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ABSTRACT

By considering the narrative and thematic structure

of Taliessin through Logres and The Region of the Summer

Stars this thesis attempts to supplement the existing body
of criticism of Charles Williams' work, criticism which
has primarily treated the Arthurian cycle as part of a
larger framework either of biography or of socio-literary
developments typical of the twentieth century. After an
introductory discussion of Williams' general literary and
philosophical position in the field of twentieth-century
letters, the study considers Williams' narrative treatment
of the Arthurian material in the light of his criticisms
of other literary versions of the Arthurian legend, his
prose observations on the significent developments in the
history of the Matter of Britain, and his own declared
intention to make the Grail the centre of his myth.
Considerable discussion is devoted to Williams'
creation of a cosmic setting for his recasting of the
Arthurian legend, and to the themes embodied therein,
particularly those which affect the symboliec significance
of his organic geography as seen in his picture of the
Byzantine Empire. The immediate, internal setting of
Logres, and the remaining constituent elements which

complete the cosmos of Williams' Arthuriad are also



considered in relation to the total design of the ¢ycle,
The study then turns to the thematie core of the
work, Williams' views on and treatment of love, both
temporal and divine, individual ang corporal, as manifested
in his concept of the City, and in his creation of =
variety of personal loves. Finally, the study considers
the implications for the entire cyecle of the narrative and
thematic conclusions whieh Williams reaches and offers a
tentative interpretation of the poet's view of the

Achievement of the Grail as it affects his Arthuriad,



This thesis has been examined and approved by:
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TEXTS AND ABBREVIATIONS

The two volumes which comprise the Arthurian cycle
are Taliessin through Logres, first published by the

Oxford University Press in 1938, and The Region of the
Summer Stars, first published by Editions Poetry (London)

in 1944, The Region of the Summer Stars was reissued by
the Oxford University Press in 1950, the two books being
subsequently published together as one volume by the same
publisher. The editions cited in the present thesis are
the separate volumes which were reprinted lithographically
for the Oxford University Press in 1969.

Throughout the study, shortened for—ia of the

titles of each of the volumes are employed: Taliessin

through Logres and The Region of the Summer Stars, when

indicated in parenthésis, are identified by the initials

ITL., and RSS., respectively.
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INTRODUCTION

From the donble stance of critic and poet Charles

Williams observed that

see poetry is a thing sui generis. It explains
itself by existing.l

ees the chief impulse of a poet is, not to
communicate a thing to others, but to shape a 2
thing, to make an immortality for its own sake.

The present study began with a wish to provide, by a treat-
ment of The Region of the Summer Stars and Taliessin through

Logres on Williams' own terms, a supplement to the critical

approaches hitherto employed in consideration of his writing.

The approaches of commentators in the past have been

primarily distinguished by one of two general characteristics:

one being an essentially biographical orientation of
critical analysis and evaluation under the direct stimulus
of personal friendship with the author; the other being
devotion to consideration of Williams® work as part of the
much larger framework of socio-literary developments which
characterize twentieth-century letters. Of the first type
of criticism, the works of A.M. Hadfield, Anne Ridler, and

C.8. Lewis provide the best examples. The studies of George

1"Preface”, The English Poetic Mind, p. vii.

2Tbid., De 5.




Every, Charles Moorman, Kathleen Morgan, Marjorie Wright and
Robert J. Reilly are representative of the range of the

second type of criticism.
Not all the critical work on Williamé is to be

subsumed under these two categories; however. ILinden
Huddlestone's study, "The Arthurian Poems of Charles Williams:
Their Development and Background”, stands apart from the
others as being essentially concerned with analysis and
evaluation of Williams' Arthuriad aé an autonomous work, and
is accomplished largely without referemnce either to
Williams' life or to the broader current literary trends.

As the title implies, however, the study is devoted
primarily to the task of tracing Williams' growing ability
t0 realize poetically his majJor themes from the early volume
of the Arthurian poems, Heroes and Kings, to the mature

expression of Taliessin through lLogres and The Region of the
Summer Stars, and as such Scarcely exhausts the possibilities

of further study of the last two volumes in their own right.
A series of studies by Cormelius P, Crowley which began with
"A Study of the Meaning and Symbolism of the Arthurian
Poetry of Charles Williams" also belongs to that category
of Williams criticism which attempts to examine the poetry
qua poetry. Both theses are highly successful within their
own self-imposed limits and provide'a valuable basis for

more extensive examination of a similar kind.
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It will be apparent'that the present thesis profits
greatly from all the above-mentiocned types of eritical
commentary on Williams' work: either implicitly, by
assuming their presence as the necessary ground for the
thesis as a whole, or explicitly, by using certain specific
observations as pertinent to particular arguments and

interpretations.

The particular approach utilized by the present
study is essentially a simple one. In that it attempts to
treat the mature Arthurian cycle as a single autonomous
work, “an immortality for its own sake", it seemed sensible
to begin with the broadest possible aesthetic assumptions.
In this respect, Northrop Frye's suggestions about the
analogous modes of statement exhibited generally by all the
arts proved to be of value.

Some principle of recurrence seems to be
fundamental to all works of art, and this
recurrence is usually spoken of as rhythm

when it moves along in time, and as pattern

when it is spread out in space. ... The
inference is that all arts possess both a
temporal and a spatial aspect, whichever takes
the lead when they are presented. ... Works

of literature ... move in time like music and
spread out in images like painting. ... We
listen to the poem as it moves from beginning

to end, but as soon as the whole of it is in

our minds at once we "see" what it means. More
exactly, this response is not simply to the whole
of it, but to a whole in it: we have a vision of
meaning ... whenever any simultaneous apprehension
is possible.3

3Northrop Frye, Anatomy of Criticism, pp. 77-8.
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While I am far from ¢laiming that this thesis
promotes by its analysis such a "vision of meaning", Frye's
perception of the dusl nature of poetry does provide, in
the most general way, the basis for the method of structural
analysis attempted in the ensuing chapters. In that the
simultaneous apprehemnsion of two elements may contribute to
comprehension of the total meaning in a work (the perception
of "a whole in"a poem), the method here employed is twofold:
it involves a consideration of Williams' narrative treatment
and its emergence as a structural principle in his Arthuriad,
and the exposition of his major themes, symbols and support-
ing imagery, which condition both thq narrative structure
and the total form of the poem.

Although such an approach attempts to deal with the
poems as an autonomous work, it is obvious that in the case
~of Williams' poetry this cannbt be accomplished in the
strictest isolation, and that some reference must inevitably
be made to the author's gensral system of thought and to the
particular works which best exemplify this, for the
theological premises of his thought pervade his mature
poems., When it has been necessary to delve into Williams'
expository writing, however, it has always been done with
keen awareness of the author's own pronouncements on the

subject of the essential autonomy of the poetic statement.
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Poetry, one way or another, is 'about' human

experience; there is nothing else that it can be

about. But to whatever particular human

experience it alludes, it is not that experience.

Love poetry is goetr§, not love ... religious 4

poetry is poetry, not religion. [Italics mineld
This thesis attempts consistently to focus upon the poetry
rather than the religion, whatever the proportionate emphasis
upon the latter, and to focus upon the poem as verbal
structure, exhibiting the twin aspects of temporal or linear
form, and spatial or vertical form in the guise of narrative
and symbolic structures, respectively.

In considering Williams narrative treatment, I am

indebted to C.S. Lewis! chronological arrangement of the

contents of The Region of the Summer Stars and Taliessin

through Logges,s which conveniently provides the narrative
framework that is latent in Williams! cycle of loosely
linked poems. In adopting this chronology I am aware that
the author's design of two separate wvolumes would seem to
militate against any such intermingling of their coﬁtents;
Nevertheless, for purposes of explication, it is necessary
to utilize the mutually illuminating effect that the contents
of the two volumes have on each other, and to recognize that
by choosing the Arthurian legend as his general theme, the
author himself sanctions a critical approach which assumes

a8 traditional framework.

4The English Poetic Mind, p. 3.

°¢.s. Lewis, Arthurian Torso; p. 96.

ix



CHAPTER 1
LITERARY AND PHILOSOPHICAL ORIENTATIONS

To the casual eye the life of Charles Williams
presents an vneventful surface. He was borm in Islington,
London, in 1886, but his childhood, from the age of eight
onwards, was spent in St. Alban's where he received his
early education. In 1901 he was awarded a County Council
Scholarship which enabled him to attend University
“Gollege, London. Although he matriculated in 1903, family
financial circumstances, always somewhat precarious,
forced him to withdraw in the following year. Williams
.then took a position as asasistant in the Bookroom of the
New Methodist Connexion in Holborn, commuting each day to
the city and continuing his education by attending the
Working Men's College until the outbreak of the war in
19141

When the Bookroom was closed in 1908 as the result
of a merger with another firm, Williams was offered a

position with the Oxford University Press at Amen Cormer

lFor this and all subsequent information of a
primar:ly biographical nature, I am indebted to A.M.
Hadfield, Introduction to charles Williama and Anne deler,

"Introductlon ’ e lmage O Y.
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upon the recommendation of Frederick Page, who was then in
the process of editing the complete works of Thackeray.
First engaged as assistant in the extensive proof-reading
which the project entailed, Williams was to remain with
the Press, in a variety of capacities, until his death,
his work uninterrupted even by the two Wars since he was
barred from active service by ill-health. In 1917 he
married Florence Conway, whom he had met in St. Alban's
ten years ear;ier. A son, Michael, was born in 1922, and
in this same year he accepted the post of lecturer with
the English Institute at the Lendon County Council'®s
Evening Institute. The following year saw the growth of
this career as lecturer when he delivered similar talks to
the L. C. C. Holloway Literary Institute, the City
Institution, and New Park Road Evening Institute, Brixton.
In the years which followed his reputation as a lecturer
became well established and by 1939, when Amen House
evacuated to Oxford, he was being invited to give public
lectures and addresses not only to civic institutions but
to University colleges and societies. Within three years
he was appointed tutor at St. Hilda's College, and in 1942
was awarded an honorary M.A. by the University. He died
in 1945 and is buried in the churchyard of St. Cross,
Holywell, Oxford.



During these years Williams produced more than
thirty full-length books, a body of work remarkable both
in its volume and diversity of interests. In addition to
his editorial work with the Press and his duties as
lecturer, he also endeavoured to maintain a steady stream
of periodical contributions in the form of essays and book
reviews.

Detailed evaluation of this corpus obviously lies
beyond the scope and purpose of this chapter. But even
the briefest of preliminary surveys would be incomplete
without some reference to the general character of Williams'
work, and some indication of its position in twentieth-
century letters.

Sheer volume of work, or diversity of interests,
though perhaps impressive, can never be factors in an
estimation of the quality of a literary product; and even
ailowing for the vagaries of critical judgement, the
reception accorded Williams' work has been of a decidedly
mixed character. T.S. Eliot, whose acquaintance Williams
made in 1931, though full of praise for some asspects of
his writing, has said that many of his books "were frankly

pot-boilers®™ and "very little of his work is quite perfect".2

2T.S. Eliot, "The Significance of Charles Williams",
The Listener, Dec. 19, 1946, p. 89%4.




In fact, it is a matter of record that Williams began
writing novels to pay his son's school fees. It is clear
also that his activities as lecturer and as employee of
the Oxford University Press left little leisure in which
to produce literary work of a comnsistently high standard.
There appears to be some justice in the Jjudgement that all
of his work is to a certain extent manqué. Nor is it
entirely unfair to view a great pnntion of it as "hack-
work", for much was written hurriedly and in response to
specific requests.

In addition, the early termination of a purely
academic career, and his long involvement with the
burgeoning adult-education movement are significant factors
in an estimation of the general character and quality of
Williams' writing. Biographical accounts agree that in
spite of his wide and constant reading and close contact
with literature, these contacts in both his professional
and private life deepened a tendency towards catholic but
decidedly conservative literary tastes. He was known to
entertain a certain suspicion or prejudice against the
narrowly academic, scholarly cast of mind on the one hand,
and a reserve for the most recent contemporary developments
in literary circles on the other. His own enthusiasmg,
reflected in the topics of his lectures and in his

‘editorial work, are for the great traditional figures of



Shakespeare, Milton, Wordsworth, Dante, and Virgil, and
the well-trodden paths of seventeenth and eighteenth-
century poetry, or, alternatively, the work of the late
nineteenth and early twentieth centuries which he encountered
as a youth, such as that of Tennyson, Coventry Patmore,
Chesterton, Bridges, and later, Hopkins. These preferences
and prejudices exerted their due influence so that much of
his early work is to a great extent "middle~brow", and
stylistically conventional. Yot paradoxically, as a
result of what amounts to a self-imposed isolation from the
main current of contemporary literary interests, his ideas,
as will be seen, became tenaciously independent to the
point of virtual obscurity.

Of the purely creative work, several of his seven
novels earned a modest degree of popularity when first
published and all have subsequently been reprinted seversal
times. The fact that they are most often still described
as "supernatural thrillers" is an indication of the
ddfficulty in placing them within the confines of a genre
that traditionally has been the vehicle of realism. They
have been considered as belonging to an off-shoot of the
gothic reomance, in much the same manner as have the novels

of Le Fanu, Arthur Machen, and Algernon Blackwood;3 but

3John Heath-Stubbs, Charles Williams, p. 7-
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even to treat them as light gothic fiction scarcely worthy
of serlious critical consideration is not completely
satisfactory in view of their curiously hybrid nature.
The earlier novels are a strange smaelgam of the thriller
formula, esoteric religious machinery, and frail
characterization, bound up with.occultstrappings in a
manner that is never totally convincing. The last novels,
Descent into Hell and All Hallows' Eve, are certéinly
gsomething more than "entertainments®, but the pattern of
the earlier novels is retained and the burden of serious
thought and depth of inteﬁt is disproportionate to its
vehicle, to the extent, indeed, that one is ccmpelled to
question whether any species of the genre could édﬁééss-
fully convey the author's design.

In 1927 Williams produced two exercises in verse
drama for performesnce by the staff of Amen House, The
Masgue of the Manuscript and The Masque of Perusal. These
early Masques are of interest as giving expression to two
features operative in Williams' first childhood literary
activities: an intense awareness of the ceremonial and
rituslistic power of the spokeh.word and of dramatic
action, and an interest in the general area of legend,
myth, and the supernatural. These attractions led Williams
in his middle years habitually, almost spontaneously, to

compose "myths" for performance by his friends and gave
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him a faecility which is certainly a factor in the character
and quality of subsequent plays. His later drama includes

A Myth of Shakespeare, Three Plays ("The Chaste Wanton",
"Phe Rite of the Passion™, "The Witch"), Thomas Cranmer of

Canterbury. and Judggment.at Chelmsford (both commissioned
for church festivals), The House of the Octepus, and a
collection of relatively short dramatic pieceé under the
title, The Seed of Adem and Other Plays. The central
themes of these works vary, but, as with much verse drama
of this century, most of the plays derive their raison d'étre
- from religious performance and primarily reflect doctrinal
concerns.

