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T.S. Eliot ‘The Metaphysical Poets’ 

By collecting these poems from the work of a generation more often named than 

read, and more often read than profitably studied, Professor Grierson has 

rendered a service of some importance. Certainly the reader will meet with many 

poems already preserved in other anthologies, at the same time that he discovers 

poems such as those of Aurelian Townshend or Lord Herbert of Cherbury here 

included. But the function of such an anthology as this is neither that of 

Professor Saintsbury's admirable edition of Caroline poets nor that of the Oxford 

Book of Englisb Verse. Mr. Grierson's book is in itself a piece of criticism and a 

provocation of criticism; and we think that he was right in including so many 

poems of Donne, elsewhere (though not in many editions) accessible, as 

documents in the case of "metaphysical poetry." The phrase has long done duty 

as a term of abuse or as the label of a quaint and pleasant taste. The question is 

to what extent the so-called metaphysicals formed a school (in our own time we 

should say a "movement"), and how far this so-called school or movement is a 

digression from the main current. 

Not only is it extremely difficult to define metaphysical poetry, but difficult to 

decide what poets practise it and in which of their verses. The poetry of Donne 

(to whom Marvell and Bishop King are sometimes nearer than any of the other 

authors) is late Elizabethan, its feeling often very close to that of Chapman. The 

"courtly" poetry is derivative from Jonson, who borrowed liberally from the 

Latin; it expires in the next century with the sentiment and witticism of Prior. 

There is finally the devotional verse of Herbert, Vaughan, and Crashaw (echoed 

long after by Christina Rossetti and Francis Thompson); Crashaw, sometimes 

more profound and less sectarian than the others, has a quality which returns 

through the Elizabethan period to the early Italians. It is difficult to find any 

precise use of metaphor, simile, or other conceit, which is common to all the 

poets and at the same time important enough as an element of style to isolate 

these poets as a group. Donne, and often Cowley, employ a device which is 

sometimes considered characteristically "metaphysical"; the elaboration 

(contrasted with the condensation) of a figure of speech to the farthest stage to 

which ingenuity can carry it. Thus Cowley develops the commonplace 

comparison of the world to a chess-board through long stanzas (To Destiny), and 

Donne, with more grace, in A Valediction, the comparison of two lovers to a pair 

of compasses. But elsewhere we find, instead of the mere explication of the 



content of a comparison, a development by rapid association of thought which 

requires considerable agility on the part of the reader. 

        On a round ball 

A workman that hath copies by, can lay 

An Europe, Afrique, and an Asia, 

And quickly make that, which was nothing, All, 

        So doth each teare, 

        Which thee doth weare, 

A globe, yea, world by that impression grow, 

Till thy tears mixt with mine doe overflow 

This world, by waters sent from thee, my heaven dissolved so. 

Here we find at least two connexions which are not implicit in the first figure, 

but are forced upon it by the poet: from the geographer's globe to the tear, and 

the tear to the deluge. On the other hand, some of Donne's most successful and 

characteristic effects are secured by brief words and sudden contrasts: 

A bracelet of bright hair about the bone, 

where the most powerful effect is produced by the sudden contrast of 

associations of "bright hair" and of "bone." This telescoping of images and 

multiplied associations is characteristic of the phrase of some of the dramatists of 

the period which Donne knew; not to mention Shakespeare, it is frequent in 

Middleton, Webster, and Tourneur, and is one of the sources of the vitality of 

their language. 

Johnson, who employed the term "metaphysical poets," apparently having 

Donne, Cleveland, and Cowley chiefly in mind, remarks of them that "the most 

heterogeneous ideas are yoked by violence together." The force of this 

impeachment lies in the failure of the conjunction, the fact that often the ideas 

are yoked but not united; and if we are to judge of styles of poetry by their abuse, 

enough examples may be found in Cleveland to justify Johnson's condemnation. 

But a degree of heterogeneity of material compelled into unity by the operation 

of the poet's mind is omnipresent in poetry. We need not select for illustration 

such a line as: 



Notre âme est un trois-mâts cherchant son Icarie; 

we may find it in some of the best lines of Johnson himself (The Vanity of Human 

Wishes): 

His fate was destined to a barren strand,  

A petty fortress, and a dubious hand;  

He left a name at which the world grew pale,  

To point a moral, or adorn a tale. 

where the effect is due to a contrast of ideas, different in degree but the same in 

principle, as that which Johnson mildly reprehended. And in one of the finest 

poems of the age (a poem which could not have been written in any other age), 

the Exequy of Bishop King, the extended comparison is used with perfect 

success: the idea and the simile become one, in the passage in which the Bishop 

illustrates his impatience to see his dead wife, under the figure of a journey: 

Stay for me there; I will not faile  

To meet thee in that hollow Vale 

And think not much of my delay;  

I am already on the way, 

And follow thee with all the speed  

Desire can make, or sorrows breed.  

Each minute is a short degree, 

And evry houre a step towards thee.  

At night when I betake to rest, 

Next morn I rise nearer my West 

Of life, almost by eight houres sail, 

Than when sleep breath'd his drowsy gale. . . .  

But heark! My Pulse, like a soft Drum  

Beats my approach, tells Thee I come;  

And slow howere my marches be,  

I shall at last sit down by Thee. 

(In the last few lines there is that effect of terror which is several times attained 

by one of Bishop King's admirers, Edgar Poe.) Again, we may justly take these 



quatrains from Lord Herbert's Ode, stanzas which would, we think, be 

immediately pronounced to be of the metaphysical school: 

So when from hence we shall be gone, 

    And be no more, nor you, nor I, 

    As one another's mystery, 

Each shall be both, yet both but one. 

This said, in her uplifted face, 

    Her eyes, which did that beauty crown, 

    Were like two starrs, that having faln down, 

Look up again to find their place: 

While such a moveless silent peace 

    Did seize on their becalmed sense, 

    One would have thought some influence 

Their ravished spirits did possess. 

There is nothing in these lines (with the possible exception of the stars, a simile 

not at once grasped, but lovely and justified) which fits Johnson's general 

observations on the metaphysical poets in his essay on Cowley. A good deal 

resides in the richness of association which is at the same time borrowed from 

and given to the word "becalmed"; but the meaning is clear, the language simple 

and elegant. It is to be observed that the language of these poets is as a rule 

simple and pure; in the verse of George Herbert this simplicity is carried as far as 

it can go--a simplicity emulated without success by numerous modern poets. 

The structureof the sentences, on the other hand, is sometimes far from simple, 

but this is not a vice; it is a fidelity to thought and feeling. The effect, at its best, 

is far less artificial than that of an ode by Gray., And as this fidelity induces 

variety of thought and feeling, so it induces variety of music. We doubt whether, 

in the eighteenth century, could be found two poems in nominally the same 

metre, so dissimilar as Marvell's Coy Mistress and Crashaw's Saint Teresa; the one 

producing an effect of great speed by the use of short syllables, and the other an 

ecclesiastical solemnity by the use of long ones: 

Love, thou art absolute sole lord 

Of life and death. 



If so shrewd and sensitive (though so limited) a critic as Johnson failed to define 

metaphysical poetry by its faults, it is worth while to inquire whether we may not 

have more success by adopting the opposite method: by assuming that the poets 

of the seventeenth century (up to the Revolution) were the direct and normal 

development of the precedent age; and, without prejudicing their case by the 

adjective "metaphysical," consider whether their virtue was not something 

permanently valuable, which subsequently disappeared, but ought not to have 

disappeared. Johnson has hit, perhaps by accident, on one of their peculiarities, 

when he observes that "their attempts were always analytic"; he would not agree 

that, after the dissociation, they put the material together again in a new unity. 

It is certain that the dramatic verse of the later Elizabethan and early Jacobean 

poets expresses a degree of development of sensibility which is not found in any 

of the prose, good as it often is. If we except Marlowe, a man of prodigious 

intelligence, these dramatists were directly or indirectly (it is at least a tenable 

theory) affected by Montaigne. Even if we except also Jonson and Chapman, 

these two were notably erudite, and were notably men who incorporated their 

erudition into their sensibility: their mode of feeling was directly and freshly 

altered by their reading and thought. In Chapman especially there is a direct 

sensuous apprehension of thought, or a recreation of thought into feeling, which 

is exactly what we find in Donne: 

    in this one thing, all the discipline 

Of manners and of manhood is contained; 

A man to join himself with th' Universe 

In his main sway, and make in all things fit 

One with that All, and go on, round as it; 

Not plucking from the whole his wretched part, 

And into straits, or into nought revert, 

Wishing the complete Universe might be 

Subject to such a rag of it as he; 

But to consider great Necessity. 

We compare this with some modern passage: 

No, when the fight begins within himself, 

A man's worth something. God stoops o'er his head, 



Satan looks up between his feet--both tug-- 

He's left, himself, i' the middle; the soul wakes 

And grows. Prolong that battle through his life! 

It is perhaps somewhat less fair, though very tempting (as both poets are 

concerned with the perpetuation of love by offspring), to compare with the 

stanzas already quoted from Lord Herbert's Ode the following from Tennyson: 

One walked between his wife and child, 

With measured footfall firm and mild, 

And now and then he gravely smiled. 

The prudent partner of his blood 

Leaned on him, faithful, gentle, good, 

Wearing the rose of womanhood. 

And in their double love secure, 

The little maiden walked demure, 

Pacing with downward eyelids pure. 

These three made unity so sweet, 

My frozen heart began to beat, 

Remembering its ancient beat. 

The difference is not a simple difference of degree between poets. It is 

something which had happened to the mind of England between the time of 

Donne or Lord Herbert of Cherbury and the time of Tennyson and Browning; it 

is the difference between the intellectual poet and the reflective poet. Tennyson 

and Browning are poets, and they think; but they do not feel their thought as 

immediately as the odour of a rose. A thought to Donne was an experience; it 

modified his sensibility. When a poet's mind is perfectly equipped for its work, it 

is constantly amalgamating disparate experience; the ordinary man's experience is 

chaotic, irregular, fragmentary. The latter falls in love, or reads Spinoza, and 

these two experiences have nothing to do with each other, or with the noise of 

the typewriter or the smell of cooking; in the mind of the poet these experiences 

are always forming new wholes. 

We may express the difference by the following theory: The poets of the 

seventeenth century, the successors of the dramatists of the sixteenth, possessed 

a mechanism of sensibility which could devour any kind of experience. They are 



simple, artificial, difficult, or fantastic, as their predecessors were; no less nor 

more than Dante, Guido Cavalcanti, Guinizelli, or Cino. In the seventeenth 

century a dissociation of sensibility set in, from which we have never recovered; 

and this dissociation, as is natural, was aggravated by the influence of the two 

most powerful poets of the century, Milton and Dryden. Each of these men 

performed certain poetic functions so magnificently well that the magnitude of 

the effect concealed the absence of others. The language went on and in some 

respects improved; the best verse of Collins, Gray, Johnson, and even Goldsmith 

satisfies some of our fastidious demands better than that of Donne or Marvell or 

King. But while the language became more refined, the feeling became more 

crude. The feeling, the sensibility, expressed in the Country Churchyard (to say 

nothing of Tennyson and Browning) is cruder than that in the Coy Mistress. 

The second effect of the influence of Milton and Dryden followed from the first, 

and was therefore slow in manifestation. The sentimental age began early in the 

eighteenth century, and continued. The poets revolted against the ratiocinative, 

the descriptive; they thought and felt by fits, unbalanced; they reflected. In one 

or two passages of Shelley's Triumph of Life, in the second Hyperion, there are 

traces of a struggle toward unification of sensibility. But Keats and Shelley died, 

and Tennyson and Browning ruminated. 

After this brief exposition of a theory--too brief, perhaps, to carry conviction--we 

may ask, what would have been the fate of the "metaphysical" had the current of 

poetry descended in a direct line from them, as it descended in a direct line to 

them? They would not, certainly, be classified as metaphysical. The possible 

interests of a poet are unlimited; the more intelligent he is the better; the more 

intelligent he is the more likely that he will have interests: our only condition is 

that he turn them into poetry, and not merely meditate on them poetically. A 

philosophical theory which has entered into poetry is established, for its truth or 

falsity in one sense ceases to matter, and its truth in another sense is proved. The 

poets in question have, like other poets, various faults. But they were, at best, 

engaged in the task of trying to find the verbal equivalent for states of mind and 

feeling. And this means both that they are more mature, and that they wear 

better, than later poets of certainly not less literary ability. 

It is not a permanent necessity that poets should be interested in philosophy, or 

in any other subject. We can only say that it appears likely that poets in our 



civilization, as it exists at present, must be difficult. Our civilization comprehends 

great variety and complexity, and this variety and complexity, playing upon a 

refined sensibility, must produce various and complex results. The poet must 

become more and more comprehensive, more allusive, more indirect, in order to 

force, to dislocate if necessary, language into his meaning. (A brilliant and 

extreme statement of this view, with which it is not requisite to associate oneself, 

is that of M. Jean Epstein, La Poésie d' aujourd-hui.) Hence we get something 

which looks very much like the conceit--we get, in fact, a method curiously 

similar to that of the "metaphysical poets," similar also in its use of obscure 

words and of simple phrasing. 

O géraniums diaphanes, guerroyeurs sortilèges, 

Sacrilèges monomanes! 

Emballages, devergondages, douches! O pressoirs  

Des vendanges des grands soirs!  

Layettes aux abois, 

Thyrses am fond des bois!  

Transfusions, représailles! 

Relevailles, compresses et l'éternal potion, 

Angélus! n'en pouvoir plus 

De débâcles nuptiales! de débâcles nuptiales!  

The same poet could write also simply: 

Elle est bien loin, elle pleure, 

Le grand vent se lamente aussi . . . 

Jules Laforgue, and Tristan Corbiére in many of his poems, are nearer to the 

"school of Donne" than any modern English poet. But poets more classical than 

they have the same essential quality of transmuting ideas into sensations, of 

transforming an observation into a state of mind. 

Pour 1'enfant, amoureux de cartes et d'estampes, 

L'univers est égal à son vaste appétit. 

Ah, que le monde est grand à la clarté des lampes! 

Aux yeux du souvenir que le monde est petit!  [Baudelaire] 



In French literature the great master of the seventeenth century--Racine--and the 

great master of the nineteenth--Baudelaire--are in some ways more like each 

other than they are like any one else. The greatest two masters of diction are also 

the greatest two psychologists, the most curious explorers of the soul. It is 

interesting to speculate whether it is not a misfortune that two of the greatest 

masters of diction in our language, Milton and Dryden, triumph with a dazzling 

disregard of the soul. If we continued to produce Miltons and Drydens it might 

not so much matter, but as things are it is a pity that English poetry has remained 

so incomplete. Those who object to the "artificiality" of Milton or Dryden 

sometimes tell us to "look into our hearts and write." But that is not looking 

deep enough; Racine or Donne looked into a good deal more than the heart. 

One must look into the cerebral cortex, the nervous system, and the digestive 

tracts. 

May we not conclude, then, that Donne, Crashaw, Vaughan, Herbert and Lord 

Herbert, Marvell, King, Cowley at his best, are in the direct current of English 

poetry, and that their faults should be reprimanded by this standard rather than 

coddled by antiquarian affection? They have been enough praised in terms which 

are implicit limitations because they are "metaphysical" or "witty," "quaint" or 

"obscure," though at their best they have not these attributes more than other 

serious poets. On the other hand, we must not reject the criticism of Johnson (a 

dangerous person to disagree with) without having mastered it, without having 

assimilated the Johnsonian canons of taste. In reading the celebrated passage in 

his essay on Cowley we must remember that by wit he clearly means something 

more serious than we usually mean today; in his criticism of their versification we 

must remember in what a narrow discipline he was trained, but also how well 

trained; we must remember that Johnson tortures chiefly the chief offenders, 

Cowley and Cleveland. It would be a fruitful work, and one requiring a 

substantial book, to break up the classification of Johnson (for there has been 

none since) and exhibit these poets in all their difference of kind and of degree, 

from the massive music of Donne to the faint, pleasing tinkle of Aurelian 

Townshend--whose Dialogue between a Pilgrim and Time is one of the few 

regrettable omissions from the excellent anthology of Professor Grierson. 

