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‘; THE VOYAGE THAT NEVER ENDS \
\\\ Co ?imé'and Space in the Fiction, of Malcolm Lowry - - ’
\~\\ j‘ﬂ: ' ! . ’ ] ) '
S " Abstract - o ‘
This:study of Malcolm Lowry's fiction explores his art in terms °
* = of his phdlosophiCal.and'dpstﬁetic beliefs. 'Tﬁojéﬁief premise of |
' the the;is is that Lowry's individua} works are best understood \
as flembers pf hlS unfinished masterwork The Voyage That Never Ends,
) Lowry's letters& readlng, and manuscripts are examined in order to JC”
N ciﬁrlfy the attitudes toward time and space which led to his. concept
‘j),~af the never-ending voyage.. Deta11ed analysis of the fiction

follows. Lowry believad that time must flow if life and art are
to continue, and each of, the novels expresses 2 protagonlst'
repeated efforts to ovorcome the stasis of dlstorted pérception,
_Through narrative technique, image, symbol, and style, Ldwry creates
a narrative structure that embodies his concept of man's never-

o ending struggle to free himself from the past in order to live in

the present and create the future, 0 ’
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: . o ~ - THE VOYAGE THAT NEVER ENDS ¢ ..

% ‘ , Time and Space in the Fiction of Malcdlm Lowry °

' {
. Ré&sumé
o \ o " Cette &tude de la fiction chez Malcolm Lowry‘%ralte sur son
art de la perspective de ses croyances philosophiques et esthethues
Lé point saillant de cette thése est que chacun des ecrlts de Lowry

. ’ ‘peut gtre mieux comprls s'il. est consideré comme une partxe de son

oeuvge globale inachevée, The Voyage That Never Ends. La correspondence

{ ‘ ~ &ewLowry; ses lectures et ses manuscrits ont été analysés dans 1le

. but de comprendre plus clairement sés idées concernant le temps .et :
- 1'espace qui 1'ont mené a sa bonception du vo?ége»sans fin. Une
. analyse detalllee de la fiction est ensulte entreprlse ”wary\i

croyait que le temps devait passer pour que la vie-et 1'art puissent

%
4 se perpétuer, et chacun de ses romans décrit les efforts @oustenus
- d'un protagoniste cherchant a surmonter 1'immobilité d'ufe percept1on
- ' deformée. Par la technique narrative, par les images, les, symboles
‘et le style, Lowry crée une structure ‘narrative qui incorpore ses
] idées sur la lutte 1ncessante de 1'homme qui cherche 3 se lib&rex
' du passé afin de vivre dans le present gt de créer 1l'avenir, h .
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THE FLOWERING PAS ' .

There is no poetry when you.ljve 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 fronts, and shops once left behind . . "

< And mourned, are,mourned no more. Strangely unklnd
Seem all new landmarks of the now and here. Lo ey

‘ But move you toward New'Zealand or the Pole, 77—
Those stones will blossom and the noises sing, .
And trams will wheedle to the sleeping child
That never rests, whose ship will ‘always roll,
That never can come home, but yet must bring
Strange trophies back to Illium, and wild?f ‘

Malcolm Lowry

". . . the attempt has been made to relate these typical dreams,
or vicarious adventures, mot dlscretely, but in flux."

Conrad Aiken

o

/

represent to himself in form, outside of himself; and that which he
is not able thus to represent he feels as time, eternally moving,
impermanent , . . ."

", . . every being feels as space thati%hich . . . he is able to

P. D. Ouspensky

-

". . . serialism in Time is almost bound to signify serlallsm in
other matters . ., . .we shall’ find that it involves a serial obsever."

. J.W. Dunne '

<
o

LY

"Set ye out upon that 'Never- endlng\gourney, each step of whlch is
an unutterable reward' . . . ." , , ! ’

- Fratgr Achad
. N ]

'
'

\ -
", . ., to.exist is to change, to change is to mature, to mature is
to go on creating oneself endless y."

: ' X Henri Bergson
. °

"The time has come for the seed sown by qeraclltus to bring forth
its mighty h@rvest "

Ortega y Gasset
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: N SRL ‘
- A study of time and space in literature rests upon the assumption
12

that in some sense temporal \and spatial dimensions pertain to poetry

and fiction. Certainly the number of studies during the last thirty

ﬁ years, espec1ally on time but\more recently on space, by such critics

as Joseph Frank, A A. Mendilow, Leonard Meyer, Hans Meyerhoff,
Cary Nelson, Georges Poulet, and Sharon Spencer, reinfo§ce the o
belief thatxa novelist orqa poek through his manipulation of

language and technlque, is able to create the 111u51on of time and
space %n hlS art. In hlS Laocoon, Lessing’ categorlzed literature

as a temporal art whlchwreqﬁlres.a unilinear passage of time to be

appréhended. The plastic arts, on the other hand, were described &

as space arts because they are ideally capable of being perceived @
instantaneously. From Lessing on, discussion of time and space in

art has beem a discussion of the perception of temporal and spatial

dimensions in the art object or a study of the interaction of perception’

and the art medium.

'Time' in fiction usually means continuity, irreversibilkty, and ,
sequence inherent in the syntactical structure of language arid embodied
in the story element of a work. Mendilow, one of the first critics of"
time in the novel,dhas pointed out that there are several time levels

in fiction: there is the time required to write and to read the work; -

'thgre is ,the fictional time in which the story is set;sfinally there is

the narrator's time, usually a present viewpoint looking back upon
the past of the story. The past, piesent and future of the characters
exist w1than the fictional time,while the subtle relatlonshlp of

f1ct10nal timé to narrator's tlme or the reader's time creates many

“1nterest1ng temporal relatlons. It is well recognized that a writer has

always been able to,slow down or speedvup his narrative in order to

manipulate th% reader's expectations of temporal flow; Sterne was the

123

first novellst to explode narrative sequence. Finally, what we call

& .
'time' in literature is experiential and-subjective as opposed to the °
P 5 PP t
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objective time that is measured Jn science;. in the words of Thomas

Py

Mann, "time is the medium of narratlon, as it is the medium of life."

1 Critics, however, are no longer willing to describe literature
.as a salely temporal art; this even applies to the novel which is
traditionally considered the most temporal of literary Yorms. The

writing of Proust, Eliot, Pound, Joyce and others necessitated a -

critical revaluation of Lessihg's categories. One of tHe first modern

attempts to restate the time-space problem and still one of the best,
is Joseph Frank's "Spatial Form in Modern, L1terature " U51ng Lessing

as his starting point, Frank argues that modern' wrlters "ideally

intend the reader to apprehend their work spag}ally, in a moment of

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

exposition and character description to symbols, images, key words

and phrases, dre presented disjointedly in juxtaposed fragmenté 1nstead

of consecutively, so that their ultimate significance does not depend

upon a temporal Bequence' therefare, such works must be read

)

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

Literature as Verbal Space, has argued that poetry and fiction comprise

a world or space which we inhabit ‘when we read or conversely that

7
"to read is to fold the world into,the body“s house.™ Nelson,

L4

applying a structuralist methodology (and assumptions) to the intensely

‘immediate experience of reading, believes’that space is '"inherent to
‘11terary form" as well as-a mode of perceptlon. ¢ '
' The "world™ of a, novel "this pattern or structure or organlsm,

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

Wellek and Warren point out in Theory of Literature, a "space term."
The novel, then, is a structure which the reader is imaginatively

able to inhabit. Simultaneously, the novel is a time art; it isca |

narrative form of fiction and tells a story in temporal sequence. Modes

" of time. and space are as inextricably involved in the perceptign of a

bovel ds 1n life,
The 51gn1flcance of time and space in narrative fiction is a

function of structure. Throughout the present study, the term

structure is used to refer to the aesthetically directed formal elements

of fiction which dre constitutive of narrative art. By narrative

,is meant a literary work that contains a story-teller and a story; the

*
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formal elements, plot, technique, sf;BBij d image, and style,
are the means by which the writer creates the narrative structure. A
> Only in the manipulation of these formal elemeifts is the novelist able
"to create a structure that can suggest temporal and spatial dimensions.
‘Ifi fact, in the case of much modern, fiction, writers appear to be
~ especially interested in exploitiné the tensions arising from the
temporally and Spatialiy directed elements of structure.
q\\ Malcolm Lowry was fascinated by questions of time and space and
his'work is extremely:Well suited to close textual qnal&sis. In this
study of Lowry, two problems are discussed: first, the structure of
each of his books is examined in order to explore Lowfy‘s handling of
tiﬁe and space; second, and most important for an appreciation of
Lowry, the reasons for his partichlar ﬁandling of time and space
are clarified. Too often modern critics (Meyer and Spencer, for
+ example) assume that,because contemporary writers exploit spatial
dimensions in literature as opposed to the traditional tempofal
diménsion, they aré for various reasons antipathetic to time and seeking
to overcome, through '"spatial form" or stasis, temporal flow and the
phenomenon of change; this is certainly not the case with 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 like visionary, Dionysiac, or possessed, also~qome to mind)
and he was a highly intellectual, philosophically oriented writer
in that ﬁe strove to embody in his fiction a complex and passionately
lived metaphysici—By exam1n1ng his ideas on aesthetics and metaphvs1cs
and carefully explorlng the structure of each of his books, one may
acquire & better understandlng of Lowry's unique genius as well
as of his position in modern literature. o "

Chapter I of this study comprises both introduction to and '
summary of Lowry's work. Without some prior knowledge of Lowry's
concept of the never- endlng voyage, it is not easy to aﬁprec1ate the

“novels and stories. Chapter IT is deyoted to a study of Lowry's
philosophy and aesthetics. Chapters III to VII are detailed textual
énalysés of Lowry's prose work that explore the function and~siggifigance

3

of time and space in the’ structure of his art. "h. 4

\

.One of the essential aims of this study, grOW1ng as it does out of
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,dwelllng place were publlshed posthumously with differing degrees

"of editing. Consultation of the manuscripts facilitates ultimate

npartlgular value = Wil

B o / . . 2
/ .
N . ° .
4 / : 4 ! -

my great‘admiratién for bhowry, is io°bring as much material as%

possiﬁie to bear upon a comprehensive analysis of his work. The .

o

material discussed is not limited to the publlshéd novels and
letteérs but where helpful, information from the manuscripts, notebooks%, \
unpubllshed }etters{ and Lowry's 1951 statement about his Work in

Progress yaq/also been included, Lowry's manuscripts are of particularl
vqiue to’the critic of his work, not only because so much manuscript. *

material ex1sts but because three of his books, Dark as the Grave,

October Ferry to, Gabriola, and Hear us 0 Lord from heaven thy

evaluation and, at times, understandlng of the text.

This study of Malcolm Lowry owes much to previous work on”
the man and his art; the long blbllography of critical studies ;
reflects the extént o? this debt, Two books, however, Kave been of

1

[iam New's short but thorough and sensitive

Malcolm Lowry and Douglas Day's recent biography. T wish to expres
my appfeci§tion to Jay Martin for his help with Aiken, and to Alber
Erskine and Margerie/Lodry for their help with details concerning-

Lowry's work,, Anne Yandle, Head of the Special Collections Libra y

and Louis Dudek I anm also indebted to Alek Lucas, Peter

lln’ » L

/
Max Dor51nv111e and David W1111ams. Abové all, I W1sh to/ thank

Lowry papers in Vancouver.
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’ THE VOYAGE THAT NEVER ENDS - . - cel

v,“ . ” . . Y

/ “ -
h + . The Voyage That.Never Ends was Lowry's title foﬁ?an inter-
o _/ connected group of nowels of which qﬁly a few were in any sense e e

. ) / ' completed. - This hpge and fascinating yroject.evobved slowly in TN '

PYY

“ his mind. Sometlme durlng 1940, Lowry conceived of 3 Dantean trilogy

) T to, follow on from Under 'the Volcapo and in 1946‘he descrlbed his ey
» e . &
| ) plan to. Ze publisher Jonathan Cape o .

7(1 . oo [ﬁ] conceived the idea of a trilogy entitled°The Voyage That Never X N
- Ends £ r/your firm {nothing less than a trilogy‘would,do) with the ¢

e . /Volcan as the first, infernal part, a much amplified Lunar Caustic ° .

“

| working on called In Ballast to the White Sea...as the paradisal o

y / third part, the whole to concern the battering ihe human spirit® - e
; takeF...1n its ascent toyards its true purpose. .. %
‘ In/Ballast to the White Sea, totally d stroyed by f1re in 1944, " ’

263). Lowry"s plans for the novel were f2501nat1ng and its destruction"’ .

15 a sad loss. o ’ ® . %
Although lE_Ballast to the White Sea was destroyed Lowry § - ';'%

plans for a major opus grew. ' Very. likely the Dantean parallel R

although alwayﬁﬁloose became too/ restrictive for Lowry; certalnly
/ Dante's hierarc ical, Platonlc structure was uricongenial. It yas_
) charaCter1st1c £ Lowry's creatlve methods and phllosophlcal bel«efs

’

that his plan would expand in the effort to include everyfhlng
By the fall of |1951 he had reconstituted his llterary contlnuum
and he wrote t his agent Harold Matson that it would 1nc1ude,

five, perhaps ix interrelated novels, of wh1ch the Volcano would -°?

be one, though not the best one by any means, the novel you suggested . -

I should write some years back, a sort of Under Under the Volcano, - o
should, be ten times more terrlble (tentatively it's called Dark as .

the Grave§Where1n mz Friend Is Laid) and the lagg one La Mordida that ° 4
throws the whole thing into Teverse and issues in triumph, (The Consul

is brought to {ife again, that is the real Consul; Under the Volcano v
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1tse1f functions as a sort of -battery in the middle but only as - :

a work of the imaginatios by the protagonist.)’ Better stiiFi= |
some years back I-was not equipped to tackle a task of th1§"nature.

now, it seems to me, I've gone through the necessary splrytuai ordeals
that-have permitted me to see the truth of what I'm getting at and -
to see the wﬁoie bu51nes§ ciearly. ‘e

(Selected Letters, 267) "

B!
3

Lowry sent a deta;led fifty-
project entltled Work in Progress to

tson on-November 22, 1951,
"*Matson then sent Work in Progress to Robert Giroux of Harcourt Brace

who wrote back to say that "THE VOYAGE THAT NEVER ENDS, promlseS"*

whab\mlght bé the most important literary project of the déogde" .

(Selected Letters, 445). The.new plan fot his newvels was as ‘follows: .

THE VOYAGE THAT NEVER ENDS = .- L “
° . : ‘; o ) . ! ) !
", . The Ordeal of Sigbjgrn Wilderness, I A <,
. ' Jiptitled Sea Novel _ o , . -
' hunar Caustic 3 .

Under the Volcano:

I PR |
' L M

The Centre ¢ ‘
~ Dark as the Grave Wherein My Friend Is Laid e
. " Eridanus ) T, e
.. La Mordida ! ' )

The Ordeal of S;gb)ﬁ%n Wilderness, i i

The Urtitled Sea Novel is, of cour§e,,U1tramar1ne which Lowry. felt

needed con51derab1e re-writing. Lunar Capstic, instead of: functlonlng

as a purgatorlo" as in the earlier trilogy plan, now falls before

Under the Volcano which- ‘holds a focal p051tlon mid-way in the ozage.
"Lowry’thought of Dark as the Grave, Erldanus

and La“Mordzda as a’
«"trilogy" w1th1n "the Voyage: and he worked on them concurrently

Accordlng to Work in Progress, ErLdanus was to consist of’the stories

in Hear us O Lord the poems in his unfinished collectlon Tho
nghthouse Invites the Storm, and a play.

October Rerry to Gabrlola,“
orlglnally intended as a story for Hear us O Lord, grew into a full-

“scale rovel aosorblng most of the material for Er1danus. .0
: Desplte this 1mpress1ve outline,

Lowry died’ 1n 1957 w&th very
little of The Voyage “That Never Ends in 1ts final fo

E;,/Anark as the
Grave, October Ferry, -and Hear us O Lord, were all p 1ished°posthﬁmously

and, with the excepfmon‘of*ﬂear~us‘O_Lord 1nvolvedgmaJor ed1t1ng

La Mordi'da Erldanus, and The Ordeal of Slgblﬂrn W11derness, parts |

and I, compr1se hundreds of pages of manuscrlpt and typescr1pt housed

a ‘8

. .2 ‘o N ' e
P

"

:b“ g

e statement, of  this ambitious el

FTS
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in the Lowey. Collectxon at the Unlver51ty of Brltlsh Columbla.
The OrdeaI\of Slgb3¢rn Wllderness, judging by the Vozgg pIan the most

“crucial of these manuscrlpts, is a’ sprawling . collecﬁloﬁ of prose
‘passages. 1n¢erspersed w1th notes from A¥thur Eovegoy s The Great
Chain of Being and Annie Besant's The Ancient Wisdom. Briefly, the

B Prpﬁagonist'called Martin, lying in hospital, overhears a conversation

. about himself and experiences a vision in which a friend who committed

suicide during his universitj;days returns to converse with him.
Little 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 naturally arises as to how and why the Voyage can be

, used as'the base for a discussion of Lowry's$ work. In the first

.
[

place, enough of the¢ Moyage exists to make Lowry's 1ntent10ns clear;
the fact that some of the novels are '"corrupt texts" (unflnlshed by
the’ author),‘may lessen the power of, individual novels, but does not

‘i -reduce the sigpificance of the Voyage continuum. In the gecond place,

»

(2%

as well as being the informing idea and the title'ofuthe-bollectionb

the concept of the never-ending voyage is integral to thf individual

texts; each novel and story can only be fully apprecia in terms of

"the voyage that never ends."
y - \

wo-fold;

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

The significance of "the voyage that nevegzggds" is

voyage is a quest without a final goal except tﬁé knowledge that the
voyaging must continue. Through this congept of the voyage Lowry
attempts ‘to give artistic shape to his vision of reallty; the voyage is
not purposeless wandering, but a multi-levelled movement through ffime °
and space in search of w1sdom, balance, and 'life'. This movemént
provides the plot in each of the novels. Underlying the social,
psychological, and religious 1evels of his writing are the metaphysical
and epistemological quests, the journey in search of reality and the
search for methods of knowing thé; reality. 1In a profound sense that
will become clear in examining the texts,rthe constagt journeying is
the ep15temolog1ca1 answer te metaphysical and aesthetic questlons.
Lowry's acceptance of a dynamic relationship between h1s.11fé and
_art, far from belng mere solipsism,” springs fqpm his belief that one
can create one's life.and- self continually in art. The voyag?, then,

5 ) ST 3
‘e af

S
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fs also a search for identity, not a pre-existent identit} like ;
Proust's which can be found in the past, but an identity that must

be created in' the present and in the future if it is to exist at -
all, In this process of self-creation, the writer or man (follow1ng
Ortega y Gasset Lowry felt that man was a type of nove11st) contlnually }
creates new masks or aspects of personality which, only when taken

as a whole, comprise a balanced person. The many Lowryean protagonigfs,
although they do capture a certain sense of spatial mu1t1p11c1ty by . )
representlng various points of v1ew,are all similar. His emphasis

is not so much upon wide point of view as on the fact of continual _

creat{lon; each new protagor}lst represents, as it were, a discharge

of creative energy, an activity that pust be maintained if life forces

are not to atrophy.

This need ‘for constant creative activity is manifest in the "never

e

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

Sense could the voyage end; the only 'ends' in Lowry's work are

_dead- ends, abysses, hells of despalr, hatred, and distorted perception,

Within the Lowry world there is no place for fixed, final goals either
in individual lives or in the cosmos, 'Life is repeated eff'oprt,g
constant motion, w1thdwawa1 and return, a Journey ever "beglnnlng
again" and always "outward bound." Each novel marks a "punct .
indifferens'* in the voyage. In each of the books the protagonlst

repeats the journey through time and space and, at best, reaﬂhes a . Yy

temporary point of rest and happiness before beginning again, George ° ) ‘

‘Santayana, whose Three Philosophical Poets he knew,well (see Chapter VI,

page {4oand App;ndix 11, pagetwo), speaks for Lowry as much as for

Goethe when he writes that '"to be unfinished is essential to the romantic
. 3 - & :

llfec" h

A consideration of Lbwry's Voyage, either the literary continuum

1 -0

*The original title for Lowry's early story "Seductio Ad Absurdum"

was the punning Latin-Norwegian phrase "Punctum Indifferens Skibet

Gaar Videre'" (Pointless Point The Ship Sails On). The point is

pointless because individual existence and reallty are never still . -
but always moving on into the future; temporal flow cannot be

broken down into static points of past, present, and future.
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or the concept, leads directly to questions of time and space. Just

as Lowry cannot be'fully appreciated without prior knowledge of his -

_voyage theories, thase theories cannot be understood without an

awareness of Lowry'élrevérence for time and fear of spdce. Over and .

over again, in published works, manuscriptg; and notes, Lowry equates

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

Spa%e, isolated from time, he\&epggtedly vieys neg;tively as timelessness
. or stasis; stasis becomes hell or death, a condition of spatial

Enclosqéf,bsﬁffocation, and entrapment. The thrust of Lowry's art is

to everdome space as stasis and to live within the flow of time.,

His writing, ;rom the early stories until his .death, expresses his

need forhtime,énd his terror of space which, when perceived as cut

off from temporal flow, threatens to enclose and destroy. If the voyage

e e
PRI

- were to end, it would necessitate «=in terms of Lowry's polarities =
the end of time and the victory of space. )
The striking feature of this attitude towards time and space is
its difference from the main body of Western religious and philosophical
belief, ; :

ﬁspace-ist"; Cronos, the devourer, the God of death and mutability is

Traditionally, Western man has been ‘what might be called

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. Alternatively: and to
a much lesser degree, Western man in the Heraclitean tradition has
sought to'embrace flux, The chief modern exponeﬁt of time and the
temporal flux of becoming is Bergson; from his point of view, space,
9ften‘iﬂé§fifieg with reductive reason, is ééécribed as death or

o stasis. Inferestinély enouéh, Richard Ellmann and Charles Feidelson

observe in The Modern Tradition that the traditional Western spatial

bias favouring timeless éssemces has shifted:

The traditional assumption that permanence is better than change,
Being superior to Becoming, eternity more real than time, is 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 '"€lan vital." In the Voyage as a whole and in the

individual novels,. Lowry was attempting to capture nothing less than

a



reality itsélf; his art represents the effort to incarmite, without

. destroying, the eternal flow of time and to reveal the beauty and

* magic power of this flow by juxtaposing time with space flow with
stasis. Lowry's art arises from the dynamic tension between time and
space ‘dramatized in the endless voyage of withdrawal and return:

Voyage, the homeward-outward-bound voyage; everybody was on

such a voyage{;..] even the light, 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 voyage, to the Junctlon of the two infinitieg, whe;e it would
~ set out on its way again, had already set out, toward the 1nfin1tely
small, itself already expanding before yoy had thought of it, to
replenish the 11m1t1ess light of chaos -~ ° |

It is p0551ble to argue that, by setting up a circular structure

. —————1ike thé continuum of his Vozage in which the individual novels
repeat over and over the fundamental process of withdrawal and return,
Lowry defeated his most cherished purpose. Cycles of recurrence can
be viewed as expressions of timeless laws or as manifestations, for
example in the myth of eternal return, of the desire to escape

the burderi”of linear, historical progress.6 From this point of

view, then, Lowry would appear to be working at cross purposes in’

- his attemﬁt to shape Bergsonian flow around a principle resembling
eternal return, That there is an element of tragic inconsistency,
indeed impossibility, in the philosophical ramifications of Lowry's

_ masterplan is certainly true, but it is characteristic of his thought -
a 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. Apparently, he was not particularly
disconcerted by ¢he implicit timeless law of his 'system'; as is -
implied in "The Forest Path to the Sprlng," he drew comfort from the
unchanging law of change, “of nature's 1ntolerance of inertia."
Basically he despised systems, religious or otherwise, and he
N empha51zed the constant motion, the all-inclusiveness, the fleXIblllty
‘ and the creatlve power of his voyage concept. ‘
Lowry's belief in the unity of opposites can be traced at all
" levels of his thought. For eiample, the circle, because of its
ambiguity and comprehensivﬁéss, is the single. most important symbol

.’ ) in Lowry's work~more important even than the sea which is a pervasive

4
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Lowryean symbol of life and motion. vhe used the ci;cle deliberately,

‘ ‘ as temporal cycle, as circular structdré, as globe, wheel, or ’
enclosure, delighting in the rich ambivalence of its symbolism.

Lowryean circles can symbolize destructive, stafig, 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.

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

! the circle 15 the most recurrent of forms in all. beliefs and "a
‘e
~structural principle for all types of consciousness."7 Speaking of ‘

S

Rilke, who in this sense is similar to.Lawry, Poulet writes:

- . Space is therefore a sheet of still water, on which, in circles,
is written the undulatory and eccentric progress of all things.
All irradiates from it, all grows from it., It is the hollow which
will overflow, the nothingness which will be filled, the absencg .
which will become presence . . . . it is the field of becoming.

-

v

Despite his horror of stasis-space disjunct, isolated from.time an
therefore motionless - Lowry does not attempt to negate space altoge Per
or to deny the physical reality of space. As with time, or life in \
geﬁeral, Lowry's attitude towards space depends upon perception.
His positive circle symbol is more accurately that of the thyrsus,
a '"symbol of the centre and the circle both moving”g; in the thrysus,
space and temporal flow may“be-perceived in symbiosis. It is ghiefly
o in terms of the circle as Voyage cyclé with a protagonist's sphere
of consciousness at the centre that Lowry fills space with time .
creating in time what Poulet calls a "field of becoming'"; in The \ \

Voyagé That Never Ends, he sought to capture the eternal Tao-like

flow of reality and to continuously create himself. Lo
Two features of Lowry's writing- his obsession with form or
\

P structure which he constantly speaks of in spatial terms, and his | \
“ ’ compression of tlme-—ame of particular 1nterest In exploring these o i
two aspects of hlS art one is able to touch the springs of his creative
process and to reveal the relationship between Lowry's philosophy of
time and space and his use‘of temporal and spatial dimensions in his

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

. ' cathedral while literature in general, as Wilderness says in Dark ;a_g_
Y the Grave, is like a house with‘braces,'beams, and two-by-fours,

re
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His manuscripts corroborate the view that he thought of his prose in
terms of blocks to be weighed and balanced one against the other,

Spatial concerns are both evoked by Lowry's terﬁinology and
inherent in his creative method. Why, given his belief in tempofgl flow,
did he have this need to think in terms of space? Perhéps this spatial
terminology arises from basic spatial modes of human perception.
Perhaps his concern with space in works of art that were intended
to embody ceaseless motion is an indication of the tormenting
impossibility of his task. In a-sense, Lowry was destroyed by his
desire to include everything in his works, tq account for everything,

to keep everything moving and. alive; even Under the Volcano was, to

Lowry, unfinished! It is, of course, as impoésible to create perfect
time in art as it is to create timeless perfeétion. On the one hand,
due. to his fear of reductive, fixed systems, Lowry was drawn to a
philosophy of change, while on the other hand, he was unable - as
who could?-to cope wiﬁ% universal motion: '"human kind/ Cannot bear
very much reality.”10 . '

It is easier to account for Lowry's specific uses of “spatial
form" in the individual novels. . Invariably, he spatializes the

temporal flow »f his narrative in order to créate the stasis resulting

from a protagoﬁist's distorted perception. Most frequently, spatialization

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

plagued by guilt, fear, and hatred, to become stuck in the past.s

* Spatial form in Lowry's hands creates a narrative stasis that suggests

tﬁeiclagstrophobia of a mind unable to transcend the past. Images of
Ixion or the Karmic wheel, representing infernal cirgles cut off ’
from the flow of time into the present and future, reinforce the
static qualities of Lowry's spatial form, )

The comﬂression of time is the second obvious feature in Lowry's
fiction. In each of the novels, as wefl as the stories, fictional

time generally spans only a few hburs, at most a few days. Within

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

visions, or simply in the limbo-like state induced by travel on the
ubiquitous buses, boats, trains, and planes which fill Lowry's works,
At first glance it seems odd that Lowry, concerned to capture temporal

floq, would condense time instead of following the chronicle methods of .

N




© motion deéending upon the ability of the protagonist to change.

Galsworthy or Mann, each of whom captures the passing of time,

The reason for time cdmpression is two-fold and, in keéping
with the Lowryean union of oppos1tes positive and negative. In
the negative sense, time compre551on funétions as the perfect
analogue for the mind stuck in the pgst‘~’%he mind jammed 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 trapped
in the past was. a too personally real, a too constant. and horrible
dilemma. Becoming paralysed in the past (for Lowry, the past has
a degree of reality distinct from present memorles) is hell because
temporal flow into present and future is annihilated. For example,

o o

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

narrative occurs in the fictional past; Geoffrey is already dead

and can never escape the past. October Ferry, by way of contrast,
portrays a sharp break between time past and time present leading
into the future. Throuéh the concentration of time into a few houts,
the twalve hours of Volcano or the approximately four hours of
remembering in Qctober Ferry, Lowry is able to convey the hellish

sensation of timelessness; all time is co-existent in this past
world of the protagonist's mind.

More positively, this compression of time which gathers up the
past into a few‘hburs, presents the protagonist with the crucial
opportunity to order and understand his experience. The re-living
of the past offers hellish stasis, but also an opportunity for renewed
Before Fime can flow into the future, the past must be acknowledged,
understood, and incorporated constructively into the present,

Nowhere has Lowry more dramatically portrayed the struggle of
imaginative perception to resolve the conflict between space and time,
stasis_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 mourned, are mourned no more. Strangely unkind
Seem all new landmarks of the now and here.




H

But move you toward New Zealand or the Pole, .
’ Those stones will blossom and the noises sing, v
And trams will wheedle to the sleeping child ¥
That never rests, Whose 'ship will always roll, T
t That never can come home, but yet must br}i\g
) Strange, trophies back to Ilium, and wild!

t

This is the theme of October Ferry; you must move on and as soon as

you move the‘ streets and trams of the past can no longer '"bind/ You to
v 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—-altiwugh the ship may return to its point of
departure, it can neve\:r come "h\ome" t6 stay. ‘

It is necessary to turn from Lowry's art to a more general
‘view of his place in modern literature, Only through cOsmparison_~"
with other writers is it possible to assess his achievement. What was
Lowry writing and who is he 1like? Where does he belong in‘Western
narrativeé ‘traditions and how does he differ from or resemble other
writers of his generation? Lowry spoke of himself as writing novels,

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

o 68) . Clearly, he was using tHe term novel loosely, but critics have
taken his word at face value and applied Procrustean standards,
consequently underestmatlng or misunderstanding hlS work 12 Lowry's
"movels" will always be found wanting 1fJudge? by theorles of realism
or naturalism—themes of dipsomania and séa voyages notwithstanding,
More sophisticated critical and descriptive tools are needed. Lowry's
- ' writing can be described in temms of Northrop Frye's four continuous
2 forgxs of fiction or the generic ‘theory of narrative outlined by
Robert Scholes and Robert I»(ellogg.13 Although it is coﬁsiderably
beyond the scope of this study to examine critical theories, anci methods,
'it is useful— and apparently necessary when one considers mis-readings’
of Lowry's "novels" —to briefly examine Lowry's art in more general terms,
Both Frye and Scholes and Kellogg prov1de valuable frameworks.
Accordlng to Frye, works of prose f1ct1on combine two or more
# of Ythe four lcontmuous forms of fiction, the novel, the romance, the
" confession, and the anatomy. The novel deals with the experiential
world, the romance with the ideai, the confession with autqbiigraphy, i
. a and the anatomy with the realm of ideas. Lowry's fiction, in

. Frye's terms, is a mixed form; in Under the Volcano novel vies with
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anatomy and romance. while confessmn is less obvious; in MForést Path".,
the novel form "gives precedente to the confession and the anatomy .

) Scholes and Kellogg divide narratives unconcerned with mxthos
(storles with a "traditional plot") into two_ types, "empirical'™ and
"flctlonal " Each type is in tum subdlvz.ded into two more types.

What would. customarily” be called a novel represents a reunion of the

" two antithetical types of narratwe, empirical and f1ct10na1 W1th

their four component types. Furthermore, the novel is "po1sed

between the direct speaker or singer of lyric and the direct. presentanop
of action in .drama."m‘ Lowry is writing novels, then, in the sense of
n*&rrative literature (with story and story teller) composed of the

four narratlve types, but tendlng towards the lyric mode, The

narrative balance of the novel, always unstable according to Scholes .
and Kellogg, is partlcularly so in Lowry where it manifests signs of

a return to mzthos ‘Malcolm Lowry was gradually moving away firom

the novel, either in Frye's terms or in the broad terms of narrative -«
synthesis, and closer to the telling and re-telling of a, 'traditional’
story. In his case, the”linxt hos, while incorporating many elements

from Greek Christian, Mex1can Voodoo, Chinese and Indian myths, is
largely of his own makmg It is the myth of withdrawal and

return, a combination of quest and eternal return mythe, told over

and over in The Voyage That Never Ends,

Despite the varied cultural influences upon Lowry's myth aof ;
withdrawal and retyrn, his obsession with the past, his passion - -
to maintain movement into present and future, and his terror of
becoming immobilized, destr‘ucéive, and useless @an be most clearly
understood when viewed against Lowry's religious background. Lowry
was born into a strict Methodist family of the British upper middle

° i

*Lowry: received additional support for his myth from George Groddeck's
Exploring the®Unconscious (London, 1933). Groddeck, writing of the
basic family unit of three, claims that, "In unending circles...this .
trinity, eternal male, eternal female, etemal child, sweeps through
the measurelss infinite, a symbol of God in man, of man in God.'

p. 127. Lowry's most obv1ous attempt to use thls family unit

occurs in October Ferry but triangular relationships are fundamental
to Volcano and.,kunar Caustic. . :

(4]
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-/ cldss.* His father was a successful cotton broker, an athlete, and
‘a vital force in Lowry's life, Even as late as his son's thirtieth

. year Loﬁry senior wrote to Malcolm 1ectur1ng2ﬁ1m on his failure in

life and’ quo;1ng the parable of the prodigal son for his benefit;
"Loyryfresponded with repentance and humility.** Lowry, apparently,
was terrified of his father but, at the same time, respected hig )
Judgement and social and material success. Throughout his 1ife Lowry
accepted his father's evaluation that } he was a failure and was,
consequently, plagued by feelings of w@rthlessness, guilt, remorse,
and self-denigration.
Douglas Day points out that Lowry's ''religious sense was
strong"lG; the voyage is a quest for faith and meaning, and Under °

the Volcano, October Ferry, and Hear ‘'us O Lord ‘are profoundly

—

religious books. Although the Calvinistic traditions of his early- home
never attracted Lowry, their influence upon his subsequent life i§,

I believe, crucial. From the time of the Reformation, Protestant
theology is characterized by the idea that man must strive constantly
to overcome the temporal abyss of this lifé.17 Phenomenal time, a
shadow of eternity, consists of a seri;s of disconnected moments
during which man is devoured by the anxiety that at any moment he

may fall into hell. Only by constant faith and unceasing eftiort

can man hope to overcome his isolation in the moment and achieve
grace, It seems more than likely that Lowry's péssionate efforts to
keep time from stopping, his manylfears, and his strong sense of
personal guilt and failure, stem from the religious principles

inculcated in ‘the parental home. Throughout his 1ifé Lowry hated and’

*In his biography, Douglas Day refers loosely to Lowry senior's

"brand of methodism' without further clarification. Whatever

special emphases were made in the Lowry household, Methodism is. . ’
. strongly Calvinist and its doctrine of Perfect1onlsm stresses .the )

individual's need to strive constantly to improve himself with' the

knowledge that at any moment he may fall again. Protestantism,

ed, J. Leslie Dunstan (New York, 1962), p. 97. ’

o

**Arthur Lowry's letter and Lowry's reply are unpublished letters

held at the University of British Columbia. For a detailed.discussion o0
.of Lowry's early life and relationship with his father, see Chapter II

of Day's Malcolm Lowxy. L

N
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- feared authority"=father-figures, police; the vengeful Protestant

God —~but ‘he simultaneously accepted the' judgements and values of
his Protestant her1tage. Unable to embrace the God of *his father,
he was equally unable to reject, Him; the tens1on6xésu1t1ng from this
ambivalent attltude glVes rise to his artistic vision, .
While rejecting the eXistence of a hierarchical t1me1ess<heaven,
Lowry accepted théiCélvinist attitude toward phenomenal time and the
personal need for“giace. His philosophy and art are directed towards
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: 'Whoever unceasingly strives

upward...hif can we save. (Goethe)" Lowry, of course, erected an
elaborate and eclectic structure out of his ideas on time and space, -

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

-mystical theories as possible (his aim was to include, never to

occlude), but the foundation stone of his "churriqugyesque cathedral'*
of belief is the need to keep time flowing, to save time,land with
it the mind or soul, from a static abyss.

It is Lowry's\attitudes toward time and space that distinguish
him from many other twentieth century wrlters with whom he is often

linked, T.S. Eliot while portraying: a vision of modern society

. similar to Lowry's, for example, sought the statig and eternal in-

human experlence through rellglon. Although Lowry can, with more
Justlficatlon be described as malntalnlng, along with Gide and Proust,
that .the proper study of the writer is the writer's mind, to do so

“distorts Lowry's most fundamental pix;pose.l8 Certainly, such a

comparison with Proust is misleading for Proust was concerned with

'problems of personal continuity and hg believed that creative memory

could establish identity b} recovering essences of reality from the

past. Proust's world is an anachronistic world aimed at overcoming

*Lowry uses\th1s term to descrlbe Under the Volcano, but 1t is an ¢ .
equally apt description of his- readlng and philosophy." See Selected
Letters, 88, ,

L
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3the"cdnstant *temporal“landlspatiafl flux of life by creating' a timelé‘ss / s

19;

monument .to the timeless ssence of self, Even Virginia Woolf who, |

of modern writers, seems most devoted to capturmg the flow of .. !
temporal reality provides an 1pappropr1ate comparison with Lowry,

for Woolf, again like Proust, 'is' concerned with persona,l perceptlon o
wlgl.;e\Lowry %s attemptang to make a larger eschatological statement.

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

-

- fact, Lowry has- frequently, and to his detriment, been compared with

Joyce.20 For many reasons, the comparison is uncomfortable, but

, in terms of time and space it is dec1ded1y incorrect. Joyce's use

of archetype$ and ‘Vicohian ‘cycles, even the early ideg of epiphany,
_support his bellef in an ultimately impersonal and timeless ideal;

. Joyce wished to’ incorpqrate the present and individual d&nto a larger
historical and finally cosmic order. Lowry never aims at absorblng
the personal in the cosmic but strives to embody-cosmic forces in
the 1ndnr1dua1 2 Lowry knew Yea‘«ts work, including' A Vision,

better than he knew Joyce's, but again the parallel is uneasy. -

"Lowry's abhorrence of systems makes it difficﬁlt_to compare the

cycles of The Voyage with A Vision; strictly speaking, Lowry's | -
Voyage ism not' intended to celebrate 'the artifice of eternity" or '
the "glory of changeless metal," '

" That side of\LOWry's vision of life which sees time-past as
infernal “stasis, z;s nightmare and hallucinaéion, is most strongly
reminiscent .of ‘Poe and Melville (two of Lowry's favourite guthoi's)
or perhaps Baudelaire;* it is a daemonic worid c;f distorted perception,
cerebral chaos, terror and despa1r When Lowry portrays this world
of sta51s he follows the pattem of Poe whose works invariably
present time as closed with the- future unrolling according to the
dictates of the past. The essential differegce is that the maelstrom,

A o ' °

*Baudelalre s remarks on time could almost be the Consul's (or Lowry's):
"One must be drunk. That says it all, Theré is no other point., In

, order not to feel the horrible burden of Time:that bruises -your
‘shoulders...." At another point he writes: "It is not to be-

forgotten, that drunkeness is the negation of time, like every
violent state of mind, and that consequently the results of the loss

of time must unfold before the eyes of the drunkard, without destroying
.in him the habit of putting off his conversion till tomorrow, up to

the point of complete perversion of all feelings, and fmal catastrophe."
Quoted in Poulet, Studies in Human Time, p. 273.
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_elther Poe's or Melville' 's, w1th1n which "man«must g0 round " répresents

v"only one part of Lowry's vision = ~ that of time stopped or stasis,’

When Lowry portrays the balanced perceptions ‘of a man living in

harmony with nature, his portrayal,of time and space recalls Whitman's

_belief that life is mu1t1tud1nous,pulsxng, and held together in a

dynamic eternity "throbblng forever the eternal .beats, eternal .-
systole and diastole of 1if2 in thmgs."22 The writer whom Lowry most

clbsely resembles,(and this is a debt.he always emp a51zed,°1s

©

the poet and novelist Conrad Aiken. Aikén's®views on time and

_ Space, as’ well as his more general influence on Lowry, are important

and are discussed at, length in Chapter II. Aikenl influenced in his .
turn'by Whitman, perceived time and space as multllevelled and dyﬁamlc,

and Lowry, to a great extent, followed in Alken S footsteps« ;

o >

‘Aside from casual comparisons, it is difficult to say who
Lowry is like, He stands apart and the more his work is known, the
more his unique-genius is apparent. Lowry unites many ‘of the char- .

aétérlstlcs" “of twentieth'century~llterature his greats masterWork,

- The Voyage That Never Ends, invites comparison with Proust's/ Agg?)
e
s

recherche de temps perdu,his sensitivity to the partlcularltle

perceptlon recalls Woolf, and his technical brilliance is comparable‘

-with that of Joyce These comparisons cease to be helpful,’ however,

in the attempt to isolate the unique- qua11t1es 6f his art which are
E
closer,@espec1a11y the infernal elements, to. nlneteenth century " ?

romantlcism and the French "poétes maudits.". Unllke Joyce and unl1ﬁ% .
contemp@f&ry writers such as Borges or Barth, Lowry's writing is
personaliand passionate, recalling the poetry of Gerard Manley
Hopkins;*»his vision, portrayed in modern narrative techniques, is

)

deeply religious and metaphysical.

€

The Voyage That Never Ends, both the metaphysical and aesthetlc-

+ concept as well as the,uﬁflnlshed masterwork, embodies -Lowry's -

*Lowry recalls Hopkins, not only in.his reverence for nature and ©

in his belief, similar to Hopkins' theories of "inscape" and "instresg,"
that this world incarnates and 1nd1v1duates divine life, but in .
his anguished and tortured voice, For Lowry and the Hopkins of the
Yater sonnets, life is constant striving which must be continually -
renewed in order to deserye grace; Lowry also knew what it Was to

be "Time's eunuch." Lowry used passages fronp "Carrion Comfort" ,
in his Cambridge story ''Goyd The Obscure," ® "

2>
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veneratlon of nature and hls afflmatlon of human creat1v1ty. It

‘ is the testimony of a great artrst ;o the mystery, amb;gulty, and
R y mu1t1p11c1ty of life. Lowry set’ out to .do the ?mposgnb‘le - to R :

\ . 7 capture reah.ty, not once and for ali, but 1n .its ceaseless mgtion
R " of w1=thdraw‘a1 and’ return., Even by hls oyn 1 rlgorous standards he N L
achieved cons1derab1e success. PerhapSr rthough we are the poorer Vo
] ' for 1%, 1t is fltting that he never completed his work for the york -
’ éould not be completed the voyage never ends. T ST
] ° g s * Iy - T °
) ) "1 - ‘ ) ) ® Tt R “
P v . _ " t ks ,n L4 ' * ,
, . “ e o - :
. - . PS ° ! N 1
. - f < ! N N .
. ¥ v ~ . o Ry - ¥
- ’ - f h - ‘,g - l -
) 4 - L \ , d Y bt *
R D o H
. - ¢ _l . " - 4 e % . o ) o
- . ¥ N - 2 '1 N . ) . -
. 3 . I . ] ,M{; N oS ‘ * .
" o . N ‘ ° - Y e '
5 I ) ° ¢ N ! * - t ° *
~ Lo ) B e . L. .
{ " o . - ' .
y - Wt T . PO R g - '
- A, . . -~ 7 ®
o v - ? v q °
- 'y v % .
" . L " l - . ) °
~ . Lt s ° . § TLooa .
- - * ' e ' Y t .
S - \J | ' .
. ) M 4 BT, R}
e - - L gt , ¢ A ~
" - . BN 3 * h 2 o
3 . . A ' Faad o v E -
v © LA * I e [+ °
. o> td ¢ _ [ N - 4 " - ° -
_ ‘ ) . - \n { . ' " ° - @
S, o j o . )
N . RIS * v g ! ° ? e ¢ e
i - L2 a N Y ‘; >
@ ° ‘o t - .
a ) B . ° \ R N Q LY \' -
N , YE " A /
. ° & e 4 - v ! LN ! (:t ’/\
R ' 5 Wy { « - ) .
B .o - . . .
' i ~ '
N I ) ) ) .
”,
£ - - TN € * o ° N | N
H . _ N E . - N
. C 1 R
o s -1 . v
* t . ) : + \. ;‘L"t >
AS . - ~ - ‘o -7
i ‘ { . -3
AN 7 ’ ' - \ ! 3
. { . -
- - ll
u | .
* ' ‘e o R \ R e o
Be booe ! . ! - .-
o S S ='
' - T o A ]
P ¢ ~ & ,{ - \ I
a a ’ | A °
. JEEY ! . . o
A o . -
L o~ [ 4 - ® *
s . / . 0 .
¢ H Y, » g t 57
. /ﬁ ! - & < " ‘ vt
- = - Y RN PR a e v : P i




NOTES: CHAPTER I T

1 SeLected Letters of Malcolm Lowry, eds. Harvey Breit and Margerie
: Lowry (J.B. Lippincott Co., New York, 1965), p. 63. All further
<5 » references to the Selected Letters are 1nc1uded in the text.

xs H

Thlg‘TIEf_fTOm ‘Lowry's 1951 Work in Progress appears in Douglas ‘
A Day's biography Malcolm Lowry (New York, 1973), p. 426. As yet I 5
" have been unable to, examine a copy of thls-statement of which only,
-Professor Day holds copies. o
i —

Three Phllosoph;phl Poets:; Lucretius, Dante, and Goethe (Cambridge,
1927), p. 198. .Bantayana emphasizes the point that Faust is a
romantic work because it glorifies endless voya§1ng and pursuit.
According to Santayana, Goethe combines the Protéstant ethic of .

e perpetual striving- (Lowry took his prefacing quote to Under the -
Volcano from the Faust "Prologue in Heaven") with a ‘romantic belief -
in the value of endless pursuit. Santayana's theory gave Lowry )
considerable support in his-attempt to unite a strict Protestant
heritage with & romantic view of life and art.