Williams' interest in the supernatural was
undoubtedly well-established by the time he encountered
the writings of A.E. Waite. Nevertheless, his admiration
of these texts was sufficient to make him seek out Waite,
and it was apparently through him that Williams was first
introduced to the occult society, the Order of the Golden
Dawn. It was this society (or rather its parent body,
for the history of the Order is a tangle of schismatic
activity) which had similarly attracted, earlier in the
century, such figures as Yeats, Evelyn Underhill, Algernon
Blackwood, and Arthur Machen, as well as two of Williams'
close friends, Henry Lee and Daniel Nicholson. Williams

was later to utilize the knowledge accumulated from this




period and from a life-long interest in the subject to
produce, in 1941, a study emtitled Witcheraft.

Both the novels and, to a lesser extent, the plays
show the influence of this interest in the oceult,
particularly in the choice of themes in the early works of
each ggg;_. The influence remains in the more mature
novels and plsys but is used to more subtle advantage as a
pervasive undertone of colouring of imagery and symbolism,
as it was to be later employed in the mature poetry. His
acquaintance with the ceremony of the Order of the Golden
Dawn, as with that of Church liturgy, strengthened Williams'
naturél tendency to find meaning in apparently trivial
incidents, words, or gestures, and heightened his
appreciation of thé ritualistic in life and literature.

Finally, in the body of the creative work, one turns
to the poetry, for it was as a poet that Williams thought
of himself, and from all accounts, it was for his poetry,
particularly'the later volumes, that he hoped to be
remembered. In 1912 Williams was introduced by Frederick
Page to Alice and Wilfred Meynell, and upon their advice
and encouragement (and, one gathers, with their partial
financial assistance) he published a volume of sonnets

entitled The Silver Stair. Other collections followed:

Poems of Conformity in 1917, Divorce in 1920, Windows of

Night. (1924, Heroes and Kings. (1930, and in 1938 and 1944
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Taliessin through Logres and The Region of the Summer Stars.
wuit’>. Within this canern  there is a marked division

between the first four and the last two volumes. His early
verse shows the influence of his traditionalist enthusiasms,
and although it is by no means inexpert, it is nevertheless
decidedly imitative in nature. No one influence clearly
preponderates, At times the wverse reverberates with
echoes of Donne, Herrick and Rochester, at others it recalls
the inversions and Latinate sonorities of Milton, while at
other times it reflects, in pastiche, Chesterton, Lascelles
Abercrombie, Kipling, and even early Yeats. Witﬁ an all
but fatal gift for mimicry, Williams, in these volumes,
is indeed "limiting himself by attachment to false and
static conceptions of the poetic tradition",* for though
the idiom may be outworn, the burden of thought can in no
sense be called derivative or second-hand. As in the
novels, there is in these early poems a disproportion
between vehicle and tenor, and the seriousness and freshness
of intellectual concern is often in danger of being
obliterated by the ease with which one feels it is possible
to skim such work.

7.S. Eliot has observed that a good many poets are

judged second-rate "becsuse they were incompetent to find

*1pia
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a style of writing for:themselves, suited to the matter they
wanted to talk about and the way in which they apprehended
this matterﬂ;s It became obvious to Williams that it was
necessary to forge a more personal idiom to carry
effectively the thought of his poems, and it has been
suggested that in this move his prejudice against modernism
was partially broken down by his acquaintance with Eliot

in 1931. But this is to overestimate the extent of their
friendship, which seems not to have gone far beyond the
occasional cordial snd interested encounter, and to
underestimate the influence of his professional work on
Williams' private concerms. In 1930 the Press brought out
The Pbaﬁé-of Gerard Manley Ho kings, a second edition upon
which williams had done extensive work and for which he
wrote the critical introduction. In addition, the
Clarendon Press published a volume of Williams' criticism,
Poetry at Present, in the same year. While the treatment
accorded this ﬁoetry_ia“of the deferential variety that
became increasingly unfashionable as the century progressed,
the slim book is an indication that inroads of a kind were
being made on the aﬁthor's isolation from the main stream

of literary'interesta.

p.s. Eliot, "Introduction", London and The Vanit
of Human Wishes, reprinted in T.S. E13ot: Selecte ose 1958),

P. .
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Although Taliessin through Logres and The Region
of the Summer Stars are almost anti-poetic by Williams'

earlier standards, the change, almost a transformation,

is scarcely in the direction of the cultivated "low-style"
heralded by Eliot and Pound. Far from embracing the
dolloquially-based rhythms of the new poetic dietion or
the practise of gathering images from the increasingly
technological modern environment, Williams became more
remote than ever, deliberately eschewing the pared,

ascetic vocabulary and the ascendant literary preoccupation
with immediate contemporar& issues.

From this brief outline of the main body of the
creative work, some of the obstacles to Williams"'
acceptance and recognition will be readily apparent. His
early verse was greeted with gscme: enthusiasm in sertain
circles, and applauded by such critical figures as Bridges,
Alice Meynell, and Sir Walter Raleigh, but the =pproval of
this appreciative audience appears to have been lost during
the process of change. As he discarded the familiar poetic
conventions which had influenced the poetry of his
adolescence and early adult years, the difficulty of the
‘complex, relatively obscure nature of his thought became
more evident. The direction of his change, however, did
little to conciliate thé circle of more adventurous,

rigorously modern poeté. Thus the audience for his poetry
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became increasingly narrow, limited to frierids and students
whose responses he could directly condition and prepare
through his conversation and lectures, and to those readers
acquainted with his other work, the novels, theological
studies and literary criticism. Not only does this explain
to some extent the restricted nature of Williams'
reputation, it also points to a difficulty in the work
itself. The mature poems are not easy reading. Often
they exhibit a tendency towards, if not "privatism“,6 at
least an independence of thought which is intensely - personal
and complex, sometimes to the point of eccentricity. And
while this intellectual concern remained unchanged in its
esgentials from the early poems, the adoption of a new
idiom seems to have intensified its complexity a great deal.
Since his death, critical interest in Charles
Williams®' work has undoubtedly derived its impetus from
the efforts of the residual members of the group of
enthusiasts mentioned above. The insistent regularity with
which such interest erupts requires that this body of
criticism be commented upon, since it does something to
challenge the view of Williams as an eccentric voice
speaking in difficult accents about a kind of experience

that has no possible relevance for contemporary society.

GThe_term is used by C.S. Irewis in a brief
evaluation of the Taliessin cycle. See Arthurian Torso,

PP. 188-9,
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The value of C.S. Lewis' Arthurian Torso, Anne Ridler's
‘Introduction” to The Image of the City, and A.M. Hadfield's
Introduction fofcharles Williams as bases for further study
of his work is iﬁcontestable, but in benefiting from
personsl acquaintance with the author as they do, they
must be handled with some care in disinterested discussion
of Williams' work, particularly when one recognizes that
Willisms, literary capabilities apart, must have been a
man of considerable personel magnetism. From all accounts
he seems to have combined infectious enthusiasm, personal
charm and intellectual vigour, to emerge as an engaging,
stimulating conversationalist, lecturer, and friend. The
extraordinary strength of personal influence which he
appears to have exerted upon most of those whom he met has
resulted in an enthusiasm which makes it difficult to
evaluate his work soberly om literary merits alone.

There is also the danger that in publicizing the
work of a man felt to be neglected, the idiosyncratic
interests and attitudes of the apologists may be visited
on their subject. Thus, certain sectors of the public may be
alienated by the literary, political, social, or religious
stance of the well-intentioned commentator or critic. The
lack of general enthusiasm for the work of Charles Williams

Bay well be due as much to the excesses of ideological and
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personal prejudice on the part of both apologist and
puhlic,7 as to the "oddity" of the subject. A

There has, in fact, developed around this
relatively little known figure a curiousiy divided body of
opinion which, in a limited way, amounts almost to a
controversy. Both before and after his death some
commentators have been moved by his work to almost
rhapsodic praise,; while -others have been repelled to the
point where: language could scarcely express their aversion.
Hevhas.been'accusedrof’espousing;aftdtalitarian philoesophy,
of-advocating fascist tactics, and of betraying sadistic
tendenci'es;8 But' another commentator states, “moie nearly
then eny man I have met, Charles Williams seems to me %o
approximate a saint ... I think he was a man of unusual
genius and: I regard his work as importanf“.9 F.R. Le=mvis,
in rep1y~to‘an.ear1y estimation of Williams‘ achievement,
cites his "preoccupation with the 'horror of evil'" as

evidence of-an'arrested development, rather than a'sign of

. 7An example of this kind of criticism can be seen

- in Roger Sale, "England's Parnassus: C.S. Lewis, Charles

Williams, and J.R.R. Tolkien", Hudson Review, Summer,
1964’ PP. 203"'250 ' . o

8Rovert Con " "
nquest The Art of the Enemy", Essays
in Criticismy Jen., 1987, pp. 42-55. » SESAIE

L 9@.5._Eli¢t "The Significance of Charles Williams",
The Listener, Dec. 195 1946, p. 89%%.
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"gpiritual maturity”. 10 John Press has called him "a very
queer fish in a deep dark pond",ll while C.S. Lewis, of
course, considers his mature poems "both for the soaring
and gorgeous novelty of their technique and for their

profound wisdom to be among the two or three most valuable

books of verse produced in this century”. 12 Even in later

comments the feeling continues to run high. R.T. ﬁévies
denies fiatly that he has any claims to genius other than
oddity, asserting that he was "a great amateur, and his
work ... suffers from a lack of discipline, of perspective
and of stabilizing scholarship ... [ they are ] frequently
ﬁerely slever-clever, fantastic, indecorous and
exasperating”. 13

The greatest proportion of general reserve &hbmpt
Williams' work is undoubtedly due to his over-riding
concern ﬁith the essentially religious experience, expressed
in more or lesa idiosyncratic, but always expliecitly

Christian and fuhdamentally orthodox terms. Overt

1OF.R. Leavis,~ig9 Common Pursuit, p. 253.

1l50hn Press, The Chequer'd Shade, p. 6l.

120.3. Lewis, "Preface", Egssays Presented to
Charles Williams, pp. vi-vii. ' '

15r.m. Davies, "Charles Williams snd the Romantic
Experlence", Etudes Anglaises, Oct. - Dec., 1955, p. 291.
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affiliations on the part of the artist with systems of
bélief, whether religious, political, philosophical, or a
blend of all three, frequently encourage critical
"pigeon-holing®”, accomplished with greater or lesser ease
according to the extent to which these beliefs are
articulated in the work. When a poet insists that these
beliefs constitute the core of his writing, not only is
the task of characterizing the work apparently much
simplified, but the potential audience, general and
critiecal, nairows considerably, " sxchidtag: those mit .. " -
sharing similar beliefs. Often there follows a tendency
for the poetry to be valued or devalued as a vehicle for
ideas first, and treated as an asesthetic product omnly
after this has been done, if at all.

The Christian character of Charles Williams'®
thought thus sets off a chain reaction of dublious critical
attitudes. The assumption that he is a christian.Pbet,
even a belated and misplaced Metaphysical, is followed by
an emphasis upon this Christian content. Because of the
complexity of his beliefs, there ensues a concentration
upon these jdeas to the comparative neglect of the poetry
gua poetry.

In a gsociety in which opinion is divided upon

whether the traditional claims of the Church do, or do not
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possess any validity or relevance, one could do worse than
remember Northrop Frye's suggestion that for the purposes
of astrictly literary discussion one must view God, iike wuary
other element in the poem,asthe artifact of human nature.l4
As a work of art, the novel, play, or poem, arises in
response to an impulse conventionally called the aesthetic
or creative, which for the critic and student. must be
kept distinct from the religious impulse. TThe religious
elemont in a poem is something which rendefs the work
neither "sacrosanct®, "more® than mere literature, nor
less than intelleotnaliy reépegtable. It is but one of
many components in a hypothetical statement anciently
observed to assert nothing.

Although the limitations and imperfections of much
of Williams' work have been touched upon, the ecceptricity
and Christien bias of his literary output should not be
undﬁly eﬁphasizgd when one considers the direction taken
by much of the writing of the succeeding generation.
Though literary history must always involve some over-
simplification, much of the work of the 'forties exhibits
a distinct departure in tone and character from that of

the preceding decade. The comparative unity of outlook in

YNorthrop Frye, Anatomy of Critiecism, pp. 125-8.
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the work of such poets as Auden, Day--Lewis, MacNeice, and
Spender, their preoccupation with the promises of Marxism,
their general attachment to social and political concerns,
and their faith in the advances of twentieth-century
technology, was short-lived. In the crises of the Spanish
civil war and Munich, the rise of Hitler and the slowly
crumbling hopes of "the years of uneasy truce", lie the
causes of a change in attitude marked by despair and
disillusionment. Alex Comfort, looking back on these years,
has said,
The awareness of death, the quasi-priestly

but secular attitude, are omnipresent for any-

one who knows contemporary English art and

letters. No artist of my generation is

uninfluenced by them.l5
In rejecting the tenets typical of the poets of the
'thirties, many of this period were apparently influenced
also by the delayed impact of Joyce who is said to have

e+ Opened the door of the world that Jung calls

'the collective unconscious', a world ... beyond

personal identity and ... historical time ... [and)

in his own personal, musical language he recovered

some of the prestige that had been lost to poetic
diction...l6

Thus, in terms of both style and content, younger writers

were provided with fresh alternatives for their poetry.

15Alex Comfort, Art and Social Responsibility, p. 15.

16 Personal
George Every, Poetry andjResponsibility, p. 37.
(=
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- Such poets as Vernon Watkins, David Gascoyne, Alex
Comfort, Sidney Keyes, Kathleen Raine and John Heath-Stubbs
were variously manitesting “a wish to get away from the
colloquial dietion and urban imagery and topical slant
which Auden was felt to stand for towards something more
florid, more savage, more lavishly ornate"gl7 ‘In this
shirt,aJohn-HeatheStuhbs,481dgey~K9yeq§ and Vernon Watkins
acknowledged an admiration ror-thegwork of Charles Williams,
amongst:others,wahd-GeorgeuEvaiy:believes,that they are
indebted?in-aspects'of their:thonght-énd in the development
of their imagery to Willisms® influence.