 



T.S.Eliot    Tradition and the Individual Talent 

  

I 

 

IN English writing we seldom speak of tradition, though we occasionally apply 

its name in deploring its absence. We cannot refer to “the tradition” or to 

“a tradition”; at most, we employ the adjective in saying that the poetry of 

So-and-so is “traditional” or even “too traditional.” Seldom, perhaps, 

does the word appear except in a phrase of censure. If otherwise, it is 

vaguely approbative, with the implication, as to the work approved, of some 

pleasing archæological reconstruction. You can hardly make the word 

agreeable to English ears without this comfortable reference to the 

reassuring science of archæology. 

  1 

  Certainly the word is not likely to appear in our appreciations of living or 

dead writers. Every nation, every race, has not only its own creative, but its 

own critical turn of mind; and is even more oblivious of the shortcomings and 

limitations of its critical habits than of those of its creative genius. We know, 

or think we know, from the enormous mass of critical writing that has 

appeared in the French language the critical method or habit of the French; 

we only conclude (we are such unconscious people) that the French are 

“more critical” than we, and sometimes even plume ourselves a little with 

the fact, as if the French were the less spontaneous. Perhaps they are; but 

we might remind ourselves that criticism is as inevitable as breathing, and 

that we should be none the worse for articulating what passes in our minds 

when we read a book and feel an emotion about it, for criticizing our own 

minds in their work of criticism. One of the facts that might come to light in 

this process is our tendency to insist, when we praise a poet, upon those 

aspects of his work in which he least resembles anyone else. In these 

aspects or parts of his work we pretend to find what is individual, what is the 

peculiar essence of the man. We dwell with satisfaction upon the poet’s 

difference from his predecessors, especially his immediate predecessors; we 

endeavour to find something that can be isolated in order to be enjoyed. 

Whereas if we approach a poet without this prejudice we shall often find that 

not only the best, but the most individual parts of his work may be those in 

which the dead poets, his ancestors, assert their immortality most vigorously. 

  2 



And I do not mean the impressionable period of adolescence, but the period 

of full maturity. 

  Yet if the only form of tradition, of handing down, consisted in following the 

ways of the immediate generation before us in a blind or timid adherence to 

its successes, “tradition” should positively be discouraged. We have seen 

many such simple currents soon lost in the sand; and novelty is better than 

repetition. Tradition is a matter of much wider significance. It cannot be 

inherited, and if you want it you must obtain it by great labour. It involves, in 

the first place, the historical sense, which we may call nearly indispensable to 

anyone who would continue to be a poet beyond his twenty-fifth year; and 

the historical sense involves a perception, not only of the pastness of the 

past, but of its presence; the historical sense compels a man to write not 

merely with his own generation in his bones, but with a feeling that the whole 

of the literature of Europe from Homer and within it the whole of the 

literature of his own country has a simultaneous existence and composes a 

simultaneous order. This historical sense, which is a sense of the timeless as 

well as of the temporal and of the timeless and of the temporal together, is 

what makes a writer traditional. And it is at the same time what makes a 

writer most acutely conscious of his place in time, of his contemporaneity. 

  3 

  No poet, no artist of any art, has his complete meaning alone. His 

significance, his appreciation is the appreciation of his relation to the dead 

poets and artists. You cannot value him alone; you must set him, for contrast 

and comparison, among the dead. I mean this as a principle of æsthetic, not 

merely historical, criticism. The necessity that he shall conform, that he shall 

cohere, is not one-sided; what happens when a new work of art is created is 

something that happens simultaneously to all the works of art which 

preceded it. The existing monuments form an ideal order among themselves, 

which is modified by the introduction of the new (the really new) work of art 

among them. The existing order is complete before the new work arrives; for 

order to persist after the supervention of novelty, the whole existing order 

must be, if ever so slightly, altered; and so the relations, proportions, values 

of each work of art toward the whole are readjusted; and this is conformity 

between the old and the new. Whoever has approved this idea of order, of the 

form of European, of English literature, will not find it preposterous that the 

past should be altered by the present as much as the present is directed by 

  4 



the past. And the poet who is aware of this will be aware of great difficulties 

and responsibilities. 

  In a peculiar sense he will be aware also that he must inevitably be judged 

by the standards of the past. I say judged, not amputated, by them; not judged 

to be as good as, or worse or better than, the dead; and certainly not judged 

by the canons of dead critics. It is a judgment, a comparison, in which two 

things are measured by each other. To conform merely would be for the new 

work not really to conform at all; it would not be new, and would therefore not 

be a work of art. And we do not quite say that the new is more valuable 

because it fits in; but its fitting in is a test of its value—a test, it is true, which 

can only be slowly and cautiously applied, for we are none of us infallible 

judges of conformity. We say: it appears to conform, and is perhaps individual, 

or it appears individual, and may conform; but we are hardly likely to find that 

it is one and not the other. 

  5 

  To proceed to a more intelligible exposition of the relation of the poet to the 

past: he can neither take the past as a lump, an indiscriminate bolus, nor can 

he form himself wholly on one or two private admirations, nor can he form 

himself wholly upon one preferred period. The first course is inadmissible, the 

second is an important experience of youth, and the third is a pleasant and 

highly desirable supplement. The poet must be very conscious of the main 

current, which does not at all flow invariably through the most distinguished 

reputations. He must be quite aware of the obvious fact that art never 

improves, but that the material of art is never quite the same. He must be 

aware that the mind of Europe—the mind of his own country—a mind which he 

learns in time to be much more important than his own private mind—is a 

mind which changes, and that this change is a development which abandons 

nothing en route, which does not superannuate either Shakespeare, or 

Homer, or the rock drawing of the Magdalenian draughtsmen. That this 

development, refinement perhaps, complication certainly, is not, from the 

point of view of the artist, any improvement. Perhaps not even an 

improvement from the point of view of the psychologist or not to the extent 

which we imagine; perhaps only in the end based upon a complication in 

economics and machinery. But the difference between the present and the 

past is that the conscious present is an awareness of the past in a way and 

to an extent which the past’s awareness of itself cannot show. 

  6 



  Some one said: “The dead writers are remote from us because we know so 

much more than they did.” Precisely, and they are that which we know. 

  7 

  I am alive to a usual objection to what is clearly part of my programme for 

themétier of poetry. The objection is that the doctrine requires a ridiculous 

amount of erudition (pedantry), a claim which can be rejected by appeal to 

the lives of poets in any pantheon. It will even be affirmed that much learning 

deadens or perverts poetic sensibility. While, however, we persist in believing 

that a poet ought to know as much as will not encroach upon his necessary 

receptivity and necessary laziness, it is not desirable to confine knowledge to 

whatever can be put into a useful shape for examinations, drawing-rooms, or 

the still more pretentious modes of publicity. Some can absorb knowledge, 

the more tardy must sweat for it. Shakespeare acquired more essential 

history from Plutarch than most men could from the whole British Museum. 

What is to be insisted upon is that the poet must develop or procure the 

consciousness of the past and that he should continue to develop this 

consciousness throughout his career. 

  8 

  What happens is a continual surrender of himself as he is at the moment to 

something which is more valuable. The progress of an artist is a continual 

self-sacrifice, a continual extinction of personality. 

  9 

  There remains to define this process of depersonalization and its relation to 

the sense of tradition. It is in this depersonalization that art may be said to 

approach the condition of science. I shall, therefore, invite you to consider, as 

a suggestive analogy, the action which takes place when a bit of finely filiated 

platinum is introduced into a chamber containing oxygen and sulphur dioxide. 

  10 

  
 

II 

 

  Honest criticism and sensitive appreciation is directed not upon the poet 

but upon the poetry. If we attend to the confused cries of the newspaper 

critics and the susurrus of popular repetition that follows, we shall hear the 

names of poets in great numbers; if we seek not Blue-book knowledge but 

the enjoyment of poetry, and ask for a poem, we shall seldom find it. In the 

last article I tried to point out the importance of the relation of the poem to 

other poems by other authors, and suggested the conception of poetry as a 

living whole of all the poetry that has ever been written. The other aspect of 

  11 



this Impersonal theory of poetry is the relation of the poem to its author. And 

I hinted, by an analogy, that the mind of the mature poet differs from that of 

the immature one not precisely in any valuation of “personality,” not being 

necessarily more interesting, or having “more to say,” but rather by being a 

more finely perfected medium in which special, or very varied, feelings are at 

liberty to enter into new combinations. 

  The analogy was that of the catalyst. When the two gases previously 

mentioned are mixed in the presence of a filament of platinum, they form 

sulphurous acid. This combination takes place only if the platinum is present; 

nevertheless the newly formed acid contains no trace of platinum, and the 

platinum itself is apparently unaffected; has remained inert, neutral, and 

unchanged. The mind of the poet is the shred of platinum. It may partly or 

exclusively operate upon the experience of the man himself; but, the more 

perfect the artist, the more completely separate in him will be the man who 

suffers and the mind which creates; the more perfectly will the mind digest 

and transmute the passions which are its material. 

  12 

  The experience, you will notice, the elements which enter the presence of 

the transforming catalyst, are of two kinds: emotions and feelings. The effect 

of a work of art upon the person who enjoys it is an experience different in 

kind from any experience not of art. It may be formed out of one emotion, or 

may be a combination of several; and various feelings, inhering for the writer 

in particular words or phrases or images, may be added to compose the final 

result. Or great poetry may be made without the direct use of any emotion 

whatever: composed out of feelings solely. Canto XV of the Inferno (Brunetto 

Latini) is a working up of the emotion evident in the situation; but the effect, 

though single as that of any work of art, is obtained by considerable 

complexity of detail. The last quatrain gives an image, a feeling attaching to 

an image, which “came,” which did not develop simply out of what precedes, 

but which was probably in suspension in the poet’s mind until the proper 

combination arrived for it to add itself to. The poet’s mind is in fact a 

receptacle for seizing and storing up numberless feelings, phrases, images, 

which remain there until all the particles which can unite to form a new 

compound are present together. 
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  If you compare several representative passages of the greatest poetry you 

see how great is the variety of types of combination, and also how completely 
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any semi-ethical criterion of “sublimity” misses the mark. For it is not the 

“greatness,” the intensity, of the emotions, the components, but the 

intensity of the artistic process, the pressure, so to speak, under which the 

fusion takes place, that counts. The episode of Paolo and Francesca employs 

a definite emotion, but the intensity of the poetry is something quite different 

from whatever intensity in the supposed experience it may give the 

impression of. It is no more intense, furthermore, than Canto XXVI, the 

voyage of Ulysses, which has not the direct dependence upon an emotion. 

Great variety is possible in the process of transmution of emotion: the 

murder of Agamemnon, or the agony of Othello, gives an artistic effect 

apparently closer to a possible original than the scenes from Dante. In 

the Agamemnon, the artistic emotion approximates to the emotion of an 

actual spectator; in Othello to the emotion of the protagonist himself. But 

the difference between art and the event is always absolute; the combination 

which is the murder of Agamemnon is probably as complex as that which is 

the voyage of Ulysses. In either case there has been a fusion of elements. 

The ode of Keats contains a number of feelings which have nothing particular 

to do with the nightingale, but which the nightingale, partly, perhaps, because 

of its attractive name, and partly because of its reputation, served to bring 

together. 

  The point of view which I am struggling to attack is perhaps related to the 

metaphysical theory of the substantial unity of the soul: for my meaning is, 

that the poet has, not a “personality” to express, but a particular medium, 

which is only a medium and not a personality, in which impressions and 

experiences combine in peculiar and unexpected ways. Impressions and 

experiences which are important for the man may take no place in the poetry, 

and those which become important in the poetry may play quite a negligible 

part in the man, the personality. 
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  I will quote a passage which is unfamiliar enough to be regarded with fresh 

attention in the light—or darkness—of these observations: 

         And now methinks I could e’en chide myself 

 
For doating on her beauty, though her death 

 
Shall be revenged after no common action. 

 
Does the silkworm expend her yellow labours 

 
For thee? For thee does she undo herself? 
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Are lordships sold to maintain ladyships 

 
For the poor benefit of a bewildering minute? 

 
Why does yon fellow falsify highways, 

 
And put his life between the judge’s lips, 

 
To refine such a thing—keeps horse and men 

 
To beat their valours for her?… 

In this passage (as is evident if it is taken in its context) there is a 

combination of positive and negative emotions: an intensely strong attraction 

toward beauty and an equally intense fascination by the ugliness which is 

contrasted with it and which destroys it. This balance of contrasted emotion 

is in the dramatic situation to which the speech is pertinent, but that 

situation alone is inadequate to it. This is, so to speak, the structural emotion, 

provided by the drama. But the whole effect, the dominant tone, is due to the 

fact that a number of floating feelings, having an affinity to this emotion by no 

means superficially evident, have combined with it to give us a new art 

emotion. 

  It is not in his personal emotions, the emotions provoked by particular 

events in his life, that the poet is in any way remarkable or interesting. His 

particular emotions may be simple, or crude, or flat. The emotion in his poetry 

will be a very complex thing, but not with the complexity of the emotions of 

people who have very complex or unusual emotions in life. One error, in fact, 

of eccentricity in poetry is to seek for new human emotions to express; and 

in this search for novelty in the wrong place it discovers the perverse. The 

business of the poet is not to find new emotions, but to use the ordinary ones 

and, in working them up into poetry, to express feelings which are not in 

actual emotions at all. And emotions which he has never experienced will 

serve his turn as well as those familiar to him. Consequently, we must believe 

that “emotion recollected in tranquillity” is an inexact formula. For it is 

neither emotion, nor recollection, nor, without distortion of meaning, 

tranquillity. It is a concentration, and a new thing resulting from the 

concentration, of a very great number of experiences which to the practical 

and active person would not seem to be experiences at all; it is a 

concentration which does not happen consciously or of deliberation. These 

experiences are not “recollected,” and they finally unite in an atmosphere 

which is “tranquil” only in that it is a passive attending upon the event. Of 
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course this is not quite the whole story. There is a great deal, in the writing of 

poetry, which must be conscious and deliberate. In fact, the bad poet is 

usually unconscious where he ought to be conscious, and conscious where 

he ought to be unconscious. Both errors tend to make him “personal.” 

Poetry is not a turning loose of emotion, but an escape from emotion; it is not 

the expression of personality, but an escape from personality. But, of course, 

only those who have personality and emotions know what it means to want to 

escape from these things. 

  
 

III 

 

 
 

  This essay proposes to halt at the frontier of metaphysics or mysticism, and 

confine itself to such practical conclusions as can be applied by the 

responsible person interested in poetry. To divert interest from the poet to 

the poetry is a laudable aim: for it would conduce to a juster estimation of 

actual poetry, good and bad. There are many people who appreciate the 

expression of sincere emotion in verse, and there is a smaller number of 

people who can appreciate technical excellence. But very few know when 

there is expression of significant emotion, emotion which has its life in the 

poem and not in the history of the poet. The emotion of art is impersonal. And 

the poet cannot reach this impersonality without surrendering himself wholly 

to the work to be done. And he is not likely to know what is to be done unless 

he lives in what is not merely the present, but the present moment of the 

past, unless he is conscious, not of what is dead, but of what is already living. 
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ce市ed(18900r1891),Edward was between 20 and 21.‖
was at the age Of 22 that he married Leonora, at wlli(1:
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瀞

m洒 回 Ъ
“

謳 面師 Ъ中 翡 宙 ぬ ぬem時 縫 叫 h

th驚 [l鮮:1鰤 霞 ir:鑑 庶 鼠 liぶ憾籠 燎‖deternline in the nOvel.They are the pegs On which th(,

narrative hangs.If they are nOt reliable,nOthing is__evOll

the names Ofthe characters and the places they visit.It iH

舗輩菫翻
∬ltX■段fttlel魚 :SCた″'Nancyゝ pater面けs chewed bOnes.But thtl

焦蔦nh:l evidence is against its bdng Edwa劇
The OxfOrd wOrld's classics 2ん

β Gοοα sο′αJ`r is edited by
ThOmas hlosen

Virginia Woolf・ ]イrs」DαιJοωαy

CJαrjssα む jんυじsjbた ιαχj

lt is not an easy novel to read,butヽ rirginia Woolf's Mrs

Dα JJοωαy is the easiest of novels to sumlnarize.`A day in

the life of a lniddle‐ aged upper― class London woman plan‐

ning her party',is how the OxfOra CO“ Pαれιοれιο r“θれι
jθιん

Cθれι
“
ry Lじιιrαι

“
rθ encapsulates it.The long prelude to

the novel is Clarissa Da1loway's morning walk thrOugh

the West End on a brilliant June morning(the 13th)in

1923 to select the nOwers for the entertainment she and

her politician husband are giving that evening. One of

the pleasures of]イ rs Dα Jιοz4/10y is that you can follow

quite exactly the route taken by Clarissa on her inorning

walk.1 0UP has helpfully prOvided a map for pedestrian―

minded readers. They should also set their watches.