-,

<

¢

>

P2 )

4 Richard Ellmann and Charles Feidelson, The Modern Tradition (Oxford,
-1965),. p. 453, In his’ Conclud1ng_Unsc1ent1f1c Postscript, Klerkegaard
1solates the unav01dab1e horror of change, becoming, and time: "An
_existing individual 1$>constant1y in process of becomlng....Thus '
" constantly to be in ﬁrocess of becoming is the elusiveness that

pertalns*to the infinite in ex1stence. It is enough to bring a :
 sensuous man to despair, for one always feels a need to have somethlng
Ce T finished and complete;..." Ellmann and Feidelson, p. 748.
e ) ’ aip th
) v 5.0ctober Ferry tb Gabriola(New York, 1970), p. 252. In all quotatidns
=T -from Lowry's novels and stories, my e111pses are distinguished from

his by the use of brackets. , .
J ; Fa

6 .Mircea Ellade, in’ The Myth of the Eternal 'Return (London, 1955),
interprets eternal return. and myth in general as the articulation of a

“. timeless metaphysical positioen. In Eliade's view, modern formulations
of myth enable man to overcome the acute twentieth century terror of
hlstory. See page 145 £f. ~ fn

- 7 Georges Poulet The Metamorphosés of the Circle, trans. C. -Dawson
N - and E. Coleman- (Johns Hopklns Press, 1966), Vll. o
© 8 poulet, p. 336. “
‘,ml' N a ~ - - '
LN 9 Poulet, p. 289. Poulet uses the idea of the thyrsus to describe

Baudelaire's attitude towards time and space, There are several
parallels between Lowry and Baudelaire with whdse work Lowry had some
acquaintence. ' Discussing Baudelaire's belief in the multiplicity and
movement of life, Poulet writes:that, Baudelaire's "wayfaring man is

a moying centre which traverses ‘and 11nks the circumference, incessaptly
re-hegun . , ... " 08

B
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- See "The Short Fiction of Malcolm Lowry," Tulane Studies in knglish,

" Essays in Cr1t1c1sm, p. 26,

Q

10 T.S. Eliot, "Burnt Norton," from Foun Quartets. Ironically, Eliot ’
is contemplating. the "still centre'" of the world 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 is beyond "human kind."

1 Selected Poems of Malcolm Lowry (City Lights Books, San Franc1sco,
1962), p. 16. 1 regret that the scope of this study of Lowry has
precluded a discussion of his poetry. A pervasive theme in the
poems is the horror of becoming trapped in the past with. the resultant \
failure to create the future or experience the present,

o

2 For example George Woodcock's criticisms of plot in Under the
Volcano in "Four Facets of Malcolm Lowry," Odysseus Ever Returning
(Toronto, 1970), p. 62, and Dale Edmonds who calls the multiple
Wilderness protagonist in Hear us O Lord "an indefensible lapse,"
Just what the Wilderness character is a lapse from is not clear
but Edmonds probably has a model of unity of chara¢ter in mind.

XV(1967), p. 71.

3\Northrop Fryey Anatomy of Criticism (New York, 1968), and Robert
Scholes and Robert Kellogg, The Nature of Narrative ?New York, 1966).
Relevant essays from both books are contained in The |[Novel: Modern
Essays in Criticism, ed. R.M. Davis (Prentice-Hall, inc,,~1969)

14 Scholes and Kellogg, "The Narrative Tradition," !ﬂ Novel: Modern

b

15 Scholes and Kellogg define 'mythos' as '"traditional story" which is *
re-told or re-created; "A myth, then, is a traditional plot which can
be transmitted", "The Narrative Tradition," p. 23. In Mytholo

in the Modern Novel (Princeton University Press, 19713, p. 8, John “
White distinguishes between novels that employ "mythological motifs"

and the rare works "seeking to create a new myth out of old ones."

Finnggans Wake and Under the Volcano, according to White, "have

this mythical quality,"” .

16 Day, p. 68. While agreeing that Lowry's re11glous training

played some part in his later development, Professor Day argues that » Vo
Lowry is best understood as ;nfantlle, narcissistic, arfid orally '
flxated, pp- 69 - 72. Lowry's vision of the never-ending voyage is,
in my opinion, more usefully explained by reference to his religious
upbrlnglng and the consequent tension ar1s1ng from his inability to

* accept or totally reject that training, However, whether one explains '

Lowry's vision, either by recourse to the psychoanalytlcal theory

of orality or by socio-religious forces, the conclusion is the same: | )
Lowry wrote obsessively; he needed to’ keep words flowing in order . ©
not to subside into silence and death. As Day points out, Lowry's co

_ besetting sin was acedia.

17 Georges Poulet, Studies in Human Time, trans, E. Coleman(Johns
Hopkins ,Press, 1956), pp. 11- 12,

]
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8 George Woodcock, "Under Seymour Mountéain" in Malcolm i.owry: The .

‘ Man and his Work (Vancouver, 1971), p.40,

19 poulet, Studies in Human Time, p. 316.

0 Richard Hauer Costa, Malcolm Lowry (New York, 1972), pp. 28.- 44,
and Perle Epstein, The Private Labyrinth' of Malcolm Lowry (New York;
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 all his faults
is the cosmos...." p. xii.

22 Quoted in Poulet, Studies in Human Time, p. 344. The words
"systole'" and "diastole" are favourites of Conrad Aiken,and Lowry

uses -them to describe Hugh in Under the Volcano. Whitman exerted
considerable influence on Aiken who knew his work wekl, so it is
entirely possible that Whitman's brand of transcendental idealism
filtered through to Lowry via Aiken. See Jay Martin, Conrad Aiken:

A Life of his Art (Princeton University Press, 1962), p. 50 and p. 219,

'S

“ o
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. CHAPTER II ° '
Part I

Dr. Lowry's dialectical-Hegelian-spiritualism-Cabbalistic- '
Swedenborgian-conservative-Christian-anarchism for ailing
paranoiacs* . «

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

maintains that "the critic's task is to brin out the author s
Fury, g

metaphysic before evaluating his technlque."1 With Lowry this is not

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

so that the critic 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, religious,
and aesthetic influences on Lowry.2 The reason for this arises

rom the difficulty of gatheriné the necessary information, and from
owry's lack of a coperent metaphysical system or a clearly defined
agsthetic, v

It i§ difficult to categorize Lowry in strict philosophical

terms. To describe his position as«solipsism, an extreme form of
ph%losophical jdealism, is reductive. Neither is he finally a
mystic. IR contrast to Eastern mysticism and even traditional '
Western mysticism, Lowry is not willing to submerge the individual
consciousness in a greater, transcendent whole, Furthermore, althéugh
Lowry does not den} the reality of the physical world, he repeatedly
depicts a world in his fiction which is totally dependent upon the

protagonist's pind. This contradiction between elements of philosophical
P n

idealism and religious mysticism in his thought and the belief in an
autonomous physical reality is never clearly articulated or resolved,
and yet he was dcutely aware of the dilemma fox it underiies the

progress of each of his heroes towards his privaté heaven or hell. "

Nevertheless, Lowry's préblems, including his attitude towards

*Lowry's amusing description of his own eclectic philosophy. Selected

Letters, p. 346,

- a
- b
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art, were essentially metaphysical and epistemological: he sought to
understand the nature of man, his relation to the universg, and the
Mtimate meaning and purpose 6f life through his art. Lowry's
response to these eternal dilemmas was religious and romantic.
Horrified by modern existence "as sold to you," and profoundly
introspective, he ﬁought an order which would preserve the sacred
Qhality of the individual soul within an organic, harmonious universe,

* without subjecting life to mechanical laws, an authoritarian logos,
or a reductive system, This chapter is devoted to a discussion of
Lowry's philosophy and aesthetics as they are revealed in his reading
and his own comments. . . o ‘

Any study of Lowry's philosophy must respect the breadth and
nature of his knowledge. He read and used with an apparently total
recall everything to come his way, from the works of great phllosophers
and poets to little known eccentrics like Charles Fort. 3 While
attending Cambridge, Lowry, an inveterate reader even as a boy,

discovered Nordahl Grieg's The Ship Sails On which influenc. ? his

vision in Ultramarine. Although reading lists from St. Catharine's
College, Cambridge, are unavailable for the yedrs when Lowry was
preparing the English Tripos(1929 - 1932), he clearly began to

‘ deﬁelop his knowledge of English, Classical, European (in particular,)

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

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

) so that it is likely' that. Lowry discovered Yeats' A Vision while at
Cambridge.4 Certainly the atmosphere at Cambridgé during the early *

thirties was conducive to anyone with an interest in the occult,
for: Alelster Crowley, the infamous Atlantist and black mag1c1an, was
4 ~

in great vogue with undergraduates.s

In the following discussion'of Lowry's philosophy an attempt

“has been made to sort out key inflyences on his thought with .

particular attention to the questio

of time and space. Aiken,

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

*There is no reason for examining these\influences in this particular
order except that Aiken is undoubtedly the most important-while Dunne
and Jones, Bergson and Ortega, discuss sipilar subjects. Ouspensky
stands apart. Chronologically speaking, Dowry probably read Aiken,
Bergson, Ouspensky and Dunne, Jones, and Oxtega, in that order.
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" have been singled out for special study after an examination of
by

Lowry's letters, published and unpublished, his manuscripts, and his
"Notes" for the étories and novels., This selection is further '
supported by the general growing knowledgé of Lowry himself.6 He
ha@ great respect fo? William James, some knowledge of Eastern and
Mekican m}th, and, of course, a profound attachment to writers such
as Baudelaire, Cocteau, Gogol, Melville, and Poe. The list goes on
and on,but a study of philosophical influences, unlike an examination
of quotations and allusions in the fiction, is based on the pervasiﬁe
and profound effect upon Lowry of the writers in question.

The danger of becoming reductive when discussing a work of art
is a very real one. It is especially real with Lowry. The 'Mene
Tekel Peres'" for the critic of Lowry's reading is the danger of
imposing systems upon Lowry who was never a systematic scholar,
His apparent knowledge 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 oun 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
Volcano, is suffidient to fill a critic with respect:

There are many influences here in the Consul's thought, as you
doubtless perceive: of contemporary ones Ouspensky is most drawn
upon, though I seem to spot even a bit of beastly old Spengler at
work in one section....Claude Houghton plays sorie 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 so far
as this author is concerned: but it is a matter of some regret with
him that the Consul could not draw upon some clearer deeper springs
at his moment of crisis.*[sic

Rather than search for a comprehensive metaphysical system in
Lowry or a handy Viconian superstructure, one must accept the fact
that they do not exist. Far from being a fault or a shortcoming, the

lack of a system illustrates the immense power of the imagination

-"that could forge the unity and beauty which indisputably exist in

Under the Volcano. For Lowry nothing in life was irrelevant; eveiy-

thing could 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
letter appears in Selected Letters, pp. 112-114zand 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 ﬂis art. It is the source of his most
characteristically brilliant work as well as the cause of his
inability to complete anything. ' s

. Without a Lowryean capacity for synthesis one must pursue a
discussion of the influences on Lowry systematically, Similarities
and common concerns, especially 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 I'Ansqg} Fausset, reveals the nucleus in Lowry's thought: |

For we know that we can never part from 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 miraculously
blended. And although, looking back, we cannot but see in it much
that was deathly, every death that we died and even every death that
we evaded, is known now to have been necessary to tﬁquomlng of

the new 11fe. There is meanlng and coherence in it all,*

o

o —_

When Malcolm Lowry discovered Conrad Aiken's '"House of Dust"

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

thereby beginning a long, intimate friendship. 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 title Ultramarine - he was delighted with my suggestion
that he might well have taken the next step and called the book
Purple Passage, But though the influence was to continue even

-into the later work, a matter that was frequently and amusedly

discussed between us, and was also to comprise a great deal that

was said by me in conversation, it was much more complicated than
that. ' The fact is'that we were uncannily alike in almost everything,
found instantly thgt we spoke the same language, were astonishingly

en rapport , . . -,

*A Modern Prelude (London, 1933), p. 12, In Selected Letters, p. 74
(19467, Lowry says, "I wish that Hugh I'Anson Fausset...one of your
own writers, one whose writings I very much admire and some of

whose writings have had a very formative influence on my own life,
could read the Volcano." A Modern Prelude is a spiritual auto-
biography tracing Fausset's development from a traumatic childhood,
during which he lost his Mother and ‘:came to dread a puritanical,
bitter Father; to his final peace §n a mysticism that also celebnate§
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 ah

affinity with Lowry's work as does Blue Voyage - it is clear that the
older established writer had a lasting inflﬁence“on Lowry. Although
Lowry's close relationship with Aiken is well known, few critics have
discussed the influence of Aiken upon Lowry Richard Hauer Costa
did undertake the task but, in doing SQc overemphasized the influence
of Joyce on Lowry via Aiken's Blue Voyage. The extent of Joyce's
influence on Aiken,’'not to mention Lowry, is slight; Blue Voyage

illustrates a clear develobment from early work such as The Divine -

‘ Pilgrim to which Blue Voyage is related.g An-awareness of Aiken's

O

philosophy and his reading throws considerableriight upon Lowry's
ideas. Even a brief examination of Aiken's art,in particular The

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

similarities between the two writers.

The central aim of Aiken's poefry ahd fiction is the investigation
and development of consciousness - in particular, the self-consciousness
of the writer. Speaking of fiction, Aiken -writes that the '"ovel is
the novelist'e inordinate and copious lyric: he explores himself,
and sings wﬁile he explores, like the grave—dlgger."10 Aiken's
art, like Lowry's, ie lyrical and solipsistic and a poem, like The -

Divine Pilgrim explores the relatiénship 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

" its winding streets, houses, stairs, windows and towers; Aiken

believed that landscape was a reflection of soul, The projection
of evanescent memories and dreams creates an atmosphere of constant
flux in which time and space flow, merge, disintegrate, and reform.-

In his 1916 Preface to part two of The Divine Pilgrim entitled,

"The Jig of Forslln," Aiken writes that 'the attempt has been made to
"relate these typical dreams,, or vicarious adventures not discretely, °
but in flux. "lly What‘ls more, human identity is equally Protean;
" different aspects of human consciousness are represented by the
fragmented identity of the chief dreamer.

1 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

o '

b
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problem of The Divine Pilgrim- the articulation of reality by an. '

acutely self-conscious, artistic mind~is reworked by wary in each
of his npvel%. For Aiken this articulation is of central importance;
he came to believe that language had a magic quality: because, as
Jay Martin expresses it, the "correspondeﬂce of laggﬁége to the
world is complete."12 Lowry, following Aiken, also believed in 'the
magical power of the word to represent the experience. it names and
his habit of writing at great length and in great energetic rushes
reflects his belief that life and the flow of language were one.
Before turning to Aiken's prose, it is important to note 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 countérpoiﬁted much like

Lowry's.* The Divine'‘Pilgrim and Preludes for Memnon each consist

of several long poems that explore levels of reality and consciousness,
Aiken definitely conceived of both realit& and consciousness as
multilevelled and the evolution of consciousness as a never-ending
process**; serial form seemed the most viable for a presentation
of these ideas.

Aiken's use of serial form and his concept of the evolution
of consciousness are 6f particular interest vis i vis Lowry. In

a late Preface (1965) fo Preludes for Memnon which was-begun in 1927

after Blue Voyage, Aiken describes his use of '"serial form" as

f

"an attempt to find the-ground for a new Poiesis."13 This poetic
theory based on serialism (both musical and mathematical, according

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

*The novels Blue Voyage and Ushant, the latter a duplicaté of the
former, were also intended to complement The Divine Pilgrim and
Preludes to Memnon respectively. See Preludes (New York, 1966), pige V.

**Jay Martin 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...[Aiken]continuously
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 no“end, for consciousness has had none." Conrad Aiken: A
Life of his Art, p. 141, : R |
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extent, the‘beliefs,qthe ethics, the-gods,-destroyed by modern

physics (Einsteigl/and/ps?Ehoanalysis (Freud), Serial form presented,

as well, an excellent vehicle for portraying evolving consciousness,
In his Preface to "The House of Dust," the poem that so impressed
Lowry in 1928, Aiken makes some fasc1nat1ng remarks on consciousness
which must have greatly appealed to Lowry: ’

Implicit_in [}he poe@] . is the theory that was to underlie much

of the later work - namely, that in the evolution of man's consc1ousness,

ever widening and deepening and subtilizing his awareness, and in
his dedication of himself to this supreme task, man possesses all

that he could possibly require in the way of a religious credo: ...14

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

credo." ) 5
Aiken's short stories and novels, like thé poems, begin and end
in the mind of the chief protagonist, usuallf an erudite, cynical
failure - either as a writer or a husband. Broken marriage is a
recurrent theme providing the focal issue in Aiken's stories "Round

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

(1933).15 Starting with apparently straightforward domestic conflict,
Aiken expands his theme through the protagonist's consciousness

until he sounds the depths of the past. The dilemma posed by a
traumatic past is cemtral to Great Circle which bears a striking

resemblance to the Volcano and Dark As the Grave, -

“The novel opens with Andrew Gather on a train returning to
Boston, ostensibly to surprise his wife whom he suspects of betraying
him with his best friend. As the train rushes into the future,
Cather's mind becomes increasingly obsessed with his past. Cather's
movement in a present charged with dreadful expectations for the
immediate future becomes a repetition or a“re-living of his childhood
horror at finding his Mother drowned,witxeher lover, his Uncle. As

h

n out again to M and
finally to the home of a psychoanalyst friend, the point of the

Cather staggers from a bar ‘to his home,t

baok hecomes clear - the past must be understood before life can

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

3

*In The Coming Forth By Day of Osiris Jones, Aiken, using the Osiris

myth from The Eygptian Book of the Dead, again explores the concept of
re-living the past in order to understand itf%fbr without understanding
there can be no forgiveness,
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space before moving into the future.. = -

9

Andrew Cather,the one-eyed University Professor, has a facility o
for interpreting external reality as symbol and portent. Thﬂs, a
coincidence such as the authorities' search for a drowned man just
as Cather crosses the river, becomes charged with significance for
the hero. The parallel here between Aiken's héqdling of the percei&ing

consciousness and Lowry's in theé Volcano is obvious. Furthermore,

Aiken employs his favourite dream mechanism to re-create the summer

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

*the effect of the dream here, as in Blue Voyage, is awkward, When
o here, Blue Voyage,

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

plan to use Laruelle's dream as a vehicle for recreatiﬁg the past.

Even in Dark as the Grave Lowry's use of the dream is more subtle ~ =

and sophisticated than Aiken's, Aiken's book is packeq, to a fault,
with Freudian analysis, and it is a reasonable assumpti%n that he

and Lowry discussed Freud during Lowry's many visits to Jeakes ‘
House. Lowry, however, in contrast to Aiken, avoids a cumbersomé

etiology in Under the Volcano and Octobrr Ferry,

Blue Voyage, although commonly compared to Ultramarlne, 1s a 2
veritable source book for techniques, images, even words (such as o.

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

\ '
resemblance between Blue Voyage and Ultramarine is "largely one of

technique. Lowry's protagonlst and his use of .the sea voydge owes

more to Nordahl Grieg's The Sh;p Sails On (1927) than to Blue Voxage.

ngarest is an older, mote sophisticated character than either Lowry's
or Grieg's hero, and the nature of the sea voyage, initiatory for!
Grieg and Lowry, is anachronistic for Aiken.

- In Blue Voyage Aiken explores the consciousness of his chief .

character, Demarest through the breakdown of time and spgce in

dream and the projection of personal identity; all the other characters,
male and female, old and young, represent aspects of Demarest's

psyche, Demarest spends his time composing monologues and never-to- R
be-sent letters, which are clearly echoed in Ultramarine and the Volcano.
When he addresses his lost 1dea1 lover, Cynthia, in his central dream-
vision, the voice of Geoffrey Firmin is unmistakably heard: /

I would have given everyth1ng to have been able to wipe out my

entire past . . . . - and all the countless minor episodes ., . . constituted

4 3
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. way, and at second hand, by Aiken'ssreading.

. -the past is more than therapy for: early trauma.

=y

.
S

for .me an inferno from which I seemed never destined to escape.

Yes. Horrible. To come to the gateway in a rain of fire and looking
through it to see the slopes of Purgatory, to guess, beyond, the
Paradise; tp see you as the gracious wisdom-who might guide me
thither; and_then. to know that Law would not permit, and that in
the Inferno must be my abode forever! ~ Do not think this is merely
picturesque or eloquent, Cynthia.."No. What T am approaching is

a profound psychological truth. It is my own nature, my character

- as pgtlently wrought by my character, as the snail bu11ds its houif

from'which I cannot move. Why this is hell, nor am I out of it.

\ , 83)
It is also irobable that Lowry was 1nf1uenced in a more general

o (Three Novels

For example, ‘had he not
discovered Jung and Freud before his first meet1ng with Aiken, ‘then

under Aiken's - 1nf1uence he could not have missed them.‘ Aiken knew the

.theoriey of Freud and Jung well but, according to Jay Martin, it is

impossible to measure’ their specific influefice upon him because he
Aiken had
réad the Interpretation of Dreams in 1915 and his use of dream in -

was also familiar with Rank{ Adler, and dany others.16

hfsﬁnovels is clearly indebted to Freud. At one point in Great -

Circle, Cagher, complaining to his psychoanalyst friend, snaps:

Now don't tell me what Freud thxnks a hat means.... If I were a
Martian, strayed to earth, long after the death of the last

man, I could reconstruct the whole of human civilization from
one female hat.
1dt of ostrich plumes.

. (Three Novels, 228) &

Each of Alken s protagonists, as well as Lowry's,achieves a méntal
‘balance by re-living his past, but with Aiken the process is decidedly
clinical and therapeutic, Lowry, however, places little "emphasis on
\etiolo‘gyg and his characters, in addit¥on to achieving psychological

equilibrium through an understanding and acceptance of the past,

" "experience moments of vision into the nature of reality; re-living of

Both Aiken and Lowry
employ Oedlpal situations but again Lowry places much less emphasxs
than Aiken upon this Freudzan theory, 1eav1ng it to suggest 1tself
rather than to occupy a central position in hlS fiction.

- There ,is ¢learer evidence of Jung's influence upon'iowry‘
The importance of the sea throughout Lowry's work is gbvious; the
protagonist of the Voyage was to be "man'5°unconscioﬁ;" (Selected
Letters, 33}), and in his filmscript of Tender is the-Night, Lowry

’ \ { , o N
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Preferably one of those’ early specimens with a 'L
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. the abyss between’the self and the world. Aikeén's lines from VAnd

explic1t1y relates the sea voyage to Jung.* Juﬁg s concebi of. .
synchronlclty is especially relevant to Lowry because Jung offers
an‘explanatlpnjof coincidence which.emphasizes pervasive meaning .
in the universe as well as the perceptual role of the individual.
One of Jung's clearest descrlptlons of synchronicity is 1n his » .-
Introduction to the 1950 translation of the. I gh;_jiu , 5 |

-~

Qgggchron1c1ty takes the coincidence of events in 'time and space as . j
méaning something more than mere chance, namely, a peculiar inter-
dependence. of objective events among themselves as, well ai7with the
subjective (psychic) states of the observer or ‘observers.

Aiken was also deeply impressed by Bergson, in particular

Creative Eéolution (transiated in 1931).18 Lowry, intrigued as he .
was by questions of time and consciousness, quickly realized Bergeon's
relevance to his own work; Bergson is discussed at greater length

below. Furtherﬁgre,uAiken‘s knowledge of the Tao and The Eygptian - v
Book of the Dead (on wh1ch The Coming Forth By Day of Oslﬂs Jones fs - °

structured) and his use of them in handling the voyage of consciousness ¥
through time and" space, may well be the soutce of Lowry's interest 1n
Eastern myth, - P AN - .

Aiken's 1nf1uen¢e on Lowry was profound. They used simiiar .o )
techniques and they shared a similar approac¢h to life and art, . -
° For both men the explorat1on of the self, in all its ram1f1cat1ons,
througﬁ constantly shifting dimensionssof time and space, was the /.

purpoke of art, Both men believed that art could at least bridge

in the Human Heart" (1940) speak»equally well for Lowry: - .
Space has To shape, Tor yili-yetr thinking shape-it, =

space has no confines, and no barders time; :
and yet, to'think the abyss is ‘to escape it; < e "
‘or fix that, horror's margin ig a rhyme. ot ‘

*In marginal potes on his 1mp0551b1y long fiim script af Tender is the :
N1ght Lowry makes several references to Freud-and Jun ‘Freud he -4
criticizes for setting up tyrannous systems. but Jung, e feels, !
more- useful, especially for hes myth of the sea: voyagé. - °
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. When wr1ting to his mother-in<law in the spgeng of 1940 (Selected ’

Letters 26), Lowry suggested that she read two bodﬁ% by P.D.

. Ouspensky; Tert1um Organum and A New Model of the Unlverse The latter )

he‘de§cr1bedhaq "y terrifically excIting bqok " It is” imposs1b1e
to say when Loyry first read Ouspensky, but ‘the 1nf1uence of th1s

- .

mystic-cum-occultist_.was a lastlng one; -there are references to .

Ouspensky tbfb ghout the manuscripts and legters. In his notes ‘for
the gilm scrip ef Tender is the Night, whicﬁ Lowr& was working on

in. 1949, he goes as far as to say that Ouspensky "is.right, and P
- has faund the ftruth." . | °

g -l 4
Tertlum rganum was first publlshed ‘in the West in }920 and
A New ‘Model o the Universe in 1931. 19. Ouspensky spent thé years

from 1921 to 1940 lectuglng in London where he gained con51derab1e
popularlty 3 B, Priestley; whose plays and essays Lowry knew, was
fasc1nated by‘Ouspensky s ‘theories of tlme. In 1940 Ouspensky .
travelled to the Unlted States and-ln 1947 (the year 1n which
Volcano was published), shortly after returnlng to England, Ouspensky
died. f : ?

" The topits discussed by Quspensky are extremely broad. and

loosely connécted intermixed with his theories on tjme and eternal [ -

Jecurrence are elaborate\dlscu551ons of esoterlcxsm, diluvian myths,
‘the Tarot, yoga, dreams, -sex and evolutlon, cosmic consciousness,
the occult and the philosophy of the Vedanta. 'In fact, Ouspensky ~
was as-* eclectlc a thinker-and vorac1ous a reader as Lowry himself: * h1s
books ‘contain frequent references to Tolstoy, Plot1nus, Kant,
Boehme, Nietzsche, and among others, Annie Besant * Ouspensky
-influenced Lowry Bhiefly, however, w1th his ideas on "The*Mystery of
Time and Space" a%d "The Fourth Dimension."

In Tertium Qrgenhm, Ouspensky draws up a list of chanecte£§§tic§

of the "other world" which are revealed in the fourth dimension. . b

*Perhaps the’ reference to Besant's The,Ancient Wisdom whxch Lowry .

found in Tertium Organum (p. 232) led him to explore Besant's book

‘more closely.” In any case, The Ancient Wisdom was intendéd to play

a role.in The Ordeal of Sigbjgrn Wilderness, for Lowry copied

several 1nterest1ng ‘passage$ from Besant which explain the ultimate
. nature of reality in terms of repeated incarnations and the Tao:

"Great it passes on - in constant flow. -Passing on, becomes remote,

*. Having, become remote, it returns."” See Appendix I for these pages e
from Lowry s manuscrlpt of The Ordeal of Sigbjgrn Wllderness. X .

. Y
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Tine is spatial; everytning exist's in a "nunc stans" and fiothing
" happens. But neither does space®exist and there is no duality;
"Everything subjective is objeetiv'e, and everything objective is

subjective. The world is thé world-of the unity of dppdsites"

- ] : K
STertium Organum, 242). Whether or not Lowry seriously believed

', all of Ouspensky's rhetoric, he %as"undodbteQIY impressed by many
of Ouspensky's claims. °Thé.table of consciousness at the end of

Tertium Organum contains ideas, in particular the concept of levels

-

of consc1ousness wh1ch would have appealed to Lowry,

:‘ In A New Model of the Unlverse Ouspensky further develops

hls theory of levels of consciousness as the means: for man's L
sp1r1tua1 evolutlon.” There is an important parallel between
Ouspensky s levelsdof consciousness and the stages of drunkenness
through wh1ch Geoffrey ‘passes on his last day. 1In descrlb1ng his ’:

‘experiments in expandlng consciousness, Ouspensky pays particular.

~ o

attention to a "second threshold" between the first level of
heightened consciousness and the third representing reality:

In the "transitional state," which, as I learned very soon, was
entlrely subjective, I usually began almost at once to hear "v01ces."
These "voices'" were a characteristic feature of the "transitional
state," : s

The voices spoke to me and often said very strange things which
seemed to have a quality of trick in them....Sometimes I heard
music which evoked in me very varied and powerful emotions.

JBut strahgely enough I felt from the first «day a distrust of
these states. ,They contalned too many promlses too many things I

s wanted to have.
- - (A New Model, 282-283) °

It is while ke is on Ouspensky s ""second threshold'"- not suff1c1ent1y
, drunk — that Geoffrey hears his "familidrs." His aim throughout

the dey is to Teach that stage of 1nebrlatlon where vision and harmony
will replace the "demonlc orchestras". that torment him. Following

“on from this "“second threshotd" OQuspensky describes (in sharp '

« contradiction to his chart in Tertium Organum) the nature of reality -°

as revealed on the highest level of consciousness; -it is a wdrld
>of '1nf1n1te:var1at10n" where everythlng moves and changes.

~

. Thexe are many contradictions and inconsistences in Ouspensky's
thought but it is unnecessary'to sub;ect his books to detailed study.

The important poxnt is that his levels of consciousness correspond with

.
- ~ %
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the dimensions of time that he sets out in.the title chapter of A
New Model of the Universe. Time, he explains, is multidimensional -

and all actualities exist on other time levels:

In every moment and at every point of the three dimensional world
there are a certain number of possibilities, in "time," that is,

in the fourth dimension, one possibility is actuallzed every moment,
and these actualized possibilities are laid out, one beside another,
in the fifth dimension. The line of time, repeated infinitely in
eternity, leaves at every pbint Uﬂactuallzed possibilities. But
these possibilities, which have not been actualized in one time,

are actialized in the sixth dimension, which is an aggregate of

~"all times."

| (A New Model, 377)
If this sounds 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: "The sixth
dimension is. the way out of the circle....The line of time becomes
a spiral" (A New Model, 377).

The'purpose of all these dimensions of time and consciousness,
and the point that influenced Lowry s conception of his protagon1sts,
is tha& man can evolve from one level to another by developing his
own consc1ousness. With each repeated existence, man can'learn from

,his’ past and direct his energies towards the only true evolution -

) the evolutlon of consciousness.* Ouspensky's system is, finally,.a

moral one 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 spirals right out of existence.
One further aspect of Quspensky's theory of time and space

warrants attention. In an effort to outdo modern sci ence, Ouspensky

[E]volution means escaping from the wheel of the fifth dimension
and passing into the spiral of the sixth dimemsion...." _A New Model,

‘ p. 425, There is a striking similarity between Ouspensky s theory

and that expressed by Yeats in A Vision. Both were influenced by

the popular theosophy of Madame Blavatsky and Annie Besant. This idea
of the spirals also occurs in a somewhat unexpected place, Nordahl
Greig's The Ship Sails On (New York, 1927), where the narrator comments
that "Life had played one of its scenes over again, a new spiral had
wound its way upward...." p, 1670 Lowry,combining two remarks from The
Ship Sails On, writes in Selected Letters, p. 264, "Another spiral has-
wound its way upward. Reason stands still. What do we know?"
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claims that his '"new model of the universe' explains the hature of
the unity of Einstein's space-time: RS

In old physics space is always space, and time is always time.
In the new physics the two categories make one, space-time. In the
new model of ,the universe the phenomena of one catepory can pass into
the phenomena of the other category, and vice versa....:

The six-pointed star which represented the world in ancient
symbolism is in reality the representation of space-time or the
"period of dimensioﬂs," i.e. of the three space-dimensions and the
three t1me dimensions in their perfect 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,

‘ (A New Model, 390 - 319)

How much'of this Lowry understood is not important. The exciting

quality for Lowry of Ouspensky's tﬁeory is that it discovers the kind
of interconnection and repetition in this world which Lowry loved:
Einstein'§ space-time egualg‘the six-point star of the ancient
mysterie§! Furthermore, it, provides Lowry with a rationale for

his be11ef that in any moment of time or in any specific, ;place, one
can behan touch with other times and places (especially %rom the, past);
the human psyche is not bound by mechan1ca1 laws of three-dimensional
space and unilinear “time. How Lowry reconciled such a view of an
already existent future with Bergson and Ortega who both believe

in an open future awaiting human 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. | ’ ' ’

The five manuscript versions of Under the Volcano housed in the

Special Coliections of the University of British Colgybia‘represent
two distinct versions of the novel, In 1940 Lowry's first version \
was refused by thirteen different publishers, The reasons fbr‘thigf .

\

refusal are not known, as all attempts to locate the readers' reports

have failed. One criticism of the early Volcano, however, has survived,

In an unpublished letter to Lowry from his agent Harold Matsbn (dated
October 7, 1940), some of Martha Foley's remarks are recorded:

&
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&
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It is a very unusual book but one that we feel does not quite emerge
from under the burden of the author's preoccupation with what might
be described as the Dunn [}ié] theory of time.*

During the late twenties and thirties J.W. Dunne's An Experiment
. . . , 2 . . .
With Time was in great vogue. 0 Priestley was fascinated with Dunne's
time theories and so was Malcolm Lowry. References to Dunne and the s

law of series occur repeatedly in his 1et;ers, and An Experiment With

T1me was the thlrd book whlch, in 1940, he suggested that Mrs. -

Bonner read.
Dunne's book is an attempt to construct an epistemology based

on the theory that time is serial: .

Now, we have seen that if Time passes or grows or accumplates or .
expends itself or does anything whatsoever except 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 Tlme and so on in an apparent series
to infinity. *

-

(Experiment, 133)

This time series gives rise to a universe of Chinese boxes, one
contained within the other dd infinitum. Furthermore, the observer
of this serial universe is also serial. Far from being a paSsive‘
receptacle, Dunne's observer is capable of psyéhic penetration into

other Fime levels or, what amounts to the same thing, of transforming

LA

himself from Observer A into Observer B and so on.
The implications for such a §eria1 identity are vast, for if '

an individual can move from the smallest time level to a greater

encéﬁpa551ng one, then he can perceive the past and the futt e of the

first observer as well as of other observers. In this way Dunne

believes that he has "sg}entifically" accoﬁﬂ;ed for the phenomenon of

precognition in dreams and time travel. Not to be stopped here, he

goes on to suggest that by being able to pene%;ate other time levels

and forqsee, so to speak, the future, the observer can interfere in

that future. (How one can both foresee and change the future is a

mystery!) Even death itself is overcome, for when a person dies he

*Martha Foley was a reader for Harcourt Brace. In Selected Letters,
p. 39, Lowry refers to this comment’ of .Foley's passed on to him

by Matson. "I think on rereading that Martha Foley's judgement is
maybe a just one in part; there is too much preoccupation with time,
and the pattern does not.emerge properly." '

-
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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 in which man is free and capable of intervening to changeL
the course of future events, The Dunne seri&i\univerSe, far from
being a bleak pe551m15t1c progression, enshrines the Wystery of
the universe and the power of the iNdividual mind within a logical
but non-reductive order. Dunne also offers-a method ftr explaining
the problems of repetition and coincidence without diséissing them
as meaningless; the serial observer in a serial univerée is able to
perceive intricate connections and inter-relations between people
and events on various time levels. For Lowry, with hisneed for an. ~
order which would exalt personal consciousness while supporting an
organic view of the world, Dunne's serialism offered many answers.>
In his notes for the film_script .of Tender is the Night, \Lowry remarks"

that even though he is "not illustrating a Dunne-like thebry of time

... We can grant some such process as part of an accepted|truth."

In the spring of 1956, Lowry wrote from Englénd to Harvey Burt,
a Dollarton friend and neighbour, asking for '"'two magical bpoks,"

the Q.B.L. _0_15' The Bride's Reception and The Anatomy of the Body of
God.21 Both books were written by a Vancouver Cabbalist and census
enumerator Charles Stansfeld-JOnes (Frater Achad) whom Lowry, had ' -

met in 1941 when Jones called at the Dollarton cabin. This

encounter led to a close friendship. In addition to studyin Jones'

own books, Lowry was able to-read widely in Jones' lihrary of] occult N3
and esoferic literature. According to Mrs, Lowry; she and Malcolm

also practised the I_QQEEE_With%Frater Achad.22 There are di ficultiés,
however, in assessing Jones' influence on Lowry. Although his| connection
with Jones undoubtedly intensified his cabbalistic interests it is as
well to remember that Lowry had some acquaintance with the Cabbala and
other ancient myths through his relationship with Aiken years bgfore.

As the early (pre-1941) manuscripts of Under the Volcano illustrate,

the book was ready for a final infusion of Cabbalistic symboL@ and
correspondences (drawn in particular from Q:Q,L:)’whenuLowry met Jones.

4
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Tree of Life with Correspondences.
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This drawing of the Tree of Life is from the Appendix of Jones'

Q.B.L. or The “Fride’ s Reception (New York, 1972), p. 43. The Tree of
Life is a "Quabalistic conception of the creatlve process" which
contains three triads or levels of reality. Each level is contained
in the others and all three are reflected in Malkuth which hangs
suspended from the lowest triad. Jones' book is an explication of the
correspondences (with number, the Hebrew alphabet, the Tarot, etc.)
illustrated in the drawing. There are also colour correspondences

for eachsephira which,. unfortunately, cannot be reproduced here. The
circle (a key symtol in Lowry's work) is an essential component of the

tree with each circle representing one sephira. The infamous abyss falls

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 woula“finafly have happened to the Cabbalistic references
surrpounding the McCandless in~Qctober Ferry is speculative, . Lowry

had traced out the Tree of Life from the Q.B.L. on a partial’

draft of a letter to David Markson dated Februafy 5, 1954 and this
fact, together with the 1956 request for the two Jones boo&s, indicates
his continuing concern with Jones' theories.* Instead of a%tempting

to track down direct references to Cabbalism in Lowry's fiction, it

is possible to view the Cabbala, particular

as interpreted by Jones
in The Anatomy of the Body of God, as a genkral philosophical and

religious influence upon Lowry's already establighed concerns.

The chief purpose of The Anatomy of the Body qf 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 soul. According to Achad, the Tree of Life is

not a fixed design but capable of indefinite progression towards
the Infinitely Small or the Infinitely Great. For it can be so
drawn that it appears with all its detalls and properties, repeating
themselves 1ndef1n1te1y in every direction of Space to Inflnlgy.

(Anatomy, 12)

Wigh 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
perpetual proliferations parts of the Tree overlap and contain other
parts; this phenomenon leads Achad to the claim that the Abyss

within ghe Tree of Life is duplicated and hidden everywhere. If the
Tree were telescoped, Kether (the spiritual world) would coincide

with Malkuth (the material world), thereby symbolizing the mystical
unity of the two. The doctrine that Heaven and Hell are the,same place
or that the way up is the way down, ideas that terrified and fascinated

*This trac1ng of the Tree of Lﬂfe appears to be from the Q.B. L.,

p. 43. It 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 even:if it was necessarily part of the letter to Markson. The "
letter, postmarked May 10, 1954 and written in St. Paul's Hospital

after Lowry had injured hlmself makes no reference to the Cabbala or

related subjects, though it is a delightful example of Lowry at his :
symbolic, extravagant best. Selected Letters, 366.

o
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Lowry, are basic to Achad's organic Tree. > -
Some of Lowr);'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 cons}.iousness

of Ggoffrey Firmin, Martin Trumbaugh, and Ethan ‘Llewelyn parallels

.the overlapping and containment of the Tree. Various events in time

become superimposed on one another in the protagonist's mind. His

'thoughts' travel up and down a mental‘lad*d‘er with signs, objects,

streets, or places acquiring proliferating symbolic dimensions, Thus
the barranca becomes a multilevelled and living symbol of historical
conquest as welﬂl as the ante-diluvian world, the Abyss, the 1link
between Geoffrey's ~garden and the Farolito,and a gigantic jakes. To
the Cabbalist, language itself is magic,with the mystical power to
transform consciousness. This belief in the power of the word is
fundamental to Lowry,whose art is his attempt to grow and evolve and
in evolving to reflect reality. ) ¢
Similarities exist between Dunne's serial universe and Achad's
Tree of Life; both theories offer a vision of a multilevelled; dynamic,
yet ordered universe. Where they differ is' in a sense of purpose.
The paths of the Tree of Life lead to God and the goal of the adept
is to reach the Godhead of visionary knowledge by passinglsuccessfully
tfu’ough the abyss within the soul as well as withlin the universe. To
do this requires a highly developed consci_ousness‘. If Heaven and Hell
are the same place and both are within man, success or failure depends-
on one's ability to control knowle‘dge-oﬁ one's state of mind. In
Dunne's universe there is no such intense purpose or absolute risk

despite his attempt to introduce "a superlative general observer, the

fount of all ... self-consciousness, intention, and intervention' towards

the end of his Experiment With Time.

Finally, it is hlghly p0551b1e that Lowry acquired the tltle, -
as well as philosophical support for his 11terary continuum from~
Frater Achad's Q.B.L. 'I'hrough‘but his book Achad emphasizes —in
keeping with the dynamic nature of his Tree —the flux and reflux of h1s
system, the necessity for accepting change, and the correct "Method of
Return,' embodied in the constant motion of the Cabbalist's Tree of

Mo




43

Life, " He closes Q.B.L. with a final reiteration of his message in
the words which Lowry adapted to his own purpose:.

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 wh1ch
is an unutterable reward" .,..

) (Q.B.L., 106)

\
z‘\\)

Although Lowry's knowledge of Bergson is not as _well documented
as th'a;t of the other writerls under discussion, it is necessary to '
consider Bergson as an 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 was a crucial
influence on Aiken's ideas of time and space, evolution, and
individual consciousness.23 In iadditi;)n, shortly after writing
his final Cambridge exams in 1932, Lowry wrote to Aiken saying that-
he must read, among others’, Dean Inge (Selected Letters, 8). It O

is JAimpossible to know for certain 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 well known and in his God and the Astronomers (1933),
¥
Inge analyzes Bergson's philosophy in great detail.**

*One of Lowry's direct references to.Bergson occurs in a letter 'to
Derek Pethick (1950) in which he discusses Under the Volcano (Selected
Letters, 200). Lowry writes: "Should you hold the Bergsonian idea
that the sense of time is merely an inhibitigon to prevent everything
from happening at once - brooding upon which it is pretty difficult

to avoid some notion of eternal recurrence - inevitable destruction
is thus simply the teleological end to one series of possibilities;
everything hopeful is equally possible; the horror would seem to

exist in the possibility that this is no longer true on our plane

and absolute catastrophe has fallen in line with ourywill upon. so
many planes that even the other possibilities are fotr-~us gradually
ceasing to exist. This, I may say, is not very clear, as I have

. expressed it,- so’ you better forget it. Anyhow, I don't believe it

for a moment." Clear it, is not, for Lowry sounds as if he is
comgbunding, if not confusing, Bergson with Dunne and Ouspensky in
this remark. , -

)

*'*ﬁterestingly enough, Inge's Christian Mysticism is one of the books
to Which Lowry had access in Stansfeld-Jones' private library.

Ariother example of the wheels within wheels in Lowry's life., See "
Kilgallin's Lowry, Appendix A. : -

i
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hergson's Creative Evolution, published in 1911 and translated

~in 1931, had a widespread influence-on twentieth century thought and

literature,.perhaps because it signalled a release of individual

. - N 4 » -
freedom and power from nineteenth century determinism. For Bergson,
"to exist is to change, to change is to mature, to mature is to.

go on creating oneself endlessly" (Creative Evolution, 7). Bergson's

importance to a writer like Lowry who saw life, art, and the development
k3
of consciousness as an endless voyage, 1s not dlfflcult to appre01ate.

In Creatlve Evolution, Bergson attacks the "c1nematograph1ca1

mechanism of thought' Which he finds in Western philosophy, religion,
and social structures. According to Bergson, this mode of thought
refiects'a fear of contingency and becoming. For Bergson, who
believed that becoming is life, creativity, freedom, and ultimately
the only reality, Platonic absolutes and all traditional concepts

of ontology represent stasi;ror death, The intellect, which is
responsible for the creatién of static or timeless.concepts and
structures, is not equipped to, comprehend the "élan vital"; only
intuition can accomplish that.

In Bergson's concept of creative evolution the future is necessarlly
unknown and unknowable; there can be no Dunne-like precognition
because the futuype'awaits creation. The past, however, is of great ’
significance for evolution, not the least for'the danger jt presents:

In reality, the past is preserved by itself, automatically. In its
entirety, probably, it follows us at every instant; all that we have
felt, thought and willed from our earliest infancy is there, leaning
over the present which is about to join it, pressing against the
portals of consciousness that would fain leave it outside.

o (Creative Evolution, 5)

The past is always with us ﬁroviding 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 charged with
life. According to Bergson, it is a mlstake for the 1nd1v1dual to
become psychically trapped in his past and to be involved, thereby,
in recurrence or repetition. Nature or-the material world repeats,
but human coﬁ%ciousness does not.  We must learn to use the past in

L}

order to will the future and to create ourselves. ) -
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The last of the major influences upon Lowry's thought, especially
in his later work, and oneﬁwhich must have synthesized many of his
ideas, 'is that of the Spanish philosopher, José Ortega y Gasset, whose
books Lowrf began reading in 1950, Lowry was partlcularly impressed

by Ortega’ s lecture on Goethe and hlS book, Towards a Philosophy of

History. In an important letter (Jhne 23 1950) to his Dollarton

friend, Downie Kirk, Lowry described the ideas which intrigued him.

He was pleased with Ortega's ‘theory that '"man is a sort of novelist
°, of himself": ’

This probably recommends itself.to me partly because if it is
true, and man is a sort: of novelist of himself, I can see something
philosophically 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 thlS, the part
that never gets written ..., would be the true drama ....