In a different way,-the work ¢f Anne Ridler and
Norman Nicholson also :shows traces: of Williams® inrluence.l8
Both are considered to have ‘been impressed by his attempts
to give importance and religious significance to the '
apparently trivial details of daily life and their own
poetry often uses Williams' thought as a point of
departure for: expression of their'individnal1viéwapoints.
More recently, Auden in his move towards an acceptance of
orthodox Christian belief has paid tribute to Williams®
thought.19 Hence, while it can never be argued that

-17G.S. Fraser, The Modern.Writer and His World, p. 324.

lsKathleen ‘Morgan Chrlstian Themes in Contemporary
Poets, see pp. 32~6 especia

19w H. Auden, "Charles Williams", Christian Century,
May 2, 1956, pp. 552-4,
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Williams has established a "school", there does appear +to
exist a slight but fairly wall—dltined current of influence
which refuses to be entirely submerged and mitigates some
earlier more positive pronouncements on his limitations.

Repeated references have been made to the
difficulty of Williams' thought but specific discussion of
this as it appears in the creative work has been
deliberately delayed since even the most general desceiption
of his thought will profit from a knowdedge of the
compiexities of the poet's background.

It has frequently been observed that the body of
Charles Williams' work is unified by the recurrence of
certain themes, to the extent indeed, that a'consideration
of any one form must include s knowledge of the others“.zo
Thus, the treatment of a concept expounded in a novel, et
the theme of a play may partially contribute to an idea
which runs through a whole series of poems. Nor can one
confine consideration to his purely creative works. The
same ideas are usually the subject of his expository
writing, both in the full-length publications and in
periodical contributions, and it is to these that one may

often turn more confidently for the most objective primary

20y nne Ridler, "Introductlon", The Imagg of the
ity, p. ix.
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exposition of his leading ‘deas. Moreover, the fact that
Williams evolved a more persone. and effective poetic idiom
comparatively late in his career, by which time many of his
ideas were fully developed and stable, allows one the more
readily to divorece them temporarily from questions of
style for the purposes of more orderly discussion. In
fact, it has been remarked that, with the exception of the
poetry (and this, of course, is a big exception),

the ideas he was expressing were always more

important to Charles Williams than the
medium of expression...21

Perhaps one reason why the late-~discovered new
style did so little to place Williams' poetry within the
major literary trends of the time was that it was dictated
by the nature of ﬁis_themes which were apparently so
distinctive as to demand an equally distinctive style.

Yet superficially at least, the position of Willisms in
the twentieth-century current of thought does not appear
especially unique, particularly when viewed from the
perspective of several decades.

In the "Introduction” to Victorian Narrative Verse
which Williams edited in 1927, he observed that some of
the &ficiencies of Victorian poetry are due to the fact that

21Ib1d., Pe Xo
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withavawing sogeie iﬁﬁé‘s’mﬁﬂoﬁ’ﬁzﬁ ve'aa end
- gufficient to the means.22

Like the Augustans, the Victorians lived insa e¢limate which
8tidl vibrated with the shock-waves of philosophical and
scientific upheaval, and asmidstv the changes being wromiht
daily: in their lives, theywaimed.at."éstablishingva sort
otfstability';23 In this search, they tended to reject any
comnen«superhatural basis  of belief, and to suspect any
metaphysical complexity of thought. Uncertain both of the
accepted rational limitations of the mind and of man's
ultimate position in an altermately expanding and
contracting universe, they came to settle on conduct alone
as a basis for living, and as a foundakion for the
stability they needed. Having-redééted the necessity of
an ‘adequate metaphysical and philosophical foundation,
they could not, especially in their literature, suggest
how this emphasis upon cdnduct.and*moral propriety might
be in any way significant, and the ethical code became an
end iniitself.

-‘Perhaps a direct conseqﬁenee of eighteenth-century
empiricism, the Romantic rebuttal notwithstanding, is a

rationalist hostility to any notion of metaphysical

> 2fa.Victorian Narrative Verse", The Image of the City,
P. 2. : :

231pia.
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gsignificance. The hostility, strengthened by the emergence

of science and technology, is still a salient characteristic

of the modern temperament, one manifestation of which can
be seen in the decline of the Church and its relevance in
personal and public affairs. Even within the Church, one
may readily discern a school of thought which seeks a
natural religion without any idea of ;the transcendental or
supe:natural, without metaphysics or received revelation
via traditional doctrine, and without dogma. But in
asserting the necessity of a metaphysical basis for living,
and in rejecting such a natural religion, Williams was not
alone ambng twentieth-century writers. Others, such as
T.,5. Eliot, Evelyn Weugh, Graham Greene, and more recently,
W.H. Auden, are prominent dissenters from the belief that
the "modern melaise™ may be cured by programmes of social,
sciehtific, and economic reform. The awareness of the
deficiencies of a standardized mass culture and a fotally
materialistic philosophy may be seen in'the work of these,
who also have attempted to recommend a return to an
established system of traditional values as asserted by
orthodox Christianity. |

Yet the reception of Williams' work has differed
radically from that accorded many others who have upheld

Ghristian values amid an increasingly secular environment.

Quite apart from considerations such as degrees of literary
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merit or differences in style which must, of course, be
deciding factors in a critical reception, it is still
evident that Williams has been generally received primarily
as a Christian apologist, to the extent that his creative
work has become the subject of what F.R. Leavis has called

24 The existence of such

"Christian Discrimination”,
critical reaction snggesté that there are distinet points
of difference between Williams® work and;thought and that
of his like-minded contemporaries.

The first of these differences appears to be
largely one of environment. From his earliest days,
Williams' association witk the established church, the
Church of England, was close snd deep. Both his parents
were profoundly religious, and although their attitude
toward their faith was free from the oppressive religiositj
and piety epitomized by much Victorian behaviour, their
involvement with church life was an intimate part of their
daily lives and family routine. Oharles'Williams' sister,
Edith, was later to question the relevance to modern life
of the traditional teachings of the Church, but Charles, it
seems, never passed through the period of disillusionment,

agnosticism or.uéthéism now commonly regarded as an almost

inevitable part of the process of growing:;up.

|
, L. ] i
2%p R. Leavis, "The Lbgic of Christian Discrimination”, |
The Common Pursuit, pp. 248-54, :
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Not only did he continue to accept the importance
of the Church as a soecial institution during his adolescent
and adult years, but as a consequence of what has been
called his "double-sidedness"a%f mind, he exerted continual
effort to ensure that his beiiefs were intellectually
Justified and not maintained from mere force of habit.

That sﬁch efforts were not always simple may be seen in
his early poetry, especially in the volume Windows of

Night. Anne Ridler remarks of his writing as a whole that
‘the "eonflict between the powers of good and evil ... was
always one of Williams® most intense literary enJoyments“,26
and others have similafly observed that the struggie
consktitttes one of the main themés of his novels. Yet in
Windows of Night the awareness of the antagohism in mere
existence and of the distresses in the human condition
emerge as something deeper and more intemse than simple
"literary enjoyments™ or themes to be ﬁanipulated for the
emotional titillatioﬁ of his audience.

In_”Domesticity”, the éense of a community of human

suffering is vividly evoked.

250.8. Lewis, "Preface", Essays Pregented to

Charles Williams, p. "xii.

26 pnme Ridler, “Introduction”, The Image of the
__;z,'p. xiii.
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eee O Earth's body, what pain

Tightens the whole fine nervous web? What ache

In the torn bloody past twitches omr brain?
As night falls and the e¢ity lays itself to rest, he sees
that,

All the dead life that lay throughk the dark at

the back of our minds

Stirs, and ghosts in the visible world have begun

Anew to occupy eyes left vacant by sleep ...
The revitalizing function of sleep, which Shakespeare
could image as knitting "up the raveled sleeve of care",
for Williams is deceptive.

Cleansed we arise -~ cleansed and the more defiled

By obscene currents of death no oblivion can stem 29

from the general river, clogged and ;unclean.
The emotional apprehension of evil which this and other of
the early poems reveal seems, however, to ba transmuted by
more deliberately intellectual reflection. In spite of
Leavis' charge of "arrested development", Williams did not
stop at a preoccupation with the 'horror of evil', and in
his writing the often-observed characteristic of a
"quality of disbelief", of intellectual scepticism, can be
seen at worke.
In all his varied literary activities Williams was

at considerable pains to recommend the doubting capacity
of man's mind. No issue&, he held, should ever be con-

sidered settled or put to one side until all one's

27“Domesticity”, Windows of Night, pp. 22-3.
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analytic, intellectual, and imaginative powers have been
brought to bear upon them in as minute and scrupulous a
fashion as possible. In a series of articles entitled
"Letters to Peter", he advocated the most rigorous
application of scepticism. As one commentator has
sunmarized his advice, he urged:
Be sceptical of what you have been taught.

Be equally suspicious of the demand for

immediate relevance and the plea to remain

above the battle, of the insistence that Faith

can be rationally Justified and the assertion

that it exhibits mysteries... Doubt your

cherished convictions, and doubt ... unceasingly

the wvalidity of those misgivings that are the

protection and prison of the cowardly ... 28
Thus Williams approved of the philosophical impatience of
the tormented Job's angry questioning of Jehovah and saw
the heresies and schisms within the history of the Church
as an esgssential part of its development. Nor can this
aspect of Williams' thought be construed as a facile
recommendation of intellectual honesty or ¢f the necessity
of bringing rational powers to bear on matters of faith.
In the poem, "To the Protector, or Angel of Intellectual
Doubt", there is an awareness of the peril of ingquiry. The
line which divides "intellectual ambivalence®™ from emotional

and spiritual disaster is fine indeed, and he speaks of the

knowledge of

28Mary M. Shideler, Charles Williams, p. 43.
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eees that lighter wraith
Which is your [i.e. Doubt's] image and your grief
Utter and intimate unbelief ...

The experience of this "unbelief" is
eoe that final sleep eee
Some highway, narrow, twisting deep,
Amid a silent frozen world.
«so When the very heavens are curled
Frozen above us, when the earth
Is a bleak certainty of dearth,
When our homing instincts freeze
Within us, to black crevasses 29
eee in loveless arctic prisonry ...

Por Williams, all the emotional and intellectual
difficulties of reconciling contradictions in existence
never came to an inevitable end in a peaceful acceptance
in the years of his maturity. The more usual pattern is
perhaps one of emotional or habitual belief, gradual doubt
and disillusionment, rejection, and then, for some, a
gradual return to re-examination and eventual re-affirmation
of the values which the Church represents. But Williams is
remembered as saying in conversation that he was prepared
to "accept as a revealed doctrine the proposition that
existence is good: but ... it would never have occurred to
him, unaided, to suspect this".Bo Furthermore, he

suggested that one might accept immortality not as the

29“To the Protector or Angel of Intellectual

Doubt", Windows of Night, p. 1l1ll.

500.5. Lewis, “Préface", Essays Presented to
Charles Williams, p. xii. :
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desired end of physical existence but as "the final act of
obedience".51 And as late in his life as 1939 he meditated
in a letter,

ees it seems so odd somehow to feel as if

I believed absolutely everything about death
and resurrection and all that, and yet some-
how not here, and (also) yet somehow not any-
where else. Do I look to another life? Nos I
think I am obstinately determined to believe
that everything is Justified here and now
when it obviously isn't ... 32

Yet during this same period he was working on such books

as He Came Down from Heaven and The Descent of the Dove, on

the articles, "The Recovery of Spiritual Initiative",
"Sensnality and Substance", and "Natural Goodness", and on
a verse play for church performance, Judgement atbt

Chelmsford. Neither the awailable biographical information

nor the body of his writing reveals a fading of his belief
or a diminishing of his preoccupation with the working out
of his convietions. In place of any distinct period of
doubt or retreat, there exists a relentless personal
examinatidn which @&xtended along the entire4range of his
years and writing.

One of the results of this life-long programme of
anaiysis and inquiry is that he early became more

interested in the "Jesus of the Trinity" than in the

3lipid.

52In a letter to Anne Ridler which she gquotes in
"Introduction”, The Image of the City, p. xv.
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historical figure, that is, he was more completely involved
in the doctrines of the Church and more attracted to the
dogmatic side of belief than a less rationally disposed
Christian might be. Most of his novels, plays, and poetry,
as well as prose studies, reflect a preoccupation with
issues of a strictly doctrinal nature. Moreover, there is
in all the writing an evenness of tone as well as of
conviction which further unifies his thought.

. In remaining so entirely witkin the Church and
apparently so completely at omne with its aims, his framework
of Christian belief seems to constitute the terms of
referencs Ior his total existence. It is thus understand-
able, perhaps, that some commentators should yield to the
temptation to point to his case as being exemplary, in a
way that the cases of others, in spite of ultimate
similarities, are not.

In addition to departing from the more usual pattern
of behaviour and thought seen in the examples of C.S. Lewis,
W.H. Auden, and Evelyn Waugh, there exists a further
diffgrence; Not only did Williams' environment and, more
particularly, his reaction to it, differ from that of many
others; he is separated from most of his contemporaries by
an additional éspect of temperament.

In estimating the general character of Williams'

writing,'especially the poetry, John Heath-Stubbs concludes
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that he belongs "to the tradition of Christian
transcendentalism in English poetry”,33 and in this he
allies Williams with poets like "Spenser, Vaughan, the
later Wordsworth, Goleridge“; and perhaps Patmore. Unless
the word transcendentalism is to be applied in a sfrictly
defined sense, the use of the epithet to deseribe such a
range of wérk is of doubtful ¥alue. In the above context
it may perhaps be understood to denote very generally such
qualities as a concern with that which is beyond the limits
of ordinary experience of the senses, and a preoccupation
with what is commonly termed the supernatural. Umsprwcide:
though: it be, the word does at least have the virtue of
indicating a broad distinetion between Williams' thought
and that of mahy of his'ééntemporaries.

In a-theological study, He Came Down from Heaven,
VWiiliams‘begina one of his chapters with a quotation from
Wordsworth's Prelude which is useful in refining the
notion of Williams aé a trancendentalist. "There are in
our existence spots of time / That with a distinct pre-
eminence retain / A renovating virtue, whence ... our minds/

Are nourished and visibly repaired”;54 Commenting upon one

such "spot of time" or experier__lce, Williams says

3330hn Heath-Stubbs, Charles Williams, p. 15.

- S%umpe Theology of Romantic Love", He Came Down
from Heaven.

=}
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.ee it arouses a sense of intense signifiecance,

a sense that an explanation of the whole universe

is being offered, and indeed in gsome sense under-

stood; only it cannot yet be defined e....35
Partially, of course, such an attitude towards any category
of experience, the belief that it has an extended meaning
above and beyond itself, is a concomitant of Christian
convictions. But the awareness of the possibility of some
other mode of existence distinet from the one which man
erjoys here and now in a "real" world of time, substance,
and spece, and yet somehow related to ordinary life, is
developed to & marked extent in Williams' thought.

~ m.S. Eliot has commented upon this characteristic,

observing that his writing is

based upon real experience of the supernatural

world ... which 18 Just as natural to the
author as our everyday world ... 36

He is careful to make it clear that the adjestive "mystical®"
as applied to this. aspeet of Williams' thought would be
misleading, but he enlarges upon the above observation by
adding that Williams seemed to him to possess

a kind of extra perceptiveness ... an extended

spiritual sense ... and was a man who was always

able to live in the material and the spiritual

world at once, a man to whom the two worlds were
equally real because they are one ... 37

35Ipid., p. 68.