Woolf originally called her novel`The Hours',and Clar‐

issa Dalloway's early morning peregrination through the

London streets is precisely measured by the chimes of

two clocks, Big Ben and the slightly belated St WIarga‐

ret's(the parish church ofthe House of Commons).It is

with L〔rs Da1loway's morning excursiOn that l am
concerne← specincalbら the puzzle of how she inakes her
return journey.

The novel opens,`NIrs Da1loway said she would buy the

nc・wers herself'一 the servants are busy preparing the

house fbr the grand evening party.She and her Conserva‐

t市e MP husband,Richard,1市 e in Westminster(within a
stone's throw ofthe House of Colrninons and S、stminster

Abbey).As she crosses busy Victoria Street,Big Ben tolls

`the houL irrevocable'(p.4).It iS nOt indicated what hour

1ヽ
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i職猟蛙聯i
:聰:」灘[鍼ti毬境:∴R
erate str011.

h∫鷲鍔躍]はまi:』
South Ofthe L〔 all and Gree:‐
欄 熙萱
爵ILII:榎路善lli
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wife,Evelyn(whOm she dOes not much like).Nothing suits,

so `Clarissa .… turned and walked back tOwards BOnd
Street'. She is now in the fashiOnable shopping area of

London:`BOnd Street fascinated her;BOnd Street early in

the lnorning in the season;its nags flying;its shOps;no

splash;no glitter;One roll oftweed in the shOp where her

father had bought his suits fOr flfty years,a fe、 v peal・ Is;
salmon On an iceblock'(p.9)She stOps at the flshmongers

(t01ook,nOt tO buy)and the g10ve shop`where,before the
Wa4 you could buy alll10st perfect g10ves'.]ノIrs]Da1lo、vay
proceeds up BOnd Street to NIulberry's the norists,`where

they kept f10、vers for her when she gave a party'.2に s far as

we can make out,this flctiOnal shOp is 10cated at the junc_

tion with Br00k Street wellintO New Bond Street(p.15).

Another reverie abOut her daughter Elizabeth (、 VhO is
modern and difncult)and abOut Elizabeth's former gov―

erness,the unpleasant NIiss Kilman,preoccupy Clarissa

in the seconds befOre pushing through the shOp's swing―

doors. Once inside she is attended on by ル[iss Pym
(`ヽVhOSe hands were alwtts bright red,as ifthey had been

stood in cold water with the f10wers'一 the spiteful
commellt explains why she fictionalizes Ⅳ[ulberry's but
not Hatchard's).Clarissa spends sOme time with Miss

Pym, sampling the shOp's extensive stock of b100ms,
relishing the co10urs and scents She is uplifted. The

sensations are `a、 vave which she let■ Ow Over her and
surmountthat hatred,that mOnster.surmountit all;and it

lifted her up and up when-Oh!a pist01 shOt in the street

outside.'

Her ln00d is shattered.It is 110t,howeveち a pistol shOt
ⅣIiss Pyln gOes to the、 vindOw and reports that it is merely

a car back■ring(Londoners are stilljumpy fl・ Om the Zep―
pelin raids,we assume).The time elap,ed up to this point

in the narrat市 e would be sOme thirty「 阜ve minutes eaSy
walking(Itimed it myse11 0n foot,in」 une 1996)with some
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ten nlinutes to a quarter‐ o■an_hOur's conferellce inヽ 4t:|

berry's with Ⅳliss Pym lt is,therefore,around 10.4510
1050a.m
Up to this point the narrative has been solely atta(:ll`,(|

to Clarissa's cOnsciousness.NoL with the`viOlent exl)lo

sion',it becomes detached.We in fact see little morc or

Clarissa until she is back at her house in Westnlinst(ヽ
:・ ,

Instead, we f0110、 v the repercussions of the backfirinH

motor car.It is no ordinary automobile,but a lilnousill(、

containing`a face ofthe very greatest importance'.WhO● tl

face?`Rumours、 vere at once in circulation frOm the mi(l.
dle of Bond Street to OxfoFd Street.'3/as it the Prince()1'

恥rales,the Queen,the Prime Minister?No one is sul■ 1.

Septimus SInith,a shell‐shocked World S、r One veteral、
,

overhears people discussing the matten He too is evi‐

dently passing ⅣIulberry's shop, on his 、vay north to
Regent's Park with his wife,whO has brought hin1 0utibr

his daily exercise.Septinlus has heard the report Ofthe car

backnring and it terrifles hirll(in fact,it sOws the seed of

the suicide he will cOmmit,later that d町 )Rezia Smith
wonders,with Other passers― bヌ whetherthe Queen herself
isin the can

After this introduction to the Smiths、 ve fiDllow the lnys‐

terious cat which proceeds, `with inscrutable reserve',

south to Piccadilly ⅣIeanwhile,PIrs Da1lowaヴ (thinking
like others,`It is probably the Queen')emerges fl・ om Mul―
berry's `、vith her ■Owers' 「Γhe car `glides across Pic―
cadilly',turns left, and then left again down St James's

Street, through LondOn's clubland Gentlemen loOking

out ofthe great、 vindow at White's`perceived instinctively

that greatness was passing, and the pale light of the
itrnllnortal presence fell upon them as it had fallen upon

Clarissa Da1low町'(p.16)It paSses the sentries tt St

James's Palace, who salute, then turns right along the

ⅣIall tO Buckingham Palace(the nag is flying,sO it may

indeed be the Queen in the Car),Where a croWd Of hOpeful

Onlookers is gathered

::l甘驚 i嵐  [il:i∫|!|〔
1lil[糧 Ittlillllξ ]l

rn、vho actually waS in the

夏‖:i鮨IIIiilll::1lI乏宣::重]lllF雷よI盤:
son's limouSine,there iS ano

職 ILondoners silently gaze into

times'(p.18)

l聾猟棚驚∫驚榊 I露
BrOadミ&lk in Regent'S Park.G市

en the fact that it iS

about a lllile‐ and― a‐half(it takes me twenty brisk nlinuteS

aぷ∫ぶLtteLTg罫::罪 &篤∫i乱甘喘器

藝     1難紺
紺l:::::::鰐 i‖」I]ii誕

llllinarrat市

e relnalns

for a few pageS With people

Suddedュ On page 2魏 thlょ1縦翼Li:囃;摺£譜澪:
She is noπ we diSCOVer,hol

she aSkS the maid Wh0 0penS the d00r tO her hOuse ln

|
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But even if one inserts the unmentioned taxi,there are

sti11 loose ends.The last we saw of Clarissa in tho S、 st

End was at Bruton Street,watching the queenly limousine.

、、ras it there she got her taxi?Or did she、 valk do、 vn to

Piccadilly?What route did her vehicle take(did She,for

instance,pass in fl・ont of Buckingham Palace,a fe、 v feet

fl・om NIrs Bletchley and NIr BOwley?)What Sights did she

see on the w町 ?It is not entirely inconceivable that there

、vas no cab:she、 valked up to Oxford Circus(posSibly along‐

side Septimus and Rezia)and got the underground to
Westllninster一although cttrying flow∝ sit would not have

been an inviting prospect The taxi seems lllore likely

The reason why lVoolf does not mention the taxiis to be

found, I think, in her and Ⅳ[rs Dallowごァ's class habits

、vhen in town. For`upper― Iniddle―class ladies'in 1923 to

take a mile's walk to a norist's to save a servant'slegs was

unusual to the point of eccentricity(`What a lark!What a

plunge!'Clarissa thinks as she sets out on her stroll).The

wife of Richard Dallowじ ルIR wOuld routinely hail a taxi

when shopping in Bond Street,or have some shop assist_

ant do it for her.The act is so natural that there is 1lo need

to lnention it:any lnore than one need mention that there

are pigeons in Trafalgar Square― ―or that there are under―

paid,unidentined servants who keep things shipshape in

the Da1loway household(When She was writing her fam―

ous polemic about a rooln ofone'so、 vn and£ 500 a yeatt the

Woolfs had t、 vo live― in female servants,Lotte and Nellie,

、vho earned£ 76 per annunl betwecn them.They did not,

one suspects,have rooms oftheir clwn。 )
In his essay on Tolstoy the W【 arxist critic Georg Lukacs

argues that in roadingノ 4れれα καrθ 72jれα Or ⅣαrαれαFしαcc,

we should allvays insert into the narrative`the invisible

serf'.That is,、 ve should visualize(as the nOvels often do

nOt)the vast servile infl‐astructure、vhich made the prin―

cipals' drama possible. Similal・ lヌ in ■イrs Dα″Jοωαy we
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胤デ1霧1:litT:∬宙繁heプ are ped∝ man、 and wht

椰 眈 l棚
量鞭勲 警

hOuse inヽ 1石estminster_a11 8ccurwith the chimes ateleven

詐鳳駆ζl糞∬喘:ムL舞∫鶴糧富f;慰恭°
1胤麟亀1拠戦舞fttW鵬軌卜α面“a nn山[pted at eleven O'c10ck On the
m電譴現:[盤1li[1]illl掛「

藷:[£nsl肥lllBOnd Street sO quickly?Alt

絲 弊盤∬
lper BOnd Street through the

―ten lninutes,flfteen at mOst

騰蕊響富婿群ムT∫鰤贈甜::誌Kξ∬憔:‖撃ster in that tillle DOubtless lnany cOnllnuters with trains

to catch at Victoria dO it every wOrking d可
. But if rIIrs

椰構織蔓榊鸞
鸞棚麟霧灘抑讐le very swiit indeed,a taxi
t諸
翼

Sil譜
癬 鯖 ;霧

∬ 鷺織 繊
ル[rs Da110wav‐ has been blissfu
ing that all pedestrian LOndOn
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shOuld recall the `invisible taxi'一
the fleets of carri`:“

●1(they used tO be called`horseless'),the armies Ofsol・
vlt:lιl(now  sadly  thinned  by  post_war  democracy  
′::111

1譜1憲lilξtte犠乱∬撫∫吼Tlギ認lttti‖hands,they are h,lCrous Or dumsy卜
」10fwhich exm mmake Clarissa Da110way's life bearable

The oxford wOl・ ld's classics M.s Dα
′ぁ″の is editedけ I)lvl`|BradshaⅥ l

Abιθs

Rο bj′tsοん Crasοθ

Giving RObinson shoes,boots, o■ moccasins is a very common

error,althOugh speciflcally contradicted by the 1719 illustration,

which follows the text closely See Fig l

Stith ThompsOn's Moι″′71deX O′ Fοιた五jた r`ι
`“

′θ(Copenhagen,
1955),contains many entries on the motif ofthe(levil― ancl sorY)e―

times angels― ‐leavillg sillglo footprints in rock or soil

几 ん77/1y ttι J

Vヽhen,in the 1940s,tt、 vaslearnod that the Cambridge teacher and

critic「 R Leavis was in the habit of referring to James Jovcc's

υ″SSaS in his classes,he was visited and Warlled by the p01ice

Fαれ,y HtJ7 was prosecuted and bannod by London lllagistrates in
the early 1960s The ban was never fclrmally lifted,although later

in the decade Cleland's novel drifted back into print See」  A
Sutherland,C)確″Sじυοん′ιe″α′

“
rc(:London,1982),ch 3

JOss Lutz NIarsh, `Goocl 1/1rs Brown's ConnectionsI Sexuality

and Story‐ telling in Dealings、vith the Firm of Dombey and Son',

E72g′ jsん ιJισ,α ,7 Htsιοry,58,2(Summer 1991),40526

See the episode with the sai10r in vol ii,in which Mrs Colo speci■

ically warns「 arlny against the dangers Of disease(`the risk to my

health in being so open legg'd and fl・ ee of my nesh',p 142)

Peter Fr)cr,7ha Bじ ,'`た Cο 12`′0′ルrs(LOndon,1965),chs l-2

T7・ jsικtt Sんαれの
Barbara Hardv. `A NIistake in r″ isι rαη, sんα71dy', Nοι′s α′τd

Oαο′たS,207(1962),261

0n the question of nfth ofa second measurements,see David S
Landes,Rcυ ο′

`ι

ιjοれルtaれ
`:c′
οcん sα′ιご

`ん

οル′α力j7■9 oFιん
`ル
`ο

d`′ 72

フレbr′d(Calnbridge,A71ass,1983),p 130:`The growing importance

ofsmall unities oftilne led to the invelltion in the 1740s of center‐

seconds watches一 thatis watches whose second hands ran offthe

center arbor and tracked the circullnference of thc dial   These

watches were customarily itted with a stop levet、 vhich a1lowed

2

3

1

Ｆ

‐‐‐
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Moser, also briefly raises this possibility only to pass it by as

inlplausible

8 ルIax Saunders,ib′ dMも″οI FOrご (OxftDl.d,1996),1 422
9 1t is possible to clate this Opisode as 1897,but I Iol10w Cheng in

preferring 1895

yP・s Dα JJοωαタ

l The novel began asthe shOrtstOry'NIIs Da110way in BOncl Street',

which is Occupied Only with the morning expeditiOn

2 1n`WIrs Da110way in BOnd Strect'the tirne is given specincaHy as
`eleven O'clock' See Tん c(b″ 7/ガιιι S/70′ιer Fj(]ι jο″ο′シ1′gjれ jα

IIr2ο tt ed SuSan Dick(Iン ondOn,1985),146
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Forster and England

|キ Il:l opportune momcnt to conSlder Forster and England:the past

眸:.、 h:lvc、VitnCssed thc publication of an important body of、 vork in

il・
・
ッ。|ltcrary criticism,and cultural studics on Englishness during the

Vに 11)rl■ 11,Edwardian,and Gcorgian pcriods,when Forster came of age as

i1111t11011: Drawing on this work,a number Of critics read Hο ″αγJs Eπ∂

01`l。 し`0:lditiOn of England'novel,a nctional exprcssion of popular anxieties

l11● 11l rising povert】 らimperial decline,and race degeneration.2 Such ana―

‖‖ 二祥I∫:脚 脇 :雀i留4」躍 求 .fT驚 ∬ Wttr:!l
li`111011・ll allegory in which interactions be、 veen various English types analyse

ll‖ Hltllld's unhealthy condition and proiect a better future.Other critics read

ハ |セドsagι ιο 1/7J′α as a dissenting imperial allegorLマ vhich assails thc ills of

A11ル :10~India and allegoriscs the impossibility of fricndship bctween English

ハll(l indians undcr empirc.3 1 arguc siinilarly that rnOst of Forsterヽ litcrary

wt)rks can be understood as national allegOries that diagnosc an ailing nation

・‖
lι l offer litcrary curcs for the malaise they anatonlise.Thus、 vhilc he fre―

t1ll(｀ 1ltly、vritcs against Edwardian England,Forstcr is alsO something of a

lltt 「ヽary patriot.