' (Selected Letters, 210)

The 1mportant p01nt about Ortega's theory is that man is the novellst

or the maker of his own history and that this hlstory is constantly
in the making: i

Existence means, for each of us, the prdceSs of realizing, under
.given conditions, the aspiration we are. )

Body and soul are things; but I am a drama, if anything, an -
unending struggle to be what I have to be,. The aspiration or
program I am, impresses its particular profile on the world about

me, and that world reacts to this impress, accepting or resisting it.24

P

One of the chief obsgacles to the creation of history is, acéording
to Ortega, the:- Eleatic nature of Western philo$ophy and re}igionp

Ortega, in terms reminiscent of Bergson, sees.Western man's fear of .
! &

Y

the contingent as a crippling restriction in his search for reality.

Before 'we can know what we are, 'we must first elaborate a non-Eleatic

toncept of being, as others have elaborated a non-Euclidean geometry, ¢

‘The ‘time has come for the seed sown by Heraclitus to bring forth its
’ mighty harvest" (History, 203). Ortega criticizes Befgson's ternm
. "se faisant" for implying a passive quality in the agent, almost as

if man was being made. He goes on to emphasize his view that man
J
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understandmg and usmg the past in order to /create the future=- to
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actively creates, not only himself, but all human history. .

The past, for Ortega, is always present in us{ it is our right and &

it is good. He praises England in.the most glowing terms for préserving

@

sacred traditions. In what.delighted Lowry as "one of the most .

3
\

convincing arguments against communism" (Selected Letters, 212),

Ortega declares that to repeat, efface, br otherwise misuse the

past is a Sm. The 1dea of spiritual or psychical recurrence is .

anathema: ‘ . ’

[M] an, thanks to his power of memory accumulates his’ past; he

possesses it and cah make use of it. Man is|never the first man S—

but begins his life on a certain level of accumulated past....the , J

important part of this treasure [the—pasﬂ is ...the memory of

mistakes, allowing us not to repeat the same lones forever..,.

Bre&king the continuity with the past, wantinjgito begin again, is . ‘

a lowering of man and a plagiarism of the orangutan. . '
(History, 81) ’

Despite Ortega's strictures on recurrence\or repetition within

human/history,\Lowry reconciles Ortega's philospphy of history and
self-creation with Ouspensky's édaptations of rgcurrence from N
Nietzsche and Eastern Mysticism. When Lowry usez recurrence or

repetition of the past, however, it is either o signify the : .

breakdown of’ an 1nd1V1dua1's will or to sugge t the necessity for

create oneself. For Lowry, beginning again does not 1nvo},ve a break

in cohtinuity with the past but a further exploration of the past. )

o

o ) '
a Using Lowry's own remarks as a. pivotal point it is now possible
to summarize the salient features of his& phllosophy One of -the .
mos{: important of Lowry's manuscripts, one which clearly 111ustrates= \\/
his concerns, is, the manuscript of hlS short story "Ghostkeeper,"
Interspersed with parts of the story are some of Lowry's observations
on 11fe' ' : . Y

L1fe is indeed a sort of delirium perhaps that should be contemplated
however by a sober 'healthy" mind. By sober and healthy I mean of -~

necessity limited, The mind is not equipped to look at the truth,
. 3 'y - ) “v
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. Perhaps .people get inklings of that truth on the lowest plane when . )
"they drink too much or go crazy and become delirious but it can't.

ettempting to articulate this paradox in his fiction?

4
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be stomached, certainly not from that sort of up51de -down and . -
reversed position, Not that®the truth is 'bad' or good‘ 1y it simply .
15, is 1ncomprehensib1e and though one is pdrt of it, there is ' \
too much of it “to gragp at once, or it is ungraspable, being v
perpetually Protean. .

Without forcing. a systematlc metaphy51cs on a rﬁost unsystematm -
thlnker, Jone, can,'in view of 1;\15 reading and his owrl remarks, acq’lﬁre '

a reasonable picture of the Lowryean world. .‘The single most important

LAY

aspect of this world is its dynamism: qu Lowry, the ‘universe was

v o

in’a constant process of change. His affinity for a WOrld view

based upon a belief i perpetual movement and p0551b1hty led-him

1

to_philosophers like B rgson, .Ortega, and Dunne, or mystics like

Stan:evld -Jones. ;Even Spengler, of. lesser importance to Lowry,

‘saw ''world hlstory as \a plcture of endless formations and transformations,

A Cycrltewsm ‘Em"(’i“*«e,\
\ \\

T ey
"gd R

@
of the marvellous waxing and-yaning of organic i:'m:ms."2
recurrences which:play such important-symbolic and structural roles’

. — 4 -—
in.Lowry's fiction are subsidiary aspects of reality, the wheels

1

T

within wheels-of an ultimately unending voyage.
At thls point, however, a difficulty arises. In addition to

his be11ef in a Heraclitean world, Lowry was also attracted by

Ouspensky's view.that time and space are, in a sense, fixed or, given

once and for all; notthng new can be said to come into being,

according to Ouspensky, for the future ‘has already been created

The central dilemma in Lowry's fiction isythe struggie to use' the ' .

past to create the Tuture. Even if one accepts Lowry's thesis that '

this struggle is a voyage that never ends, the reality, in Lowry's

fiction, of an open future -which the 1nd1v1dua1 can create is at

best uncertain; glimpses of such a progressmn exist In The Forest

Path and October’ Ferry. Was Lowry unaware of the contradiction in

his belier‘s as they pertain to the future, or, more likely, was he
Perhaps Douglas
Day's theory that Lowry was porally fixated in an -infantile state - in
other words’, in"his own past* explains why he had such difficulty
mpving into a Berg;onian future where "to mature is to go on creating
oneself endlessly." " In any case, this cogtradlctlon in Bowry's *
attitude towards the future is never resolved., The best that. can be sazd

is that Lowry's characters behave fatalistically (as if the future

N ]
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v § . as détermined) when they are confused by ‘hellish despair; when . *
b ‘ perceptlon is balanced, they appear to live in harmony with an L

ever- evolvxng universe, . - -

The second outstanding feature of L;er's world dis its signification.
) Nothing can be explained away as mere accident; everything connects .
y‘ o V- : or corresponds té form A4, hlghly s1gn1f1cant whole. Lowry-gives
creatlve form to his senseuof temporal and spatial interconnection e
through thecuse of journeys and the more obvious metaphors of paths, .
ladders, wheels, as_ well as through fresh and 1ntr1gu1ng symbols o -

. like that of th éxganal No matter how he accoungg for it,

1

&

*

each of the authors-Gongidered in this chaptér agrees that the universe
“is full of meanlng Evjnxinwgbe strange bpoks of Charles Fort whose

«data on fires was used in 0ctobet~£errz,\_gwry discovered a fascinating

collection of 'facts' to prove that our world COntal\s signs and

events which lo§§c cannox exp1a1n. His reading in Boehme\ang 7 °
27 .

\

¥ Co
) - As early a§:5928 when he responded so profoundly to’Afken's <« T~ ~_

" Swedenborg reinforced his desire to 1nterpret tHe natural world )=’

L P "House- of Dust" and Blue\VoXage "Lowry's concernﬂW1th individual °
9 . <, consciousness and perceptlon was obvious.” Like the symbollstsiLhe
' was unw11i1ng to allow. mechanistic limitations’ to the human psyche,
and his Obsession w1th the creative and intuitional power of the
- mind 1s a symptom of early twentieth Century romantlclsm.\ The key
. ’ p01nt is that, for Lowry, the development of consciousness was in
prlncxple never complete; his 'voyage that never ends"nis, on one level,
o the never-endlng effort of the individual to develop consc1ousne$s
| and thereby achieve understandlng of a mysterious universe., It is
- Lowry's. be11ef in the power of the psyche that made Jung s theories
_— . ?of synchron1c1ty and. the unconSC1ous congenial, c:: ")
T The’ fusion of opposites (drawn in partlcular from Cuspensky and .
‘ Jones) was a facgurlge fdea of Lowry's and relates his concept of !

consciousness to his picture of a many levelled, 1ntr1cate1y connected

world, : Just as there are many levels of reality external to man, the

human psyche is correépondingly complex. Lowry belﬂeve&\mgg‘couldzié .
penetrate deeper and deeper into the mystery of reaﬂuty by means of "t
an ever—expand1ng consciousness, If man were to mls.se his pbwers orﬁf\ T
s cease to evolve, a potent1a11y paradlsial exlstence would qulckly
‘ becone infernal; Lowry saw life in sueh absoiuté extremes. Thgs.fbe . ,

. . ®
B 1 ' ‘.
- )
.~ o = U . - P N
’




. : a4

w . T . . B
) drama .set forth in each‘of‘ﬁis books, the drama of his own 1life and
“‘ . .* the purpose of his art is the dramatization of a quest for a fully N

" evolved consciousness which can transform an alien, fragmented, and
. mechanized world into a home. The reprieve from eviction which
b _ Ethan wins in October Ferry exists within the human mind.

Lowry's philésophy is an eclectic one; he had great synthesizing
Amaginative powers.: Reality, he believed, is in constant motion;
Ypexrpetually Proteqﬁ." A man's task is\to live in harmony with this
universal motion, to constantly change, develop, and grow. The past,

\ ~while threatening to enclose and paralyse theamovém§nt of the miﬁd“
is, at the same time, synonymous with the self created thus far 1n time;
@ in Understand1ng the past a man understands the self he has created
[ ) andils made free to contj nue h15 growth, For Lowry, the writer's
. task.is to strive constan ly to capture in art the protean nature
. > of meality: Not surprisln ly then, Lowry's aesthetics develops

clearly from his metaphysi f’
- 3 0 ) .
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Part II C
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~bLewry's Magic Realism' . RS

Aﬁ examination of Lo;ry's aesthetics involves two questions:
firstly, his theories gf the nature and purpose of art and, secondly,
‘ his creative methods. The question of creative"heghods should be
. e discussed,first because it inevitably involves problems of literary
‘ r influehcef Lowry's -aesthetic theories cannot be properly appreéiated//

o untile the chief influénces upon hi¥ art have been distinguished: from

- B LN

peripheral ones, -

- %aribus claims have,t§§P made for the infiuence of other wrifers

i on Lowry's tec}inique.28 In his reV1ew of Under the Volcano, Jacques
Barzun, accused Lowry of imitating Joyce Dos Passos, and Sterne so

a that the novel becomes an an%hology held together by. earnestness' "

‘ Iowry, ‘deeply affronted, wrote to Barzun (May, 1947) aefendmg his -
y )’\ . - :’»u)/
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art,and his letter is worth examining. Barzun, he maintains, has

been grossly unfair:

~

For while few modern writers, myself included, can have altogether
.. escaped the influence, direct or indirect, of Joyce and Hemingway,

the "materials' {of Volcano] in the sense you convey are not to be
.found in either of these books |Ulysses and The Sun Also Rises

.+.A young writer will naturally try to benefit and make use of what
he has read, as a result of which, especially in technique, what

‘Van Gogh I think calls "design-governing postures" are from time

to time inevitable. But where I found another writer in the machinery
"...I always did my utmost to sweat him out.

(Selected Letters, 143)

Lowry went on to declare that he had never read Ulysses through and

had only read one page of Tristram Shandy. The influences upon

Under the Volcano are "other, and for the most part also,I genuinely

" believe,g absorbed."
»Ihé tracking down of stylist;k influences upon a writer is an

invidious task; of course, Lowry was aware of popular techniques.

To some extent this awareness came through Conrad Aiken, the one
writer whom Lowry claimed as the major influence on his aré. At

the same time, and pérhaps to a greater éxtent, Lowry was influenced
by lesser writers than Joyce, Faulkner% or Dos Passos. In his
unpubiished letter to Albert Erskine referred to above (p.32),

Lowry mentions several minor works which influenced his masterpiece.

For example, Ralph Bates' The Fields of Paradise suggested the
4
Spanish-English dialogue and the use of the important word "Campdiero,"

and Houghton's Julian Grant Loses His Way is an %giremely heavy-
handed portrayal of a dead man in Hell who reliyeg his past; here,
Lowry transformed his source. In one sense, the influence of these
writers' is less exciting than Joycean parallels. On the other hand,
these authors were undoubtedly more important to Lowry and this
inbicates the stature of his individual technical achievement.

The only major writers that a critic is fully entitled to press .
as influences on Lowry's technique_arq Conraé Aiken and Heﬁry James.
, Lowry adopted several of Aiken's techniques—unsent letters, con-
trapuntal use of dialogue and thought, dreams, and travel in boats
or trains,in order té contrast' movement through space into the future

;
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with {he mental voyage of the protagonist into the past. From both

S

.‘ Axken and James, Lowry learned that the most fascinating material \
for fhctlon is the drdma of consciousness. Following James' example,
he usLs an indirect narrator to mediate between the reader and the
fictipnal exper1ence-1n the Volcano, at least ~with br1111ant success.
Flnally, from!James' novels and prefaces, Lowry gained the 'respect
for f&rm which, characterizes his own work and raises it above Aiken's

- §lgg_&bzage. >

}t is as well to remember when considering Lowry's poetics that
he deeply admired Melville and, never rejected the narrative ‘traditions
of the nineteenth century. In a reminiscence of Lowry, Gerald Noxon,
a Caméridge friend and editor of Experiment, reveals Loyry's aesthetic

' .concerns:

Basically Malcolm 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
emotional communication which he discerned in Melville, for instance,

Lowry's manuscripts and notes offer considerable insight into
the way he wrote and his writing methods reflect, in turn, the core
of his aesthetic beliefs, Very rarely did Lowry cut material from
his %anuscripts without incorporating it, in another form, at some
othe% plgce in the text. In this way, his/w?;k always grew or ‘

exp ided; his primary‘concern was tO'géiras much into 4 book as

possible. The extant-notes for each of his books indicate that he
" ~. began with a central episode for the books as well-as for each
chapter and then built upon this foundation by addlggnblocks of
- descriptive and thematic material at‘either end. Frequently, he-

would shift the positian of whole passages; in Under the Volcano,

for example, paragraphs that had first been placed in one chapter
werellater moved into other chapters.

Lowry never seemed satisfied with the symboélic resonance or,
4 .
to k%ep the architectural analogy, with the churrigueresque facade

\
of his work; his imagination continually discovered new connections

‘, and wnexplored resemblances between words, images, and events, Symbols,

l e




47
. ]

allusions, motifs, are constantly being inserted=- almost like
mortar-at~strategic points in the manuscripts, He wrote at tremendous
" length; even individual sentences illustrate the way he added phrase
after phrase, adJectlve after adJectlve to hlB Iﬁ1tlal idea as if
to probe, develop, and expand every nuance of mganlng. The writing
was never- carcless or hurried, however, for he re;wrote sentences
and paragraphs many times and marginal notes indicate that he had °
complicated reasons for every punctuation mark, ;

Two features of Lowry's creative method stand éutuas particularly
significant: he wrote as if he was constructing a house or a pier;
simultaneously, his work never seemed, to?his eyes, complete, For
Lowry, a work of art was like a building that was constantly being
built and, despite the hopelessness of the attempt, the fact that the
work could never be finished, could never be held still or made

permanent, was its greatest source of value. In Dark as the Grave,

Sigbjgrn Wilderress explains that the artist must constantly rebuild
his ever-changing work of art:

How hopeless, how inexplicable the effort! For is not the building

the work of art in question, long since perfect in the mind, and

only rendered a vehicle of destruction by the effort to realize it,

. to transmute it upon paper?[..g .

It would seem this building is a peculiar one, not susceptible to
mundane laws [..}for while it continues to go on burning, as if in
an external {eternal, in the manuscripts} hellfire, so long as the
author continues to exert his efforts, it continues just as gast
as the walls are falling down, to be pushed up by hnﬁE..]

The reason for this constant movement and change in the work of art,
"not susceptible to mundane laws,! is that it reflects the universe.
As Sigbjgrn explains:

Part of the artist's despair(...] in the face of his material is
perhaps occasioned by the patent fact that the universe itself - as
the Rosicrucians also_held - is in the process of creation. An
organic work of art, haV1ng been conceived, must grow in the creator' s
mind, or proceed to perish,

' (Dark gg_the Grave, 1541
The key to Lowry's art, the unifying idea of his metaphysics
and aesthetics, the insight upon which he based his vision of life
and The Voyage That'Never Ends, is that '"an organic work of art[}.. must

grow in the creator's mind, or proceed to perish." The space of the

¥ -
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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 the artist as well. In his "Working Notes" for October

Ferry Eg-Gabrioﬁa, 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 work of art the artist "has arrested the
flux of existence and made a solid and stable‘iject: out of time

he has created space.”" Unhappy with this theory, Lowry comments

that his pier is both "geometrical and organic"; although it is

-

solid and stable in one sense, it is full of motion and vitality
in another. He calls his pier "a magic work of reason" that by the
moon's reflectionsvis "Iike an amplification of the paths and
sephiroths of the QBL itself"{sic}.

For Lowry, symbols, images, and words were constantly expanding
in much the same way as.the Tree of Life. His task was to capture
this activity in art. His most revealing reflections upon the
absurdity of the 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 his own life - some sort of
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 nothing is static or can be pinned
down, that everything is evolving or developing into other meanings,
or cancellations of meanings quite beyond his comprehension. (..
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 much
action there is in it, it is static, a piece ofpdeath, fixed, a sort
of butterfly on a pin; (... But the attempt sholld be - or should
be here - at least to give the illusion of things - appearances,

*Lowry's Dollarton pier was of tremendous symbolic 1mportance to

hlm, he considered it a work of art. After its destruction in the
Spr1ng of 1956, Lowry wrote that he was "broken hearted"; '"that

-pier, that gave so much happiness to many and us, was us insm

sense' (Selected Letters, 388). Douglas Day suggests that the news
that the pier was gone hastened Lowry's*own death because to

Lowry's coincidené¢e and omen-ridden mlnd, it signaled his destructlolij

~

See Malcolm Lowry, pp. 35-36., '_° -

~
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possibilities, ideas, even resolutions - in a state of perpetual
. metamorphosis.*

In Lowry's terms, the realistic work of art is the one that most

nearly captures the flow and vitalify of metaphysical and natural ,
reality - the withdrawal and return of the universe and of the
tides, "

Parallelling his philosophical views, Malcolm Lowry's aesthetic
is founded upon a belief in the infinite variation and movement of
life. Time is not a simple single-dimensioned line of cause gnd
effect nor space an empty receptacle to be filled as time marches
on. Just as his universe is an- intricately connected, supremely
meaningful structure, so his fiction is a m&ltilevelied world in
which time and space are, ideally, unlimited. By penetrating the
future or reliving the past, by interpretiﬁg coincidences and events
as sikns and portents, by travelling‘mentally and physically, the Lowry
brotagonist inhabits and becomes a dynamic, mysterious universe.
Finding watches, crdssing borders under the watchful eyed of customs '
officials, riding in buses, ferries, boats and planes, looping the
loop, visiting the ruins of Pompeii, even contemplatlng the stacks
of polished glasses in a bar, become under the spell of Lowry's
artistic vision, aspects of a mystical journey, a glimpse into a
new world, the capturiné of realityﬂ &

The only form which’ Lowry felt could possibly conta1n his vision
was that of the voyage ever-renewed. If we move in eircles or repeat
our pasts it is only within the larger journey which.we never complete.
The purpose for this .constant movement is the evolution of consciousness
and the creation of life., The world for Lowry was ultimately a
religious and a moral one. Hell he identified with stasis and the
crippling of consciousness; Paradise — Eridanus -is the uninterrupted

voyaging and development of the soul.

o

*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
Hear us o Lord) appears in Appendix E of Perle Epstein's The Private
Labyrinth of Malcolm Lowry., The emphasis is 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 itself" (Selected  Letters,b330).
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NOTES: CHAPTER II

1 "Time in Faulkner's The Sound and the Fury," William Faulkner: Two
Decades of Criticism, eds. Frederick J..Hoffman and Olga W. Vickery
(M1ch1gan, 1954), p. 180.

Professor New's article, '"Lowry's Reading," in Malcolm Lowry: The
Man and his Work, 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 specific influence. Perle Epstein's The Private Labyrinth (New
York, 1969), while providing valuable information on Lowry's
Cabballstlc reading, oveTempha51zes the importance of the Cabbala
in an understanding of Under the Volcano. The pre-1941 manuscript
versions of the Volcano show that Lowry had already 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 Weight 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 Vedanta and the
L Ching as well .as offering valuable insights into Lowry's use of

_Greek myths. Ramsey's more limited study deals with Lowry's reading
in Dunne and Ortega.

According to his Vancouver lawyer ‘and personal friend William
McConnell, Lowry 'had that rare (and rather frightening) gift of
near total recall.," '"Recollections of Malcolm Lowry,'" The Man and
“his Work, p. 155. It is doubtful that any Lowry bibliography can be
exhaustive and one is continually 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 most respects with Tony Kilgallin's list of
one hundred authors to have influenced Lowry. See Lowry, Appendix B.

) "Swinging the Paradise Street Blues: Malcolm Lowry in England,"
Paris Review, XXXVII(1966), p.18,

5 bid., 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 blography of Lowry, while not d1scu551ng Lowry's
readlng in any detail clarlfles 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 Selected Letters, pp. 3-10 and pp.
270-279 where he writes that Aiken's "work first slammed down upon
my raw psyche like the lightening slamming down on the slew outside
at this moment.,,."

o

Day gives a good account of the years when Aiken.served "in loco
parentis' for Lowry,offering many hitherto unknown facts about the
Lowry-Aiken symbiosis.

9 See Costa's articles, "Lowry/Aiken Symbiosis," Nation, June 26,

1967, and '"Ulysses, Lowry s Volcano, and the Voyage Between' Study

of an Unacknowledged Literary Kinship," University of Toronto Quarterly
(July, 1967). According to the Aiken scholar, Professor Jay Martin,
Joyce was not an important influence on Aiken. Conrad Aiken: A Life
of his Art (Princeton University Press, 1962), p. 94.

0 Quoted in Martin, p. 76,

1 The Jig of Forslin: A Symphony ﬁBoston, 1916), p. 8.

2 Martin, p. 139.

13 Preludes (New York, 1966), p. vi.

14 Collected Poems (New York, 1953), p. 869. \
15 The Short Stories of Conrad Aiken (New York 1950) and Three )
Novels by Conrad Aiken (London, 1965). Further references to these

books are included in the text.

-~

6 Martin, P. 26

17 The I Ch1ng or Book of Changes, vol. I (New York, 1950), p. iv.

T

18 I am grateful to a letter from Professor Jay Martin for this infor-
mation on Bergson, .
1
19 A New Model of the Universe (New York, 1971) and Tertium Organum:
A Key to the Enigmas of the World (New York 1970). All further
reférences are included in the text.

20 An Experiment With Time (London, 1969). First published in
1927% All subsequent references are included in the text,

21 Selected Letters, p. 387. Q. B\L\ or The Bride's Reception (Chlcago,
1972) and The Anatomy of the Body of‘Gpd (Chicago, 1925) are two
treatises on the Cabbala by the Vancouver Cabbalist Charles Robert

! Stansfeld-Jones -'"Frater Achad.' Further references-and gquotations

are included in the text., For a discussion of Lowry's friendship

with Jones, see William New's article "Lowry, The Cabbala and Charles
Jones," in Articulating West (Toronto, 1972), pp. 190-195..
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22 I am grateful to a letter from Mrs. Lowry for this information.
The books in Achad's library to which Lowry had access are listed
in Epstein's The Private Labyrinth and Kilgallin's Lowry; each is
a selected list and they do not coincide., Both lists include such
works as the I Ching, the ngptlan Book of the Dead and The Tibetan
Book of the Dead.

3 Professor Martin confirmed the special importance of Bergson to “
Aiken in a letter to me, but one should also consult his book Conrad
Aiken for a detailed analysis of Aiken's themes. The most important
of Bergson's books for Aiken and Lowry is Creative Evolution, trans:
Arthur Mitchell (New York, 1931). All quotations are from this
edition and are included in the text,

4 José Ortega y Gasset, Towards a Philosophy of History (New York,
1941), p. 113, All further references are included in the text.
Ortega's essay on Goethe, "In Search of Goethe from Within,"” is
, included in The Dehumanization of Art (Princeton, 1968),

This passage comes from the selections made by Epstein for
Appendix E of The Private Labyrinth,

26 Oswald Spengler, The Decllne of the West, vol. I (London, 1926), °
P. 22. Spengler_ also sees space "as static and time alone as vitally
dynamic,

14

27 Although it is impossible to say exactly what of Boehme's works
Lowry read and when, Boehme's reading of the Samaritan parable bears
upon Lowry's use of it in Under the Volcano., Boehme writes 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 Paradise departed from it. Now wilt thou be a Magus?
Then thou must become the Samaritan, otherwise thou canst not heal
the wounded and decayed; for the Body which thou must heal is half
dead, and s@rely wounded...." "Signature of all things," The Works
of Jacob Boehme, "vol. IV(London, 181), p. 43,

28 See Costa's "Ulysses, Lowry's Volcano, and the Voyage Between."
Epstein maintains that the stylistic influence of Joyce on Lowry

"is a critical commonplace," The Private Labyrinth, p. 4. Stephen
Spr1e1 calls the Volcano '"le texte prousto-faulknerio-dos-passosio

joycien.”" "Le cryptogramme Lowry," Les lettres néuvelles, 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
Selected Letters, p. 197. While never knowing -Melville's fiction
particularly well, Lowry was deeply moved by the failure of Melville's
life.

30 Dark as the Grave Wherein m my Friend is Laid (New York, 1969),
p. 154, A11 further references are included in the text.
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. J CHAPTER III
Outward Bound*

-
o

The natore and the form of Lowry's metaphysical and experiential
quest begins to appear in his early writings.1 Even in his f1rst
stories Lowry discovered that finding is making - the quest is the
constant making and re-making of self and ‘reality., The characteristic
Lowry method for the fabrication of self and world is already present
in this early work as a process of enc1rc11ng and contalnlng experience,
Through constant travelling, through the images of ships, harbours,

. engine rooms and wheels, external reality is possessed. To put it
\another wa}, the self expands in the effort to surround experiénce. .
Space and time are internalized in the constant actiﬁity 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.

Lowry's aim, so wonderfully achieved in Under the Volcano and Hear

us O 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 circular structure in his best work is toward®
the continual repetitioﬁ, through the reader, of the encircling

process; for it is just that- a process, an activity, a sacred ritual

“Tof "1life. T T . S i i

r

*The phrase "outward bound" is one of Lowry's nucleii of meaning. It
refers to a ship's voyage from port and, as such, symbolizes the voyage
of the soul or consciousness of the individual through life. The
.phrase plays an important role in Ultramarine where it defines the

, ﬁafure~o£~8anai§\39§§§_‘ﬁjfifccurs also in, October Ferry where,
as in the unpublished story on

Vane's play Outward Bound (New York,.1924). In the play, all the
characters on the boat are déadsand outward bound for hell- or heaven:
"It's the same place, you see.™ With this point in mind, Dana's
voyage becomes profoundly ambiguous.. He could be outward bound for
heaven or hell - all depends on_his perception. Furthermore, one of
the suicides on Vane's unearthly boat cries out in horror that
"There's no time here"; in this limbo-like state néither timé nor
space exists. See chapter VI for further discussion of the play.

.
1

y C ..
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One finds in the early prose hawry's initial grbpings towards

the confrontation of reality and the forging of a méthod,fbg_creating
or incarnating his visioq. Lowry begins with an awareness onrestlessness
and dissatisfaction, moves to the articulatidh\qg’§i§_problem, and
finally, in Ultramarine which in a sense enfolds all .the ex erience
of the stories, creat;s a carefully unified structure. //p

. Throughout the early work the influence of Aiken, Gtrieg,
Bergson, Dunne_and Ouspensky, is obvious. Because he is unable as.
yet to transform the techniquégﬁand ideas of others, Lowry's stories
and Ultramarine stagger under the welght of dreams, ser1a11sm,
precognition, and elaborate metaphorsxfor the expansion of consc1ou3ness.
These influences, though absorbed more c0mp1ete1y in the later work,
remaip éonstant,however, for in his article "ThecGarden of Etla," )
written 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 once."2 If everthiﬂg happens at once,

then there can be o past and more importantly, no future; the

individual becvmes trappﬂd in a static moment, a closed infernal

circle. The dilemma of temporal and spatial stasis is a constant in
Lowry's work,but it is most simply stated in the early manu;crjpt
entitled "China."

"China," a gauche story dating from the early thirties, isAtold

by an ex-sailor reminiscing about his voyage to China as fireman

" aboard the Arcturion. The climax of this mental voyage through

time-past is the declaration that China did not and does not exist

for the narrator:

What I want to convey to you is that to me it, was not China, at -
all but right here, on this wharf. But that's not quite what I P
wanted to'say. What I mean is what it was not was China: somewheTe
far away. What it was was here (..

You see, I had worn myself out behind a barrier of time, so that
when I did get ashore, I only knew it was here.

~

Lowry is experxmentlng here with the mental voyage into the
past in an effort to give- artistic form to the sensation of temporal-
spatial stas%s. For the narrator, time and space have become totally

internalized and fixed- there is here, and then is now. Only the

perceptual self exists in -a solipsistic world without future .

or possibility., The form of the story conveys the paralysing force of

0
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" Granada, Spain. Deceived by their girlfriend an? another male .,

.« =~ It was like El Greco gopg,mad.[..._'_] It was as thpugh a moving

55

this dilemma., The narrator, losing all sense of the present.

moment , dlscusses his strange experience in the past tense, and then
ends his monologue W1th a direct address to the reader in the present
tense whiclk seems to gather up the past and to reinforce its presentness:

And here's what I want to ask you again, Haven't you felt this .
too, that you know yourself so well that the ground you tread on is -
your ground it is never China or Siberia or England or anywhere
else,..It 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 you
whether its on Broadway or the Chien Men, .
And you carry your horizon in your pocket wherever you are,

In this remarkable passage, Lowry perfectly describes the typical
Lowry sensibility. As yet there is no confrontation with the ~
destructive potential of such a radical lack of differentiation.
between internal and external reality. The threat is concealed‘in -

the story's form which describes a closed circle within, which time

-

and space are suspended,
Another of the earl} stories, "Bulls of the Resurrection”

(c. 1933), clearly shows. the influence of Dunne and Ouspensky.3

The significant feature of this story is the precognitive dream

shared by the two main characters, undergraduates vacationing in

companion, the two students recount their dreams of the previous night

while Brooding in a bar. Their dreams, which prefigure future

disaster for the girlfriend and her new lover, curiously interlock to €
form one dfeam. Lowry has his two young men recount a dream in which ’
the first undergraduate observes the boyfriend arrested and then
beheaded for shooting someone. The dreamer sees the murderer re-
ené&ting’the shooting several times. The second undergraduate has
simultaneously dreamt that he has seen the girl shot, die, then rise
to be shot over and over:again. . -

The elements of prefiguration and repetition suggest (with some
help from the very verbal and analytic undergraduates themselves) that
the two men are '"participating" in some kind of ritual. The f1rst
dreamer describes his yision‘in a striking image of-perception caught

ih a nightmare of mechanical repetition:

n
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- this activity, however, was still to be discovered.

picture had been’projected onto a Gre¢o instead of onto a screen. . \
There was this fixed, timeless, haunted background, but this was not N .
part of what was going on, thlS wds only the relief against which it:
could be seen, the means by which it became visible. (8)

The mechanical movement in the dream’is contained, frozen within\fhe .
static frame of the El Greco painting,

The second dreamer, aware that he was aSouﬁ to.see “something
extraordinary wh}ch in some manner held the past and the present in
its meaning,' articulates more ciea;ly the horror of the dream: "Only,
in this dream, we seemed to have no individuality, We were shaeows : o
whlrllng together in .the void of a nightmare"(10). Despite the fact -
that Lowry is here dealing with a dream phenomenon, the qualities of .
the' dream have wider importance; they bear upon the type of consciousness .Y
with which Lowry is dealing in general. Though Lowry drops the overt ‘
d}eam in his later work, the nightmarisﬁ‘loss of identity and the

whirling visionary shapes recur (in Los Borrachones, for example}.

The dreamer's way out of this infernal closed circle is effective for

subsequent Lowry heroes: ’ -, .
Then I knew that unless I took action -swiftly, Terry would be i S~
compelled for ever and ever to go on performing the fatuous dumb :

. »show of her own death.. (11) .

This is the lesson that Dana learns and the Consul rejects, Clearly »
Lowry, with the help of Ouspensky s time spirals and recurrence, was
beg1nn1ng to realize that in order to break out of a totally internalized

~

landscape or dreamworld one must act, move, interfere. - The nature of . q/g///

"June 30th 1934!" an early unpubllshed story, marks a consxderable

formal advance over ""Bulls of the Resurrecplon" and "Ch1na." Here
LoWry attempts to capture his developlng concept of the dynamic : .
circle which underlies Ultramarlne and is_fundamental to the voyage -
theme. - ’

A The stofykﬁealé-with the  reflections and visions o% a British . R
clergymaﬁ\ Bll Goodyear, durlng his return from an unsuccessful
mission 1n\(~9 ﬂar East. Accompanled by a fellow traveller named Flrmlﬂ
he .moves from one element to another ffom a train, to a boat, to a .

train. Parallellng this physlcél‘movement -Goodyear's.perception - - - 7T

°

moves, as 0u5pensky suggests, .from one level to another until he has

a vision of the heart of reality: - ’ .

£l
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They were chang1ng elements but the idea struck him; no, it is - -

a

:. ' ’ ;nore than. thls, somethmg greater is being changed - % . '

\ oo Iy

. A -new cycle- was beglnnlng,h [ ] the~face of - the world was changlngn.. ‘ ¢

LOWry’employs two central metephors to embody his, idéa of movement

) and.change - the voyage and alchemacal transformatlons.A The voyage
p embodles the structure of the story Goodyear moves’ closer and
. . closer to hlS home- 3s wellfas to ,an understand1ng of reallty The - R
) agphemy suggests, through repeated references to métals and alloys, _
- wthe transformation of Goodyear s psyche 'until.he is able to apprehend .

‘the meaning of life. : Phy51ca1 ‘movement threugh t1me and space .-

parallels the psychlc metamorph051s the elements of human consc1ousness

}

'“A““"“rj~—;o may-expand and change %@ke phy51ca1 reallty. _ ) o !

- Durlng these moments of psychlc metamorph051s (he even feels . - .
@ at one p01nt'that he has become Fzrmlnj Goodyear has two v151ons. ‘
- »  He seems ;to see a young bqy;rac1ng through the fields "chargrpg alone,

keeplng up with the tra;n." At one point, this boy is his .dwn son '
Dick; later the boy seems " to be Firmin as a yolth, ‘In’ fact, as
Goodyear reallzes, the boy is a v151on of the future racing into the - . ¥

a - "+ past; he symbolizes the movement of time. The second vision comes ' j!

during the thirdvpﬁﬁf of his- journey when Goodyear is again on a '

~ . : traln, thlS time in- Br1ta1n . Peering through "the steaming glass' -

of the trarn“wrndow he reallzes that,

Chaosy change, all was changlngﬂv the passengers were changing: -a
sea change, . ) .
Goodyear lay back in his seat. He could feel the change within -
- ' him, somehow his thoughts were becomlng longer: an ‘insidious
metallurgy was in practice within him as his ores, his alloys, were’ .
isolated. The titanic thunder of the night-shift hammered on his -
. 4 nerves, lacerating them as though it would draw out from him thé
‘fine wire of his’ conscmusngss. &
He knew that he Jiad been"altered by ‘the true ‘pattern, the archetype\ T
of the svents, on the surface so trivial, of the journey. And he L
sensed that the other passengers[...] were even at a crucial point ) '
§ in their lives, turning towards another chaos, a new complexity of ’
melancholy opposites.

LAY

. The dramatic force of Lowry s story comes less from Goodyear s -
| ' ¥isions, marred by the exce551ve explication which Lowry sedulously -
o cut in the Volcano, thah from the c1r§u1ar structure of the tale. o .
Goodyear moves from a train, to a boat, and back to a train speeding
through the night. Throughout, the protegonist’is further encircled "
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.- 1s Goodyear's realization that, - v
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or contained in the boat and in the7€}aiﬁénas well as in the intgpse

all-enveloping space of his mind. This enéircliﬁg, emphasized by

references to the train's wheels, and the wheel; and levers of the '

boat's engines, is.not static or closed, but dynamic. The éircumfergﬁce -

of the circle,, symbollzed by the encircling walld of the train or

ship, are moving, and the centre, Goodyear's conscxousness, 1s .

movling, expanding, and changing as well, - ' -

Goodyear comprises Lowry's first attempt to meet and overcome - -

the everpresent boundaries and crossroads in life —physical and

- §£iritua1, The,activity, symbolized by the structure of the story,
signals release from the infernal circle through a repeated shaping
of new circumferences around an ever-expanding centre., Juxtaposed

“‘with a finhal image of time plunging into a future of war and chaos, “

"as the express screamed on liké-a shell through a metal world,"

71t's never too late, never too late. To start again- You bore. in r ‘
the earth, Silver and copper. Silver and gold. Man- makes hi$
cross. . With crucible steel. Base metal; counterfeit; mahganese;
chromium; makes his’ iron cross; with crucible steel.*

_As always with Lowry, thegoutcome is ambiguous; the tranéformation
may be counterfeit or the true philosopher's stone. The most

important point, as in October Ferry, is that change must be welcomed

and one must be willing to begin again, - : J

In "Sedu¢t10 Ad absurdum," Lowry again develops the gontrast . , /
between time and space suspended within the closed circle of the - .
mind,and the flux of life.” The short story was or1g1na11y published-
in ExRerimeﬁt (Winte}, 193), under‘thg intriguing title '"Puhctum Indifferens

l\ . bl

N . i :
*The mention of the 1ron cross is an, allusion to a book which.Lowry
greatly admired, Hermamh Broch's The Sleepwalkers: A Trilogy (London,
1932). In Broch's book, .the military iron cross worn. by the aristocratigc.
and romantic von Rﬂsenow symbollzes the achievemepts, of man-kind which, .
despite their apparent substance, are pathetic, destructlve illusions. =
In the preceding paragraph of 'Uune 30th 1934™ Lowry calls the ’
train's passengers "somnambullsts" and this descrlptaon coupled
with the reference to the-iron cross, gives an ironic twist to
Goodyear's viggon of change. ) o

©
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Sklbet Gaar Videre'* (P01nt1ess Point The Ship Sails On), and compr1ses

_ the maJor part of Chapte¥ IV in U1tramar1ne.4 ‘
: The most significant feature of the story may be brieflf stated,
Dana, listening to the crew discuss and abuse him, and wandering off -
in his own memories of the past, decides suddenly to challenge his
chief enemy. Time (as memory) and space (within the mind and the
ship), concentrated into one moment's hatred become literally and
metaphorically pointless. All Dana's effort in holding time and
space suspended in a long brooding stretch of anger leads to nothing;
A, his challenge fails and the crew disperse to their chores-—the ship
’ —sails on, In Ultramarine, this persistent attempt to fix time and
space within a closed -circle of the mind is Dana's besetting sin.
The form of the novel cre;Ees this stasis as well as the consequent

Q{\“‘

) exp1051on of a false order imposed upon the restléss movement of
/
lee. /
Ultramarine, originally published in 1933, was reprinted with.
some of Lowry's later revisions in 1963. According to Margerie Lowry's
"Introductory Note,'" it was intended to be, 'in its rewritten form,’

the first volume in ...The Voyage That Never Ends."S With this purpose

in view, Lowry changed the name of Dana's ship to the Qedipus
Txrannus and made other links with the Volcano. Althaugh the.-book
obvxqgéiy remains a first novel and is-certainly not of the stature’

‘of Under thé Volcano, Ultramarine is seldom, if ever, given its

ﬂué For the most part, critics are content to point out the novel's

debt to Aiken's Blue Voyage and Grleg S, Q%e Shlp Sails On, 6 Lowry

| ‘ himself was ashamed of the book. -

o,
- . 1) ‘ L

In spite ofvweaknesse§, the structure’of the bgok illustrates

. the tremendous cohtrol which Lowry was developing over his materials.
. Y

H »

2 ——

. > '
‘o -

* ngkibet Gaar Vldere" is the Norwegian title of Nordahl Grieg's
novel, Grieg's book, although written 4in a 51mp1e style with a strong
moral, reveals a profound philosophical pessimism in its title and in
scattered remarks such as: '"Life had played one of its scenes over .
again, a new spiral had wound its way upward, and now he found himself
looking down into it} 167) Lowry's attraction to Grieg's novel

was more than a simple affinity for the nineteen year old hero's

. linitiation into the horrors of-life on a first sea voyage, Underlylng

. ) : the story are hints that time repeats itself inexorably, that.life is

° la maelstrom of meaningless change, and that, relncarnatlon is 11ke1y
(see pages 78 and 87). ———r
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As’with the Volcano and.Dark As the Grave, in Ultramarine Lowry

expands a short period of time, approximately forty-eight hours, into
the months and years enfolded in Dana's consciousness, Nineteen
years .are contained within the small circle of two days passéd

o

in one place. .

The structure of Ultramarine is circular. Beginning in Dana's
mind, the narrative circles repeatedly from externél action and.
dialogue back into Dana*s-consciousness until the final line of the
book places the reader Qithin the hero's mind once more. The book
is crowded with image%,of circles and encircling ~the engines, wheeling
birds, eyes, Dana's lost compasses, =even the ship,“the harbour of
Tsjang-Tsjang, and e‘sea, function as’ further layers of encircling
"reality.

Within the

N 4
rst four chapters, Lowry counterpoints two geographical

and spiritual
cifii;;/gg/fhe voyage and Dana's consciousness. The first geographical

oints along the .circumference of the superimposed

and spiritual point is the ship's departure for the East which Dana
~Femembers as the book opens. It is essential to emphasize that

Ultramarine begins as the Oedipus Tyrannus is nearing the port of

Tsjang-Tsjang, the furthest point of her voyage. In Dana's mind, - o
'héwevé&, the ship is still preparing to leave Liverpool. During the
cdursg of the first four chapters, Dana moves deeper intohis past
before gradually circling:his way back égain, in Chapter IV, to the
time of his departure from home. His memory transcribes an enormous
circle until it catches itself up at the crucial moment of severance,
‘the sailing ©of his ship (pages 140-142). This point in time haunts

. h;m because it symbolizes severance from his youth and initiation .

into life. Furtgermore, it is jﬁs§ this initiation or birth, Fhis

b?eaking out of the womb-like circle of his past; from which he

shrinks in d}ead.
J

}
Y

‘ﬁThexSeCOU&“geographical and spiritual point of Dana's vicjous
lng-
fsjang and the abyss of the present self. " While the ship is idle at

circle is the furthest poipt of the voyage, the harbour of Tsj

dock, Dana, his mind and soul in an gnalogous static state, plumbs
the very depths of his private hell. This hell, projected upon
‘external reality by his distorted vision, results from his constant

K
. " .
§
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screamlng horror: s

ré-living of the past in the present and his persistent refusal to
welcomé life, Transfixed, like d "tinfoil Jesus,'" between these two
poihts, 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
;nd space, p

By the end of Chapter I with the boat docked and night falling,
Dana, who ﬁas refused to enter life by going ashore, retreats to his
bunk and his memories of the past. The visions which he has as he
falls asleep highlight his spiritual crisis. Dana is so entirely
enclosed in self that he cannot consciously articulate his probiem
until the end of the book. The reader, drawn into the maelstrom
of Dana's’mind, experiences the claustrophobic horror of a consciousness
closed in upon itself. Believing that the ship'"had a manifold
security: she was his harbour; heowouid lie in the arms of the
ship'(43), Dana gliqu into a sleep immediately filled withuwheeling . S

] L3

Above, the moon soared‘ and galloped through a dark, tempestuous sky.
All at once, every lamp in the street exploded, their globes flew

out, darted into the sk), and the street became alive with eyes; eyes .
greatly dilated, dripping dry scurf, or glued with viscid gum: eyes
which held eternity in tBe flixedness of their stare: eyes which
wavered, and spread, and, diminishing rapidly, were catapulted

east and west; eyes that were the gutted windowy, of 'a cathedral,

-blackened, emptiness of the brain, through which bats and ravens

wheeled enormouslyf...] . (44) b
Significantly, the vision is one of movement and the breaking _ Qﬂ

. of enclosing circles: lamps.explode, their "globes" flying into the -

sky, eyes waver, and "d1w1nlsh1ng" are "catapulted east and west';
even the enclosing glass of windows is shattered allow1ng bats and
ravens to "whgel\énormously" through their empty frames. This is
alrision of the chaotic flux which Dana must accept; howéver, at this
point in his voyége he is only capable of seeing chaos as nightmarish
horror. The closest he comes here to confronting his true position
occurs in the dream which concludes the Chapter - without
his compasses’ (to draw continual circles or to locate ﬁis own centre)
he is "Lost. Lost. Log; " , - “\
In Chapter II, the ship static in the harbour parallels Dana's

increasing withdrawal ‘into an abyss of self. ' Dana_escapes the reality

%
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of present time %id space by dredging up time past and pre-voyage
places until they form a hard shell of encrusted memory around his
timoroys psyche, &he climax qf his descent into self comes when,
with perception inverted and distorted, he envisions the Oxenstjerna,
a symbol of movement,life, and a positive growing past, the ox-star
"that'shlnes above the lives of men," grounded and oozing death:

It is the Oxens erna they are talking about, the Oxenstjerna
that has gone aground It is the Oxenstjerna Wthh now turns over
and sinks into the’ sand, while the oil spreads a mucous: f£ilnf over
the Mersey; and no@ the white sea gulls...known by name to the
dockers, are dylng by the score - (74)

i

Lowry, with the v1rtu051ty th giiharacterizes Under the Volcang,

forges here a most striking image o¥*$tasis and enﬁeloping death

which functions like a magnet within the heart of the book. 1In

_one brief passage he enfolds the cluster of motifs surrounding the

*Oxenétjérné with the various bird motifs in the novel, and even the

haunting motif of eyes; ™a mucous film" (like all the eye imagery,
drawn frém’héwry's personal sufferings) recalls the vision eof eyes

in Chapter I, apd fuses with the general theme of Dana's spiritual

blindness, Lowry s, technique, in a mlnlature example such as this *.

image of the 0 enstlerna, as well as in larger structural-units, is
one of en%olding and encircling. The image is superficially quite .
simple, but it vibrates with a plenitude of centripetal meaning,
In addition to embodying several motifs, motifs which can only be
fully understood when viewed within the totality of the book, the
Oxenstjerna passage symbolizes Dana's consciousness: Like the ship
he has gone aground and '"now turns over and sinks into the sand."
"The lowest Peint of Dana's descent occurs in Chapter III éﬁ he
stumbles about Tsjang-Tsjang in a drunken nightmare. This lowest '
point, however, fully in keeping with Lowry's concept of the fusion

of opposites, marks the beginning of his ascent; Dana grapples witp

. the recognition,and articulation of his position, His self-analysis

is still typically exaggerated and maudlin but he at least admits to

these aspects of his nature Enclosed w1th1n the rhetoric of his self-

portrait is the further realization that he alone creates his heaven
or hell: . ‘
Tinfoil Jesus, crucified homunculus (who is also the cross), spitted

ot
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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 also the lips cupped to embrace them
as they fall; the whips, but also the flesh crawling to them. The
net and the silver writhing in the mesh,and all 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, unseén,
he climbs down and returns to his hotel - while the two great shafts,
the propeller shafts, the shafts of wit, laced with blood, AB,CD are

diameters., e '
. Now with hi €1 as centre and half CD as radius, describe a

wvicious circle! (98 - 99)

#
Amidst a geometrician'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 the centre of a circle with the four circumference points °
making a cross, ABCD, crystallizes his physical and spiritual \
dilemma; 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: b

[cJould you still believe 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 to yourself may go on. [s1é] (99)

Naming the names and saying the words is always magic with Lowry.
Dana will soon break out of the éeemingly "impenetrable'and terrible
‘boundaries" of his self-created héll As centre to his circle he
will move and in moving transcribe an ever new c1rcumference.‘

By Chapter IV, Dana's agonized attempts to re-inhabit the past
have brought him circling back to the point at which the book opened,

the departure from England of the Oedipus Tyrannus. In the retrospect

of his return to Liverpool after the farewell with Janet, the Mersey
strikes him as "like a vast camera film slowly and inexorably winding.
Soon he will be entangled in her celluloid meshes, and wound out to the
_open sea.''(142). In a sehse, Dana has encircled in memory his own
position (much as he does later with Andy); he has come full circle,
Now is the time to strike out anew. The challenge to Andy represents

”~
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~ his first decisive action of the voyaéé. He does not grasp the prbfbund
truth, however, that this iﬂten§e moment which gathers up all his
anger and frustration is, in fact, a ''punctum indifferens."\ Life ¢
cannot be seized and frozen in this way for it flows on, forever |
eluding the grasp. As the card players remark upon returniné to
their game after Dana's interruption, '"- pags -" "- pass -'" - pass -"(153)
" The ship sails on or, at least in Chapter V, it frepargs to leave
port. Prior to the §hip's departure, the culminating crisis of
the book occurs. Norman's pet pigeon (with consequences that recall

the Ancient Mariner's albatross)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
circled around gally[ '] turned on itself and rolled in its own
swell" (162). The last moments of the ship's sta51s at the dock
parallel Dana's inability to save the bird. Suddenly, amidst rolling

)winches and coiling ropes, 'the windlass clanking.and racing around

i gladly" and the tiger "moulding its body to the shape of its cage,"

Dana remembers Norman's grief at the loss of his pet and seds the

truth: P '

No, 8such thlngs couldn't happen really But Norman's words made a

sort of incantation in his brain, '"'Time! Of course there would

have been time. Time wouldn't have mattered if you'd been a man.'" (166)

This truth is without value, however, unless one knows how to
use it, and Dana is still uncertain. With the renewed peace of the
vessel under sail, he contemplates the roaring fires in the 'pulsating
and throbbing' engine room: -
N
Why was it his brain could not accept the dissonance as simply
as a harmony, could not make order emerge from his chaos?(,.?] Chaos
and disunion, then, he told himself, not law and order, were the

principles of life which sustained all thlngs, in the mlnd of man
as well as on the ship. (169)

Being unable to accept chaos as good is Dana's great sin. In his
efforts to order and contain reality, he has only succeeded in stifling
himself, and life, within a zightly sealed tomb of time and space.

