and which was moreover a labYTlnth that n6w at each 
turn led infalhbly to a preçipice G. • ..J. (80) 

Once more there is an inevitable Lowryean bus ride with "weary circling" 

\@ sl.gnify stasis for Sigbjcjrn: "for there was sometning in his 

natùre that loathed to break the rhythm; only more than stopping 

at a11 dld he hate ta mave on, lull ed into a certain mood" (98). 

The side-trip from Mexico CIty to the Gaudalupe Basilica prefigures 

the disastrous stasis and entrapment lnto whicK Sigbj~rn later 

falls in Cuernavaca. The square in front of the Basilica is prepared 

for a carnival with merry-go-rounds and sideshows. Amidst this 

"tU{llultuous scene," Sigbj1rn has "the feel ing of deflni te pi 19rimage 

toward the Basilica, and yet the virtual Imposslbility of moving a 

step, or one'found that one wks only going round anJ round the 

square" (101) - squaring the circle! The Bishop, attempting ta 

speak over the noise, remlnds SlgbJ~rn of Mann's Mynheer Peeperkorn 

pronouncing an "encyclical ta a closed order" (101). That Sigbj~rn 

is re-living these past eventS' in a dream constitutes a further 

involution. 

In chapter XII, the dangers of encircling space are pow~rfully 

symbol'l.zed by Mitla. Mysterious Hi tla, place of sorrow, burial 

ground, image of death, represents the very depth~ of the past and 
1 

the finality of containment. t-1itla is a site of prehistoric tombs -

an image of the spatialization or stasis of time indeed! While roaming 

the subterranean vaults at MitJa, Sigbj~rn suddenly realizes why 

he ilS in Mexico; "it occurred to him that this was what he WaS doing 

in Mexico: was it not for hirn tao a sort of wi~drawal inta the 
, 

tornb?" (249). At the end of one subterranean tomb they come to the 

"Colunm of Death." According to the legend "if one embraced the 

Column of Death. the number of fingers ~hat èould be placed in the 

~pace b~tween the hands denoted the nurnber of years the person 

embr~cing the stone would live" (247). The oracular column, artother 

circular image, announces death when it is encircled and Sigbj~rn 

fears that despite his refusaI to consult it, his death is nevertheless 

within it. "[TJ he cQlunm was still there" and the circle. as a 

symbol of death 'and stasis, is always present to fhe Lowry protagon.i-st. 
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The Mitla to.hs, however, represent llfe arid movement a~ weIl 

as enclrcllng space 'and temporal stasls; they are in a truciform 

shape, the cross being another major symbol in Dark ~ the Grave. 

Like the border and the circle, the ancient symbol of the crosS , 
embodies an essentlall~ spatial concept. Althth the cross Imagery 

15 less weIl developed than that of the clrcle Lt reverberates 

throughout Dark ~ the Grave, reèAlllng Dana' s ross ln III tramarine 

and ~oreshadowlng the crossroads ln Ethan Llewelyn's llfe. It is 

Chrlst's cross wltn assocIations of death and resurrectlon, It is 

the Southern Cross of" the heavens. It 15 the only thlng ,upon which 

-SlgbJ;rn can focus dunng .the fllght from Vancouver to E1 Paso

"the movlng s1\adow of the plane below them, the eternal movlng 

c ra 5 s " Cl). * 
Finally, of course, _the cross--.Tepresents a turnin~ pOInt or cross-

~ te. ~_~ 

roads ln SigbJ?rn's life. The crossroads lS a central metaphor in 

the Voodoo rellglon and, although the extent of Lowry's kn~~~ge of 

Voodoo is debatabl~. he certainly knew somethlng about lt.~~The . 
manuscrlpts indicate that he waS plannIng ta expand the character 

of Dl;,.- HIppolyte who 1--in chapter VII, àescnbes SIgbj ~rn' 5 problem 

1n terms of Vaodoo: 
• In Voodoo, there is a great lesson. There is discipline. The dancers 

do not leave the blazing circle. If you llke to calI lt neuro~s 
that they get rlù of then that is what-they do. And even if the 

*The ernphasis is mine. Lowry never mlsses a chanc~ to suggest the 
dynamlc foundations of his metaphysical and aesthetic beliefs. The 
irony here is that Sigbj~rn, unable to understand the meaning of the 
"eternal moving cross," persists in hlS éondition of physical and 
sp~ritual staslS. This vision Qt the cross, coming dur~ng his dream, 
prefigures the resolution of chapter XII. 

**The extent of Lowry's knowledge of Voodoo 1S uncertain. In his 
biography, Day describes Lowry as drunk Or in hosoital during most of 
hlS 1947 visit ta Haiti. Lqwry,"however, was at least, farniliar with the 
basic con,epts and point of view of Voodoo: he admired the novels'ol 
the Haitian writer PhJl}lppe ThobY-Marcelin and owned >g copy of Milo 
~1arcelïn's Myt'ttologie Voodue, 2 vols. (Haïti, 1949). In ~1ythologie 
Marcelin explains the foundatjon of Voodoo as the inter~ction of the 
natur~l and the supernatural vi~ the rite of possession. The cross and 
the circle figure promineptly in the diagrarns used in ~he book. For 
Lowry'S praise of Va~doo see SelectedQLéiters, 23S~ 

• 
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priest becomes pos.sessed, the ceremony goes on. A" bell is rung when ( ., 
i t has reached.a certain ,pènnt beyond whl.cH i t nVght become dangerous. 
Vou have-to be yOUi" own priest an,d, ring your,oWn'bell.[, J Vou ' .. 
are possessed too, you are possessed by Sigb~~rnlwilâerness. (J51 ~ 152) 

Ni tl111\ th~ "blazing ci'rcle" ~he celebraQ.ts become possesseQ by the 

"loas"'~r Gods'j in other ~ords, within the circle stands the cross , ~. 

represent·ing the intersection of the physical and metaphysical 
~ 

orders. , 

IncDivine Horseman: The LiVlng ~ of Haiti, Maya Deren 

d~scrlbes' Voodoo cosmoiraphy: 

The metapho'r for the mirror's depth is the cros~-roads; the 
symbol is the cross. For the Haitians th1s heure is' not only 

't . ~ 

symbollc,~f the totality of the ea~th's surface as comprehended 
Qin the extensIon of the cardinal points on a horizontal plane. It 
is, above &11, a figu~e for the intersectlon ot the horIzontal plane, 
which is thlS mortal w~ld, by the vertical Rlane, the metaphysical 
aXIs, Whllch plunges into the 'mirror. The cross-roads 9 •. is the 
poin~ <1f access to 'the wor\ct; of les InvIsIbles . • . . 

The crt1ssroads as a pOlnt of intersection 'betwe~n phy.sical and metaphysical 

worlds is of necessIty the point'of access, Ot ingress and egress, 

the Juncture for comrnunicat~orl' b~tween mortal and splritual r-ea).pis\ 
-

The cross is the way out of the circle; it 15;, as Lowry sayE, t'the 

etemal movlng crossi" Stasis. occasioned by -'withdrawal ins ide the 
~ 

~losed clTc}e of self"i's overcome through partIcipation in the ritual 

of the cross. In' Voodoo this cross üs a dynamic ~Ymbol of time and ~ 

space. including in its vertical axis aIl time, in it s horizol}tal 

axis, aIl 
10 

space. 

As he èxplores t.he tombs of Hitla, Sigbj'~rn wônders :( "Crue i fOnD 

tombs. Cruciform tombs - Christ - wnat was this strange persistence 
111> 

of this symbol? 'Yhat was the real significance of 'the 'cr6ss?" (248) 

The cross symbolizes hope and the rich mu,lt,~plicity of the world, a .. -
world that unites Christian death and resurrectiqn with the dynamic 

, 
vitalism of,Voodoo. The cross imagery ~ntercedes wi~h the circle 

imageryj both are necessary but the cross embodi.es the way out-of 

the infernal closed circle into a renewed cycle of voyaging. 

In Oark ~ the~ Grave \~erein !!!Z Friend ~ ~ the spatio.

temporal obstacles f the border and "the static closed world of 

the circlè give way to the moving cross) ~ymbol of intersection and 
~ , 

communication. To an e~tent Lowry di~ succeed ln forging a unit y of 

d 

(' 
" 

, 
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form and meaning in this book. The structure of Oark as the Grave --- ,..--

can be seen as that of a cross,with the dream chapters 1 ta V as 

the hol'i zontal dimension of space, the containment or spat ialization 

of time, and chapters VI to'~Ir as the vertical dimension of time; 

only in chapter VI does time, however slowly, begin ta move. 

Dark ~ the Grave signaIs an advance on the position of Und~r 

the Volcano; It marks a point of retum within the withdrawal-

retum rhythm of ~ Voya2e Ihat Never~. In a moment of illumin

ation (as weIl as one of the most striking spatial images in the , 
book) Slgbjpm envlsions tbe human mind\and soul as the city of 

Oaxaca: 

Ah, ·these walled closed streets of Oaxaca that did not give out 
theIr life at aIl, these blank thick-walled cantinas behind which 
lurked such deepness, such complexity, su~h beauty of pâtios and 
sawdust rooms whèn you entered them~ depth beyond depth, those 
barred prIson windows, and huge wom woode~~doors through which how 
occasionally yoù would see sorne enchanting vista of stone court yards 
arches, and gardens - what was aIl this an image of~ It was not enough 

'to ask. Did not men tao have such walled closed'streets, such 
hldden gallantries, such concealed gardens and cloisters and 
m~erlcordes, and rooms wherein ,took place such invisible debauches? 
What soul, moreover, did not have its invisible Farolito, where it drank 
itself to awareness in the dead watches .of the night? And here was 
the Church of the Soledad, of the Virgin for ~hose who have nohody 
them witn. (253) 

Sigbj~rn'has visitéd the depths of his own m!nd; he has wandered 

through the labyrinthine rooms, wi th Itbarred 'prison windows," .of ' 

his own soul. He has withdrawn'into the circle of the past, 

understood and accepted it, and~~umed, crossing the borders of 

{'the state of Oaxaca" - the statè./o~ the soul- into the future: 

Th~n they ~ere Ieaving the state of Oaxaca behind them,and 
behind them too, in the dark church of the Virgin for those who have 
nobody them with. one candIe burning. (255) 

Through Fernando Sigbj;rn has died in order to be reborn. The "one 

candIe burning" 'commemorates' ~ernando and the pasto 

.. 
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NOTES: CI~PTER V 

1 Dark as the Grave Wherein ~ Friend is Laid (World Publ ishing 
Co., 1§69)f aIl page r~ferences are inc1ud~d in the t~xt. The Lowry 
Collection in the Special Collections Division of the University 
of British Columbia library holds the three separate drafts of Dark 
~ the Grave, one of 172 pages, one of 148 pages, one of 380 pages; 
see ~ Inventory 2i~ Papers by Judith Combs. 

2 
Co~ta, Malcolm Lowry, p. 115. ,. 

3 
According to Mrs. Lowry.in a letter to myself, Lowry studied tR~ 

l Ching with Charles Stansfeld-Jones. The l Ching or Book of 
Changes i.s an ancient Chinese text,integral to Taoism~used as an 
oracle and a book of wisdom or right tonduct and cosmic understanding, 
It is based upon the princip le of change which assumes 'a cyclic form. 

, The SIxt y-four Hexagrams of the .!. Ching, obtained by throwing the 
yarrow stalks, are configurations formed by chance in the moment. 
Bath coincidence and individuality are of great importance to the 
wisdom of the l Ching. In his introduction, G.C. Jung writes: "The 
Chinese mind ... in the l Ching" seems to be exclu{ively preoccup~ed 
with the chance aspects of events. ~~at we calI coincidence seems • 
t6 be the chief concern of this peculiar mipd, and wh\t we worship 
as catfsality passes almost unnoticed." The l Ching or 'Book ~ Changes. 
2 vo~s., trans. fro~ the German by Cary F. Baynes (New York, 1950). 

4 
New, Malcolm Lowry, p.44. 

5 
Lowry is probably thinking of Pirandello's Six Characters in 

- Search of an Author which explores the identity of character:and 
author through the equation-of life and art. Lowry praises Pirandello's 
idea in Selected Letters, 21~ 

6 George Woodcock, ~1alcolm Lowry: The Man and his ~, p. 69. 

7 In his article "Masks and the Man: The Writer as Actor," Matthew 
Corrigan recogniz~s the circular nature of experience in Dark as the 
Grave. He writes: "The trip through Hexico leading to oa:xaëà-. -.-. 
itself takes on a circulatory motion, duplicated visually in the vultures 
that gyre in the high ~unlight. and on another level, duplicated 
in the circumlocution of the style." Shenandoah, XIX(1967-68), p. 91. 

8 Sigbj(rn's refusaI of entry ~nto the UQited-States at the British 
Columbia border town of Blaine arises from Lowry's being refused 
entry in 1939 as a person l~k~ly ta be a public' charge. Lowry had 
hoped ta meet Margerie Bonner, wi th whom he had fall en in love, in 
Los Angeles, but when this trip failed he wired her of his desperate 
state and she carne to Canada to nurse_him back to health. Typically, 
Lowry invested the mishap with tremendous importance and added it to 
his growing list of personal i?juries. 

9 Maya peren, Divine Horsemen: The Living Gods of Haiti (London, n.d.), 
1 

10 ' 
Deren,~ p. 37. 

p.35. 

.. \' 
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CHAPTER VI 

Beginning '( et Again 

'->" 'r J. 

October Ferr~ tô' Gabriola represents Margerie Lowry' s edi ting 
~ 

of. work-in-progress.* The work is· unfinished and there·~e 

undeveloped aspects of the wri ting., but Octoher' Ferry is by no means a 

raw effort. The novel functions very weIl and i~ a_r~ç~~ often 

moving book which, together with '7he Forest Path to 

embodies Lowry's most sustained vision of paradise. l 
• • 

powerful continuation of The Voyage That Never Ends. 

---
the Spring," 

It is also a 

Lowry began work on the October Ferry theme shortly after a 

1946 trip ta th~ gulf island of Gabriola. Dissatisfied with the story, 

he put it aside until 1950 when he ~egan working in earnest (Selected 
~ 

Letters, 216). Late in 1951 Lowry believed the novella to be lia heU 

of a fine thing." By 1953 he was obsessed and delighted by October 

Perry WhiC~hreatening to become a novel ~hough still closely 

related ta ion sLories in ~ ~ Q Lord. As the,novel grew it 

severed its close relatio~ship with th~ stories in Hear ~ Q Lord; 

both books, however, deal with the return from wjihdrawal to astate 

of balance and are, therefore integral members of The voyàge-That _ 

Never Ends. Alont with "The Bravest Boat," "Present Estate of Pompeii;n.

"Gin and Goldenrod," and "The Forest Path to the Spring," October 

Ferry grows out of Lowry's~profound, almost symbiovic, relationship 

~ith the 'British Columbia coast. In December of 1956, Lowry wrote 

to David Markson that h~ was "working like absolute sin on Gabriola 

~ith which 1 have completely falle~·in love" (Sklected L~tters, 394).2 

Lowry's destructive love-affair with the novel arose perhaps, as he 

himself suggested', from sorne tlfanatical narcissism or other that makes 

me s~t the touchst?ne impossibly high, as a result of whl~h 1 am now 

writing a huge and sad novel about Burrard Inlet called October Ferry 

_*October Ferl'Y .!2. Gabriola (World Publishing, New York, 1970). See 
the "Editor's, Note," p. 335. AlI further references are inCluded in 
the text. Due to the fact that the MSS of the novei do not faii into 
easily distinguishable dr~fts and that not aIl extant material from 
Lowry's last years"'isi,as yet, available atIU.B.C. J it is impossible to 
be certàin bow exactly the published text follQws Lowry's plaqs. 

" 
\ ' 
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to Gabriola •• ~-" (Selected Letters, 409). 

October Ferry to Gabriola". super-fitially a simple book, 
", , 

story o~ a husband and wife's search for a new house because 

is the 

they face 
• 

eviction f~om a much beloved fore-shore cabin on Eridanus Inlet. What 

Lowry means by eviction, secular and divine, not to menti~n the 

siguificance of the new house (their fourth house) is not, however, 

simple. The theme of eviction and the search for a w house, combining 

with Ethan's problems of guilt, fear, and hatr , accumulates importance . " 
as the book proceeds. ThEfstory is set' British Columbia and co vers 

approximately twelve hours of the day in which Ethan Llewelyn (meaning, 

of strength unknown, 47) and Jacq~eline travel from Victoria to Nanaimo 
~ 

by bus, wait in Nanaimo for the Gabriola ferry and ultimately leave on 

the ferry for the gulf island. This simple immediate level, however, 

expands and proliferates ~hrough the consc~usnes~ of Ethan Llewelyn, 

a semi-retired criminal lawyer, who sp~nds the first part of the day 

re-living his past - his boyh00d in England, courtship and marriage in 

Ontario, the burn,ing of a second house in Niagara~on-th(}-hake, -,and the 

finding of their third home in British-Columbia. 'Much time and space 

is thus condensed into the three or four hours spent on ~e bus. 
\ 

Two themes, insufficiently developed, count~rpoint tHe main theme , ~ ... 
of eviction and search. Ethan suffers paralysing guilt over the 

suicide of a university friend, Peter Cordwainer; Cordwainer hirnself 

follows Ethan from England to British Columbia~n the guise of billboards 
j J JJj J" 

advertising the Cordwainer Industries product: "fother Gettle' s 

Kettle Simmered Soups." In addition, Ethan is tormented by the case 

of a fifteen year old Vancouve~ boy sentenced to hang for murder. 

Despite his ~orror ât society's condemnation, ~than finds that he is 

unable to force himself to openly defend the Chapman boy. 

The usual Lowry ~quipment is once again present. During the long, 

bus ride which occupjes two thirds of the book, Ethan withdraws 

simul taneously into his own gui! t-ridden cons,ciousness and into his 

pasto Kis perception of reality, li)e the'Consul's, is incTeasingly 

distorted; the landscape bristles with symbols, signs threaten, snatches 
- , 

of overheard conversation are strange messag~s for him, and films 

become his life. 

Once again, the ~owry protagonist is outward bound:, "beginning: 

beginning: begi"tning again; beginning yet again" (S), and October 

• 
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Ferry ean'be best understood, thematically and technical1y, in terms , . 
of Lowry's,opsession with time and space. In his letter to Erskine 

(Appendix II) Lowry says that Gabriola "is 1 finally the future"; 
, . ---

~ridanus represents the past and the necessity to move on, to begin 

again. The Qanger for Ethan; as for each of Lowry's'heroes, is the 
. . 

threat of stasis, the fatal temptation to become surrounded and, 

calcified in one ,lace. _ 

October Ferrx, like Unde~ the Volcano, is a profoundly re~igious . , 
book and Ethan Llewelynts voyage is a multilevelled quest; ~ ~~rch 

for "life" in every se!1se of ~he wordrf On the social level the voyage 

repres'ents Ethan's ne,ed to be reunited with mankind. I{uring his three 
f· • 

and one half year retreat at Eridanus, throughout his en~ire li.fe in 

fact, he has become more and more withdrawn. Here, the Lowry 

,dilenuna of withdrawal and return is re:enacted with' Ethan u~timately 
"received by mankind." In an important unpublished letter to Albert 

Erskine (1953), Lowry clarifies this aspect of the quest: 

The ferry reache5. Gabriola at dusk, where those meeting the boat are 
swinging lanterns along the wharf: but you have the feeling that 
Ethan is now being received by mankind, that arms are stretçhed out 
to help him,help he now has to and i5 prepared to accept,ias he is 
prepared to give help to man, whom h~ had. formerly grown to hate 50 

much: thus the characters j~urpey toward their~wn recoveDr.* < 

This social acceptance by mankind includes renewal of Ethan's marriage 

that had been under 'considerable strain, and the finding of a new 

. home for his wife and son. \},l . • 'i-:' 

The psychologieal level of the~qdèst is perhaps more important 

for it is on this level that Ethan must corne to terrns with his past 

in order to discover the future. In hi~ ietter to Erskine~ Lowry 
goes on to explain that, 

on this-plane the whole·thing can be read slightly differently and 
in a sense more hope~ul1y, as a kind of abreaction of his past: 1 
liké the word cathexis,.too. In sorne psycho-genetie sense also - if 
that's the word? - the news of their own reprieve (on this plane) 
would seem to precipitate ~nan's recovery, in the way that .shell
shOcked soldiers may recoVer at the news of the armistice. _ 

, e 

Lowry' s use of the term "abreaction J ft a psychOànalytiè tel'lll for the -

re!~ase of psychic tension through verbalizing of repr~ssed traumatic 

*This unpublished letter to Erskine comprises, ta the best of MY 
knowledge, Lowry's mast complete analysis of Oetober Ferry; therefore, 
the' entire letter is inc1uded in Appendix .I1 •. 
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experience, 1s imRortant. The book, a highly ratiocinative work, 
- . 

may weIl be seen as therapeutic verbalization of the pasto 
. 