「 orsterヽ national allcgories function in“ vo ways:as parables of English―

ll(・ SS Cnlivened and as fantasies ofEngland reconciledo Some offer women and

:‖ Cll Suffering from the path01ogies of lllliddlc― class Englishness a passagc to

ll:lture,passion,and freedom.In Wわ ιγι Aκ gθls Fcar ιo Trιαグ (1905),A

lくて,o%″′″みα Ⅵι″ (■ 908),and AルSSαgι ιο lπグ″ (1924),Forsterヽ English

ll卜「oad are confrOnted、 vith individuals and events that shock them. His

hravest and most sensitive characters rcact by cmbracing differencc, dis―

covering love,passion,and the hope of cnduring happiness;his n■ ore tiin―

o「 ous and close-lninded characters fail or refuse to accept the lessons life

OFfers them.Thcse national allegories function parabolically:Forster dares

linglish readcrs to learn from his characters'experiences,to refuse subur

卜.ln repression and hypocris"and to embrace life and nature.Other Forster
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11(11()1〕、
lう
1‐ (・ (`l il)(ヽ c tl:c、 11101(｀ 111111llヽ 11に .!|〕 (.(`lll).、、|,(,IIヽ 1()!i(.、 ,111、 :l):11、 li卜 |:t,(|

1)ctwccl1 1903-12 alld COIlcctcd i:1′ ル(,(た ,ル、′′̀
′

′()′′′′′′′′″、(:り 1!):l11(|′ ソ′
``

E′ι″zノ 71/1(,/77θ ″ι(■ 928),prCSCnt F()rstcr's criti(ltl(,0「 iti131is111lc、 、111r()llllll

nlyth010gy and fantasy: a visit from Pan cnlivclls cln itn31ish l)Oy :11):(■ 111

(`The StOry Of a Panic'(1904));a faun cOnverts an English ctlrtltc lo l)〔 lH:1‖

iSl■ (`ThC Curate's Fricnd'(1907));an lrish girl pursucd by her d011111lccrillト

English husband disappcars,dryad― likc,intO thc trccs(`ThC Other Kil13dO‖ 1・

(■ 909)).FOrstcr's novcls gcncrally refusc fantasy for rcalism.But a ntinll)(・ 「
Ofthcm (cspCCially and nOt cOincidcntally those sct cntircly in Engiand― ・l ll`,

Lorrgθsι JOZ′″の (1907),HO"αγJS E″ J(19■ ○),and Mクタ″′
`θ
(Writtcn 1 913-

■4))一 COnCludc,Oftcn against signincant odds and rcalist expcctations,with

the fOrmatiOn in idcaliscd English placcs Of uncOnvcntional but redemptivt,

English fanlilies.Thesc ne、 v national fanlilies rcdrcss England's lnaladics l)y

connccting― in love,Inarriagc,b100d― differcnt national typcs:suburbanitc、

and farrllcrs,intellcctuals and clerks,gcntlclllen and gamekecpcrs.Offercd

as paradigllls fOr a rcnewed England,FOrster's cross― bred falllilics embOdy

the hOpc of a nation cOnvertcd frOlll urban`progrcss'and capitalisn■ ,frolll
suburban intOlerancc and reprcssion,lo rural deccncフ Ъ freedOnl,and truth,
But becausc thesc nOvcls are ovcr、 vheliningly realist in techniquc,their cnd―

ings strikc sOme as unconvincing,as if thc deep― seatcd diffcrcnccs Forster

so realistically elabOrates betwccn national types iniraculously can be ovcト

come through 10vc Or bridgcd by the cOnlingling Of diffcrent b100dlincs.

Yct cvcn as his English novcls cOncludc by al‐ 6rnling thcsc pastoral idylls

as social―p01itical idcals,Forster qucstions thcnl,acknO、vlcdging their fan―

tastical status,authorising his mOst scCptical rcadcrs'dOubts.This litcrary

paradox cxposes a political ambivalencc that FOrster's writings On England

and thc English ncver fully rcsOlve.

That the plots Of thc English nOvels functiOn thcrapeutically and thcir

cndings turn mythic and ambivalcnt fOcuses anothcr paradox in Forstcr's

trcatnlcnt of England and Englishness that clarincs his litcrary liberalisin― a

topic ofiong―standing cOncern for critics― and its rclatiOns tO British liberal―

isrll betwccn■ 906 and 1914・ 4 onthe Onc hand,thc nOvels critiquc suburbia

and thc citB InodernisatiOn,and models of Englishncss that authOrise enlpirc,

cOnlrining Forstcr's investincnts in an oldcち inOrc individualistic and libcr―

tarian libcralisn■ ,rathcr than thc statist and inlperialist`New Libcralisn■ 'Of

the British Govcrnmcnt aftcr 1906.On thc othcち FOrstcr's English ictiOns

idealise`traditional'Englishness and 10catc the esscncc Of England in thc

rural south,strategics cOmpatiblc,as analysts Of Englishness dcmOnstratc,

with a brOadcr pcriod prolcct tO rc10catc thc csscntial English place,rcha―

bilitatc Englishncss fOr thc cOmpctitivc realitics Of a nc、 v ccntury,and to

rc legitilnatc ilnpcrialislll.

48
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||,|).‖ ,l(|()ヽ (|:ll ill(ヽ、w1ly lt)l(.sttヽ「
｀
1ヽ1:l「∴1liV(｀S,kcc111y Crilical ol ll(lwn「

,|,ぃ 1・ .()、 it ly,w( 「ヽ(｀ に`【1ヽ ily tldtllぅ tcd to thc ill[crcsts oF'rhatchcl‐ itc 111181all(l

、ミ1lt,l lil!l:(・ (l i:i thc 198os t11ld cal・ ly 199os, bCCOn■ ing part()f England's

,1111111( 1ll(ltl、 lry tlll(l Ctlltura1 11lythology. Ullsurprisinglン ち England undcr
l 111、 ll(・ 11l11(|｀4tli()「 (alld Anlcrica under Rcagan and Bush pere),reSpondcd

l・

1)｀ (`1111‖ y to thc nlllls' idealisation Of upper― class Englishncss,an idcali―

11,(,1l thnt(lonlcsticatcs thc rnorc critical and dissidcnt aspects of Forster's

1ヽ.1()口 _Allt1lysis ofForster's litcrary treatinents of England is thereforc doubly

l)lllt1llttivc:it illunlinates his radicalisn■ and the susccptibility of his England

い}|｀いlitiCal domestication and conllnercial co― optation.For Forster's pOtent

ttl::(luCS Of Suburban inodcrnity and sinccrc celcbratiOns of rural England

l..()ヽ に`「VCd key intcrcsts ofthC Edwardian urban and inlperial cstablishmcnt.

|llt itlcological proccss thc lllns epitolnisc、 vas initiatcd by thc novels:thc

l l)●‖110dilication of an idcaliscd vision Of a neo― fcudal,rural England as thc

111`11l and soul of thc nation,authOrising Britain's rulcrs and thc systcll1 0f

t ll,11■ list modcrnity they rcprcscnt.Dcspite Forstcr's complicity with carly―

1〔 !1l t:ry cfforts to rcconstruct Englishncss and relocatc an authcntic England,

|,()、vcvcち hiS national ancgorics illlaginc a nation nOtably illcgitiinatc and

il‖、01lVentional.Forster's renderings ofEngland position hilll alongsidc those

、vll()grected thc ncw century with cOnccrn,turning from thc rcalities of urban

lll()(lCrnity towards a inythic rural Englishness.But thcy also conirll■ hiFn aS

t,11('Ofthc Ed、vardian pcriOd's greatcst critics and analysts of England and

「 1131ishness.

The cOndition Of Englishness

i1l Forstcr's、 vorks,England and its ailing condition are ttrst approachcd

lhrOugh Englishwomcn and incn travelling abroad.As his early short storics

i11ld Arst nOvel rcndcr English tourists cncountcring peoplc and placcs

1llari(cdly differcnt froln thcir o、 vn,Forster bcgins articulating his charactc「

istic critiquc of suburban,l■ liddlc― class Englishncss.Thcse nctions analysc thc

rcprcsscd,closc-lnindcd,and tilnid English psychc.Thc typical p10t portrays

■convcntional English person who encOuntcrs an unconventional malc othcち

tlsually forcign or lower class,and is thcrcby transformcd and cnlivcncd,

cnablcd tO overcOmc to somc cxtentthc pathologics of Englishncss and rnore

fuHy acccpt passion,vitalitンЪ and diffcrcncc.5

Forstcr's frst publishcd novel, Wわι″ιA″gθ′s Fθ″r′οレιαご,exemplincs

the proccss.ThC Opcning chaptcrs narratc rccently、 vidOwcd Lilia IIcrriton's

tlttCmpt tO escape from thc rcpressivc and closc― ininded society of suburban

Sawston,epitonlised by hcr in― la、vs.Forster inakes readcrs sympathise with

Lilia's rcbellion cven as hc cmphasiscs her naTvct6,self―involvement, and
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(llド ()H(11lCt｀ o` wllil(ヽ 111く ,11()Vt.1111()ck、 111(ヽ 1)l(.lll(||、 t・、,ヽい()卜 |)t・ :y,11:l(l rilli(lily

orthc sawst()1l sOCiCty shc rciccrS,it C、 POs(｀ l`,ili:l'、 (.rr():、 :tllく |「:lili:13、 ハ11(|

「cndcrs thc s()cicty of MOntcrian(),ltaly,whcrc sllc wctlヽ ,■ 1ヽ1「「「く):1l idCal.

Evcntua11)Ъ Lilia rcaliscs that hcr ltalian husband,thc livcly clnd Passi()11.ll(.

Gino Carella,is no princc charllling,but a pennilcss and philandcrilng dcll―

tist's son,and that ltaly is not a drcan■ land Of freedoln and romancc,but a

nation as constraining as the one she ned.Lilia's pitiful fatc一 hcr suffering

under ltaly's repressive gendcr convcntions and cvcntual dcath in childbirth―

casts a scepticallight On the cffOrt tO csCapc Englishncss,playing on popular

English anxieties about intercoursc、 vith forcigncrs.

ButifthelrsthalfOf Wち θ″θ Aπgθ′s Fθαγ′οT″θαどwOrks as a parablc abOut

thc dangcrs of an ovcrly naive attempt to escapc nationalit〉 Ъ thc latcr chap―

tcrs insist that cncOunters with othcrncss can bc transiguring,particularly

if unplanned Or violent.Forster cmphasiscs the inost tcrriblc costs suburban

Englishncss cxacts th■ ough thc nOvcl's tragic climax. Lilia's sistcr― in la、ゃЪ

Harrict Hcrriton,pcrhaps Forster's crucllest and most hilariOus caricature

Of suburban Englishncss,kidnaps Lilia's and GinO's son;latcち in a carriage

crash,thc baby is killcd.Forstcr's rendering of IIarrict as an English har―

ridan presents his critiquc of English nOrmality at its lllost halish:althOugh

she bears prinlary culpability for thc dcath,shc denies any guilt, return―

ing quickly tO hcr`01d sclf'(リ クЪ4F■ p. 143)・  SOme Suburban Englanders

are inllnune to any typc of shock trcatinent,but Harriet's nlorc scnsitivc and

artistic brotheち Philip,reacts diffcrentltt clari"ing Forstcr's scnsc that vi01cnt

contact vvith difference can shake some suburbanitcs otlt Of cOnaplacency.

Philip's education advanccs th■ ough a serics Ofiolting Cvcnts:Lilia's dcath;

thc kidnapping;thc carriage accident that kllls thc infant and brcaks Philip's

arm;thc chmactic struggle betwccn Philip and Gino(in WhiCh CarOlinc

Abbott savcs both mcn frOm further tragedy);and,lnalltt Miss AbbOtt's

rcvclation that she 10vcs nOt Philip(as he hOpes),but GinO.Cumulativclb

thcsc shOcks`transngure'Philip's perceptions of the nOvcl's tragic cvcnts,

Car01ine,and himsclf,revcaling thcir bcauty and wonder(l1/AF■ p.147)・

In rc、varding Philip,Forstcr invitcs rcaders tO cOnsider hiin a bcttclち hcalthicr

Englishman,tOuched by lifc and 10vc.Philip's transiguration rengurcs pOp―

ular cOnstructions of Englishncss,which idealiscd conventional masculinity

and identitted the English with thc masculinc.6 By prOmoting Philip,scnsitivc,

artistic,ilnaginative,as an idcal Englishman,Forstcr rcsists the Englishness

that idealises lnasculine insensitivity and aggrcssion.This ncw paradigm of

English nlanh00d emphasises thc disscnting aspccts of Forster's ane80rics Of

Englishncss.

Philip's translguration alsO has inlportant ilnplicatiOns fOr Forster's

Edwardian rcadcrs. 1′ ikc his English cllaractcrs, Forstcr's English readcrs

SO

l(11・・1(・ l.l11111111111.lntl

,ぃ 1(| |()卜 (. 、1lo(|く てヽ(l ol1l ol lhc co:1)|)|:lccilCiCS tlll(l ri3iditics()f(nati011(11)

t il.l::1(1(｀「
'|lli、
1lwarcllcss CXPltlills a rcctlrrcnt motif in F()rstcr'sw()rk that

tlい 1:卜 |(｀ cヽritics:『1lc tincxPcctCd()ccurrcncc of vi01cnce and death.Forster

ll.(｀ 1ヽ11に
｀ヽ
Ct()く )IS OF nlclodrama and unexpectcdly shifts gcneric gcars,sヽ vcrv―

11り ll｀ に`t wccl〕 C011lCdy,rol■■ancc,and tragcdy;to lllaxilnisc the likelihood of

11.|llヽ 10「 1111113 rcadCrs. Idcallyn such formal shocks vvill shake thcn■ into a

111(,|に h`t111lblc and hul■ ane Englishncss. Wらθγι Ar7g`′ s Fι′″ιοルθαJ thus

l11(｀
にヽ`1ltS cl thCrapcutic parablc about the condition of Englishncss,diagnos―

1111t t1 11lalady of nationality and offering its ll10St rcspOnsivc charactcrs and

l(11(lCrS possible curcs:cncountcrs― soll■etiines shocking一 Mパ th diffcrcncc.

:F蹴鸞lT亀憮:露:官贅棚漱:l脳壻竃
amttil胤

I

I‖1:聾l翼捲l:薦:nilli驚諄lllTttξ、if照|よ出瀾I

‖I曇酔勘撥‖鐵聯構‖踊
「rOm thc csscnce ofthcir nation:thc beautics and truths of naturc,stin alive,

II掛:i勇善難蔓:婁詩継露1壼構∬揮

ratcs Forstcr's anti impcrialislll:in his English novels,thc heart of darkness

lics notin Africa or lndia,butathome,、vherc a battlcis bcing fought bctwccn

Old England一 thc countr"feudal social organisation,traditional valucs―
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(1,01ldOn tlppcars Only briely, as the dark `heal・ [ OF tl〕 c ll10dcrn vvOI・ |(l'

(LJ, p.246), anticipating FOrster's damning representation in H(,`″ ′″
`たE77ご。)

Tあθ Lοπgθ s″ Jo%γ″り at Arstseems a modern 3グ 〃″κttγο
“

″″,1lkc JOycC'S
A Pο″z″′OFルθス″′グs,αs α Y02″g Mα″Or Lawrcnce's SO″sαπグ」_Oνικ,that
records the 10urney Of its prOtagonist,thc Forster― likc,Rickie Ell10t,as llc

travels fron■ thc safcty and happiness Of Cambridge,thrOugh thc dcgrada―

tiOn and lniscry of Sa、 vstOn,to rcconciliation and rehabilitatiOn in Wiltshirc.