Now that he has admitted the priority of chaos, he is ready to
move on to a reconciliation with Andy who symbolizes the forces of life
into which Dana must be initiated. With the meaning of the maelstrom

and "a reason for his voyage" clearly perceived, Dana looksgdown into

¢




the engine room once more. There he. sees Nikolai, the fireman,
serving the very source of energy and chaos:

The iron tools blistered his hands, his chest heaved like a spent
swimmer's,his eyes tingled in parched sockets, but still he worked
on, he. would never stop - thlS was what it was to exist - (171)

Never to stop in the Journey of life, this is Dana's discovery. Life

is flux, chaos, energy, while death like a ship gone aground, like
a fixed, transcribed circle ABCD, is stasis. Paradoxically, life
exists in the fiery abyss of the gship and Dana cherishes his discovery
while "somewhere,'" as if warning that this 5oint of rest is a
"punctum indifferens,'" "a lantern clanged with eternal, p1t11ess
movement' (172). )
Significantly, Ultramarine does not end on this pinnacle of
insight. Although the narrative rhythm reaches completion by the
end of Chapter V, the novel continues, mirroring in its structure
what Dana has still to learn. In this sense, Ultramarine was an
jideal prologue for Lowry's intended voyage that never ends. Dana
Hilliot, prefiguring the restless voyaging of subsequent Lowry ‘
heroes, realizes that he had "surrounded Andy's position' and must
move on; life ig a continual movement of centre and circumference,
a never-ending voyage undertaken for the sake of the voyage itself:

(There 1s[..]zistorm flood within, as my heart beats with the
beating of the engine, as-I go out w1th the ship towards the eternal
summers. A storm is thundering out there, there is the glow of
tropical fire! Bad, or good, as it happens tuv be, that is what

“it is to exist!... It is as though I have been silent and fuddled

with sleep all my life.[..] .1 know now that at least it is better
to go always towards the summer [,..]. Then at last again to be
outward bound, always outward, always onward, to be fighting always
for the dreamt-of- harbour[ J =) (201) ‘

Then, lest this solution of lifé's mystery appear too si@pie;
Lowry charts the next stage in Dana's initiation. A fireman is 111 _
and Dana is chosen to replacé‘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
mist ‘"morseing" her name: Oxenstjerna. Like a voice from his past
this shiﬁ calls to him, reminding him that on the point of creating-a
new circle into the future he must take the past with him--as confort
and as threat., If he again makes the profound mistake of withdrawing

. o
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into a hard shell of time and space, he will destroy his world,
Foi‘ life is perpetual activity "alwayis outward, always onward."
The next stage in Lowry's The Voyage That Never Ends is prefigured

in Dana's descent into "the little hell' of the ship's furnaces.

In Lunar Caustic, begun in 1935, the protagonist "gliding over the

cobbles lightly as a ship leaving harbour" searches frantically for

“any harbour at all."7 The Lowryean protagonist of Ultramarine finds,

in Lunar Caustic, that he is "outward bound" for hell. The essential ~

aspect of Lowry's Voyage That Never Ends is to create a movement of
withdrawal froh reality and return. In this sense, then, Lunar
Caustic embodies a withdrawal after the temporary respite and return
established at the end of Ultramarine.

Lowry was proud of Lunar Caustic referring to it in 1952 as a

"masterwork'' (Select-ed\ Letters, 292). The published novella
represents thec'work' ’of"I}owry editors Earle Birney aﬁd Margerie Lo'wry,
however, who completed Lowry's melding of two ~rather different
versions of ‘che~s1:ory.8 In 1936, Lowry completed a first version of
the story based upon his o% brief visit, in 1934, to New York's
Bellevue Mental Hospital; the story, never published, was called

The Last Address. In 1940 Lowry wrote a second version entitled

Swinging the Maelstrom. The two versions of the story differ in one,

véry important respect: The Last Address ends. darkly with the '

protagonist withdrawn from life as in the published Lunar Caustic:

Swinging the Maelstrom, howeirer, issues .in greater hope with the

protagonist breaking,out of the circle of self in order to establish a
limited contact with others. As the second title suggests, the
experience is not a descent into thq@g‘najlstrom (after Poe) but a

swinging -or .a weathering of the storm. Whether Lowry intended to

give Lunar Caustic a slightly more positive ending or not is unclear;

certainly it has a negative conclusion in its published form. The

protagonist of Lunar Caustic does not escape his private hell which

turns encircling layers. of reality into a Dantean inferno, o
Lunar Caustic traces the inner tarment of its hero, William

Plantagenet, alcoholic and ex-jazz musician, from his drunken

admission into a mentdl hospital to his release shortly afterwards as

9

much of an alcoholic failure as before. The topography, drawn largely
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o - from Melville and Poe, is a ‘landscape of the m1nd with the hospital,,
. a symbol of containment and stasis, juxtaposed w1th the busy river
seen from the barred hospital windows. The river, flowing symbol
of movement and life, remains inaccessible to Plantagenet as well a
to the boy Garry and the old man Kalowsky whom Plantagenet befriend
= in the hospital. Unable to help Garry or Kalowsky, inCapaﬁie finally
’ of escaping from the circle of self, Plantagenet leaves the hospital
only to descend deeper into internal stasis. ‘

The horror of Lunar Caustic springs from its claustrophobic

atmosphere of stasis and enclosture. The hospital symbolizes the
s1mu1tane1ty 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 well:

Looking down at' [the riverﬂ a delicious sense of freedom 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 hospital as he liked,
Yet the bars were still here, and they resembled the bars of his

mind [, . .J . He had not escaped them yet, nor would he escape oo

them merely by leaving. (65)
" ) The pr}son—llke hospital is only the outer circle or shell of the
more terrifying prison of his mind. Plantagenet is locked within
.« himself, in an inner world where all timg and all space exist
here and now.

Strangely enough this inner world of maelstrom with its furious
whirlingfis also 4 doldrum. Plantagenet's circlings of the hospital
prior to his entrance parallel the futile circlings of the ward .. .
which comprise the main compulsory activity of its inmates. During
the puppet show Plantagenet perceives the stasis of this timeless
world:

He had the curious feeling that he had made a sort of descent into
the maelstrom, a maelstrom terrifying for the last reason one might
have. expected: that there was about it sometimes just this loathsome,
pat1ent calm. (37)

Plantageﬁet's realization that there is a "loatﬁsome; patient calm"
about-the maelstrom is important, Later, in his interview with the
‘ doctor, he blames the hospital for encouraging a fatal acceptance and
resignation in its patients; lack of activity, he nfaintains, leads to,

1%3
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rincreased withdiéwa{ from life and ultimately to physical and

spiritual paralysis.% Insanity is not his problem and the doctor,
not deceived by Plantagenet's rhetoric, knows that he is not talklng
about the hospital 1nmgtes buf about himself. By blaming external
forces for causing his 1ﬂ3b111ty to play jazz, to love, or to act,
Plantagenet (like, Geoffrey Firmin) overlooks the fact that it is
his own refusal to act that is destroying him, "
Bill Plantagenet is a failure. His adopted name, "Lawhill,"
the name of "a windjammer that survived more disasters than any ship

afloat' (50), is not his real name; he is not made of such sturdy

. . ,
sailing stuff. Furthermore, his mission _is a failure. He enters

the hosbital shouting, v

'Y am sent to save my father, to find my son, to heal the eternal
horror. of three, tosgesolve the immedicable herror of opposites!" (11)

The slamming of the Hospital door undercuts this messianic cry:

"With the dithering crack of a ship going on the rocks the door

shuts behind him" (11). -

The threat, inherent in the '"dithering crack" of the hospital
door, culminates iﬁ_Piantagenet's nightmare vision of the st?rﬁ
prior to his hospital discharge:

There was a furious crash of thunder and simultaneously Plantagenet
felt the impact of the plane, the whale, upon his mind, While /
metamorphosis nudged metamorphosis, a k1nd of order, still preserved
within His consciousness, and enclosing his catastrophe, exploded |,
itself into the age of Kalowsky again and. into the youth of Garry,
who both now seemed to be spiralling away from him until they were
lost{. . JJ. But while that part of him only a moment before in
posse551on of the whole, the ship, was turning over with disunion
of hull and masts uprooted falling across her decks, another faction
of his soul, [ . Jknew him to be screamlng against the renewed

thunder and saw the attendants closing in on himg . 3. (72)

In this most striking and ambitious passage, Plantagenet's hard

shell of self is shattered., This '"disunion of hull and masts"

" should be positive; this is a dymamic vision of the flux and chaos

~of life. The hellish descent into the maelstrom, however, can

embody a purgation in preparation for the renewed voyage of life only

if the annlhllatlon of constrlcting boundaries 1s transcended, if,

like the "s S. Lawhllﬁujthe sﬁlp of the soul can struggle through

to rebirth. , -
The moment for Plantagenet's rebirth has not come for he leaves

the hpspltal after the storm '"with no sense of release, only
‘.
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inquietude" (73) and makes his way

69

into the sterile sf)ace of a bar

“where, curled up like an embryo, he could not be seen at all" (76).

Any hope for re-birth that can be wrung from the closing image of

the book seems faint.. Assuming a fetal position symbolizes dramatically
Plantagenet's rejection of reality and his withdrawal into a tim‘éless,
static, inner world. The embryo image, re‘cal'ling the description, of
Dana in Ultramarine (43), will be picked-up later in Under the Volcano

to describe Hugh's withdrawal into self; the image is cons{sfentily

static. Certainly here, in Lunar Caustic, the hero is umable "to

‘resolve the immedicabTe horror of opposites'; the lunar caustic”

does not work. Hlanf:‘agéhet moves deeper into the nightmare of self

. s e . . .
which Geoffrey Firmin must:orelive. L,
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. ¢ - NOTES: CHAPTER III

1 See the bibliography for‘a fuf%heryglst of Lowry's early stories.
Suzanne Kim's "Les Oeuvres de Jéunesse de Malcolm Lowry," Etudes
Anglaises, no.4(0ct. - Dec., 1965), is the only discussion so far -
of Lowry's efforts at the Leys. The present study is concerned with
four mere mature stories which illustrate Lowry's growing appreciation
of structure and his efforts to articulate his basic themes. v The

two manuscript stories, 'China' and "June, 30th, 1934!" are held in
the University of British Columbia Lowry.Collection,

\
g

2-"Tye Garden of Etla,' Unitéd Nations World (Juﬁe,'lQSO), 45 - 47,

3 “Bulls of tHe Resurrection,' Prism International, 5, no. 1(Summer,
1965), 5 - 11 Furthex’references are included in the text.

4 The story was puhllshed under 1ts new title (suggested by Aiken) in’
The Best Short Stories of 1931, -ed. E.J. O'Brien (New York, 1931),
80 - 107. Further references are included in the text. Lowry
made°one particularly extensive addition to this story when he
incorporated it into Ultramaring; in the novel there\gs a long passage
of retrospect in which Dana rellves his last night’in Liverpool.
) Y

Ultramarine (Jonathan Cape, ﬁondon, 1963), p. 7. All further

=references are to this edition and are included in the text. )

ee, for example, the first two chapters of Costa's Malcolm Lowry.
In his book on Lowry;, Tony Kilgallin devoties a- shoxt ghapter to
Ultramarine in which he points out many'further influences’on or .

allusioh \3n the novel, ,

‘

Lunar Caustic, edited by Earl Birney.and Margerie Lowry, was first’
published in Paris Review, no. 29 (1963) and subsequently re-issued by
Jonathan Cape in 1968, All'references are to the Cape edition and
are included 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 Hospltal in 1934 , \ -

.

8.David Benham éeals with the two versions in some detail in his’
article, YLowry's Purgatory: Versions of Lunar Caustic," in Malcélm
‘Lowry: The Man and his Work. , .

’
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T e CHAPTER IV T
- ' . The,Luminous Wheel - .

5 ¢ - a
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Many'sthdles have Been made of theme and-symbol‘ih Under the
. * Volcano, but there- has not :as yet been an attemptfto analyse Lowry's
o novel as it developed out’ of his phllosophy of time and space or ..
. " out of early versions of the- ‘text -where ph1losophy is less well .
- transformed into art. A Clearly the toplc is a large one, espec1a11y~'

. " w1th respect to the manuscripts of the novel, and thls chapter is -‘ .
) o only an attempt to open discussion along theése lines. The approach,
. k S via Lowry s phllosophy and manuscripts, is useful howeVer,*for qit.
Q'- . | < »?aVes ‘the way to. a- more ;horough understand1ng ok Lowry's artistic . J

M N purposes in Under the.Volcano as well as in ‘the’ pro;ected Voysge -

. ‘ o That Never Ends. In this chapter a br1ef éxamination of-xnfluences o

o . » and thew1940 manUScrlpt of the Volcano, is followed byéh more ‘g~;
dEtalled study of Lowry s handling of temporal and spat1a1 dlmen51ons

o
4 ' [ ~
-dn the narratlve stru ture of his’ book o . S e

. . - .

: K The entire question of Dunne s 1nf1uence upon Under the Volcano*. » B

-is.an-interesting and unexplored one. Lowry, who agreed W1th Martha

Foley that there was too much ‘concern with serial tlme in the 1940 N

"version of the novel (see Chapter II, page 33), set about burylng

thi% influence deeper in his ﬁarratlve but he cértainly did not ) 3

‘ eradlcatp Dunne's 1ﬂquence. In the earﬁy ver51on of the book ) R
L chapter I develops Jacques Laruelle s posit10n as a serial observer /

- through a rather heavy handed dream mechanlsm Laruelle betomes oL
B Geoffrey, thefebyudreamlng the events of the past Day of the Dead, -
events which are somehow to be precognltlve as mell, Laruelle.is able °
to obsemvely largér slice, as it were; of Geoffrey s time dimension, U *
a slice which enables him to 'see the past and the future with hopes

‘of 1nterven1ng in the future. ' The chapter is laboured and unconV1nC1ng

to say’the least.. Alth ugh Lowry dropped his orlgrnal vehicle for.- U
‘precogn1t1on in chapter I, he d1d not _rule out precognltlon altogether ‘

+
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* Dunne suggests, an individual does not 'die" in a serial universe,

E2%

in his f1na1 version. Ceoffrey's hallucination in chapter TIT is -
meant to be,a glimpse into the future of the peon and of himself, 2
_The newspaper headline "Es inevitable-la muerte del Papa" functions
in a similar way. .

Lowry dellberately casts'the reader of Under the Volcano as -

a Dunnian serial observer as well. The reader who has karefully read

Y

chapter I is aware of the past and the future which chapters 11

to XII create The reader ex1sts furthermore, in a whole new time e

dimension which includes and surrounds his reading experience. As

he dimply moves on into a larger time dimension; the Consul, tne;efore,

concept perhaps but one exploited dramat1ca11y and w1th tremendous "

effec 1n the Volcano,

within a Yarger dimension ad infinitum.3 In chapter XIA of the

Volcano, the Consul moves from the bar 'into an inner room, one of

the Chinese puzzle" (361) of E1 Farolito. This
principle of containment 1s absolutely fundamental to Lowry's book
which is ifs 1f a‘Chinese puzzle ‘enclosed flnally in its "trochal"
form. The condition of COntalnment, exemplified in the Consul's
destructive withdrawal inside his own circumference, reflected in
images of containment throughout the book, (bars, rooms, gardens,

toilets, and th

o

bus)and c¢reated on all levels of the book from its

Volcano in terms of the serial concept of containment; howeVer, R

Dunne is not the only influence on tihe and space in the novel and it

“i’s useful to examine Quspensky's and Bergson's contglbutlon to the book.

- In add1t1on to Geoffrey s . levels of mystical drunkenness which

correspond to 0uspensky (see Chapter II, pag@B‘)(and the treatment
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" Lowry gi\}es to recurrence (Chapter I-I‘ page 3d), Lowry in;:orporates
’ . . in |his novel Ouspensky's belief in multlple futures whlch exist in

‘ . the sixth -time dimension. Throughout the Volcano there appear
/ se erahaalternatlve futures along the C1rcumference of the vicious
c1r le of- Geoffrey s life. There is the Consul's future represented

e boek itself .which exists anew for us. There is Yvonne's

o . pursues Geoffrey s well * Yvonneis lost and reV1ousl. unread Ny
. x p , p Y.

-

\ ) ’ 'Where |are you, Gepffrey? I do not even know where you are. ¢0h,
BN ] ~ it is gll too cruel. Where did we go, I wonder? In what far™place
e do we still walk, hand in hand?' - (385) \

B \1 S o ﬂeLry 's obsession with time past is articulated in Bergsonian
\ oo - terms In keeplng with his belief that for Bergson time was a
4 ~ device which kept everythlng from happening at once, 4 Lowry fully
' exploits the horrific potential of simultaneity in the Volcano, in
particular in chapter X which is discussed in detail Yelow. For
Lowry simultaneity in time and space, with all times aud places

coelesqipg, ie Hell, arid his -purpose in writing Under the Velcano

is to tell us "something new about bell fire" (Selected Letters, 80). .

v *® . . ' ! ©
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N o Under the Volcano,. which toqk’Lowry almost ten years to complete,:

. . was flnally accepted for ‘publication in” 1947 BeforE\acceptlng 1t
Jonathan Cape. wrote: Lowry suggesting that heﬂmake substantial changes S
in-his manuscrlpt . Lowry, angry and stubborn accepted thisd request
as a thallenge and sent Cape, in one of.the most fascipating letters
of literary history, a chapter-byrchapter exegesis of the form and °

~

- *In his 1946 letter to Cape Lowry points qut that GuanaJuato
) represents "life,' while Tomalin wh}ch involves’ Parlan stands for -
. death., Selected Letters, 74,




~notes, illustrate this process most clearly. Frequently LOWrx;
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theme of his masterpiece /(Selected Letters, 57-- 88). He asked for

Cape's belief in the book based™upon his own painstaking efforts

to make every detail 1ntegra1 to a work of art which "was so des1gned
counterde51gned and 1ntefwe1ded that it could be read an 1ndef1n1te
number of times and Stlli not have yielded all its meanings.or’ Jts

drama or its poetry" (Selected Letters, B8).

le
»

Under the Volcano a story of the last twelve hours in the 11fe

of its tortured drunken hero, Geoffreyollrmln begins twelve montﬁs
gfggz_hls deathiJAs Lowr& points out in his letter, the number

twelve is of great impoftance for mystical, astrological, and literary
reasons, and the twelve chapters of the novel, each one a carefully
constructed "block," crfate ‘the essential "form of the book, which

is to be con51dered 11?@ that of a wheel, with 12 spokes, the motion

of which is something like that conceivably, of time itself"

(Selected Letters, 67). . ) N

Lowry's concern with time, both in the theme and the form of his
A

book, is clear; his concern with space emerges in the spatial

v E

,metaphors he uses to deseribe its structure-the book is a ''wheel,"

or a circle, ﬁh:ch is, at the same time, 'like some Mex1can churrigueresque

cathedral' '"designed, counterdesigned and interwelded" (Selected

. Letters, 88). The many ways in which Lowry creates temporal and

spatial dimensions ‘and, most important, his purpo%e in erectingvthe

complicated spatio- temporal structure of the Volcano is largely o

“unexplored. Before examlnlng t1me and space in tHe novel, however,

it 15 helpful to look brlefly at theg early Ver51od of @%der the Volcano,-

the versiorf which was refused by no 1&ss than thxrteen publishers in

1940- 41'5 The major changes that Lowry made in his manuscript.

d1rect1y affect the structure of the book that developed only slowly
into the "de51gned counterdesigned; and_lnterwelded" final product
Lowry's creative method appears to have been an architectural

-one. Beginning with a key block or episode in a_chapter-for example,’

" the ﬁeon in VIIY, the bullthrowing in IX, or Laruelle's conversation

with Bustamente in L=Lowry worked outward on either side of this

foundation. The manuscript versions of the néﬁe{;fas well as Lowry's
: Y

b - v .
worked upon several vefsions of a sentence, paragraph, or episode

concurrently, Once sections of a chapter were satisfactory he would
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"begin to shift them around Within the chapter or even from chapter

to chapter until they fitted proﬁerly.

For everything cut he added

something else,

a word, an allusion,

etc., gradually building up

his "churrigueresque'- or overloaded —edifice.

\

The early version of the Volcano is,

with the exception of

&,

chapter I, a temporally straight forward story'of the Consul's last
day, Chapter I represents Lowry's attempt to makes Jacques Laruelle
more important at this p01nt than in thg/ffﬁal novel, actually
become the' Consul via an unconvincing dream mechanism,. in order to
report on Geoffrey's last day. The typescfipt is choked with half-
- A . .
The time scheme is vague; when the story opens the Consul has been
dead two or three ngiz. Little attempt is made to jump back £n ’
time with chapter II Which _gets off to a very slow start with Yvonne
&(Geoffrey!%\§éughter instead of hls wife) still in her hotel in -

Acapulco.

R W

The témporal and spatlal 1inks between the chapters are clear;
chapter ITT follows on, assisted by a-strong omniscient narrator,
from chapter II and so forth. It was not until 1941 that Lowry
d1v1ded up the chapters aecording to the strict point of view of
one or other of the characters thereby telling chapter I from Jacques'
point of view, chapters IV, VI, and VIII from Hugh's, chapters II,
-IX, and ﬁ& from Yvonne's, while the five remalnlng chapters are
percelved through Geoffrey's mescal-fogged eyes. In sh1¥t1ng the

narratlon awvay from a pompous omniscient

h::iﬁkor to a subtle combina- -
) o 1
tion of cryptic narrative voice and character point of view, Lowry

was well on his way to ¢reating the self-enclosed tragic worlds
- ¥

[

of the bolcano's#characters. - ) —
The sense of distorted 1solat10n 1s further. empha51zed in the

final version by the temegal and spatlal gaps between the chapters.
Lowry cut’ all direct temporal and spatial links between chapters’

, when he rewrote his novel. For example, in the 1940 typescript,

chaptef IX opens with Yvonné} Hugh, and Geoffrey arriving in Tomalin

an& h£¥empting to 'phone for medical aid; the témporal and spatial

sequence;devélops clearly out of the scene with the dying peon in

VIII. .In the final version: of course, no such carefully delineateé

-
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ked social criticism, boring cHaracter analyses and awkward exposition.

L)

.
5 X

’



o

“oe ' i ®
i .
. .

v

cause and effect occurs, the reader leaps abruptly into "Arena
Tomalln ..." and Yvonne's mind. The disjunction between chapters IX
and X of the novel is still more complete. The closing scene of IX
in which the three’characters watch an aged Indian shuffle oué of
sight'is dramatically juxtaposed with the opening word of X -
"!Mescal'.”" In the 1940 version, however, chapter X opens with
temporal and spatial explanation: "Finally they walked down toward
the restaurant S.alo% Ofe’lia[..\.] . The word "fina@ly" refers back\
to the end of IX wben the three paused to watch the old Indian;

F3

the rest of the sentence carries the action forward, specifying their

. movement through space and their destination.

. The changes Lowry made in his novel- the telescoping of chapters
IV and V, «XI and XII, the rigorous use of chraeier ﬂoint of view, the .
réuastlng of chapter I within a tight temporal framework symbolized
by the backwards revolving, luminous wheel Above all the creation
of spatio-temporal éﬁysseégbetween chapters - illustrate the eirection

in which he wa’s moving. All*of these cﬁénges\help“to“ﬁpa%ialize

. Under the Volcano, to break up temporal sequence and to force the

1reader to consider the book reflex1ve1y with a view, 1n Lowry s -
aords, to the 'poetical conception of the whole" (Selected Letters,

4 o
59‘) * ) e ' ]

In his discgssionbof Under the Volcano in his bipgraphy, Douglas

Day maintains -that, nothing is static in the novel.6 Victor Doyen ﬁ
and Terence Wright, however, both argue for the- st351s of Under the -
Voicano arising from spatial form.? These’ confllctlng views of the

novel stem from insufficient analysis of the]narratlve structure.

Certainly there is little that appears '"static" in the Volcano;

everything is wheeling, reeling, rushing,Hbut this hallucinatory movement
‘is circular, repétitive and infernal, Tﬁe gigantic wheeling form of
thelbook is a symbol of the paralysis pq}trayed on all themat1c

levels. The novel cannot, however, be descrlbed as an example of
spatial- gorm without some acknowledgementﬂpelng made of the tradlt;ondl.
narrativebillusion”of temporal flow derived-from plot.8 Time most
certainly moves within the flctlonal world of 'twelve. consecutive hours
in 4 single day and the total time span of the book includes the pasts

of the main characters’as well as glimpsés of the fhture.

-

-
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There are two conflicting narrative rhythms in Under the Volcano.

On the one hand, Lowry exploits a reader's expectation 6f sequent1a1
temporal flow. The cryptic narrator of the novel, present only as
a voice that introduces us to Quauhnahuac, that‘comments obliquelx
throughout the book and finally tells us of Geoffrey's burial in '
the barranca, keeps the tale moving with the consequent illusion of
time passing and of one event leading en into another. Geoffrey
himself keeps us constantly aware that time is passing. On the other
hand, Lowry's handling of chapter, scene, symbol, and the special

techniques discussed below counteract this narrative flow by

breaking it up, spatializinpg it. The most significant characteristic °

of Under the Volcano, when comoared with the 1940 manuscript, is

its sﬁatio-temporal transformation. Lowry went to great lengths to
create a reflexive narrative rhythm which would counteract and
eventually overwhelm, the temporal narrative flow, Throughout the
hot, tragic day the reader is kept ewafe of the relentfeSS ticking
of clock time as the characters constadtdyucheck the time on
ubiquitous Mexican clodks. Horological time, a mechanized, infernal
t1me totally removed from the psychologlcal time of human suffering,
represents the civilized, technological world which repels and mocks
the Consul. nClock time forms the intransigent background against |
which the lives of the thfee characters are projected.

The peculiar stasis of Under the Volcano .is best understood

in terms of the wheel oT the circle wh1ch whirl$ on forever in the
Same place. As 1n Ultramar1ne, Lowry employs the closed circle of

perceptlon, the closed "madly revolving world"-that encircles,

strangles and destroys. Lowry saw the form of the book as "trochal."

He hoped' that at the end of chapter XII the reader youlﬂifeel
compelled to_turn back to the beginning which temporallygsucceeds .
the main events of the»book The great "luminous wheel" spinning’
backwards in the dark nlght of Chapter I symbolizes Buddha's wheel of
the law, a c1nema wheel, the wheel of time, and the wheel of the

book (Selected Letters, 70, 88) \ 'i.

Wheels appear everywher P "in every chapter of the book* The

chapters themselves are like/Mheels encxrcllng, enc1051ng a fogal

point.

4
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intensifies the sensation of disjunction making each chap%a; a self-
contained, closed unit. Each single point of view contributes to
the claustrophobia that, for the isolated souls in the novel, is

-

‘mimetically true. . . -

There are many brilliant scenes throughout the bouk in which

time is spatiaﬁized. The description of the burning of offrey's

letter in chapter I, for example, captures the effect of sp( e collapsing

enclosed upon itself; the time required for the letter to burn 1

- < 5

transformed into spatial metaphors:

The flare 1it up the whole cantina with a burst of brilliance in
“which the figures at the bafg}.;]appeared fpr an 1nstant,gfrozen,

. a mural: f:.. 7 M. Laruelle sét the writhing mass in an ashtray, where
beautifully conforming it folded upon itself, a burning castle, -
collapsed, subsided to-a ticking Riye through which sparks like tiny
.red worms crawled and flew, while dbove a few grey wisps of ashes ‘
floated in the thin smoke, a dead husk now, faijntly trepitant....(49)

The most exciting example of spatial}zationlin the Volcano is.
the Tlaxcala scene in chapteriX. The episode, whioh Lowry intended
as a play or a'poster,is a paradigm of\the book; the toilet, the.

" "Cave of the"Winds" contained within the Saldn 0félia, surrounds

the Consyl who in his desperation wonders why he is "always more or

s a

less here": ' -

.The Consul sat, fully dressed however, not moving a muscle, ‘Why .
- was he here? Why was he always more ot less, here? He would have
been glad of a mirror to ask himself that question, But there was
no mirror.. Nothing but stone. Perhaps there was no time either,.in
this stone retreat., Perhaps:this was .the eternity that he'd been
making sq much fuss about, eternity already, of the Svidrigailov
variety, only instead of a bath-house in the country full of spiders,
here it turned out to be a stone monastic cell wherein sat -
strange. - who but himself? (309 - 310) ‘ N - -

~S1gn1f1cant}y, this is the Consul's eternity and, as the ;cene‘
develops the sensation of timelessness created through spatlal form
reveals 1ts truly infernal nature: Lowry knew from Bergson that tlme
is needed to keep everything from happenlng'at once. ,
The scene begins abruptly with Geoffrey's realization that he ‘
: }s not eatihg/with the others. The Eoilet of coldagrex'stone suggests

the sacrificial blocks of the Aztecs (@ontioned in the Tlaxcala e

,
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tourist folder).* 'To make matters worse,; Cervantes answers the Consul's

. .call for help with offers of a stone, "g'A stone hombre, I bring _":_,____-

_% you a»stone''" - whether the philosopher's “stone or Sisyphus' stone is
not clear. Then Geoffrey, his perception increasingly distorted
by mescal, begins to read snatches from the Tlaxcala touri¥t folder
~. proclaiming the historic importance.of this state, home of Mexico's
~ betrayers, with its "density of 53 inhibitants to the square ,
‘kilometre " [ sic](311). Key phrases stand out for Geoffrey; Tlaxcala

L . city is "said to be like Grahada, said to be like gganada, Granada ..."

(the place where Geoffrey and Yvonne first met) and, '"in the inside"
of the San Francisco Contént, "there is a secret passage, secret
. passage" (a passage which Geoffrey will now never find). The Consul's
mutterings about Parigh, " In the Favolito -', " are ironitally
_— Juxtaposed with another paragraph from the folder entltled "SANTUARIO
OCOTLAN IN TLAXCALA" (315). \ \
. From the dining room the voices of Hugh and Yvonne, who are
dlscu531ng the _peon, penetrate Geoffrey's consciousness. . Together

with d15301nted snatches of this overheard conversation and disembodied

\ S passages from the tourist folder, the Consul hears voices from earlier
“  in the day- his own, Vigil's,Yvonne's,his familiars!, even Weber's.. The-
. B babel increases in intensity; all time and space became superimposed,
. \° )
) fused in one infinte, etgrnal moment of horror:" - \
. 3
N ' 'Have another bottle of beer...Cérta Blanca?'. . .
AN "Mectezuma...Dos Equis.'
- 'Or is it yontezuma7' : .
v o u

\ 'Moctezuma' on the bottle.'

i 'That's all he is now - '

\ '

} ’ *Lowry,who had read Lewis Qpence s The Myths of Mexico and)Peru .
/ * \ (London, 1920), was aware of the ancient ‘Mexicans' obsessidn

| \ 2 with time. The reason for Aztec’ ritualistic killing was

3 | to propitiate their gods; without human sac¢rifice the gods would
/ ’iallow tlme to stop and the cycles of llfe would not be rene ed. .

espec1a11y when it 15 remembered that the Pleiades were cons
. the planets of hope (Spence, page 44} by the anc1ent Mexican
. last day of the fifty-two year cycle all Mexicans watched fo
‘ begigning of a mew cycle.: In chapter I, Jacques refers to the ’

‘ Culmlgktlon of ‘the Pleiades and, in chapter XI, Yvonne dies ap the
| A Pleiadds rise; the sug st1on is that time has been renewed apd that
: the :/yage will continue. o

e &
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. ’ n this town, very near to the Tlaxcala City, are st111 erected

5 . the Tu&ﬂs\gf\tze-Palace, residence of Senator Xicohtencatl,
father of thé warrior by the same name. In said ruins could

‘be still appreciated the stone blocks where were offered the -
sacrifices to their Gods...In the same town, a long time ago,
.were th& headquarters of the Tlaxcaltecan warriors....
'I'm watching you...You can't escape me.'
' - th1s is not just escaplng.o I méan, lety's start again, really
. and cleanly -
'I think I know the place.!
'I can see you.' ’
' - where are the letters, Geoffrey F1rm1n the letters she wrote
till her heart broke - ! .
k 'But in Newcastle, Delaware, now that‘s another thing, agaln"
+ ' - the letters you not only have never answéred you didn't you did
you didn't you did then where is your reply - .
: ' - but oh my God, this city - the noise! the chaos! If I could
; only get out! If T only knew where you could get to!'’
M\V Y
S e " OCOTELULCO
In this town mear Tlaxacala existed, long back, the Max1xcat21n 5
‘ Palace. In that place, according to tradltlon took place the
’ i baptlsm of the flrst Christian Indian.

"It will be like a rebirth,' \
'I'm thinking of becoming a Mexican subjéct, of going tou live among
the Indians, like William Blackstone,'

b 'Napoleon's leg twitched,'
' - m1ght have run over you, there must be something wrong, what? 2

N - No, going to - '
o 'Guanajuato - the streets - how can you resist the names of the
o : streets -~ the Street of Klssey - (316 - 317)

“ v

“" A great deal could be said about thls pdssage from the Tlaxcala
° scene but it would require a chapter to itself, “Earlier ver51on$ of

5 this’scene 111ustrate Lowry's palnstaklng efforts to balance the T

- sequence of conversation, folder material, and remembered voices as
the Consul sipks deeper into his private maelstrom. [The d15501nted

» cr?, ", - bet oh‘my Gpdf this city - the noise! the chao%!\ If 1.
could only get out! If I only khew where you could get to! '™ :

: first appears in c¢hapter III (92§ as the Consul, in Yvonne 's gedrd%m,
confronts the iﬁpend;ng sexual encounter with his wife-an encounter ®
from which he wishes to escape., The act of love, ironicelly, reﬁresents

. an escape ‘from the abyss of self which he needs; it is his way out of

‘A 2 himselfi Here in M’Q{lﬁ tg;ilet, as there in Yvonne's toom, Geoffrey

is ttappeﬂ; the two_enclosures, bédroom and toilet, become one and

each Tepresents the closed circle of Geoffrey's consciousness.

°
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‘*phys;ggl\ifd Spiritual boundaries. He is in Hell, . ‘

LR & L] : <

Furthe}more, the city of Tlaxcala and the city of New York are lgke
Geoffrey's mind, traitorous and noisy. In this one brief passage
space is condensed 'and stripped of demarcation or boundary. Ail ™
places, his house, Yvonne's bedroom, Tlaxcala, New York, exist hpre

in Tomalfn, in the stone toilet of the Saldn Ofélia, and in the Consul's

a B

‘mil’ld . o - v -‘33 .

®

Time is similarly compacted in this scene, no distinctions exist -
between past, present and future - éverything‘is‘happening now .,
Tﬁe‘history of the ancient Tlaxcaltecans and the history of the
conquest co-exist with November 1938. Yvonne's plea from chapter
IX that "It will be like a rebirth" melts into Vigil's description
ofnGuanéﬁuato from chapter V. The present moment- "'Have another - ¢ .
bottle of beer....'," loses all distinction as it disappears behind . .
the voices of Geoffrey's familiars and the inquif;ng=voice of the
English tourist from chapter III- "'might have run over you, there
mist be something wrong, what?'" . _
The spatial’fbfm'of this sceﬁg with its intense sensation of Y
simultaneity is the perfect dramatic projection of the state of ) ‘
Geoffiey s mind and soul, / He has become a self-enclos;d destructivé\\

e
circle unable to distinguish past from present or even to percelve 0\\T\\\\5

Lowry uses some striking techniques such as motif, cinematic

devices, and the descrlptlons of plastic art,_to“conzrlhutﬁ,io_xheﬁ_v
spatfhllz1ng of his novel, His use of motif is almost Wagnerlan, \ N
the Strauss Allerseelen stands for Yvdnne the refrain of losing , ' -

the Battle of the Ebro belongs to Hugh, Many Promethean;_Fausfian; .

'and other allusions evoke the Conéul "No se puede vivir sin amar" \

and M'Le gusta esye jardin' become more than motlfs, however, they

Y

encapsulate and”contain the message of.the book.
) “Two motifs which bear rather amusingly upon fhe f\ﬁporal scheme <
" of the.book are the tradltlonal Spanish toast "Salud y pesetas y
amor y tiempo para gastarlas" and the Spanish greetings: "Bucnos
dfas - Buenas tardes —\Buenas noches,. " In ‘chapter T Laruelle and o
T Vigil use part of the toast,\"Salud Yy pesetas y tlempo para gastarlas" & ¢
" (12) but neglecf to méntion "y amor." Later, in chapter XI, Yvonne

‘and Hugh repeat "Salud y pesetas" three times (345). When one *- )
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¢ ! N ) ' . ‘@
_—"MV“}emémbers the "y tiempo para gastarlas" of chapter I, its omission .
. here becbmes significant; there is no longer time for health or

wealth— time has run out. The irony of dropping the 'y amor" from "o
¢ the toast each time it is used seems clear becduse the story is about
° the loss and crippling of love. Important for the narrative structure

of the book is the fragmentation and positioning of the toast; its -
full meaning.chn only be appreciated in a-reflexive reading of
- _° the ftext.  "Buenos digs " and "Buenas tardes" or "noches" refer, of

(1)

course, to the three main divisions of the day, morning, afternoon, v

and evening. At seven in the morning (chapter II) the Consul‘ greets

a Mexican in dark glasses with '"'Buenas tardes, senor.'" Much to

5
\

* Yvonne's embarassment, the ‘Consul addresses andéther ragged man in
@hélsame way. Then, lest the joke be overlooked, the two Mexicans v
nudge’eacQ other "as if ,to say: 'He séiq "Buenas tardes', what s
a card he is!)"[sié] Later in the morning in chap}e? v (122), ®

‘¥vonne correctly greets the little girl with the a:madillof "Buenos

i 4
‘

dfas,.muchacha.ﬂ, Finally, in chaptef"XII, the Consul greets the

a

fascist police with a_polite "Buenas tardes, seneres'"(388). The

. : {} "implication is obvioys;,for the Cohsul it is'always "tardes"
Fardy)u;it is alwayé}too iate. "The "Buenas,xardes”’motl comments
pir?nic§11y, Sadlfféff?f,ihgzggnsu‘ obsession W1§P time 'and spgg?sts :{\ §
- - in'r pect”tﬁét time as movement or change does npt exist for him, ' 4
After hlS encounter with Maria he asks’ the pimp "Qué hora?" only to '

. be assured by the filthy little man who 1s "fliend Englisman all
¢ tine, all tine'" that’'it is "half past 51ck by the cock'"(370). -Time .
‘ for Geoffréy is a state, not a process: ” ’

e

L ; Under the Volcano contains many striking cinematic effects . ' -

which, due to their visual 1mpact, contribute to the spat1a1 form
of the book.? Lowry uses signs and advertlsements to 1nterrupt the
Lo reader's sense of spatial and temporal contlnu;ty For example,
Sy . in chapter IT as Geoffrey and Yvonne pass through the’“zécalo "
C ungspeétlve collapses suddenly when the sign for box1ng or "Las
. Manos de Orlac" leaps before the eye; the readér is catapulted from N
‘ . + " the ﬁidst of dialogue or refléction ipto an unexplained confrontation,

‘,- ) with a disjunct piece of space rising from the landscape. The recurrence

o+ ¥ -
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- sun-darkened creature of waves and sea marg1ns and w1ndows did not!
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of. these signs createe an aura of uneasiness. Wherever the characters
turn they are met by these 51gns until it seems that they are e
surrounded spatially by sinister and menacing ‘warnings. In addition

to creating a dramatic sense of entrapment for the characters, Lowry's

handling of signs forces the reader to plece the story together around o ?

+ these visual 1nterrhpt10ns. The 51gns themselves especidlly the

l

advertisement for. 'Las Manos de Orlac” and the mysterlous "Le gusta ‘
este jardfn," reflect backwards and forwards on ‘the events and situations
. of the story to create a mosalc of symbolic and ironic. comment.
Lowry also uses the. techn1que of double‘exposure to great ’ ’
effect. The reader's introduction to Yvonne in chapter IIis a
picture of Yvonne standing outside the Bella. Vista bar at seven’inq°

the mornlng on the Day Qf the Dead, superlmposed upon a deseription.

of Yvonne sailing into Acapulco ‘the evenlng before Two deferent: ’ h

’e

times and places are fused, not 51mp1y Juxtaposed thrdugh the double, -

exposure effect, . = . Ll T . ¢
Later as she and Geoffrey pause outside the prlnter s~sh0p,

Lowry elaborates still further on the double exposure deV1ce.
\ - .
They stood, as once, looking 1n.E.{]From the mirror ‘within the : ) -T§ .

window .an ocean creature so drenched and coppered by'sun and ' ) '
winnowed by sea-wind and spray looked back at her she seemed; even . b
while maKing the fugitive motions of Yvonne's vanlty,sgmewhere ‘beyond .

human grief charioting the surf. But the sun turned grief to paoison
and a glowing body only mocked the sick hedrt, Yvonne knéw, if the

1

¢

In the window itself, on either side of this abstractéd ghze of her ., i
mirrored face, the same brave wedding invitations she- remembéredy | o,
were ranged ..Jbut this time there was something she hadn't seen , .

- before, whith the Consul now pointed out W1th 4 murmur “of Strange'E.] (61)

The image of Yvonne in the present moment ang in the near ang more ‘
dlstant past is superimposed upon the photqgraphs and invitations
within the window. These, im turn, are seen agalnst the enlargement
of "La, Despedida"+ ''set behind and above the already spinning flywheel
of the presses[..J'" (61). Reflected in the w1ndow, Yvonne' sees
Geoffrey and herself as they once wére ('They stood as’ enseiflooklng
, in,"). She sees herself as the has recently been’”“éoppered by-sun and, ~ »
wlnnowed by sea-wind." There Jis even the suggestlon that a’ compleeEly

dlfferent Yvonne appears 1n the w1ndow a Venus 11ke Yvonne “somewhere

~ ~ N [ v
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‘ > beyond human grief charlotlng the surf.! But méving forward through
: . L ‘these fragmented images of Yvonne's personﬁity arpé’furtherl levels of
55 . present and past reality -the photographs and invitations linking

past to present,the spinning flywheel which temporally precédes the
invitations, and finally ,the ancient glacial rock, at one time whole,
now split by fire. The passage is a superb example of the way Lowry °
uses visual "effects to support his overall de51gn of contalnment. The
-window serves as.a mirror to*frame and contain a series of temporal
and spat1a1 dimensions; it is a mlnlature,serlal universe.*

¢ A\
s " In- three 1mportant instances Lowry uses paintings (murals and

F3 ' _ ’ 1

the poster '"Los BorTachones') to ¢reate a stasis, that reflects and

i

comments upon the events of his stary. In chapter VII Geoffrey and

Jacques Laruelle look at the Rlvera frescoes which deprct scenes from
a A .
Mex1can history. "Time, here the h15torica1 time of the Conquest, is

spatlallzed laid out in the space created by plastlc art. At the end

~

a

© o *Irr 1928 Lowry saw Fred Murnau's Sonnenaufgang about which he’said
i in 1951: %70 mlnutés of this wonderful movie - though it falls to
‘piéces later, doubtless.due to the exigencies of Hollywooda- have

’ influenced me almdst as much as-any book I ever read, even though I've

never seen ‘it since" (Selected Letters, 239). In chapter XI of the

1940 version of the“Volcano there are several references to Sunrise.