56p,S. Eliot, "The Significance of Charles Williams®
The Listener, Dec. lé, 1946, p. 894.

371vid., pp. 894-5.
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Such a marked disposition towards the imponderables of the
supernatural may well appear to be somewhat at odds with
the equally marked rational disposition which Williams was
held to display in conversation and writing. But his
position is clearly indicated in his remarks on Pascal.

Pagscal was a friend and intimate of Jansenists.

He was a mathematician and knew the doetrines

of chances and of infinity.... "The finite to

stake ... the infinite to gain.® Could anyone

congent to doubt? He conceded his imagined

opponent a feeble if intelligent murmur- "The

true course is not to wager at all,"” and crushed

himself with the awful answer: "Yes, but you

must wager. It is not optional."

e was, of course, right; it is no more

optional than death. 38
Williams, like many before him, saw clearly that while man
possesses inadequate evidence upon which to decide whether
a particular experience is real or illusory, a subjective
impression or an objective fact, he is nevertheless com-
pelled to come to terms with that experience. He is in
obvious agreement with Pascal's statement that "All the
principles of stoics, sceptics, atheists, etc. are true.
But theit conclusions are'fglse, because the opposite
Principles are also true".39

When it is recalied that he also recommended the

validity of misgivings and urged that one might doubt that

58phe Descent of the Dove, p. 199. I

591pid., p. 197.
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"faith can be rationally Justified", it is scarcely
surprising that he apparently was prepared to reject
nothing that promised to hold the slightest possibility of
truth. Thus his reflections and interests did not stop at
the threshold of "reality", but embraced the possibilities
of various categories of thought and experience perhaps
less universally respected than theology, such as mysticism,
belief in the superretural, and an interest in the occult.

Again, such an attraction to matters conventionally
held to be suspect is not in itself distinctive. Msny
otherwise rationally-inclined writers have found themselves
indisposed to reject the claims to validity of the occult
sciences, as a roll-call of the membership of the Order of
the Golden Dawn might testify. Few, however, propose the
co-existence of the natural and the supernatural as
seriously as Williams appears to do, especially in the
earlier novels. In these books the action derives from
the clash of values of two opposing groups of individusals,
ranging freely between the two worlds in such a way as to
blur thQ distinctions and blend the properties of one with
the other. For example, War in Heaven is concerned with
the efforts of persons devoted to the cause of black magic
to secure possession of the Holy Grail, which has suddenly
been discovered in an innocuous rural parish church in

twentieth-century England. In the course of the inevitable
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struggle the powers of black and white magic are drawn

freely upon. At the height of the action Prester John

appears, as an ordinary men in a grey business suit, to
assist in the triumph of the powers of good.
A conflict between two similarly aligned groups is

portrayed in Many Dimensions. The struggle is once more
for an object of mythical origins, this time for what is
apparently a plece of primal matter, a "stone" of magical
and mystical properties, originaliy set in the crown of

Sulemin and engraved with the Tetragrammaton, the ancient

Talmudist formulation of the name of Jehovah, The Greater
Trumps considers the power inherent in the Tarot cards and
explores the'physical manifestations of their symbolic
values. Finally, the concept of the actual existence of
Platonic archetypes is the basis for The Place of the ILion.
Through the power of an overweening magician, the archetypes
of all creation are literally turned loose upon the English
countryside. When these "ideas" threaten the destruction

of the world by their reabsorption of all their specific
manifestetions in nature, the values of another group assert
themselves. Rescue comes in the form of a ritual "naming
of beasts" performed in the manner of the mythical naming
by Adem in the 0ld Testament record, and‘this reverses the

tide of annihilation and restores natural existence to its

former state.
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Such a close Juxtaposition of the fational and the
irrational in a traditionally realistic genre may well
disconcert or repel many devotees of the "seriow " novel.
But there is no reason to suppose that Williams worked in
ignorance of the conventional traditions of the novel form.
Although he often wrote hurriedly and perhaps facilely,
frequently maintaining that his chief interest was in
telling a good story, the peculiarly mixed character of
these novels is almost certainly deliberate and springs
from an essentially serious "world view". While these
novels are primarily "entertainments™ there is atill a
fundamental importance in the kind of experience they
attempt to communicate. Dorothy Sayers, who continually
has recourse to Williams' ideas in her studies on Dante,
has compared and contrasted the attitudes of the two.

Dante is pre-occupied by the inherence of the
metaphysical in the physical; Williams - in
his novels especially - by the irruption of
the metaphysical into the physical ... he is
haunted always by the vision of trespsss upon
the borders of the two worlds - the bresking-up
of the crust, the calling down of naked and
impersonal powers out of the realm of spirit
into the realm of time and space.
Not only do the novels discussed above generally treat the
conflict between the powers of good and evil, they also

deal in some fashion with the "unlawful attempt to seize

4°Dorothy Sayers, Further Papers on Dante, p. 200.
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41 and all have in

and possess the metaphysical powers",
common the fact that the powers of good desire victory not
for their own personal ends but on behalf of the object
around which the conflict centres. These centres of
conflict are all envisaged as being endowed with a
peculiar blend of integrity and unique power which must be
allowed to function in complete autonomy. - Only when the
protagonist realizes this and relinquishes his individual
will in order to becoﬁe a mere channel for good can he
effectively contribute to the desired outcome. The idea
becomes very important in the mature poems of Taliessin
through Logres and The Region of the Summer Stars, and is
perfected in the last two novels, Descent into Hell and

All Hallows®' Eve, wherein the supernatural ceases to be

merely a bizarre piece of machinery and becomes a credible
realm for the author's speculation, exploration and
experiment. |

The biographical evidence which is available does
not reveal exactly when Williams came to be interested in
the occulf. On the basis of information from Charles
Williams' wife, Anne Ridler suggests that the period of
most intense interest probably began sometime after 1917
and continued until 1920 or so. Williams apparently

attendpd the meetings of the Order of the Golden Dawn for

*l1via.
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; only a short period of time. Anne Ridler says that he |
. "quickly outgrew it“,42 and though he never broke his oath
; of secrecy, he was known to pass irreverent comment upon

'~ the petty quarrels which occupied the energies of its

' members. The writings of A.E. Waite, who was his formal
link with the society, continued to interest him, however,
and The Hidden Church of the Holz‘Graal must have
constituted one of his first sources $6r esoteric facets

of the Matter of Britain.

Another of Waite's books, The Secret Doctrine in
Israel, was perhaps even more important to Williams, for
it becomes apparent on consulting this work that there
‘exist in Williams® generalisyatem of thought manj parallels
with the ideas prdponnded therein. Waite's study is a
treatise on the various branches of thought and activity
incorporated in Kabbalistic and Talmudist doctrine derived
from the Zohar, with a commentary on the implications of
many of the tqachings for the myriad hermetic and occult
societies which sprang up in the centuries after the birth
of Christianity. Although it is a difficult work, the
style being at once contorted and pompous, and the scholar-
ship being detailed to the point of tortuousness, it must

be most stimulating for anyone already intrigued by the

. 42Anne Ridler, "Introduction?, The Image of the
City, p. xxiii.
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subject. For Williams it was probably especially suggestive
in those sreas which deal with the love relationship
between the sexes and the importance of the human body.

The more sensational aspects of much occult
knowledge and the many bizarre practices popularly
associated with the esoteric have also tended at times to
obscure the fact that the system of Jewish theosophy, the
Kabbalah in particular, played an important role in the
development of the Christian Churchh especislly during the
Renaissance. Far from conflicting with the basie tenets
of Christienity, the doctrines of the Kabbalah agree in
several points with those of the Church. For example, the
Sephirotic decade or aﬁchetypal man in Kébbalistic doctrine
is considered, like Christ, to be of double nature, both
finife-and infinite, perfect and impeifect. Furthermore,
the doctrine of the Trinity, popularly regarded as pre-
eminently Christian, has é prototype in 0l1ld Testament
writings, which thé-ggggg has developed from the usual
description of the "Three-in-One". The Kabbalah also
expounds the doctrine of atonement, which was later to
figure so prominently in the beliefs of certain non-
conformist denominations. Thus, for anyone, ;ike,Williams,
interested in the early Church and its doctrinal development,

the significance in much Kabbalistic doctrine would soon

become apparent.
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_ In addition, the occult in general and the doctrines
' of the Kabbalah in parvicular, held a further stbtraction

1 for Williams. Historically, it emerged in its mature form
 at the time when medieval mysticism was also beginning to
assert itself. This wave of mysticism emphasized the
importance of interior meditation and, by implication,
tended to negate tha value of the organized Church in the
progress of the individual towards knowledge of God. From
the perspective of a later century it can be seen as a
protest against the excessive intellectualism and Aristotelian
scholasticism which then held the Church in its sway. It
held that prayer was the first requisite in a mystical
progress towards God and, often, that it could only be
accomplished in a state of ecstasy. In this respect, the
spirit of the Kabbalah closely resembled the mystical
movement, for it similarly held that the Deity could be
realized by other than rational faculties and attempted to
bridge the gulf between man and his cereator by encouraging
asceticism and emotionalism, and by urging the employment
of artificial means to induce the ecstatic state. The
Church, which has certainly never encouraged iﬁs eccéntric
visionaries,.was naturally no¥ slow in déondemning the
Kabbalah, and was joined in its condemnation by Jewish
orthodoxy, which saw in the Kabbalah a challenge to the

authority of its external law.
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\ While certain casuai remarks tend to represent

5 Williams as a mystic, it has been repestedly emphasized by
f those who knew him best that any such description would be
inaccurate and misleading. Certainly the systematic

fashion #m which he contrived to develop his personal

sonvictions into a complex but totally coherent scheme of
thought would seem to militate against any such
g characterization. It has been said that, contrary to
popular conceptions, .
the genuine mystic is usually a surprisingly
direct person, his mysticism, to himself, really
a very simple (one wants to say practical) matter.
Accepting the proposition that to know God is the
chief end and aim of existence, he finds that such
knowledge comes to him by other faculties than the
rational, I% is by intuition that he attains the
mystic vision in which he claims to realize
absolute truth and to taste absolute blessedness ...
it is an endowment akin to the artistic gift... 43
In all the varied categories of Williams' work there is
nothing to suggest that he ever experienced anything of
this sort. Rather he was one who simply made it his
business to investigate and familiarize himself with records
of all species of religious experience, whether they were
the ¢0ﬁ£QSsioﬁs of Augustine, the writings of the pseudo-
Dionysius, Lady Juliana of Norwich, and Evelyn Underhill, or

the more dubious accounts of medieval occultists and

stic Vision in the Grail

.~ #Lizette A. Fisher,
Legend and in the Divine Come
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' magicians. Such a deep and protracted interest in all
. areas of the paraphysical provided the insight and sympathy
f which he displays in his treatment of the subject in both
' his creative and expository writing.

In concluding this discussion of Williams'
interest in esoteric matters, it is useful to turmn to his
own observations on the subject. While he admits the

tenuousness of many theories of the supernatural, he

nevertheless asserts that attraction to the general area

is nearly universal.

The disposition towards the idea of magic might
be said to begin with a moment which seems to be
of fairly common: experience - the moment when it
seems that anything might tarn into anything else.
We have grown used -~ and properly used - to
regarding the sensation as invalid because, on the
whole, things do not turn into other things...

But the occasional sensation remains. A room, a
street, a field, becomes unsure. The edge of a
poss;bilxty of utter alteration intrudes ... One
may be with a friend, and a terror will take one
even while his admlrable voice is spesking; one
will be with a lover and the hand will become a
different and terrifying thing, moving in one's
own like a malicious intruder ... All this may
be due to rac;al memories or to any other causej;
the point is that it exists... There is, in our
human centre, a heart-gripping fear of irrational
change, of perilous and malevolent change.

Althought the last sentence of the above passage may
well recall the charges that Williams® work shows an

immature preoccupation with the 'horror of ev;l', it is

44Witbhcraft, Pe 77
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important to remember that. he was equally preoccupied with
the manifestations of Divine Love in human affairs. While
his novels may provide evidence:for such charges, his first

volume of poems, The SBilver Stair, sprang from his early

recognition of the need of man to relate his physical
nature to his interior spiritual state. It derives its
initial inspiration from:Williams'wpersonal discovery of
love, and the many individnal‘poeﬁvahich are addressed to
his wife: demonstrate. an-early: insight into: the possibility
of a relation between: eros. and agspe. Williams' attraction
to the ocoult, like his interest in the mystics and his
attitnde;toWgrds~1ov§,;iSign aSpéqt.of]his religioup
temperament which very early was coloured and affected by
his rational disposition. The many-sided semsitivity to
the paraphysical is~based'upon~hia~conviction that the need
to. reconcile the interior state of existence with the
exterior, the spiritual with the”materiél, is universal.
Hg.percéived=thatwwhan man kas recognized that his
experience of the interior world is also a part of his
neighbour's experience, the spiritual realm becomes as
pervasive'as the physical, and the need to accord it due
recognition becomes as urgent as thé need to come to terms
with the material world.

With characteristic common-sense, Williams was not

averse to turning such insights to practical advantage.




It is evident that his novels, in spite of their many
serious observations, capitalize on his intimate association
with the many btranches of the "hidden doctrine” in order
to cater to a light-reading public's taste for the more
sensational aspects of occult traaitions. It is equally
evident that his poetry ié an outlet for his more serious
thought and'the distinction between the superficial
literary usefulness of the paraphysical and its fundamental
value within Willisms' total system of thought must be
borne in mind at all times. Though there are occasional
overt references to occult practices in Taliessin through

Logres and The Region of the Summer Starg, their provenance

is so obvious to anyone acquainted with Williams' back-

ground as to require little or no comment, for by the time
he was engaged in composition of the poems his interest in
the esoteric appears to have been largely transmuted by
his more central concern with the broader, more orthodox

religious significance of his material.




CHAPTER II
NARRATIVE TREATMENT

The discussion which follows, especially the portion
devoted to Williams' analysis and interpretation of the
sources and historical background of the Grail material, is
undertaken in some detail. Direct and lengthy quotation
will be used rather more extensively than is usually
desirable in an effort to present as undistorted a view as
possible of Williams' methodology and to preserve the
precision of many important attitudes.

Perhaps the sharpest impression to be gained from
an initial consultation of the available portions of
Williams! notebook,1 in conjunetion with the studies on the
development of his Arthurian poems,2 is a sense of the

extremely protracted period of writing and re-writing which

lApparently this notebook is now in Anne Ridler's
possession. For a general description of its contents and
the circumstances surrounding its compilation, see Anne
Ridler's "Introduction", The Ima§e of the cit;, PP. lviii-
l1x. Small but useful portions o 8 notebook together
with a commentary by the editor are reproduced not only in
her general "Introduction", but at pp. 170-5, The Image of

the City, under the title r.'Irrl:roduci:o:r:y Note to the
Irthurian Essays”.