T,pifying a tcndcncy in Forster's English nOvels tO naturalise character tO

place, Rickict educatiOn is affectcd in each 10catiOn by its quintessential

計II鼻i彗露 alttl11批 ∫!:繋 I犠 盟 膜 黒 [:1甲 匙 lttli適 J
convcntiOnal sch001lnastcr Hcrbert Pcmbrokc and his dOnlinecring sister

Agncs(WhOm Rickie will misguidedly wed after the untimcly death Of her

nanc6,thc athlctic bully Gerald Dawcs);and,in Wiltshire,the cOarsc but

vital natural phi10sOpher Stcphen wOnhanl,10vc child Of an affair bct、 veen
Rickic's suburban mOther and thc wlltshire farmer Robcrt.Forstcr leads

露:籠:輛 I111=Mttl聟 [∬ 星穐 |ユFl窺 ::翼聯 l憲量 l灘摯
trysidc.But Forster unexpcctcdly dcrails the Bグ ′ノクκgsrO″7zα″: aftcr Rickie
resignedly drags the drunkcn Stcphen Off thc tracks Onc night,hc is run
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Critics cOnccntrate on Rickie's pcrsonaliOurnCL espccially his b100dy lltc,

interpreting thc nOvei nnally as a sadO-lnasochistic,InOck-3′ ′グ24gsγο″zακ
which punishes its Forster-1lkc prOtagonist fOr his failings.7 Less attentiOn is

paidtO hOw TあθLο″gθ s′ュ〕rrr"θγ wOrkS as a cOnditiOn― Of‐ England nOvcllikc
Hο″α/Js Eπど,a natiOnal allcgOry of cOnnict,reconciliatiOn,and regcnera―
tiOn.T7Jι Lο″g`sιメοz″πιγ diagnOscs a national sickness in inOdcrn England,

譜I驚∬IIふ撃庸nl城蝋:l魁犠憚蹴T」l∬撫鮮
crhood,hOnest labOutt and natural inOrality that charactcrise thc yeOman

culturc Of wiltshirc.Thcse ideals distinguish Wiltshirc's native inhabitants:

Mrs ElliOt's10ver Farlller Robert;their illegitilnate son Stcphen;and,in the

inal chaptct stephcn's wife and young daughte■ Enablcd by Stcphen's real―
isatiOn Of falllilial responsibilities in rcspOnse to Rickieヽ dcath― in this cOn_

驚∴[,1潔針肌I蜜翼]:li胤駆Fね [盤肥腸尿慨
、vill rcpcat),embodying the hOpe fOr a better future that Stcphen intuits in
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:|,(.:l()vt・ |'ヽ clo、 111=|):l卜(.S:t'「 h0113h1lc cOtil(l nOI Phrを lsc it,hc l)clicvcd thtlt hc

lll::(l(.(l th(.「 tlturc O「 01‖
‐
rをlcc,and that,ccnttlry aFtcr ccnturン Ъ his th()ughts

111(|1liド |)as、 ions、v()tild trilinlph in Englalld'(IIJ,p.289)。 Stephen's fantas―

l ll (ヽ.‖―
l):・
く)iCCti()1l as guide Of`our'futurc suggcsts that Forstcr's allegorics

.11()t!|(1 1)c undcrstOod as national inyths that interrOgate and arraign thc

!llitl(‖ c―class suburban status quo,daring rcadcrs to embrace thcir idcals of

llH:lliSlll,1)rOtherh00d,and reconciliation.

l:l his i927 Clark Lccturcs,Forstcr hmously dismissed Georgc Ⅳleredith

l()「 111(lkillg`the honlc counties pos[C]as the universc'(24N,p.63),Casting

hill〕 sclf as thc less provincial,mOrc cOsmop01itan writc■ But thc inythical

(｀ 11(ling Of T77ι  L077gι s′ Jοク′″θν COnflrms that Forstcr's works participate

!:l thc period idcalisation Of the rural sOuth.AlthOugh Forster's narratives

(|く 1ヽ1lonstrate that the Hollnc Counties do not constitutc thc universe― his

t口 liverse also includes LondOn,its suburbs,Italy9 Grcccc,Egypt,and lndia―

lhcy nOncthelcss 10cate an authentic England and an ideal Englishness thcrc.

「 o「stcr's England Overtly criticiscs thc relcnticss spread of urban inodernity

l11lt within thc brOader context of Ed、 vardian socicty and politics,Forstcr's

i(lcalisatiOn of rural life and the countrysidc scrves ccrtain intcrcsts of thc

1110dcrn British state,cspccially its cffort to iusti"imperial cxpansion by

`ヽ
[1・ctching the short,tight skin Of thc nation Over the gigantic body of the

t・ :1lpirC'.8

Fantasies of national rcconciliatiOn

iF Forster's English novcls narrate the passing of rural England in thc facc Of

rclentless suburbanisatiOn and urbanisation,they also rcsist that prOcess,as
′
fttι Lο″gθsιノοクγ″θy Suggests,through plots that cOnstruct an ideal England

l)y connecting disparate English types and litcrary lnodcs and genres:colll―

cdy and tragcdb rOmance and satire,and,cspcciallb realisnl and fantasI A

considcration Of fantasy in Forster's ActiOn clarines thc importancc of this

fOrmal hybridity for thc allcgOrical prolect of thC English nOvels.Narratives

of Forstcr's career typicaHy begin with a consideration of his shOrt stories

and thc place offantasy in his οιzνγι.'In these accounts,the storics play two

r01cs:as prototypes for thc later work,which anticipatc the thcmcs,charac―

ters,and methods Of thc nOvels;as offspring of Forstcr's iuVCnilc nirtation

、vith an antiquatcd litcrary mode the nOvcls thankfully outgrow、 L Forstcr's

early fOrays intO fantasy continue to resonate,as、 vc'vc seen,in his later

、vOrks.But fantasy is ncithcr incidental to the novels,nor an aesthctic cul― dc―

sac thcy lcavc bchind.Forster's coniunctiOn Ofrcalislll alld fantasyis essential

tO his allcgOrical proleCt,especially its diagnOsis and trcatinent of an ailing

nation and nationalit■
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tiscs thc l)1・ 01)lclll()F「 tl1ltasy tllld Pr01csts thc l11()(lt'「 l1 1(ヽ ‖(|(.1lcy to l)、 yChOI―

ogisc alld Pathologisc it. Fostcr's Pl・ Otagollist,(〕 tllltal)「 i3ian ll:lrold,o ll を1

prcnuptialtrip tO Grcece with his s00n― tO― bc in― la、vs,thc Pcaslnkcs(「 01・ StCl・ 'ヽ

carlicst satirical takc on thc English family),aWakcns tl・ Om a cat nap asidc

his lanc6c,Mildrcd,tO thc rcalisatiOn that hc livcd a prcvious lifc as an

ancient Greek,whO```10ved very diftercntly"'(LC,p.25).Initially drawn tO

HarOld's storЬ  Ⅳllldred embraccs it as proof of 10ve's transcendent po、 vell

But when shc asscrts that she t00 has lived before and is```remembclring"',

Harold calmly but irmly discounts her claim(LC,p.26).OverWhelmed

by thc unspokcn implications of this pagan past,Ⅳ llldred rccoils.Like her

respectablc father Sir Edwin,、 vho will t01erate```no queerncss in a son― in―

law!'''(LC,p.19),she reieCtS Harold and his fantasb path010gising her

nanc6 and reintcrpreting his stOry as the hallucination of a nlad rnan.From

a conventional English pcrspcctivc,as rcductivc and sma11-lnindcd as thc

name Pcaslakc implics,HarOld's cOnviction that his fantasy is tcal cOnvicts

hill1 0f rnental ilincss.

Ⅳlodern life,like mOdcrn rcalislln,acccpts ncithcr、 vhat it disnlisscs as

thc dclusional cxperienccs of Harold nOr the vindicatiOn of fantasy that

cOncludcs `AlbcrgO Empcdoclc'. Contcmplating Harold's institutionalisa―

tion,Forstcr's narratoち Harold's best ll・ icnd TOmm"rises to thc dcfcncc.

COnsistcnt、 vith his asscrtion on thc opcning pagc that Harold is`thc lllan I

love mostin the world'(LC,p.Io),Tommy asserts denantly:

1 6rnlly believe that hc has becn a Grcek― nay.that he is a Greck,dra、 vn by

recollcction back lllto his prcvious lifc...And if l cOuld 10ok at thc matter

dispassionatcly― which l cannOt― I should Only reioiCe ctt M/hat has happencd.

For the grcatcr has rcplaccd thc lcss,and he is living the lifc hc kncw tO bc

grcatcr than the life lle lived with us. And l alsO bclieve that if things had

happened other、 visc hc n■ ight be living that grcater lifc amOng us

(LC,p.35)

CJivcn thc h01■ OcrOtiC implications of TOnlmy'slovc fOr HarOld and Forstcr's

iater dccision nOt to rcpublish thc stOry until aftcr his dcath,thcsc vvOrds can

bc rcad as a passiOnatc一 though rcpresscd一 plca fOr tOlcrancc Of hOmO―

scxuality.Ⅳ 10re importantly fOr us,TtDllliny not only bclicvcs Harold,but

alsO cntcrtains his O、 vn fantas乃 、vhiCh illunlinatcs thc gcnfe's signincancc in

Forsterヽ 、vork more gencraHI In TOlllllly's dreanl,`if things had happcncd

Othcr、visc',thc life Har01d livcs in his inind,、 vOuld comc alivc`amOng us'.

This fantasy of a`greater life'Of neO― pagan,hOn■ Osocial friendship alivc in

thc rnodern world has critical force,despite its opposition to`reality'and

realislll,bCCause thc stOry's arraignment ofthe Pcaslakes and thc rniddle― class
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11, I:':(|ヽ・「、1llll(l l Lll・ ()|(|(111(l lt)11lnly's falltasics ncithcl「
 as thC dClusions of

tlt l((livく cヽh:l「 :lctCl‐ nヽol‐ as dcviations of a dcfectivc narrative,but as acs―

山哺t poⅥてattmsЮWttdanewcOnx!Fillahngy on thc h面
6 and

in l11(ヽ ()l(lrl( 1,cctu rcs, Fol,stCr rum

l)()｀
Vく
｀
「` ()「 fantasy:

‖‖樵鱗操1離基撫1駆鮮l麟1
、t11)icct lllattcr― likc a side― sho、v in an cxhibition、

/here yOu pay sIXpcllcc as

゛ヾcn tls thc original entrance fec.Sonle readcrs pay wit1l delight,it is only for

thc side― sho、vs that they cntCrcd thc cxhibition,tlnd it is only to thcnl l can

atldrcss lnyself■ o、v Others rcfusc、vith indignation,and thCSc have our sinccrc

rC8ardS,fOr to dislikc the fantastic in litcraturc is not to diSlikc litcrature.It docs

1lot CVCll il■ lply poverty of in■ agincltion,only a disinclination to nlCCt cCrta111

(AN,pp.75~6)
(lcinallds that arc inade on it.

11lisPassageisirnportantinpartbCCauscitexplains、
vhy readers have trouble

witll thc English nOvcls'closing turns tO pastoral fantasI In thc passagc's

II青l:ifよQttllTlttnllWil寛

聯
liilll][ilillI罫

:量110VCIS'Critiquc of the condition of I

1lorstcr bclicvcs more iS at stakc in t

ti n■ atter of litCrary taste.Forstcrian fantasy may appcar a`Sidc―
show'to

rcaders、vhO prefer rcaliSlll's vcriSilllilitudc and soCial―
political critiquc,but

it nonethcless indicates and indicts,as Tonll■
ly's protcst irnphes,the hcart of

cln ailing nation.

Forster's English novcls dare readcrs to pay the pricc and asscnt to their

fantasies of national rcconciliation not Only becausc thCy offer imaginary

寵 鷺 ∬ lttttti∬ ぷ τ
携 彙 1籍墨 Ij構 謙

tOlcrant,and passionate lives.Hο 多クα

ratc fantasy of national rcconciliation.The novel cnds、
vith thc inhcritancc

ll∫ il‖ ii:li革 お 1亜 1慰

i:lれ :首1麗 itil」 鮮 !堪 Ⅲ :二I竃 li

輌面鴫attW mdOち m∝emo鴫え網渕 鳳輩電111撫 l:蹴
:

crnising and rcpressive England thc novel diagnOsCS.This imagined nation,

晰 :品富 鮒 f鳳∬ 贈 :甫 Lil昴 驚 llfttF胴 1露 ∬
君F:

rchabilitatcd,neo― fcudal Englishncss.
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sioll,thc 110vcl htls lllldcrstalldably pl・ ovokc(lth(,11lo、 tヽ 11ヽ 1:lillc(l:111(l criticを 11

discussiOn of Forster's Engiand.1.css attcntioll htls l)ccll ptlid to h()、 v thc

Schlcgci sistcrs' Crcrman lincagc impacts the nOvcl's halldlil13()F En31alld

and Englishness.Obeying a hercditarian logic,Forster imbucs thc Schicgcl

sistcrs、 vith an imaginative idealislll identincd as`German'and dcrivcd frolll

their expatriatc fathcr Ⅳlr Schlegel appcars in the tcxt as a romantic idcal―

ist Gcrman incompatiblc、 vith thc inilitaristic,rnaterialist,and cxpansionist

Germany of Edwardian popularliteraturc.]° Thus,dcspite thcir AuntJulCy's

approving clailn that she regards hcr nicccs as `English tO thc backbOne'

(HE,p. 5),the SChlCgcl sisters are`to the backbOne'neithef English nOr

German.

In light Of the novcl's pastOral― idealist conclusion,Forstcr's rendcring of

the Schlcgel sistcrs as 2ヽ ng10-Gcrman hybrids evOkcs a cOnll■ on Edwardian
conccrn aboutthc ntness ofthc English`race'and illul■ linates Hο ″αγJs E″グ's

trcatlllcnt for an ailing nation.Forster's nctive therapy cntails not Only the

intcrnlingling of diffcrent English types and bloOdlines,asin T/Jθ Lο″gιsι

Jοクγηιγ, but also thc lllixing of English and Gcrman bloods. MOtivatcd
by silnilar cOnccrns about Englalnd's cOnditiOn during thc 186os,Ⅳ Iatthc、 v

Arnold,in wOrks like Crrル タγ
`α
πごAηαγιあγ(■ 869)and`ThC Litcrary ln■ u―

cncc of Acadenlies'(1875), had urgcd thc uniinaginativc and prOvincial

English t0 100k tO the Grecks and Frcnch. But Forster's implicatiOn that

Engiand's ils can bc curcd in part through infusiOns Of German blood is

more racialist than ArnOld's cultural intcrnatiOnalisnl,and,in thc incrcas―

ingly anti― Gcrman atinosphcre Of prc、 var England,rnOre provocativc p01iti―

cally.Thc litcralising 10gic that underwritcs Forstcr's ne、v English falnilics―

in、vhich the reconciliatiOn offactiOns ofEnglish sOcicty rcquircs thel■ lingling

Of thcir b10odlines― shOws Forstcr partaking Of Ed、 vardian hcreditarianisnl,

but in uncOnventional ways. Early― century racialists dcfensively idcaliscd

the purc― blood Englishman, cxposing conccrns that fOreign b10od nlight

weakcn Or Overwhcllll Englishncss.I・  In contrast,Forstcr idcalises lllixed―

blood Englishncss and fOreign intcrlllixture,Inaking thcm integral parts Of

his ictiOnal treatincnt for thc natiOn's disease.Evoking thc biO10gistic and

racialist tcrl■ ls of Edwardian scicnce,Forster literalises Arn01d's idea1 0f cul―

tural intcrnatiOnalislll,as if to inakc his idca1 0f natiOnal rccOnciliatiOn lnOre

sOlid,substantivc,rcal.

JuSt aS T/Jι Lο″gιs′ Jo″γ/7`ν and Hο″ ″́∂sE″ノ丘nd closure in ictiOnal

fanlilics that connect disparatc national typcs,classes,and b100ds,el■ abody―

ing Forsterゝ fantasyofnatiOnalrecOnciliatiOnandrciuVenation,thcy conncct

disparate literary genres― rcalislll and fantasゝ cOmCdy and tragcdl satire
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1、
()l it ill

l"い |`.(1.`「 11(・ li:181ish n()vcls' tcll(lCilcy t()11113ratc Fi‐
()nl l‐ ctlliヽ 111 1く )l):1ヽ l()1:11

1,!‖ :1、 y,、vhic11[「 ()l11)lcs s()11lC rctldcrs as all.lcSthCtic ancl Politic:ll「
(lili:lll,1:

tirvitllioll「 :・ ()nl ・trtlth' tlnd Political analysis, dcnl()1lstratcs For、 [(:「 's c():l

、l、 lio1ls thをlt fantasy can function as an illStrumcllt()f Culttlrそ 11 crili(1lI(ヽ、

.111(|, 11lost inlportant,that thc mingling of litcrary gcnrcs cllacts t、
cヽ 111(ヽ li

(.1‖ y thc Political ideal of national rcconciliation.Undcrstandil18 11():・
、1(｀「'ヽ

ll(nt'ric fuslon and its mythic ambitions not as acsthetic faults,but as fく
)1・ 111:11

■`l:ltC3iCs csscntial to his allcgorical trcatlnent of England and Englishilt,、
、

tl:lrilics the stakcs of his particulaち  peculiar style and its rclatioll、
 1()

.ヽ1‖ OniCai nlodernism.For Forstcr's English novcls anticipate thc nlodcl・
1li、 1

1卜
・:lCric hybridity and`mythic rnethod'that achieve their rnOst claboratc tlll(|

I`X｀
Ctacular rcalisation in Eliot'sTみθ Wbs′θ Lα″グand JoycC'SU″ SS`S・

Querying national allcgory

l「

′
′力
`Lo77gι

s′ JOrrγπθy and Hο″α/Js E″∂arc animatcd by a dcsirc t()rcalistヽ

ll Fantasy of national rcconciliation,Forstcr's ncxt English nOvel,the post1lt!