Although the overt references are cut, chdpter XI of the final. version,

. open§+with the cryptic direction "SUNSET" and in Chapter VII as the-
Consul pictures El1 Farolito in his mind's eye, he remembers a sunrise ..
he had watched from there, '"a slow bomb bursting ovér the Sierri -
Madre - Sonnenaufgang!''( 214) Althowgh Murnau's Sunrise was not the

o only film to make its way inte the Volcano(Laruelle's house ldoks

| .. like something from The Cabinet of Dxr. Caligari, and Los Manos de

Orlac is gqmnipresent),,it is probably a more profound influence,®
Murnau's subject is an adultereus marriage in which "The Man" < none of-
) the characters havé names as Murnau wished to universalize his theme -
attempts to kill his unwanted "wife." The first part of the movie .
' has int8restihg. double exposure$ with the surrdalistic eﬁfect of good
- ! . and evil battling for possession of the man's soul. The man's tortured
form takes on symbolic proportions and the Jandsgape' comes; to life
., v1a menacing llghgang effects., The couple are r conC1ied aft®r near
, dlsaster and, whlle they gaze at wedding photogr ph§ in a window,
.. _there is a sequence of shots which résembles, Lowyy's handling of ’
a . »  double expospyre in tlie chapter II scene'with “Yvonne. Murnau's Sunrise
ends happily; however, with the sun r151ng on the newborn pair who have
T returned to their pastoral paradise that is now purged of all evil.
\ The' subject, so of the techniques, and the general allegory of
Murnau's f11m, a e solid Lowry material, )

. .
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of the same chapter, as Geoffrey gulps tequila in the "Cantina El

Bosque,'" he suddenly perceives the unfinished murals running around
the cantina walls:

-

They were precisely the same 1n every détail. All showed the same
sleigh being pursued by the same pack of wolwes. The wolves hunted
the occupants of the sleigh the entire length of.the bar and at
intervals right round the room, though neither sleigh nor wolves
budged an 1inch in the process. (243)

Here the Consul is surrounded by static visual Ymages. The pictures
of movement that do not move, repeated again and again around the
room, comment obliquely upon thé paralysis in the Consul's 1life.

'""Los Borrachones' captures and contains still more eg;hétically .
the unchanging image of Geoffrey's dammation, In chapter XII, as
he recalls the picture from Laruelle's bedroom, the Consul realizes
that 1t depicts his damnation as well as the now forfeited alternative
of salvation in tragic juxtaposition. Like the drunkards in the
painting, his identity 1s dispersed, lost, indistinct; the people
around him, even ''the ash and sputum on the filthy f1001~E .]
correspond[..J to some frac;ion of hisbeing' (380)., For Geoffrey,
what might be called psychological space, that rudimentary-and
essential ability to distinguish self from not-self, does not
exist.* He realizes, furthermore, that had he con?inued to struggle,
to act, to break out of the ciycle of self, he would have become

free, separate and distinct like the righteous spirits in the

.picture, The Consul sees this salvation in 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 became more and more like one voice
to a death more dead than death itself, but an infinite widening,
an infinite evolving and extension of boundarles in which the
spirit was an entity, perfect and whole: [l_j (380)

©

i

*There is a striking similarity between Geoffrey's inability to
distinguish self from not-self and the psycholanalytical theory of
orality that Douglas Day uses to descrebe Lowry. According to‘Day, who
quotes Freud and Norman Holland, ''the key transaction' in the develop-
ment stage known as '"orality" is the differentiation between self and
object. See Day, pp. 70 - 71, Although I am reticent about labelling
Lowry as orally fixated, the term works very well ag a description of
the Consul, Sigbj¢rn Nllderness, and Ethan Llewelyn.

Y
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Here is the sccret passage, the lost pass-port, the phliosopher's stone
in Lowry's '"magnum mysterium!' By consciously striving the Consyl .
might have achieved a lifebof infinitely "widening," "evolying" 5;d ’
extending boundaries; the very Q;rds, echoing of course ﬁfater
Achad and Ouspensky, reveal the positive temporal and spatial movement
at the heart of Lowry's cosmoiogy. ) )

Lowry's concern to~create stasis and containment in EEEEI.EEE
Volcano 1s evident on all levels of tbe narrative, from the trochal
from of the book to ats style, osymbolism, and imagery. Geoffrey's

vision of the cantina Puerto del Sol during his abortive love-making

with Yvonne jllustrates Lowry's "churrigueresque," deliberately

convoluted, style. It is a long passage but selections suggest
° 4
Lowry's intention: -

-

But now', now he wanted togo, passionately he wanted to go, aware

that ‘the peate of the cantina was changing to 1ts first fevered
preoccupation of the morning: . . Jnow, now he wanted to go,

aware that the place was filling wish people not at any other time part
of the cantina's commmnity- at all, people eructating, exploding,
committing nuisances, lassoes over their shoulders; aware too of

the debris from the night before, the dead matchboxes, lemon peel,

cigarettes ope ike tortillas, the dead packages of them swarming
1n filth and sputum~_Now that the clock over the mirror would say
a little past nine . . .. now he wanted to go! Ah none but he

knew how beautiful 1t all was, the sunlight, sunlight, sunlight
flooding the bar of El Puc rto del Sol, floading the watercress and
oranges, or falling jin a single golden line as if in the act of
conceiving a God, falling like a lance straight ipto a block of
1ce - (98 - 99) )

Lowry extends and prolongs the moment of Geoffrey's evasion of reality
through the repetition of ”Now.”"The aécumulated phrases pile up

to form small buttresses .between the Consul's repeated wish for

the cantina. The final line of the -passage, '"falling like a lance
straight into a block of ice - " works in two directions simultaneously.
The harsh consonants codpled with the puncfuatlbntbring the passage

to an abrupt ironic close that énnounces the Cohsul's admission of
failure: the '"block of ice' refers ﬂack paratactically to the preceding
detail of '"the iceblq;k dragged in by a brigand with an iron scorpion"
(99). 'Lowry's prose moves in circles doubiiég back on itself in the
last line. The entire cantina V1sioﬁ_is an example ;f Géoffrey's

mental habit of circling out ‘and away from a physféal encounter

only to be struck by reality as the circle closés. By withdrawing

a
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into himself at this point, he becomes incapable of entering the
one enclosing space which offers salvation—and a future in the form
! »

of a.hild-his wife's hody.

In a book like Under the Volcano, so full of symbois and -

and evolving 1images, 1t is difficult to isolate key symbols or

image patterns. The barranca runs through the book linking chapters I
to XII, linking 1938 to 1939,(Geoffrey‘s garden with the Farolito,
Mexico of the Conquest with modern Mexico, even linking "opposite
sides of the Atlantic" (22). In other wards, the barranca serves !
to enfold all time and space in a single gymbol, Popocataﬁétl and.
Ixtaccihautl symbolize many things, but Popocatapetl functions above
all as a magnet at the centre of Geoffrey's circular journey drawing
him ever éloser. Then there are the Mellbunker, the lighthouse
("pharos,' El Farolito), the Samaritan, the horse, bull, o:~goatg the
scorpians, the vultures, and the numbers- the symbols in the Volcano
require a full length study, )

Perhaps the one symbol that stands out from the others as important
to éhe novel is that of the circle or the ;heel. The‘circlzﬂ manifested
in the wheel, symbolizes the form of the book and the ;oyage that
never ends; it can be, for }owry, infernal or paradisal, n;gggiye :
or positive, blindly’recurrent or regenerative; it can represent
closed final containment or open creative movement. In his letter—
to Cape, Lowry pdlnt; out that wheels occurvthroughout the book.

From the beginning of his ‘work o the novel, Lewry was anxious
to emphasize the wheel symbol amd aﬁe related circle imagery.

Several passages from the eafly version of the novel (cut later due
to their over-explanatory nature) make this clear. For example,

in the 1940 typescript of chapser I, Senor Bustamente explains the
reappearance Qf EEE.EEEQE.QE.QElEE at ﬁisjélnemé with the remark;
""And neither do we revive them. #They return. They redonde, and begin
all over again., It is the redonde eternal." . In chapter VITI of the,
early version, Lowry made the significance of his whirling wheels
blatantly clear; Gegffrey, staring at the busy fairground, bitterly
reflects: o °

Round and round went the Mexican children on the improvised

- o
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merry-go-rounds[, 2} . Round and round up in the square went the
men and the women who tonight would be segregated, drifting round
the bandstdnd when the gutter crawlers would creep in bottom gear
around the outer pavements of the plaza, squaring the circle[Z . 7 .
Round too would go the dancers, cavorting like devils or 11ke Dante's
trimmers under the wavering flags skipping all night in the Lame
limited circle, with no variation of tune or step, their homage
to St. Vitus, )

Round and round swung the planets, the moons, the satellites, '
round and round reeled the drunken, bawdy earth, and round and round
went the circumpolar conversations, which’were always with omeself.

Apart from the most obvious wheels inthe book, the great

°ferris wheel broodfﬁg over Quauhhahuac and the wheeling stars (in

" his notes fOr chapter IX Lowry jotted down, ''continue the procession

L

o

K

of the constellations . . . as a GIGANTIC WHEEL"[?ie] ), each chapter

congalﬁs 1ts own wheels and circles. The streets of Quauhnahuac,

in chapter I, prescribe "an eccentric orbit' (30)}. In chapter II

one sees ''the already spinning flywheel of the presses" (61). The '
Consuli%ompares his drunken-mystical state '"to the paths and spheres .
of the Holy Cabbala'® in chapter III. These paths and with them :
gates and doors arc inextticably associated with Lowry's wheels

and circles; they symbolize the way in or out- of an enclosure, be

o

it a garden, cantina,

en the Cabbala. Interestingly enough, ‘

Geoffrey thinks of 1ntercours with Yvonne as ''that jewelled gate

the desperate neophyte, Ye odbound projects for the thousandth

timé on. the heavens. to permit passage of his astral body'" (98).

The aim of the Cabbalist is to pass.through the "jewelled gate'" into

fesod, the first sphere (a circle in its Beneficent guise)hpf the

innermost sanctum of knowledge.* Geoffrey's impotence is ‘tantamount .
to his failure to penetrate the "jewelled gate' of the Tree of Life.

Evert in chapter 1V where‘the‘characfers appear less trapped and
enclosed, ominous images of wheels and circles abound., Yvonne's
once beautiful flowerbed is "completely, grossly strangled by a
coarse green vine'(107). Birds loop the loop "immelmaning at unbellevable/ﬁ\
speed" (118)**° A stream casts '"mill-wheel-like reflections'" on the
wal of the brewery - an 1mage which recurs in IX. An innocent

e

N,

*See¢ the diagram of the Tree of hi{g\en page 36in chapter II,

$ ~

**Lowry's choice -of the word 'immelmaning! to describe the birds' flight
is interesting:. The word comes from Max I mann, a German aviator

in World ,War I, and refers to the half" loop ha roll that a plane s
uses to gain al?ﬁtude while turning to fly in the osite direction,




armadillo becomes an image of destruction on "tiny wheels.' Chapter
V is, of course, the perfect vicious_circle of Geoffrey's distorted
hallucinatory world. Any doubt about the power of the wheel and
circle to convey Lowry's message of infernal spatial and temporal
dislocation is dispelled by the whirling vortex of Geoffrey's mind.
Enclosed within his garden, the ruined garden of Eden, surkoundeﬂ

“ :
by fences and thg/barranca, Geoffrey who feels very '"hemmed in"
suggesta,:effﬁgfJehovah-llke Quincey that God's curse on Adam may
have Been to leave him trapped in Eden "alone." "Only in the Tlaxcala

episode does the reader again entgf SO dréﬁatically into the infernal

" world of Geoffrey's consciousness. In chapter VI, as "refiecpions of

vultures a mile deep wheeled upside down'" (162) in the pool, Huéh~
circles\through his ever-present past until he hears Geoffrey's

call for help. The Consul, it would seen, is suffering from "the

" wheels within wheels'" (185) of delirium tremens (if not Ezekiel's

wheels). As he shaves the Consul, Hugh rechlls a cé}icature made of
him at Cambridge "as an/}mmensé guitar, inside which an oddly familiar
infant was hiding, curled up, as in a womb" (189) - yet another spatial
image of temporal stasis.

’ Chapter VII, '"on this side of the drunken madly revolving world,"
is the focal point of the wheel and circle imagery. Geoffrey'st
"great wheeling thoughts' are repeated with interest in the whirling~
machinery of the fair. 1In his panic he boards the "Miquina Infernal™*

where "alone, in a little confession box,'" he is flung around and

around until:

*The "Mﬁquina Infernal" is a reference to Jean Cocteau's play of the
same name which Lowry saw in Paris in 1934. Cpcteau portrdys thie
Oedipus. story in terms of "une des pIus parfaits machines construites
par les dieux infernaux pour l'anéantissement math&matique d'un
mortel." La Machine Infernale (Paris, 1934), p. 15. At the beginning
of Act II "the voice'" of thé chorus announces that Acts I and I;, the
attempted warnings of Jo&ista by the ghost of Laius, and Oedipus'
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 pldy as Creon

rushes to the aid of Jocasta, he is stopped by Tiresias: "Resteq
. +.le prétre vous 1' ordonne, C'est-inhumain, je le sais; mais le
cercle se fermec. . J " p. 205, .
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All at once, terribly, the confession boxes had begun to go in
reverse: Oh, the Consul said, oh; for the sensation of falllng was
now as 1f terribly behind him, un11ke anything, beyond ekperience;
certalnly this recessive unw1ndy4g was not like looping-the-loop

in a plane, where the movement was quickly over[. ] . Everything
was falling out of his pockets, was being wrested from him, torn
away, a fresh article at each whirling, sickening, plunging, retreating,
unspeakable circuit, his notecase, pipe, Reys, his dark glasses

[ . Jhis small change[: . 7 he was beipg emptild out, returned

empty, his stick, his passport{, . 7] . What did it matter? det

1t go! There was a kind of fierce delight in this final acceptance.

Let everything go! Everything particularly that provided means of

ingress or egress, went bond for, gave meaning or character, or

Jpurpose or identity to that frightful bloody nightmare he was forced

td carry around 'with him everywhere upon his back, that went by

the name of Gesffrey Firminfi . 7} . (236)* ] >

A1l the references fo the Tarot, the Karmaic Wheel,and eterna)

TECUrrence are gélyanized here in the image of the Consul trapped

in a steel cage or '"confession box' and stripped by the fecessiVe -
whirling, of all identity. The passage contains echoes from

preceding chapters (the looping-the-loop birds of fV the recessive

unw1nd1ng of the luminous wheel in T) and pref1gures Geeffrey's

"sensation of falling'" in XII. It is at this point that he loses his

. passport, symbol of his identity, "means of ingress and egress," and

vital document in Mexico.
It is no coincidence that he is enclosed in a steel '"confession
box!" taking‘"fierce delight 'in his destruction,'" for he has'given in
to powers of evil and his prime sim is H}s‘écedia. The Consul's
destinx%is to be so encircled and contained within the infernal,
whirling machine of fate that he is destroyed; the "Méﬁuina Infernal”
is thé perfect objective correlative of Geaffrey's closed circle of )
peréeption. There is motion here, but the Consul himself is unmoving
inside the blindly repetitive whirling of the box. Time and space
lose all meaning with the Consul suspended ''motionless" over the'worlq.

The only movement he makes from this p01nt on is to exchange ons

_enclosure for another; the confession box gives‘way to the bus, the

bus to the circular arena, the arena to the toilet, and the toilet

to the series of cell-like rTooms inside El Farolitq.

*The emphasis is mine. ) s .
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With the bus ride of chapter VIII, Lowry employs his favorite
‘ device for creating motion through time and space which is simultaneously

stasis. Inside the bus the characters sit "lulled into a state from
which it would be pain to 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 bull's
futile circling of the ring. Yvonne, in a retrospect paralleling
Hugh's of VI, revie@s her past which she envisions as a film unwinding
mercilessly from the middle on with the reason for her destiny '’
buried in the past perhaps to '"repeat itself in the future' (281),
Even the bull (symbol of them all, possibly of life itself) resembles
"some fantastic insect trapped at the centre of a huge vibrating
web . . .''(282). A

'Chapter X, the most intensely claustrophobic of all the chapters,
represents one enclosure containing yet another and éﬁother 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 I: 2 s

And tonight as five thousand years ago they would rise and set (. .
Tonight, as ages hence, people would [ . ] turn in bereaved agony from
them, or toward them with love q . .- And the earth itself
still turning on its axis and revolving around that sun, the sun
Tevolving around the luminous wheel of this galaxy, the countless
unmeasured jewelled wheels of countless unmeasured galaxies turning,

- turning, majestically, into infinity, into eternity, through all of-
. which all 1life ran on - (338 - 339)

Here the wheel appears in its p051t1ve form represenf?ng the possibility
of hope and salvation through the beauty of nature, For Yvonne, time
and space are dynamic: tenight is connected to '"five thousand years
ago" and '"ages hence"; life 'runs' on "ipto infinity, into eternitf.ﬁ
At her death Yvonne is drawn up, like Faust's ﬁarguerite, towdrds ’
the "beneficent Pleiades" through "eddies of stars scattering aloft

| with-ever wider circlings like rings on water" (354). The eddies of
. stars refer back to the "Eddies of green and orange birds scatteft{é

aloft with ever wider tirclings like rings on water'" (333) from the

i
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opening of the chapter. These "'ever wider circlings,”‘}ike Geoffrey's
vision of "infinite evolving and extension of ‘boundaries" (380),
embody Lowry's concept of thé creative aspect of wheels and of containing

circles; they are not closed, whirling meaninglessly, but open,

. forming and reforming, abqve all expanding.in dramatic contrast to

Geoffrey who is at this very momeat contracting finally in Lpon .
himself. As Lowry tells Cape, '"the very end of the‘chapter[ii}has'
practically stepped outside the bounds of the book altogether"

(Selected Letters, 84). He is referring to the "ever wider circlings"

(a central image in "Forest Path'") through time and space of the
uvoyage that never ends. i

In the Farolito, the perfect serial image of the Consul's w1thdr;wa1
and paralysis "filled by that ticking: the ticking of his watch, his
heart, his consciénce, a clocg somewhere' (355), Geoffrey waits while
""the clock on the Comisaria de Policia, annular[%ing shapeé],
imperfectly luminous"(371) strikes the note of his approaching doom.
All the images and symbols of the book converge here mirroring the
Consul's perception; everything is alive] menacing, a disjunct projection
of himself. TIroniktally, tragically, for it is now too late, Geoffrey ¥

reads Yvonne's lost letter for the first time:

'Oh Geoffrey, how bitterly I regret it now. Why di# we postpone
it? Is it too late? I want your children, soon, at” once, I want y
them., I want your life filling and stirring me.‘' (364) :

. . . B . :
-Yvonne is the one encircling space that offered Geoffrey salvation

in a future; this is the space, empty now forever, which he was unable

-
D wm

to enter in cﬁépter I11,
The images of ‘paths and gates from earlier chaptets which relate

theihythical CCabbalaj and allegorical (Garden of Eden] levels of

the book to Quauhnahuac and Geoffrey's forest path to the Farolito

reverberate throughout chapter XII. Havimg-lost his passpbri, his

means of ingress and egress, Geoffrey is enclosed on all levels |

within the infernal cantina; he has lost the Cabbalist's path, he

has lost Chri§t:§ way of love, he has lost his wife, his future, his*

1ife. Doowrs sfénd open but Geoffrey remains immobile:

The main bar-room of the Farolito 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 him, with stern, familiar foreboding. (355)

-
Ll
/

\ .
Under the Volcano is a novel of stasis; ultimately, the

narrative rhythm of temporal sequence is overwhelmed by the spatial
form. The formal stasis which Lowry so brilliantly produces through
his art embodies the condition of the Consul's soul: "Both his will,
and time, which hadn't advanced five minutes since he was last ;onscious
of it, were paralysed" (388).. By exploiting the metaphoric value Qf
containment, expressed in Dunne's theory of serial time, through the
symbol of the circle and wheel, Lowry created a mlﬁetically powerful
work of art. Indeeg, the con&?pt of containment, ?finforced bylghé
poetic structure of the book which Lowry hoped would '"explode in the
mind,n can be extended to include the act of reading itself;’the
reader exists on-a larger tiﬁe:dimension than the book and, in reading
it, contains or enpircles the experience.

Wheels and circles of containment are not only infernally -
static for Lowry; like most Lowry symbols they are .prefoundly- v
ambivalent— all 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 circlings" in order for life to become

dynamic and regenerative. Even in Under the Volcano where Lowry

emphasizes stasis in the chapters, in the trochalnform of the book ,
in various tgghniques, in the wheel and circle imagery, and in the

wonderful-horrible ‘Tlaxcala scene with its temporal-spatial Hellbof
simultaneity, there are stirrings of the regenerative wheel ofr}ife.

The Volcano was to be an Inferno in Lowry's The Voyage that Never Ends

and although stasis is Hell, the book embodies glimpses of hope,

prefiéﬁrings of "ever wider circlings,' because the voyage never ends..

'

To the degree that Under the Volcano can be seen as one of many

low points in Lowry's ‘never ending voyage, it is clearly not final;
déspair and negation are unavoidable stages in a journey. To the degree,

S
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however, that Under the Volcano stands alone as Lowry's masterpiece,
its chief impact arises from ltS stasis, It is a story of hell-fire

v - . .
and hell-fire, f®r Lowry,arises~from the annihilation of time and

!
space. Without the will to 'unceasingly strive upwards' the human
spirit, like the "obscene circular movement" of Senor Zuzugoitea's

hips, deteriorates in a '"Progresion al culo.'*

[ B

*Translated literally "Progresion al culo' means, progregs towards the
anus or ass-hole, However, it is'also a Latin American colloquialism
for activity which is futile or leads nowhere, and as such Swnhar¥zes
quite aptly the Consul's state. The expression occurms twice in
chapter XII, once on page 376 and. again on 388, It is a delightful
Lowryean pun as well— a progression al choha 1!

e
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. NOTES: CHAPTER 1V
All references to Under the Volcano are to the first edition

s, published by Jonathan Cape (London, 1947) and are included in the )
text, , —

2 - <

Selected Letters, p. 73. All further references to the Letters
in this chapter are to Lowry's 1946 letter to Jonathan Cape, pp.
57 - 88, and are included in the text, ‘
3 /
An Experiment With Time, P/ 158.

In his article, "The Garden of Etla,” Lowry refer< to Bergson as
e maintaining this theory about time.

The manuscript versions of Under the Volcano, six in total including

the short story version, are housed in the Special Collections
. Division at the University of British Columbra. The manuscript _

version examined here is an ahmotated copy of 'the first complete ,
novel version of the book. This annotated copy 1s marked, possibly
in Margerie's writing, as '"the draft refused by publishers in 1940
nearly complete.'" Several pencilled remarks on the typescript
indicate Lowry's ideas for the eventual re-writing of the book.

6
Day, 332.

7 Victor Doyen, "Elements Towards a Spatial Reading of Malcolm

Lowry's Under the Volcano," English Studies, 50 (1968), pp. 65 - 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 narrator's capacity to control the reader's sense of time,

to. speed up or slow down the narrative and to emphasize causality

or purpesiveness. If plot (events, actions) is emphasited, the
narrative tempo is quick; if character (feeling, thought) is emphasized,
the tempo is slow. In his convincing article, "Under the Volcano:

A Reading of the Immediate Level,'" Tulane Stud1es in English, XVI(1968)
pp. 63 - 105, Dale Edmonds argues that the plot of Volcano functions
very well and that events develop quickly and loglcally, one from the
other.

For a further discussion of cinematic effects in Under the Velcano
see Paul Tiessen's '"Malcolm Lowry and the Cinema" in Malcolm Lowry: -
The Man and his Work. In Malcolm Lowry, Tony Kilgallin points out
many references to various films in Under the Volcano., Neither Tiessen
nor Kilgallin analyses Lowry's debt to Murnau in sufficient depth.

o f
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CHAPTER V

(Y N
: Encyclical to a Closed Order
{

In a 1952 description of his work, Lowry -spoke of Dark as the

—_—
v

Grave Wherein my Friend is Laid, Fridgnus, and La Mordida as a

"trilogy" (Selected Letters, 307). Little, if any, of this trflogy
ever reached coﬁplet1on, Fridanus survives 1n '"The Forest Path to the

Spring'" and in a chapter also called "Eridanus' in October Ferry to

Gabriola. Eridanus was-at one point intended as an "Intermezzo

or point of rest" within the larger work. La Mordida, a novel drawn

from the journals Lowry-kept on his 1945-46 visit to Mexico,exists in

a sprawling typed draft of 422 pages in the Specf%l Collections

Library at the University of British Columbia. In 1951, Lowry planned

to place La Mordida last in the voyage cycle because 1t ”throws‘the "

whole thing i1nto reverse and i1ssues in triumph' (Selected Letters,

267). If the typescript is ever to be published, 1t will require
massive editing for it 1s a combination of prose passages, journal

notes, and Lowry's debates with himself about art.

Dark as the Grave has already received this editorial treatment;
Douglas Day and Margerie Lowry pieced together the published novel
from three versions which Lowry was working upon concurrently.1
Although the book inevitably represents a splicing job, it ds unfair-
to dismiss it, as does Richard Hauer Costa, as-nothing but a "glogs

“on Under the Volcano.”2 Lowry intended Dark as the Grave to be an o

"Under Under .the Volcano,' a still worse hell. The book's value
lies, not in the information it offers on the Volcano, but in Lowry's
handling of the concept of the writer being contained in his work.

4
Although Lowry planned to put La Mordida last, it is helpful to

-
examine the typescript of this work before discussing Dark as the " un
Grave. La Mordida (the bite or the bribe) grew out of the Lowrys' L
1945-46 trip from Cuernavaca to Acapulco, their trouble with the ‘ .

,Mexiean authorities in Acapulco due to an allegedly unpaid fine and y

their final’ release at the United States border, after nightmarish

harrassment. The typescript is adofned with Lowry's pencilled , R
* M >




stasis 1nvolving a total 1nability to act.
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references to Ouspensky and Bergson, as well as to Yéats, Swedenborg,
and others. Lowry planned td develop spatial and temporal dimensions,
as in all his books, through the constant movement of the hero and

his wife between their hotel, the Quinta tugenia, and the I[mmigration

Offices. The symbol of the border, which plays a key role 1n Dark

as the GraJﬁ, was to function dramatically here as well. Once agarn

the hero's problem arlse; from his withdrawal behind the borders of self,
his obsession with the past, and, of course, the danger of final
J
It quickly becomes apparent, as Sigbj#mm and Primrose travel
by bus towards Acapulco; that they are heading into trouble, Sigbjdrn
1s plagued by unspecified guilt and fear. In a fascinating 'Note' to
the unpublished La Mordida manuscript Lowry remarks:

(Note the antimonsoon of the past. the Bergson mottf again,
the antimonsoon - the upper, contrary moving current of the atmosphere
over a monsoon;- 1n this regard, while they are travelling toward
Acapulco they are going 1n the same direction as the monsoon, toward
the future, while static in Acapulco, because Sigbjorn 1nstead of
going ahead futilely worries about the past, 1n an attempt to discover
1ts megning 1in reldtion-to the present, the monsoon reverses 1tself,
Cuernavaca and Mexico Tity 1s now the direction of the monsoon, while
Sigbjorn and willy-nilly Primrose are taught 1n the contlnually
contrary moving current of 1ts upper air in the. lofty Hot&€l Quinta
Eugenia: . . . [sw]

While the future blows by them 1in the opposite direction, Sigbj#m and
Primrose are swept into theNpast and held there in a stasis intensified
by their incarceration in the Quinta Eugenia. Lowry's 1d§a of the
monsoon moving in two ways simultaneously finds its way into Dark

as the Grave in the allusion to Chaucer's Troilus and Cressida:
—_— T T ¥

"Al stereless and in a boot am I, amid the sea, between windes two,
al in a boot am 1, amid th€ sea

that 1in contrarie standen evermo” (11). Both images, the monsoon and

the '"contrarie windes," express beautifully Lowry's 1dea of spatio-
temporal stasis; the characters are trapped, unable to move with the wind,
locked into 4 past which has not been sufﬁ;ciently well understood
or expiated. Someone must continue to pay ''la mordida," the full
toll to haell, ' '

Later in the La Mordida typescript, during a particularly horrible

point in their 1incarceration in the Hotel, Lowry hds incorporated
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notes on the FU Hexagram from the I Ching which deals with the subject
of rcturn:3

) "Fu 1ndicates that there will be free course and progress (if
what it denotes) (the subject of 1t) finds no one to distress him /s
in his exits and entrances,friends come to him, and no error is

committed. He will retutrn and repeat his (proper) course. In seven .
days comes his return. There will be advdntage 1n whatever directidn
movement is made." .. , But the I Ching then goes on to show the

meaning of each line making up .the Hexagram, from bottom up, and
the last section contains a warning. It may have been bad to repeat
(or revisit) the scene of your book,[}lé) . ’

Victories are never easily won with Lowry and the FU HeXagram contains

‘asthreat in 1ts sixth line: N . -
4
(6) The topmost line, divided, shows 1ts subject all astray on . L
he subject of returning. There will be evyl., There will be calamities

and errors. If with his views he puts the hosts in'motion, the end
will be a great defeat, whgse 1ssues will extend to the ruler of the
state., Even 1in ten years he will not be able to repalr the dlsaster.[§ig]

4

in order to suggest further levels of meaning for Sigbj¢rmn's rétumn

. Lowry dpparently planned’to- 1ntroduce the 1 Ching Hexagram

to Mexico“and the past. The FU Hexagram states that return will be
propptious, and a propitious return to the past 1s consistent with
Lowry's aim to have La Mordida Yeverse the fortunes of his protagonist.
jhether Lowry would have developed the I Ching references in La i

Mordida or 1m Dark as the Grave which 1s also about return, it is’

impbssible to say. Certainly he was impressed by the I Ching for in

e

the typescrlﬁt he goes on to say: -

This reminds them [Eigbjg%npand Prlmrosé] of happy days, it should .
be pointed out that, while this may seem hocus pocus to the ordinary
person, it bears in part upon the most remarkable book in all the

" world's.-literature. [si¢] > ) C

- La Mordida remains a raw transcript of Lowrf*s Mexican trip, but
passages like those of the Bergsoniaﬁymonsoon and thé FU Hex%gram
clarify his concept '¥f a necessary, though profOpndly dangerous,
return to the past. Although the past must beifully understood and .
1ncorp6rated'in the flow of time into th® future, cah destroy *
the presgnt .and the future by becoming entrapped in the past. The
voyage inte the past is a necessary descefit into the hell of\sélf in

. e
which one T1i'sks all in the quest for regeneration. o ’

. .
N . “ . o
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- Park as the Grave is best seen as a buffer or even as a window

P

between the earlier works, Ultramarine, Lunar Caustic and Under the

Volcano,and the later works, October Ferry and Hear us O Lord. In

>

terms of the Voyage €ycle it looks both ways, reflecting back upon

]
- the Volcano ahd pointing on to October Ferry. The idea of moving

1n two directions simultaneously is as important to Ddrk a$. the &
Grave as 1t 1s to the monsoon of La Mordida; the 1dea develops 1into

the symbol of the border through which Lowry expresses his concept

of intersecting spatio-temporal levels. Dark as the Grave holds 'kéy
poéltlon in Lowry s theory of the writer being written, of life being

a novel and man ﬁ@e novelist. In one sense The Voyage That Never

Ends explores thg‘relat1on of life to art,and in this gespect Dark
as the Grave/is ﬁartlcularly important,for #t is a fiction about f1ct10n
AN

whose hero % hé author ‘of Under the Volcano re-named The Valley of
the Shadow of

eath. Dark as the Grave, then, like a larger dimension
in a serial universe, is the outer frame for the Voyage books.

Finally, as William New has remarked, Dark as the Grave holds a

mediating p051t10n petween a fully proyected work of'art like the
Volcano and the autobiography o@ Malcolm Lowry, the man.4
tWithih the manuscript 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 '"™aterial from the Ledger"
and reads in part as follows: v

Note: In order to relieve the reader of a cegfwin aversdion of
embarraSsment at sight of what is apparently naked autobiography
pretending to be surprised to be functioning as a sort of novel,

I feel it better to state at the outset that this book was planned
before Under the Volcano (The Valley of the Shadow of Death) was

- accepted by any publisher, with the notion that the protagonist -
or a protagonist - or Hugh or the Consul - of the former should ¢
be the author of the latter, the intention being a sort of imaginary
descent of the creator inte the world of his creation [ ] Wghlle
it hasbecome useless to conceal that some of these happenlngs in
question are autobiographical, the author requests humbly of the reader
that .he bear the orlglnal plan in mind, and_ to regard Sigbjomn
Wilderness as he was originally coﬁbelved namely, a separate ‘entity
conceived of as the author of U.T.V,, wh1ch was a work of imagination
within a larger’ reality, and not simply as the audhor himself, or as a
whipping boy for the same(. . .J. What I had wanted to do at one point
was to wrlte, as E.M. Forster had suggested someone should, the history
"of someone's imaginatign. Sheer panic at where I was arriving at,
combined with a philosophical deficiency, have made me decide to
push this quest no further dnd at that I think it has gone quite

A/
“
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far enough. [}ié}

Dark gﬁ_the Grave was intended as a fictional frame for Under the Volcano

and, in™a sense, it contains that novel. Simultaneously, it explores
the dangers of an artist entering his own fictional world to become

entrapped there. With Dark as the Grave, Lowry tried to push the idea

of withdrawal into a closed circle one step further than he had in

Ultramarine or the Volcano. The circle is not- only a device of
Lrrramarine YO1Lano

J
‘structure and i1mage; it represents the serial relationship.of life and :

art (hs Lowry saw it) where it is difficult to say whether life or art
1s the larger containing dimensiog.” Lowry's remarks make absolutely
clear that Wilderness 1s intended as the major character in The

Voyage That Never Ends; he conta®ns the many other Lowry heroes

who represent isolated aspects of his imagination or particular
troubled levels of his psyche. The function and significance of Wilder-
ness is discussed in greater detail in chapter VII. Fascinating

as Lowry's intentions may have been, Dark as the Gravereémains the

least %uccessful.of‘his posthumously published works. <His attempt,

unlike Gide's Les Faux’Monnayeurs, remains raw and awkw%rd;'it is not
< t

énough that '"the author requests humbly of the reader that he bear

kY

the original plan in mind." ’

Dark as the Grave Wherein my Friend is Laid is an exploration of ..
the abyss.—a '"'setting out into the future . . . by sqtﬁing‘out émachg
into the past''(39). Thg book deals with the Wildernqss'qflight from
Vancouver to Mexico, where in the Quinta Dolores (five sorrows) in '
Cuernavaca, which is none other than Jacques' fowér in the Volcano,
they await news from the would-be publishers of Sigbj¢rn's book.l
Depressed"by the Quinta Dolores, depressed further by the partial
rejection of his book,eSigbgdrn sinks into a hell of stasis:

In bed Sigbjgrn tried to move, to 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 ‘not, or could not move. (117)

He attempts to reverse this destructive pattern by setting out further

into his past with a trip to Oaxaca and a gjearch for an old friend, Juan

Fernando Martinez. As a result of this effort he is able to meet and
overcome the past, then to move forward into the future.

Although not a literary palimpsest like Under the Volcano, S




o /“
Ve
Dark as the Grave draws upon a wide spectrum of 11terary reference

In addition to scattered allusions. to Julian Green, Yeats, Nitetzsche,
Chaucer; Poe, Thomas Mann, Swedenborg and Grieg, Lowry uses Pirandello
and Keats to emphasize his concept of 'life fldwing into art,'- the
cqpstant expansion, the forming and breaking of enciréling boundaries,
which he found in Bergson, Dunne, Achad, Ouspensky, and later Ortega. ’
‘As he stands in the airport queue dressed in second-hand clothes
waiting for the El Paso flight, Sigbjgdrn reflects on his owqpidentity
flowing into that of his characters as well as into the identity of
other authors and theiy characters. He decides that this /shared
identity comprises a '"more-than-Pirandellian theme,"5 All Sigbjdm's
posséssions, his clothes, his watch, even his copy of Julian Green's

The Dark Journey, are second-hand, suggesting, somewhat sardonically,

his multifaceted identity. As with the Consul in Under the Volcano,

Sigbjgm's great danger is to lose the sharp outlines of personal
identjty until he disintegrates into a confused‘reflectipn of external
reality. |

The balance, however, between a clear personal identity and the
acceptance of a Heraclitean reality is supremely difficult to achieve.
While waiting for the E1 Paso flight,Sigbjgrn has a vision of this
flowing reality: A 3

[P]e had suddenly a glimpse of a flowing like an eternal river; he
seemed to see how life flowed into 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 meaning through art transformed by life; and now it was
as 1f this flowing, this river, changed, without appearing to change,
became a flowing of consciousness, of mind, so that it seemed that -
for them too, Primrose and he, just beyond that barrier, lay some
meaning, or the key to a mystery that would give some meanlng to
their ways on earth. (43)

Significantly, it is over the barrier or the border, on another
spatio-temporal level of consc1ousness, that thxs Teality moves, and
Sigbjfrn loses contact with his vision of 11fe when he withdraws into
the static closed circle, pf 1n51de.the\borders, of his own psyche;
flow and movement are cut off leJQing onlyestasis and dqhth.

As -Sigbjgrn points tyt, inzhis long conversation, about art #ith
Eddie in chapter VII, th:E\?
personal identity and gégeﬁting the flowing vitality of art and

alance between preserving a core of
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" reality is particularly acute for the artist:
. "Part of the artist's despair(. . .Jin the face of his materlz%l

is perhaps occasioned by the patent’?act that the universe itself -
as the Rosicrucians also held - is in the process of creation. An
organic work of art, having been conceived, must grow in the creator's »
mind, or proceed to perish. [ . . In fact, of course, it is always -
doing both so that the author, while working, is like a ‘man continually
pushing his way through blinding smoke in an effort to rescue some .
. precious objects from a burning-building. How hopeless, how inexplicable
( the effort! For is not the building the work of.art in question, long a
since perfect in the mind, and only rendered a vehicle of destruction
by the effort to realize it, to transmute it Upon paper?" (154)

While Eddie snores, Sigbjgrn laments this Rosicrucian universe and
goes on to suggest that a short poem "thrown up in an instant of .

inspiration" may "manage to outwit the process'" (155). Better still,

a play by its very nature is not expected to be always the same,

static, for the actors recreate it:' 'For that matter a reader is
likewise an actor" (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 to flow through a narrative work of art, making it new
for each reader. The idea that, in the readgr's recreation of the .
text, a noggh may be saved‘from diftructi;h seems slight consolation {
_ for the novelist who believes tha; art like life must flow perpetually. \
Lowry set himself a Promethean task indeed, a task that fills his

“-+ work with tremendous tension. The battle is always to avoid stas}s,
and to embrace movemént, to infuse gpace with the flow of time. \\\\\\

Dark as the Grave lackg the complicated form of Under the Volcano,

but neither does it have what George Woodcock calls a 'depressingly

| linear structure."6 Lowry was searching for a structure that would /
incarnate his vision of a Rosicrucian universe where 'life flowed "
into art [and - ] life transformed by art sopght further meaning

A “through art transformed by life" (43). Althoughllowry did not live to

tighten up the structure of this novel, }here are many indications in

the published text and the manuscripts that he intended the first

eight chapters to take pléce on a single night, the moonlit night in

Cuernavaca prior to the crucial Oaxaca trip.*

”

aw
e

. *In fact, the structure of Dark as the Grave has never been carefully
studied and no.one, to the best of my knowledge, has recognized the
convoluted nature of the fiTst third of the book. PEREEEES R

e S
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As‘early as the extant pencil draft of Dark as the Grave, Lowry

was working out the dream mechanism for the first five chapters and
wondering (in a marginal note to himself) at what point it wouid °
'prove advisable . . . that it should be divulged . ... that

Martin is already in Cuernavaca # . . .'"* [In the 172 page typed

dr;ft of the novel, this 'Note' appears:

Yet another, and probably the best alternative, i¥ to have Sigbjorn

. aware that he'is in Cuernavaca itself, when the rhythm of this
section breaks and they are in Cuernavaca actually! One should eome
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. [si¢]

In another typed copy, the following note appears at the beginning
of what was to become chapter VI in the published text:

It is at this 'point that Sigbjorn either wakes up or you realize

he is in bed all this time at the tower thinking these things.
Sigbjorn lies there half awake, perhaps The full moonlight in the
room, the moghlight of precisely one month later, recalls him to his.-
sense . . . . [sic]

Chapters I to V are a dream céntaining a retrospect of;Sigbj¢rn's
life and of his return trip south to Mexico. 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 reborn -

v or, as Sigbj¢£n“puts it paraphrasing Dunne, a book about '"re-
experiencing the past [éné] prefeeling - horrible word - the future, '**
Sigbj#rn's dream ends in chapter V with the culminating vision of the
lunar eclipse -"little by little-the shadow of the old earth drew :-~
across the moon" (111). Chapter VI opens with a brief bridging
passage, reminiscent of the beginning.of chapter V in the Volcano.

The passage supposedly portrays Sigbﬁdrn's confused thoughts as his
sleeping consciousness, bathed in the 'brilliant full moon' following

the eclipse, surfaces to present reality:

*At a later point in the genesis of the novel, Lowry changed the hero's
"ﬁame to Sigbjérn Wilderness. The emphasis is Lowry's,
€
**In chapter IX (192), as Sigbjgrn awakes on the morning of the Oaxaca
trlp, the morning after the dream, he thinks: "Every rising \in the
- .morning is thus like a new birth. Freud., Sleep is a sinking into
_onself, Hebbel. Sleep means reexper1enc1ng one's past, forgetting
‘one's present, and prefeellng one's future, Stekel."
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Sigbjgrn lay there with the moonlight of a month later streaming

in upon him, Gradually he, became aware that he was half dreaming, -
and at the same time that 'he actually was in Cuernavaca itself.
Quauhnahuac!

The significance of the lunar eclipse becomes clear ,through
references to Keats' Endymion in the dream brldge* ‘

The moon sleeps with Endymiof . . . . Thus, whilst Endymion is ‘
given an opportunity-of rising out of his owm fatal self-absorption
to help another, the fate of Glaucus throws additional light upon
the problem, which is before Keats' mind all through the poem,
the relation of love in its different forms to higher ambitions of
the soul . . . . La Luna ilumina la nocke. Enfolded by her light
he slid swiftly with her once more into total eclipse. Then the
horrible shadow of the earth fell over her. (113)

The moon, symbol of ideal beauty in nature, art, dnd life in Keats'

poem, has also been (as Cynthia) Endymion's first love. '"The horrible

P .
shadow of the edrnth' blotting out the moon's light represents the

"destructlon of the ideal by gross reallt), in more Lowryean terms,

the eclipse symbolizes annihilation of the future, of creat1v1ty,
of life itself, by the dark, ominous shadow of the past. Slgnrflcantly,

however, for Sigbjdrn 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 five dream -
chapters,

A further temporal and spatial convolution in the structure of

Dark as the Grave occurs in chapter II{. Sigbjgrn, in a dream within

a dream paralleling Endymion, imagines that he is a wife-slayer being
flown over the border from Log K%geles to face punishment in Vancouver
(pages 53 - 55). Although the relevance of this dream, to the story
or to Sigbjprn's character, remains vague, it is a deliberate Dumnian
attempt to create different €ime levels in serial containment:' "It

was as if, and this was to happen with the experience itself, he had

opened his eyes upon another reality'(53). The dream in chapter III is i
N\
*Keats dedicated his poem Endymion (1818) to Thomas Chatterton- one \\

of Lowry's kindred spirits. '"Endymion,' the leader of his people,falls
into lassitude 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 falls asleep and develops through a

"dream within dream'" technique. His quest ends in the knowledge

that only through the real can mankind approach the ideal. See End

in Selected Poems and Letters of John Keats(Cambrldge, Mass., 1959)

The parallels between Endymion and Dark as the Grave are many,if not
always well developed by Lowry.
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contained within the larger dream of chapter; I-V, which i§&in turn
., contained within one night in Cuernavaca; that night itself is
contained within the book-life of Sigbjprn Wilderness.
The dream within dream mechanism supports the overall circling

structure of chapters I to V in Dark as the Grave) frgm one point

| in time and space Sigbjprn circles through his past and back to
i - the present.7 Lowry conveys necessary expositioﬁ, as well as éapturing
the present force of the past—so crucial to Dark as the Grave—through
the dream.  The serial containment of the first five chapters creates
a sensation of stasis which parallels the stasis of the plane trip
~" to Mexico. During the trip, Sigbjgrn i; motioﬁlégé, enclosed within
the moving piape. Chapters I to V, far from being linear,d$uggest
the convoluted nature of Sigbjgrn's mind. The plane trip to Mexico
is a mental voyage where ''the sense at once of descent, tremendous
regression, and of moving, not moving" (1) symbolizes the stasig
of an inner landscape. .
Chapters VII and VIII are the least artistically transformed
and the weakest chapters in the book. Sigbjgrn's lumbering monologues
in VII require prior knowledge of Under the Volcano to be fully

understood, whilf‘Eddie and Dr. Hippolyte remain undeveloped and

‘ irrelevant. The important point about both chapters is that Sigbjgrn
is now awake in the present and in a specific place. It becomes
onssipfe to move either into the future or deeper into the pasts

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, the last hours of the condemmed" (159). Sigbjgrn
stands at a threshold or border; on the other side lies his future
and his past.