Ethan, possessed by past traumas, the most c~cial b~ng Cordwainer's 

suicide, is aiso unwilling to relinquish his own youth. Ethan' 5 
"~ .. 

guilt over Peter Cofdwainer merges with his reluctançe ta defen? the 
""\ 

Vancouver boy thereby intensifying his torment: not only wa~~eter's 

murderer but'now, through professional inertia, he is killing Chapm~. 
The significance of both Cordw~~ner a~d Chapman crystallizes in his 

imaginary defense (self-defens~) of Chapman when Ethan quotes a long 

-~-~ Hesse's Demian. According to Hesse, the time of puberty 

is a profoundly traumatic "sequence of death and rebirth." Loss and 

loneliness terrify the adolescent rnaking him long to stay within the 

eomforting world of childhood: ( ' 

They cl ing their whole life long.' painfully to the irrevoeahle past, 'to , 
the dream of a lost paradise, the worst and most deadly of ~ll 
dreams. • • (268) 

l • :-' 

Ethan, of course, is unwilling to leave his paradise at Eridanus 

although it has become polluted by ijis repressed guilt over Cord

wainder and Chapman. October Ferry's;iong vetbalization of Ethan's 
J " 

trauma ,is the .t1'krapy freeing J.lim fi:r\an~" :from the past and his 

1 youth, (from Eridanus, Cordwainer, and Chapma~) ~d allowing him to 

mature in the future. 

Closely connected to the concept of Eridanus as a childhood 

paradise is the'image of the cabin and the physieal and spiritual 

Eden it represents for the Llewelyns. They are Adam and Eve, ... 
h evicted from paradise, exiled from God, and beginnin~the,soul's long 

voyage back to God, their harbour and home. * William New, in "Gabriola: . 
*There are many striking parallels between Lowry's heroes and models of 
the exile found in Anglo -Saxon literature. The figure of the exile 
falls into one of two categories, that of the Augustinian exile whose 
salvation rests within himself and that of the "exile as unereator,If a 
social outcast filled with bestial, destructiv~ hatred which he directs 
again~t·God, society, and all creativity: The ~exi1e as uncreat.o " sed 
upon the archetype of Cain, i5 a 50litary figure barred from a co~n
ication, particularly discouTse, with his fellows. 1 am inde ed for 
this information to Prof. David Williams of McGill Uni ver . whose 

-----study of the Anglo-Saxon anti-hero is as yet unpublished. Lowry was 
~ertainly aware of the exile tradi~iono in romantic literature and in his 
own Protestant background, and his use of the Anglo-Saxon ~ord "abye" in 
October Perr( suggests that he ~ay have been interested in the mediaeval 
models. At one point Ethan feels "the Middle Ages closing over him"(31). 
It would be a mistake, howevér, to press the analogies too closely for 
Lowry' s quest is a romantic one; the j ourney is more important than any goal. 

, , 
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Malcolm Lowry's Floati~Island," suggest~ that Ethàn's voyage might ~ 

he seen as the neo-Platonic joumey of th'e soul in exile on its way 

back to God. 3 The qu8&t~ in its religious aspect however. c~nndt he. 

reduced to one mythe Ethan is searching for faith and this search 

runs through the book unti,l, Jn the last chapter) "Uberirnae Fides" 

(bountiful faith),.he appears to have found it. '~, .. 

\..' The tnetaphysic8:1 quest unites the social, psychological, an4 
religious levels of the book. The Llewelyns, Ethan in particular, 

must Glme to understand the nature of reality, of time and space. 

Significantly, Ethan accuses himself of being a nmiseoneist" (199)

a hatel: of change - and cJ:1ange is the quintessence of the Heraclitean 

universe in which Lowry believes. The foc~l point of his voyage, 

therefore the message of October Fem,t is that Ethan must learn to 

accept the protean nature of reali ty. He has _co,me to' wan~ ta possess 

Eridanus, despite the profound truth . 
[t]hat impermanence, indeed, the ramshackle t~nuity of the life, 
were part of it5 beauty. The scene, too, that confronted them 
through theiT casernent windows was ever-changing; the mountains, 
the 5ea never looked the same two minutes on end: why then be 
afraid of change? (171) 

By refusing change, 'Ethan is atternpting to stop time, to surro~nd, to 

enclose, to spatialize experience. Through his fear and guilt he 

becomes static, a piece of death. In a fascinating marginal note 

to a manuscript version of the ferry's approach to Gabriola, Lowry 

has scribbled: "outside time, an ocean of suffering, just as he 

had seemed outside time in that three years on the beach." Only by 

placing himself ~ithin the flow of time, only by crossing the borders 

of self and escaping from the closed circle of consciousne5s, can 

Ethan be "received by rnankind," transcend the past, or find the faith 

to carry him foi'ward into the future. 

Pinally, ;he voyage in October'Perry is an epistemological ~est. 

It is on this level, more than on either the metaphysical or the 

relrgious, that the Cabbala operates. The Cabbala, as interpreted in 
c 

Achad's g.B.L., plays an important and unexplored Tole in Lowry's 

novei. It affords an i~~esting structura~ ~odel, many images, 

at least two lll!Portant symbo(s (the numb~rs three and four),. as well . , 
as an epistemolo~ical tool. The Cabbala functions as a method of 

'-
\ 
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thought for the achievement of harmony o~ balance. Ethan finds 
" that a book on the Cabbala given hirn by the McCandless is, 

not on~y extraordinarily interesting but, as a method of thouiht, 
profoundly helpful. In fact he could sum UR no better their lift on 
the beach than to say it had been, in a manner, his cabbala, in the 
sense that, if he was not mistakeri, that system might be regarded on 
one plane as a me-ans less of accumulating than of divesting on'eself -
by.arran~ement, balancing them against their bpposites - of unbalanced 
ideas: the mind, finally transceuding both aspects, regains its 

. 

lost equiJ.ibritun C= • !]. (169) 

The words "balance" and "imbalance" constitute a refrain throughout 
, 

the book as Ethan circles through his past, repeatedly.losing al~ 

vestige of balance,until he finally regains it i~ th~ last chapter 

of the book. In October Ferry, the ~eader shares the protagonist's 

epistemological quest. Ethan's consctousness is in the process of 

growing, expanding, learning, and the exploration ot the past, with 

aIl its terrors, is the main element of the learning~process. 

. Lowry found the writing of October Ferry especially difficult: 
" "CI]t h~s cost me more pains than aU the Volcano put together" 

(Selected Letters, 3~4); the book had become a "challenge" to his 

personal salvation. The published letters, especially from 1953, 

contain many references to his plans for the book. For example, in 

a letter to Erskine, he describes the form of the novel as like a 

triangle: 

You will be wondering at the length of this first chapter too 
50 1 will lexpound thus far the magic of Dr. Lowry's dialectical
Hegelian-spiritualism-Cabbalistic-Swedenborgian-conservative-Christian
anaTchism for ailing paranoiacs: the first chapter •• '. is as 
the base t-Q. a triangle OT a triad (and/or a radical having a valel}ce 
of three): viz , . \... 

N 
1 J-, ..... 

a 

Which is meant to illüstrate no more than that Chapter 1 might be 
180 pages long, Chapters II and III each half that length, without 
its form being overbalance9 - to-the ~ontrary. (Selected Letters, 346) 

Thïs concept of a "triangle or triad" is ,crucial to an understanding of 

the book's structure as weIl as to an appreciation of the Cabbalistic 

ordeal of the protagonist and is discussed in detailbbelow. Lowr1J goes 

.. 
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on in fhe letter ta assure Erskine that the repetitions or the 'first 

part of the book are 'meant "to gi ve the effect of the man caught, washed 

ta and fro in the tides of his mind, unable ta escape .• " 

In the unpublished letter ta Erskine dated Oecember 1953 (see 

above, pagelb1and Appendix II), Lowry again" exp1ains the structure 

of this book in which "the difÎicul ty of the future taking any shape 

at aIl, as of the present'having any m~aning'for the protagonists, 

is really the whole plot." ·The three chapters of October Ferry have 

now become three "parts." Af'ter explai"ning the necessity for the long 

first part - the characters, "potential suicides . • . hopped up ta 

the gills," are having "more trouble get.ting to Gabriola than K 

ta the castle" - he goes'on: 

However l'rn only equipp write aIl this: not to describe it. 
1 believe it to be bloo good and that it gets better. But it'g 
not intended to fall i 0 any particular category or obey any of the 
normal fuIes of a novel. e second part of the book concerns their 
difficulty in finding the erry and takes place in Nanaimo, mostly in 
a pub, where Ethan gets ~ etty tight; there are powerful dramatic 

~ scenes (though 1 sez it in Nanaimo both in th~.present and the past: 
a scene of lyrical b~au y is balanced against a Grand Guignol horror 
that takes place on the scaffold. (A waiter turns out to be a man 
Ethan's saved:) The thi d part is on board the ferry itself. 

The triangle or constitutes the structure of October Ferry 

in much the same way as the circ1e shapef the Volc:mo, The number 

three is repeated throughout the book: the Llewelyns have had 

three house5; with Tommy they form a family of threé; the three,parts 

~f the book correspond to the three temporal dimensions (past, present, 

_and future) as well as to the elements ,'!f fire, earth, and water; 

the protagonist sits, talks, and thinks, within three specifie' - . 
space~, that of the bus, the Oc~an Spray, and the ferry. There are 

three bars in the book and in th~ third; Ethan ré~lec~s upon the way the 

partitions can be moved in order-to expand the men's side of the bar: 

~ These partitions were usually moveable~ for at cro~ed hours the 
Men's side was.rnuch full~r than the Ladies and Escorts: the partiti~n 

. would thus often be found slowly moving in on the terrrtory of the latter, 
producing, sornetimes, if you were obliged to leave your lady for 
several minutes, on your retum a certain eerie-feeling of pericho)"'eSt'S .. 
An isolation that was, at the same time, begotten by an interpenetration. 
(2511 

Lowry's use of the word ''perichol'esis'' i5 interesting. Perichoresis 

literally means the act of going around, rotation. It is also used, 
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-
however, in theology to explain the unit y of the divine trinity. 

There is a great deal of literaI perichoresis in Octobér Ferry; 
'6J 
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in addition, it appears in its theological aspect when Ethan, catching 

sight of the astrological .magazines by the Nanaimo dock, contemplates • 
/ 

Ilthe duplication of the cube, or the trisection of the right angle, 
J 

not to say the Symbol of the piv~ne Trinit y ln Unit y" (233). 

The triangle is a useful structural paradigm for October Ferry 

beoaus1 of its versatility and all-inclusiveness. Geographically it 
1 

'repfesents the Llewelyns' voyage: 

For they had been travelling as it were along the upended base of 
a triangle of which Eridanus itself on the mainland could roughly be 
considered the apex [;, . ..Jo. (153) 

SpirituallY1 it indicates the result of their voyage; not only may 

they find the Divine Trinit y in Unity but they may anneal their little 

5ecular family of three and achieve the social unit y which William 

Plantagenet 'and Geoffrey Firmin lack. Most importânt, the triangle 

or triad i5, together with the circle, the ~ain structural element of 

Achad's Tree of Life. According to Achad, the Tree of Life is 

composed of a l'Trinit y of Triads" with the second and third triads 
\ 

derived from the first by reflection to form a balance. 

Clearly, the Cabbala i5 far from the only influence upon Lowry's 

novel,but it i5 significant that Achad's Q.B.L. was one of the few u' 

books that Lowry asked specialiy to have sent ta him in 1956 (Selected 

Letters, 387). The Cabbala with its "method of thought" is important 

ta the epistemology of the book and, in addition to the McCandless 

Who is a Cabbalist, the text contains many references to and images from 

Achad's studies. The noteworthy point about the "'fl"inity ofiriaàs" in-. , 
the g.B.L. is that they represent a path or a way. a method in fact, 

for the adept ta achîeve balanee. By progressing from one triad or 

level to the next, the adcP~ gradually attains to inner oalance, . 
~ wisdom, harmony or, if yob will, Gad. Furthermore, the three 

triads are contained (with ~a little mystical susp,ension of disbeli;n 

in the fourth level of the Tree, the tenth S'ephira called '.'Malkut~," 

or "The Kingdom": 

Finally, thi5 TRINITY OF TRIADS being in itself a UNITY 1S. 
Symbolized by the TENTH SEPHlRA called MALKUTH, THE KINGDOM, a 
SINGLE SPHERE pendant ta the above and summing up in itself aIl the 
foregoing qualities which it MANIFESTS according ta the "Creative Plan. 

'1 
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Q. B. L. OR THE BRIDE;'8 RECEPTION 

Kether 
The Crowll 

,0, 
" .... Blnah f3'L-..:_ .. ___ ~ 

Understanding,~ \:::1 

Geburah 
Strength 
. . 

Hoc! 
Splendour 

Tiphereth 
Beauty 

Yesod 
Foundatloll 

Malkuth 
The Klngdom 

Fig. 4 

Chokmah 
Wisdom 

Chesed 
MercI 

Netzaeh 
Victorl 

This shows clearly the TRINITY of TRIADS witb 
MALKUTH pendant to them, manifesting their In
fluence in the Material Universe. 
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AlI these qualities may be said ta be Potentially inherent in 
KETHER ,The Crown - ~ith which MALKUTH is, in a certain Mystical 
sense, ONE, as i~'is written: 'Kether ia ln Malkuth and Malkuth 
is in Kether f,l.ut after another manners. ' , 
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(See Figure '4 from ~.B.L.) 

As Lowry himself emphasizes, there are three parts to October Ferry. 

and the Llewelyns ,are searching for their fourth home on Gabriola 

which represents their salvation. Without forcing the noveljinto a 

Gconstraining ~ould, it is possible to see the three parts'of'October 

Fe!!y,as parallels to the "Trimty of Triads'" in Achad's Tree of Life. 

The fourth house on Gabriola which they have such difficulty ~n 

reaching parallels Malkuth, The Kingdom- the Divine Trinit y in Unity. 

Certainly, Achad' s system offers .rich me'taphoric possibil i ties. 

The Tree of Life embodies constant movement, expansion and proliferation) 

time isreal, f~owing and creative, and space never encloses, never 

stops, this flow of life.* Similarly, the three parts of October 

Ferrl flow and expand, éach mirroring and reflectlng th~ other through 

lowry's brilliant use of image, motif, and allusion. Throughout 

the book Ethan perceives the nature of reality ln precisely Achad's 

terms: 

AlI at once, without knowing why, he felt as if he were seated at 
the center of the infinite itself, -then, that this was indeed true, 
that the center of the infinite was everywhere, just as its clrcumferenc~ 
must be nowhere. Everything seemed part of a miraculous plan, in 
which nothing stoo,d still, everything good was capabfe pf infinit~ 
development, everything evil must inevitably deteriarateA~224) 

The time span of October Ferrr's tripartite structure is 
) 

superficially very short - one day, from sunrise ta sunset, {lpproximately 

twelve hours. Using the number three and Achad's concept of movement, 

Lowry expands the 'few hours spent on the bus t6 include the thirty-nine 

years of Ethan' s Jife through a further structul"al division of -:the first 

part of the bQok into anotner triade Part one of Oetober Fer!y 

comprises thre~ distine~ time loops within Ethan's mind. the first 

loop in'c1ud~s chapters l to X, the second chapt ers XI ta ~XI, and the 

third chapterS XX11 to XXVII. 

*Achad points out, "If we wou~d obtain the Fruits of the Tree of ~ife, 
we-must'be ~repared to put in a little of this Present Time on the 
study of First Principles. When we have a grasp of these the rest 
will come in due eourse, for, as I explained befor~1 The Hidden 
Influence FLOWS easily once the channels' have been opened up." 

- g.B.L'
1 

p'. 103. ;' , 
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• 
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Each of these loops develops a penod from Ethan's past; he is' •. 

in fact, reliving (or verbalizing), hlS past. The first loop covers 

JacquellRe's and Ethan's earlier years, as weIl as thelr courtship 

and marrlage. Lowry introduces det~ls of Jacquellne's blrth, her 

Mother's suicide, her Father's beliefs, and Important Information 

frorn Ethan's pasto The Carpwa\ner therne lS lnltlated and the slgnifi

cance of films, especially Outward Bound, is dramatlcally estabilshed~ 

In the second time loop, Ethan's mind travels over the early 

years of their rnarriage, the blrth of thelr son Torn~y and, most 

Jmportant, the burning of ~econd home. At the same tlme that 

tthan moves forward in tlme closer to the surface of the present, 

he plunges deeper Into despair,fear, and staslS. The Niagara

on-the-Lake perlod lS domlnated by fire and 105S which threaten the 

sani ty of b~th characters as weIl as their marriage. 

In thlS second tlme loor Lowry c.onterpolnts a film of Temple 

Thurstan's The Wanderlng Jew with an a~count of Thurstoh's death 

by flre ln arder ta explore the internenet~ation of reality and 1 

Illusion, life and art. Ethan, harrifIed by the lnt·tntion t'h.at lIfe 

and art are contained ln each other or that bath are contained ln 

sorne larger dImension of a serIaI universe, e~periences a heillsh 

"St. Paul' S viSIon upside .down" arlsing from "an aimost complete and 

mystenoUs identification of subjeet wlth abject" (146). Like the 
, 

Consul, Ethan sits paralysed in a bar, slowly losing aIl sense of 
~ 

his identity, ~ntil the enciosing roorn becomes his soul: , 
Ethan now held thlS collective mental image for an instant completely, 
unwaveringly, on the ~creen of his mind. Image or state of being 
that finally appeare4 td ~mply, rcpresent, an unreality, a desolation, 
disorder, falslty thât was beyond evll. (146) 

The thi~d tlrne loop_of the first ,part of October Ferry brings 
(;> • 

Ethan's consciousness to ,the most recent past; their life at Enidanus 
,- ' 

in thelr third home and the threat of eVlction. Peter Cordwainer 

con,tinues to haunt him as he becomes more and more certain' that his life 

has been one long penance for contributing to Peter's death. Ethan 

"bound to tbese thoughts'like Ixion to h~s wheel" (192), sinks 
! 

deeper and, deeper into stasis. The apart~ent house where they ~ave put 
, 

up while searching for'their fourth house turns out to have been 
,q • 

an abortionist's clinic ~d, a~ Ethan points ou~, they seem ta be 

, u 
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living in the world of Sartre's No Exit (198),,~The ldescent into the 

abyss of self reàches {ts climax as Ethan, his mind surfacing tQ 

a present in wl1ich he,p.feels Hstrapped into his se,?,t" (208), confronts 

his,image in the rear-view mirror ôf the bus: 

The face in the mirror, a half face, a mask, looked at him"~ppr.ov~~gly, 
smiling, but with a kind of half terror. Its,lips s.îlently formed 0 ", 

the one word: 
Murderer! (216) 

q In e'ach of~~cfks L?wry seems o,bses~ed wi th "compl icated temporal: 

involutions that, in Dctober Ferry, tntensify the ptotagonists' D 

struggle to break free from the tentacles of the .. past. A '6ense of 

psyéhologlcal timê?is suggested by these narrative loops which contrast 

ironically with the relentless unilinear movemeht of ~he 'bus ~nd 
clock time into the future. Through the handling of the t~ree main 

time loops, Lowry establishes'the crucial rhythm of the b09k: "to 

give the effect of the man caught , washed to and f~o in the tides 

of hlS mind, unable to escape ... _" (Sel~eted Letters, '347). 