;Linden Huddlestone, "The Arthurian Poems of
Charles Williams : Their Development and Background",
unpublished Master's thesis, Birkbeck College, University

of London, 1953.
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f the cycle encompassed. The notebook was probably begﬁn
; around 1911 and entries continued into the 1920's, by
f which time Williams was actively engaged in serious
composition of the poems. Heroes and Kings, the first
volume of the early Arthurian poems, appeared in 1930, and
several more poems of this first version appeared in the
following year in New Poems, an anthology edited by
Lascelles Abercrombie, and in a volume of Williams', Three
Plays. By 1934, however, Williams was beginning to rework
his Arthurian material, and Anne Ridler, who apparently
was corresponding with the author at the time, contributes
some interesting though fragmentary information concerning
the process of rewriting.

It may well be that the"ability to refresh and
refashion poetic material so long after its first
appeirance is ... unusual",3 but the practice may often
produce undesirable side-effects. As Anne Ridler observes,
and as is evident to those readers who have found C.S. Lewis'
"chronology” almost essential for an initial understanding
of the poems of the final eycle, the mere sequence of
events is far from clesr. The aubhor appears to assume on

the reader's part as great a familiarity with the material

. 3anne Ridler, "Introduction", The Image of the
City, p. 1lxiv.
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as he himself had obviously come to possess in his lengthy
and intimate association with his sources. The many gaps
which result in the narrative, together with a much
elaborated system of symbolism present difficulties which,
if not insurmountable, at least seriously detractﬁfrom the

success of the work.

In an introductory note drafted by the author to

accompany the publication of Taliessin through Logres, he

¥
]
:
4
t

had remarked of the final poems that they

do not so much tell a story or describe a process

as express states or principles of experience.

The names and incidents of the Arthurian myth are

taken as starting points for investigation and

statement on common and profound experience.4
Nevertheless, there is much evidence, both within and
outside the cycle, of an interest in the mechanics of
"telling a story", in narrativelpoetry in general, and in
the epic in particular. His earliest enthusiasms in
literature were for poets who had produced genuine epies,
work of epic scope, or protracted narrative: the Victorian
figures, Tennyson, Brownihg, Swinburne and Chesterton, and !
also the traditional figures, Milton, Spenser, and later, E
Dante. As an above-average Latin student he was thoroughly i
familiar with Virgil and with that epic par excellence,

the Aeneid. Professionally, as a reader with the FPress,,

‘4Anne Ridlexr quotes Williams in "Introduction®,
The Ima of the City, pp. lxiv-lxv.
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;i these natural proclivities were consolidated; as a biblio-
{ graphy of his editorial work can testify. In any case; he
was accustomed to read and enjoy throughout his life long
poems which were commonly considered unreadable by most.

Thus it is scarcely surprising to learn that he

once contemplated for his own work a wvast structure
involving a "vertical" division of the material into
"books of Love"; or a "horizontal”™ division into "secular"
and "religious" books, or even a division "into 'branches’
(after Sebastian Evans's pattern); not into books".? Among
the many entries in the notebook are observations on the
use in epic poetry of the second-person singular,
considerations of epic styles such as "the romantic” and
"the classically remote" of Milton; speculation on how
Dante achieves certain of his effects; and notes on some
of the ideas found in Lascelles Abercrombie's The Epic.
Despite the fact that his work finally emerged as a cycle
of linked poems; Williams had originally contemplated an
epic.
He has stated that the Taliessin cycle began

with certain thiﬁgs in Malory. It began also;

perhaps even earlier, in a vague disappointment

with the way in which Tennyson treated the

Hallows of the Grail in Balin and Balan ...

in +this particular respect his +treat-
ment of the Sacred Lance as a Jjumping-pole

>Tbid., p. lix.
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left a good deal to be desired snd even to be
done ... It was clear that the great and awful
myth of the Grail had not been treated
adequately in English verse.®

In his initial dissatisfaction with Tenhyson's Idylls as a
verse rendering of the Matter of Britain, it was
characteristic of Williams that he should first isolate

symbolic treatment for attack. His 'Introduction® to

Victorian Narrative Verse makes his objections more
explicit. He finds that the "weakness ... 0f the Victorian
age, as of the Idylls, is not in its concern with conduct
but its failure artistically to suggest an adequate
significance in conduet“.7 More particularly, it was
"Conduct without any adequate end, duty without interior
and eternal significance, morals without metaphysics".8
For Williams the Victorian age lacked an adequate
philosophical basis to support the metaphysic of tales
from an earlier age. Adapted and reworked by the

nineteenth-century poets, the material became thin,

unconvinceing asnd artistically ansound.

Snmpne Making of Taliessin', The Image of the City,
PP. 179-80.

5 7nyictorian Narrative Verse", The Image of the City,
Pe 3. '

81bia.
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The stimulus for this kind of criticism stems, in
part at least, from the views of Lascelles Abercrombie,
especially those contained in his short study, The Epic.

The entire chapter entitled "After Milton" is relevant in
considering Williams' general opinions on epic and marrative
poetry, but for the present discussion one section in
particular deserves close attention. At the instance of

Scott, Abercrombie decries the lack of "depth",

"definiteness of symbolic intention", and "epic unity"9

(the three terms are used synonymously) in the poetry of
his age. He then goes on to comment:

If we are to have, &3 we must have, direct
symbolism of the wey man is comnscious of his
being nowadays, which means direct symbolism
both of man's spirit and of the (philosophical)
opponent of this, the universal fate of things -
if we are to have all this, it is hard to see
how any story can be adequate t0 such symbolic
requirements, unless it is a story which moves
in some large region of imagined supernaturalism.
And it seems questionable whether we have enough
formal "belief" nowadays to allow of such a story
appearing as solid_ and as vividly credible as

epic poetry needs.

He tempers his animadversions, however, to the extent of
citing favourably the examples of Goethe's Faust and Hardy's

asts as "invasions of epic purpose into dramatic manner"

gLascelles Abercrombie, The Epic, p. 84.

101pid., p. 93.
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which provide "immense and shapely symbols of the spirit
of man“.ll
Such a concern, not only with "immense and shapely

symbols™ for their own sake, but with their being set
against a backdrop of a "large region of imagined super-
naturalism™, obviously wbuld have appealed to Williams in
any case. More particularly, when considered in conjunction
with the Matter of Britain, which at that time engaged his
attention, it became clear to him that the Victorians
betrayed the symbolic significance of their sources by
their failure to appreciate the peculiar flavour of
"supernaturalism" inherent in their material, a failure
that rendered their treatment of many crucial incidents
and episodes vastly inadequate. Thus Williams, in common
with many readers, found the confrontation of Arthur and
Guinevere at Almesbury convent almost ludicrously deficient.

No great poet has ever been betrayed into a more

disastrous episode than that in which Ternyson

presented Arthur deploring and exhorting the

prostrate form of Guinevere ... The mortal

pathos, the immortal symbolism of Arthur are

lost in such words as 'I am thy husband, not a

smaller soul'. ., .l2 .
Many critics and readers have been amusing at Tennyson's

expense, but it remains true that all too oftemn his

117pid., pp. 91-2

12"Victorian Narrative Verse", The Image of the
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reactions, particularly those presented in the Grail
episode, are seriously askew., As Williams went on to
observe,

The King does not reject the Quest of the Graal

merely from an artistic necessity, but from the

necessity of an inadequate metaphysic. The

high Prince Galahad passes across the stage and

is Tone, and the poem is uneasy in his presence...

It [the Quest] is merely apart from Camelot and

the Table; it is merely apart from Arthur and the

soul.:.1l3

In a much later essay, Williams remarked of the

versions of Hawker, Morris, and Swinburne as well, that
although they contain "a great deal of good stuff', they
are unsatisfactory because "none of these poets had the
full capacity of the mythical imagination".l4 It would be
convenient t0 have some explanation of just what Williams
meant by the term "myth", but although the word is
employed throughout his'work, the numerous contexts do
little to suggest a special sense of the term. As it is
most generally used, it does not appear to be distinguished
from the terms "legend", "tale", or even more simply,
"gtoxry". Among'the many éonsistently casual uses, however,
one brief, almost parenthetical, elaboration may be borne

in mind. Discussing the work of Malory, he remarks that

151pid., p. 3.

lu"nalory and the Grail Legend", The Image of the
Cit;z ) p. 187 [
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He fills his pages with all sorts of things
which may be fascinating but are not (in our
sense) mythical. But there are some which are
mythical in the sense that thig seem to have a
profound spiritual relevance.

If one is prepared to accept this sense of the term
in his criticisms of the Victorians, the root of his
reservations becomes even clearer. Knowing what we do of
f Williams' own background and his intense interest in

i Christian theology and dogma, it is difficult indeed to

see how any merely literary version of the material could
have satisfied his requirements for "profound spiritual

E relevance”, As the above quotation in part implies, he
found even Malory in this respect to be wanting. The
ubiquitous swords-in-stones, the endless, useless, petty
quarrels and multifarious tourneys, the hermit who lurks
inevitably around each corner of every wood, not to mention
the unnecessary multiplication of characters, many of whom
‘£ill identical roleé and are thinly drawn and poorly
motivated - all these features éertainly distract and
irritate. Williams remarks, however, that even allowing
for the fact that "the main part of his novel was

the
irrelevant toLPheme", still, "the hints in those parts

which dealt with the theme were of very high value".l®

151vid., p. 188.

16“The Making of Taliessin”, The Image of the City,

P. 180.
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i That Malory was "full of a high suggestiveness which he

'; never could, or never cared to,develop"l7 was advantageous
; for Williems, for it left him free to draw almost

f exclusively on Malory as his primary source, developing

'é himself those very points of "suggestiveness" by the

z exercise of the "mythic capacity".

; In order fully to apprpciate VWilliams' approach to
f his material one must examine in some detail his prose

; study, "The Figure of Arthur". Here he discusses not only

? Malory's treatment of the Arthuriad, but considers closely
é most of the contributions in sources ranging from the

g records of Gildas and Nennius to the accounts of the French
@ poets and romancers. One should be aware from the outset,
| however, that engrossing and instructive as this book may
| be, it scarcely meets the standards of today's medieval
scholarship. Nor is it probable that Williams intended
that it should. Iike so much of his writing, the work is
a :ragment, published now in conjunction with C.S. Lewis'
commentary on the Taliessin poems, and is best treated as
the indispensable guide to his c¢ycle which it so patently
is. Attenﬁated though it be, the study is cruecial in
demonstrating Williams in his "myth-making" capacity.

Here one can observe the author's first approach to the

17uppe Ghances and Changes of Myth", The Image of
The City, p. 184,
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great mass of literature on Arthur, his tentative reactions
to details he considers of importance, and ultimately his
technique for fusing descriptive detail, character, and
event into what he deems a coherent and mythically
satisfying whole.

Thus, towards the conclusion of this work the
outlines of the reshaped myth begin to emerge and, in an
attempt to reconcile the conflicting elements in his
sources, he hegins to determine on the "centre of the
nyth".

The problem is simple -~ is the king to be there

for the sake of the Grail or not? It was so the

Middle Ages left it; but since then it has been

teken the other way. The Grail has been an

episode... If it is to be more, it must take

the central place. ILogres then must be meant

for the Grail ... It is the central matter of

the Matter of Britain. We may, if we so choose,

reasonably and properly refuse it, but we can

hardly doubt that if we do we shail have no 18

doubt a consistent, but a much smaller myth.
In a sense, the preceding chapters of the work all lead up
to this statement, for in these pages Williams has con-
sistently seized upon the religious aspects of his material,
a procedure which has the effect of conditioning the reader
to accept the primacy of the Grail - his major structural
change.

The procedure begins almost immediately with his

account'of the contribution of Nennius to the Matter of

18“The Figure of Arthur", Arthurian Torso, p. 83.
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. Britain. The quotation which he chooses to isolate from
. these early records runs thus: Arthur in one of his
' battles

carried on his shoulders an image of St. Mary

Ever-Virgin, and on that day the pagans were

put to flight ... through the strength of our

Lord Jesus Christ and of the holy Mary His

Maiden-Mother.19
Williams is at some pains to stress the Christian character,
which scholars have always accepted as a salient feature
of Arthur's court, and in example after example he
instances the many links between Arthur's destiny and
divine sanction and guidance. Arthur had been to
Jerusalem, Williams further instructs the reader, and had
made a huge cross before which he prayed and fasted,

asking that by this wood the Lord would give

him victory over the pagans, which was so doneé

And he carried with him the image of St. Mary.20

And in treating the Annales Cambriae, the same kind of

detail is chosen for citation.

518: The battle of Badon in which Arthur carried
the cross of our Lord Jesus Christ, for three
days and three nights, on his_shoulders, and

the Britons were the victors.

Then Williams strays into almost poetic comment and

describes "the myth of the Grail® as

lgIbido 9 Pp L 6-7 [

201pid., p. 7.

2l1pid., p. 8.
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the most important account of all. No invention
can come near it; no fabulous imagination excel
it. All the greatest mythical details are only

there t9 hint at the thing which happens; that

which in the knowledge of Christendom is the

unifying act, perilous and perpetual, universal

A and individual.22

? The Grail itself he describes as "that Cup which in its

f progress through the imagination of Europe was to absorb

; into itself so msny cauldrons of plenty and vessels of

ﬁ masic".23 Throughout the entire chapter Williasms continues
i to provide the theological and social background for the

f development of the Grail concept, while at the same time

; conditioning his reader to acquiesce in his Jjudgement of

' the main theme. It is apparent that for Williams the
primacy of the Grail (and the Grail as a Christian relic),
even at this comparatively early stage of discussion, can
scarcely be doubted.

Some of the evidence which he assembles to support
his assertions may here be sketched. The first intellectual
concerns of the developing Church were, of course, with
defining the nature of God and His son. The sacraments,
in particular the Eucharist, did not claim attention until

much later. However, even in the first centuries of

227pid., p. 13.

231bid.
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growth, the Last Supper was "regarded as a sacrifice - by
Christ and of Christ; therefore, as a sacerdotal act".24

With the general social structure of these centuries,
the influence of the Church in matters of state as well as
faith, its role in education, and its domination in
intellectual spheres, Williams suggests that the topic of
the Eucharist, later to become a dogmatic issue, was a
respectable, even common one in the general conversation
of intellectuals. He observes, almost wistfully, that
"neither was its discussion confined to a particular class
of the pious, as such things usually are trday“.zs As a
result,

slowly perhaps but generally, among all the other
affairs of secular and religious life, the image
of that Act, and of the Host and Chalice which
were its means, grew primary in the imagination

of Europe.26
In this kind of atmosphere, the myth of the Grail, from
whatever source, sprang into being and flourished till it
occupied the prominent position it holds in the work of
Malory. |
The early Middle Ages were seen by later centuries

to be "founded on metaphysics“,27 and the twelfth century,

2%1pid., pp. 13-4
251bid., p. 16.
261pid.