Chapter VIII is Sigbjgrn's "madrugada.' Standing motionless
beside his sleeping wife, he recalls their weeks in Mexico during
which he "had found it more and more difficult to move at all" (162).
He speaks of his withdrawal into self as a kind of stasis:

Even, as the garbage would,Sigbj¢#rn found himself sinking more and
more into fear, into a barranca , his own, a barranca of fear of he
. : knew not what! Ah, the strangeness of Mexico, and this fear that
possesses one like a paralysis - (164)

\“
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And yet, while Primrose was being renewed again, Sighjgrn seemed

to see nothing, to love nothing, to sway away from her into some

anguish of the past, into some agony of self, chained by fear,

wrapped in the tentacles of the past, like some gloomy Laocoon.... (165)

He is not ready yet to break loose from his spiritual and physical
stasis with a trip to Oaxaca. His memories_of their New Year's
Eve trip to Yautepec flood over him instead (pages 167 - 186)
creating another spatio-temporal loop in the narrative. The Yautepec
trip had been a disaster culminating in the arrival of the publisher's
letter questioning the value of his novel. His effort to bé reborn
on the las{ day of the old year, like all previous attempts to
rebuild, resulted in yet another swing of the pendulum towards
defeat, '

Looking back on the Yautepec trip, he discovers the reason,
for this failure to be reborn:

Actually this was the first trip they had made north, back in the
direction of Mexico City, by extension, of Canada. All their other
trips were still south, still toward their destination, whether Oaxaca
or .Acapulco. [, « ] [f]t was curious how this little trip had seemed

to illustrate how dangerous or even impossible this turning back

was, until at least Whatever strange discords had been set playing

by the original error, inherent in his return to Mexico at all, had
been somehow resolved.[. . 1] But come what might there was no

return yet, and this is what this little day seemed to have to

tell them. (185 - 186)

"No return yet.'" As in La Mordida where the I Ching corroborates the

~ value of return, Sigbjgrn'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\heglnnlng of movemeht for S1gb3prn,
he finally breaks out of the enclosing mental world of chapters I
to VIII. Paralysis, containment and stasis give way to freedom:
"His getting up, as it were, symbelized the struggle between life and
death to him"™ (191). 'Anq;her Lowryean bus ride drings the couple to
Oaxaca where they stay in a hotel called "La Luna" (the evil
associations of this hotel from Sigbjgrn's past are bé}anced by its
name, for tﬁe moon has already been established as a good omen).
There Sigbjgrn meets Stanford, a representative‘of‘"tﬁb past and the
difficulty of transcending itﬂ (219). He learns that Fernando, the
friend whom he had ostensibly returned to Mexico to find, is "MURIO IN
V}LLAHERMOS "o deaa in the beautiful city. Stanford's role is

°
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undeveloped but the discovery of Fernando's death clearly releases
. . Sigbjgrn from his fatal attachment to the past. With the death of
| the past established in Oaxaca, it is npw possible to rebuild a future.
Fernando, who never appears in the story because he has already
been dead for six years, 1s,neverthe1ess an 1mportant force in the
book. Fernando, like Stanford, represents 'the past and the difficulty
of transecending it,'" but for very different reasons. As a rider for
the Banco Ejidal, he was devoted to enriching the Mexican land.*
Sigbjprn's memories of Fernandp aré all happy ones and Sigbjgrn,
who suffers from suéh paralysing fear of the present and the future,
conveniently retreats intd the past that he shared with his Mexican
friend. The relationship of the two men, however, is still more ' °i
complicated. Fernando has become a’part of Sigbjprn through their
shared experiences and through Sigbjgrn's baok; he is both Sigbj¢rn‘s
past and a character in the book about that past. Furthermore, his
murder uncannily parallels ﬁﬁe murder of the hero in Sigbjgm's
o book. Given STES?;?pLs belief in the contiguity of life and ;rt and HEC
his feeling Epat he Ts 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 and accepting Fernando'§ death, Sigbjgrn

is able to bury his obsession with the past; the_gpodness that Fernando
represented is released in the present by this relinquishing of the
past. At the end of his Oaxaca journey Sigbj¢rn is able to perceive
that Fernando lives on in the renewed fruitfulness, of the Valley of

Etla: "The Banco Ejidal had become a garden" (255). The implication

is that, with the past buried in Fernando's tomb, Sigbj¢rn's life

will flower like Oaxaca; the past will regenerate, 1nstead of engulfing,

the present The journey to Mexico becomes a last r1te for the past

and the visit to the Mitla tombs completes Sigbjprn's symbolj ath.
Chapter XII, following the disc¢overy of Fernando's death,

poorly controlled. Sigbjgrn and Primrose visit the tombs of Mitla,

walk through the early morning Oaxaquenan streets, visit the Church

of the Solgaad, and, finally, begin the trip back to Cuernavaca. This

time they travel on the first northward stage of their homeward voyage.

. " *The Banco Ejidal was an agrarian land bank set up by Cardenas in '
order to restore the quality of farm land and to return it to the
peasants. ,Bjidal riders were Cardenas supporters who carried necessary
funds to putlying villages, ! .

L
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For the moment, at least, éigbj¢rn is‘released from the necessity
. ~ to "traverse this route many, many times again, backward and forward"
o (96). Now he can cross the state borders of Mexico with hope; the
journey into the past is a journey into the future. Despite the
meanderings of chapter XII, its general direction in relation to

the book as a whole is clear. Dark gé_the Grave does not have a

circular structure like Under the Volcano; the open-ended structure

creates spatio-temporal movement leading forward into the future,

The three most impoétant symbols for tiﬁe and space in Dark as
the Grave are those of the border, the circle, and the cross. ’The
border is a versatile symbol representing a block or stasis if ane
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 complex
spatial image, facing Janus-like in two directions at once; it mdy
be an obstacle or-a peint of passage, the way up or the way down T
all 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 national and international borders
triggering Sigbj¢rn's memories of deportation over the Mexican border
and his refusal of entry into the United States. The movement of the ’

// book parallels his crossing 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 into another,

- ) hovering in chaﬁfer VI on the border between dream and wéking. The

achievement of a waking state is perhaps the most importént border-
crossing in thg book; he crosses from a state of withdrawal into
dream and the past into a present wheré a future becomes possible.

° f"";Ir‘he most interesting use of the border image occurs in chapter

I as Sigbj#rn broods upon his refusal, years before, ;2 the border

town of Blaine.8 As the plane approaches Los Angeles, where 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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Sigbjgrn remembered that he had wanted to give the impression-of the
bus going one way, toward the border and the future, and, at the

same time, of the shopwindows and streets flashing by into the past:
he had wished to do that, but something mbre: since the poem was to
be about his being turned back at the border, these’ shop windows and
streets that he was So glibly imagining in the past were in the future
too, for tonight and at the end of the poem he would have to return -~
from the bordér by a similar bus along exactly the same 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 as the Grave. The significance of the -

poem lies in the way its eight stanzas,all of which appear in the
typescript, reflect the voyage of Sigbjgrn's mind. This voyage, a
voyage into the past-as-future, is the theme both of the poem and thé
novel., The seventh stanza of the poem,not included in the published
\text; emRPasizes {he dual nature of the voyage dramatically:

The packed bus that brought me back glared and stank
Of beer, chiefly mine, in vaporous quarts.
But chaos caught me in the suction
Of a roaring parallel darkness, now
Stabbed with landmarks in the wet night, none quite
Verified, all of a heartbreak flowing

" Past lovers united on bill boards, through
The crash - sigh - of juggernauts borderward,
And the grinding of hypocrites voices, o
And the mind jammed in reverse forever . . ;-[}iEI

"The mind jammed in reverse" summarizes aptly the first five chapters

Y

of Dark as the Grave. Indeed, the entire Mexican journey is a

}egression, a journey into the past, a descent into self. Unless
Sigbjérn can overcome the "forever'" in his poem and somehow ctoss

a border ihto a new world, he will be trapped within ''the suction o%
a roating parallel darkness.'" The most difficult bordér to crass,

in the poem and the bodk, is the border of the mind isolating Sigbjgrn
from communication with others and preventing the flow of life into

the future. As in Under the Volcano, the protagonist is imprisoned

within a static circle of self, !
In all Lowry s flctlon, the circle and containment play an

important symbolic role, but in Dark as the Grave it is a solely

negative one. The first five chapters comprise a miniature serial
universe of enclosures. Duriﬁg the stay in Mexico City Sigbjfrn

finds himself in a hotel room whose windows will not open.(77); and

-
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later, when he enters the underground Bach café,

it  was much as if by so entering the past, he had stumbled :into

a labyrinth, with no thread to guide him, where the minotaur threatened
at every step, and which was moréover a labyrinth that ndéw at each

turn led infallibly to a precipice(, . [J. (80)

Once more there is an inevitable Lowryean bus ride with "weary circling"
te signify stasis for Sigbjgrn: ‘"for there was sometning in his
nature that loathed to break the rhythm; only more than stopping
at all did he hate to move on, lulled into a certain mood' (98).

The side-trip from Mexico City to the Gaudalupe Basilica prefigures
the disastrous stasis and entrapment into which Sigbjgrn later
falls in Cuernavaca. The square in front of the Basilica is prepared
for a carnival with merry-go-rounds and sideshows. Amidst this
"tumultuous scene," Sigbj?rn has ''the feeling of definite pilgrimage
toward the Basilica, and yet the virtual impossibility of moving a
step, or one’ found that one wis only going round and round the *
square' (101) —squaring the circle! The Bishop, attempting to
speak over the noise, reminds Sigbjgrn of Mann's Mynheer Peeperkorn
pronouncing an '"'encyclical to a closed order" (101). That Sigbjprn
is re-living these pa3t events in a dream constitutes a further
involution. . )

In chapter XII, the dangers of encircling space are powerfully
symbolized by Mitla, Mysterious Mitla, place of sorrow, burial
ground, image of death, represents the very depths of the past and
the finality of containment. Mitla is a sité of prehistoric tombs —
an image of the spatialization or stasis of time indeed! While roaming
the subterranean vaults at Mitla, Sigbjgrn suddenly realizes why
he is‘in Mexico; "it occurred to him that this was what he was doing
in Mexico: was it not for him too a sort of wighdrawal into the
tomb?" (249). At the end of one subterranean tomb they come to the
"Column of Death.'" According to the legend "if one embraced the
Column 6f Death, the number of fingers that tould be placed in the
space between the hands denoted the number of years the person
embracing the stone would live'" (247). The oracular column,'aﬂother
circular image, announces death when it is encircled and Sigbj¢rn
fears that despite his refusal to consult it, his death is nevertheless
within it, " ETJ he column was still there" and the circle, as a
symbol of death 'and stasis, is always present to the Lowry protagonist.
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The Mitla tombs, however, represent life and movement as well ~
as encircling space ‘and temporal stasis; they are in a cruciform

shape, the cross being another major symbol in Dark as the Grave.

Like the border and the circle, the ancient symbol of the cross
embodies an essentially spatial concept. Although the cross imagery
1s less well developed than that of the circle{ 1t reverberates

throughout Dark as the Grave, recalling Dana's Y{ross in Ultramarine

and foreshadowing the crossroads in Ethan Llewelyn's life. It is
Christ's cross with associations of death and resurrection. It is

the Southern Cro§saof°the heavens. It 1s the only thing upon which

31gb3¢rn can focus during the flight from Vancouver to El1 Paso-

"the moving éaadow of the plane below them, the eternal moving
cross" (1).*

Finally, of course, the crossw.represents a turning point or cross-
s et

e -

. roads 1in Sigbj¢rn's life. The crossroads 1s a central metaphor in

the Voodoo religion and, although the extent of Lowry's kngﬁ%g%ge of
Voodoo is debatable, he certainly knew something about 1t *** The
manuscripts indicate that he was planning to expand the character

of Dy, Hippolyte who,~in chapter VII, describes Sigbjgrn's problem
1n terms of Voodoo:

.
In Voodoo, there is a great lesson, There is discipline. The dancers
do not leave the blazing circle. If you like to call 1t neuroses
that they get rid of then that is what.they do. And even if the

*The emphasis is mine. Lowry never misses a chance to suggest the
dynamic foundations of his metaphysical and aesthetic beliefs. The
irony here is that Sigbjgrn, unable to understand the meaning of the
"eternal moving cross," persists in his condition of physical and
spiritual stasis. This vision of the cross, coming during 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 hosvital during most of
his 1947 visit to Haiti. Lowry, however, was at least familiar with the
basic concepts and point of view of Voodoo: he admired the novels of
the Haitian writer Phillippe Thoby-Marcelin and owned a copy of Milo
Marcelin's Mythologie Voodue, 2 vols. (Haiti, 1949). In Mythologie
Marcelin explains the foundation of Voodoo as the intersection of the
natural and the supernatural via the rite of possession. The cross and
the circle figure prominently in the diagrams used in the book. For
Lowry's praise of Voodoo see Selected°Létters, 235"

I
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priest becomes possessed, the ceremony goes on. A°bell is rung when <%
‘ it has reached .a certain,point beyond whicH it mght become dangerous. °
) You have -to be your own priest apnd ring your own’betll. . .1 You e
are possessed too, you are possessed by Slgﬁﬁﬂrn W11derness (151 ~ 152)

Within the "blazing circle'" the celebrants become possessed by the
"loas" or Gods; in other words, w1th1n the circle stands the CTross
| representlng the intersection of the phy51cal and metaphy51cal
orders :

v

In. D1V1ne Horseman The Livang Gods of Haiti, Maya Deren

-

¥

descrlbes Voodoo cosmography

\
|
|
| -
| . The metaphor for the mirror's depth is the cross-roads; the
| symbol is the cross, For the Haltlans this figure is not only .
‘ symbollc of the totallty of the“earth's surface as comprehended
" “in the extension of the cardinal points on a horizontal plane. It
is, above 3ll, a figure for the intersection of the horizontal plane,
’ wh1ch 1s this mortal woxrld, by the vertical plane, the metaphysical
axis, which plunges into the mirror. The cross-roads ., . . is the
} 54 9
point of aceess to ‘the world of les Invisibles . . . .

A

The cr¥ssroads as a point of intersection between physical and metaphysical
worlds is of hecessity the point of access, of ingress and egress,
the Juncture for communicatiorn between mortal and sp1r1tual realms~
. The cross is the way out of the c1rc1e it 15, as Lowry says, "the
eternal mov1ng crossg " Sta51s occ351oned by w1thdrawal inside the
closed c1rc1e of self,i’s overcome through participation in the ritual
of the cross. In Voodoo this cross is a dynamic symbol of time and o
space, including in its vertical axis all time, in its horizontal N
axis, all space. 10 - o
As he explores the tombs of Mitla, Slgb3¢rn wdnders: "Cruciform
iombs. Cruciform tombs - Christ - what was this strange persistence
of this symbol? ,What was the real significance of the'crgss?" (248)
The cross symbolizes hope and the rich multiplicity of the world, a
world that unjtes Christian death and resurreEtioﬁ with the dynamic
vitalism of Voodoo. The cross iﬁagery intercedes with the circle .
imagery; both are necessary but the cross embodies the way out -of
the infernal closed circle into a renewed cycle of voyaging.

—— In Dark as the;Grave Wherein my Frlend is Laid the spatio-

- temporal obstacles gf the border and the static closed world of
> the circle give way to “the moving cross, symbol of intersection and
) . communication. To an extent Lowry did succeed m forglng a unity of -

. . o . 4
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"to ask. Did not men tao have such walled closed'streets, such
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form and nteaning in this book. The structure of Dark as the Grave

can be seen as that of a cross,with the dream chapters I to V as

the horizontal dimension of space, the containment or spatialization
of time, and chapters VI to XII as the vertical dimension of time;
only in chapter VI does time, however slowly, begin to move,

Dark as the Grave signals an advance on the position of Under

the Volcano; 1t marks a point of return within the withdrawal-

return thythm of The Vovage That Never Ends. In a moment of illumin-
ation (as well as one of the most striking spatifl images in the
book) Slgbjyrn envisions the human mind‘and soul as the city of o
Oaxaca: S

Ah, "these walled closed streets of Oaxaca that did not give out

their life at all, these blank thick-walled cantinas behind which
lurked such deepness, such complexity, such beauty of pétios and
sawdust rooms when you entered them, depth beyond depth, those

barred prison windows, and huge worn wooden.doors through which how
occasionally you would see some enchanting vista of stone courtyards
arches, and gardens - what was all this an image of? It was not enough

hidden gallantries, such concealed gardens and cleisters and
mysericordes, 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 those who have nobody

them with. (253)

Sigbjgrn has visit@d the depths of his own mind; he has wandered
through the labyrinthine rooms, with ”Barred‘priSOn windows," of *

his own soul. He has withdrawn into the circle of the past,

understood and accepted it, andgffgurned, crossing the borders of

ithe state of Oaxaca"-the state/sf the soul — into the future:

o

Thien they were leaving 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 candle burning. . . . (255) :

Through Fernando Sigbjﬁrn has died in order to be reborn. The 'one

. -

candle burning' ‘commemorates’ Fernando and the past, i
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~ NOTES: CHAPTER V

1 Dark as the Grave Wherein my Friend is Laid (World Publishing

Co., 1969)7 all page references are included in the text. The Lowry
Collection in the Special Collections Division of the University

of British Columbia library holds the three separate drafts of Dark
as the Grave, one of 172 pages, one of 148 pages, one of 380 pages;
see An Inventory of his Papers by Judith Combs.

2 Costa, Malcolm Lowry, p. 115, "

3 According to Mrs. Lowry.in a letter to myself, Lowry studied the

I Ching with Charles Stansfeld-Jones. The I Ching or Book of ' .
Changes is 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 principle of change which assumes‘q cyclic form.

- The sixty-four Hexagrams of the I Ching, obtained by throwing the
yarrow stalks, are configurations formed by chance in the moment. -
Both coincidence and individuality are of great importance to the
wisdom of the I Ching. In his introduction, G.C. Jung writes: '"The
Chinese mind . , . in the I Ching,. seems to be excluSively preoccupied
with the chance aspects of events. What we call coincidence seems °
t6 be the chief concern of this peculiar mind, and what we worship
as causality passes almost unnoticed." The I Ching or Book of Changes,
2 vols., trans. from the German by Cary F. Baynes {New York, 1950).

4 New, Malcolm Lowry, p.44.

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, 210, a

6 George Woodcock, Malbolm Lowry: The Man and his Work, p. 69.

7 In his article '"Masks and the Man: The Writer as Actor,'" Matthew

Corrigan recognizes the circular nature of experience in Dark as the Y
Grave. He writes: "The trip through Mexico leading to Oaxaca .

itself takes on a circulatory motion, duplicated visually in the vultures
that gyre in the high sunlight, and on another level, duplicated

in the circumlocution of the style." Shenandoah, XIX(1967-68), p. 91.

8 Sigbjgrn's refusal of entry into the Upited®States at the British S f
Columbia border town of Blaine arises from Lowry's being refused
entry in 1939 as a person likely to be a public' charge. Lowry had
hoped to meet Margerie Bonner, with whom he had fallen in love, in
Los Angeles, but when this trip failed he wired hér of his desperate
state and she came 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 injuries.

Maya Deren, Divine Horsemen: The Living Gods of Haiti (London, n.d.f, p.35.
J

0 Deren,_p. 37. -

«



CHAPTER VI
Beginning Y et Again

“
I

o g
October Ferry to Gabriola represents Margerie Lowry's editing

of 3 work-in-progressf* The work is. unfinished and there -gre

undeveloped aspects of the writing, but Octoﬁer”Ferry is by no means a

raw effort. The novel functions very well and is a rich, often .
moving book which, together with '"The Forest Path to the Spring,"
embodies Lowry's most sustained v131on of paradise. 1 It is also a

powerful continuation of The Voyage That Never Ends.

Lowry began work on the October Ferry theme shortly after a

1946 trip to the gulf island of Gabriola. Dissatisfied with the story,

_he put it aside until 1950 when he began working in earnest (Selected

Letters, 216). Late in 1951 Lowry believed the ;ovella to be "a hell
of a fine thing." By 1953 he was obsessed and delighted by October
Ferry whichwas threatening to become a novel though still closely
related to ion stories in Hear us O Lord. As the . novel grew it
severed its/close relationship with the stories in Hear us O Lord;
both books, however, deal with the return from‘ﬁighdrgwal to a state

of balance and are, therefore integral members of The Voyage That

Never Ends. Along with "The Bravest Boat," "Present Estate of Pompeii,"

"Gin and Goldenrod," and "The Forest Path to the Spring,' October
Ferry grows out of Lowry's:profound, almost symbiotic, relationship
with the British Columbia coast. In December of 1956, Lowry wrote
to David Markson that he was "worklng like absolute sin on Gabriola

w1th which I have completely fallen in love" (Sglected Letters 394)

Lowry's destructive love-affair with the novel arose perhaps, as he
himself suggested, from some ''fanatical narcissism or other that makes
me set the touchstone impossibly high, as a result of which I am now

writing a huge and sad novel about Burrard Inlet called October Ferry

=

*October Ferry to Gabriola (World Publishing, New York, 1970). See

the 'Editor's, Note," p. 335. All further references are included in
the text. Due to the fact that the MSS of the novel do not fall into
easily distingulshable drafts and that not 4ll extant material from

Lowry's last years”is, as yet, available at/U.B.C., it is impossible to

be certaln how exactly the published ‘text follows Lowry's plans.

- i
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to Gabriola . . .'' (Selected Letters, 409).

October Ferry to Gabriola, superfitially a simple book, is the
® = Y

story of a husband and wife's search for a new house because they face
eviction from a much beloved fore-shore cabin on Eridanus Inlet. What
Lowry means by eviction, secular and divine, not to mention the
significance of the new house (their fourth house) is not, however,

simple. The theme of eviction and the search for a pew house, combining

with Ethan's problems of guilt, fear, and hatred] accumulates importance

as the bookﬂproceeds. The' story is set im”British éqlumbia and covers
- approximately twelve hours of the day in which Ethan Llewelyn (meaning,
of strength unknown, 47) and Jacqueline 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 through the conscﬂéusnesé of Ethan Llewelyn,
a semi-retired criminal lawyer, who spends the first part of the day
re-living his past - his boyﬁbod in England, courtship and marriage in
Onlario, the burning of a second house in Niagara:on-the’kake,:an& the
finding of their third home in British Columbia. ' Much time and space
is thus condensed into the three or four hours spent on g%e bus.

T&o themes, insufficiently developed, counterpoint tHe main theme
of eviction and searéh. Ethan suffers paraiysing guilt over the
suicide of a university friend, Peter Cordwainer; Cordwainer himself
follows Ethan from England to British Coluybid‘in the guise of billboards
advertising the Cordwainer Industries produézgl“"nother Gettle's
Kettle Simmered Soups." In addition, Ethan is tormented by the case
of a fifteen year old Vancouver boy sentence& to hang for murder.
Despite his thorror at society's condemnation, Ethan finds that he is
unable to force himself to openly defend the Ciapman boy. .

The usual Lowry équipment is once again present. During the long,
bus ride which occupies two thirds of the book, Ethan withdraws
simultaneously into his own guilt-ridden consciousness and into his
past. His perception of reality, like the Consul's, is increasingly
distorted; the landscape bristles with symbols, signs threaten, snatches
of overheard conversation are strange messages for him, 3nd films
become his life.

Once again, the Lowry protagonist is outward bound:. "beginning:

beginning: beginning again; beginning yet again" (S),ﬁénd October

~
Lo
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Ferry can' be best understood, thematically and technically, in ferms
of Lowry's obsession with time and space. In his letter to Erskine
(Appendix IT) Lowry says that Gabriola '"is, finally the future";
Eridanus represents the past and the necessity to move on, to begin
again. The danger for Ethan, as for each of Lowry's heroes, is the
threat of stasis, the fatal temptation to become surrounded and .
calcified in one place.

October Ferry, like Under the Volcano, is a profoundly re}igious

book and Ethan Llewelyn's‘voyage is a multilevelled quest; a séarch

for "life" in every sense of the word, On the social levgl the voyage
represents Ethan's need to be reunited with mankind. During his three
and one half year retreat at Eridanus, throughout hlS entire life in .
fact, he has become more and more withdrawn. Here, the Lowry

,dilemma of withdrawal and return is reienacted with Ethan u}iimately
"received by mankind." 1In an important unpublished letter to Albert
Erskine (1953), Lowry clarifies this aspect of the quest:

The ferry reaches. 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 stretched out
to help him,help he now has to and is prepared to accept, ™@s he is
prepared to give help to man, whom hg had formerly grown to hate so
much: thus the characters journey toward their -own recovemy.* )

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 hlS wife and son. \ﬂ

The psycholog1ca1 level of the qﬁest is perhaps more important |
for it is on this level that Ethan must come to terms with his past i
in order to discover the future. In his letter to Erskine, Lowry
goes on to explain that, ' .

on this plane the whole' thing can be read slightly differently and
in a sense more hopefully, as a kind of abreaction of his past: I
like the word cathexls,otoo In some psycho- genetlc sense also -~ if
that's the word? - the news of their own reprieve (on this plane)
would seem to precipitate Ethan's recovery, in the way that shell-
shocked soldiers may recofer at the news of the armistice.

Lowry's use of the term "“abreaction," a psychoanalytlc term for the . ——

release of psychic tension through verbalizing of repressed traumatic
*This unpublished letter to Erskine comprises, to the best of my
knowledge, Lowry's most complete analysis of October Ferry; therefore,
the entire letter is included in Appendix II. .

R
3

J ~7 -



118

experience, is important. The book, a highly ratiocinative work, -
may well be seen as théfapeutic verbalization of the past.

Ethan, possessed by past traumas, the most crucial béing Cordwainer's
suicide, is also unwilling to relinquish his own youth., Ethan's
guilt over Peter Cofdwainer merges with his reluctanqé?ib defend the |
Vancouver boy thereby intensifying his torment: not only washe Peter's
murderer but ‘now, through professional inertia, he is killing Chabméﬁ.
The significance of both Cordwainer and Chapman crystaflizes in his
imaginary defense (self-defense) of Chapman when Ethan quotes a long
' _ passage from Hesse's Demian. According to Hesse, the time of puberty
is a profoundly traumatic "sequence of death and rebifth." Loss and
loneliness terrify the adolescent making him long to stay within the
comforting world of childhood: - /

They cling their whole life lonévpainfully to the irrevocable past, to .
the dream of a lost paradise, the worst and most deadly of all
dreams. . . (268)

Ethan, of course, is unwilling to leave his paradise at Eridanus
although it has become polluted by his repressed guilt over Cord-

wainder and Chapman, October Ferry's,long verbalization of Ethan's
>

trauma is the thlerapy freeing pim finally from the past and his
+ youth, (from Eridanus, Cordwainer, and Chapman) and allowing him to
mature in the future. Co ]

Closely connected to the concept of Eridanus as a childhood
paradise is the image of the cabin and the pﬁysical and spiritual
Eden it represents for the Llewelyns. They are Adam and Eve, )

5 evicted from paradise, e;iled from God, and beginning, 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 uncreator," a
social outcast filled with bestial, destructive hatred which he directs
againgt*God, society, and all creativity. The "exile as uncreato sed

upon the archetype of Cain, is a solitary figure barred from a commun-
ication, particularly discourse, with his fellows. I am indehted for
____this information to Prof. David Williams of McGill Universi whose

study of the Anglo-Saxon anti-hero iS as yet unpublished. Lowry was .
certainly aware of the exile tradition, in romantic literature and in his "
own Protestant background, and his use of the Anglo-Saxon word 'abye" in
October Ferry suggests that he may have been interested in the mediaeval
models. At one point Ethan feels 'the Middle Ages closing over him"(31).
It would be a mistake, however, to press the analogies too closely for
Lowry's quest is a romantic one; the journey is more important than any goal.

L4

-
9
1



119.

Malcolm Lowry's Floatlr“kland " suggests that Ethan s voyage m1ght
be seen as the neo-Platonic journey of the soul in exile on 1ts way )
back to God.3 The quéet) in its religious aspect however, cannot be.
reduced to one mytﬁ. Ethan is searching for faith and this search

runs through the book until, din the last chapter, 'Uberimae Fides"

(bountiful faithj,,he appears to have found it, T

. The metaphysical quest unites the social, psychological, and
religious levels of Fhe book. The Llewelyns, Ethan in particular,
must qgme to understand the nature of reality, of time and space.
Significantly, Ethan accuses himself of being a "miseoneist" (199) —
a hater of change —and change is the quintessence of the Heraclitean
universe inm which Lowry believes. The focal point of his voyage,
therefore the message of October Ferry, is that Ethan must learn to

accept the protean nature of reality. He has come to want to possess

I

Eridanus, despite the profound truth

[t]hat impermanence, indeed, the ramshackle tenuity of the life,
were part of its beauty. The scene, too, that confronted them
through their casement windows was ever-changing; the mountains,
the sea never looked the same two minutes on end: why then be
afraid of change? (171)

By refusing change, ‘Ethan is ‘attempting to stop time, to surréhnd, to

E

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 Ghbriola, 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 within the flow of time, only by crossing the borders
of self and escaping from the closed circle of consciousness, can
Ethan be "received by mankind,'" transcend the past, or find the faith
to carry him fofward into the future.

Finally, the voyage in October Ferry is an epistemological gyest.

It is on this level, more than on either the metaphysical or the
relfgious, that thé.Cabbala operates. The Cabbala, as interpreted in
Achad's Q.B L., plays an important and unexplored role in Lowry's
novel. It affords an 1n£3rest1ng structiirald model many images,

at least two important symbois(the numbers three and four), as well
as an epistemological tool. The Cabbala functions as a method of

A
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thought for the achievement of harmony or balance, Ethan finds ,

that a book on the Cabbala given him by the McCandless is,

not only extraordinarily interesting but, as a method of thought,
profoundly helpful. In fact he could sum up no better their lifq_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 means less of accumulating than of divesting oneself -
by .arrangement, balancing them against their bpposites - of unbalanced
ideas: the mind, finally transcepnding both aspects, regains its

lost equlllbrlmm[_ q. (169)

The words 'balance' ahd “imbalance" constltute a refraln throughout
the book as Ethan circles through his past, repeatedly‘1051ng all
vestige of balance,until he finally regainé‘it im thg last chapter

of the book, In October Ferry, the reader shares the protagonist's

epistemological quest. Ethan's consciousness is in the process of
growing, expanding, learning, and the exploration of the past, with
all its terrors, is the main element of the learning- process.

Lowry found the writing of October Ferry especially d1ff1cu1t

"[I]t has cost me more pains than all the Volcano put together*
(Selected Letters, 334); 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 . . .

so I will expound thus far the magic of Dr. Lowry's dialectical-
Hegelian-spiritualism-Cabbalistic-Swedenborgian- conservat1ve-Chr1stian—
anarchism for ailing paranoiacs: the first chapter . .". is as

the base ta a triangle or a triad (and/or a radical having a valence
of three): viz Ct

Gabriola

Nahaimo—~ > Victoita >

Which is meant to ilihstrate no more than that Chapter I might be
180 pages long, Chapters II and III each half that length, without
its form being overbalanced - to-the contrdary. (Selected Letters, 346)

This concept of a "triangle or triad" is crucial to an understanding of
the book's structure as well as to an appreciation of the Cabbalistic

ordeal of the protagonist and is discussed in detail.below. Lowry. goes

o
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on in the letter to assure Erskine that the repetitions of the 'first
part of the book are ‘meant "to give the effect of the man caught, washed
to and fro in the tides of his mind, unable to escape . . . ."

In the unpublished letter to Erskine dated December 1953 (see
above, pagelt7and Appendix II), Lowry againoexplains the structure
of this book in which "the difficulty of the future taking any shape
at all, as of the present having ény méaning"for the protagonists,

is really the whole plot.' The three chapters of October Ferry have

now become three "parts." After explafning the necessity for the long
first part - the characters, ''potential suicides . . . hopped up to
the gills," are having "more trouble getting to Gabriola than K

to the castle' - he goes ‘on: .

However I'm only equipped to write all this: not to describe it,

I believe it to be bloodk good and that it gets better. But it's

not intended to fall ipfo\any particular category or obey any of the
normal rules of a novel, e second part of the book concerns their
difficulty in finding the Ferry and takes place in Nanaimo, mostly in
a pub, where Ethan gets pyetty tight; there are powerful dramatic
scenes (though I sez it) in Nanaimo both in the present and the past:
a scene of lyrical beauty is balanced against a Grand Guignol horror
that takes place on thelscaffold. (A waiter turns out to be a man
Ethan's saved,) The thi\d part is on board the ferry itself.

constitutes the structure of October Ferry

in much the same way as the circle shapeF the Volc?no. The number
three is repeated throughout the book: the Llewelyns have had

three houses; with Tommy they form a family of three¢; the three.parts
of the book correspond to the three temporal dimensions (past, present,
and future) as well as to the elements of fire, earth, and water;

the protagonlst sits, talks, and thinks, within three spec1flc

spaces that of the bus, the Ocean Spray, and the ferry. There are
three bars in the book and in the third, Ethan reflects 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 crowded hours the
Men's side was much fuller than the Ladies and Escorts: the partition
would thus often be found slowly moving in on the territory of the latter,
producing, sometimes, if you were obliged to leave your lady for
several minutes, on your return a certain eerie-feeling of perichoresis.
An isolation that was, at the same time, begotten by an interpenetration.
(2519

Lowry's use of the word "perichoresis' is interesting. Perichoresis

literally means the act of going around, rotation. It is also used,

2\
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however, in theology to explain the unity of the divine triﬂity.

‘ There is a great deal of literal perichoresis in Octobér Ferry;

in addition, it appears in its theologicafgaspect when Ethan, catching

sight of the astrological magazines by the Na?aimo dock, contemplates -
. "the duplication of the cube, or the trisecgion of the right angle,

not to say the Symbol of the Divine Trinity in Unity" (233),

The triangle is a useful structural paradigm for October Ferry

\
|
becaus¢ of its versatility and all-inclusiveness. Geographically it
~repgs§ents 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[... }.. (153)

Spiritually, it indicates the result of their voyage; not only may /
they find the Divine Trinity in Unity but they may anneal their little
secular family of three and achieve the social unity which William
Plantagenet and Geoffrey Firmin lack. Most importént, the triangle

or triad is, together with the circle, the main structural element of
Achad's Tree of Life. According to Achad, the Tree of Life is
composed of a !"Trinity of Triads" with the second and third triads
derived from the first by reflection to form a balance.

Clearly, the Cabbala is far from the only influence upoh Lowry's
nove}l but it is significant that Achad's Q.B.L. was one of the few ;
books that Lowry asked specially to have sent to him in 1956 (Selected
Letters, 387). The Cabbala with its '"method of thought' is important
to 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 "Trinity of Triads" in
tﬁe .B.L. is that they fepresent a path or a way, a method in fact,

e for the adept to achieve balanece. By progressing from one triad or
| level to the next, the adéﬁi g;adually attains to inner balance, -
v wistm; harmony or, if yéﬁ will, God. Furthermore, the three
triads are contained (with“a little mystical suspension of disbelie — Y
in the fourth level of the Tree, the tenth Sephirﬁ called ?Malkutyff)
or "The Kingdom":

Finally, this TRINITY OF TRIADS being in itself a UNITY is,
Symbolized by the TENTH SEPHIRA called MALKUTH, THE KINGDOM, a
‘ SINGLE SPHERE pendant to the above and summing up in itself all the
foregoing qualities which it MANIFESTS according to the ‘Creative Plan. {

3
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Q. B. L. OR THE BRIDE’S RECEPTION

Binah

Understanding

Geburah
Strength

0

Hod
Splendour

Kether
The Crown
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Beauty
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Yesod
Foundation
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Malkuth
The Kingdom

Fig. 4

Chokmah
Wisdom

Chesed
Mercy

.

Netzach
Victory

This shows clearly the TRINITY of TRIADS with
MALKUTH pendant to them, manifestiug their In-
fluence in the Material Universe.
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All these qualities may be said to be Potentially inherent in
KETHER 'The Crown - with which MALKUTH is, in a certain Mystical
sense, ONE, as it 'is written: 'Kether ig in Malkuth and Malkuth
is in Kether but after another manners.' :
s (See Figure #4 from Q.B,L.)

As Lowry himself emphasizes, there are three parts to October Ferry,

and the Llewelyns -are searching for their fourth home on Gabriola

iinto a
\ Lo . . A
"constraining mould, it is possible to see the three parts of October

Ferry as parallels to the "Trinity of Triads'" in Achad's Tree of Life,
The fourth house on Gabriola which they have such difficulty in '

which represents their salvation. Witlout forcing the novel

reaching parallels Malkuth, The Kingdom-—ihe Divine Trinity in Unity.
Certainly, Achad's system offers rich metaphoric possibilities. \

The Tree of Life embodies constant.movement, expansion and proliferations

time is real, flowing and creative, and space neQer encloses, never

stops, this flow of life.* Similarly, the three parts of October

Ferry flow and expand, each mirroring and reflecting the other through

towry's brilliant use of image, motif, and allusion. Throughout

the book Ethan perceives the nature of reality in precisely Achad's

terms: ! |

All 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 circumference
must be nowhere. Everything seemed part of a miraculous plan, in

which nothing stood still, everything good was capable of infinite
development, everything evil must inevitably deteriorate.<(224)

The time span of October Ferry's tripartite structure is

superficiall} very short - one d;y, from sunrise to sunset, gpproximately
twelve hours. Using the number three and Achad's concept of movement,
Lowry expands the few hours spent on the bus td include the thlrty -nine
years of Ethan's life through a further structural division of?the first
part of the book into another triad. Part one of October Ferry

comprises three distinct time loops within Ethan's mind. the first
loop includgs chapters I to X, the second chapters XI to XXI, and the
third chapters XX1I to XXVII. ‘

*Achad points out,"If we would obtain the Fruits of the Tree of Life,
we-must’ be prepared 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 course, for, as I explained before, The Hidden
Influence FLOWS easily once the channels- have been opened up."

-Q.B.L., p. 103.

——
«
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Each of these loops develops a period from Ethan's past; he is,
in fact, reliving (or verbalizing) his past. The first loop covers
Jacquelire's and Ethan's earliér years, as well as their courtship
and marriage. Lowry introduces detaills of Jacqueline's birth, her
Mother's suicide, her Father's beliefs, and important information
from Ethan's past. The Corgwainer theme 1s 1nitiated and the signifi-

cance of films, especially Outward Bound, is dramatically establlsﬁed‘

In the second time loop, Ethan's mind travels over the early
years of their marriage, the birth of their son Tommy and, most
}mportant, the burning of ﬁQgiE_EFcond home. At the same time that
£than moves forward in time closér to the surface of the present,
he plunges deeper into despair,fear, and stasis. The Niagara-
on-the-Llake period is dominated by fire and loss which threaten the
sanity of b&th characters as well as their marriage.

In this second time loop Lowry conterpoints a film of Temple

Thurston's The Wandering Jew with an account of Thurston's death

by fire in order to explore the interpenetration of reality and.
11lusion, life and art. Ethan, horrified by the intuition that 1ife
and art are contained in each other or that both are contained 1n
some larger dimension of a serial universe, experiences a hellish
""St. Paul's vision upside .down'' arising from '"an almost complete and
mysterious identification of subjeet with object" (146). Like the
Consul, Ethan sits paralysed in a bar, élowly losing all sense of
his identity, until the enclosing room becomes his soui:

Ethan now held this collective mental image for an in;Eant completely,
unwaveringly, on the screen of his mind. Image or state of being

that finally appeared td amply, represent, an unreality, a desolation,
disorder, falsity that was beyond evil. (146)

The third time loop of the first part of October Ferry brings
! v .

Ethan's consciousness to ‘the most recent past; their 1life at Emi danus
in their third home and the threat ofleV1ctioﬁ. Peter Cordwa{ner
continues 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 these thoughts-like Ixion to hi§ wheel' (192), sinks

deeper and deeper into stasis. The apartment house(where they have put
up while searching for 'their fourthghouse turns oqg to have been .
an abortionist's clinic and, as Ethan p;ints out, they seem to be

~ G
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5 living in the world of Sartre's_ﬂg:giig_(198),\3The,éescent into the
'abyss of self reaches its climax as Ethan, his mind surfacing to

- a present in which hesfeels "strapped into his seat" (208), confronts

. his_image in the rear-view mirror of the bus: .

. ( The face in the mirror, a half face, a mask, looked at him’ approv1ng1y,
smiling, but with a kind of half terror. Its lips 511ently formed
the one word: . ‘
Murderer (216) - i : .

, In each of\‘-//wﬁéks Lowry seems obsessed with-complicated temporal:

involutlons that, in October Ferry, intensify the protagonist%’ 4

struggle to break free from the tentacles of the.past. A sense of
psyéholog1cal time”is suggested by these narrative loops which contrast
ironically with the relentless unilinear movement of qhelbus and .

clock time into the future. Through the handling of the three main

I

time loops, Lowry establishes the crucial rhyfhm of the bogk: "to
give the effect of the man caught , washed to and fro in the tides
of his mind, unable to escape . . ..'" (Selected Letters, *347). ,

In each, time loop Ethan's consciousness flows back and forth between. -

present reality on the bus and the greater reality of his past; the

ultimate effect is préciSe{y that of tidal flux and reflux. In

chapter XIII, entitled '"The Tides of élﬂﬁanus{" Ethan is aware of ’
- a "slow, stealthy,’despairing deepening of- the medium of his .
thoughts [which is | like a high tide of Eridanus ceming in" (76). ®
With the steady advance of the second loop into the past, Ethan , %
. faces greater and more dangerous 'snags': . . o

Now there was only this tide of his mind still rising, .and deepening,
reaching out toward those other grislier, more menacing timbers
. that were fears, anxieties, obse551ons, horrors,it "had ngt yet set

/ . afloat, [ ] (81)
In addition to establishing this tidal rhythm of the mind with

N Y

its terrifying 'snags" from the past, the three loops create the >

rhythm of withdrawal and return upon which Ogtober Ferry and the

" . entire Voyage cycle is based. Each of the loops carries Ethan's
thoughts from brightness to a state of darkness, from communication
with others "fo utter isolation. (With each loop, Ethan must begin o
again to confront the meaning.of his past and with each loop he moves'

. deeper and deeper jinto an ipner hell of distortion, terror, and

stasis, > \ - L .
ld B o
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. ", The second phase of October Ferry takes place in the présent,
bé%inningnwith the arrival of Jé%quéline and Ethan in Nancimo in
chapter XXVIII, "Wheel of Fire." 'The bus is following a hearse
iﬁto the tqwn,and this chaptér, enclosed within the fiery wheel of

. Eihan‘s.danciousness, prefigure; his symbolic death afd harrowing
of hell in the Ocean Spray bar. Chapter XXXI, "Twilight of the Raven,"

. marks Ethan's descent into hell. The Men's side of the Ocean Spray
with 1ts "columns of mirrofs, carefully designed to look E?Eken,
under a céiling of dried blood," its light that turns the '"denizens of
the place iﬁtolcorpses,"'and its view—destroyjng glaés of "a thick
corrugated've;higris green" (259) represents hellish stasis indeed:

Though'its bbundaries seemed yet to be determined, if the purpose
were not to leave them flexible as now, this newly renovated Men's
“ section proper of the beer parlour appeared to be finished to the
satisfaction of whatever inverted genius had created it. Finished,
It was the end, (258)

- Both the reality of present time and the sense of temporal flow are
destroyed as Ethan,. trapped by the bar and his own tormented mind,
presents his statement for the defense - the defense of Chapman and
his self-defense. Chapter XXXI, in many ways the most powerful and
extraord;nary chapter in the book, reminiscent in its complicated

richness and temporal stasis of chapter X in Under the Volcano, is

discussed in greater detail below.

The third and final phase of the book begins with chapter XXXIII
as Ethan and Jacqueline board the little ferry outward bound for
Gabriola. Finally time, in every sense, regains reality and the
present flows into thél%uture as the ferry, not without a final

v
setback, approaches the island amidst "a boundless sense of space,

cleanliness, speed, “light, and rocketing white gulls" (329).* The
return to Nanaimo threatens to cancel their hopes of reaching Gabriola
Qﬁt proves, ultimately, to be a good omen, for the evening newspaper

is thrown on board and the Llewelyns learn of their reprieve from
eviction. This reﬁrieve is essential to their victory in the future;
in-a sense it frees them finally from all restrictions and entanglements

in the past:

*The emphasis is mine. The boundlessness of space is crucial because,

in 'Lowry's time-space conflict, space with rigid bounds constricts and
destroys . Only when boundaries are flexible and open to the flow ‘of time
is life and creativity -possible.