In each time loop Ethan's consciousness flows back and forth betw~~n, 

pre~ent reality on th~ b~s and the greater reaiity of hlS past; the 

ul timate effèct . is pr;ciSel,Y that of ,tidal flux and reflux. In 

chapter XIIi, entitled "The Tides of fCIJlanus,," Ethan' is aware of 

a "s 1 ow, steal thy / destYctiring deepenlng of- the medium of his 

thoughts [which i~J 1 ike a high tide of ETldanus coming i11" (76). 

With the steady advance of the secQnd loop int~ the past, Ethan 

faces greater and more dangerous "snags": 

Now there was only this tide of his mind sti~l rising, ,and deepening, 
reaching out toward those other grislIer, more menacing timbers . 
that were fears, anxieties, obsessions, horrors,it'had n~t yet set 
afloat, [ . -] (81) 

In addition tQ establishing this tidal rhythm of the mind with 

its terrifying-"sn'ags" from the past. the three loops create the , . 
rhythm of withdrawal and return upon which O~tober Ferry and the 

entlr~ Voyage cycle is based. Each of the loops carries Ethan's 

thoUghts from brightness to a state of darkness, from co~nication 

with others "to utter isolation. t Wi th ,each loop ~ Ethan ~ust begin 
, , 0 

again to confront the meanfng ,or his past and wi th each loop he m.oves' 

deepe,r and deeper into an iJlner heU of çlistortion, terror, and 

stasis. ') ..., 
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The second phase of October Ferry takes place in the present, 
o 

be~inning" wi th the arrivaI of Jacquèline and Ethan in Nandmo in 

chapter,XXVIII. "Wheel of Fire.'" The bus is ~following a hearsè 
• • ", "I!' 

into the tQwn,and this chapter, enclosed within the ficry wheel of 

" Éthan's éonsciousness, prefigures his symbolic death a~d harrowing 

of hell in the Ocean Spray bar. Chapter XXX l, "Twil ight of th~ Raven," 

marks Ethan' s descent into he11. The Men' s side of the Ocean Spray 

wi th ~ ts "columns of mirrors, carefully designed ta look ~~en, 

under a céil ing of dried bfoad," its light that turns the "denizens of 

the place into~corpses," and its view-destroying gla~s of "a thick -' , 
corrugated'verdigris green" (259) represents hellish stasis indeed: 

Tchough "its boundaries seemed yet ta be det~rmined, if the purpose 
~ were .not to leave them fle:l5.ible as now" this newly renovated Men' s 

""" 

;, section proper of the beer parlour appeared to he finished to the 
satisfactiqn of wha~ever inverted genius had created it. Finished. 
It wa~ the end. (258) 

~Both the reality ~f present time and the sense of temporal floware 

destroyed as Ethan" trapped by the bar and his own tormented mind, 

presents his statement for the defense - the defense of Chapman and 

his sel f-defense. Chapter XXXI, in many 'Ways the most, powerful and 

extraordinary chapter in the book, reminiscent in it? complicated 

richness and temporal stasis of chapter X in Under the Volcano, 1S 

discussed in greater detai! below. 

The third and 'final phase of the book begins with chapter XXXIII 
~ 

as Ethan ~nd Jacqueline board the little ferry outward bound for 

Gabriola. Finally time, in ev~ry sense, regains reality and the 
.--" .... \ 

present flows into thè", future as the ferry, not without a final 
'/' 

setback, approaches the island amidst "a boundless sense of space, 

cleanliness, speed,. î.ight, and rocketing white gulls" (329). * The 

return to Nanaimo threatens to cancel their hopes of reaching Gabriola 

~ut proves, ultlmately: to be a good omen,for the evening newspaper 

is thrown on board and the Ll~welyns Iearn pf their reprieve from 

eviction. This reprieve is essentiai to their victory in the future; 
, ' 

in'a sense it frees them finally from aIl restrictions and entang1ements 

in the. past: 

*The emphasis is mine. The boundlessness of space is crucial because, 
in 'Lowry's time-space confliet, spftce with rigid bounds constricts ànd 
destroys., Only when bound~ries ~re flexible and opén to the flow'of t~é 
is life and creativi ty 'POssible. 

" 
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"Good -bye for the present." 
"Good-bye for the/present." 
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WeIl, time and heart enough to find out about everything now ... *(329) 

The book closes with Ethan's vision-of the approaching evening 
- . . 

when he and Jacqueline will walk along the shore of Gabriela in "the 

moonlit, meteor-bright night" (331). This vision of the stars 

, and moon, always Lowryean symbols of life and hope, gives \t(ay once 

more to the present realit'y of Gabriola with its "sheltered valley that 

sloped down to a sil:;t, calm harbour" (333). Once again the Lowry 

protagonist has achieved wisdom, balance, and a temporary point of 

rest. , 
Chapter XXXI, "Twilight of the Raven," like ,chapter X in Under 

the"Volcano, marks thé climax of horror, the most crucial point in 

Ethan's struggle for balance. In this chapter, Lowry intensifies 

themes of eviction, guilt and social responsiblity through the fusion 

of extetnal and internaI reality; within Ethan's distorted mind the 

present becomes one long, timeless moment of infernal stasis. 
, 

Ethan's ph~ical ~tasis within the bar rnirrors his spiritual stasis." 

A close examination of chapter XXtI reveals Lowry's, expert use of 

several techniques and dispels any doubt as to the power'of the book. 
, 

''Twilight of the Raven," (the title recalling Poe's nightmare 

poem The Raven and Wagner's Gotterdi~rnerung), takes place in a bar, 

the third bar in October FerEl. The fact that Ethan's visions occur 

in bars is irnportant,for the bar i~~a,place of secular and divine, 

law, a place of judgement and prosecution, a place where the sou1 

sits in juggemen~ upon the excesses of the f1esh. Furtherrnore. to 

Ethan's eyes, "life was like this bar, from which you could not see 

out" (2635. Ethan' s plight is intensified by the fact that he is 

breaking the law as soon as Jacqueline abandons hirn in the Ladies 

and Escorts; the wa~ter. who has just seen "the goddam inspector" 

_(2&7), asks him to leave. Ethan, evicted from th~ room with a view, 

from communion with his wife. enters the infernal Men's side of the 
'7 

bar where: 

The windows were either boarded up. like<~ose of prisoners, he thought, 

*Earlier in the day Ethan reflects on the Anglo-Saxon word "abye 
meaning 'ta atone for'. But it alsomeant 'to endure'." "Abye" 
is now "Good-bye" (God be with ye); Ethan has bath atoned and endured 
in arder to receive Gtaee. 

• 
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in the citadel of Parma,against the view, or the glass was a thick 
corrugated verdigris green. (259) 

Once in the Men' s bar, Ethan is trapped "in a deliberately uncomfortable 

attitude he could not, for sorne- reason; change" (~60). Like Geoffrey, 
, 

like aIl Lowry's heroes, Ethan the misoneist Qecomes paralysed. His 

lack of a/view in the overwhelmingly repulsive bar signifies his own 

distorted, self-enclosed, destructive perception. This prison-like 

bar is a firta'l static enclosure. 
o 

Siowly, with stasis increasing and Ethan becoming more '~d more 

encloséd by his di~torte~ perception, external reality gives way 

completely to inner nightmare. "Sunrise! Twil ight of the O.ove'~ (255). 

co.inmenting upon the chapter title, becomes "Twilight of the Dove. 

Sunrise!" (263) The repetition of the phrase enfolds the opening of 

the chapter into the inferno of Ethan' s thoughts j "Sunrise," as we1l 
J 

as signify~ng beauty and rebirth, is the time for hanging. Rebirth 

becomes death as the gruesome associations of sunrise reflect . \ 
back to cancel Ethan's earlier vision of an Eridanus s~rise. As 

is typical with Lowry, the interpretation of a sunrise depends upon 

point of view and abi li ty to act; as Ethan' s thoughts shift from "the 

delight of swimming at slU1rise" (255) to "a thick morning mist (. . .1 , 
creeping out of the hoiTows into the prison cabbage patch" (264), 

he seems less and less able to transcend his hell of self. 

The sunrise of the condemned man ushers in one of the most 

gruesome passages in any of Lowry's works when Ethan- p~esents, "by 

prolepsis"(266), ohis arguments for the defense of young Chapman. .. 
Lowry' s use of the tef'lll "prolepsis" is interesting. In rhetoric it 

refers ta the anticipation of arguments or the setting forth in brief 

the details of what is ta followt' 'The word aiso signifies, in a more 

literaI sense, the taking of a future event as already existing. . ~ 

Ethan's "literaI 01' chronological" proIepsis, then, surns up very 

aptIy the temporal stasis of this chapter. for pro,lepsis suggests the " 

absence of flow of time into a future that already exisl:J. 

With the long quotation from Demian, it becomes evident that 

Ethan is defending himself as much as the Chapman boy; ,in a sens~, 

he is Chapman. It---is-;,~wn~ is the 'murderer, and it is Ethan 

who is ..afraid to leave hi5' '~~Wn 'lost Pa~adise. [hii] own irrevocable 
• 1 

past; in short that of Eridanus itself" .(269). At ihis ppint accusatory 
1 . 

voiees take over embodyi~g simultaneously the most acute distortion 
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of Ethan's consciousness an4 the truth itself. , The chapter concludes 
~'-

with a chorus of past and present voices screaming at,Ethan-voices 

frorn the bar, voices from ,the newspaper (Lowry collected newspaper 

clippings concerning the actual t~ial of,a Vancouver boy), voices 

frorn his own divided consciousness: 

"Save him! Il 
"Oh, shut up!." 
"It's no good, this kind of life .. " 
"But you, Ethan Llewelyn, what did you say? What did your able 

pen do, Jyour pen more able than mine, or your still small voice, t~e. 
one voice, the one pen still able to save him?" 

"Bang ]üm!" 
"Hang him!" G . J 
"Hang Ethan Llewelyn!" (271) 

It is impossible in a short space to recapture the entir~ chapter 
. 

with its many echoes frorn the rest of the book, its refrains of 
'" reprieve, sunrise, scaffold, Dweller of the Threshold, etc.* The 

, chapter reflects and con tains the two previous nightrnare moments in 

bars developing further the horror they prefigure. The essenti~ function 

of the chap~er,"however,is to serve as a ternporary stasis within the 

, flux and reflux of the book. It is at this point, in the present, that 

Ethan experiences his most intense hell for he". is immobi1ïzed, trapped . J 

*The allusions to '''-Sunr:r'se'' and the mysterious refrain ''Dweller of 
the Threshold" (pages 111, 263, and 296) are important. In his drafts 
of the nove! Lowry had planned to incorporate a Blake stanza: 

"He who bendeth to h:i.mself a green joy 
Doth the winged life destroy 0 ) 

But he who embraceth thEt life as 'it flies '\ 
Doth live in eternity's st.mrise." ~) 

Although th~ st'anza does,::,not aP1?ear in the published text('T'f c rifies 
Lowry's concern for moyement~ to ~osse~s is to invite stasi , whereas 
to "embrace the joy as it flies" ·is to live. ' , 

"Dweller of the Threshold" cornes from Bulwer-Lytton' s mystical 
romance Zanoni rnentioned in Eino Rai10ls The Haunted Castle (London, 
1927), 'p. 209. Lowry's notes" for October~rry tontain mâny references 
to and long quotes from Zanoni which porttays the struggle of the 
Ideal and the Real via a Gothlc story of Italian passions. In his 
explanation of the nove!, Lytton WTites that the "Dweller on the 
Threshold" is "FEAR (or·HORRQR)" which may only be dispe11ed by 
"defianc~- and aspiration • .". whbseo:-Messenger and Instrument of 
reassurance is Faith.~ Zanoni (New York, 1928), p. 538. Zanoni was 
important to Lowry who saw Ethan as torrnented by fears like Geoffrey 

r--e------- and--Sigbj#rn but finally achieving:;faith at the end of his ordeal. 
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and surrounded, while temporal and spatial realities cease to existe ' 

Here the rhythm established in part l of ,the book '- the rhythm sYJllbolized 

by the rising of the tides - breaks, in preparation for the graduaI 

ebbing and creation of a new rnythm in p~ III. 

Lowry's use of specifie techniques in October Ferry, tf not a~ 
refined as in Under ~ Volcano, is nevertheless interesting. An~ 

e~pl~ration of Lowry's all~sions would comprise a lengthy study in 

itself. ·In"addition to allusions, Lowry uses motifs, film devices, 

signs, newspapers, dialogue, visions, hymns, and several languages 

to support.his magical edifice. Even chapter headings serve specifie 

purposes, counterpointing or balancing other chapters, commenting 

ironically upon chapter contents, stating and repeating themes, always 

forcing the reader to read reflexively. Lowry's notes for October , 

Ferry contain references to "visual Murnau-like tt techniques and, he 
, 

appears to have considered writing in terms of shots and cuts. As,was 

pointed out ïn chapter II, Ethan (and Lowry) believe that films are, , 
in a sense, more 'realistic' than novels because they create an 

illusion of motion. Certainly the bus ri~in which scenery and 

sign~ flas}1 by suggests the movement ?f film - a physical movement 

. into the future that contrasts dramatically with the replay of Ethan's 

pasto More than once, Ethan reflects on the interpenetration of:life 

and art encountered in film: , , 

(and ah, the eerie significance of cinemas in our life, Ethan thought. 
as if they related to the afterlife, as if we knew, after we are / 
dead, we would be conducted,to a movie house where, only half to 
our surprise,is playing a film named: The Ordeal of Ethan Llewel~, 
with Jacqueline Llewelyn) [ •.• ] . (26) 

One of the more complicated (probably because it is not weIl 

developed) instances of a film allusion in_Octob~r Ferry i~ tnat of 

- Temple Thurston 1 s The Wandering J ew. In chapter XX, enti t 1 ed '1he 

~andering Jew,!' Ethan- sees the fi lm and experiences the terrifying 
( fi 

(sensation that he is the accused ~ew (132). Here, as in Volcano, the 

Lowry hero under stress loses ail sense of psychological space; he is 

unable to distinguish the boundaries between self and not-self. Of 

course, the paralle1s between Ethan and the JeW are not just fanciful; 

Ethan i5 chased from one home to another in his journey th.rpugh life 
, 5 

and, 1ike Thurston's Jew, he does fina1ly receive Grace • 

.. 
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However, Lowry attempts'to make more of the film than simply 

~a thematic paral1el for his story. When Ethan learns of the death-by

fire of Temple Thurston, he perce ives a precise parallel between 

the writer's death and t~at of the Jew in the film. This coincidence 

provides him wi th '~a' gl~mpse into the very workings of creation itself" 

(147). The film apparently functions as a kind of gate orusecret 

passage into the realm of motion and coincidence that, as far as Lowry 

is concerned, constitutes rea1ity. Conse~uently, 'the film reassures 

Ethan of the significance of the universe: "Gone was h'is fright. In 

i ts stead was awe" (148) •. The meaning of the enti~Wandering Jew

Thurston-Fott complex is less clear than this wOUlaxS~ggest and in an 

amusing note o~ the ~anuscript of this episode, Lowry has written 

that "its pUl'P0se in the book baffles me." 

The subject of literary allusions in Oc~~er FerEY can on1y be 

opened in the presen't s'tudy for the- text is' a~ encrusted with referenc&:Le-s-,--
f 

quotations, and parallels as is Under the Volcano. The most important , 
allusion is to Sutton Vanels play O~tward Bound~but Lpwry also gleaned 

many references from Eino Railo's The Haunted Castle, a study of 

Gothie and romantic literature, and from Charles Fort's books.* Blake 
, 

and Shakespeare are used to develop themes, and Lowry manages to work----~ 

in references to such diverse writers as Chaucer, Berkeley, Defoe, Bunyan, 

Carlyle, Bulwer-Lyt~on, Clare, Wordsworth, Keats, Emily Brontë, Eliot, 

Hardy, Poe, Melville, Dostoevsky, Flaubert, Stendhal, Sartre and Hesse. 
t> 

Outward Bound casts the greatest light upon Lowry's intentions 

in October Ferry. Written in a disarrningly simple style, Vane's ~ 

play portrays the postmortem voyage of a small group ~f passengers 
t 6 

outward pound for heaven or heU: "It 's the sarne place, you see." The 
1 

three acts o~ the p1ar take place in the ship's bar where the bartender~ 

Scrubby, a kind of Charon, gradual1y reveals the nature of the voyage.? 

Two of the passengers, Ann and Henry, have committed suicid~ and are, 

therefore, "hal~ways" who must "go on like this .•. backwards and 

forwards - backwards and forwards." Interestingly, in his, unpublished 

1 

* Lowry .took jJluch of his infCÙ'mation on fires and .othel:. "sunernatur'al" 
happ~nlngs from the books of Charles rort wno re)ectea ra~10nal 
explanations of the universe and believed that "aIl existence is a 
flux ,and reflux" within a pattern of "infini te serialization." ~ 
~ Books ~ Charles ~, p. 313. Eino Railo's The Haunted Castle 
is the source for the "Wan~ering Jew" passages in chapter XX and the 
Spenser stanza on page 155': 

1 

.. 
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let~lr-ro-~in~see Appendix II), Lowry describes his plan of 

makin etet Cordwa~~r~ -Et-halLo~Jhe fer~y as Scrubby: 

CEtha...!!] has to lace ,the fact al~'o that he a~~uaùy ~b!'~n_
ne~t door to a murderer and a criminal himself in the case of 
Corrlwainer: though it's time he stopped punishing himself - he's 
bad 20 years ôf penal servitude .already - and others for it, including 
Cordwainer himself, who appears in a dream to him on the ferry boat 
(Scrubby the barman in Outward Bound - you might exp~ct to find 
him on a ferry boat) ta inform him that in 50 far as Ethan had 
murdered him, he had sav,ed him from the lot of a suicide in the next 
world. .. [sic] , -- <& 

In Act III of Outward Bound, the passengers hold a meeting in the 
1 

bar - "in:view of the shortness of time • • • and the nature of tbe 

harbour we are approaching" (112) - to look over their pasts and to 

be examined by a clergyman. Each of the passengers receives his 

sentence ~xcept the suicides who remain suspended in li~bo. Scrubby 

reminds Ann that time does not exist i~ limbo: liA week! A century! 

,A moment! There 1 s no time here" (170). 

This lack of time and space _heave!1 ,and hell are the same place 

and time does not exist_ are clearly paralleled in parts of Oêtober 

Ferry. Lowry has a1so incorporated the bar as place of ju?gement and 
~ 

the theme of suicide in his novel. The title Outward Bound is 

important. not only in Octoher Ferrr where it provides two chapt~r. 

headings, but throughout Lowry's Voyage cycle; from Ultramarine qn. 

the "out ward bound" motif recurs as a reminder that the voyage ~st 
always -begin anew. In fact, Vane's play provides an interesting) 

insight into Lowry~s entire concept of the voyage: if one commits 

suic~de (and Ethan nearly do~s in chapter XXXIV) literally or meiaphor

ically~ one remains trapped, like Ann and Henry, in a limbo ~here time 

does not exist and where the voyage cannot gO,on. 

Motifs are an important struc~ural technique in October Ferry 

and, as with allusions, they are largely unexplored by critics. Signs 

"Safeside-Suicide," notices - ''Vous qui passez/ayez pitré, ,,~-;--
r _-~ 

casual puns such as ucalled to ~~~~~~-Phra~ike "~eginning 

again," and L~~r, , s- aymI1 -nr;in -Festerburg is t', ul1seJ:"'Gott," repeat 

t~nout-the book. The repetition, as Lowry pointed out to . . 
is purposely ''beyond that which you' can 'believe" (Selected Erskine, . / 

Letters, 339). towry.saw his use of motifs às something new to fiction. 
__ 1 

In a note to Margerie on the manuscripts, he remarks: _ 

• < 

--~ 
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Leit-motifs go backwards & forwards here as. they don 't "in Wagner, 
& the whole technique & meaning is revolutionary & new to art, 1 
believe, certainly to fiction. And'it has to be simple, unaffected 
naturalism 'au meme temps t. (si<ll 

The motifs serve many functiorls: they introduce and deve~op themes, 

comment i~onically upon an event or thought, and generally deepen 

the meaning --of the book. Most important, of course, they 8isrupt 
, 

the temporal cause and effect progression of the story by their 
, 

"back}'laJ;'ds & forwards" movement. 'The clos~ly interwoven texture of the 
\ 

narrative represents the consciousness of the protagoni~t and the 

leH-motifs suggest the dens'ity of a mind that remembers and interprets 

everything it pe!ceives in its pursuit of abreaction. 