2%1bid., p. 24.
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in particular, was "still 'rash with theories of the right
That stretched but did not break its oreed'",28 gtill
developing in a relatively flexible imaginative climate.
And, of course, from this period of imaginative freedom
emerged the work of Chrétien de Troyes, Robert de Borron,
and their continuators, the great semi-mystical tales
which later so greatly enlarged (but also confused) the
canval of Malory. In addition to the pervasiveness of the
Grail as a foeus for conversations on the Eucharist, there
was another "major realistic influence": the preoccupation
with Jerusalem under the direct stimulus of the Crusades
helped to make the Grail a plausible symbol also for a
national or imperial consciousness and sense of destiny.
As Williams points out, the exact literary source

for Chrétien's use of the Grail and the Lance is unknown,
but from a religious standpoint, the derivation, he would
have us believe, is obvious. Alluding to folklorist
theories of a Celtic origin for the Grail and Lance, he
bluntly defines his position thus: |

the grail in Chrétien did not produce physical

food. The whole and exact point of its use was

that it provided a substitute for physical food

ese It served an unknown personage with a Host;
if it was like snything, it wes like the ciborium

281134., p. 25.
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of the Eucharist, and contained the super-
substantial food.29

With the inclusion of the bleeding Lance, that spear with
- which the centurion Longinus had pierced the side of Christ,
and the refinement of "a grail" to "ie saint Graal®™ (in
one of Chrétien's continuations), came the identification
of the "Sacred Body" of Christ with the tale. At this
stage, Williams observes,

It is not, at present, much more; there are

hardly any theological attributions. But

poetically there is.noy a union and a centre 30

- not so much a Christian centre as an artistic.
The "theological attributions" in fact, were not long in
coming. The Council of Lateran in 1213 had raised the
doctrine of the Eucharist to a position of almost equal
importance with those doctrines which defined the Nature
of the Trinity and the Double Nature of Christ.
Thereafter, the symbolic association of the Grail with the
Eucharist in the minds of readers and future poets and
romancers was assured.

The motivation for such an elaborate and thorough-

going treatment of the background of the Grail becomes

obvious when one recalls Williams' objections to the

291bido 9 P- 65'

BOIbidc’ p— 660
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inadequate metaphysical climate of the Victorians, and
Abercrombie's demands for "solidity" and "credibility" in
any story pretending to epic dimensions. In order to avoid
the Victorian exror of superimposing a contemporary scale
of values on a narrative from another era, Williams
scrupulously recoanstructs much of that era. It may be
objected that his reconstruction is distinetly idiosyncratic,
but it can scarcely be argued that any of the nineteenth-
century poets had undertaken as much, or indeed, were as
well qualified to do so. In addition, it may be noted that
though his choice of emphases may be eclectic, his
selection of sources is not. Even the initial chapter of
"The Figure of Arthur" exhibits his catholic consultation
of texts, his attention t¢ precise detail, his preference
for direct quotation, and his broad knowledge of Church
history, all of which makes him eminently well-suited to
the task of recomstruction.

The reader who has acquainted himself with such
information as has been outlined above may, however, be
disconcerted by what he finds when he turns to the two
s8lim volumes which comprise the final cycle of Williams'
Arthuriad. By actual count there are only fifteen name
references and direct allusions to the Grail as an object,
and familiar episodes and details which one has come to

agssociate with the Grail story seem to be virtually
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ignored. In this cycle, which has adopted the myth of the
Grail as its centre, there is not a single poem which
takes as its subject the traditionally much-discussed
Quest. The most fully related episode is to be found in
the penultimate poem of Taliessin through Logres, "The
Last Voyage", which describes the journey of Bors,
Percivale, and Galshad in the Ship of Solomon to the holy
city of Sarras. And even here the conclusion of the
voyage is not described. The reader must wait until the

final poem of The Region of the Summer Stars for tHe

extremely brief allusion,

«so the three
lords of the quest landed from the vessel of the quest,

(RSS., p. 58)

where

They lay for a year and a day imprisoned in a trance,
(RSS., p. 58)

Other essential references to events in the Grail
story are scattered throughout the first of the two
volumes for the most part, but nowhere is the story itself
conventionally developed in chronological fashion. Thus,
"Percivale at Carbonek" describes the arrival of the three
Quest lords at the gates of the Grail castle, while

In the rent saffron sun hovered the Grail.
(1TL., p. 81)

The poem is primarily concerned with matters outside the
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traditional Grail story, however, and the healing of the
Wounded Keeper of the Hallows is implied rather than
actually stated.

The passage through Carbonek was short to the house of

the Grailj;
the wounded king waited for health...

(ML., p. 81)

ees Carbonek was entered.
(EI'_-’ P. 83)

Even more surprising are the apparent omissions in "The
Coming of Galahad". Tennyson's account, like Malory's
had related the knighting of Lancelot's son, his assumption
of the Perilous Siege, and the appearance of the Grail in
the great hall of Camelot. In both versions the episode
is crucial in that it involves the knights of the Round
Table, by sworn oaths, in the quest of the Grail and
heralds the first external signs of disruption in Arthur's
court.

Williams' poem, however, opens with the single
statement,

In the hall all had what food they chose;
(L., p. 69)

the only reference to the Grail being the words of Gareth

to Taliessin after the banquet:

Among the slaves I saw from the hall's door
over the meal a mystery sitting in the air - .
a cup with a covered fitting under a saffron veil,

as of the Grail itself ...
(L., p. 70)
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The poem then passes on to a consideration of other matters
in a conversation between Taliessin, Garetk, and an
anonymous servant girl.

Similarly, Williams had found no particular
significance in some of Malory's subsidiary details.
Galahad's pulling of the sword from the floating stone is
entirely omitted; and the placing of Galahad that night in
Arthur's bed, which he had originally found so attractive,31
is here reduced to the lines,

they led the young man Galahad to Arthur's bed.

The bishops and peers, going with the royalties, made
ceremony; they create& a Rite.

(TTL., p. 69)

In the next section,

the red flare of processional torches and candles
winding to the king's bed; where instead

of Arthur Galahad that night should lie
Helayne's son instead of the king's, Lancelot's
instead of Guinevere's, .

(2TL., p. 69)
are lines which serve to emphasise symbolic association
rather than advance the narrative.

In fact, the dominating event of this entire
episode is the phenomenon which accompanied the appearance
of the Grail. In both Malory's and Tennyson's versions,

the lords at dinner suddenly find before them the food

31“'.1‘aliessin's Song of the Setting of Galahad in
the King's Bed", Three Plays, pp. 193-5.
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which they love best, but in bhoth accounts the event is a
relatively minor detail. Williams, however, had remarked
of the phenomenon: '

I have wondered if this ... would not be

more convenient if it were taken to mean that

what each had actually before him was precisely

to his most satisfaction ... it is what is

there that is fairest.32
This subtle adjustment, which throws the weight upon
acceptance of divine intention rather than personal self-
indulgence, he felt, would allow the event to follow more
logically from the words of Galahad as he assumed the
Perilous Siege. The words which Williams then had in mind
were Tennyson's, "If I lose myself I find myself", which
he was prepared to accept, at least for the limited purpose
of his prose discussion.

In his own poem, however, the utterances of Galahad
are unrecorded, the only reference to the assumption of the
Perilous Siege being the indirect allusion to "the unknown
lord who sat in the Perilous Sell", Hence, the long
meditation on the nature of preference and acceptance has
for the reader little logical basis in the preceding events.
Its sole narrative Justification is provided by the opening
line "all had what food they chose", and by occasional

nebulous hints in the intricate three-cornered conversation

32"Malory and the Grail Legend", The Image of the
Mo pp L4 191"20
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that ensues.
The poem, then, is one of those instances in which

the reader must infer far more than is possible from the
scanty information provided, an accident of the poet's
reshaping process. It also provides a clear demonstration
of how Williams' initial interest in the logical narrative
arrangement breaks down and wirtually disappears under the
pressure of his concern with the philassphical implications
of particular events. In view of his remark in discussing
this episode, "it does us no harm to realize that the tale,
as well as the meaning, has to be kept going";33 it is not
a little ironic that in actual practice the tale is
virtually abandoned in this poem in favour of the "meaning".
The abandonment is particularly unfortunate in view
of the traditionally crucial position in the narrative of
Galahad's arrival at court, an importance which the reader
might reasonably expect this poem also to stress. The
celebration of the Feast of Pentecost signals the
beginning of the Quest in Malory, as Williams was well
aware, and constitutes the initial stages of an almost

Aristotelian peripeteia, a watershed of action, from which

point'the flood-waters of Camelot's fate sweep relentlessly

down. It also marks the first visible appearance of the

531pid., p. 192.
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Grail after its emergence from Carbonek, an event which

is nowhere treated in Williams' cycle. Greater attention
to coherent, even sequential, presentation of circumstantial
detail would not only have saved the poem from the state

of confusion created by the enigmatic metaphysical
rnmination,34 it might also have high-lighted the first
appearance of the Grail for the reader, enabling him to
appreciate the significance of future Grail references
without supplementing Williams' account with what he may
know of Malory or Tennyson. As it now stands, "The Coming
of Galahad" is not the self-sufficient account that it
should be, and certain gaps may contribute substantially to
the reader's subsequent uncertainty of response in the
poems which follow.

Unsatisfactory though the poem may finally be,
however, its example is instructive. The rejection of a
straight-forward rendering of the various events in
chronological sequence is typical throughout the cycle.

The method adopted in its place not only utilizes backward
and forward shifts in time as the author discovers the
necessity of fitting in much essential narrative detail,

but, as we shall see later, involves the use of a narrator

3*1.inden Huddlestone's thesis contains a lengthy
Appendix devoted solely to sm interpretation of ceitaln .
passages of this poem, which he too finds one of the most

difficult and least satisfactory in the cycle. See
"Appendix C2, pp. 246-56, "The Arthurian Poems of Charles

Williamsg®”.
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who is familiar with the most significant events in the
history of Logres to act as a guide for the reader through
the maze of varied episodes.

The approach has many advantages, of course. By
avoiding a relatively unsophisticated chronological -
presentation of narrative elements, Williams provided
himself with the scope and flexibility necessary both for
the development of symbolic significance and the regular
inclusion of metaphysical observations on the meanings
which he increasingly came to see in his material. At the
same time he could, without attracting undue attention,
eliminate many of the narrative details which no longer
c.oveniently fell into his evolving conception of the
Matter of Britain. When one considers the over-riding
interest ih the metaphysical impliceticn of events
exhibited in his novels, in his plays, in his theological
writing, and even in his literary criticism, the narrative

technique which he finally adopted for Taliessin through
Logres and The Region of the Summer Stars is undoubtedly

the most guitable for his purposes, even if cexrtain
eliminations are misjudged.

From the outset of the cycle, then, Malory's
chronology is ignored and the reader is provided instead
with a general view of the Empire in which Logres is

contained. Rejecting the detailed account of the lineage
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| and emergence of Arthur, Williams offers instead a brief
;survey of the history of the Empire in the "Prelude" of

;Taliessin through Logres, and a more detailed picture of
fithe Empire up to the emergence of Logres in the "Prelude"

nﬁiof The Region of the Summer Stars. It is significant that

i even in the earliest stages of the narrative the existence
?;of the Grail is presaged:

Carbonek, Camelot, Caucasia
were gates and containers, intermediations of light;

(ITL., p. 1)

eee the chairs of the Table reeled.
Galahad quickened in the Mercy;

(Z2L., p. 1)

the themes vibrated with duty and expectation
of the coming of the vessel ...

(R,_S.ﬁo s Do &)
the sickle of a golden arm

that gathered fate in the forest
in a stretched palm caught the hallows.

: (_‘-?2_1'.01 P. 4)

f Williams moves quickly to establish tﬁe coming of the Grail
as basis and centre of the future action of the cycle. It
should‘be noted that all these references to a proto-Grail
are embedded in material that is the author's own
contribution to the Arthuriad. Seizing upon a brief
reference to a pagan wood in the north in Malory's account,
the forest of the "Hallows" in "Taliessin's Return to

Logres" becomes “the Druid wood", and the "sickle" becomes




70

that which the Druid priests used to sever the sacred
mistletoe from the osk. The "Hallows" do not simply
designate a proto-Grail. They are envisaged by the poet
as "falling®", and as they de, they mark the stages of
Taliessin's Journey to Arthur's encampment and signal the
first step in the fulfilment of the court-poet's destiny.

In the same fashion, the "vessel" in the "Prelude"
of The Region of the Summer Stars is referred to as "the
rich container", which holds the blood of "the Deivirilis",
"the blood of the golden single-personed Ambiguity". Both
phrases are essential to interpretation of the remainder
of the cycle (as the mext chapter demonstrates in some
detail) since they allude to the important accounts of the
Nestorian controversy presented in the first two pages of
the volume. And as the Grail allusion in "Taliessin's
Return t¢ Logres" is surrounded by Druidical associations
which both heighten the contrast between the past and the
future of TLogres and-emphasize the common heritage of
Taliessin and Arthur, so the heavily doctrinal terms in
which the Grail is described in the "Prelude" of The
Region of the Summer Stars serve to consolidate the
previous argumeht on a point of Christian dogma.

fThe same idiosyncratic colouring of the Grail can

be seen in the "Prelude" of Taliessin through Logres in

his associating the regions of Camelot and Carbonek,
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traditional features of the Arthuriad, with Caucasia,
which, aé will be seen, constitutes one of Williams' most
original contributions to the Arthuriad. There are further
signs of a completely individual approach to the material
in the identification of the downfall of Logres with the
Moslem conquests. The same new interpretation can be seen
in the use of the semi-theological terms, "the dotble-
fledged Logos" and “Deiﬁirilis", and, in a phrase which is
peculiarly Williams' own, "quickened in the Mercy" to
describe divine guidance. From these brief examples it is
evident that as he abandoned the traditional chronology
and eliminsted narrative which he considered inessential,
the author found many opportunities for successfully
establishing his particular interpretation of the Matter of
Britain from the very beginning of the cycle.