“ta -
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"Good-bye for thetpresént.'f
"Good-bye for the present." -
Well, 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 Gabridla in “the
moonlit, meteor-bright night'" (331), This vision of the stars
, and moon, always Lowryean symbols of life and hope, gives way once
more to the present reality of Gabriola with its '"sheltered valley that
sloped down to a silent, calm harbour" (333). Once again the Lowry
protagonist has achieved wisdom, balance, and a temporary point of
rest. Y4
Chapter XXXI, "Twilight of the Raven,'" like chapter X in Under
the Volcano, marks the climax of horror, the most crucial point in
Ethan's struggle for balance. In this ghapter, Lowry intensifies
themes of eviction, guilt and social responsiblity through the fusion
of external and internal reality; within Ethan's distorted mind the
pfesent becomes one long, timeless moment of infernal stasis.
Ethan's phySical stasis dithin the bar mirrors his spiritual stasis.
A close examination of chapter XXXI reveals Lowry's expert use of
several techniques and dispels any doubt as to the power'of the book.
"Twilight of the Raven,'" (the titlé recalling Poe's nightmare

poem The Raven and Wagner's Gotterdgmmerqu), takes place in a bar,

the third bar in October Ferry. The fact that Ethan's visions occur

in bars is important, for the bar is a place of secular and divine,
law, a place of judgement and prose;uiion, a place where the soul
sits in judgement upon the excesses of the flesh. Furthermore, to
Ethan's eyes, "life was like this bar, from which you could nbt see
out" (263?. Ethan's plight is intensified by the fact that he is
breaking the law as soon as Jacqueline abandons him in the Ladies

and Escorts; the waiter, who has just seen ''the goddam inspector"

. -{257), asks him to leave. Ethan, evicted from the room with a view,

from communion with his wife, enters the infernal Men's side of the

]
bar where:

The windows were either boarded up, like_those of prisoners, he thought,

*Earlier in the day Ethan reflects on the Anglo-Saxon word "abye . . .
meaning 'to atone for'. But it also meant 'to endure'." "Abye"

is now "Good-bye' (God be with ye); Ethan has both atoned and endured
in order to receive Grace,

i
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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 some~rea;on; change" (860). Like Geof?rey,
\ like all Lowry's heroes, Ethan the misoneist becomes paralysed. His
lack of arview in the overwhelmingly repulsive bar signifies his own
distorted, self-enclosed, destructive perception. This prison-like
bar is a final static enclosure.
Slowly, with stasis increasing and Etha; becbming more and more
encloséd by his di;torte¢ perception, external reality gives way
. complgtely to inner nightmare. "Sunrise! Twilight of the Dove" (255),
o commenting upon the chapter title, becomes "Twilight of the Dove.
Sunrise!'" (263) The repetition of the phrase enfolds the opening of
" the chapter ihto the inferno of Ethan's thoughts; "Sunrise," as well
as sighifying beauty and rebirth, is the time for hanging. Rebirth
becomes death as the gruesome associations of sunrise ?eflect
back to cancel Ethan's Egrlier vision of an Eridanus sﬁnrise. As
is typical with Lowry, the interpretation of a sunrise depends upon
A point of view and abilify to act; as Ethan's thoughts shift from "the
delight of swimming at sunrise" (255) to "a thick morning mist {. . .}
creeping out of the hollows 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 presents, "by
prolepsis'(266), his arguments for the defense of young Chapman.
Lowry's use of the tefm '"prolepsis" is interesting. In rhetoric it
refers to the anticipation of arguments or the setting forth in brief

the details of what is to follow s The word also signifies, in a more

literal sense, the taking of a future event as already existing.
Ethan's "literal or'chronological" prolepsis, then, ;Bms up very
aptly the temporal stasis of this chapter, for prolepsis suggesté the °
absence of flow of time into a future that already exis@gl ‘
I With the long quotation from Demian, it becomes evident that
Ethan is defending himself as much as the Chapman boy; in a sense,
he is Chapman, It—isw“ﬁtﬁﬁﬁﬂﬂﬁb is the murderer, and it is Ethan
‘ who is afraid to leave his "own lost Parad1se Ehlﬂ own irrevocable
. past; 1? short that of Eridanus itself" (269) At €h1s point accusatory

voices take over embodying simultaneously the most acute distortion

Tr——————
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of Ethan's consciousness and the truth itself. , The chapter coggipdes
with a chorus of past and present voices screaming at Ethan -voices
from the bar, voices from the newspaper (Lowry collected newspaper
clippings concerning the actual t;ial of a Vancouver boy), voices
from his own divided consciousness:

“"Save him!"
"Ch, shut up!"
"It's no good, this kind of life."
"But you, Ethan Llewelyn, what did you say? What did your able
pen do, ,your pen more able than mine, or your still small voice, the
one voice, the one pen still able to save him?"
nHang hlm' "
"Hang him!"[. . 7} -
"Hang Ethan Llewelyn!" (271) ‘
|
|

It is impossible in a short space to recapture the entire ‘chapter
with its many echoes from the rest of the book, its refrains of
reprieve, sunrise, sc;%fold, Dweller of the Threshold, etc.* The
chapter feflects and contains the two previous nightmare moments in
bars developing further the horror they prefigure. The essentia@ function

of the chapter, however,is to serve as & temporary 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 immobilized, trapped ':§
L 8

*The allusions to "Sunrise" and the mysterious refrain '"Dweller of *
the Threshold" (pages 111, 263, and 296) are important. In his drafts
of the novel Lowry had planned to incorporate a Blake stanza:
"He who bendeth to himself a green joy
Doth the winged life destroy
But he who embraceth the life as ‘it flies /J \

2

Doth live in eternity's sunrise." B ’
Although the stanza does.not appear in the published text /ézfgléglfles
Lowry's concern for moyement“ to ﬁbsseés is to 1nv1te stasr , whereas
to "embrace the joy as it flies".is to live.

"Dweller of the Threshold" comes from Bulwer- Lytton s myst1ca1 ,
romance Zanon1 mentioned in Eino Railo's The Haunted Castle (London, '
1927), 'p. 209. Lowry's notes for October Ferry contain many references
to and long quotes from Zanoni which portrays the struggle of the
Ideal and the Real via a Gothic story of Italian passions. In his -
explanation of the novel, Lytton writes that the '"Dweller on the o
Threshold'" is '"FEAR (or’ HORRQR)" which may only be dispelled by
"defianc&” and aspiration . .-. whoseMessenger and Instrument of
reassurance is Faith." Zanoni (New York, 1928), p. 538. Zanoni was
important to Lowry who saw Ethan as tormented by fears like Geoffrey
and-Sigbj$rn but finally achievingfaith at the end of his ordeal,
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and surrounded, while tEmpbral and spatial realities cease to exist,
Here the rhythm established in part I of the book - the rﬁfthm symbolized
by the rising of the tides wbreaks, in preparation for the gradual
ebbing and creation of a new rhythm in paxg\III.

Lowry's use of specific techniques in October Ferry, ff not as

refined as in Under the Volcano, is nevertheless interesting. An~

e;plqration of Lowry's allusions 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 specific
purposes, counterpointing or balancing other chapters, commenting
ironically upon éhapter contents, stating and repeating themes, always
forciﬁg the reader to read reflexively. Lowry's notes for October !
Ferry contain references to ''visual Murnau-like" techniques and he
appeérs to have considered writing in terms of shots and cuts, As was
pointed out in chapter II, Ethan (and Lowry) believe that fi{ms are,
in a sense, more 'realistic' than novels because they create an
illusion of motion. Certainly the bus rid%,in which scenery and

signs flashby suggests the movement of film-—a physical movement
+into the future that contrasts dramat;cally with the replay of Ethan's
?ast. More than once, éthan reflects on the interpenetration of life

s

and art encountered in film: . g

(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 Llewelyn,
with Jacqueline Llewelyn) [. . .] . (26)

One of the more complicated (probably because it is not well

developed)\instances of a film allusion in October Ferry is that of

*Temple Thurston's The Wandering Jew. In chapter XX, entitled '"The

Wandering Jew,! Ethan sees the film and experiences the terrifying
‘;ens;tion that he is the accused Jew (132). Here; as in Volcano, the
Lovry hero under stress loses all sense of psychological space; he is
unable to distinguish the boundaries between self and not-self, Of
course, the‘parallels between Ethan and the Jew are not just fanciful;
Ethan is chased from one home to another in his journey thrbugh life
and, like Thurston's Jew, he does finally receive Grice.s

.
!
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However, Lowry attempts 'to make more of the film than simply .
sa thematic parallel for his story., When Ethan learns of the death-by- r
fire of Temple Thurston, he perceives a precise parallel between
the writer's death and that of the Jew in the film. This coincidence |
provides him with "a’ glimpse into the very workings of creation itself"
(147). The film apparently functions as a kind of gate or. secret
passage into the realm of motion and coincidence that, as far as Lowry . /

is concerned, constitutes reality. Consequently, the film reassures

Ethan of the significance of the universe: "Gone was his fright. In

its stead was awe'' (148). The meaning of the entirpe Wandering Jew-
Thurston-Fogt complex is less clear than this woulK::ngest and in an
amusing note on the manuscript of this episode, Lowry has written
that "its purpose in the book baffles me."

The subject of literary allusions in Octpber Ferry can only be

) . ) .
opened in the present study for the text is’as encrusted with references;—
{

quotations, and parallels as is Under the Volcano. The most important

allusion is to Sutton Vane's play Outward Bound,but Lowry also gleaned

many references from Eino Railo's The Haunted Castle, a study of

Gothic 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-Lytton, Clare, Wordsworth, Keats, Emily Bront€, Eliot,

Hardy, Poe, Melville, Dostoevsky, Flaubert, Stendhal, Sartre and Hesse.
Outward Bound casts the greatest light upon i;wry's intentions

in Qctober Ferry. Written in a disammingly simple style, Vane's

play portrays the postmortem voyage of a small group of passengers

outward bound for heaven or hell: "It's the same place, you see.;'6 The
three acts of the play take place in the ship's bar where the bartender
Scrubby, a kind of Charon, gradually reveals the nature of the voyage!ﬁrv\
Two of the passengers, Ann and Henry, have committed suicide and are,
therefore, "half;ways" who must "go on like this . . . backwards and ,

forwards - backwards and forwards." Interestingly, in his unpublished

, .
* * his 3 y s s " "
happenings. from the books: 0P WhiHTbCRoET SRS 2H1es e memyurel
explanations of the universe and believed that 'all existence is a
flux:.and reflux" within a pattern of "infinite serialization." |

The Books of Charles Fort, p. 313. Eino Railo's The Haunted Castle
is the source for the '"Wandering Jew'" passages in chapter XX and the
Spenser stanza on Rage 155.

! '
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makinpg Peter Cordwainerbégﬁgiibat Ethanno~‘the fenry as Scrubby

[ Ethan] has to face .the fact albo that he actuallyNIE\?‘or\has\bgen-

next door to a murderer and a criminal himself in the case of R
Cordwainer:  though it's time he stopped punishing himself - he's

had 20 years of 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 expect to find

him on a ferry boat) to inform him that in so far as Ethan had

murdered him, he had saved him from the lot of a suicide in the next

world . . . . [sic)

In Act III of Outyward Bound, the passengers hold a meeting in the
bar - "in"view of the shortness of time ./. . and the nature of the
harbour we are approaching” (112)~ to look over their pasts and to
be examined by a clergyman. Each of the passengers receives his
sentence except the suicides who remain suspended in limbo. Scrubby
reminds Ann that time does not exist in limbo: 'A week! A century!
A moment! There's no time here" (170).

This lack of time and space.-heavep,and hell are the same place
and time does not exist. are clearly paralleled in parts of Ottober
Ferry. Lowry has also incorporated the bar as place of judgement and

the theme of suicide in his novel, The title OQutward Bouﬁa is

important, not only in October Ferry where it provides two chapter.

headings, but throughout Lowry's Voyage cycle; from Ultramarine én,

the "outward bound" motif recurs as a reminder that the voyage must ?
always -begin anew. In fact, Vane's play provides an interesting
insight into Lowry’s entire concept of the voyage: if one commiis
suicihde (and Ethan nearly does in chapter XXXIV) literally or metaphor-

ically, one remains tfapped, like Ann and Henry, in a limbo where time

does not exist and where the voyage cannot go on. ; "

Motifs are an important structural technique in Dctober Ferry

and, as with allusions, they are largely unexplored by critics., Signs
"Safeside- Su1c1de " notices —'"Vous qui passez/ayez p1giglj,§eemingiyf“
casual puns such as "“called to the bar ",phrases Tike "beginning

7
again," and Luther s. hymn~ "Ein-F Festerbq_g ist-unsexr'Gott," repeat

—

threughout “the book The repetition, as Lowry p01nted out to *
‘Ersklne, is purposely "beyond that which you can be11eve" (Selected
Letters 339). Lowry .saw his use of motlfs as someth1ng new to fiction,

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, I
believe, certainly to fiction. And’it has to be simple, unaffected
naturalism 'au meme temps'. [sic]

The motifs serve many functioris: they introduce and develop themes, c
comment ironically upon an event or thought, and generally deepen
the meaning -of the book. Most important, of course, they @isrupt o
the teﬁporal cause and effect progression of the story by their
"backwards § forwards" movement. “The closely interwoven texture of the
narrative represents the consciousness of the protagonist and thé
leit-motifs suggest the density of a mind that remembers and interprets f
everything it perceives in its pursuit of abreaction,

The words "time" and '"1ife," for example, occur repeatedly in
the first part of the book,but it is not until chapter XXIV that their
significance 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 with Big Cousin
that never was on land or sea, or if it was, in his opinion shouldn't
be( . .J. Christ Jesus how he hated it all., Where had their life,
their time gone [ . ]J. (181)

“"Time" and "1ife" reflect back upon the preceding chapters for up to

this point Ethan has only been remembering (not living) "g&éiz life,
their time."

As the narrative moves into the presént, the "time' and life"
motif récurs more frequently. The Llewelyns pass a magazine stand in
their search for the Gabriola ferry ticket offiqe and on the stand

appears: ‘'Your weight, and your destiny. Time and Life . . ?" (234),

With each repetition of the words, associations multiply. At this
point the motif serves as a subtle reminder of the continuity between
past and present, but the interpretation of this link is left uncertain;
time and life will either continue to be only a nemory or the present
will become a lived reality, Later that afternoon as they again make ;
their way down to the=ferry, the motif carries some hope: "Libra;si .
year ahead, Difficulties of the Fourth House . . . Time and Life" (284). -
The sign of Libra, with the balance or scales, symbolizes the supposed  :
justice in Ethan's iegal profession; the suggestion is that in the year
ahead-=» time future.eEthan will achieve balance., ''Difficulties of the

- Fourth House," yet another leit-motif, refé}é t9Q the Llewelyn's

trouble in finding their fourth home (Achad's fourth world): until now
*

»
)
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the stars have been against them not to meption Ethan's misanthropism;

however, with '"Libra's year[ahead," they will éurely have "time" to
build a new "1ife' in the "fourth house."

In }he laét chapter, "Uberimae Fides," Ethan has discovered the
faith necessary to go on into the future and relinguish the past.
The reprieve from eviction reinforces the need for a new life: 'No,
it was time to leave, however much it hurts. Time to - " (325):
Finally, as the ferry approaches Gabriola, the Llewelyns know that now
they are moviﬁg in time once again: "Well, time and heart enough to
find out about everything now . . .'" (329). ~

October Ferry is 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 1a§, the ' @
tides, the numbers three and fgur, and so on. Three’é;mbols are of
ﬁgrticuiar importance, that of place (Gabriola and Eridanus), the
mirror, and the circle 01: wheel with its ambivalent associations of
containment and moveﬁent. ’

The symbolic value of Gabriola and Eridanus is extensive. 1
Gabriola, being an island, calls to mind the references to the lost
Atlantis scattered through Lowry's work as well as the mention of

Prospero's island in October Ferry (157). Situated in the Gulf of

Georgia, the island is im~a sense afloat on the gulf ("Golf=gouffre=

éulf") which consumed Geoffrey Firmin in Under the Volcano. Angela

d'Arrivee (the angel of arrival if not of the Annunciation) who lives
on Gabriola, is waiting to welcome the Llewelyns and, as Lowry told
Erskine, the island "is, finally, the future." Eridanus is a still
more cofmplex symbol; €t is the name of their inlefyand of a ship that
ran aground there, It is also the name of a constellation - the river
of l1ife and death. More ominous still, the\Eridanus is the river
that, in the Aeneid, "watered the Elysian Fields of ‘the Earthly -
Paradise"w(IEZh. _Eridanus is the Llewelyn's earthly paradise, "a

gift of grace, finally 5 damnation'" (79). As loﬁg as they are able to
live there yifhout possessing it, physically or spiritually, the
Llewelyns are safe, but Ethaq has come to wear’the cabin "like a shell®

and in the Cabbala shells signify" the Qliphoth or world of demons.

0
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- The mirror is a central symbol in October 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 each of the bars in which Ethan experiences his hellish visions.

Twice he confronts his own face in a mirror (46 and 216) only to,

‘perceive that he is a "Murderer!" The mirror is essential to Achad's

theory of the Tree of Life Whereim ®ach of the triads is a reflection
of the first and all three triads are reflected in Malkuth. If the
glass is whole or Undistorted, then reflections will be clear; the .
search for‘clarity:of'hind and Soul that will perfectly mirror the
universe is anothei 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 art; form that would be in constant motion and incarnate his
belief in change;* by its perpetual motion, this work of art would
perfectly reflect the universe. In one of the more striking passages
of the book, Ethan, sitting in the Ladies and Escorts of the Ocean
Spray - the bar with a view- describes the activity of the bartender:

The bartender, glancing from time to time out of the window at ‘the
scene outside, began to pile the glasses one within another in a
stack on the counter, a dull-seeming occupation, about which, Etkan
now understood from the bartender's glances of satisfaction at the
stack, the position of which he altered now and then, evidently to
suit some aesthetic whim, there was, on the contrary, something almost
godlike: it was a creative process, an act of magic: for within each
glass lay trapped the reflection of the window, within each window the
reflected scene outside, extended vertically by the glasses themselves,
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 colliérs, the

\ .
*In chapter X of October Ferry (61), Ethan decides that films avre
more realistic than novels because they £reate the illusion of
motion: ' 2

Films had more reality to him than life until he had R
found his little -house, but novels possessed secretly no
reality for him at all.” Or almost none. A novelist
presents less of life the more closely he approaches what
. he thinks of as his realism. Not that there were no
plots in life, nor that he could not see a pattern, but
that man was constantly In flux, and constantly changing,

- [N
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minuscule coal rushing-audibly down the minute chute[: ._] .. (2p0)*

The stack of glasses is "a creative process, an act of mégic'a
because it reflects "flowing," "unbroken,' "multiplicity"; life is ‘
contained spatially, as in a serial universe, in the mirror-like
glasses,but it is not static - space is a{ive,in,timea This passage is
a "locus classicus" in*Lowry's works containing the very heart of his
phiiosophy and aesthetics while, at the same time, reflecting all
"his nowels; glasses, bars, windows, sﬁips, lighthouses, seabirds

echo and reverberate ‘through Ultramarine, Lunar Caustic, the Volcano,
° |23 Yo tano

and Dark as the Grave. The véry word "reflection' appears on

practically every page of October Ferry reminding the reader, in

T "
"miliwheel ‘reflections'" of the Volcano and heightening the reflexive g
nature of the text. ‘ . ‘ .
The symbol of the wheel or circle functions as dramaflcally in

October Ferry as it does in Under the Volcano. The book is a kind

of "perichoresis"=of;Ethan, Jacqueline, and Tommy, or even more
accurately, of the secular trinity of the past, present, and future,
The concept of containment presented through the circle or wheel is
once again fundamental to Lowry'swork. Whether within a shell-like
house, a bus, a bar, or a ferry, (at one point Lowry toyed with the
idea of bringing thg bus onto the ferry!) Ethan is continually
enclosed within the circle of his “‘own consciousness., The f%rst
part of the book with its three time loops operates like a Dunnian
serial universe where time dimensions intersect and Ethan's visions of
life on Gabriola are prefigurations of the future.

The wheel and circle are as profoundly ambivalent in Octgber
Ferry as in all of Lowry's works. References to Ixion (ét. Catharine's

College, Cambridge) where Peter died appear fréqﬁéntly, but the wheel

*The emphasis is mine. In a typescript-of this passage Lowry has ;
.a marginal note paraphrasing Achad:
"NB An image Kether is then the Junction of these two
Infinites; that particularly represents the concentration of the
Light to a point on its way to the Infinitely Small, while
Malkuth, - the 10th Sephira & Sphere of the elements - which
the Cabbalists say is one with Kether - is the substance which'
is ever expanding, &, so to speak, gradually filling up the
nothingness of the Ain-Suph-Aur (Limitless Light of Chaos)"[si¢]. :

o )
1
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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 King Lear
where it symbolizes an Ixion-like torture:

You do wrong to take me out o' th' grave

Thou art a soul in bliss; but I am bound

Upon a wheel of fire, that_mine gwn tears
Do scald like molten lead.

"Ethan, like Lear, must continue to suffer. ‘
Wheels and circles exist on every.side- Nanaimo is laid out /
"like the spokes of a wheel” and as the bus follows a hearse leaving
a Catholic ¢hurch a Latin phrase (probably from a tombstone) catches

the eye: 'Circum 1psam 3utem libamina omnibus mortuis" (230). The

wheel symbolism reaches its climax at the end of the chapter as
Fthan overhears a conversation betweenl two old men, a conversation
"addrgssed“mykteriouély to Ethan himself; and[. . 7] almost every
phrase had another meaning, perhaps many meanings, intended for his
ears- alone" (231). One of the mén descyibes how a blacksmith makes
huge coach wheels:

"- well,they shrink them on. Now the wheelwright has delivered the
wheel to the blacksmith, and the blacksmith builds a ring of fire

[£ . 7] now they have the iron welded together and they put it in the
fire[._ . 7] . Then, when jt's ready the Blacksmith with his two .
helpers, they take it out of the fire with tongs, and they force it
over the edge of the wooden wheel, and then it smokes gomething

awful, it damn nearly sets fire to the wheel, So then they run like {
mad pouring water on it. Now you understand it has swelled in the
fire, and now it shrinks quickly, and now it has claspd the wheel
forever - "' (232)

"Clasped the wheel forever" develdﬁs into a refrain .which
haunts Ethan through the second part of the book (pages 236 and 282).
This image of the iron wheel captures, with £;rrifying fgrce, the
stasis and containment of' Ethan's mind which has been relentlessly
clasped by the past. The burning wheel, reminiscent of Blake's tiger,
also suggests plunging of the spirit into the moulding fires of
experience. Significantly, the black;mith bujlds a "r{pg of fire" in
order to temper the iron. Ethan himself has been plagued by a '"ring
of fire" at several points in his past life; advertisements for Mother
Gettle's soup seem "ringed with hellfire" (47), and the fires in Niagara-
oﬁ-the—Lake'spring up around the Llewelyns so thatlthey are surrounded
by an actual "ring of fire" (118). Ethan Llewelyn (strength unknown)

R
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is being tempered* in the fires of his ordeal which, if they do not
destroy him first, will shape him into a better man,

As Ethan moves into the future in‘par£ three of\thq book, the
circle is transformeqd from a searing static enclosure to a symbol
of movement and life. The gliding, "free-wheeling' ferry with the
seagulls circling overhead and '"great whirlpools and whorls like
sea-shells" (299) 1n the .water beneath, the ferry with 1ts circular
louﬁge and wheelhouse in which the skipper twirls the wheel (297),
transcribes one last complete circle before finally heading outy to
Gabriola. This last circle, superficially so full of despair, brings
the ferry back to Nanaimo where Ethan l€arns of the Eridanus reprieve.
He realizes that the day's "multiplicity of signs,'" indeed the
d§§asters, events, coincidences® of his entire life, were full of
an interrelated significance that contained this moment. Ethan
has overcome the,

extremity of motion that was no motion, where past and future
were held suspended, and one began thinking of treadmills, (53)

He has overcome his fear of change by obeying the Cabbalist command
to "fear not CHANGE, but embrace it with open arms for all change is
of the nature of love . . . .”8 The 'free-wheeling'' ferry is once
again outward bound: "Beginning: beginning again- beginning yet
again" (322). '

October Ferry to Gabriola 1s not as perfect a book as Under the

o

Volcano. It 1s not as polished and inter—welded,\but then it is not
finished. Some mnor inconsistencies exist such as in the name of the. .
boy accused of murder and in the wine that becomes gin once Ethan is o
on the ferry. The son Temmy is unsatisfactorily di§missed so that

one wonders why, apart from the trinity symbolism, he exists at all.

These slips are unimportant, hewever, when compareq'hith the incomplete
‘portrait of Ethan hiﬁself. Lowry had planned to develop Ethan,

especially with regard to the reasons for his professional retreat,

and the more recently‘discqvered working notes for the novel ¢ontain

many attempts to expand upon Ethan's drinking problem and his disillusion-

. 9 s .
ment with the law.” More thorough exposition of Ethan's despair .
\ i .

kl
%

*The verb 'temper' has many meanings: to moderate or mitigate; to
work into a proper consistency; to impart strength or hardness by
heating and quenching (qg}allurgy). All senses of the word apply
well to Ethan's ordeal. . ¢

[
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would have lent him greater credibility; .it is ha;d to believe in i
. Ethan's agony as like Lear's, especially after the tragic d1sintegrétibn
« of Geoffrey Firmin. The working notes also include long passages on

the Cabbala, and Lowry, who was planning to expand the charaéter of

. the McCandless, may have intended to incorporate more of the Cabbala }
\ into the portralt of Jacquel1ne s magician father. In any case, the
hd
\ additions were never made and speculation is useless,

. As Loyry pointed out in the unpublished letter to Erskine,
‘October Ferry does not "“fall into any particular category or obey
any of the normal rules of a novel" (Appendix II, pagelbg), His use Of
pattern and motif, and his idea that the first part of the book would
suggest that Ethan's thoughts were caught- in a rising tide of past '
despalr, reinforce the unique nature of this lyrical work. 10 October '
fgzzzpresembles Wordsworth's Prelude in the sense that it explores
the ‘growth of péyceptlon in a highly sensitive individual through the

* intensely personal reliving of past experience.” The’ bogk~;akes
place almos£ engi}ely within Ethan Llewelyn's mind, in a world -of
internal time-past that rises like the tides agdinst the bulwagks.

,of méchanical clotk,tihp.' There is little Wordsworthian traﬁ§u1llity

in October’Ferry;/But‘%than does achieve, a péiﬁt of temporary rest

and insTpht; tie tidé that threatens to overwhelin the mind,.destroying
all hopé of present and future, subsides. As in "The Forest Path
"ng 'r"the charactars Journey toward thEIT owk\recovery."

¢

ctober Fergy, desplte weaknesses, is a successful book in its

right. The 1ntr1cate tripartite structure with its temporal '
involutions and complex motifs creates the powerful tenfion of .
) withdrawal and return, of -stagis and motion. -Lowry succeeds wonderfully
l < im hi’s portrayal of evietion and quest with'Ethan learning that he
“must leave his past in order to embrace the future. As the McCandless
points out in h15 telegram to the Llevelyns after the burning of the

. Barkerville Arms' , : ' - *

GREATEST COMMISERATION ON YOUR LOSS BUT CONSIDER SOCALLED DISASTER y
CAN BE BE3T POSSIBLE THING FOR YOU BOTH STOP I TOLD YOU LONG AGO k¢
WHAT PERILS CAMN LURK AT THAT GATE OF UNCHANGE (T . 3] . (95) ’ '

Stasis is the greatest danger to.a Lowry protagonist; only action,

. | motion, movement in time and space, is\life. Lowry -emphasizes the

e
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importance of the October Ferry search in a fascinating marginal

note to a draft of Ethan's final vision of the meteorse

. "it must be firmly planted in the drang of the situation and,the
reader's mind far more than ever THEIR NEED for a house they can
really call their own, for even if you feel they're not going to
get 6ne perhaps, 1t is on this continued search that the pathos.
and drama of the situation depends. -"

Not a very gomforting proviso, perhaps, but for Lowry it is not the

finding but the searching that is important and October Ferry ends with

a sense of mobvenpent and expecfatlon; Ethan, balance restored, is now
ready to resume his multileweiled voyage into the future.

October Ferry to Gabriola is a triumphant and integral member

of the Voyage cycle. In the unpublished letter to Erskine (see
Appendix II), Lowry leaves no -doubt as to Octobet Ferry's role: 'The

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 interyentiop Qf gdice and the Himmelphart"[§i§ .* With October

Ferry to Gabriola the Lowry voyager escapes (for the moment) the

—

enclosing static circle of self; of perceptior, of the past,; of
exile; the luminous wheel moves bringing'faith,_lifaq and balance:

Voyage, the homeward-outward-bound voyage; everybody was on such
a voyage, the beean Spray, Gabriola, themselves; the barman, the
sun, the reflections, the stacked glassés, even the light, 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 voyage, to the junction of the two infinities, where
it would set out on its way again, had-already set' out, toward the
infinitely small, itself already expanding beforé you had thought of
it, to replenish the limitless light of Chaos - (252) .

[ -
!

- v ’
cor

-

*Lowry's reference here is te the end of‘Goethe s Faust, His words,
"“however, are a paraphrase from Santayana's Three Philosophical Poets
(Cambrldge 1927), p. 193. Lowry knew Santayana's book well (see
Appendix II, p.l70} and Santayana's interpretation of. Faust as well
as hlS theory of the romantic'journey influenced Lowry S voyage concept

¢
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NOTES: CHAPTER VI -

3

1 Critics have- been reluctant to accept the work as it stands.
Consequently, October Ferry has been overlooked and much of the
essential groundwork is undone. The novel has not yet been subjécted
to the kind of scrutiny which has opened up Under the Volcano -

the themes, allusions, myths, literary parallels, etc., remain
unexplored. For the studies of October Ferry to date, see Corrigan,
Harrison, Kilgallin, and New, in the bibliography.

2 For a more complete discussion of the history of October Ferry, see
Tony Kilgallin, "The Long Voyage Home,'" in Malcolm Lowry: The Man
and his Work.

New's analysis of October Ferry is included in Articulating West
(Toronto; 1972). 1In 'Death in Life: Neo-Platonic Elements in
'Through the Panama',' Geoffrey Durrant sees another of Lowry's -
voyages as based upon the neo-Platonic myth of the soul's journey
through the world of matter on its way back to God. The paralle]
is interesting for October Ferry and "Through the Panama,'" but ong& '
crucial” distinction must be made: unlike the neo- Platonlsts, for

Lowry the final timeless goal is not important; it is thé voyage ‘
which is .of value. .
4 i

Charles Stansfeld-Jones (Frater Achad), Q.B.L. or The Bride's
Reception (New York, 1972), pp. 8-9, -

> E. Temple Thurston, The Wandering Jew (London, 1920).

Y

6 Sutton Vane, Qutward Bound (New York, 1924), p. 63, Further
references are ‘included in the 'text.

7 King Lear, The Kittredge Shakespeares (1968), p. 124

gBL,p 100. o

! P
9 There are three boxes (nos. /19, 20, 21) of Lowry MSS at ®he University
of British Columbia that were,received from Harold Matson in the spring
of 1973, As yet the material’ is unsorted so that any statements
concerning it must be tentat1Ve.
10 In his study of ‘the "lyr1cal novel," Ralph Freedman describes --
such novels,as emphasizing formal de51gn instead of eVent and employing
passive characters who mirror a world perceived solipsistically. In
addition, the "lyrical novel" usually creates a strong ‘sense of spatial
form; details, images, etc., are presented in-juxtaposition in order
to be perceived as a ppetic whole. Thé Lyrical Novel: Studies in
Hesse, Gide, and Woolf (Prlnceton University-Press, 1963). October
Ferry conforms to Freedman's description of a "lyrical novel" in some ways
but Lowry does not aim at presenting a timeless static poetic unit in his
work. As with any effort to categorize Lowry's writing, the term "lyrical
must be applied to October Ferry with restraint.
/
\ ) o
/ K
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CHAPTER V11
. , Symbols of Tenuous Order

Schoolbells toll from the invisible coast wise railway
across ‘the bay;
And other sounds, diatonic, of fog; a-muffled cosmopolitan
. hum,
Other bells § explosions strike on the 'rail: :
Gone too: circles of water spread; spider's web, like froste
Symbols of tenuous order, the same order as the circles of
water:
The fog comes rolling in before the sun 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.*
. .

Hear us O Lord from heaven thy dwellirg place is a miniature’

- Voyage That Never Ends, a paradigm or reflection of Lowry's great

masterwork. For this reason, as well as for the fact that individual
stories bear important relations to the Voyage QEX?}S: Hear us 0
Lord provides a;’excellent summary of Lowry's work. This chapter,
R therefore, is an attempt to discuss the individual stories in terms
. of Lowry's constant <concerns — the protagonist's search for identity, the
voyage of withdrawal and return, and finally Lowry's '"'symbols 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 us O Lord (for that matter, the greater part of his life was -
spent eiploring disorder); more important for his art, Lowry believed
that moments of order and balance must be followed by collapse and
despair. By concluding this study of Lowry's art with Hear us O
Lord, I do not wish to imply that order has been reached, that the
voyage is over; even "The Forest Path to the Spring," written in fhe
past tense, is predicated upon the continuation of the voyage.

Sometime in 1930 Lowry began work on the stories ink_l_i_c_e_a_gggg_l_._g_ri.
- By November he had pléns for seyen stories, including "“October Fefry to
Gabriola," but some of them‘wgf; dropped as he developed his idea of )
- closely inter-related stories (Seieéted Letters, 21@). By 1951 the

book had- taken cl€arer shape and, accord}ng to his Work in Progress .~

‘ statement, Hear us O Lord, along with poems and a play, was to be

*This is a fragment of a poem from the notes for "Present Estate of
Pompeii.! Lowry wrote out the basic ideas for Hear us O Lord in
poetry before expanding them into prose.
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incorporated into Eridanus in The Voyage That Never Endsl; furthermore,

the last of the eight sections of "Forest Path'" was to "serve as the.

coda to the whole Voyage That Never Ends cycle." Of course, this plan

was never realized and Hear us O Lord was publlﬂhed with "Lowry's final

revisions,' by Margerie in 1961 when it won the Governor General's
Award for fiction.2 : .

Hedr us O Lord has been sharply criticized for lack of "vitality"s;

there is very little sense of plot in the stories and the chief
protagonist, while bearing the same name in three of the stories,‘differs
from story to story. Judging by his comments in his letters, however,
Lowry did not aim to write a conventionalcollection of short stories:

Hear us 0 Lord - with its 12 chapters - would be, if done aright, less
a book of short stories than - God help us - yet another kind of novel:
a kind of -~ often far less serious, often much more so - Volcano,in
reverse, with a triumphant ending,“Bht ending (after '"The Foresappath")
in the same way, with the words Le Gusta Este Jardin, etc.

- (Selected Eetters, 338)
As early as 1940 Lowry had been considering the possibilities of :;g‘_‘
short story and he wrote to Jimmy Stern;

It is possible to compose a satisfactory work of art by the simple
process of writing a séries of good short stories, complete in
themselves, with the same characters, interrelated, correlated
. full of effects and dlssonances that are 1mp0551b1e in a
short™story . . . . ~
(Selected Letters, 28)

Hear us O Lord is his "another kind of novel," for it is interrelated

and correlated through theme and motif, while the characters, as
William New suggests, are ﬁasks for Lowry, who is in the process of
becoming '""his own protagon1st."

Hear us 0 Lord from heaven thy- dwelling place (the t1t1e coming from

the Manx fisherman's hymn tha s ,through the book), consists of

seven stories that comprise a voyage of the narrator from British Columbia
to Europe and home again. "The identity of the narrator and the significance
of the voyage are the interrelated subjects of the book. Three of the b
stories are set in British Columbia, three-in Italy, and one, “TthGEh

the Panéma," carries the protagonist from Canada to Europe. Each story
connects with its companions via the rfany motifs }epeated throughout the
book in "“an assemblyaof apparently incongruous parts, slipping past one
another -'"(98). Mgny of the moti%s, for example "outward bound" and

"Frére Jdcques," echd and recall the major novels. ‘

The stories portray the evolution d?:3the protagonist' from a

~




®

AN

. 144

&

/
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, balancing them against their opposites - of unbalanced N

ideas" (October Ferry, 169). Each of the stories explores, in turn,an

aspect of the voyage: "Through the Panama," embodying frequent referénces

to Under the Volcano, is the abyss; "Forest Path," repeating once more

the entire circle through hell and purgatory, is the vision of paradise
or moment of achieved balance. Each of the stories repeats with
variations (like--the canon Frére Jacques) the movement of withdrawal 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 episiemological exercise
in-which Lowry arrives at a knowledge of reality and h1mself

The protean protagonist is crucial to an understandlng of Lowry's '

purpose in Hear us O Lord and, together with Dark as the Grave, the

stories offer the clearest insight into Lowry's concept of the
narratbr/protagonist of the entire Voyage cycle. There are five different
protagonists in Hear us O Lord: Sigurd Storlesen in "The Bravest Boat,"
Kennish Drumgold Cosnahan in "Elephant and Colosseum,' Roderick MC Gregor -
Fairhaven in "Present Estate of Pompeii," the nameless first person
narrator of "Forest Path,’” and Sigbjgrn Wilderness.* Wilderness is the

key protagonist for both ﬁggz_%g_g_ggzg_and the, Voyage which was to

be contained by The Ordeal of Sigbjgrn Wildernmess, parts I and II

(see Chapteﬁgl, page &). Wilderness is the author of Under the Volcano \

(see Chapter V, page9d3), the voyager in Dark as the Grave, a writer

P

being written in” "Through the Panama,' an "American writer in Rome on a -
Guggenheim Fellowship'" (99) in "Strange Comfort" and a drunk in "Gin and
Goldenrod." He is, of course, Lowry's chief perséna or mask. Describing
the 'real protagonist of the Voyage' in his letters as '"not so much a

man or a writer as the unconscious,'" Lowry goes on to say that

Wildetmess is not, in the ordinary sense in which one encéhnters
novelists or the author in novels, a novelist, He simply does not

. ' . . _ <&y
*Sigbjprn in Norwegian means 'self Bear," the "Ursus Horribilis" of
"The Bravest Boat'" (20) and the constellation. Probably Lowry was
interested in the puns contained in the name; Sigbjérn must learn to
bear with himself. The name also sounds like "sea-borne." Wilderness
refers to the wilderness «paradise of Eridanus or equially to the
possibilities of becoming lost in the wilderness. In "Gin and Goldenrod,"
Wilderness knows that the "conquering of wilderness, whether 'in faect or
in his mind was part of his own process of self- determ1nat1on" (205).
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know what he is, He is a sort of underground man. Also he is Ortega's
fellow,.making up his life as he goes along, and trying to find his
vocation , . . . According to Ortega, the best image for man himself
is a novelist, and it is in this way that I'd prefer you to look
at him . , . . Mogeover he is disinterested in literature, uncultured, °*
incredibly unobservant, in many respects ignorant, without faith in
himself, and lacking nearly all the qualities you normally associate
with a novelist or writer|. . . .His wvery methods of writing are
absurd and he sees practically noth ng at all, save through his
wife's eyes, though he gradually comes to See. I believe I can make
him a very original charadter, both human and pathetically inhuman at
once. I much appréve of Him as a doppelganger . . .

(Selected Letters, 332)

Sigbjgrn Wilderness, for the purpose of Lowry's fiction, does néf
know who or what he is; in|"Through the Panama' he asks," - Who
am I? -" (47). Lowry hoped that, for the reader, Wildérness would
also represent mankind in ﬂhe Jungian jéurney over the sea of the™®
unconscious, Eiéher way, as confused individual or universal archetype,
in Eggz_g§_g_ggig 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 "I'" of “Forest Path'" is, then, Sigbjgrn Wilderness who
contains or reflects all the other protagonists.5 Lowry found support
for this concept of the multiple "I" in the process of self-creation not
only in Ortega whom he discovered late in his 1ife, but also in .
Ouspensky's theory of repeated incarnations, and in the serial theories
of Dunne with whom he was familiar from his twenties. According to
Dunﬁe, a serial universe necessitates a serial observer who consists
of an infinite number of observers each one containing or contained by
observers on other time levels, )

The various protagonists in Hear us O Lord, as in Thg Voyage That
Never Ends, represent aspécts of the cﬁief protagonist Sigbjgrn,
wilderness oqs perhaps more accurately, levels of consciousness 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, fears,

experiences, and sins, of the main protagonist which must be understood

|
1
|
|

before he is free to-journey-on.- As-Dana says-toward the end of Ultramarine: . _

I have identification with Andy: I am Andy. I regard it all now
with sanity_and detachment. But I have outgrown Andy. Mentally, I
have surrounded Andy's position[. . J . '

Andy symbol}zes the fearful world of experience and, by surrounding



Andy's position (a circle in its positive guise), Dana is able to
evolve, to move on, ’ .

The most important feature of Lowry's concept of self-creation
is its constant change.* By creating various masks the individual
consciousness is expanding, or to ﬁse 0uspen§ky's term, evolving.
These masks — for Lowry, the various protagonists in his novelsi-
are not simply, discarded, but understood and transcended in the
constantly evolving identity of their creator. In a sense, the
writer (or man) must repeatedly withdraw iﬂto a new protagonist and
then return to a self which, if the voyage is a success, has evolved
in the process. The ambiguity and danger of this aspect of yithdrawal
and return fascinated Lowry. In Gepffrey Firmin's crippling failure

to distinguish spbject from object, in Dark éi.the Grave and "Through

the Panama," he deliberately elaborates the horror<%f‘a failure of

this withdrawal and return; the Consul loses any sense of identity

to which He can return—he loses himself. -
In Hear us O Lord, as in the Voyage, the subject is Lowry's

great theme of withdrawal aﬂd return. During the voyage from West

to South to North-East and finally, completing the geographical

circle, West again, the characters explore the horrors of hell,

wrestle with the past, sink into despair, and finally surface to a

position of happiness and balance. As the last line of '"The Bravest Boat"

suggests,_fhese are "the storms they had come through"(Z?j: Lowry's

emphatic.use of the pluperfect tense here serves two functions: it - ¢

indicates that the stories following 'The Bravest Boat" are from a .

fictional past,and, completing the circle into the fictional present which

is picked up again in "Forest Péth," it suggests that the Lowry

protagonist has moved on into a future from which he is looking back upon

the cycie‘of experience portrayed in the stories, He is creating '

another circle into the futurelfﬁrough the writing of these stories.

"The -Bravest Boat'" functions as an overture to Hear us O Lord

r v

*Cosnahan, the surname of the protagonist in mElephant and Colosseum,"
is interesting in this connection. The name does not appear im
dictionaries of names or in major,telephone directories, suggesting
that Lowry made it up. Following the Gaelic-connecti is
from the Isle of Man (another Lowry pun) and speaks Manx Gaelic —the
name means little or son of (han), cabbage wood or cozzner (cos).
Cosnahan, with, his divining powers, is a son of the wood and, most
., importantly, a little cheat or confidence man constantly changlng
shape.
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| introducing and reflecting the themes, motifs, and images that are
. to follow. The story portrays the sea-shore walk of a couple, Sigurd
Storlesen (uproarious laughter) and his'ﬁife Astrid (star), as they

commemorate their meeting seven years earli;r.. They,weré originallf

brought together by Astrid's disc;veryfof the toy balsa wood boat

that young Sigurd had set afloat twelve years before. In this modern

world where the rituals of!Tammuz have degenérated to hypnotism (18), ‘

man must create his own sacred rites. Ffor Lowry, a believermin the

magic power of language and the significance ‘of goincidence, the

. occasion for celebration in "The Bravest Bodt" is pheuwedhihg anniversary

of this couple so myster1oUs1y brought together. Their ritual is the

repetition, "almost like an 1ncanthtion" €25), of the events leading

up to their meeting; this magic chant illustrates a way of ordering’

and using the past creatively. The restqof‘ﬂg§£“g§_g_ggzg_is just

such a reliving and ordering of the past: _ ) ) »
The musical analogy implicit in calling "The Br;vest Boat" an

[ - overture is deliberate, Musical parallels were important to Lowry

whose protagonist in "The Forest Path to the Spring" is a Jazz. ‘“
musician versed in Schoenberg -and Alban Berg's, Wozzeck: and wrltlng an
opera entitled "Forest Path to the Spring.'* The "demonic orchestras"

of Under the Volcano are overcome in Hear us h Lord”where Poe s

"Descent Into the Maelstrom" (recalling Lunar Caustlc ahd October
Ferry) becomes a jazz composition called "'Swinging ;;; Maelstrom'(250).
The most significant of the many songs repeated throughout Lowry's
work ‘is Frdre Jacques, the simple canan recalling Jaéques Laruelle
and imitating the sound of a ship's engines. In an intermediate
draft of "Through the Panama," Loyry_explains that Frére Jacques,

represents finally the oneness of the:universe itself: what Swedenborg
called a sound like 'one . . . one . . .,' Plato, the Music of the
Spheres. A simple little tune sung by chi-ldren, with infinite
variations, because the children grow up.

Lowry hoped to capture the rhythm and iumity of the universe
by applying what he called, the he '"candn form' of Frdre Jacques to his
work so that the stories in Hear us 0 Lord repeat with varlatlons the

themes in "The Bravest Boat." Hear us O Lord as a whole repeats

over and over the rhythm of withdrawal and return in The Voxage That

=
‘ Never Ends. The motifs, basically a mu51ca1 device, évén the words
(for example, "mirror" or "reflection" or -"Pleiades" from "The Bravest

o . R .
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Boat"), recur like musical phrases and notes.* The scale announcing

"Your weight and your destiny'" (14 and 15) echoes October Ferry, while

Chaucer's "'contrary winds" (22) recall both Dark as the Grave and

October Ferry. The '"giant pinnagles, images of barrenness and

desolation, upon which the heart is thrown and impaled eternally" -
(22), while recurring in "Through' the Panama" (32), inevitably rcall ~
Geoffrey's Popocatapetl in ggggz_éhg_Vblcano. In short, the motifs
reinforce the unity of the book, heighten similarities aﬁﬁng different
stories, and forge links between Hear us O Lord and the rest of
Lowry's work,

The most important and beautifulﬁpassage in "The Bravest Boat"
is the narrator's description of the trials encountered by the little
boat forced to 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 comes following a gale; and
then with the wind springing up and blowing the spray actoss the sea
like rain, like a vision of creation, blowing the little boat as it
climbed the highlands into the skies,[. . Jand then sank down 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 ceaseless
motion, rising and falling and the little boat rising, and falling
into a paralysing sea of white drifting fire and smoking spume by
which it seemed overwhelmed: and all this time a sound, like a high
sound of singingf. . Jas again the boat slanted cmwardf . ] (22)*

Not only does Lowry establish here the background to ''The Bravest

Boat," but the punctuation and the rhythm of the passage capture the
sensation of ceaseless,rincremental withdrawal and return fundamental
to Lowry's aesthetic and metaphysic. Time and space as flow and

stasis are carefully counterpointed; the stasis of "the great dead

« B

*The references to Schoenberg and Berg suggest that Lowry was aware of
the twelve tone technique developed by Schoenberg and popularly called
"serial music.'" The very names "twelve tone' and "serial' would be
sufficient to intrigue his correspondence orientated imagination,
Whether he applied the principle of twelve tone technique (the arbitrary
arrangement of twelve tones in a series which may be repeated only
after the entire series has been used) in his writing is unlikely,
but the concept of repeated series is, of ¢ourse, basic to his
thought. See also, Selected Letters, 265,

¥ k .