The words "time" and "life," for example, occur repeatedly in 

the first part of the book. but it is not until chapter XXIV that their 

s!gnificance is sharply focused: . 
And down down it was anyhow, what with Time and Life on the table 
with their bouncing advertisements of a bouncing life wi~h Blg Co~sin 
that never was on land or sea, or if it was, in his opinion shouldn't 
be ~ . ~. Christ Jesus how he hated it aIl. Where had their life 1 

thel.r tl.me gone c:. . :l. (181) 

"Time" and "life" reflect back upon the preceding chapters for ,up to 

this point Ethan has' only been rememhering (not living) "their lif"e, ... 
their time." 

As the narrative moves into the present, the "time'l and life" 

~tif recurs more frequently. The Llewelyns pass a magazine stand in 

their search for the Gabriola ferry ticket office and on the stand 
(1 

appears: "Your weight, and your de,stiny: Time and ~ ••. " (234). 

With each repetition of the ~ords, associations multiply. At this 

point the motif serves as a suhtle reminder of the contlnuity between 

past and present, but the interpretation of this link is left un~ertain; 

time and life will either continue to be only a ~mory ~ the present 

will become a lived reality. Later that afternoon as they again make . 
their way down to the"ferry~ the motif carries sorne hope: "Libra's\ 

year ahead. Difficulties of the Fourth House •.. Time and Life" (284). 

The sign of Libra, with the balance or s.cales, symbolizes the suppo~ed,\ 

justice in Ethan's iegal profession; the suggestion is that in the year 

ahead·. time future-.Ethan will achieve balance. "Difficulties of the· 
~ 

• Fourth House J fi yet another leit-motif, refers tQ the Llewelyn' s 
. , 

trouble' in fin ding their f~urth home (Açhad's four th world): until now 
f 

. .. 
') 
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the stars have been against them not to me~tion Ethan's misanthropism; 
1 • 

however, with "Libra's year ahead," they will surely have "time" to 

build a new "life'" in the "fourth house." 

In the last chapter, "Ubcrimae Fides," Ethan has discoverecl the , 
faith necessary ta go on into the future and relinguish the pasto 

The reprieve fram eviction reinforces' the need for a new life: "No, 

it was time to leave, however much it hurts. Time to - 'II (325). 

Finally, as the ferry approaches Gabriola, the Llewelyns know that now 

they are ~aving in time once again: "Well-f' time and heart enough to 

\ find out about everything now " (329). 

October Ferry i5 as rich in symbolism as it is in motif and 

allusion. There are the symbols of fire, birds, flowers, the bastion 

(which, according to Lowry's notes, symbolizes God), the law, the' . 
tides, the numbers three and four, and sa on. Three~symbols are of 
. . 

particular importance, that of place (Gabriola and Eridanus), the , , 
mirror, and the circle or wheel with its ambivalent associations of 

containment and movement. ' 

The symbolic value of Gabriola and Eridanus is extensive. 

Gàbriola, being an island, calls ta mind the references ~o the lost 

Atlantis scattered through Lowry's work as weIl as the mention of 

Prospero's is1and in October Ferry (157). Situated in the Gulf of 

oGeorgia, the island is in-: a sense afloat ort the gulf ("Golf-gouffre" 

gulf") which cansumed Geoffrey Firmin in Under-~ Volcano. Angela 

d'Arrivee (the angel of arrivaI if not of the Annunciation) who lives 

on Gabriola, is waiting to welcome the Llewelyns and, as Lowry to1d 

Erskine, the is.1and "i5, finally, the future." Eridanus is a still 

more cOWplex symbol; tt is the name of their inlet'a~~ of a 5hip that 

ran agrouna. there. It is a1so the' name of a -co~stel1ation - the river 

of life and death. r.fore ominous still, the Eridanus is the river 

tha~,. in the Aeneid, "watered the ElY5ian Fiélds of -the E~rthly 

Paradise"~:(164J). Eridanus is the Llewelyn's earthly paradise, "a 

gift of grace, finally a damnation" (79). As lOtlg as they are- ab l~ to 

live there without possessing i~, physically or spiritually, the 

Llewely'ns are safe, but Ethan has come to wearVthe cabin "like a shell" . 
and in the Cabbara shells signify the Q~iphoth or world of demons. 
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The rnirror is a central symbol in O~tober Ferry. Many of the 

chapters are reflections of each other and the repetition of motifs 

increases the mirror-like nature of the book. Broken mirrors occur 
" . 

in ea~h or the bars in whi~h Ethan- experiences his hellish visions. 

Twice he confronts his own face in a mirror (46 and 216) only t~ 

perceive that he is a "Murderer!" The mirror is essential to Achad's 

thçory of the Tree of ~ife ~ach of the triads is a reflectiOn 

of the first and aIl three triads are refl~cted in Malkuth. If the 

glass is whole or Gndistorted, then reflections will be clear; the 

search for clarity'of mind and ~oul that ~iII perfectly mirror the 
r 

universe is' another way of describing Ethan's spiritual and metaphysical 

quest. 

The work of art itself is, in Lowry's eyes, a magic mirror, for 

it reflects the creative process of God. Lowry was forever searching 

for the artl form that would be in constant motion and incarnate his 
~ 

belief in change;* by its perpetuaI motion, this work of art would 

perfectIy reflect the universe. In one of the more striking p~ssages 

of the book, Ethan, si~ting in the Lad~es and Escorts of the Ocean 

Spray-the bar with a view-describes the activity of the bartender: 

The bartender, glancing frorn time to time out of the wind9w at ~he 
scene outside, began to pil~ the glasses ~ within another ln a 
stack on the counter, a dull-seeming occupation, about which, EtRan 
now understood fro~'the bartender's glances ~f satisfaction at the 
stack, the position of which he altered now and then, evidently to -
suit sorne aesthetic whirn, there was, on the contraTy, sornething almost 
godlike: it ~!.. creative Erocess, ~ act of magic: for within each 
glass lay t,rapped the reflection of the windd'w, within each \'Iind~ the 
reflected $cene outsiJe, extended ~ertically by the glasses the~selves, 
the reflected windows flowing upward in a single attenuated but unbroken 
line in which could be seen a multiplicity of lighthouses, seabirds, 
suns, fishing crafts, passenger boats, Australia-bound coIliérs, the 

'1 

*1n chapter X of October Ferry (61), Ethan decides 
more realistic than novels because they~reate the 
motion: . . 

that fi Ims :n-e 
illusion of 

Films had more reality to him than life until he had 
found his li ttle ·house', but novels possessea secretly n6 
reali ty for him at a11." Or almost none. A novelist 
presents less of life the more c10sely he approaches what 
he thinks of as his realism. Not that there were no 
plo~s in life, nor that he could not see a pattern, but 
that man was constantly In flux, and constantly ~anging. 

J 
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, 
minuscule coal rushing-audibly,down the minute chute G . J 0, (2~O)* 

The stack of glasses is lia creative process, an act of magic", 

because.'it r~flects "flowing," "unbroken," "multiplicÙy"; life is 

contained spatially, as in a seriaI universe, in the, mirror-like 

glasses,but it is not stadc - space is alive. in. tima.. This passage is 
1 

a "locus classicus" in "Lowry' s works containmg the very hear~t of his 

philosophy and aesthetics while, at the same time, reflecting aIl 

'his novêls,; glasses, bars, windows, ships. lighthouses, seab~rds. 

echo and ~everberate'through Vi~amarine. Lunar Caustic, the Volcano, 
11); 

and ~ ~ the Grave. The véry word "reflectiop" appears on 

. practieaH)'I every page of 6c,.tober ~ reminding the reader, in 
-r 

''mil1wheel 'iefl.ections" of th~ Voleano and hei'ghtening the reflexive 

nature of the text. 
\ 

The symbol of the wheel or circle funetions as dramatlcally in 

October Ferry as it does in Under the Volcano. The book is a kind 

of "perichoresis"'o~Ethan, Jacqueline, and Tommy, or even more 

accurately, of the secular trinity of the past A present, and future. 

The concept of containment presented through the circle or wheel is 

once again fundamen!al to Lowry's~ork. Whether within a shell-like 

house, a bus, a bar, or a ferry, Cat one point Lowry toyed with the 

idea of b!inging th~ bus onto the ferry!~ ~than is continually 

enclosed,wjthin the èirele of ~is 'o~~ consciousness. The f~rst 

part of the book with its three time loops operates like a Dunnian 

seriaI universe where time dimensions intersect and Ethan's visions of 

life on Gabriola are prefigurations of the fut~re. 

The wheel and cirele are as profoundly ambivalent in October 
\ 

FerrY as in aIl of Lowry's works. References ta Ixion (St. Catharine's 
~ . 

College, Cambridge) where Péter died appear frequently, but the,wheel 

*Thé emphasis is mine. In a typescript·~f this passage Lowry has 
a marginaL not,e. paraphrasing Achad: 

"NB An image Kether is then the Junction of _ these two 
Infinites~ that particularly represents the concentration of the 
Light ta a point on its way ta the Infinitely Small, wryil~ 
Malkuth, ~ the lOth Sephira & Sphere of the ~lemènts - which 
the Cabbalists say is one with Kether - is the substance which' 
is ever expanding, &, SA tu speak~ gradually filling up the 
n~thingness of the Ain-SUPÏ1-Aul' (Limi.tless _Light_ of Chaos)"[si~ • 

.' 
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in its negative guise appears most powerfully in chapter'XXVIII, 

"Wheel of Fire." The "wheel of fire" refers, of course, to K,ing Lear 

where it symbolizes an Ixion-like torture: 

You do wrong to take me out 0' th' grave 
Thou art a soul in bliss; but 1 am bound 
Upon a wheel of fire, that 7mine 9wn tears 
Do sca19 like molten lead. 

J 

~Ethan, like Lear, must continue to suffer. 

Wheels and circles exist on every~side- Nanalmo is laid out 

"like the spokes of a wheel" and as the bus fo llows a hearse leaving 

a Catholic church a Latin phrase (probably from a tombstone) catches 

the eye: "Circum Ipsam autem libamina omnibus mortuis" (230). The 

wheel symbolism reaches its climax at the end of the chapter as 

Ethan overhears a conversation between two old men, a conversation 
.. 7 

"addressed m~teriously. ta Eth~ hlmself; andC:. . ~ aimost, every 

phrase had another meaning, perhaps many meanings, intended for his 

ears'" alone" (231). One of the. mên describes how a blacksmith makes 

huge coach wheels: 

"- well,they shrink them on. Now the wheelwright has delivered the 
wheel to the blacksmith, and the blacks~th builds a ring of fire 
E . ~ now they have the iron welded together and they put it in the 
fireC:.- . ..!]. Then, wh'en it's ready the 15lacksmlth with his two 
helpers, the y take it out of the fire with tongs, and they force it 
over,.. the -edge of the wooden wheel, and then i t' smokes ~,t>mething 
awful, it damn nearly set? Ere tQ the wheel. 50 then they run lUe f 
mad pouring water on it. Now you understand it has swelled in the 
fire, and now it shrinks qui~kly, and now it.~as claspèd the wheel 
forever - " (232) 

"Clasped the wheel forever" develops into a refrain ;which 

haunts Ethan through the second pa;t of the book (pages 256 and 182). 

,This image of the iron wheel,captuFe5, ~ith terrifying force, the 

5taris and containment of Ethan '5 ~ind which has been relentlessly 

clasped by the pasto The burning wheel, reminiseent of BI~kets tiger, 

also suggests plunging of the spirit into the moulding fires of 
-, 

experience. Significantly. the blacksmi th buPds a "ring df fire" in 
'\. 

orqer to, temper 'the iron. Ethan himself has beeR p}agued by a "ring 

of fire" at several points in his past life; advertisements for 1-10ther 

Gettle's soup seem "ringed with hellfire" (47), and the fires in Niagara-
V . . ~ 

on-the-Lakc.?pring up around the Llewelyns 50 that they ~re surrounded 

by an actual "ring of fire" (118). Ethan Llewelyn (strength unkn~wn) 

'r" 
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is being tempered* in the fires of his ordeal which, if they do not 

d~stroy him first, ~ill shape him into a better man. 
, 

As Ethan moves lnto the future in part three of th~ book, the 

circle is transformeq from a searing static enclosure to a symbol 

of moveme'lt and life. The gliding, "free-wheel1ng" ferry \Hth the 

seagulls circ1ing overhead and "great whlrlpools and whorls ,l,ike 

sea-shells" (299) ln the "water beneath, the ferry with ltS clrcular 

loun'ge and wheelhouse in which the skipper tWlTls the wheel (297), 

tTa~scribes one last complete circle before flnally heading ou~to 

CabrIola. This last circle l superfièlally 50 full o~ despalT, brings 

the ferry back to Nanaimo where Ethan l~arn5 of the Erldanus re~rieve. 

He reallzes that the day's ''multipliclty of SlgnS," Indeed the 

d~sters, ev~nts, coincldences' of hlS entlre life, were full of 

an interrelated slgnificance t~at contalned thlS moment. Ethan 

has overcome the, 

extremity of motion that was no motlon, where past and future 
were held suspended, and one began thlnklng of treadmills, (53) 

He has overcome hlS fear of change by oheYlng the Cabballst command 

to "fear not CHANGE 1 but embrace i t wi th open arms for aIL change i s 

of the nature of love ,,8 The "free-wheellng" ferry is once 

again outward bound: "Beginning: beginmng agalfl" beginning yet 

agam" (322). 

October Ferry ~ Gabriola lS not as perfeet a book as Under the 
- ~ 

Volcano. It lS not as pol1shed and inter-weld~d, but then it is not 

finished. Sorne rrnnor inconslstencies eX1st such as in the nrune of 1:1<1.6. "," 

boy accused of murder and in the wine that becomes gin once Ethan is 

on the fèrry. The son Tommy is unsatisfactorily dismissed 50 that 

one wonders why. apart from the trinity symbol1S~, he eXlsts at aIl. 

These 51 ips .flrli U1umpor-.tant, hewever. wh en compared. ~"i th the ineomplete 

'portrait of Ethan himself. Lowry had pl~nned ta develop Ethan, 

espeeially with regarQ to the reasons for hlS professional retreat, 

and the more recently'disc6vered working notes for the novel QPntain 

~any attempts to exparid upon Ethan's drinking problem and his dlSillusion

ment with the law.
9 

More thorough exposition of Ethan's despair 

.' 
*The verb 'temper' has many meanings: to moderate or mitigate; to 
work into a proper consistency; to impart strength or hardness by 
heat,ing and quenching Cmi.tallurgy). AIl senses of the word apply 
weIl to Ethan's ordeal. f 

-



, 
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would have lent him greater credibility; .it is hard to believe in 
, .' 

Ethan's agony as li~~ Lear's, especially after the traglc dlsintegration 

of Geoffrey Pirmin. The working notes aIso In~Iude long passages on . 
the Cabbala, and Lowry, wh9 was planning to expand the character of 

the McCandless, may have intended ta incorporate more of th~ Cabbala 

into the portra.it· of Jacqueline's maglcian father. In any case, the 
, ~ 

addItions were never made. and speculation is useless. 

As Lo~ry point~d out in the unpublished letter ta Erskine, 

October Ferry doe5 n9t ~'falI in~o any part1cular eategory or obey 
- . 

any of the normal TUles of a novel" (Appendix II, pagelb?), His use of 
pattern and motif a and his idea that the first part of the book wo~ld 

suggest that Ethan's ~houghts were caught· in a rising tide of past 

despair, reinforce the unique nature of this lyrieal work. lO Oetober . ~ . .. 

Ferry ... resembles Wordswortn' s rre lude in the s~nse that i t exp}Ç>Tes 
.-., -

the 'gL9~th of p~;eption in a highly sensitive individual tnrough the, 

• Intensely personaI rell ving of past experienee--;/ The' book- takes' , 
, . (' . 

place almost en0e1y within Ethan L~.e\.'!el)rn '-s mi.~d, in a w~rld 'of 

int;.er:nal ~.itne7pas~ tha: r.ises like the tides agalnst the bUl~~S. 

,-of mechanlcal clo-ck. tirrre. Th~r~_ is Ifttle Wordsworthian, tranqulllity 
t • 

but,~than does achieve. a P~l~t of t~oTary rest 
, 

in October ,Fer 

tidé that threaten~ to.overwhelm tDe mind"destroying and in~lRht; 

, aIl nope resent and fûture, subsides. As in "The Forest Path 

to :fn~, ,r "the' eharacters journ,ey' to.ward their o~ recovery. ': 
, ~, \ 

• r ctober Ferry, despi te weaknesses" is a successfu~ _book ~n its 

right. The intriçat~ trlpart~te structure 'with its temporal 

involution.s and complex motifs cre,at;.es the powerful tens1.on of . 

withdrawal and return" of ·sta§fs and mo!ion. -Lowry suceeeds wonderfully 

in hi's portrayal o·f eviG-tion. and qlkst with' EthB.!l learning that he 

. must leave his past ).1'1' order to embrace the future. __ As tne MeCandless 
"-

points out in his telegrarn.to the Llewelyns after the burning of the 
.. 4'3r.r... of! 

BarJ.<erviUe ATms: " ~ 

GREATEST COM}1ISERATION ON YOUR LOSS BUT CONSIDER SOCALLED DISASTER 
CAN BE B~T POS~IBLE THING FOR YOU BOTH STOP 1 TOLn VOU LONG'AGO 
WHAT PERILS C~ 'WRK AT THAT GATE OF UNC~GE c;- . ,!l .• (95) 

Stasis is the greatest dang~r to- a Lowry protagonistj only action, . . . . 

motion*. rnovement in time and spacê, ~s\ life. LQwr~'emphasizes the 

... 

'. 

) 

.. 
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.... . " 

importance of the Dctober Ferry search in a fascinating marginal 

note ta a dra{t nf Ethan's final vision of the meteorso • 

"it must be finnly planted in the drang of the situation and.the 
reader's mind far more than ever THEIR NEED for a house they ean 
really calI their own, for even if you feel they're not going to 
get 6ne pe:rhaps. It is on this continued search that die pathos" 
and drama of the situation depends .... -" 

.' 
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Not a very fQmforting proviso, perhaps, (but for Lowry it is not the 

finding but the searching that is important and October ferry ends with 

a sense of mbve~ent and expectatlon; Ethan, balance restored, is now 

ready to resume his multileveiled voyage into the future. 
1 

October Ferry to Gabriola is a triumphant and integral member 

of the Voyage cycle. In the unpublished letter ~ Erskine (see 

Appendix II), Lowry leaves no ,doubt as to Oetobet Ferry's raIe: '7he

end is thus a kind of Volcano in reverse and the final theme Faustian, 

with everything from flights of angels, balls of fire, and Madonnas, 
'-' 

to the interyentioJl of g~~ and the Himmelphart "rsi~ . * Wi th Oetober , • t..:: 
Ferry ta Gabriola the Lowry voyager escapes (for the moment) the 

enelosing statie Clrc1e of sel f,' of perception, of the past, of 

exile; the luminous wheei moves bringing 'faith" lif~ ànd balance: 

Voyage, the homeward-outward-bound voyage; everybody was on such 
a voyage, the bcean Spray, Gabriola, themselves; the barman, the 
sun, the reflections, the stacked glassés, even the light, the sca 
outside, now ~ue to an accident of sun and dislimning cloud looking 
like a luminosity between two darknesses, a space between two irnmensities, 
was on sueh a voyage, to the junction o~ the two \nfinlties, where 
i t woul d set out on i t 5 way agai n, had ~a 1 ready set' out, toward the 
infini tel y. small, i tsel\f already expanding before you had thought of 
it, to'replenish the 14mitless light of Chaos - (252) , 

: d 
1 

" 

J 

(' 

,l 

* LoWry , s reference here is tQ the end o( Goeth,e"s Faust. His w6rds<, 

.. 