In its broadest outlines the Matter of Britain has
always been viewed as being composed of two distinct tales:
that dealing with the history and quest of the Grail; and
that dealing with the rise of Arthur to kingship, the
establishment of his court in the splendour of Camelot, and
its subsequent collapse amid civil wer. Williams
demonstrates his awareness of the significance of the
duality when, in the manuscript which he had intended as a
preface to "The Figure of Arthur", he remarks that the

chief concern of his prose study was to be with
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the coming of the two myths, the myth of Arthur

and the wWyth of the Grail; of their union; and

of the development of that union not only in

narrative complexity but in intellectual

significance.35
Later, within the main body of the work, he alludes again
to the common scholarly observation of the essential
conflict within the Arthuriad: "The tales of Arthur and of
the Grail, of Camelot and Carbonek ... [were] antagonistic
in their first invention".’® The conflict is not only one
of mutually exclusive sets of values. The activities of
each constitute twin centres of narrative which always
threaten to pull the legend in opposite directions. This
was so as early as the Queste, and by Malory's time it had
resulted in the curious "tacked-on" character which the
Grail story had come to assume and which was to become
even more marked in the treatment of the Victorians. That
one or the other must take precedence becomes apparent
when one contemplates the entire narrative, as well as the
potential thematic structure. Williams, of course, had
decided that for symbolic purposes the Grail must dominate
his Arthuriad. His way of accomplishing this in narrative,

however, involved bringing the two centres of activity into

55nphe Figure of Arthur", Arthurian Torso, p. 93.

561pid., p. 88.
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closer association rather than lessening the importance of
the position of Arthur and Camelot within the whole legend.

The process is evident even in the earliest poems
of each volume, which were discussed above, wherein
Williams makes the Grail an integral part of the historical
background of Logres. Further movement towards a union of
the episodes can be seen in subsequent poems of each of the
two volumes. In "The Vision of the Empire", the super-
natural foresight of Merlin ranges,

over near Camelot and far Carbonek,
over the Perilous Sell, the See of union,

(TTL., p. 8)
and he observes that already in Camelot
the Table stands rigid in the king's hall,

and over their seats the plotted arms of the soul
(EEEO» p. 8)

In "The Calling of Taliessin" Merlin reveals that he is sent

to build, as is willed, Logres, and in Logres a throne
like that other of Carbonek, of King Pelles in Broceliande,

the holder of the Hallows;
(RSS., p. 12)

and "to prepare Logres for the sea-coming / from Sarras",37

the wizard performs a series of magical rites,

adjuring all the primal atoms of earth .
to shape the borders of Logres, to the dispensation
of Carbonek to Caerleon, of Caerleon to Camelot, to

+the union
of King Pelles and King Arthur

(RSS., p- 14-5)

5‘7‘.[‘he Region of the Summer Stars, D. 12.
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It may be noted in passing that in all these
examples the constant figure is Merlin. Williams has stated
that he is to be regarded as "time",38 a symbolic identity
which is appropriate to his function within this eycle, for
when Williams requires a voice within the narrative to
convey visions of the past or future, it is almost
invariably that of Merlin which the reader hears. Only
Merlin, with his traditional supernatural gifts of
prophecy, can credibly perform the leaps into the world of
future events, into the world of the significant past, or
indeed, into worlds beyond the realm of earthbound Logres,
which Williams' treatment of marrative necessitates.

Primarily, however, it should be observed that
Merlin "calls™ Arthur to the kingship of Lpgres in order
to further much larger plans than the mere rescue of
Logres from the threat of pagan invasion. Arthur and
Camelot are to serve the Grail rather than simply rise to
the pinnacle of medieval courtly splendour which Malory
had envisaged. This alteration of the nature of Arthur and
Camelot need not entail any diminishing of Arthur's
importance, for it is possible to visualize as splendid and
glorious a court as Malory had ever conceived in the

dedication of Camelot's total existence to the task of

3B"The Making of Taliessin", The Image of the City,

P. 182.
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| realizing the mystical fulfilment of the Grail on earth.
I It is obvious that such a change in the role of Arthur and
I Camelot would successfully throw the Grail into the
| prominent position which Williams desired.
1 By far the most ambitious attempt to bring the
| worlds of Camelot and Carbonek into closer harmony, however,
. was by way of his planned treatment of "the central
catastrophe”, the Dolorous Blow. According to Anne Ridler,39

had he lived, Williams would certainly have included in his
cycle a poem dealing with this incident, and in his prose
records, he himself continually reverted to consideration
of how it might be done. One of his most important
statements is a meditation on the result of the blow struck
by Balin the Savage, by which

the royalty of Pelleas [sic] is divided - he is,

as it were, himself divide That of him which

is still the Sacred Keeper 11es wounded but

living in Carbonek; that of him which has to take

action is transfused into Arthur, but there it

hardly knows itself. I am aware that this is

difficult, because of the time-scheme. Balin

rides from Arthur's court - from Camelot, and yet 40

Arthur does not begin to be until Pelleasls wounded.
The technical difficulty with "time" in his projected
treatment of the Dolorous Blow continued to preoccupy him.

As he notes in some exasperation,

39pnne Ridler, "Introductlon" The Image of the
City, p. 1xv.

4O"Notes on the Arthurian Myth", The Image of the
City, p. 175.
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If Arthur is a reflection of the Maimed
King, this must happen before his birthe...?
then Balin at Uther's court. Or, to make
everything happen at once (if it were poss-
ible in poetry!)4l
In the cycle as it now stands, there is no reason
why Arthur in terms of symbolic funetion should not be
regarded as a reflection of the Grail Keeper, for in
"Taliessin at Lancelot's Mass", as well as in "The Calling
of Taliessin", there are several allusions to the "union
of Arthur and Pelles". Nevertheless, how beat to arrange
the various narrative elements, how to "treat time" in
order to achieve the particular symbolic effects which he
bad in mind, was indeed a problem.
His remark in a typescript on the general mesning
of the poems, that "the Fall ... was once, and yet is
n 42
8%

repeated in each of u suggests that there may possibly

be a philosophical basis in his theological speculation
for his technical trestment of time. He had observed in

The Descent ofAthe Dove that for the Church in its first

centuries of development,

Time existed, and time itself had, as it were,

to be converted, to be rededicated towards the

thing out of time ... [and also] in the case of
every individual Christian.43

ulAnne Ridler quotes Williams in "Introductory Note
to the Arthurian Essays", The Image of the City, pr. 171.

42“Notes on the Arthurian Myth", The Image of the
City, p. 175.

43'.L‘he Descent of the Dove, p. l4.
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The immediate problem was, of course, that the Second
Coming, imminently expected by the early Christians, failed
to materialize. Even in the first century, time "was
already becoming the bane of the church", constituting the
first division between the "Kingdom" and the Church.’

Time has been said to be the great problem

for philosophers; nor is it otherwise with

the believers. How, and with what, do we

£ill time? How, and how far do we pass out
of time? [ italics mine

A pdssible answer to this last question is contained
in one of his novels, Descent into Hell, which brilliantly
utilizes an ingenious technical treatment of time in
conjunction with Willisms' personal theories of exchange
and substitution. (See Chapter V for a fuller discussion
of these ideas.) At its climax, the heroine, Pauline, takes
upon herself the terror of her ancestor during his martyrdom
in the Marian persecutions in sixteenth-century England.

Her assumption through the barriers of time of his fear and
anguish not only assists his "holy dying', but, in turn,
makes it easier for Pauline to relinquish her own burden of
fear caused by the appearance of her doppel-ganger to her
friend and confidant, Peter Stanhope. At precisely the
same moment in time, her grandmother, the spiritual

exemplar of the novel, voluntarily reaches out, from her

#1pia., p. 15.
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peac8ful acquiescence in dying, to a young suicide of
recent years, who himself eternally reflects the suffering
of the unquiet dead of Battle Hill., The author remarks of
the entire area,
Time there had disappeared, and the dead men
had been contemporaneous with the living. As
if simultaneity approached the Hill, the exper-~
iences of its inhabitants had there become co-eval;
propinquity no longer depended upon sequence.45
Throughout the cycle of Taliessin poems, one hears
echoes of a similar phenomenon. "Taliessin on the Death
of Virgil", for example, clearly demonstrates the attempt
to"lift the idea of redemption out of all temporal
limitations".46 The poem takes as its point of departure
the incident in Dante's Commedia in which the poet's guide
must be .excluded from Paradise. As Williams had sensibly
observed, the poem cannot artistically afford to keep
Virgil,47 quite apart from any violation of Christian dogma
which would be entailed. And yet, from another point of
view, there was still a sense in which Virgil might be
saved. His death is seen by Williams as a fall, "“from
the edge of the world“,rand "through his moment® infinity",

"others came, none to save" - an ironic reflection on

4'E’]Jescenﬂl: into Hell, p. 76.

46Anne Ridler, "Introduction", The Image of the
City, p. xlix.

queligion and Love in Dante, p. 18.
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Virgil's own description in the Aeneid of the lost souls
on the near side of the Styx who vainly await their passage
across to rest.

Perpetual falling, perpetual burying,
this was the truth of his Charon's ferrying

(2TL., p. 31)

but in this eternal dying,

Unborn pieties lived.
Out of the infinity of time to that moment's infinity
they lived, they rushed, they dived ©below him, they rose

to0 close with his fall ...

(_'-!-‘2,;'_0 s Do 31)
All who had found inspiration and guidance from Virgil's
work in the centuries after his death, "In that hour ...
came", offering what salvation, respectful love, and

goodwill they might, and,
Virgil was fathered on his friends.

He kived in their ends.
He was set on the marble of exchange.

(TTL., p. 32)

The desire to communicate such experiences
necessarily imposes restrictions on sequential
representation, ultimately affecting the technical handling
of time within any given narrative framework. So in his
notebook, the speculations in this area continue:

? any real objection to time and distance being
ignored, and Mohammedan knights introduced. But

see dates of Mohammedans in Spain - the Caliphate
of COrdngz which would (or might) almost reconcile

the two.

48)nne Ridler quotes Williams in "Introductory Note

to the Arthurian Essays", The Imege of the City, Pp. 171.
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In fact, the final version contains only one Mohammedan,
Palomides, the Saracen knight, and for his presence, of
course, there is the well-defined precedent in Malory.
But then, as Williams once remarked, "time is not in Malory
very strictiy attended‘to".49 Williams, for his part,
continued to explore the possibilities of an altered time
scheme in a variety of narrative situations. Thus, he
toys with the notion of achieving "the full effect of
Islam, in Africa, in Spain", by treating Arthur's court
(A.D. 500) as contemporaneous with that of Charlemagne
(a.D. 800).50 A juxtaposition of eras nearly as extreme
is accomplished in the final treatment in, for example,
"The Son of Liancelot", in which,

Caucasia was lost, Gaul was ravaged, Jerusalen

threatened; the crescent cut the Narrow Seas,

while from Cordovan pulpits the iconoclastic
heretical licentiates of Manes denounced union

_ (EELOQ P. 57)
This kind of compression of centuries, here ranging
over approximately two hundred years, is more than a
.deliberate and intellectualized attempt to imitate what
Malory had unconsciously or unheedingly done in the Morte.

It is an approach to time and sequence which later allows

49"Malory and the Grail Legend", The Image of the
City, p. 190.

5oAnne Ridler quotes Williams in "Introductoxry
Note to the Arthurian Essays", The Image of the City, p. 171.
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him to0 present such a scene as the following, from ®"The

Departure of Merlin":

Joseph of Nagareth, Joseph of Arimathea,

came dancing through the coeval-rooted world's idea.

They saw Merlin descending: they met him in the wood,
foster-fathers of beatitude to the foster-father of Galahad-

twin suns of womb and tomb;

(ITL., P. 75)

According to the legendary account of its origins,
however, the Grail, as a sacred relic of the Passion,
antedates Arthur's kingdom by some five centuries. The
"Prelude" in each of Williams®' final volumes quite naturally
preserves this gap, "The Calling of Taliessin" confirms it,
and the above reference further substantiates the impression.

Thus, in this particular respect a simple compression
of time cannot be the solution to bringing the two worlds
of Carbonek and Camelot into closer harmony in a way which
would ensure the primacy of the Grail which Williams
desired. The visualisation of Arthur as a "reflection" of
Pelles was a stroke of considerable symbolic originality
and ingenuity, but in terms of narrative presentation, the
invention continued to present almost insuperable
difficulties. Despite his lengthy speculation on various
methods of coping with time, and despite his effective use

of what has been called “anachronism"51 in wvarious places

ltinden Huddlestone, "The Arthurian Poems of
Charles Williams", p. 53.
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in the cycle, Williams never solved the problem of how best
to present the Dolorous Blow in terms of chronology. |
We are told in "The Last Voyage" that symbolically,
At the hour of the healing of Pelles

the two kings were one, by exchange of death and healing.
Logres was withdrawn to Carbonek; '

(17TL., p. 88)
and in the final poem of the volume that
.o« the wounded and dead king
entered into salvation to serve the holy Thing;

singly seen in the Mass, owning the double Crown,
going to the altar Pelles, and Arthur moving down.

(TIL., p. 89)
The full effect of these lines, however, is d&minished by
the absence of any thorough account of exactly how in
narrative terms the division in royalty originally had

come about.

We learn early in the cycle that the union of
Arthur and Pelles in "the new-designed house/of the
Hallows in the Empire",52 is planned by the divine Emperor
and the mystical/supernatural figure of Nimue. 3But
Williams errs in this particular presentation of essential
nareative detail. Exercising his authorial power, via the
figure of Merlin, to disclose future events, he permits
Merlin to "see" almost too far into the future. Even as
he goes about his magical preparation of Logres, he voices

the suspicion that the divinely-ordered scheme may founder:

sa!l.‘he Calling of Taliessin", The Re ion of the
Summer Stars, p. 19.
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If in the end anything fail...
eee if the term
be held less firm in Camelot than in Carbonek,

... if cease the coming from the seas
at the evil luck of a blow dolorously struck,

(B_ﬁ;,- sy Pe. 19)
"In the end", something does "fail". There is within
Camelot a sufficiency of minor flaws to destroy the fellow-
ship of the Round Table, and of these there is no lack of
narrative evidence. What is lacking is some account of
the stroke which split the royalty, and more important,
some indication of the exact point in the narrative at
which such an event might occur. For within the passage
referred to above a contradiction appears to exist. If
the union for which Merlin prepares is planned as the divine
destiny of Logres, some causal necessity must exist, some
act of separation must have occurred already. Yet, the
Dolorous Blow is clearly implied as being a possibility in
the future of Logres.53 The cure, as it were, is begun
before the disease has been contracted, a confusion which
the allusions throughout the cycle maintain rather than

disentangle.54

551bia.