**The emphasis is mine. T - ‘




st

N »

« 149 -

windlesss swell" gives way to' ''ceaseless motion" and again to "a

paralysing sea." ‘The "abyss'" of Under the Volcano becomes the\''fire"

of October Ferry while everpresent is the "vision of creation"

("Through the Panama," 74) and "a high sound of singing" (''The Forest

Path,'" 274)* which serve as constant reminders of the significance
and beauty of universal motion; hell and heaven are perceived one
within thé other,

In "Through the Panama,' the voyage propef begins with Sigbjgrn
Wilderness'.exploration of hell. 'Through the Panama,' ébnstantly

echoing Under the Volcano, depicts a multi-faceted hell consisting

of the southward journey to the infernal region of Mexico 6 and the l
static containment of the ship in the locks.  The journey and the j
locks symbolize the withdrawal and descent of the protaganist within\
the abySS'of self and, ﬁore serious, the loss of identity of the

a

writer emmeshed in his own book. .
"Through the Parama' consists of the journal entries of the

writeg, Sigbjgrn Nilderﬁess, during a passage from Vancouver south

to Panama and east to Europe. During the voyage, Wildermess, piagued

by vague guilt, hatred, susﬁicioﬁ, sinister coincidences (3 fellow ’

passenger is called Chgron) and tormented by the threat of separation-

from his wife Primrose on the increasingly crowded boat, sinks

.deeper and deeper into déspair. His days are spant longing for the

next aperitif and writing fragments for a novel about a novelist,
Martin Trumbaugh, who becomes emmeshed in his own novel. By the time
the boat encounters a dreadful storm in,mid-Atlantic, the journal
entries no longer distinguish between Sigbjprn and his character

or between inner and outer reality.

Lowiy s narrative technlques, in partlcular the journal and

the gloss from The Ancient Mariner, create a temporal dislocation

that reinforces the hellish stasis of the story. The journal with
its precisely dated entries serves as a reminder that calendar time
is pass1ng, but this relentless march of time becomes ultimateély meaning-

less as the entries increasingly involve the subjective world of Slgb]ﬂrn s

*The image is from Aiken's Blue Voyage and neatly capsulizes the-
importance of movement in space: 'And from the whole world, as it
revolved through space, came a sound of singing."

M
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novel and Sigbjgrn/Martin's reflgctions on shipwreck. The more Sigbjgrn
withdraws into his private world and-his novel, the more the temporal
sequence becomes distorted and utterly useless as a gauge for external
reality; in this inner timeless world, position reports and dates

are irrelevant. The gloss from The Ancient Mariner has two important

functions. It breaks up the page spatially, forcing the reader to
. abandon the customary tempor?l reading sequence, and it reinforcés
btbe interpretation of stasis as hell. Coleridge's Mariner, who on
one level symbolizes the Lowryean prof%gonist obliged to retell and
relive his tale, is trapped in "his loneliness and fixedness' just )
as Sigbj¢rn/Martin is caught within "The fixity of the closed order"
‘of perception which is "death in short" (38). This "death-iq-

life'" will only give way after the sinner percéives the beauty of

life and allows his soul to flow outwards in blessing; in-other words,
Sigbj¢rn, like ihe Mariner, mustiovercome”the destructive bounds of" -
self. At this point in the story the gloss Teminds the reader that
motion is salvation “for the Mariner 'yearneth towards the journeying
Moon, and the starslghat still sojourn, yé&t still move onward" (38).

The long passages of paraphrase from Helen Nicolay's“Ihg_Bridge
" of Water, also typographically juxtapo;ed with the main narrative,
contibute further to the dislocation of time., The distinctions between
the historical account of the Panama Canal and Sigbjprn's agonized
reflections become blurred; external, factual reality merges ‘with
internal, felt reality as Sigbj¢rn reads the book, until the former
éives way to the latter. The juxtaposition.of historical past with
per;onal present undercuts all sense of temporal reality; time stands
still on the space of the page. As?Martin/Sigbjkrn notes, only ships’
passing in the opposite direction are in the Bergsonian flow of time:
"Another ship from London, alf'going the other way steaming very
swiftl} as with current. (Bergson.)" (59).

The containment and Stasis of the locks s;mbolizewmany things to
Sigbjprn. The Panama Canal is "something like a novelgi in fact just
such a novel as I,Sigbj¢rn Wilderness[[ . 7} might have written
myself - " (62). Sigbjgrn, trapped within his novel about a novelist,
is "Ortega's man" writing his life as he goes along. The horri%ying

thought is that, perhaps, Sigbjprn is only a character in someone else's

(
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novel of life and so on ad infinitum. The “celestial meccano"

of the locks represents the containing layers of Sigbjgrn's consciousness;

the mind, as well.as the external reé&ity of the canal, is modelled

upon Dunne's serial universe with a series of observers each sitting in

control over a lesser observer. Worse still, past, present, and future

seem to bé fixed and static within this serial universe where the
"superlative general observer"7 sitting "in his invisible control
tower . . .]is able to see everything that is happening to me at
every moment - and worse, everything that 1s going to happen -'" (61).

The climax of the story occurs "Beyond and astern of time' (80)
during a terrxfying "'STORM OVER ATLANTIS" (82) which threatens to
destroy the ship. Both time and space are meaningless terms —unless
one can salvage some hope from the 'fact' that the ship is over the
lost apocryphal city of Atlantis! Slngﬁrﬂ is Martin, position
reports are pointless, and crew and passengers are awake day and
night in the struggle to stay alive. The dilemma of the ship,
caught "Amid the sea, betwexen windes two' (87) and steering '"by
dead reckoning! (89), barallels the Sigbjgrn-Martin dilemma; as
Sigbj#rn notes, Martin 'could not make anything move" (86). Wheels
are utterly useless in this "descent into the maelstrom" (90) where
everyone is isolatdd From everyone else:

-Martin took his ignorance of the nature of the crisis to heart,

telling himself that it was because these Liberty ships were not like
. the old ships where you could see what was going on, that there was
an almost-Kafka-like occlusion, everything closed, ghastly [T . -];

but no matter what he told himself, it seemed all part and parcel of
his wider isolation, and in fact like the ultimate ordeal of - (92)

The "ultimate ordeal" of "occlusion" (or death) is the descent into

. hell wh}eh,'for Lowry, is always symbolized by containment, timelessness,

‘and stasis.
"Through the Panama'" has the most emphatically circular form

of all the stotries in Hear us O Lord, The circle, however, is not

as tightly closed as in Under the Volcano, for Sigbj#m, like the Mariner,

has his ''vision of creation' and is able to bless. The ceinture
around the boat, a beneficent circle, has brought the ship through the
storm, and the engines no longer sing "'lamentina [[ . j doom doom

goom" €35). "Through the Panama" explores the hell of timelessness

and loss ¢f identity but, as the title suggests, the ship comes "through,"

“
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As in The:Vange That Never Ends, the protagonist 1s not finally

trapped byt voyages on. The circle 1s magic and, depending on one's

Jperception, can destroy or create, enclose or revolve ''through space."

. The mext thrée stories in Hear us 0 Lord, "Strange Comfort
Afforded by the Profession,' '"Elephant and Colosseum," and '"Present
"Estate of Pompei:," develop the significance of the past — literary,
personal, and ﬁ1sto£1cal. In "Strange Comfort' the past exists as
both torment and comfort, The lonely protagonist, Sigbjgrn Wilderness, '
a writer in Rome on a Guggepheim Fellowship, visits Keats' house and
then retreats to a,bar. There, meditating on the merciless gdisplay |
of . the dead poet's letters, he studies his notebook only to discover
§ftes made years before while visiting Poe's house and a draft of

letter from his own phst in which he pleaded for help, These two

entries disturb him because he had thought the notebook to be empty
of any 'destructive stoop, from the past" (110).

Two refrains running through the story clarify the meaning of

the past. In his visit to Rome's Mamertine Prison, Wilderness had

recorded 1n his notebook that "Zhg_lower 1s the true prison" (103).
Likewise the draft letter 1s '"from absolutely the lowest ebb of those
low tides of his life" - the past 1s, then, the lower and true prison.
The past as prison is torment butrthe past represented by his notes
on Poe also brings comfort- the strangé comfort afforded by the
llferary profession. The second refrain, ''descent into the maelstrom,™
is destined to become "Sw1qging the Maelstrom," while the knowledge
that he is one of a long line of literary sufferers like Poe —'And
many others"* (103 and 109)- brings a kind of relief. The story
ends with an ambiguous cough-laugh as Sigbjprn realizes that the
coincidence of finding his old letter has led him to a fyller realization '
of his affinity with Keats and Poe. In a sense he is continuing in
the law of series by repeating the artist's ordeal.

"Elephant and Colosseum,' together with "Through the Panama'" and

"The Forest Path to the Spring,' 1s crucial to the voyage theme of

*The many others, besides Poe and Keats, include Shelley, Gogol, Mann,
Proust, Eliot, Joyce, Hemingway and Fitzgerald: ‘'Fitzgerald in Forum.
Eliot in Colosseum!''(103); just one of the many subterranean links
between stories. Henryk Sienkiewicz appears in the references to Nero
(103). sSienkiewicz' novel Quo Vadis about Nero is mentioned in "Through
the Panama'" 'and Under the Volcano. '

v .
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Hear us’d Lord. Here the withdrawal into the past yield% insight’

intq the coincidences and recurrence which 1ndicate the s1gn1f1cance
of 1ife and léad to faith and rebirth. Oncé agaln the Lowry protagonist,

this time Kennish Drumgold Cosnahan, an Amerlcan(wrlter of Manx

origins with vague magical powers, and author of Ark from Singapore
{a book rémlniscent of Ultramarine) sits alone at a'trattoria in .
Rome. He is 1n Rome primarily to contact the Italian translators of
his book. As-he sits in the restaurant, terr1f1ed by the traffic,
unable to moveuor wrlte, he catches sight of his face reflected in
the window and of his photegraph on the back of his book. Neither of
these images of his face nor the biographical blurb on thérbook‘s
dust jacket reassures him of his identity. To the contrary:

Reading these later eulogies produced in Cosnahan a bizarre mental
commotion as of some endless mirrored reduplication(. . .}for a

moment he felt like an eternal writer eternally,sitting in the eternal
city, eterna®y reading precigely the same sort of notiges:E .‘J . (119)

This sense of lost 1dentity, idtensified by his immobility, merges
with a loss of the sense of time; time stands still in the eternal

city and as Cosnahan's memories grow, the present realjity of Rome

fades. l * : .

Finally, dlsturbed\,y the walter ~Cosnahan rises to begin his
long "circumambient operation' of cr0551ng fren21ed streets such as
the "circolare Sinistra'" in order to meet his publisher. His fear
of crossing streets is significant, As 1in QEEE.EE.EES.Eléii where
the phenomenon of crossing borders symbolized the movement of the
protagonist from one level of consciousness or sphere of reality to
%nbther, "Elephant and Colosseum'" is primarily about the "translationﬂj

- . ¢ s ¢ !
of Cosnahan's consciousness across the frenzied barriers of memory

and-of immedihte,reality: "the very word "translated' had a mystical
tinge‘to him' (136).* -
Rbme, the eternal city of crossroads where one is sure to come
across someone {or something) one knows, is the ideal setting for . .f

Cosnahan's ‘“‘translation.," Once again Lowry is.employing his concept.

of space, here the spice of city streets, as a boundary which must be

*Typically, -Lowry has used a word with a wille rangé of meanimgs. In
addition to its literary significance, "to translate" means to-
interpret, to transform the nature of, to move from one place to another,
to exalt, or enrapture, and to convey to heaven without natural death.

-0
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nature coming back again (and indeed in the zoo scene we even have
“the image of the pitchfork). The ancient idea of eternal recurrence e

- / - -

.
w
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crossed if life is tao have value. Seen positively, spatlal Uound\rles N
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are points of gntersectlon but one must have courage to cross

these “awful and dangerous" (148) roads For Cosnahan thls is a maJor I
ordeal _consequently, during his. walk, he escapes immediate horrors

by withdrawing ifito "contra-Prqustian rcverles" (151) ~ his past is
"contra-Proustian" because for Lowry and each of hlS protagonise€s ~
the past 1s the least difficult temporal dimension to recapture! When'
he finally arrives at the'Publisher's office, CobSnahan learns that

he 1s 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‘makes his way to the Rome
zoo, where his ”andénorlsis" (167) awaits him in khe form of Rosemary,
the elephant heroioe.of his book. )

Cosnahan's meeting with Rosemary is crucial in many ways-to both
the voyage concept and the Lowryean protagonist. Rosemary provides
testimony of Cosnahan's identity; she recognizes and remembers him. ’
In a sense Rosemary provides external validation of a Cosﬁ;han who
exists in the present. Furthermore, the coincidence of meifing
Rosemary indicates the importance of recurrence in temporel phenomena:
""Naturam expellas pitch-forﬁ, something or other recurret}” (126)*

History, personal or social, moves in cycles: In the typéd notes for
"Elephant and Colosseum," Loﬁry explained that Horace's famous ?emark
was '"'the maln theme or gﬂ!&f of the story": ‘ |

3

The main theme of the story, thus - although an apparently Iight
dnd humotous one - is to the highest degree intellectual... . . .
For example, the apparition of Rosemary herself is an example of

which is the form of the story is another example. [ sic]
As in all his work, Lowry fuses form and theme of this story into . .

a narrative struature embisying a complex metaphysical cdncept in

‘1ts perfect symboglc counterpart. The form of the story is a beneficent

c1rc1e, Cosnahan,'1n his walk around Rome transcrlbes a’clrcle through

-

space whlle, by meetlng Rosemaxy, he completes;aﬁemporal circle

as.well.' mand so his earlier train of thought, like Cosnahan hlmself . ‘

. . s .
. .

*Lowry s notes for vEiephant and Colosseum" show that he gleaned this
quotatien from Arnold Toynbee's "Russia's Byzantine Empire," Horizon,

XVI (August,, 1947)., p. 82. The Latin phrase, "Naturam expellas furca,
tamen usque recurret" is also a motif in October Ferry.

i -
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in his walk’ around Rome, came full circley - ' (171),
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By finding this verlflcatlon of his personal identity and gaining,

»

through the coincidental encbunter WIth Rosemary, crucial insight into

the nature of time and space, Cosnahan escapes from the R1p van Winkle

stasxs/experlenced earlier in the day. The meeting with Rosemary

-

restgres peace, love, faith in the meaning of 1ife, and most important,

his/ability to drite. His circular movement through time and space

/
has led to his “translation™:
/

Indeed, Cosnahan _had changed himself, was aware, quite
/apart from the extraordinary sense of well-being he felt, of one of

+ those changes which, fiction to the contrar

it is given to very
, 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 change he has himself changéd and now, seated confidently

at hlS trattoria of the mornlng, he flnds that, "the same ceaseless

trafflcP has "riches and peace and grace about the flow of it" (169).

Cosnahan has escaped stasis,, successfully cross1ng the boundaries

" of perception that enable him to see into the recurrent flowing nature

hgt "miraculous!!
njelf" (170);

now, "translated - his mother's son at last - into a conscious member

of reality. His journey through time has culminated in t

[
encounter with Rosemary that is Ma little like meeting hi

.of the human race'" (173}, ﬁe knows he is one with Quayne,

Quaggan,

Qu11115h and Illlam Dhone His journey brings him full circle to

vone of those points where~11fa\and poez?y meet' (172) and he is ready

to ''‘begin again" (172).

"Present -Estate of Pompeii," the—third exploration of the past, is

another withdrawal into despaﬂr. Although similar to "Through the

Panama," this time the emphasis is less on timelessnesssthan on ‘the -

>

-

feat of time running out. The title plays upon the significance, of

the fact that -ancient ruins persist into present time, bequeathing

*(estate as 1nher1thnce) their ruined condltlon (estate as cond1t1on in

life) to future generations; Pompeii is an omlpous symbol.

The protagon15t~

bears the ambiguous name of Roderick (from Poe's "chute the chute")

MacGregor Fairhaven, Appiﬁgntly ruin and safe-harbour (Faig’haven)
1

co-exist wikhin this unwi

ing traveller who would prefer to be in his

' British Columbia ho%e on Eridanus inlet, Suffering from "d migrainé of

»
0 © %
' °
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. alienation'(177), Fairhaven withdraws into the "anonymity' of trains -
‘ and dark Pompeii.:m restaurants., His wife Tansy, however, is a born
. traveller who belongs in a "moving ever changing background" (178).

" Once again the Lowry protagonist, reflected this time " in a flawed

| o mirror'" (177), is emmeshed in the dilemma of stasis versus motion

and repegtedly‘%scapes ‘the present reality of their-guided tour through

the ruined city by withdrawing into memories of Eriéanus.

\ The past, represented by Eridanus, eounterpoints the present

in Pompeii, simultaneously contrasting two ways of life; to Fairhaven, e
\ . the present survival of Pompeii seems more sinister than its destruction.

Memories of an evening at Eridanus when he had read to his neighbours . s

the Wildernesses from Volney's Ruin of Empires, bring the meaning of

the ''present estate' of Pompeii into sharp focus: |

Going through the forest that night with the bounding and whirling
cat all at once it had seemed to him, as if he stood outside time
altogether, that in some 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 damned “thing was happgnlng
now, at this moment, continually repeating jtself[. . ] . (194)

Signor Salacci (salacious), their guide, interrupts these thoughts
with details concerning Roman brothels and disease. A Yeats refrain,

- recalllng "Through the Panama" and Under the Volcano,provides succinct -

comment: '"The abomtination of desolation 51tt1ng in the unholy place" (198).

In "Present Estate of Pompeii," the cycles of history- unllke the

f

S

cycles,pf nature — appear negative and revolting. The story ends on f )
!

a note of cynicism; man now, as in the past, lives in a dislocated——-——{ -

1

relationship with his environment amidst an everpresent threat of

“ruin: "Partly'it was as if man built with ruin in view ... ." )

{
¥
{
!
:
(199). Life unfortuna;ely has not changed; mankind has_Bpgubeenl ‘] . ‘

“translated." As Slgnor Salacci remarks of VeSUVlUS, "'Yesterday

»

she give-a the bqu-a shake!'" (200),; man always lives under a volcano. |
- ~ "G1n and Goldenrod," although the shortest and least substantial é
- of the storles, performs an 1mportant functlon within the overall >
voyage of EEEI.E§.9.£2£§: Follpwing the withdrawal and despair of
"Present Estate of Pompeii," the story- charts the penitential pilgrimage
of Sigbjgrn Wilderness through a-1imbo-like motionless landscapea“

. It was a warm, still sunless day in mid-August. The sky did not ‘appear
. - so ‘much cloudy as merely a uniform pearly gfhy'E_. 3] . 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 reflections
ofcthe lead-gray mountains were clear and motionless. (201)

Sigbjgrn's penance is truly Lowryean- almost a joke - for he is

on his reluctant way to pay a bootlegger for a vast quantity of gin.
Consumed by '"terror, fear, distrust, anger, anguish;, and a hatred" (202),
due to the infernal bourgeois suburb of Dark Rosslyn which lies
between his Eridanus cabin and the bootlegger's home, Sigbjgrn soon
discovers that he is unsure of the way; '"Nel mezzo del cammin di
nostra vita mi ritrovai in . .+ . "(158 and 115) seems most applicable
here in this Dantean journey. Sigbjgrn, lost and despairing, wants
to give up the search until reminded by his wife that the journey

was undertaken "to make “a new start' (207). Largely due to her
persistence-they find the house, pay the bill, and leave.

On the way back, life appears to have been redeemed - they gather
flowers, speak to a woman in her garden, and worry over an ambulance,
No longer is Sigbjgrn trapped in an abyss of hatred and self-absorption.
Finally, the he;vens move: '""The rain began to fall, soft and gentle
and cool, a benison" (213), ﬁ}efiguring the circles of raindrops in
"The Forest Path to the Spring." Primrose Wilderness confesses that
one bottle of gin has survived Sigbjgrn's debauch and is hidden at
home; they can celebrate the successful completion ofstheir ordeal
"In the cooﬁ silver rainy twilight of the forest a k1nd of hope began
to bloom again" (214). This return from withdrawal, if somewhat
ironic, nevertheless marks a return; "a\new start." Once more, stasis
is overcome and the Lowry voyager is free to move on into the cycle
of "The Forest Path,to the Spring."

The final story; "The Forest Path to the Spring" is Lowry's
beautiful vision of paradise. It is written in eight parts, the last

of which was'to be the coda to The Voyage That Never Ends. Lowry

believed the story to contalngﬁsome of the best things [ﬁe hai]_ever
done" (Selected Letters, 245)

~

(. . . it is'a story of happiness,in fact, roughly of &ur life here

in the forest, exultant side of) entitled "The Forest Path to the

Spring." So far as I know this is the only short novel of its type

that brings the kind of majesty usually reserved for tragedy . . .

to bear on human integration and all that kind of thing:* though it

isn't my i final word on the subJect by a, damn sight, I'm mighty

proud of 1t . g
. {Selected Letters, 266)
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"Forest Path,' the story of an ex-jazz musician's life in a
beach cabin on Eridanus inlet, is an unsentimental celebration of
the beauty and ferocity of mature.. The plot, if it can be called such,
consists of a couple's daily activities - swimming, building, boating,
helping neighboﬁrs, and, most important, fetching water and finding
a spring. Whether or not the story can be called a "short novel"

is debatable. Douglas Day dalls it, along with the other stories

in Hear-us O Lord, a "meditation."9 Certainly it is yet, another - A
statement of the Lony‘hyth. "Forest Path" is a qﬁest, a journey
in which the nameless protagonist endures withdrawal and return,
twice confronts the hell of his past, succumbs to hatred and stasis,
and finally voyages on, with renewed insight, to a temporary position
of harmony, balance, and wisdom.

"Forest Path' repeats and resolves the conflict in Hear us O

Lord; it marks the full circle point f?r the voyage iptroduced in

"The Bravest Boat'" and begun in "Through the Panama.,'" Important - —— "~

motifs such as "Fré?e.Jacques" and the fisherman's hymn, '"Hear us

@ Lord from heaven thy dwelling pléée," even key words such as '"translate,"

are repeated. "Forest-Path" is a serigl structure in which all the
stories are reflected or contained, The story contains not only Hear
us O Lord but, in a sense, the éntire Voyage. Once again, the Lowry
world of sea, ship, bells, and lighthouse {the lighthouse that invites
the storm and lights it) appears in a natufal setting of Wysterious
power. The central symbol of the story is that of the path ('Del

cammin') linking Hear us 0 Lord with Under the Volcano, Dark as the

Grave and October Ferrz. The path is Achad's Cabbalistic path in
the Tree of Life and Ouspensky's Tarot path. It is'called the

"Proteus" path in the story emphasizing its metaphysic¢al value as

*Fascinated by the symbol of the path, Lowry describes the absence of -
a path in his poem '"No Still Path'': .
Alas, there is no still path in my soul,
I be1ng ev11, none, of memory ; P .j
There is no path, there is no path at all, .
Unless perhaps where abstract things have gone
And precepts rise and metaphysics faIl
And principles abandoned stumble on. /
No path, but as it were a river in spate ; // .
Where drowning forms, dOWnswept, gesticulatet / -
. (Selected Poems, 50) |

’
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a s}mbol of movement, change, and potential spatial flexibility:

There* has always been something preternatural about paths, and
especially in forests, . 7] for not only folklore but poetry abounds
with symbolic stories about them: paths that divide and become two
paths, paths.that lead to a golden kingdom, paths that lead to death,
or life, paths where one meets wolves,and who knows? even mountain
lions, paths where one loses one's wdy, paths that not merely divide
but become the twenty-one paths [Achad's Cabbalistic pathq] that
lead back to Eden, (269)

The path in "The Forest Path to the Spring” 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 I understood, and
had understood that as a man I had hecome tryanni;ed by the past, and
that it was my duty to tfanscend it in the present' (279). TEF past

is like the ladder that the protagonist ''salved'* from the sea:

" And I reflected: yes, and like this vermiculated old ladder, stinking
. with teredos and sea-worms, washed down from the saw-mill, this

sodden snag, half awash when I 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

is house to the
path - the narrator is able to escape the closed cixcle of self and ’

distorted perception’which in’ each of Lowry' vels becomes a

static hell. Only by transferming the pasf, or by confronting it

without fear as he does the cougar on the path, is theé Lowry voyager

the success of the voyage is made clear to

Path"; transformatiﬁi\if/}he‘past is the necCessary first step and the
L]

goal:

Sometimes I had the feeling I was attacking the past rationally as ®
with a clawbar and hammer, while trying to make it into something :
else for a supernatural end. In a mannexr I changed™ft by changing
myself and having changed it found it necessary to pass beyond the
pride I felt in my accomplishment,and to acCept myself -as ﬁifbol )
again. (280) T

The success or failure of the psychological quest necessarily
inyolves the social quest. By overcomifig His withdrawal into the %

past, the narrator can overcome his miséhfhropy enabling him, unlike

*To salve means to apply a medicinal healing ointment, to soothe or
assuage (conscience), to save from destruction, and the ropt-from\the A
Latin is a salute- another interesting Lowry word.

' : -
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Geoffrey Firmin to enjoy communion with his wife and neighbours,
The hatred that nearly destroys him on the path, as it had destroyed

the Consul on another forest path, arises from forgetting 'nature's

“intolerance of inertia" (229). He wants to stop the ugly encroachments

of civilization and to maintain his pristine retreat from social,
moral, and technological contamination, overlooking the profpund
truth that, "One could not make a moment permanent and %erhaps the!
attempt to try was some form of evil" (255). Lowry tended to see
all sources of conflict 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 flre, the "Forest Path" narrator descr1bes
his agonized hatred as a flaming perver51on of the tidal rhythm

-

of the inlet: .

But the movement of the forest fire is almost-Nike a perversion of
the movement of the inlet: flames run into a stand of dry inflammable
cedgr, yellow flames slice them down, and watching) one thinks
these flames will roll over the crest of the hill ¥Yike a tidal
wave. Instead, perhaps an hour later, the wind h changed or the
fire has growp too big for itself, and is now sudking in a draf®C
that opposes its advapce. So the fire doesn't sweep up the hill,
but instead settles back to eat the morsels of the trees it felled
during its first rush. So it seemed was this-hatred behaving,
turning inward and back upon myself, to devour my very self in its
flames. (244) .

™ .

\%\f:b The religious queést in Hear us O Lord, despite the use of the

* hynn, is not a sectarian or a simple one. The Lowry protagonist is

-

searching for faith and meaning whieh he finds in nature and in
virtues that are fundamentally Christian. On one hand, "Forest Path"
explores a religious crisis in which the narrator, diving into the
brimming tides, feels "as though [ﬁe hai] been baptized afresh"
(270). Eridanus is a world with church bells and a neighbour called
"Kristborg,' but it is also a colony of squatters shacks perpetually
under threat of eviction. Ultimately, the Lowryean paradise comprises
the sunrises, tigdes, and mountains' which the balanced mind perceives
as a gift from God. The greatest insight that the narrator of the
"Fore§t Path" achieves is that "the joy and happiness of what we

had known would go with us wherever we went or. God sent us and would

£
not die"(281). Paradise, then, is a hard won state of mind sistained

co

-
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by the acceptance of change,and faith &¥n the creative power of the

past. The fact that Lowry more frequently depicted the past as A
a hellish static abyss reveals how\ambivalent, how tenuous is the

moment of faith, ' -

The quest is also an aesthetic one. The narrator's friends brin
q g

\
' ‘ \‘hlm a cottage piano because they know that he must create in order to

a It

live. In orde% to create he must be able to act and escape the
paralysing forces of hatred, doubt, guilt and fear. Surrounded by
the ihythm of the tides he realizes that what he creates, poem, prose, s,

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 rhythm of the sea, 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 itself had been captured. (273) -

Again and again in his notes and manuﬁgripfs, Lowry refers to the
significance of his cabin and pier (see Chapter II, page43). They
typify true 'fealistic’ creatioﬁs-—unlike so-called realistic novels -
because they are not static. Certainly EEEE.Eé.Q.EEEi’ 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
through time and space. . N

The metaphysical quest underlies, contains, and informs all
other aspects of the jod}ney. The insight Lowry found in Aiken |
whtere he learned that "'from fhe whole world, as it revolved through
space, came a sound of singing''"(271), the theories he discovered
in Achad, Bergson, Ortega, and in Ouspensky and Dunne, are_.given }
artistic form in "The Forest Path to the Spring." The most dramatic
symbol of this accumulated wisdom is the path itself for the path
moves. During His trips to the spring for water, the narrator feels !
that the paih is "shrinking at both ends" (268); time and space -
change, the contraction of space somehow involving an expansion of
time. The "Proteus" path is the place where, consciqus and unconscious
fears ovércome, he experiences mysticai illumination, "a wonderful
and profound moment' thqt reveals the protean nature of reallty Recalling

this 1ndescr1bab1e moment in a dream, he,likens it to the feeling that

2

!
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his "being had been transformed into-'the inlet itself" (269). The
inlet, of course, is always one of Lowry's symbols for movement:

But here in the inlet thete was neither sea nor river, but something
compounded of both, in eternal movement, and eternal flux and change,

as mysterious and multiform 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 sky[. . 7}~ (234) .

Man's greatest task, in Lowry's terms, is to tive in harmony
with movement. Only by perceiving and understanding the nature of -
time and space does one know oneself, reality, or God. If, like 5
Lowry, one is tormented by a reductive Protestant system based upon
sin, guilt, and fear, the search for metaphysical truth is an arduous
ordeal. Tt also becomes a never-ending quest in which man stands
perpetually in jeopardy; if the universe is founded on a principle of .
eternal flow then there can be no final absolute rest: '"Punctum
Indifferens: S$kibet Gaar Videre.'" The voice of the narrator in
"Forest Path'" speaking in the past tense is enough to remind us that
this position ofibeauty and vision has already been left behind.

""The Forest Path to the Spring' closes the circle of Hear us

0 Lord from heaven thy dwelling place,but the voyage of withdrawal

and return, the expansion and translation, never closes. The circle,
Lowry's symbol for tenuous order, is like the rain falling into the
sea: -

’Each drop falling into the sea is like a 1life, I thought, each
praducing a circle in the ocean, or the medium of life itself, and
widening into infinity {{ . .J. Each is interlocked with other circles
falling about itf. . ). Then we saw that the whole dark water was
coyered with bright expanding phosphorescent circles, [. . }They
werte perfébx expanding circles of light, first tiny circéles bright
as a coin,”then becoming expanding rings growing fainter and fainter,
while as the rain fell intoithe phosphorescent water each ra1ndrop
expanded into a ripple that was translated into light. And the rain
itself was water from the sea [ . :}ralsed to heaven by the sun,
transformed into clouds, and falllng again into the sea. While
within the inlet itself the tides and currents in that sea returned,,
became remote, and becoming remote, like that which is called the
Tao, returned again as we ourselves had done. (282)

»
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NOTES: CHAPTER VII

o

See Lowry's Work in Progress statement in Day, 426.

2 Hear us O Lord from heaven thy dwelling place (London, 1961). See
"Publisher's Note." All references are to this edition and are
included in the text. The book has also been published in a Penguin
paperback. ''The Bravest Boat" and 'Strange Comfort Afforded by the
Profession' were published separately during Lowry's lifetime.

)
« v \

3 See Dale Edmonds, "The Short Fiction of Malcolm Lowry," Tulane Studies _

in English, XV(1967), p. 70, and Day, p. 446,

New, Malcolm Lowry, p. 13. Professor New uses'Hear us O Lord as
an 1ntroduct10n to the design of Lowry's intended masterwork, The R
book serves equally well as a summary of Lowry's‘work,and it is
perhaps more consistent with chronology and the sequence of Lowry's
Voyage to discuss it as a culmination rather than as an introduction,

Professor New maintains that the "I" in "The Forest Path" is Lowry,
Malcolm Lowry, p. 13, but Professor Day is surely more precise in
saying that the "I" is '"none other than Wilderness' (444). The point
is not a major one because either way the concept of man-as-novelist
writing himself is equally emphatic, In a work of fiction, albeit
autobiographical, it seems better to steer clear of confusing the ’
real author with his fictional-projections.

6

In "Death in'Life: MNeo-Platonic Elements in 'Through the Panama',"
Malcolm Lowry: The Man and his Work, Gecffrey Durrant offers a
convincing argument ‘for Lowry's use of the neo-Platonic myth of the
soul. The myth helps to account for Lowry's use of The Ancient "
Mariner and his use of the south as an infernal region.

7 In An Egperlmeg; With Time, page 196, Dunne allows for a God-
like fimal observer, although how this is consistent with a serial
universe is unclear; . X

8 Lowry fis referring to Constantine F Chassebeuf de Volney' s Volney's
Ruins; or, Meditation on the Revolutions of Empires (Boston, 1835),
a heav11y moralistic tract supporting historicism and reason. ¢

9 "Once again, we are liablé to feel that nothing is happening, that
no one does anything; that properly speaking, these are not stories

at dagr . . . Suppose we ‘say that Hear us O Lofd is a collection not
of shbrt stories, but of fictional meditations: reflective pieces,
more less autobiographical in nature, on a common theme.'". Day, 446.
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10 In A New Model of the Universe, p. 203 Ouspensky descrlbes the
Fool of the Tarot thus:

"Weary and lame he dragged himself along a dusty road, across
a lifeless plain beneath the scorching rays of the sun.

Gazlng stup1d}y sideways with fixed eyes, with a half-smile,
half-grimace frozen upon his face, he crawled along neither seeing
nor knowing whither, plunged 1n hlS own chimerical dreams, which
moved eternally in the same circle.

The fool's cap and bells was on his head back to front., His '
clothes were torn down the back. A wild lynx with burning eyes
leaped at him from behind a stone and drove its teeth into his leg.

He stumbled, nearly falling, but dragged himself ever further,
carrying over his shoulder a sack full of unnecessary, useless things,
which only his madness forced him to carry.

Ih front the road was cleft by a ravine. A deep precipice
awaited the crazy wanderer . . . and a huge crocodile with gaping
jaws crept out of the abyss." )

In "Forest Path' the protagonist learns 'to accept myself as a
fool again' (284) agd the stages of the Fool's journey as described
by Ouspensky clearly, correspond to stages in Lowry's Voyage -the
mountain lion in '"Forest Path' recalls Ouspensky's lynx,

@
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. Appendix T

‘ These notes are from Annie Besant's The Ancient Wisdom
(Theosophlcal Publishing House, 1939) pp. 5-9 and p. 66. They

are typed from Ubwry s handwritten notes by Margerie and are

-included 1n’ the manuscript of The Ordeal of Sigbjgdrm Wilderness.

Unfortunately, there is no 1nd1cat10n of how Lowry meant to use

these notes. Certain 1deas such as the concept of the triple
reflection of God, a“form of repeated incarnation, and most importantly
the constant: flow of the Tao, coincide with 1deas that Lowry found
in-Achad, Ouspensky, and others, and therefore recur ff;quently

in his works. The withdrawal and return of the Tao forms the closing
1mage of "The Forest Path to the Spring' where Lowry uses words

strongly reminiscent of the Tao passage in Besant.

"From Annie Besant he learned‘for the first time that there were
three main spiritual verities of religion: b

(1} -One eternal infinite 1incognizable real Existence.

(2) Frqg THAT the manifested God, unfolding from unity to
duality, from duality to trinity. -

(3) From the manifested Trinity many spiritual intelligences,
guiding the Kosmic order,

(4) Man a reflection of the manifested God and therefore a
trinity fundamentally, his inner and real self being eternal, one
with the Self of the Universe.

(5) His evolution by repeated incarnations, into which he is
drawn by desire, and from which he is set free by knowledge and
sacrifice, becoming divine in potency as .he had ever been divine in

latency.

o

China ., . . was peopled in old days by the Turanians, the 4th

.subdivision of the great Fourth Race, the race which 1inhabited the

lost continent of Atlantis, and spread its offshoots over the world.:
The Divine Ruler of the Golden Gate was the title held by the

Initiate who ruled the Toltec Empire in Atlantis, and its use
. <
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suggests that the classic of Pufity was brought thence to China
when the Turaniaﬁs separated off from the Toltecs.

The Great Tao has no bodily form but it produced and nourishes
heaven and earth. The Great Tdo hag no passions but 1t causes the
sun and moon to revolve as they do. The Great Tao has'no name but
1t effects.the growth and maintenance of all things.

This 1s the manifested God as unity, but dﬁ?lity supervenes.

Now the Tao shows 1tself in two forms, the Pure and the turbid
and has the two conditions of motion and rest. Heaven 1s pure and
earth 1s turbid: heaven moves and the earth 1s at rest. The masculine
1s pure and the feminine 1s turbid: the masculine moves and the
femitine 1s sti1ll., The radical (purity) descended, and the (turbid)
issue flowed abroad, and thus all things were produced,

There was somgthing undefined and comnlete, coming i1nto existence
before heaven and earth. How still 1t was and formless standing
alone and undergoing no change, reaching everywhere and in no danger
{of being exhausted). It may be regarded as the Mother of all things.
I do not know 1ts name and I give 1t the designation of the Tao,

Making an effort to give it a name, I call 1t the Great. Great 1t

‘passes on - 1in constant flow. Passing on, becomes remote  Having

i

become remote, 1t,returns. F N
‘ The Physical Plane,

Evolution may be summed up in a phraser ‘it is latent poten-
tialities becoming active powers,

The Astral Plane.

The vague loose thoughts which are so largely produced by
undeveloped minds gather round themselves loose clouds of elemental
essence when they arrive in the astral world, and drift about
attracted hlther and thither to other clouds of similar nature,

linging round the astral bodies of persons whose magnetism attracts
them - either good or evil - and after a while disintegrating, to
again ferm part of the general atmosphere of elemental essence.
While they maintain a separate existence they are like entities, with

bodies of elemental essence and thoughts as the ensouling lives - "
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Appendix IT

4

This letter,is held'in the Lowry Collection at the University
of British Columbia. It is an important letter rivalling in analytical

detail Lowry's Famous 1946 letter.on Under the Volcano. Douglas

Day dismisses the letter as inc?herent (Malcolm Lery, 436) but
the letter makes‘abioiutely clear the trlparthte;§tructhre, the

multi-levelled thematic development, and the significance of Santayana ,

and Sutton Vane's Outward Bound, 1in October Ferry. I would likq to

thank Albert Erskine for providing me with the closing: sertences

® "

of the letter, for wheh I read it at the University of British
Columbia 1t broke off, to my great frustration, with-- "the original

'

‘kobbold 1h" -! According to Marggrié Lowry, the letter was written

in December pf 19583, ..° . | : -

}
I

Dear Albert: ' )
J N

I know.” You've caught me at a bad time tp write a letter like
because I have to catch a boat to an 1sland whence the post are few
and far between. In fact a December Ferry to Bowen Isiand. Of
October Ferry - of 've just completed another 40 pages I'm
going to try and get off By the New Year I'd say,~caunting those
40, (which are new and written in the last 5 days and concern an
outbreak of Fortean phenomena following the Llewelyn's fire in
Niagara-on-the-Lake) I'd say it's not quite half through: say -
400 - 450 pages~in all. For the rést 1'm getting it in readable
form as quickly as I can, albeit I'm dependent .on Margie for the
final typing. I do nothing but work on it and am suffering slightly

.

from battle fatigue: otherwise fine. At the present rate I hope to

get you another hundred pages .by the extended deadline. I hadn't
counted.on the extensive revrsions in final typing I've had to make

or I%d say it could be finished by then. In the sense that there is a
all but final -drdft complete and detailed down to the final sentence
I'd say too it was already finished. But that reckons without'
hitches, also "inspirations" such as the last week's. Where it
insists on growing I have to give it its head. ™ As®’ * Nt +oo much
things stand ity should be finished sepmetime in April, that is to say,
six weeks 'lat€'": but 1t might be a %ittle earlier or later.” As for
where the story's going there an excellent and sinister reason for -
its apparent inability to move into the future: 1t turns out that both
characters are potential suicides. Each has alsd become afraid that
1n a fit of -hysteria or drunkenness one may murder the other., Thus
the ‘difgiculty ob the future taking any shape at all, as of t

present havifg any meaning for the protagonists, is really the whole

 plot. “They have more trouble getting to Gabriola than K to the castle

thotigh Gabriola is not a castéllan symbol; it is, finally, the future,
- " 3 (- -~ - Al
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~ those ships you see rising w1th the filling locks in the Panama

e . -

It also turns out that both characters are- hopped up to the gills:

that is'Ethgn only -doesn't realize he's got a hangovér til] a little
later because he's been stealing.Jacqueline's barbiturates. However
I'm only equipped to write all ¢his: ‘,nonlescribe it, I believe
it to be bloody good and that it gets be * But it's nat intended
to fall mnto any particular categgry or abey any of the normal rules
of a novel, ‘The second part of the book toncerns their difficulty in
finding the ferry and takes place 1n Nanaimo, mostly in a,pub, where

“Ethan gets pretty tight; there jre powerful dramat c scenes (though
. )

I sez it) 1n Nanaimo both id thé present aﬁd the pdst: a scene'of
lyrical beauty 1s balanced against a Grand\|Guignol horrer that takes
place on the SCaffold (A waiter turns out| to be a man Ethan's
saved.) ' The thlrd, 1s on board the Ferry itself. There is-a long
scene here where Ethan.is tempted to commitisuicide but the ferry, .
which has run into a storm has to turn back,\ less for this reason than

. because one of the passenges& has a haemmorTige. Back in Nanaimo, at

a crisis of double despair; —while the sick wdman is being transferred
to, the “dock, the mainland- evening papers, which have just come,

are tossed abdard and they iead that the inhabitants of Eridanus

have a reprieve -and may go on Mving there, his. is correlative to

a decision. Ethan (who you Ilearnthas -become a complete mysanthrope.

by this time and though managing to kKeep himself /in balance with
barbiturates i1s dangercusly close to a sSerious ‘breakdown) to go
publicly to the defense of a 15 year .0ld boy séntenced to hang

and endeavour to procure a reprieve for him. He has not been able

to bring himself to do this formerly because he has feared that the '

publicity would draw attention to the fact he lived in Eridanus and hence

that of the newspapers“once more to the uneasy lot of the squatters
on the beach, and prejudice even further the public against them.
The storm has now drapped and the ferry once more proceeds to - .~
Gabriola but the whole book, and with it the ferry - something llkd

Canal - now rises to another plane: whereas before the ferry was

a Charon's boat proceedlng to a kind of hell, n®w»it is another

sort of ferry proceeding,-as it were, toward the Mount of Purgatory
(Mount Baker). With this too, Gabripla loses 1ts ambivalence on

the lower plane: assumes it oh a higher. Centrally, and rear} t1ca11y
it becomes now the accepted future. Meantlme - if you've fdYlowed
that - you can see that effect of the¥ glorious news of Eridanus’

own reprieve upon Ethan must be anything but what the reader has .
been led to expect, He is, in fact, knocked out literally. To save

them both he has already'had to "renounce” Eridanus (on the psychological
plane an infantile fixation, so far as it 1Swthat I mean) - ‘Now he -
has to come to' terms wlth.hlmself and accept “the fact that he has .
become too mentally i1l to live.there, even should they return. L
It is he and no ong else that™produces the %o0-called cpincidences

and disasters that happen to them: himself, as it were, the paranoiac
black magician oﬁ.thelr own lives. He has to face the Fact also thaﬁ

he actually is - or has been-next* door to a murderer and a criminal’
himself 1n the case of Cordwainer: .though it's time he stopped
punishing himsedf .- he's had 20 years of pemnal-servitude already -

and others for-it, including Cordwainer himseif, who appears -in a.
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dream to him on the ferry boat {Scrubby the barman in Outward Bound
- you might expect to find him.on ¥ ferry . boat) to inform him that
in so far as Ethan had murdered him, he had saved him from the lot
of a suicide in the next world, where he would be quite content. if
Ethan's continued self-punishment did not keep drawing him down to
this world: if Ethan should kill himself he would thus.be turning
Cordwainer™s spirit into Ethan's murderer, Ethan as a consequence
has to renounce 'not only Eridanus but his destructjsfe life and ways:
among other things he has to sfop drinking and I Hope that the poor ¢
bugger reaches this decision with the maximum of Rumour. The emrd is
thus a kind of Volcano in reverse and the final thdgme Faustian,
with everything from. flights of angels, balls of firs, and Madonnas,
to the intervention of grace andMHimmelphart. The ferry reaches
Gabriola at dusk, where those meeting the boat are swinging lanterns
alaong the wharf: but you have the feeling that Ethan is now being
received 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 journey toward their own recovery. Something like that,
T haven't ‘told it very well. I'm sorry I'm late with it. The book
loses something by not being with its fellows: Forest_Path to the
Spring,Chostkeeper and Present Estate of Pompeii. Also the idea of
Hear Us is closer than ever to my heart now I see - touch wood -
I can finish this which I have several, t1mes thought was going to
polish me off.

I have sent. an $.0.S, to my bank in England who now owe me
a hell of a lot of money I've made repeated applications for in vain
- I'11 inform you of the results, -with the hope of being able to
buy some time or otherwise somehow help to amortiYe my obligation
to you which I am carrying out as faithfully as possible, though I
don't see why I should.assume you or others will be satisfied with
its progress even thouglt I love Gabriola. Should you have to cut
me off I'1l find some way of carrying on. About all I can say is
that if Gabriola can't be all in on the already extended dot -
should I abandon temporarily the project of the other stories in Hear.
Us - and ,should you choose to consider Gabriola as a separate novel
(which of course it is too), that being deliveged, I oughtn't to
have much difficulty in having the revised Lunar Caustic, say,
in by the next deadline, .

God bless and happy Christmas from us both <~

\ [éigned Malcolé] | )

P.S. Partlsan Review just took The Bravest Boat!

P.P:S. T haven't said anything of the psycgolog1cal level on

October Ferry takes place but I now think I should-since on rereading
this letter I perceive that described in this manner, some doubt

might be case\upon the author's sanity, let alone that of theé chief,.
protagonist., Moreover on this pldne the whole thing can be read
slightly dlfferently and in a sensé more hopefuldy, as a kind of
abreaction of his past: I like the word cathexis, too., In some‘
psycho-genetic sense also - if that's the word? - the news of the1r

own reprleve {on this plane) would seem to pre01p1tate Ethan' s, recovery,

-3
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in the way 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 scéwa intended to be, and which is, I -
hope, horrifying, in which Ethan is actudlly involved in a grapple

with death:) For the rest, though I haven't been slap’through my ; "
3 philosophical poets lately, you better consult that work by

Santayana. In brief: "the future, once accepted in Uhié case

imposes its own teleology; thus - though I have the data on ‘the

subject I don't a la Simenon bother "to analyse in either case, what

one could conceive to be the original kobbold in the closet” Both
protagonists lie to themselves, perhaps they will ‘have'to continue ! ’
to do so. Our expression is the ancient psychiatric one that it
is nobler to do so than to'make a suicide pact, and the meaning
widens on the reader's soul as he realises what T mcan by eviction. ' -,
4 ° 1
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