'-however, are a paraphrase from Santayana's Three Philosophical Poets ~ 
(Camhridge, 1927), p. 193. Lowry knew Santayana's book weIl (see 
Appendix II, P .170) and Santayp.na' s inteipretation of, Faust as well 
as his theory of the romantic~journèy influenced Lowry's voyage cQncept • 

• 
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NOTES: CHAPTER VI 

1 Cri tics hav~ been reluetant to accept the work as it stands. 
Consequently. October Ferry has been overlooked and much of the 
essential grounàwork is unclone. The novel has not yet been subjècted 
to the kind of scrutiny which has opened up Under the Volcano -
t~e themes, allusions, myths, literary parallels, etë., remain 
unexplored. For the studies of O~tobeT Ferry to dat~, see Corrigan, 
Harrison, Kilgallin, and New, in the bibliog!aphy. 

2 For a more complete discussion of the history of October Ferrr, see 
Tony Kilgallin, "The Long Voyage Home," in Malcolm Lowrr: The Man 
and Ms Work. 

3 ~ew's analysis of October Ferry is included in Articulating ~ 
(Toronto; 1972). In "Death in Life: Neo-Platonic Elements in 
'Through the Panama'," Geoffrey Durrant sees another of Lowry' 5 

voyages as pased upon the neo-Platonic myth of the so~l'JLjourney 
thr~ugh the world of matter on its way back to God. The'-p~~)lel 
1s inte-resting for Detober ~ and "Through the Panama," but one- > 
cruciar distinction must be made: unlike the neo-Platonists, for 
Lowry th'e fInal timeless goal is not important; it is thé voyage 
wlli ch 1S.0 f value. - t 
4 Charles S~ansfeld-Jones (Frater Achad), Q.B.L. ~ The Bride's 
Reception (New York, J972), pp. 8-9. 

5 E. Temple Thùrston, The Wandering Jew (London, 1920). 

6 Sutton Vane, Out ward Bound (New York, 1924), p. 63. Further 
references are'included in the Itext. 
7 1 

King Lear, The Kittredge Shake$peares (1968), p. 124. 
1 

8 Q.B.L., p. 100. 

9 There ar~ three boxes (nos.119~ 20,21) oÎ Lowry f\1SS at~~e University 
of British Columbia that were,received from Harold Matson in the spring 
of 1973.. As yet the material.1 is unsorted so that any stoàtements 
co~cerning it must be t~ntative. 

10 In his study of 'tne "lyrical novel," Ralph Fre~dman describes -
such novels,as emphasizing formaI design instead of event and employing 
passi ve chinacters who mirroT a world percei ved ·solipsistically. In 
addition,> the "lyrical novel" usually creates a strong 'sense o.f spatial 

~ form; details, images, etc., are ~Tesented in-juxtaposition in order 
to be perceived as a ppet;c .wijole. The Lyrical Novel: Studies in 
Hesse, Gide, and Woolf (Princeton University'Press, 1963). Oetober 
Ferry conforms to Freedman's description of a "lyrical novel" in sorne waY!i 
but Lowry does not àim at pres~nting a timeless static poetic unit in his 
wQrk. As with any effort to ~ategorize Lowry' 5 writ'ing, the term "lyrical" 
must be applied ,to October Ferry with restraint. 

1 

, , 
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CHAPTER VII 

Syrnbols of Tenuous Order 

Schoolbells toll from the invisible coast wise railway 
across 'the bay; 
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And other sounds, diatonic, of fog; a~uffled cosmopolitan 
hum.. 

Other bells & explosions strike on the 'rail: • 
Gone too: circles of water spread; spider's web, like frosted 
Symbols of tenuous order, the same order as the circles of 

• water: 
The fog cornes ro11ing in before the sùn that will drive it 

away again. 
And behind, the huge green trees, guard the little house with 

friendly arms of benediction. 
And in this paradise, one loves, swims, eats & works 
And pays nothing, save in tribute to God, ordering past' 

suffering.* 

~ ~ Q. Lord from h~aven thy dwelli'ng place is a miniature "

Voyage That Never Ends, a paradigrn or reflection of Lowry's great 

masterwork. For this reason, as weIl as for the fact that individual 

stories bear imp?rtant r~lations to the Vo~e nove~s, Hear us ~ 

Lord provides an excellent surrrmar/of Lowry' 5 work. This chapter, 

therefore, is an attempt to discuss the individual stories in terrns 

of Lowry' 5 constant -<::oneerns - the protagonist' s search for identi ty, the 

voyage of wi thdrawal and return, and finally Lowry' 5 "syrnbols of tenuous 

order." The order envisioned in the book is "tenuous" in two senses: 

Lowry's life ended in miserable disorder just as he was finishing 

Hear ~ 0 ~ (for that matter, the greater part of his life was • 
, 

spent exploring disorder); more import~t for his aFt, Lowry bèlieved 

that moments of order and balance must be followed by eollapse and 

despair. By concludtng this study of Lowryi s art with Hear us 0 --"---
Lord, l do not wish to imply that order has been reaehed, that the 

voyage is over; even "The Forest Pa th to the Spring," written in the 

past tense, is predica!ed upon ~he continuation of the voyage • .. 
So~etime in 1950 Lowry began work on the stories in Hear ~ 0 Lord. 

By November he had pl~ns for 'se)len stories, including "Oetober Ferry tp 
-~ . 

Gabrio1a," but sorne of tJ1em were dropped as 'he developed his idea of 
.... t ~... 1 

elosely in~er-related stories (Se1eeted Letters, 21~). By 1951 the 
• 

book had. taken. clearer shape and, accord,ing to his Work in Progress 

statement, ~~ Q~, a10ng with poerns and a play, was ta be 

*This is a fragment of a poem from the notes for' "Pre'sent Estate of 
Pompeii." Lowry wrote out the ~sic ideas for Hear ~ 0 Lord in 
poetry before expanding th~m iflto prose. 
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1 incorporated into Eridanus in The Voyage That Never Ends ; furthermore, 

the last of the eight sections of "Forest Path" was to "~erve as the, 

coda to the whole Voyase That Never ~ cycle." Of course, this plan 

was never realized and J1ear ~O Lord was publi~hed with "Lowry's final 

revisions," by Nargerie in 1961 when it won the Governor General's 

A~ard for fiction.
2 

Hear ~ 0 Lord has been sharply criti cized for lack of "vitali tyl13; 

there ~s very little sense of plot in the stories and the chief 

protagonist, while bearing the same name in three of the staties, 'di ffers 

from story to story. Judging by his comments in his letters, however, 

Lowry did not aim to write a conventional~collection of short staries: 
/ 

Hear us 0 Lord - with its 12 chapt ers - would be, if ~one aright, less 
a 'boor-of short staries than - Gad help us - yet another kind of novel: 
a kind of - often far less serious, often much more 50 - Volcano 'in 

.... reverse, with a triumphant ending, Dut ending Cafter ''The ForesftiPath l1) 
in the same way, with the ~ords Le ~usta Este Jardin, etc. 
. -.. (Se lect~ hetters, 338) \ 

As early as 1940 Lowry had been con~idering the possibilities of t~ 

short story and he wrote to ~immy Stern; 

It is possible_ta compose a satisfactory work of art by the simple 
prDcess of wrifing a sèries of good short stories, complete in 
themselves, with the same characters, interrelated, corrçlated, 
, . . full of effects and ~issonances that are impossible in a 
short-story ." •. 

(Selected Letters, 28) 

Hear ~ Q Lord is his "another kind of novel," for it is in~errelated 

and correlated through theme and motif, while the characters, a~ 
, } 

William New suggests, are masks for Lowry, who is in the process of 

becoming "his own protagontst.,,4 

Hear ~ d Lord from heaven th . dwelling place (the t~tle com~ng fl'om, 

the Manx fisherman's hymn tha s.through the book), consists of 

s,even stories that comprise a voyage of the narrator from British Columbi"à 

to Europe and hQme again. 'The identity of the narrator and the si~yicance -.-
1 of the voyage are the lnterrerated subj ects of the book. Three of the 

stories are set in- British Columbia, three" in It-aly, and one, ·jThro1;gh 
. . ~ 

the Panama," cardes the protagonist fram Canada ta Europe. Each story 

connects with its companions via the ~any rndtifs re~eated throughout the 

book in "an assernl?lY,of apparently incongruous parts, slipping past one 
-

another -"(981". Many of the motifs, for example "out ward boundll and 

"Frère Jacques," ech6 and r~call the major novels. 

The stories portray the evolution of',--'the protagonist' from a 
... 

oQ:P_.1 

1 

-1 
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1 

position of hellish.stasis and confusion to a position'of wisdom and , 
balance by a process "less of accumulating than of divesting oneself-

by arrangemept, balanc~ng them against their opposites - of unbalanced 

ideas" (October Ferry, 169). Each of the stories explores, in turn,an 

aspect of the voyage: "Through the Panama," embodying frequent references 

to Under the Volcano, is the abyss; "Forest Path,n repeating once more 

the entire circle through hell and purgatory, is the vision of paradise 

or moment of achieved balance. Each of the stories repea~s with 

variations (like-,.the canon Frère Jacques) the rnovement of wi thdrawal and 

return. The stories are one cycle of the never-ending voyage complete 

with false starts, repeated explorations of the past, and final recapitula

tion of the entire process. They are, finally, an episternological exercise .. 
in,which Lowry arrive~ at a knowledge of reality and himself. 

1 • 
The protean protagonist is crucial to an understand1ng of Lowry's 

purpose in Hear us 0 Lord and, together with Dark as the Grave, the 

stories offer the clea~est insight into Lowry's concept of the 

narrator/protagonist of the entire Voyage cycle. There are five different 

protagonists in Hear ~Q Lord: Sigurq. Storles.en in "The Bravest Boat," 

Ke'nnish Drumgold ~osnahan in "Elephant and Colosseum," Roderick MC Gregor 

Fairhaven in "Present Estate of Pompeii," the nameless fjrst person 

narrato!. of. "Fo::est .Path,." and ~igbj~rn l~il~ernes~~_~ ~~i1d~~.s .. ~s the 

key protagonist for both Hear ~ 0 Lord and the. Voyage which was to 

be contained.by ~ Ordeal of Sigbj~rn Wilderness, parts l and II 

(see ChapterjI, page ~). Wllderness is the author of Under the Volcano 

(see Chapter V, page~q), the voyager in Dark as the Grave, a writer ---,- -n-
being written in""Through the Panama," an "Americéfn writer in Rome on a 

Guggenheim Fellowship" (99) in "Strange Comfort" and a drurik in "Gin and 

Goldenrod." He is, of course, Lowry's chief person~ or mask. Describing 

the "real protagonist of the Voyage"· in his letters as "not 50 much a 

man or a writer as the unconscious," Lowry goes on to say that' 

Wildetrress is not, in the ordinary sense in which on~ encJunte;s 
novelists or the author in novels, a novelist. He sim~y does not 

, .. ~ 

*SiRbj;rn in Norwegian means "self Bear," -the "Urs us ,Horribilis" of 
"The Bravest Boat" (20) and the constellation. Probably Lowry was 
interested in the puns contained in the name; Si~bj~rn must learn to 
bear with himself. The name a1so sounds like "sea-borne." Wilderness 
~efers te the wilderness -paradise of Eridanus or equally ~o the -
p~ssibilitie:s of becoming lost in the wilderness. I~ "Gin and Goldenrod r " 

Wildemess knows that the "conquering of wilderness, whether' in faet or 
in his mind was part of his own, process of sel f-ètetermination" (20S). 

. . " 
o 



,.1 
145 

( 
know what he is. He is a sort of underground man. Also he is Ortega's 
fe Il ow ,. making up his life as he go es along', and trying to find his 
vocation • • • . According to Ortega, the best image for man 'himself 
is a novelist, and it is in this \'Iay that l'd prefer you to look 
at him • , . , Mot,eover he is disinterested in literature, unëultured, ' 
incredibly unObservant~~' many'respects ignorant, without faith in 
himself, and lacking near y aIl the qualities you normally associate 
with a novelist or writer , • ~ .His;very methods of writing are 
absurd and he sees practi ally nothlng at aIl, save through his 
wife's eyes, though he gr dually cornes to ~ee. Î believe 1 can make 
him a very original chara ter, both human and pathetically inhuman at 
once, 1 much apprdve of doppelganger • • •• , 

(Selected Lettèrs, 332) 
" 

Sigbj~rn Wilderness, or the purpose of Lowry's fiction, does not 

know who or what,he is; in "Through the Panama" he asks," - Who 

am I? -" (47). Lowry hope~ that, for t~e reader, Wild~rness would 

also represent mankind in t~e Jungian journey over the sea of the~ 
unconscious. Either way, as confused individual or universal archetype, 

in Hear ~Q~ and the Voyage he is Ortega's man in the process of 

creating (as opposed to finding) his identity through the creation of 

masks. The "1" of "Forest Path" is, then, -Sigbjprn Wilderness who 

cantains or reflects aIl the other protagonists,S Lowry found support 

for thi5 concept of the multiple "1" in the process of self-creation not 
1 

only in Ortega whom he discovered late in his lifè, but also in 1 

Ouspensky's theory of repeated incarnations, and in the seriaI theories 

of Dunne with whom he was fami1iar from his twenties. According to 

Dunne, a seriaI universe necessitates a seripl observer who consists 

of an infinite number of observers each one containing or contained by 

observers on other time lev~ls. 
The various protagonists in Hear ~s 0 Lord, as in Thr Voyage That 

Never Ends, represent aspects.of the chief protagonist Sigbj~rn. 

WiÎderness or. perhaps more accurately, levels of co~sciousness of this 

protagonist. In themselves, the subsidiary'protagonists are not 

rounded characters (Lowry was not interested in creating such characters), 

but fragments, usually the projections of obsessions, weaknesses, feaTs, , , 

y experi~nces, an~ sins, of the main protagonist w~lch must be- understood 

before he 1s free to- :tourney -00-.- Às-Dana-say-s- toward the end of Ul tramarine..!--~

l have identiflcation with Andy: 1 am Andy, l regard it aIl now 
with sanity and detachment. But 1 have outgrown Andy. Mentally, l 
have surrounded Andy's position G . ] . 
Andy symbolizes the feaTful w9rld of experience and, by surroundi~g 
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Andy's position (a circle in its positive guise), Dana' is able to 

evolve, to move on .. 

The most important feature ôf Lowry's concept of self-creation 

i5 its constant change.* By creating various mask5 the individual 

consciousne5s is expanding, or to use Ouspensky's term, evolving. 
\ 

These masks - for Lowry, the various protagonists in his nove~s -

are not simplYI di~carded, but understood and transcended in the 

constantly evolving identity of their creator. In a sense, the 

writer (or man) must repeatedly withdraw into a new protagonist and 

then return to a self which, if the voyage is a success, has evolved 
r 

in the process. The ambiguity and danger of this aspect of withdrawal 

and return fascinated Lowry. In Ge?ffrey Firmin's crippling failure 

to distinguish spbject from object, in Dark ~s the Grave and "Through 

the Panama," he deliberately elaborates""'ili: hor~~f ,a fa,i1ure of . 

tIlis withdrawal and returnj the Consul loses any sense of idcntity 

to which He can return-he loses himself. 

~ ~ ~ ~~, as i~ the Voyage, the subject is Lowry's 

.< great theme of withdrâwal and return. During the voyage from West 

to South to Nor~h-East and finally,' completing the geographica,l 

--- drcYe, West again, the chara,cters explore the horrors of hell, 

... 

wrestle with the past, sink in!E despair, and finally surface to_ a 

posi'tion o~ happiness and balance. As the last line ,of "~e Bravest Boat" 

suggests, ,these are "the storms the){ haq Come through" (27) : Lowry's 

emphatic,use of the pluperfec~ tense here serves two functious: it 
, 

indicates that the stories following "The Br.avest Boat" are from a . , 

fictional past,and, completing the circle into the fictional present which 

is picked up }lgain in "Forest Path 1" i t suggests that the Lowry 

protagonist has moved on into a future from which he is looking back upon 
? • 

the cycle ,of experience portrayed in the stories, He is creating 

another circle into the future~rough the writing of these stories. 

"The -Bravest Boat" functions as an overture to ~ ~ 0 Lord 

*Cosnahan, ~he surname of the protagonist in ~'Elephant and Colosseum," 
i5 interesting in this connection. The name does not appear i~ 

__________ dictionaries of,names or in major/telephone directories~ suggesting 
that Lowry -made it up. FoIIowl.ng-üe- flaetic- êonnectjion Co-snahLQa ... n,--,,-i~s, ___ ~_ 
fl'om the Isle of Man (another Lowry p.un) and speaks Manx GaeHe - the 
name means lit~le or son of (han), cabbagc, wood or cozzner (cos). 
Cosnahan, with,his divining powers, is a son of the wood and, most 

~ importantly, a 'littlc cheat or confidence man constantly changing 
shape. 

, 
~---
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introducing and reflecting the themes, motifs, and iTages that are 

to follow. The story portrays the sea-shore walk of a couple,' Sigurd 

Storlesen (uproarious laughter) and his'wife Astrid -(star), as they 
Q -

commemorate their meeting seven years earlier .. They. were orig'lnaUy 
,> 

brought together by Astrid' s discovery,"of th'e tO){ balsa wood boat 
• 

that young Sigurd had set afloat twelve years befor~. In this modern 

world where the rituals oftTammuz hâve degeflérate~ to hypnotism (18), 

man must create his own sacred rites. Éor Lowry, ~ ~eliever~in the 

mag~c power of language and the sign~ficance<o~ ~oincidence, the 

.. 

occasion for celebration in "The Bravest Boat" is the weçîding annîversary . " 
of this couple 50 mY5teriously brought together. Their ri tuaI is the 

" -, .1 

repetition, "aimost like an incantàtJon" f2S), of the events leading 

up to their meeting; this magic chant illustrates a way of ordering" 
4 

and using' the past creatively. The rest of ~_~ 0 ~ is just 

such a reliving and ordering of ~he past~ ~ 

The musical anaiogy implici t in calÜng "The Br;vest Boat" an 

overture i5 deliberate. ~rusical parallels were important to LQwry . ' 
whose protagonist in "The Forest Path tp thè Spring" ig a jazz. 

, ~ 

... 

musician versed in Schoenberg -and ~lban Berg's. Wozz~~, and writiftg an 
l • -- • r " 

opera entitle~ "Forest Path to the Spring. ,r- The "demonic orch~stras" 

of Under the Volcano are overcome in Hear us ~ Lord~where Poe's -- ------
"Descent Into the Maelstrom" (recalling Lunar éaust'ic an.d October 

.. :<i ri 

Fer!X) becomes a jazz composition called "Swing\ng "'the Maelstrom"(2S0). 

The most significant of the many sangs repeated throughout Lowry's . 
work 'is Frère Jacques, the simple canqn recalling Jacques Laruelle 

and imi tating the sound of a shi,!> 's engines. ," In 4an intermediate 

draft of ''Througn the PanaméC," Lo~ry exp1àins that Frère Jacques, 

represents finally the oneness of th~universe itself: what Swedenborg 
called a sound like 'one ••• one ••. ,' Plato, the Music or the 
Spheres. A simple little tUne sung by children~- with infinite 
variations, because the children grow up: 

Lowry hoped to capture t~e rhythm and.unity of the univer~e 

by applying what he called: the "cantm ~orm" of Frère Jacques to .~is 

wo~k ~o that the stories in "Bear us,O Lord repeat with variations the 
- . ---- -

t.hemes in "The Bravest Boat. n Hea.r us 0 Lord as a whole repeats 
... ---- ..- - --. -

over and over the rhythm of withdrawal and retu~ in The ~dy~ge ~ 

• 

., 

Never Ends. The mot{f~-basicaÜya iiiiisical device;' eveh --tne~-wwo...,..rdtRs----------. 
i .---" 

" (for example, "mirror" or,"reflection" or."Pleiades" from "The Bravest 
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Boat"), recur like musical, phrases and notes ~ * The scale announcing 

"Your weight and your destiny" (14 and 15) echoes October Fer-Q.'; whi1~ 

Chaucer' s "contrary winds" (22) r-ecall both ~ ~ the Grave and 

October Ferry. The "giant pinnac;les, images of barrenness and 

desolation, upon which the heart is thrown and impaled eternally" 

(22), while recurring in "Through' the Panama" (32), inevi tably ~call 
, 

Geoffrey's Popocatapetl in Under the Volcano. In short, the motifs 

reinforce the unit y of the book, heighten similarities among different 

staries, and forge links between Hear ~ 0 Lord and the rest of 

Lowry' s work. 