1110LISly published,homoscxual romancc,ル fククγ′ιθ,interrOgates that inl:l‖

|口 cd England、 vith its fantasy of class― crossing gay loVC,a fantasy that li:1:l‖
y

「Ctluircs thc social excolllinunication of Forstcr'stヽ
vo lovers,N/1auricc l ltl‖

and Alec Scuddc■ Like T/7ι Lο″gθs′ ル″γηθγ and Hο″′γ″s Eπ J,A4′′′″
'(■

'

c01lCludeS、vith thc formation of a ncw English fanlily.unconvcntionalを
1:1(|

i‖ cgitirnatc,connCCting differcnt English types,social pOsitions,and natio■
■|

locations.Thc novel's pcnultiinatc chaptcr binds the bourgeois suburballitに
'

1■ a‖ to thc gamekeepcr Scudderin a unlon oflasting lovc.Forstcr's`｀ trnlill:11

Notc'(■ 96o)callS this`happy ending'(M,p.215)impcrative becausc it
rcalizcs in iction thc homOsexual union Edwardian la、 vs and mores nla(|(ヽ

irnpossiblc. Forster's fantasy of gay lovc provides Hall and Scuddcr :l

hOmc together in England's`green、 vood',`for thc cvcr and evcr that ictio:1

al10、vs'(M,pp.219,216).But M´ Jrrノιι is crucial in our context not 01lly

becausc it sustains「 orster's idcalisation of rural England and elaboratcs hi、

critiquc of English inasculinity.It also intcrrogatcs thc fantasics of nationt、
|

rcconciliation his Ellglish novcls rcndcち cmphasising the doubts and alnll)i―

valenccs that arc as Charactcristic of Forstcr's reprcscntations of Engla11(|

as the patriotic dcsirc to locatc an csSCntial nation and rcdress an ailil18

nationalitァ

By situating Hall and Scudder's rcfugc in England's cmbattlcd grcenv′
()()(|,

Forstcr again afArms rural England over suburbia,urbanislll,and lnodcl‐
1lity:
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(M,p_207)

This vOcabulary of。、vnership、 vOrks to authorisc Hall and ScL】
d(lcr's ll.ltllrtllh師島vc andゎ conn∝ t■ЮrudEnJandttl』
視F:酬lytl‖:l∬鵠i∬鳳l」1‖選11撫:耀珈s町宙℃mdm… d釦←lcss spread.on tllc evidcncc of九

ィα//″ノιθ,indced,thc nctive thcrapy FOrsterヽ
eclrlier nOvcls prcscribc secms tO have failcd to curc mOdcrn Engialldゝ

ilis.Ma″′たθ、natiOn Of ttill10rOus nlilliOns'rcmalns as lnllllunc as Harrict

HYit°

l:L::tliril:illlli:i倶 [itiitrr:ほιi111::LriesrcfuscHali
and scuddcrt rcfugc Of pastoral ttntasy and intcnsitt the pcssimistic impli

catiOns lurking ill Ma1/″ グιθ's cOnclusiOn.111`Arthtlr snatchf。
ld'(writtcn in1928),a bricf and satisfying sexual cncOunter bctwccn thc 01det urban busi―

∬淵 ijlttaF斃 ふ 祐 ∫∫1庶 twittml畔 襴 ≧鍔 可fate con、vay_1lkc Hall and scuddcr_narrO、
vly avOids. And in Onc of

FOrstcr's last ictiOns,`Thc Othcr Boat'(Writtcn arOund 1957-8),a racc―

crossing,hOmOsexual10vc affair cnds tragically as thc rcsuit nOt ofintOlerant

authOritics,but Of a young gay Englishlllan's intcrnalisatiOn Of the English

antipathy tO hon■Osexualitァ Thc shipboard affair betwccll thc yOung English
o“c%Lond March,attll翼

苫i宙槻蝋詭農脱;ょ11軍:::lL:憶麟:概号蝋T糧∬古ЮЫ掟ほ鰤"副ガard M満Ю ttηnJd■ s10ver and thrOw hilmscif Ovcrboard.Tbgcthcら
`Arthur snatchf。 ld'and`TheCttrB∞間.釘Юtttlif猟

視盤期胤糊宵北11精精
novels,exposing dOubtst

gorics.(Both storics arc in f´
c,pp.97-I12 and 166-97 rcspcctivcly.)

Dcspitc thcir pclstOral-ldealistic conclusiOns, thcir fantasics Of national

recOnciliatiOn,FOrstert English nOvcis arc riddled vvith anxicth violcnce,

酬毅
tl:llcm』ζ;lslII茸 1露::!tirよiti硫謄i准l:1ly誕 :
詳肝::蓮l:I:浩r驚鷹変1窯窯Tt
all11)itiOus working mcn_a ll■

Ong、vhOm LcOnard
of mOdcrn writcrs'convict10n,dcrived■

Om thcir

Wttyt:主 :鮮 ll:w:蹴1鷺耀糊tCttTttiⅢ鮒
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lヽ ′,|)|, 1、イ|ド )l lliヽ Vi(,w cl:l「 iliく 、ヽwlly lk)r、 1(ヽ「
｀
、11:131i、 h nOvcl、 P:lに 1(|()｀ i

,,||、 ,(.,1ヽ 1111(ヽ :(て ()llCill(lli()11、 11lcy rclldcn l)ca l11,disc()111lCCti()11,and「 liltl「c

tii l,(()‖‖:10H il)thc:‖ l tlS lll:l rl‐ iagc,collnccti()n,alld succcss.S()、 vll‖ cT/7θ

′1,″ 11`..、 / ル
'′

′′″で'γ p「Onl()tcs thC W()nhan■ fanlily as a paradign■ for tl reha―

11,|11,11(.(Hl11ド |:l:ld,thc narradvc iourney tOWard that nation is littcred with

lltt l ll・ 111(|li3ι 11‐:ltiVc corpscs:Gcrald Dawcs,Rickic's public― school ncmesis

‖ぃ|ハ
l1ll(ヽ
S PCllll)「 o!く c's filst ianc6,dics of a brolく en back suffcred in a football

lぃ 11、 h:|(licll:lftCr thc nlarriage of Rickic and Agncs turns souら thcir nc、 v―

|lt)|!1(ltltlド hrcll、 vcak and lame likc her fathctt dies afteria brief illness;soon

i11(1 111cir daughter's dcath,Rたkた and Agncs's mar面 att brcaks apart and,

|口 111( :10vCl'S Closing pages,Rickic hilllsclf is killcd by thc train frOnl、 vhich

11( 、ヽll vて Sヽ hiS half brothct Sinlilarlヌ whilc Hο″′γノsE/7ご Optinlistica‖ y pOsi―

llllい ルヽ11lrgaret and her ncphe、 v as England's true inhcritOrs,the nOvellcavcs

‖.,()VVII CaSualtics:thc frccdoHl of Charlcs｀ 工/ilcOx,incarccrated for accidcn―

l.|‖ y killing Bast;the ambition and willpo、 ver of Henry Wilcox,dcvastated

hv lli、 sOn's incarceration;and,Inost signincant,the lives of Mrs Nダ ilcox,

、vllo、 c sOiOurn in London drains hcrlifc awab and Bast,whosc、 vcak hcart

l.|||、 tinder Charlcs's onslaugllt and the bookshclf hc grabs hold of as Charles

.、 1!ikcs hiln.In this light,thc ending of Mz7zγノ
`θ
,despite bcing rclatively frcc

()l figurativc or literal cOrpses,appears lcss`happy'than Folistcr's`Terlllinal

N()tc'inSiSts.Thc uniOn of IIan and scuddcr rcquires,aftcr all,their tOtal

withdrawal frOnl English socicty

Forstcr's p10ts strugglc to conStruct a freeち mOrc natural,and healthicr

iinglishncss and prcscrvc a nlystical rural England frOm modernity's relcnt―

lcss cxpanslon. But thc recurrencc of failure, violencc, and dcath raiscs

scrious qucstions about the pricc and cficacy of Forstcr's rcforlllist fan―

tasics. ParadoxicaHシ Ъ Forstcr aggravates the problenl, exerting as much

narrative cffort interrogating thc English nOvels'fantastic endings as dcfen―

ding thcn■ :

Ho、vards End,Oniton,thc Purbcck downs,the(Ddcrbcrgc,were all survivals,

and the lncltilng― pot、vas bcing prcparcd for thcm.Logically,thcy had nO right

to be alivc.One's hope、 vas in thc weakncss oflogic...

`Bccause a thing is going strong now. it nccd not go strong for evel.'

[ルlargareti said.`This craze負 )r inotion has only sct in during the last hun―

drcd years. It may be followed by a civilizcltion that wOn't bc a movcincnt,

becausc it will rest On thc carth.All the signs arc against it now,but l can't

help hoping,and very carly in the ll10rning in thc garden l fccl that our housc

is the futurc as v/c‖ as thc past.' (HE,p.337)

Margarct Schlcgcl argues idealisticaHy against modern civilisation's rclent―

lcss,colonising logic.But Forstcr refuses to denb`all the signs are against
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まには、真剣さだの悲 しさだの真実だのといったものを

ひっくり返すものがあってもいい。それが文学の度量の広

さでもある。

ワイルドの実人生は最後まで軽やかというわけにはいか

なかった。一時は当代きってのセレブにまで上り詰めたワ

イルドだが、同性愛の嫌疑で投獄されてからは凋落の一途

をたどる。財産を失い、放浪の果てに病死。さっそうとスー

ツの胸に薔薇の花を飾っていたかつての“セレブ"は、変わ

り呆てた姿となっていた。それをLife lmitates Art.と と

らえるかどうかは、読者におまかせということになるだろ

うか。

注

1 出典は『頭でつかちさんの教育のための金言』

“

ルω

l`滅鶴力″滋ιI餐′物
`″

♭πび物ιの期 ″%“ιιグ[1"41,p5700

2 F司 _L, p570.

3 777ι DιιのグリJ雰,p.228

4 同■_, p218.
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読んだふりの構造

ジョージ・オーウエル『一九八四年』



2009年 7月 にジョージ。オーウェル『一九八四年』の新訳が

早川書房より刊行されました。村上春樹の『lQ84』 が出てから

ちようど二ヶ月ほどたつた頃で、確か偶然ではなかったと聞い

てますが、『lQ84』 の愛読者にとっては嬉しいニュースだった

でしょう。

『一九八四年』は 1984年には日本でもとても話題になったも

のですが、英国でももちろんよく知られた作品です。ただ、こ

の「有名さ」にはちょっといわくがあります。翻訳に付された

「訳者あとがき」(高橋和久)に よると、『一九八四年』の原著は

「読んでいないのに、見栄によるのか礼儀によるのか、読んだふ

りをしてしまう」人がたいへん多い本とのことで、英国では何

と「読んだふり本」なるランキングで堂々第一位にも輝いたこ

とがあるそうです。1983年から84年にかけて、この本はベス

トセラーリストのトップを走っていたそうですから、飛ぶよう

に売れた原著の多くはほとんど開かれぬまま本棚に眠つている

ということになります。

もちろん、読まれないまま眠るというのはベストセラ=にあ

りがちな現象ですが、これだけ有名でなおかつ読まれず、皆が

こぞつて「読んだふり」をして済ますという本も珍しいかもし

れません。そもそも本が売れる背景には微妙な市場のメカニズ

ムがからんでいるわけですが、買わせておいてしかも読ませな

いためには、そこにさらなるひねりが必要となります。ひょっ

とするとこれは、『一九八四年』にとっては勲章ですらあるのか

もしれません。

この章では『一九八四年』がこれだけよく知られた作品なの

に、いったいなぜ読まれないのか、そこにはどのような仕掛け
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力ヽ隠されているのかといつた問
いを中心にすえてみたいと思い

|す。この問題から出発することで、
「読んだふり」をさせがち

イド(11品ならではの文章の特色が見えてく
るとともに、そもそも

どにとは何か、文章を通して得られ
る知とは何かといつたこと

にも考えを進められると思つています。

あなたは本当に読んだのか ?

何と言つても気になるのは、なぜ人
が読んだふりをするのか

ということですo「読んだふり本」の一位
に輝くためには、読者

の努力だけではなく、作品の協力も欠
かせない。つまり、作品

の倶1に も読んだふりをさせるような、読
んだふりを誘うような

fL掛けがあるはずなのです。

この問いに対する、ひとつの答えは
こうです。その仕掛けは

きっと、“読む前からまるで読んだよう
な気になる"と いう気分

と関係するのではないか。読む前から読了
感がある。変です。

ご飯を食べる前から満腹感があるの
と同じ。食事であれば、食

べたかどうかを確かめるのに胃の中身をチ
ェックすればいい。

本の場合はどうでしようo読書というのは独特
の体験で、何を

もって「読んだ」と認定するかは難し
いところです。ただ、ひ

とつの試金石となるのは、読んで何か新
しい情報を得たかどう

かという点かもしれません。たとえ小説
であつても、これはあ

てはまります。学校の試験などで課題図書
をほんとうに読んだ

かどうかを確かめるために、作品の細部
について質問を出すな

どということはよく行われます。

『一九八四年』という小説は、どうも
この点で「ずる」を誘発

する仕掛けがありそうに思えます。
というのも、この小説はあ
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まりに要約可能なのです。タィ トルからして内容をそのまま表
している。ォーゥェルはこの作品を 1948年に執筆し、翌 1949
年に出版してぃます。この作品の設定されてぃる時代が、執筆
年である 48年をひっくり返 した 84年だとぃぅのもよく知られ
た事実です。

48を ひっくり返して 84-― この「ひっくり返す」とぃぅ行
為に注目してみましょぅ。反転の身振りには、まずは“この世
界とは違う別の世界"と か“仮想現実"と いうニュァンスがこめ
られます。同時に、“今ではない時代"と しての未来という含み
もあるでしょぅ。いずれにしても、この小説に書かれている世
界が、作家のどんな意識の産物なのかがはじめから明らかなの
です。転覆させたぃ。反転させたぃ。現実にあるものを踏み台
にした止で、それを転倒させたぃ。私たちはこぅした操作をパ
ロディとか、ァィロニーとか、諷刺という言葉で受け取るのに

慣れています。こぅした操作は現実を批判 したり否定したりす
るのに使われ、そぅぃぅ意味ではたぃへん先鋭でラディカルな
ものです。でも、出発点はあくまで私たちの見知ってぃる現実
です。それを反転させるにすぎない。とぃぅことはその限界も
はつきりしてきます。1

諷刺にしてもアィロニーにしてもパロディにしても、大前提
となるのは、読者と作品とが現実なり常識なりを共有 している
ということでしょぅ。それがなければそもそも反転もかなわな
い。諷刺は英文学の歴史の中でももっとも強力な流れのひとつ

で、英文学に特徴的なもの、いかにも“英文学的なもの"と も言
えますが、諷刺がとりわけ流行したのは理性と秩序への志向が

強くなった 17世紀から 18世紀にかけての時代です。っまり、
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劇り古Lと 革命の時代の後、王政復古をへて、枠組みを共有 しよう

1す る態度が、読者の側でも書き手の側でも強 くなった時代。

イういう中でこそ、諷刺が有効な装置として重宝されたわけで

`l,,

|一九八四年』は、諷刺という言葉から連想されるような笑い

″)髪素は少ないのですが、諷刺的な作品によく見られる“前提

jk有 "の意識はとても強いと言えます。たとえば作品中の重要

な存在であるビッグ・ブラザーが、スターリンもしくはそれに

rllす る独裁者を指しているらしいと読者が理解することは必要

でしょうし、テレビとか、盗聴器とか、洗脳など、1948年とい

う時代ならではの“新兵器"も さまざまな箇所で上手に利用され

ています。原爆や全体主義の恐怖など、当時話題になっていた

トピックも頻出する。このような作品世界は、ゼロから築きあ

げられるというより、すでにある情報に依存する形で、その“改

編"と して成立するという印象があります。すでに流通してい

る観念が先行 し、それを共有することが前提とされた上で、そ

の枠組みの中で作品が組み立てられるのです。

要約と了解

このような状況は、文章という視点から見ると、どうでしよ

う。たとえば次の一節は、こうした観念先行的な『一九八四年』

の作品世界を代表する箇所だと言えるでしよう。

From where lVinston stood

picked out on its White tce

s10gans of the Party:

it was just possible to read,

h elegant le崚血嘔 d■e three



WAR IS PEACE
WEDOM IS SLAVERY
IGNORANCE IS STRENGⅢ (6)

ウィンストンが立っているところからかろうじて読めるのは、白い壁面

に品のいい字体で刻まれた党の三つのスローガンだつた。

戦争は平和

自由は隷属

無知は力

これは小説の冒頭近くの箇所で、主人公ウィンストンの住む世

界がどんなところであるかが示される描写の一部です。真理省

(Ministry ofTruth)と いう、いかにも怪しげな組織の建物に三

つのスローガンが掲げられている。これが、巨大帝国オセアニ

アを支配する「党」のスローガンだというのです。

スローガンはどれも実に単純な文で、出てくる語も「戦争」、

「平和」、「自由」、「隷属」、「無知」、「力」と、ごくふつうのもの

ばかりです。ただ、「戦争は平和である」というように、いずれ

も通常私たちが反対語と考えそうな言葉をisでつないでいて、

たいへんアイロニカルに響きます。いかにも「ね、わかるで

しよ?変でしょ?」 という作家のジェスチャーが感じられます。

作品中、この三つの文のセットは何度か繰り返され、最後まで

その象徴性を保ちつづけます。

このスローガンは、もし『一九八四年』という小説を読んだ

ふりをしようとするなら、必ず言及しなければならないものだ

と言えるでしょう。何しろ、きわめて観念先行型で組み立てら
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れている『一九八四年』という小説の、そ
の観念のもっとも中

心にあるスローガンなのです。これらの
スローガンや、同じく

頻出するBIG BROTHER ISllrATCHING YOUと
いうフレーズ

などを覚えておけば、かなりの程度まで、作品
を読んだことに

してしまえる、そういう便利さがあります。
ということはヽ逆

に言うと、『一九八四年』という作品の購入者
の多くに“読んだ

ふり"を させる要因のひとつはまさにこ
こにあるとも言えるで

しょう。このようなスローガンが繰り返し出
てきて、しかもそ

れがちようどいい具合に『一九八四年』と
いう作品の勘所に触

れているからこそ、私たちはこの作品を要約
したくなる。ある

いは要約的にわかつたふりをして、すつ飛
ばして読みたくなる。

ここから“読んだふり"ま では、あと一歩です。

一般に小説家というのは、要約を嫌う
ものです。みなさんも

「要約できるくらいなら、最初から小説
なんか書かねえよ」とい

う作家の台詞を耳にしたこともあるかも
しれません。たしかに、

一言では言えないような微妙で複雑なも
のを表現するためにこ

そ小説というジヤンルがあるという考え方
は、“常識"と もなつ

てきました。2

でも、そうなると、オーウエルがいつた
い何をやろうとして

いるのかということが気になってきます。もし
この作品が、上

記の三行のモットーや表紙に掲げられ
たスターリンそつくりの

写真によつて要約されてしまうなら、そ
もそもペンギン版ペー

パーバックで 300頁にも及ぶ文章を延々と書き連ね
る必要はな

い 。



神語りと法の言葉

このことを考えるために、あらためて先の引用部の言葉の使

い方について検討 してみたいと思います。あのスローガンは、

文章として見ると、どのような特徴を持つているでしょう。ま

ず目につくのは、当たり前ですが、とても短い、ということで

す。それから、いずれもA is Bと いう構文で書かれている。こ

れはギリシャ神話のご託宣などでおなじみの、“神語り"と呼ん

でもいいような文体です。簡単かつ単純だけど、愛想がない。

神秘的。こちらをよせつけない。権威を感じさせる。「箇条書

き」をも街彿とさせます。3箇条書きについて言えるのは、それ

が文脈から切り離されてばらばらになっているがゆえに、か

えつてこちらの内面に文脈の補填を強いるということです。不

明な部分を読者が補つて考えよ、というシグナルを出してくる。

そのために、文章がこちらの内面に入り込んでくるかのような

浸透性が出てきます。そこでは、法的な文章特有の、内面に対

する強制力が発揮されます。読んだ人が、「～しなければならな

い」と自発的に思うような仕組みが文章にそなわっているので

す。

『一九八四年』のスローガンにも箇条書き的な戒律性がありま

す。何しろこれは神の語りを模した、党からの命令なのです。

urAR IS ΠりにEと いうのは、一見、ただの叙述で、「～である」

と言っているだけですから、必ずしも「～せよ」と行為を強制

しているわけではないのですが、そこには「〈～である〉という

ことをお前は受け入れなければならない」という“押しつけ"が

感じられます。
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これに加えて忘れてはいけな
いのが、このスローガンが先行

(|る 地の文の間に割って入るよ
うに現れるということです

。設

定としては、あくまでウイ
ンストンを中心にすえた語り

の一コ

′として、このスローガンが出
てくる。でも、頁面のレイ

アウ

トにも表れているように、単
なる一コマであるはずの引用

が、

むしろ地の文の流れを乗っ取
つているように見えます。

引用文が地の文を乗つ取
るというこの構造は『一九八

四年』

とぃう小説のあり方を体現し
ているのかもしれません。地

の文

が『一九八四年』のふつうに“小説
的な部分"を代表して

いるの

だとすると、今の引用箇所は
この作品の“要約的な部分

"を示し

ている。このようなパタンは、作
品を読み進めていくと、

さら

にはつきり目につくようにな
つてきます。作品を読めば読

むほ

ど、“小説的な部分"が “要約的
な部分"に従属するという傾向

が

強くなつてくるのですoその結果
として、おもしろいことに

、

ほんとうにこの小説を読んだに
もかかわらず、私たちは

この小

説の“要約"に しか接して
いないのではないかという気

にもなつ

てくる。ほんとうに読んだに
もかかわらず読んだふりを

してい

るような、まるで犯していな
い罪を自供しているような

、自分

で自分を冤罪に追いこんで
いるような不思議な気分にな

つてく

るのです0

『一九八四年』はほんとうに小説
なのか ?

『一九八四年』のストーリ
ー展開は、従来の“4｀説ら

しさ"か

らそれほど逸脱するもので
はありません。要約しよう

と思えば

できるけど、スト
~リ ーそのものが“要約的

"なわけではない。

むしろ、書き込まれた細部を読
み味わうようにし向ける構成

に
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なっていて、実際、ウィンストンがジュリアと出会い、少しず

つ関係を深めていくあたりは、読者の興味を上手に惹く形で、

たいへんおもしろい読み物に仕上がっています。記憶に焼きつ

くような印象的な場面もいくつかある。

しかし、このようにふつうに小説的な構成をとっているにも

かかわらず、「自分は読んだふりをしているだけなのだ」と読む

者に無実の罪を背負い込ませてしまうような何かが『一九八四

年』という小説にはある。実に不思議なところです。試しに以

下、この作品の粗筋を確認してみましょう。その後で、そのい

かにも“小説的"な粗筋がどのように、必ずしも“小説的"と は

言えないような観念に従属していくかを見てみたいと思います。

小説の冒頭は、主人公ウィンストンを取り巻く世界がいかに

異常なものであるかをじわじわと描写することに費やされます。

一種の異世界体験です。そして、この異常さの中心にあるのは、

すでに触れた「戦争は平和 自由は隷属 無知は力」という妙
なスローガンです。

たしかに変な世界です。昨日までほんとうだと思われていた

事柄が、突然、歴史から抹消されたりする。戦争していたはず

の国が、突然友好国になったりする。ある日、忽然と誰かが消

えてしまったりする。おかしいのは世界ではなく、自分の頭な

のではないかと思いたくなる。だからウィンストンも、絶えず

妄想にとりつかれているような、夢うつつのような世界を生き

ざるを得ません。作品の文章は淡々としたものなのですが、描

かれる現実は、つねにうっすらと語がかかつたような不確実な

もので、絶えざる不安をこちらに強いてきます。落ち着かない、

危ういものとなっています。
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しかし、そんな危うい世界の中で、ウインストンは一綾の希

判を見出します。ジユリアという若い女性と出会うのです。接

近してきたのはジユリアの方です。あまりに積極的な彼女
のア

プローチに、はじめはウィンストンは警戒し身構えるのですが、

どうやらジユリアは純粋に恋を楽 しみたいだけのようです。

ウィンストンを遠くから見初めて、声をかけてきた。

この出会いに先立ち、三十代の終わりにさしかかつたウイン

ストンが、あちこちに肉体の衰えを感じていることが強調され

ています。若さの喪失。中年化。あるいは、1940年代というこ

とを考えると初老への入り口という意識さえあるかもしれませ

ん。階段を上るのにも息がきれる。足には静脈瘤。

生命の衰えを痛感しているそんなウィンストンに、いきなり

若い女性が言い寄つてくるのです。まさに回春。しかし、
この

ようなロマンスは、当局の監視に引っかかる危険があります。

そもそもウインストンは、別居中とはいえ既婚者です。性に
つ

いて抑圧的なオセアニアの体市1の もとでこうした関係に踏み込

めば、制裁を受けるのは必至です。そこでふたりは苦労して逢

い引きを重ねることになります。者陶いから遠く離れた田園地帯

まで出かけていつて、肉体関係を持つたりする。はじめてのと

き、ウィンストンはうまく行為ができませんが、その後は機能

が回復してきます。

こうしてウィンストンとジユリアはどんどん関係にのめりこ

んでいきます。さらにふたりは欲望や反乱についても語り合う

ようになり、ついに体制を覆す秘密組織への加入を考えるに至

ります。しかし、ウインストンの束の間の「春」はここで暗転

することになる。彼らははめられていたのです。反抗組織の活



動家だと思つていたオブライエンは、実は当局の手先だった。

ふたりは警察に捕らえられ、おぞましい拷間にかけられること

になります。小説の後半部はこれでもかというばかりの拷間

シーンの連続で、それが肉体的なものから精神的なものへと及

ぶだけに、絶望感はより強烈です。

一―どうでしょう。これだけなら、まあ、ありがちだけど、

無事に読みおおせることの可能な、物語らしい物語という印象

を受けるかもしれません。しかし、『一九八四年』は、このよう

な粗筋に示されるのとはちょつと違う意味での“要約性"に とり

つかれてもいて、それがこの作品の独特の持ち味につながって

いるように思うのです。

『一九八四11』 がほんとうに小説になる瞬間
『一九八四年』をわかりやすくまとめる助けになるのは、例の

「戦争は平和……」といったスローガンや、同じく有名なBIG

BROTHERIS Ⅵ賀TCHING YOUと いったキャプションです。

これらの言葉こそがオセアニアという帝国を表す。オセアニア

とは、いかにもやさしげにこちらを見守る「ビッグ・ブラザー」

がすべてを監視し、支配し、そこから逸脱する者がいとも簡単

に抹殺されてしまうような恐怖の国。そこでは戦争こそが平和

を維持しており、自由は隷属から生まれ、無知が力の源になる

……こんなふうに説明を並べるだけで、『一九八四年』という小

説が何をしようとしているのかわかった気にはなります。

しかし、こうしたスローガンやキャプションの内容を知るこ

とだけが、『一九八四年』の要約しやすさを生み出しているわけ

ではありません。言葉としての作用にも注意しなければなりま
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せん。これらの言葉が地の文に割り込む一種の “神語り"と し

て、目に見えない権威を補強していることは前半でも確認しま

したが、このような「割り込み」のもたらす作用をもう少し丁

彎1に見ておくことが必要になります。

たとえばウィンス トンとジュリアがオブライエンと面会し、

|く抗組織への忠誠を誓う場面。オブライエンは次々にウィンス

トンに質問を浴びせてきます。

He began asking l己 s questions in a low9 expressionless

Ю ice,as■ough血s were a Юud血e,a sort of catechsm,

most ofwhose answers were knom to him alreaむ

`歓)u are prepared to give your livesP"

`範 s."

`FYOu are pt"ared lo comnlit lllllrder?"

`喚 s。 "

“To co― t actt of sabotage"血 may m■ 3e d■ e dea■

of hundreds ofinnocent people?"

`範 s."

“To betray your country to foreign pOwersP''

`喚 s。 " (175-76)

彼は低い、抑揚のない声で質問をしはじめた。まるでこれがいつもの日

課で、教理間答のようなものであり、答えのほとんどはすでにわかり

きったものだとでもいうようだつた。

「命を捧げる覚1吾はあるか ?」

「はい」

「人を殺す覚悟はあるか劉



「はい」

「何百という無車の民を巻き添えにするような破壊工作は?J

「はい」

「外国勢力のために国を裏切るのは?J

「はい」

地の文でも言及がありますが、このやり取りはどこか機械的で、

ふつうの会話における質疑応答とは違って間こえます。まるで

問いと答えとがあらかじめ決められているかのようです。そう

いう意味ではキリスト教の教理問答 (カテキズム)とそっくりで、

教理を覚えるための思考の“練習"の ようなものとも聞こえる。

そこであらためて注目したいのが、言葉の明瞭さです。有無

を言わせぬとばかりに、意味内容が突きつけられてくる。こん

な当たり前のことを強調するのは、引用部分に続く地の文では

対照的に、意味内容の不明瞭さこそが描出されているからです。

たとえばオブライエンの質問がウィンストンとジュリアとの関

係に及んだときのこと。

`ЧQu are prepared,theい o of pu,to separate and

never see one anotl■ er〔疑葬un?"

“No!"brole in Julia.

It appeared to Willston■ at a long time passed before

he an91(】ed.For al■ ool■■ent he seeined evell to llne bem

deprived ofthe power of speech。 (176-77)

「君たち二人は、離ればなれになって三度と会わない覚悟はあるか ?」

「ないわ !」 ジユリアが害」りこんできた。

自分が口を開くまでにかなり長い時間が経過したようにウィンストン
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|||111)た。しばらくの間は、しや
べる力を失つてし志つたようにさえ感

|′′ ,

1山υ)文に入つた途端に、appettedと か
Seemedと いつた語が続

ハ、ぃかにウインス トンの知覚
が曖昧かが示されます。しか

も

彼ははっきり言葉で自分を表現
することができない Clle Seemed

t,vcn to have been depnved Oftl■
e poWer of speech.)。  ウイン

ストンと世界との間には一枚の膜が
はさまつたかのようで、ど

うもすつきりと意味のやり取りが行
われないのです。しかし、

その曖昧さを突き破るようにして、妙
にはつきりした言葉が割

り込んでくる、ということにな
つている。

こぅした略Jり 込み"は、次のよう
な箇所でより印象的に発生

しています。ある意味では作品の芯
をなす部分と言えるでしよ

う。いよいよふたりが禁書とされ
ているゴールドスタインの著

書を手に入れる場面です0

A hea■y blackマ01Uttle,m“ msuけ botu.d,¬
iふ ■0■閣me

or title on the caer.The print alS0 100ked slUltけ
irreg‐

■lar.The pagesヽ Ⅳere worn at the edgeS,and fe■
apart

eaSiL as thougl■ the book had paSSed throu」
l many

handS.The inSCnptiOn on the title‐
page ran:

THETHEORY AND PttCE
OF OuGARCHICAL COLLE師 嘔SⅣl

け Emmalluel Golds“ il■

[恥
rinStOn began reading.]
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働 ap"rI.

IGNORANCE IS sTRENGTH

‐ rO襲勢Out recOrded tin■ e,al■d probably since dle end

Of the Neo■ lhc Age,there have been three kinds Of

people in tl■ e wOrld,the High,the Middle,andthe b.

■hey have been subdi■ 7ided in many ways, they have

bOrne cOuntless different names,and theL relad、
℃nunl_

bers,as weⅡ  as thelr attitude tOwards One another,have

vaHed■OIn age tO age;but the essential structure of
socieち√has never altered.