The mo_st important and beautiful passage in "The Bravest Boat" 

lS the narrator's description of the trials encountered by the little 

boat forced ta begin its twelve-year voyage again and again: 

Ah, its absolute loneliness amid those wastes, those wildernesses, 
of rough rainy seas bereft even of sea birds, between contrary winds., 
or in the great dead windless swell that cornes fol1owing a gale; and 
th en with the wind springing up and blowing the spray ac~oss the sea 
like rain, like a vision of creation, blowing the little boat as it 
climbed the highlands intothe skies, [. • :J and then sank dàwn into 
the abyss, but already was climbing again, while the whole sea ' 
crested with foam like lamb's wool went furling off to leeward, the 
whole vast moon-driven expanse like the pastures and valleys and 
snow-capped ranges of a Sierra Madre in delirium, in èeaseless 
motion, rising and falling and the little hoat rislng, and IfalJing 
into a paralysing sea of white drifting ~ and smoking sptime by 
which it seemed overwhelmed: and aIl this time a sound, like a high 
sound of singing C. • :J as aga,in the boat slanted onward f .. J. (22) u-

Not only do es Lowry -establi.sR here the background to "The Bravest 

Boat," but the punctuatîon -and the rhythm of the passage capture the 

sensation of ceaseless, • il1crement al" wi thdrawal and return fundamental 

to Lowry's aesthêtic and me~aphysic. Time and space as flow and , 
stasis are carefully counterpointed; the stasis of "the great dead 

• 1iJ_ 

*The references to Schoenberg and Berg suggest that Lowry was aWare of 
the twelve tone technique developed by Schoenberg anq popularly called 
"seriaI music." The very names "twelve tone" and "serial-" would be 
sufficient ta intrigue his corre5ponde~ce orientated imagination. 
Wheth~r he applied the princip le of twelve tone technique (the arbitraTY 
arrangement of twelve tones in a series which may be repeated onlr 
after the entire series has been used) in his writing is unlikely, 
but -fhe concept of repeated series is, of CQurse, basic to his 
thought. See also·, Selècted Letters. 265. ,. 

• 1 

**The emphasis is mine. 

--------~ 
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windlesy swell" gives way to' "éeaseless motion" and again to "a 

par~lysing sea." The "abyss" of lJnder the Volcano becomes the,,"fïre" 

of·October Eerry while everpresent is the "vision of creation" 

("Tl1rough the Panama," 74) and "a high sound of singing" ("The Forest 
, . , 

Path," 274)* which,serve as constant reminders of the significance 

and beauty of universa1 motion; he1I and heaven are perceived one 

within thé other. 

In "Through the Panama." the voyage proper begins wi th SigbjjSrn 

Wilderness' exploratj,ort of heU. "Through the Panama." constantly 

echoing Under the VoIçano, depicts a multi-faceted Dell consisting 

ai the southward·journeY to the infernal region of M~xico 6 and the 

static containment of the ship in the locks. The journey and the 

locks symbolize the withdrawal and descent of the protagQnist within • 

the abyss'of self and. more serious, the 1055 of identity of the 

writer emmesh~d in his own book. 

"Through the Panama" consists of the journal entries 'of the 

writer, Sigbjprn WiIde~ess, during a passage from Vancouver south 

• 

to Panama and east to Europe. During the voyage. Wilderness,' plagued 

by vaguè guilt" hatred, suspicio~, sinister coincidences (a fellow 

passenger is called Charon) and tormented by the threat of separation, 
, , 

from his wife Primrose on the increasingly crowded boat, sinks 
" 

.deeper and'deeper into despair. His days are spact Ionging for the 

next aperitif and writing fragments for a novel about a novelist, 

Martin Trumbaugh, who becomes emmeshed in his own novel. By th; time 

the boat encounters a dreadful storm in mid-Atlantic, the journal 

entries no longer distinguish between Sigbj~rn and his character 

or between inne~ and outer reality. 
, " 
Lo~ty's narrative !echniques, in pa~ticular the journal and 

the gloss from The Ancient Mariner, create a temporal d,isiocation 

that reinforces the helli~~ stasi~ of the story. The journal with 

its precisely dated entries serv~s as a reminder that calendar time 

ïs passing. but this relentless march of time becomes u1timatêly meaning-
- <', 

less as the entries increasingly invoive the sublective wor1d of Sigbjp'rn',s 

*The image is from Aiken's ~ Voyage and neatly capsu1izes the - . 
importance of movement in space! "And from the whole world, as' it 
revolved through space, came a sound of singing." 

) 

-------~---._-
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novel ànd Sigbj ~rn/~1artin' s ref1~ctions on ship.wreck. The mo're Sigbj~rn 

withdraws into his private world and'his novel, the more \he temporal 

sequence becomes distorted and utterly useless as ~ gauge for external 

reality; in this inner timeless world, position reports and dates 

are irrelevant. The g)oss from The Ancient Mariner has t-wo important 

functions . .Tt breaks up the page spatially, forcing the reader to 

, abandon the customary temporal reading sequence, and it reinforces 
~ 

Cl 

the interpretation of stasis as h"ell. Coleridge's Mariner, who on 
<J 

one level symbolizes the Lowryean protagonist obliged to retell and 

relive his tale, is trapped in "his loneliness and fixedness" just 

as Sigbjfrn/Martin is caught within "The fixity of the closed order" 

of perception which is "death in short" (38). This "death-in-

life" will only give way after the sinner percelves the beauty of 

liie and allows his soul to flow outwards in blessing; in rother words, --.-
Sigbj trn, l1ke the Mariner, mus t "overcome" the destructive bounds of' 

l\ 
self. At this point in the story the gloss reminds the reader that 

} 

motion is salvaÙon -for the Mariner "yearneth towards the journeying 
J 

Moon, and the stars that still sojourn, yét still move onward" (38). 

The long passages of paraphrase from Helen Nicolay's ù~ Bridge 

of Water, aiso typographically juxtaposed with the main narrative, 
• contibute further ta the dislocation of time. The distinctions between " . , 

the historical account of the Panama Canal and Sigbj~rn's agonized 

reflections become blurred; external, factual reality merges'with 

internaI, felt reality ~s Sigbj~rn reads the book, until the former 

gives way ta the latter. The juxtapositionrof historical past with 
o 

personal present undercuts aIl sense of temporal reality; time stands 
• or. 

still on the space of the page. As ~artin/Sigbj~rn notes, only ships' 

passing in the opposite direction are in the Bergsonian fiow of tim€: 

"Another ship from London, alÏgoing the other way steaming very 
, 

swiftly as with current. (Bergson.)" (59). 

The containment and ~tasis of the locks symbolize many things to 
~,.. 

Sigbj t>rn. cThe Panama Canal is "something li.ke a novel - in fact just 

such a novel as I,Sigbj~rn Wilderness[ . ~ might have written 

myself - "(62). Sigbj~rnJ trapped within his novel apout a novelist, 
" 

is "Ortega' s man" writing his life as he goes along. The horrifying 

thought is that, perhaps, Sigbjprn 1S only a character in someone else's 
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novel of life and 50 on ad infinitum. The "celestial meccano" 

of the lock~ represents-the containing layers of Sigbjprn's conSClousness; 

~he mind, as welL_ as the external retli ty of the canal, is modelled . 
upon Dunne's sertal universe with a series of observers each sitting in 

control over a lesser observer. l'Jorse stIll, past. present, and future 
, 

seem ta bè flxed and statlC within this seriaI unlverse where the 

t'superlative g'eneral ~bserver,,7 sltting "in his invisible control- .. 

tower C:. . J is ~ble to see everyt~ing that is happening ta me at 

every moment - and worse, everything that 15 going tb/happen _l' (61). 

The climax of, the story occurs "Be;:ond and astern of time" (80) 

during a ternfYlng "STORM OVER ATLA.t'lTIS" (82) which threatens ta 

destroy the ship. Both time and space are mCllmngless terms - unless 

one can 5alv~ge sorne hope from the 'fact' that the ship is over the 

lost apocryphal Clty of Atlantls! Slgb],d'rn ~ Martin, position 

reports are pointless, and crew and passengers are awake day and 

night in the 5truggle ta stay allve. The dilemma Qf the ship, 

caught "Amid the sea, betwexen windes two" (87) and steering "by 

dead reckoni,ng!>' (89), parallels the Sfgbj~rn-Martin dilemma; as 

SigbjJ1lrn notes, Martin "could not make anything mo~' (86). Wheels 

are utterly useless in this "descent into the maelstrom" (90) where 

everyone is iso1:até'l'~rom everyone eIse: 

-~1artin took his ignorance of the nature of the cnsis ta heart, 
telling himself that it was because these Liberty ships were not lik~ 

, the old shtps where you could see what 'I/as gOlng on, that there \lias 
an almost' Kafka-like occlusion, everything closed, ghastIy G . .!J ; 
but no matter what he told hlmself, it seemed ail part and parcel of 
his wider isola~ion, and in fact like the ultimate ordeal of - (92) 

The "ulti'mate ordeal" of "occlusion" (or death) is the descent into 

,he11 wh}ch,- for Lowry, is always symboli~ed by containment, timelessness, 
-

'and stasis. 

"Through the Panama" has the most emphatically circular forro 

of aIl the stories in Hear ~ 0 Lord. The circle, however, is not 

as tightly closed aS ~n Onder the V'olcano, for Sigbjp1rn, like the Mariner. 

has l1is "vision of creation" and is able ta bless. The ceinture 

around th~ boat, a beneficent circle, has brought the ship through the 

storm, and the engines no longer sing "lamentina E . j doom doolD 

doom" t3S). "Through the Panama" explores the hell of timelessness 
• 
and 105S Qr identity but, ~s -the title suggests, the ship cornes "through." 

" 

r 
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As in The ,'Voyage ~ Nevcr ~, the protagonlst 15 not flnal'ly 

trapped b~t voyages on. The ClfClc IS magIC and, ctcpcndlng on one's 
" ,perceptIon; can destroy or croate, enclose or revolve "through space." 

,The mext thrée stones 10 Hear us Q Lord, "St range Comfort 

Afforded hy the ProfessIon," "Elephant and Colosseum," an,d "Present 

. Estate of Pompell," develap .the slgniflcance of the past-llterary, .. 
personal, and hlstorl~l. In "St range Comfort" the past eX1sts as 

both torment and comfort. The ~onely protagoni st, SlgbJ~rn l\'llderne-?s, 

a writer ln Rome on a Guggephelm Fellowship, VISltS Keats' house and 

then retreats 'to a,bar. There, medItatJng -on the merciless,..llsplay 

of, the dead poet's letters, he studies hlS notebook only to dlscover 

\otes made yeaTS befare, whl~e visiting Poe's house and a draft of 

J letter From his own past ln WhlCh he pleaded for help. These two 

entnes dlsturb hlln.. because he ,had thought the natebook ta he empty 

of any "destructlve stoop, from the pa.,t" (l10) .. 

Two refraIns running through the story clarlfy the meanlng of 

the pasto In hlS VISlt ta ROllle's \Iamertlne PTlson, \\11derness had 

recorded ln hlS notebook that "The lower ~ the ~ Eris~" (103). 

Likewlse the draft letter IS "from ~hsolutely the lawest ebb of those 

low tides of hlS life" - the past IS, then, the lower and true prison. ,. 
The past as prIson is torment but the past represented by hiS notes 

on Poe also brings comfort- the strange corn fort afforded by the 

Il t~rary professIon. The second refrain, "descent into the maelstrom, n 
• 

is destlned ta become rrSwln.ling the ~1aelstrom," whIle the knowledge 

that he is one of a long line of Ii t erary sufferers like Poe - "And 

!!§nl.. others"* (l03 and 109)- Drings a kind of rel1ef. The story 

ends with an amblguous cough-laugh as SigbJ~rn realizes that the 

Coincldence of flnding his old letter has led him to a fuI 1er realization 

of his afflnity.with Keats and Poe. In a sense he is contlnuing in 

the law of series by repeatlng thè artis~'s ordeal. 

"Elephant anô Colosseum," together wlth "Through the Panama" and 

"ThEi Forest Path to the Spnng," 1 s cr:.uc1al ta the voya?e theme Qf 

*The many others" beSldes Poe and Keats, include Shelley, Gogol, ~fann, 
Proust, Ellot, Joyce, Hemingway and FIt z.gerald: "FItzgerald in Forum. 
Eliot in Calosseum!" (103); just one of the man y subtert:anean links 
between staries. Hcnrylt.. SienHewicz appears in the references ta Nero 
(103). Sien]c iewicz' novel ~ Vadis about Nero is mentioned in "Through 
the Panélll}a" -and Under the Volcano.' 

. '- -.,;;,--...;,,;... 
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Here the withdrawal into the past yield~ insight" 
, 

intq the coincidences and recurren.ce, which lndicate the significance 

o 

of life and léad ta Faith and rebirth. Oncê again th~ Lowry protagonist, 

this time KelVlis}l Drumgold Cosnahan, an American ~riter of Manx 
( 

origms ,Wl th vague magica1 l?owers, and author of Ark. from Si ngàpore 

(a book remlniscent of Ultramarine) sits alone at a trattoria in 

Rome. He ~.s ln Rome primarily ta contact the' Italian translatorJs of 
" 

his book. As"he SltS ln the restaurant, terrified by the traffic, 

unab~e to move or write, he catches sight of his façe reflected in 

the window and of his phot0graph on the back of his book. Neither of 

the~e images of his face nor the biographl~al blurb on the book 's 

dust Jacket reassures him of his identity. To tbe, contrary: 

Reading these later eulogles produced in Cosnahan a bIzarre mental 
commotion as of some endless mirrored reduphcation c: .. ] for a 
moment he felt like an efernal writer eternally,sitting in the etemal 
city, eterna1lJ'y reading precix~ly the same sort of noti~esJ . ~.J ' .. (~119) .' 

Thls sense of lost lclentity, intensified by his immbbLlit~merges 
, 

wlth a 10S5 of the sense of time; time stands still in the etemal 

CIty and as C9snahan '.5 memories grow. the present real,ity of Rome 

fades. 

Flnally, disturbe~~ the waite:, Cosnahan rises ;0 begin his 

long "clrcumambient operation" of crôssing frenzied stlt'ee"ts 5uch as , 

th~ "circolare Simstra" in order to nteet his publisher. Hi-s fear . 
of crossing streets is signlficant. As ln Oark as the Grave wnere 

----- 'f ,... 
the phenomenon of ~rossing borders symbolized the moveme2t of the , 

~ , 

protagonist from one level of consciousness or sphere of reality ta 

'àn~ther, "Elephant and Colosseum" is primarily about the "translation~'! 
?f Cosnahan's consciousn~ss across the frenzied Darriers of memory 

and'of immediate, reality: "the very ward "translated' had 'Cl mys'tical 
, 

tinge ta hilll" (136). * JJ" 

Rome, the eternal city of crossroads ~here one is su~e to com~ 

across someone (or something) one knOws. is the ideal setting for _ 

Cosnahan' s "translation." Once agai", Lowry is. employing his concept 
( 

of space, here the space of city stteets. as a boundary wh~ch must be 

*Typiéally, -Lowry has used a word with a wi~e rangé of mean~gs. In 
a,ddition tao its 1 i terary signi ficance, "to translate" means to
interpret, to transform the nAture of, to move from one plac~ to another, 
~o exalt. or enrapture, and ta convey t~ heaven without n~\u:al death: 

1 , -

" 

,. 

.. 

, . , 
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• - ~ ~1. ~, 

s~atial tlounJ\ries crossed if life is ta have v,alue. Seen positively, 
,\ , 

are points of ~l)t~rsection, but one must h'1-ve couFage t~ cross 

these "awful ând dangerous" (148) roads. For Cosnahan th i sis a maj or 
~ 

ordeal i _ consequently, during his.. walk, he escapes im~ediate horrors 

by \>JI thdrawing i'flto "contra-J;>rQusti~n rcveries" (151) .... his past is , , , .. 
"contra-ProusÙàn" becablse for LOI~ry and each of his protagol)ists 

the past 15 the least difflcult temporal, dimensIon to recapture! When' 

he fi,nally arrives at the' pubHsher' s office, Cosnahan lel1rns' that 

he 15 unknown there, that his book is not being translated there, 

and'that he is likely in the wrong- city.. However, if the book is 

not translated in Rome, Cosnahan is, and he mak~s his way to the Rome 
A 

zoo. where his "anagnorlsis" (167) awaits him in the form of Rosemary, 

the elephant heroine,of his book. 

Cosnahan's mee~ing with Rosemary is crucial in many ways ~o both 

the voyage concept and the Lowryean prot~gonist. Rosemary provides 

te~timony of Cosnahan's identity; she r~cognizes and remembers him. 

In a sense Rosemary provldes external validation of a Cosnahan who 

exists in the present. Furthermore, the coincidence of m~~ing 

Rosemary indicates the importance of recurrence in temporâl phenomenà: . , 

"Naturam expellas pi tch-fork, something or oiher recurret,!" (126) '" 

History, personal or social, moves in CYCles., In the tYJkd notes for . 
"El ephant and Colosseum~Lowry explained that Horace' 5 famous remark 

\4{as "the )nain theme_ or _if o'f thé story": 

The main theme of the,stoty, thus - although an appar~tly li&ht 
~ and hum.otous one - is to the high~st degr,ee intel1ectual,.- . . • 

For examp'le, the appari tjon of Rosemary h.erself is an exàmple of 
,nature coming back ag~in (and indeed in the zoo scene we,even have 
'the lmage of the pitchfork). The ancient idea of eternal recurre~ce 
w)llch is the ~ of the' story is another examp~e. [si<D 

As ,ln a11 his work, Lowry fuses fom and theme"of this story into . ' 

a narrative structure embodying a complex m~taphysical cQncept in 
, ,\'. 

'~ts perfeë"t symboric, counterpa.rt'. The form of the story .is a beneficent 

circle; Cosnahan,i'iI) his walk around Rome transctibés a'circle through 

.. 

,- ' 

-...., , 

~~ • 1 /j.... -' 

space while,'by ~eeting Rosem~y, he 'completes a.~emporal circle 
" .t. _ 

as .weIl:' "and 50 his ~a:rlier train of thought, Ùke Cost:tahan _himself 
, 

\ -. ,. /-
* Lowry '5 notes for "Elephant and Colosseum" show that he gleaRed this' 
quo'tatlOn fromÀrnold Toynbée's "Russia's Byzantin"e'Empjre," Horizon, 
Xv'I(Au~us~, 11'47)" "p. 82. The Latin"'hrase, "Naturam expellas furca,' 
tamen usque recurr'et" is also a mot~f in Oc'tober Ferry. 

, -
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in his waHi around Rome, came full circl~ - " (171). 
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By f~nding this verification of his personal' identity and gaining; 

through the coincidental encbunter wjth Rosemary, crucial insight into 

the nat,:tre of time and space, Cosnahan escapes from the Rip van Winkle 
l ' < 

stas~~1 experienced earlier in the day. The meeting with Rosemary 

restq'res peace, love, faith in the meaning of life, and most important, 

hls/ability to ~rite-. His circular movement through time and space 
1 

ha,s led to his "'translation": 

/ ... Indeed, Cosnahan.,had changed himself, was aware, quite 
;apart from the extraordinary pense of well-being he fel t, of on'e of 

i those changes which, fiction to the contrkr lt is given to very 
1 few to remark exactly when they take pl ,for the good reason, he 

, . thought, that maybe they take place in sleep. And Cosnahan felt 
that he'd woken up. (168 - 169) 

By accepting ~hange he has himself changed and now~ seated confidently 
, 1 

at his trattoria of the morning, he finds ~hat, "the same ceaseless 
, " 

t.raffie" has "riches and peace' and grace about. the flow of it" (169). 