(188)

重たい黒い本で、作りもつたなく、表の装丁には著者名もタイトルもな
かつた。印字も少しでこぼこだ。頁は隅がすり切れ、容易にばらばらに
なる。いろんな人の手を渡つてきたかのようだった。扉には次のように
記されている。

独裁的集産主義の理論と実践

エマニュエル ゴールドスタィン署

(ウィンストンは読み始めた)

第一章

無知は力

有史以来ずっと、そしておそらく新石器時代の終わり頃までさかのぼ
れるだろうが、世界にいるのは三種類の人々である。高級層、中間層、
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代級層である。それぞれが種々の形で分けられ、さまざまな名前を持

′
)、 時代によって数の上での比率や、お互いの関係なども変化してきた

l lN、 社会の本質的な構造はまつたく変わつていない。

本はくすんで安っぱく、表にはタイ トルもないし、印刷の文字

も不揃いだという。ところが、実際に本の中で語られる言葉は、

ここでもたいへんはっきりしています。力がみなぎってさえい

る。本の引用に先立つ地の文が、躊躇するウィンス トンのおっ

かなびっくりな手つきを反映 して、薄暗いばやけた雰囲気を伝

えてくるのとはだいぶ違います。

このような箇所をたどっていくと、この作品にある今ひとつ

のプロットのようなものが見えてきます。どうやら『一九八四

年』という小説で大事なのは、ウィンストンの個人史や、ウィ

ンストンとジュリアの恋の顛末や、拷間をめぐるサスペンスと

いったいかにも小説的な展開の部分だけではなく、曖昧模糊と

した世界に、明瞭なものが割つて入ることで表現される“視界

鮮明化"の作用のようなものではないかと思うのです。つまり、

そこでは絶えず “発見"の物語が語られている。しかし、その

“発見"は物語内の出来事として起きるのではなく、むしろ出来

事の“停止"や “寸断"と して生ずるのです。雑音をいろいろ拾

うような、いかにも小説的なやわらかい散文が、堅固で明晰な

イデオロギーの言葉によって寸断され圧倒される、その過程を

私たち読者が「うわっ」という思いとともに一種の発見として

体験する、そのプロセスのすべてが『一九八四年』という作品

の骨格をなしているのではないか。もっと言うと、『一九八四

年』という作品は、それが小説でなくなる瞬間にこそ作品とし



てひとつの完成に達するということになる。

なぜウィンス トンは中年なのか ?

こんなふうに考えてくると、「あ、そういえば !」 と思い当た

ることがあります。主人公のウインストンの 39歳 という年齢

です。どうしてウィンストンはわざわざ中年男と設定されてい

るのでしょう。そのもっともわかりやすい理由はおそらく、主

人公をこのような年齢に設定することで、1984年 という年に

1948年を思い出そうとすることが可能になる、ということがあ

るでしょう。1984年に 39歳なら、1948年には 3歳くらい。だ

から、かろうじて当時の風景が記憶に残っていたりする。

たしかに『一九八四年』は記憶をめぐる物語として展開しま

す。かつて妻だつた女性の記憶。母の記憶。幼年時代の、別の

世界の記憶。オセアニアの戦つてきた戦争の記憶。蒸発した人

間たちの記憶。ウィンストンは記憶にとりつかれた人間として

描かれます。それも覚えている記憶にとりつかれているのでは

なく、失った記憶にこそとりつかれている。失つた記憶をたぐ

りよせようとすることが、ウィンストンの人生のモチベーショ

ンにさえなっている。しかし、まさにそのような歴史 。時間意

識ゆえに、彼は思想警察による処罰を受けることにもなります。

ただ、これが“39歳"と いう設定にこめられたすべてではあ

りません。もうひとつ大事なことがある。彼は単なる 39歳で

はなく、39歳であることの“老い"を背負った人物なのです。階

段も上れないくらいに体力のない、静脈瘤の浮き出た39歳。だ

からこそ、彼は思い出すことができないのです。彼が記憶にと

りつかれ、必死に忘れつつあることを思い出そうとするのは、

46

2 読んだふりの構造

|に さに老いた中年として、今までできた
ことができなくなりつ

‐)あ る危機感に襲われているからでしようo脳の働き
が鈍り、

知1覚や記憶は衰え、日の前の世界には鮮明
さが失われてしまつ

た。つい数年前のこともはつきりとは思
い出せない。

もちろん、『一九八四年』の執筆時、著者
であるオーウエルが

結核のためにたいへん衰弱していた
ということも考慮に入れる

必要があるでしようo4ま た、第二次大戦中
、空襲におびえてい

たロンドン市民の心境を、オーウエルが
「半麻酔」という言葉

で描写しているのも参考になる (I dOrt knOw IVhedler this selru‐

anastheda in WhiCh the BritiSll people contrive tO live is a sign

Of decadence.… Or Whether.… it iS a kind ofinstinctive w■
S‐

domr icbιレ″α ESS・αが,385])。 自身の衰弱や戦争
下の人々の心

理は、この作家にとつては恰好の材料だ
つたのです。そういう

ものを元に、老化を感じたり世界に違和感
を覚えたりするウイ

ンストンという人物が作り上げられた。これは
ほぼ間違いない

でしょう。しかし、言うまでもなく、それ
で終わりなのではあ

りません。私たちはそうやつてオーウ
エルが用意してくれたも

のを、あらためて文章の仕掛けとして読む必要
がある。

そこであらためて気になるのは、“鬱
"の作用です。世界が遠

く不鮮明に感じられるとか、世界の生
々しさを実感できないと

ぃった感覚は、英文学の中でしばしば用いられ
てきた“鬱"の症

状を連想させます。ワーズワスからイ
エイツに至るまでの広い

意味でのロマン主義的な詩人は、しばし
ば感動の欠如や知覚機

能停止などからくる疎外感や不安を出発点
にして、その克服の

軌跡を詩にしていつたわけですが、
『一九八四年』という小説

も、39歳の男の早すぎた老化からくる“鬱
"が出発点にあると
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いう点ではそれと類似 した構成になっているように思えます。

“鬱"に伴う重苦しい気分、病の意識、知覚の鈍化、記憶の喪失

といつた要素が物語のいわばデフォルトとしてあり、それが早

すぎた老化であるからこそ、回復の可能性も夢想される。春の

再来が、東の間、期待される。

しかし、“鬱"か らの回復は晴れやかな気分の広がりによって

成就されることはありません。訪れるのはむしろ、激しい鮮明

な痛みなのです。“鬱"特有の得体の知れない鈍い苦しみに、明

瞭な苦痛が、まるで霞がかつたばんやりした世界から霞を追い

散らすようにして割つて入つてくる。ときにはその苦痛は、ネ

ズミに目玉を食いちぎられるというようなおぞましいイメージ

に結晶したりします。

はじめからわかっている“答え''

小説のとくに後半部で目につくのは、物理的な暴力よりも言

葉による暴力です。小説の中でもとりわけぞつとするような思

いをさせるのは、ふたりきりのはずのウインストンとジュリア

の部屋にいきなり「声」が響くところでしょう。

`■〃Ъ are the dead,''he said.

`qnb are the dead,"echoed Juha dud■ 11,

`Чsu are the dead,'sald an lron volce behind them.

ney sprang aparto Winston's entrails seemed to have

turned into ice.He could see the white all round the

mses ofJ山も eyeso Her ttrЮ  had tlrlled a milky,em叫
The smear of rouge■ at was sdtt on each cheekbone

stood out sharpL almOst as though uncOnnected wi■
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the skin beneath.

`ЧQu are the dead,''repeated the irOn voiCe。

``It was behind the picture,''breathed Julia.

``It was behind the picture,"Sald the voiCe.``Remain

c題c」y where yOu areo Make no moVement mtilyOu are
(227)

ordered。 '

「僕たちは死者だ」と彼は言つたo

「私たちは死者」ジユリアは従順に繰
り返した。

「君たちは死者だ」二人の背後から冷
たい声が言つた。

二人は飛び上がらんばかりに身を離した
oウインストンははらわたが

凍りついたような気分だつたoジユリアの目
が見開かれて、虹彩のまわ

りにはたつぶり自目が見える。顔は自み
がかつた黄色に染まつていたo

両頬にまだ残る頬紅の染みはくつきり
と目立ち、まるでその下の皮膚と

は無関係のようだつたo

「君たちは死者だ」冷たい声が繰り返
した。

「絵の後ろから」ジユリアがささやいた
o

「絵の後ろからだ」と声が告げた。
「そこにいろ。命令されるまで一歩

も動くんじやない」

ここでも例によつて“割り込み"が言葉の暴力性
をいつそう際だ

たせているわけで、それが命令の形を
とつているのもおもしろ

ぃ。ただ、何より注目したいのは、
この指図が、いぶかるジユ

リアやウインストンに対する“答え
"の形をとつているというこ

とです。つまり“割り込み"の言葉は、ウ
インストンの周囲の世

界に蔓延する不確かさに対する答
えとして、解説として、説明

として間こえてくるようなのです。そう
いう意味では、それは

彼らが自ら招いたものだとも言え
る。しかし、いくら答えを求
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めているとはいえ、彼らはほんとうに答えを与えられるべきな

のでしょうか ?

この場面、“It was behind tlle picttlre"と つぶやくジュリアの

言葉に対 し、ほとんどオウム返 しのように「声」が “It、vas

behind tlle picture"と 繰り返すというあたりには、答えを期待

していない問いに対してなぜか答えが返されてしまったような、

下手をすると喜劇寸前に聞こえるような珍妙さがあるように思

います。答えを想定していない修辞疑間に答えが返されてしま

うような、だぶついた感じがある。しつこい。

ここに限らず『一九八四年』の中では、すでに言われたこと

やすでにわかっていること、言わなくてもいいことが、いちい

ち答えや解説や説明という形をとって提示されています。この

ような状況は、『一九八四年』という小説における独特な言葉の

あり方を示しているのではないでしょうか。問題なのは、答え

が出されることそのものではなく、答えが提示されたときの受

け取り方なのです。この小説には、間われる前から答えがわかっ

ているという感覚がとても強くある。先に引用した問答のやり

取りはカテキズムに喩えられていましたが●s tl10u81■ tllis were

a routine,a sort of catechisnl,most of、 vhose ansM″ers were

knωm to him alreadつ、ここでも「答えがあらかじめわかって

いる」という言い方がされています。オブライエンによる拷問

を受けているウィンス トンにもっともダメージを与えるのは、

頭の中で何を考えてもオブライエンが先回りして彼の思考を読

んでしまうということです。彼は頭の中でさえ、当局の監視か

ら自由になれない、それだけ逃れようがない状況になっている

わけですが、考えてみるとこれも、「口に出す前から何をしゃべ

2 読んだふりの構造

るかがあらかじめわかっている」という意味では、すべてがあ

「,か じめわかっているという状況の一部なのだと言えます。

鍵になるのは、思い出すという行為なのかもしれません。教

J‖ を覚えるために問答を繰り返すカテキズムの訓練が象徴的に

′
lヽすのは、思い出すということが、あらかじめ知っていること

をあらためて知つた気分にするための一種の儀式だということ

です。この儀式は、ある意味で、知ることをめぐる私たちの限

界をも示唆します。私たちはすでに知つていることを知ること

tノかできないのではないか。

ゴール ドスタインの書物を読んだウィンストンが抱くのも、

まさにこのような考えでした。ただ、この時点でウィンストン

は、あらかじめ知っていることしか知ることができないことの

忌まわしさについては充分にはわかっていないので、むしろ同

志を得たかのような興奮にひたっています。

′
1｀he book fascinated him,or more exactけ it reassured

ilim.In a sense i told him notl■ il■g that wtt new2 bllt tllat

s、s part of the auractiOn.It said、 vhat he、 vould have

SをLid,ilf it had been possible for hill1 lo set his scattered

llloughts in Order...ηe best books,he perceived,are

lhose tl■attell you what yDu know Jreaむ

(208;下線引用者)

卜はとてもおもしろかつた。いや、より正確に言えば、心強く思つたの

(｀ある。ある意味では新しいことは何もなかったが、そこがまたよかつ

′《.本には、もし彼が自分の乱/rlた思考を整理できれば、彼自身が言つ

プ1であろうことが記されていた。(中略)最良の本というものは自分がす



でに知っていることを教えてくれるものだ、と彼は感じた。

この引用箇所の文章そのものに注目してください。言葉の使い

方に関して気づくことがないでしょぅか。Or mOre exactヶ (ょ
り正確に言うと)と か、In a sense(ある意味では)と いった決ま

り文句を用いることで、ひとっひとっの文が、その直前に述べ

られたことの“言い換え"と なるように演出されているのです。

そもそも“明瞭化"や “からみ"のポーズも、この“言い換え"の

演出の一環なのかもしれません。こうした部分から見えてくる

のは、『一九八四年』の文章が、文から文への移行のレベルにお

いても、どことなく“あらかじめ知っていることしか伝えない"

というパタンを意識させる作りになってぃるということです。

文が、あくまで先行する文を繰り返すかのようにして継起する。

ス トーリーの上では、ゥィンストンはやがて厳しい現実に直

面することになります。すでに知っていることをあらためて知

るということは、魅了したり勇気を与えてくれたりするどころ

か、むしろ絶望の淵に彼を突き落とす。抽象的なイデォロギー

の言葉が散文的に世界を切断するととても暴力的に響くけれど、

その暴力性のほんとうの由来は、切断そのものより、自分たち

がすでに知っていることを再認識しているにすぎないといぅ自

滅と閉塞の気分にこそあると言えます。この「すぎない」とぃ

う感覚ゆえに、登場人物は、そして読者である私たちも、より

深い絶望と諦めの境地に追いこまれるのです。

こう考えてくると、人が『一九八四年』について“読んだふ

り"を してしまうといぅことの意味がはっきりしてくるように

思います。私たちが、ほんとうに『一九八四年』を読んだ場合
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|.:も 、まるで“読んだふり"を しているにすぎないような気分に

なるのは、この作品の言葉に、「あなたはあなたがすでに知って

いることをあらためて思い出しているにすぎないのですよ」と

いう感覚が伴つているからなのです。それが既知の「答え」の

古りり込みという形で、いやらしい衝撃とともに突きつけられる

ところにこの作品の持ち味がある。とすると、『一九八四年』を

li手に読むとは、「自分は『一九八四年』を読んでなどいない。

ほんとうはあらかじめ知つていることをあらためて知っただけ

なのだ。自分はむしろ『一九八四年』を読んだふりをしている

だけなのだ」というような「ニセ読書」の境地に達することな

のかもしれません。F一九八四年』を読むとは、『一九八四年』

を読んだことを否定することにほかならないのです。

何ということでしょう。もしこれが『一九八四年』が「読ん

だふり本」の一位に輝いたことの背景にある真相だとすると、

何とも手の込んだ小説だと言わざるを得ません。

注

1『一九八四年』がどのような現実世界を諷刺しているかについて

は、これまでもさまざまな批評家がコメントしてきましたが、た

とえばオーウェルの伝記の執筆者であるバーナード・クリックは、

スターリン・ルーズベルト・チャーチルによる世界の分割から、マ

スメディアと「大衆Jの誕生、全体主義的な権力への渇望など七

つの点をあげて、作品の諷刺の対象を整理してみせています (7″′

Cα %ι″むι σο2のα″グο%わ Gιοttι O%υ′′ι,147)。

2 本書 4章を参照。
3『英語文章読本』10章を参照。

4『一九八四年』執筆時のオーウェルの体調などについてはクリッ

クを参照のこと (Gι″″ 0/ttα′」4ι権,Ch.1の 。
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英語名言読本②

“絶望 "と 仲 よしになるために

フイリップ・ラーキン

僕にはちょつと遅かつた

英国の新聞は文学作品からのラ1用が豊富である。その“被

ラ1用 ランキング'を リードするのはダントツでシェイクスピ

ア。では、その次は?と なると明確な答えは出せないのだ

が、おそらく20世紀の文学者としては詩人のフィリップ・

ラーキン(1922-85)が 頭ひとつ抜けているのではないか

と思う。

中でもとりわけ有名なのは次の一節だ。

Sexual intercourse began

in nineteen sixty― three

(WhiCh Was rather:ate for me)