Cosnahan has escaped stasis,. successfully crossing the ooundaries 

of perceptIon that enable him to see into the recurrent flowing nature 

of real~ ty. His journey through t ime has culminated in tl"miraculouS I
' 

encounter wi th Rosemary that is "a little like meeting hi If" (170); . 
now, '''translated - his mother' 5 son at last - into a conscious member 

"of the human race" (173), he knows he is one wi th Quayne, Quaggan, 

Quillish, and Illiam Dhone. His journey brings him full circle to 
. ~"""~_.r ~ 

" one of those po.ints whe:re--~~fe( and poetr~ m~etll (172) and he is ready 

to "begi n again" (172). \ , 

IIPresent ~Estate of pompeil,,, the-third expl~ration of the past, is 

"another withdrawal into des?àl!r. A~though similar to "Thraugh t~he' -
, M '-----' ." _ " 

Panama," this time th: emphasis, is less on Vmelessness 1t,han on Othe -" ~ . 

fèat of time running out. The title plâys upon the significance, of . ' 

the fact that 'ancient ruins persist into present ,time, be.queathing 

"(estàte as -inherit'a.n~e) their ruined condition (èstate as condition in -. 
life) to future generations; Pompeii is an omirous symbol. The protagonist , . 
bears the ambiguous name of Roderick (from Poe' s "chute the chute") 

MacGregor Fairhaven. Appa~ntlY ruin and safe-harbour (Faif'haven) 

.co-exist wi~hin thi~ unwifling traveller who would prefer to be in his 

, British Columbia nobe on Eridanus inlet. Suffering from "a migrainè of 
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alienation" (1 7,7) , Fairhaven wi.thdraws into the "anonymity" of trains . ' 

and dark Pompeiian restaurants. His wife Tansy, however, is a born 

t~~veller who belongs in ... a "mQving ever changing, background" ,(178). 
1 

Once again the Lowry protagonist, reflected this' time " in a flawed 

mirror" (177), is emmeshed in the dile~ma of stasis versus motion 

and repeatedly fe~capes 'the present reality of thei r' guided tour through 
\ 

the ruined citY by withdraw~ng into memories of Eridanus. 

~ The past, represented by Eridanus, eounterpoints the present 

in Pompeii, simul taneously contrasti":g two ways of life; to Fairhaven, . "" .... 

the present survival of Pompeii seems more sinister than its destruction. 
, 

Memories of an evening at Eridanus when he had read to his neighbours 

the Wil dernesses from Volney' s Ruin of Empires, bri~g the meaning of . 
the "present estate" of Pompeii into sharp foeus: 

Going through tbe forest that night with the bounding and whirling 
cat all at once it had seemed to him, as if he stood outside time 
a1together, that in sorne way these cities of Volney's had not been 
exactly destroyed, that the ancient,populations had been reproduced 
and perpetuated, or rather that the whole dawned thing was happsning 
now, at this moment, continually repeating itself~ . 1. (194) 

Signor Salacci (salacious), their guide, interrupts these thoughts 
, 

wi~h details concerning Roman brothels and d~sease. A Yeats refrai>n, 

recalling "Through the Panama" and Under the Volcano.,provides succinct 
-11 -- , 

comment: "The aboJ1ti.nation of desolation sitting in the unho.ly place" (198)!. 

In npresent Estate of Pompeii j" the cycles of history- unlike the i 
1 

cyerës ,pf nature - appear negati ve and revol tinog. The story ends on ,1 ; 
a note of cynici~m; man now, as in thè past, lives in a dislocat~end-------Lf __ 

relationship with his environment amidst an everpresent t~reat of f 
! 
l 

ruin: "Partly'it was as if man built with ruin in view ~ ... ' ." 1 

(199'). Life unfortuna.t..ely has not changed; man~ind has not been 1 J 
"translate-d." As -Signor--S-alacci remarks of Ve~uvitls, "'Ye-;~;~ 1 

she give-a the be,f-a shake! "' (200),; man always lives under a vol'cano. .. 

"Gin and Goldenrod~" although the shortest and least substantial 
: i 1 -..... ' 

of the staries, perf~rms an import~~t function within the overall 

voyage of Hear ~Q Lord. Follpwing the withdrawal and despair of 

"Present Estate of Pompeii," the story'charts the penitential pilgrimage 

of SigbjflSrn Wilderness through a-limbo-like motionless landscape: 
,~ 

It was a warm, still sunless day in mid-August. The sky did not ~ppear 
50 much eloudy as merely a uniforrn pearly grày~ • ~. The sea, 

'where, they saw it through"the motionless drooping trees, was gray too, 

.' 
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the bay looking like a polished metal mirror in which tHe feflections 
of~the lead-gray mountains were clear and motionless. (201) , 

Sigbj!a-n's penance is ~ruly Lowryean-almost a joke-for he 1s 

on his reluctant way to paya bootlegger for a vast quantity of gin. 

Consumed by "terror, fear, <:listrust, anger, anguish', and a hatred" (202), 

'due to the infernal bourgeois suburb of Dark 'Rosslyn which lies 

betweeJ his Eridanus cabin and the bootlegger's home, SigbJprn saon 

discovers ihat he is un sure' of the way; "Nel mezzo deI carmnin di . 
nostra vita mi ritrovai in •.. "(158 and 115) seems most applicable 

here in this Dantean journey. Sigbj9Srn, lost and despairing, wants 

to give up the search until reminded by his wife that the journey 

was underJ;'aken "to make -l'a new '5tsrt" (207). Largely due to her 

persistence-they find th~ house, pay the bill, ~nd leave. 

On the way ba-ck, life appears to have been redeemed - they gather 

flowers, speak ta a woman in her garden, and worry over an ambulance. 

No longer is Sigbj~rn trapped in an abyss of hatred and self-absorption . . 
Finally, the heavens move: "The rain began to fall, soft and gentle 

~ 
and cool, a benison" (2--13), prefiguring the circ1es of raindrops in 

"The Forest Path to the Spri'Qg." Primrose Wi Iderness confesses that 

one bottle of gin has survived Sigbj~rn's debauch and i5 hidden at 

home; they can celebrate the successful completion of(~hejr ordeal: 

"In the cool'! sil ver rainy twilight of the forest a kind of h~~e began 

to blooID_again" (214). This retUTn from withdrawal. if somewhat 

ironie 1 nevertheless marks a return , lia new start." Once more, stasis 
~ , 

is overcome and the Lowry voyager is free to move on i~to the cycle 
, 

. . 
of "The Forest Path.to the Spring" " 

The final story,. "The Forest Path to the SpringU is Lowry's 

beautiful xision of paradise. It is written in eight parts, the last 

of which. wa$ 'to be the coda tô The Voyage That Never Ends ." Lowry 

believed the> story ta containJ's~me of the best things [he hadJ -eY~r 
.' -.fl 

done" (Selected Lettersa, 245) :-. . • 

C ... it is' a 5tOry of happine~s,in tact, roughly of our life here 
in the forest, exultant side of) ~titled "The Forest Path ta the 
Spring .. " 50 far as l know this is the only short novel. of its type 
that brings the kind of majesty usually reserved for tragedy • • • 
to bear 'pn human integra\ian and" aIl that kind of tlTtirlg: " though i t 
isn' t my\ final word on the subj ect by a damn 5ight, l 'm mighty 

, \ . 
proud of \i t. 

\ 

, 
(Selected ~etters, 266) 

\ 

\ 
' .. 
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"Forest Pa th ," the story of an ex-j azz musician 1 s life in a . 
beach cabin oïl Eridanus inlet, is an unsentimental celebration of --.. 
the beauty and ferocity of rrature., The plot, if it can be called such, , 
consists of a couple's daily activities-swimming, building, boating, 

helping neighbours, and, most important, fetching water and finding 

a spring. Whether or not the story can be called a "short novel" 

is cLebatable-. Douglas Day éalls i t, along with tfie other stories 

in Hearous Q Lord, a "meditation.,,9 Certainly it is ye't.another 

statem~nt of the Lowty Ômyth . "Forest Path" is a quest, a journey 

in which the namele~s protagonist endures withdrawal and return, 

twice cônfronts the hell of his past, s-uccumbs to hatred and stasis, 

and finally voyages on, with renewed insight; to a temporary position 

~ of harmony, balance, and wisdom. 

"Forest Path" repeats and resol ves the conf! ict in Hear us 0 
.".. ----

Lord; it marks the full circle point fer the voyage introduced in 
\ ~ 

. , 

"The Bravest Boat" and begun in "Through the Panama." Important ---- ~--_-..-----

moti fs such as "Frè?e' Jacques" and the fi sherman 1 ~ hymn~ "Hear us 

..Q LOTd from heave.n thy dwelling pl;ce," ev en key words such as "tr,ari~late," 

are repeated. "Foresv-Path" is a seri~l structure in which aIl the 

stories ar~ refiected or contained. The story contains not only Hear 

~ Q Lord but, in a sense, the entire Voyage. Once again, the Lowry 

world of sea, ship, be,Us ~ and lighthouse -(the lighthouse that invites 

the "storm and lights it) appears in a natural setting of ~ysterious 

power. The central symbol of the story is that of the path ("Del . . 
cammin") linking ~ ~s Q Lord with Under the Volcano, Dark ~ the 

Grave and October Ferry.* The path is Achad's Cabbalistic path in 

the ~ree of Life and Ouspensky's Tarot path. 10 It is'cal1ed the 

"Proteus" path in the story emphasiHng its metaphysibl value. as 

*Fascinated by the symbol of the path,' Lowry desciibes the absence 0:& ' 
a path in his poem "No Still Path": 

Alas, thére is no still path ~n my soul, 
l being evil ~ none.o of memory; r: . :j .,. 
There is no path, there is no path at aIl, 
Unless perhâps where absttact things have gone 
And precepts rise an? metaphysics fal1, 
And principles abandoned stumble on.: J 

-No path, but as it were a river in spa te ; / 
Where drowning forms,.downswep~, gesticulate~ 

. (SelecteCl Poems', 50) 1 / 

~ 

o 

} 
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a symbol of movement, changeJ and potential spatial flexibility: 

There'hàs always been something preternatural about paths, and 
especially in forest~ • ~ for not only folklore but poetry abounds 
with symbolic stories about them: paths that divide and become two 
paths, pathsuthat lead to a golden kingdom, paths that lead to death, 
or l'ife) paths where one meets wol vesj, and who knows? even mountain 
lions, paths where one loses oners wriy, paths thàt not merely divide 
but become the tWenty-one paths [Achadls Cabbalistic pathsJ that 
lead back to Eden. (269) 

The path in "The Forest Path to the Spring,,4 is ,the road that the 

Lowryean voyager must travel in his multilevelled quest for the water 

of life and the season of rebirth. On the psychological level, , , 

the narrator must come to accept the past: "This much l understood, and 

had understood that as a man 1 had Qecome tryannized by the past, and , - , 

that it was my dut y to t:;anscend it in the present" (279). 

is like the' ladder tha~ the protagonist ,"salved"* from the sea: 

And I. reflected: yes, and like this vcrmiculatcd old ladder, stinking 
wi th teredos and sea-worms, washed down from the saw-mill-, this 
sodden snag, half awash when 1 first saw it, is the past, up and 
down which one's mind every night meaninglessly climbs! (261) 

By making use of the past - for the ladder connects house to the 

path - the narrator is able to, escape the closed of self and 

distorted perceptione which in" each of Lowry' \ 

static hell. Only by transfcyming the pa by confronting it 

without fear as he does the cougar on th is 

able to create himself in the present an 

The crucial psychological connection betw en a statïc time pa 

the success of the voyage is made rds the ~nd 1'-'----'-"""" 

Path"; transfonnatioJhe' past is 

goal: 

step and the 

Sometimes 1 had the feeling 1 was attacking the past rationally as 
~ith a clawbar and hammer, while trying to make i~ into something 
else for a supernatural end. In a manner l chan~eà-tt by changing 
myse-lf~d having changed it J found it necessary to pa'ss beyond, the 
prlde l felt in my accomplishment,and to acèept myself~s ~)fool 
again. (280) 1-' 

- The succe~s or failure of the psyc,hol,?gical quest necessarily 

i~volves the social quest. By overcomlng nis w1thdrawal inta the 

past, the narrato;r can ove~come his misanthropy enabli1ftg him, unlike 

.. 
*To salve means to apply a medicinal healing ointment, ~o soathe or 
assuage (conscience), to save from destruction, and the ropt-fro,the 
Latin iS a salute - another, interesting Lowry word. 

\ f 
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Geoffrey Firmin to enjoy communion with his wife and neighbours. 

The hatred that nearly destroys ~im on the path, as it had destroyed 

the Consul on another forest path, arises from forgetting "naturels 

~intolerance of inertia" (229). He wants to ~top the ugly encroachments 

of civilization and to maintain his pristine retreat from social, 

moral, and technological contamination, overlooking,the pro~pund 

truth that, "Onen could not make a moment pennanenf and perhaps the \ 

attempt to try was sorne form of evil" (25'5). Lowry tended to see 

aIl sources of copflict in terms of stasis and motion; the consuming 

problem of hatred that plagues the Lowry protagonist in his search 

for social identity should also be seen in this light. In a 

remarkable image of forest fire, the "Forest Path" narrator de scribes 

his agonized hatred as a flaming perversion of the tidal rhythm 
'f, • 

of the inlet: 

But the movement of the forest fire is almost' ike a perversion of 
the movement of the inlet: flames run into a sta d of dry inflammable 
ced~r, yellow flQmes slice them down, and watching one thinks 

1 

\ 

these flames will roll over the crest of the hill ike a tidal ~ 
wave. Instead, perhaps an hour later, the wind h changed, or the 
fire has growp too big for itself, and is now su king in a draf~ 
that opposes its advance. So the fire doesn't sweep up the hill, 
but instead settles back to eat the morsels of the trees it felled 
duning its first rush. So it seemed was this,hatred behaving, 
turn'ing inward and back upon myself, to devour my very self in its 
flames. (244) 

~ The rellgiçms quést in Hear ~ Q. Lord, despi te the use ,pf th~ 
. hymn, is not a sectarian or a simple one. The Lowry protagonist is 

searching for faith and meaningwhieh he finds in nature and in 

virtues that are fund;unentally C~ristian. On one hand, "Forest Path" 

explores a r~ligious crisis in which t~e narra~or, diving into the 

brimming tides, feels "as though [he hasJ been baptized afresh" 
J 

(270). Eridanus is a wQrld with church bells and a neighbour called 

"Kristborg," but it is also a colon!, of squatters~ s.hacks perpetually 

under threat of eviction. Ultimately~ the Lowryean paradise comprises 

the sunriJes, ti~es, and ~~untains'whi~h the balanced mind perc~ives 
as a gift .from Goa. The g~eatest insight that the"narrator of the 

"Fore~t Path" achieves i~ tha,t "the joy and happiness of what we 

had known would go with us wherever we went or.God sent us and would 
JI -, 

not die"(281). Paradise, then, is a hard won state of mind sustained 
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by the acceptance of change,and faith in the creative power of the 

pasto The fact that Lowry more frequently depicted the past as 

a hellish static abyss reveals how ambivalent, how tenuous is the 

moment of faith. 

The quest is also an aesthetic one. 

\ 

The narrator's frie~ds bring 

\ him a cottage piano because they know that he must create in order ta 
\ ( " 0 

live. In ordef to create Fe must be able to act and escape the 

paralysing forces of hatred, doubt, gui! t and fear. Surrounded by 

the rhythm of the tides he realizes that what he creates, poem, prose, 

or jazz opera, must capture reality as does his cabin on the beach: 

'It was not merely that the sunlight came in, but the very movement 
and rhyt~m of the ~ea, in which the reflections of trees and mountains 
and sun were counter-reflected and multi-reflected in shimmering 
movement within. As, if part of nature, the very living and moving 
and breathing reflection of nature i tself had been captured. (27'3) 

Again and again in his notes and manus/ripts, Lowry refers to 

significance pf his cabin and pier (see Chapter II, page~g). 

the 

They 

typify true 'tealistic' creations - unlike so-called realistic novels -

because they. are not static. Certainly Hear ~~~, with its 

changing scene and protagonists, is an attempt to creat a 'realistic' -

work of art. By Lowry's own standard the book is a success reflecting 

as it" does his entire opus and transcribing ;et another circle 

thr~ugh time and space. 

The metaphysicaI quest underlies, contains, and informs aIl 
~ 

other aspects of the journey. The insight Lowry found in Aiken 

wh~re he learned that "'from the whole world, as it revolved througlT 

space, came a sound of singing'''(271), the theories he discovered 

in Achad, Bergson, Ortega, and in Ouspensky and Dunne, ar~~iven 

artistic fOnD in ''Th~ .Forest· Path to the Spring." The most dramatic 

symbol of this accumulated wisdorn i5 the path itself for the, path 
\ 

moves. During His trips t~ the spring for water, the narrator feels 

that the pal:h is "shrinking at both ends" (268) ; time and space 

change, the contraction of space somehow' involving an expansion of 

time. The "~roteus" path is the place where, consciQus and unconscious 

,fears ovèrcome, he experiences mysticai illuminâtion, "a wonderful 
, , 

and profound Inoment',' :hé:tt rev~als the protean nature of reality. R,ecalling 

thi~ indescribable moment in a' dream, he/likens it to the feeling that 

1 - , 
~.. ... 
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his "being had been trans formed into ,the inlet itsel f,II (269) • 'f!1e 

inlet, of course, is always one of Lowry's symbols for movement: 

But here in the inlet the're was 1'\either sea nor river, but something 
compounded of both, in eternal movement, and eternal flux and change. 
as mysterious and rnultiform in its motion and being, and in the mind 
as the mind flowed with it, as was that other Eridanus, the constellation 
in the heavens. "The starry river in the skYE: . J". (234) 

f.fan '5 greatest task, in Lowry's terms, is' to live in harrilony 

with movement. Only by perceiving and understanding the nature of 

time and space does one know oneself, reality, or ~od. If, like i 

LO\~ry, one is tormented by a reductive Protestant system based upon 

sin, guilt, and fear, the search for metaphysical truth is an arduous 
, 

ordeal. It' also becomes a never-ending quest in which man stands 

perpetually in jeopardy; if the uni verse is founded on a principle of 

etemal flow then there can be no final absolute rest: "PWlctum 

Indifferens: Skibet Gaar Videre." The voice of the narrator in , 

"Forest Path" speaking in the past tense is enough to remind us that 

this position of _beauty and vision h.as already been left behind. 

"The Forest Path to the Spring" closes the circle of Hear us 

~ Lord from heaven thl dwelling place,but the voyage of withdrawal 

and return, the expansion and translation, never closes. The circle, 

Lowry's s~bol for tenuous order, is like the rain falling into the 

sea: 

'Each drop falling into the Sea is like a life, 1 thought, each 
prQducing a circle in the ocean, or the medium of life itself, and 
wiJening into infinityG •. J. Each 1S interlocked with other circles 
falling about it [ ..• ). Then we saw that the whole dark water was 
cey~ered with bright expanding phosphorescent circ1es. E . =1 They 
were perfé~t expanding circles of lieht, first tiny circles:bright 
as .a coin~then becorning expanding rings ,growing fainter and fainter, 
while as the rain fell intoj,t~e phosphorescent water each raindrop 
expanded into a ripple that was translated into light. And the rain 
itself was water from,the sea E . ~raised te he aVen by the'sun, 
transforrnecl into clouqs, and faU ing again into the sea. While 
within the inlet itself the tides and currents in that sea returned,. 
became rernote, and becorning rernote, like that which is called the 
Tao, returned again as we ourselves had done. ~282) 

. " 

'1 



NOTES: CHAPTER VII 

1 See Lo~ry's Work in Progress statement in Day, 426. 

2 Hear ~Q Lord from heaven ~ dwel1ing place (London, 1961). See 
"Publisher's Note." AIl references are to this edition and are 
inc1uded in the text. The book has a1so been published in a Penguin 
paperback. "The Bravest Boat" and "Strange Comfort Afforded by the 
Profession" were published separate1y during Lowry' s lifetime. 
3 , ~ 

See Dale Edmonds, "The Short FictIon of ~1alcolm Lowry," Tu1aile Studies 
in English, XV(1~7)J p~ 70, and Day, p. 446. 

4 New, Nalco1m Lowry. p. 13. ProfessoT New uses 'Hear us 0 Lord as 
an introduction to the design of Lowry's intended~erwor~The 
book serves equally weIl as a summary of Lowry' S 'work, and it is 
perhaps more con~istent wIth chronology and the sequence of Lowry's 
Voyage to discuss it as a culmination rather than as an introduction. 

S Professor New maint~ins that the "1" in "The Forest Path" i s Lowry. 
Malcolm Lowry, p. 13, but Professor Day is surely more precIse in 
saying that the "1" is "none other than Wildernes.s" (444). The point 
is not a major one because either way the concept of man-as-novelist 
writing hlmself is equal1y emphatic. In a work of fiction, a1beit 
autobiographica1, it seems better to steer clear of confusing the 
rea1 author with his fictional-projections. 

6 In "Death in'Life: bleo-Platonic Elements in 'Through the' Panama;." 
Malcolm Lowry: The Man and his Work, Gecffrey Durrant' offers a 
convincing argument 'for Lowry's ~of the neo-Platonic myth of the 
sou1. The myth helps "t.o account for Lowry' s use of The Ancient 
Marin~r and his use of the south as an infernal regi~ 

7 In An Exp~rim~nt With Time, page 196, Donne allow? for a God
like final obse~er, although how this is consistent with a seriaI 
uni verse is un,cl!ear~ 

8 Lowry is referring to Constantine F. Chassebeuf de Volney's Volney's 
Ruins; or ~ ~1edi ta;ion 2!!.. the Revolutions of Empires (Boston, 1835), 
a heavily moralistic tract supporting historicism and reason. 

9 "Once a-gain J we are Iiablé to fe'el that nothing is happening J that 
no one does anything; that properly speaking, these are not stories 
at a~,.-:-: . Suppose we'say that Hear ~s Q Lo~d is a collection not 
of 5 rt stories, but o~ fictional meditations:, reflective pieces, 
more 1ess autobiographical in natüre, on a common theme.", Day, 446. 

.. 
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" 10 
In A New ~lodel of the Uni verse, p. 203, Ouspensky describes the 

Fooi oI tnë Tarot thus: 
"Weary and lame he dragged himself al'ong a dusty road, acros's 

a lifeless plain beneàth the scorchipg rays of the sun. 
o • 

Gazin$ stupid}y sideways with fi~ed eyes, with a half-smile, 
half-grimace frolen upon his face, he crawled slong neither seeing 
nor kno\~ing whithe.r, plunged ln his own chimerical dreams, which 
moved eternally in the same circle . 

. The fool 's, cap and bells was on his head back ta front. His 
clotF'tes were tom do""n the back. A wile! lynx wlth burning eyes 
leaped at him from behind a stone and drove its teeth into his leg. 

He stumbled, nearly faB ing, but dragged himself ever further, 
carrying over his shoulder a sack full of unnecessary, useless thlngs, 
which only his madness forced ~im to carry. 

In front the road was cleft by a ravine. A deep ~Tecipice 
awalted the crazy wanderer ... and a huge crocodile with gaping 
j aws crept out of the abyss." 

In "Forest Path" the protagonist learns "to accept my~elf as a 
fool again" (284) ~d the stages ~f the Fool's journey as described 
by Ouspensky clearly~correspond to stages in Lowry's Voyage -the 
mountain han in "Forest Path" tecalls Ouspensky' 5 lynx. ' 

',<> 
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Appendix i: 
,< 

. These notes are from Annie Besant' s The AnCI cnt Wisdom 

(Th,eosophlcal 'Publishing House, 1939) pp. 5-9 and p. 66. They 

ar~ typed tram L'bwry' 5 handwri tten notes by Margene and are 
• 

,'lnc1uded ln' the manuscript of The Ordeal of Slgb,1!Drn lVildcrne,s.s. 
• 1 -

U~fortunately, there is no indication of how Lowry meant to use 

these notes. CertaIn Ideas such as the concept of the trIple 

reflectlon of God, a'form of repeated IncarnatIon, and m~t Importantly 

the constant· flow of the Tao, cOlflclde Wl th Idea.s that Lowry found 

in,Achad, Ouspensky, and others, and t~erefore recur frequently 

in his works. The wlthdrawal and return of the Tao forms the cIoslng 

Image of "The Forest Path to the Sprlflg" where Lowry uses words 

strongly remlnlscent of the Tao passage ln Besant. 

\ 

"From Annie Besant he Iearned for the flrst tlme that there were 

three maIn SpI ri tuaI ve_rl tles of reh.gion: ,. 

(I} 'One eternai Inflnite IncognlZable real' Existence. 

(2) From 'l'HAT the manlfested God, unfoldlng fro~ unIt y to 
-;;:1 

dualIty, from duality to trinity. 

(3) From the manifested TrInIt y many.splrltual Intelligences, 

guiding the Kosmlc order. 

(4) Man a reflëction of the manlfested God and therefore a 

trlnity fundamentally, hlS inner and real self being eternal, one 

with the Self of the Universe, 

(5) HIS evolutlOTI,by repeated incarnations, lnto which he i5 

drawn by deslre, and from which he is set free by knowledge and 

sacrifice,' bec0lI!ing di vine in potency as .he had ever been di vine in 

latency. 

China . ~ . was peopled in old days by the Tur,anians, the 4th 

,subdivision of the great Fourth Race, the race which Inhabited the 

lost contInent of Atlantis, and 5pread its offshoots over the world .. 

The Divine Ruler of the Golden Gate was the title held by the 

Initlate who ruled the Toltee Empire in Atlantis, and its use 
4 

, . 
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<;uggesJs that the classic of PuHty was brought thcnce to China 

when the Turaniuu,s separated off From the Toltecs. 

166 

TIte Great Tao has no hodlly form hut it produced and nourishes 

hcaven and carth. TIle Gl'eat Tlfo haIs, no pas 5 i on's but 1 t Causes the 

sun and moon ta revolve as they db. The Great Tao has'no name but 

1 t effects, the growth and maIntenance of aIl th Ings . 
• 
ThIS 15 the manlfested God a<; unIt y, but dur!it y ~upervenes, 

NOl" the Tao shO\vs ltself ln two fOTms, the Pure and the turbid 

and has the two condItIons of motIon and rest. Heaven 1S pure and 

earth IS turbld: heaven moves and the carth l~ at rest. The masculIne 

15 ~ure 'and the femlnine IS turbld: the masculIne move~ and the 

femihlne 15 stIll. The radIcal (purlty) descended, and the (turbld) 

issue flowed abro~d, and thus aIl thlngs were produced. 

TItere was somrthing undefined and comnlete, comlng lnto eXIstence 

before heaven and earth. How stIll lt was and formless standIng 

alon€ and undergolng no change, reachln"& every\'lhere and ln no danger 

(of belng exhausted). It may be regarded as the ~lother of aIl things. 

l do not know ItS narne and l g!ve lt the Jeslgnatlon of the Tao. 

_. ~laklng an effort to glve it a narne, l call lt the Great. Great lt 

'passes on - ln constant flow. PaSSln& on, becomes remote 

become remQte, ltvreturns. 

Th~ Physlcal Plane. 

EvolutIon may be summed up ln a phrase~ ~f-is latent poten-

tlalltles becomlng active powers. 

The Astral Plane. 

The vague 100se thoughts WhlCh are 50 largely produced by 

undeveloped mlnd6 gather round themselves loose clouds of e1emeutal 

essence when they arrIve ln the astral world, and drIft about 

attracted hlther and thlther to other clouds of simllar nature, ..... 
~llngin$ round the astral bodIes of persons whose magnctlSm attracts 

them - elther good or evil - and after a while dlsintegrating, to 

agaln f{"Tm part of the general atmosphere of elemental essene,e. 

~~ile they malntain a sepa!ate eX15tence they are 11ke entities, wlth 

bodies of elemental essence and thoughts as the ensoul ing li ve5 - " 
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Appendix rI 

This letter~ is he 19'in the Lowry CollectlOn at the University 

of BrItish CÙlumbi\l. It is an imp?rtaJ}t letter rivalllng in ana1ytical 

detail Lowry's famous 1.946 le~ter.on Undcr the Volcano. Dougla.s 
~ . 

Day dismisses the let'ter as inc9herent (~lalcoll11 Lowry, 436) but 

the letter makes-abSn~utely clear the trIpartbte~~tructure, the 

multl-levelled thematIc development, and the signlficance ,of Santayana , , 

'and Sutton Va"ne' s OUlward Bound, ln October Fe 17>:, l \vould lt~e; ta 

th"an}... Albert ErskIne for providing me with the closing' sentences 

of ,t:-he )etter. for \vhefl l read it at the University of British .. ' 
ColUintill,a It broke off, ta my g~eat frustration, \Hth-- "the original 

Accordln'g t0 ~largeri'e LowL'y. ,the lel:ter was w"ri tten 

ln Oeccmber of 1953. ., 
1 

" 

" 

Dear Alhert: .' 
~ 

l know. - You've caught me at a bad time tp~rite a letter like 
because 1 have to catch a boat ta an l.sland whence the post are few 
and far between. In fact a December Ferry ta Bowen Island. Of 

~ 

Octoher ferry - of ~'ve just carnpleted another 40 pages l'm 
gOlng tà try and g{\t: off by the New Year l' d say, ~ count ing 1;,hose ' 

'" 40, (whi,ch are new qnd wri tten in the last 5 days and concern an 
outbrcak of Fortean phenome"na foÙowing the Llewelyn' s fire in 
Nlagara-on-;he-Lake1 l'd say it'~ not qUIte half through: say 
400 - 450 pages'ln aIl. F~r the r~st l'm getting it rn r~adable 
form as qUIckly.as 1 can, albe~t l'm dependent .on ~fargie for- the 
final typIng. 1 do nothlng but work on i t and am suffering s light.ly 
from baH le fatigue: otherwise fine. At' the present rate ] hope to 
get YQU anot~er huqdred pages,by the extended deadlJne. l hadn't 
counted,on the extensive rev~sions in finàl -typing l've had to make 
or I~d say it could be finished by then. In the sense that there is a 
aIl b~t fInal ,draft comple~e and detalled down to ihe-final sentence 
I\~ say tao it was already flnished. But thàt reckons without' 
hltches, also "lnsplrations" such as the last week's. Where it 
lnsists on growlng 1 have to gi~e. it- its h.ead:" Aso, ,.. Ntt too f1\"'(.~ 
things s~and it\ shOtllq be finis~cl" spmetime in April, that is to say, 
si~ w~ks' "lat~':·but It mi'"ght be a 'ittle earJier or later • ../ As for () 
where the story' s gOlng there qJl excellent and sinister reason for ., 
its apparent inability ta move into the fut~re: lt turns out that bath 
characters are poten.tial suicides. Ea'ch has alsà become afraid that 
~ a fit- of-hysteria or drun~enness one may murder the other. Thus 
the ~if~culty o~ the future taking any shape at aIl, as of t~ 
present 'havin'g any meaning for the prQtagonists, is reall'y thè wkole 
plot. 'They have more trouble getting ta Gabri,ola than K' ta the castle 
t~oùgh dabriola i~ npt a castéllan symbol; it ~ finally, th~ fùture. . ~ , ' 

.. , 
; 

• 1 n . 
1 • -': -... ~ 

-,r 

1 

'. 

... 

. . 



... '.1 

1 
" 

• 

" . 

? , 

" 

. 
'" • ''flI: . . 

\ v •• 

, , 

-' 

1 ()" 

.. , \ .... 
168 

o. 
It also turns out that both characters are'hopped up to the gills: 
that is 'Eth,an only·doesn't reahze,he's got a han~ovér tU\ a little 
later becaus~ he 1 S lreen stealing. Jacqueline '5 barbl turate;s, However 
l'm only' equipped to write all,~his.: ",no~escriQe it. ,,1 believè 
it ta be bloody good and that it gats be"'" But it's nut intended' 
to faH mto 3.T1y p~rt~cuhr categgry or bey any of the normal rules 
of a novel, ,The second part Crf the---book oncerns theiT difficulty in 
finding the fêrry and takes place ln Nana mo, mostly in a,pub, where 

-Ethan gets pretty_ tight: thQre ~re powerf l, dr'amat~c .'sc,enes (though 
1 sez it) ln N"anaimo both irl the present a\d .tbe past: a 5cçne'of 
Iyrical beauty 15 balanced agalnst a Grand Guig~ol horrQr that takes 

P I~ce on "the scaffold.' (A waiter turns 04, t.o be a man Ethan' s .. -
• • ~r'\' 

saVed:) . The thir.d ... IS on board the Fer~'y l self. There is 'a long 
scene here where Ethan_is te~pteô to commIt sUIcide but the ferry, 
which has run i·nto a storm 11as to turn back, les-s for thi-s r~a50n than 

, becau~e one of the passeng~~.has a haemmorr. ge. Back in Nnnaimo, at 
a crisls of double despau;-wlu'le the sick ,,, man is bejng -tra.nsferr~ -
tOL_,tha"'d.ock, the malnland"evening papers, wh~ t have just come~ 
are tossed aboar,d and they read that the inha itants of Eridanus 
have a reprieve-and may go on l~ying there, his. is correlative ta 
a declsion~ Ethan (who you learn'lhas -b~come cf. complete m,~anthrope" 
by this tlme and though managin~ to keep himself.~n balance with 
barbiturates 1S dan&erdusly close ta a serlOUS 'breakdown) to go 
pubhcly tp the_ defense o~ a 15 year .ofçl' .boy sentenced ta hang 
and ende_àvour to procure il reprieye fat h-Un', He has not been able 
to bring lilmself ta do thlS form'erly b'ecàuse he has fecrred that the 
publiclty would draw attentIon to the fact ~e llved ln Eridanus and hence , . 
that of tne~newspapers-'once more ta the uneasy lot of the squatters 
on the beach, and preJudice even further the public against the'm, 
The storm has now drQPped and the ferry once more proceeds to 
Gabrlàla but the whole book, and with it the ferry, - something lik~ 
those ShlpS you see rlsing with th~ filling locks in She Panama 
Canal - flOW rlses to an,other plane: whereas before the ferry was 
a~har6n's boat proceedlng to a kind of hell, ~,it is anoth~r 
sort of ferry proceeding,' as i t were, toward the· ~lount of 'Purgatory 
(Mount Baker). W1th this tao. Gab~la loses 1ts ambivalence on 
the lower plane: asiumes it on a hi~er. Centrally~and reàj~tically 
i t bE.;comes now the accepted future, t-!eantime - jf you 1 ve fô'riowed 
that - you can see that. effect df the" glorious news of tridanus' 
~ repr!eve upon Ethan must be anythipg but what the reader has 
been led to expect '. He is, in fa ct , knocked out li terally, Ta save 
them bath he' fias already -nad to "renounce" Eridanus (on the psychological 
plane an infantile fixatlon, 50 far aS it is_~that l mean.)· 'Now he -

.. ,.>'CJ ' 
has to come to' ter,ms with ~imself and accept the fact that he has , 

, becpme tao mentally ill t9 liveothere, even should they return. 
It is ne and no ont; else that-·.produces the ~o-calle& cpincidences 
and disasters th~t hàppen to them: himself. as it were, the paranoiac 
blac~ maglci"an. 0' th_e.ir own lives. He .has to face the fàct atso thatt 

, he actual,ly i s - or has been-next" door to a mùrderer and'· a criminlll . 
himself ln the case of Cordwainer: .though it's time he stopped 
punishing himseùf·- Qe's had 20 years of pe~al-~itude already -
and others for-it, including Cordwain~r himi~f, who, ~ppears -in a. 
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dream to him "on the ferry boat (Scrubby the bannan in Outward Bound 
'1 - you might expect to find him ,on a' ferry:boat) to inform him that 

in so faT as Ethan had murdered him, he had saved him from the lot 
of a s~lcide in the next world, where he would ~e quite content. if 
Ethan's continued self-punishment did not keep drawtng him down to 
thlS world: if Ethan should kill himself he would thus,be turning 
Cord\.;ainer·"s spirit into Ethan' s murderer," Ethan as a consequence 
ha's to renounce 'not only Eridanus but hi5 de5truct· e' life and ways: 
arnong other things he has t'o stop drinking and l ope that the poor c' 

bugger reach!es thi,s deci sd.on wi th the maximum of umour. The end is 
thus a kind of Volcano in reverse and the final th e Fausti~n, 
with everything from,flights of angels, halls of fir and Madonnas, 
to the intervention of ~race "and\fHimmelphart. The fer~ reaches 
Gapriola at dusk, where those meeting the boat are swinging lanterns 
along the wharf: but you have th~~eeling that Ethan is now being 
reèeived by mankind, that arms are stretched out to help'him, help 
he now has to'and is prepared to accept, as he is prepared to give 
help to man, whom he had formerly grown to hate so much: thus the 
characters j'ourney toward their own recovery. Something like that. 
l haven't 'toid rCvèry weIl. l'm,sor"ry l'm late with it. The book 
loses something by not being with its fellows: Forest-Path to tne 
Spring,Ghostkeeper and Present Estate of Pompeii. Also the idea of 
Hear Us is closer than ever to my heart now l see .... t~uch wood -
l can finish this which l have several, times thought was going to 
polish me off. 

l have sent an S.O.S, to my bank in England who now owe me 
a hell of a lot o! money l've made repeated applications for in vain 
- l'Il inform you of the results, -with the hope of being able to 
buy sorne time or otherwise somehow help·to amort~ my obligation 
ta you which l am carT);'ing out as falth:6ully as possible, tllough l 
don't see why l should.assume you or others will be satisfied with 
i ts progress even thouglf l love Ga'briola. Should you haVe to cut 
me off 11'11 find sorne way of carrying on. About all l can say is 
that if Gabriola can't be aIl in on the already extended dot -
should l abandon tempor&rily the project of the other s~ories in Hear, 
Us - and ~hould you choose ta consider Gabriola as a sepa~ate novel 
(which of course i t is too)" that being deli ve'Efd, l oughtn' t to 
have much difficult, in having the revised Lunàr Caustic, say, 
in by the next deadline. 

God bless and happy Chri s tmas from us both - " 

\ t> [Signed Malcol~ 
P.S, Partisan Review just took The Bravest Boat! 
P-. P .. S. { haven' t said anything of the psycg'ological level on 
October Ferry takes place but l now thtnk l should"gince on rereading 
this le!ter l perceive that d~scribed in th~s manner, sorne doubt 
might be case\ upon the author's sanity, let alone that of thé chief, 
protagonist., Moreover on this plane the whole thing can be read 
slightly differently and in a sensé more hopeful~, as a kind 9f' 
abreaction of his past: J; like the word cathexis, too. In sorne ~ 
psycho-genetic sense al~o - if that's the word? - the news of their 
own reprieve (on this plane) would seem to precipitate Ethan's recovery, 
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in the w~y that shell-shocked soldiers may recovér at the news of 
the armistice. (Actually this is the scene - following that news 
- of the perilous chapel; a sc~ intended to be, and which i5, 1 
hope, horrifying, in which Ethan is actuéflly inv<?lved in a g'rapp-le 
with death:) For the rest, though 1 haven't peen slap'throl,lgh my 
3 philosophical poets lately"you better consult that work by 
Santayana. In brief: -the future, once accepted in ~his case 
imposes its own teleology; thus - though 1 have the data on 'the 

'subj ect 1 don' t a la Simenon bother "to analyse in ei the');' case, what 
one could conceive to be the original kobbold in the closet: Bath 
protagonist5 Ile to, themselves, perhaps they will ·have'to continue 
to'do 50. Our expression is the aneient psychiatrie one that it 
i5 nobler to do sa than to'make a suicide pact, and the meaning 
widens on the reader's soul as he realises what 1 mcan by eviction. ' 
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