5"'F.'o:l? example, the presence of Balin.the.Savage at
Arthur's court, "The Star of Percivale", Taliessin through

Logres, p. 47.
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The absence of any treatment of the catastrophic

stroke is the more lamentable as it becomes clear to the

reader progressing through the c¢ycle that Williams chose

E to see the Dolorous Blow as the first cause of the ensuing
| failures in Logres as well as the motivation behind
Merlin's "ecalling" of Arthur. In "The Crowning of Arthur",
amidst all the triumphant celeBrations of coronation,
Merlin foresees doom for the emergent Camelot, as "in
beleagured Sophia they sang of the Dolorous Blow".55 This
particular sequence of evénts Williams had in mind when he
was writing "The Figure of Arthur". There he érgues that
the fate of the Round Table comes into the world
almost before the Table has been established; say,
at the very feast of the crowning of Arthur and
the founding of the Table.56
The instrument of fate, however, is not here envisaged as
Balin the Savage, but Mordred, the child of the incestuous
union between Arthur and his sister, by whose treachery

Logres will be torn in civil war. But Williams regarded

the first act of Balin as the direct cause, as his prose

discussion makes clear.

551n this poem the Dolorous Blow is symbolically

identified with the wounding of Christ during the
Crucifixion, celebrated in the solemn IL.enten rites of the

Greek Orthodox Church.

5G"The Figure of Arthur", Arthurian Torso, p. 86.
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One incident is directly the consequence of
the Dolorous Blow; and there is another like
it which should be. The first is that Balin
the Savage in ignorance kills his own brother
Balan, and Balan he. The natural pieties
begin to be lost, and there is inecivility in
the blood. It is in fact the farther
externalization of the Wounded King. But the
disorder spreads farther.57

One of the first definite signs encountered by the

 reader of the disorder which is the consequence of the Blow
in the cycle is the incest of Arthur and Morgause. From

| Merlin's speech in "lLamorack and the Queen Morgause of

; Orkney" the chain of events which Williams had envisaged
is made vividly apparent. Alluding to the twinship of
Balin and Balan, and that of Arthur and Morgause, Merlin

says,

'Balin had Balan's face, and Morgause her brother's.
Did you not know the blow that darkened each from other's?

'Balin and Balan fell by mistaken impious hate.

Arthur tossed loves with a woman and split his fate.

Did you not see, by the dolorous blow's might, . L
the contingent knowledge of the Emperor floating into sight?

(_‘.L'_T_]_::_., p. 40)
As in the previously discussed poem, "The Coming
of Galahad", there is again a lack of circumstantial detail;

this time in the presentation of the inter-related nature

of the constituent events of Logres' fate. The first

intimations of the downfall of Logres come, as Williams had

571pia.
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intended, in "The Crowning of Arthur”. Although Merlin's
forebodings are linked with his supeinatural foreknowledge
of the Dolorous Blow, there is nothing in the narrative of
this poem, however, to suggest to the unprepared reader
that Morgause, who is present at the ceremonies, also

carries within her, even then, the seed of Losgres' ultimate

destruction. Williams is apparently not interested in
making clear the association of the themes of incest and
"the Dolorous Blow at this early stage in the narrative.

Unfortunately, as the contents of Taliessin through

; Logres are arranged, four poems, themselves packed with
much diverse material, are allowed to intervene between
Merlin's forebodings and the actual association of the
Dolorous Blow with the sin of incest in "Lamorack and the
Queen Morgause of Orkney". As a result, the reader is
unable to appreciate fully just how "new darkness and
sterility begin to creep through the land from which the
Pagans have been expelled",58 and again much of the

symbolic inventiveness may be lost.
With another of his devices for bringing the two

narrative centres into closer harmony Williams had more
success. Following both Malory's example and the novelist's

instinet for sound characterization, he very firmly

581bia.
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. attached the major characters of the Grail story to the

; court of Arthur. The origins, antecedents, and relationships
: of Bors, Galahad, and Percivale reach outside the framework

; of the immediate Grail narrative -~ their sworn oaths,

' subsequent Quest, hesling of the wounded king, and ultimate

f voyage to Sarras - to impinge upon many of the activities

% of Camelot, until the climax of both tales can be seen to

? merge in the final poems of the cycle.

All three of the Quest lords ride from Arthur's
court, and one, Bors, actually returns to Logres after the
Achievement of the Grail. Not only did Williams retain his
traditional return from Sarras, he also enlarged the
portrait of Bors from his source in Malory by making him
one of Arthur's trusted lieutenants, actively concerned
with the problem of restoring order and civilization to
the southern shore which the king has reclaimed from the
pagan invasions. Furthermore, Bors is a married man (a
miﬂor adjustment to Malory, who says nothing of his
marriage) and the father of two children. In these roles
Bors represents the ordinary individual possessed of
practical day-to-day needs and duties as well as more
spiritual aspirations. As Williams puts it, through Bors
the quest for the Grail symbolically becomes,
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also ... the tale of the universal way. It is not,
as in Tennyson, only for the elect; it is for all
ess Bors is in the chapel at Sarras as well as
Galshad and Percivale. This is what relates the
Achievement to every man.59

In view of Williams' preference for concentrating
on traditionally underdeveloped figures, it is perhaps not
surprising that the figure of Percivale receives consider-
ably less attention than that of Bors in Williams' cycle.
Presumably, as in Malory's account, he remains in Sarras
after the voyage in the ship of Solomon, and apart from
occasional references, his presence throughout the cycle
is scarcely invoked. Of Percivale's symbolic funetion as
"the spiritual intellect concerned with the significance of
things and with the Quest“so (with which one might compare
Bors' significance as "the spiritual intellect concerned ...
with earthly things"®l), there is, in fact, little
supporting narrative evidence in the cycle.

In the brother-sister relationship between
Percivale and Dindrane (later somewhat confusingly called
Blanchefleur), also preserved from Malory, there is,

however, another important link between the two worlds.

591bid., p. 84.

®Ouyotes on the Arthurian Myth", The Image of the
25.-_1219 Pe 1770

61l1pia.
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Symbolically, Percivale was also seen by Williams as
"Pgliessin in his highest degree”,62 and this c¢lose
relationship is expressed in the narrative by his friendship
with the court-poet, his "verse-brother".e3

It is through his offices as brother and friend
that Dindrane and Taliessin are brought together. From
his first glimpse of Percivale's sister, Taliessin falls
in love with her, and their love is given a comparatively
elaborate treatment in the cycle - to a much greater
extent, indeed, than is the love between Lancelot and
Guinevere. Taliessin, by his continuing presence in
Camelot, even to the celebration of the last Mass after
the final débacle, remains deeply committed to the affairs
of the world of Arthur and the court. On the other hand,
Dindrane's ultimate retreat to the convent of White Nuns
at Almesbury (end, in keeping with her traditional image,
her subsequent martyr's death and burial in Sarras),
commit her to the world of Carbonek and the Grail. The
physical separation of Taliessin and Dindrane is, however,
transcended by the peculiar nature of the love which each
continues to bear for the other. As will be discussed in

greater detail in Chapter V, Williams regarded the

621134,

63“The Sister of Percivale", Taliessin through
Logres, p. 53.




90

experience of personal, romantic love to be an intimation
of and often a prelude to the experience of an impersonal,
Divine love. Their recognition of this in "The Departure
of Dindrane"®* unites Taliessin and Dindrane even in their
physical separation, thus throwing into prominence still
another link between the two centres of activity.

It is in creating Galahad, however, who might
appear to have little concern with the affairs of Camelot,
that Williams uses the technique of sharacterization to
forge the strongest link between the two tales. His
remarks on Galahad's first appearance in the traditional

sources clearly exhibit his interest.

There are, in the history of the European
imagination, a few moments when a superb
invention of the very first importance takes
place. I doubt whether there has eve® been one
of more real power than that of the invention
of Galshad ... [his invention] as the son of
Lancelot might easily not have happened.
Someone - M. Vinaver says a Cistercian - at some
time in some place thought of it; it was a
moment as near to divine inspiration as any not
technically so called can be.65

As in Malory's version, the Galahad of the Taliessin

cycle springs from the union of Elayne, the daughter of
Pelles (for "He must be of the blood of Pelleas" [sic])®®

64The Region of the Summer Stars, Pp. 32.

65"Malory and the Grail Legend", The Image of the
gjﬁZ’ Po 1870

SGuNotes on the Arthurien Myth", The Image of the
g.i—u’ p' 1760
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and L.ancelot. And it was in Malory's presentation of
Lancelot as the chief expcnent of all earthly chivalric
virtues that Williams saw useful possibilities for his
conception of Galahad's character and role. In his
discussion of the role and character of Galahad's father in
Malory he remarked,
Lancelot, for all the errands upon which he rides,
is never uwerely a knight-errant. He affirms
friendship, courtesy, Jjustice, and nobility - in
all the references allowed them. He is almost the
active centre of that kingdom of which Arthur is,
in a sense, the passive. Arthur, of course, is no

such poor thing, but it is true he does not seem
to act.6?

Galahad, then, is born of a knight whose
qualifications far outstrip those of any other of the
Round Table. Lancelot is not only "eighth in succession
from Christ (8 is the number of the Christhood!, and "the
strongest and greatest knight a1:i.ve",68 "the chief figure
of the Way of Affirmations“,69 he is also distinguished by
his action in the narrative. It is Lancelot who stands at

the right hand of the king from the earliest days of

6‘?"The Figure of Arthur", Arthurian Torso, p. 87.

S8uyotes on the Arthurian Myth", The Image of the
City, pe. 176.

6%umpne Figure of Arthur", Arthurian Torso, p. 87.
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Camelot,7° who forgives and rescues Palomides,71 and who
alone accords devotion to the Queen's person as well as her
office. And it is through his love for Guinevere,
adulterous and forbidden though it be, that he is
"illuminated” and so brought to the daughter of Pelle.'es.'?2
By virtue of this great love he is also, however, debarred
from the Achievement of the Grail, brought to madness till
the dbirth of his son, and so irretrievably kept in Camelot.
Thus in the narrative role of Galahad's father are sown the
seeds of the symbolic intention which Williams saw in the

tale as a whole.

The great Arthuriad is no longer a division between
this and its opposite and complementary companion -
the Way of Rejections... There is, no doubt, a
separation, but the separation istle union.73
Although it is certainly true that Galahad, from a
narrative point of view, is "only aware of the End",74
Williems continues to remind his readers, through Galahad's

words and actions, of his origins and hence of the "union"

705e¢e "The Calling of Arthur®, "Mount Badon", and
"The Crowning of Arthur", Taliessin through Logres.

71“Palomides Before his Christening", Taliessin
through Logres, p. 64.

?2nnotes on the Arthurian Myth", The Image of the
Qi_tZa Pe 177-

73"The Figure of Arthur", Arthurian Torso, p. 88.

?"uNotes on the Arthurian Myth", The Image of the
City, p. 177.
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of the two worlds. Before he embarks upon the task of
healing the wounded king, the episode which immediately
precedes the voyage to Sarras, Galahad kneels at the gates
of Carbonek to pray for forgiveness from his father.

Joy remembered Joylessness; joy kneeled
under the arch where Lancelot ran in frensgy.

(ITL., p. 81)
For, of course, it matters not to Lancelot that in fathering

Galahad he

eee Wag betrayed there by Merlin and Brisen
to truth; he saw not; he was f£alse to Guinevere.

(rtL., p. 81)
And ultimately, the pardon which Galahad seeks is borne by

Bors, the cousin of Lancelot,

to the house of Carbonek from the fallen house of Camelot.
(E_T_]:-'.H Pe 82)

The poem which immediately follows is "The Last
Voyage", which describes Logres in civil war. The fellow-
ship in Camelot has in fact been crumbling, at first almost
imperceptibly and then more obviously, even as the lords in
their quest of the Grail swing into the ascendant, the rise
of one group paralleling the fall of the other. The very
existence of the chief of the Quest lords, Galahad, has
been the cause of yet one more grief in the rapidly

accumulating miseries of Logres. Thus, Galahad prays that
Lancelot will
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'Forgive Us ... for Our existence;
forgive the means of grace and the hope of glory.

(1TL., p. 82)
By the inclusion of this plea by Galahad, Williams

emphasizes the parallels between the two centres of activity,

diminishing the original conflict by stressing the concéin

| of one for the other.
L A similar reminder occurs when Galahad makes his
salutation to his father on his departure to Sarras.
'Fair lord, salute me to my lord Sir Lancelot my father,

and bid him remember of this unstable world.'
The grand Rejection sang to the grand Affirmation;

(RSS., pP. 33)

Through Galahad's words, the reader is brought again to the
centre and source from which have sprung the activities of
both worlds., For it is in Camelot, imperfect realization
of its potential though it finally be, that the impulse to
grace and the will to act have originated.

1t is appropriate that Taliessin through Logres
(and according to the chronology-of C.S. Lewis, the entire
éiéié;wgﬁ6uld close with the celebr;tion of Mass, in Logres
rather than Sarras, by the restored and chastened Lancelot,
who, "not sworn of the priesthood",’? is still "of this

unstable world". The immediate setting is in itself

75"Taliessin at Lancelot's Mass", Taliessin through
Logres, p. 89.
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significant. Symbolically emphasizing the fact that now
"the separation is a union", while maintaining the
grounding of the narrative in Camelot, the Host is
elevated over an altar which

e « o Wags an ancient stone laid upon stones;
Carbonek's arch, Camelot's wall, frame of Bors' bones.

(2IL., p. 89)

Little discussion has so far been devoted to the
importance of the figure of Taliessin in the narrative
structure of the cycle, apart from the brief allusions to
his role as the court-poet of Camelot, friend of Percivale
and lover of Dindrane. As might be inferred both from the
title of one of the volumes of the cycle and from critical
comment which habitually refers to the poems as "the
Taliessin cycle", Taliessin serves to unify the diverse
episodes which constitute the Arthuriad. He does so
primarily, however, not in the role of protagonist dbut in
that of narrator.

In raising him from a position of relative
obscurity in Tennyson's account, Williams may at first have
envisaged him in‘a more entirely central and active role,
to the extent of his actually displacing Galehad as “the
focal point".76 In the first year of the rewriting process,

the poems, with only one exception, utilize the figure of

7Spnne Ridler, "Introduction”, The Image of the
City, p. 1lxiii.
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Taliessin extensively. When one comes to examine these
early poems, however, one can detect signs of a slight
shift in emphasis. "Taliessin's Return to Logres"
(September 1934) involves Taliessin as an active character,
but the next poem to which Williams turned his attention,
"The Vision of the Empire" (October 1934), presents
Taliessin essentially in the role of narrator, as does
"MPaliessin in the School of the Poets" (November 1934).
"PThe Crowning of Arthur" (April 1935) utilizes Taliessin
i4as a supplementary narrator, his descriptions being added
to those of the author, while "The Star of Percivale" (July
1935)77 reverts to the earlier practice of using Taliessin
as an active character. As the cycle progresses it becomes
increasingly evident that Taliessin's vital importance to
the narrative structure of Williams' Arthuriad is focused
in those poems in which he functions as a narrator, rather
than in those which involve his activities as a fully
developed character in his own right.

It is indeed true that Taliessin has many functions
within the work. His relationship with Dindrene helps to
link the two narrative centres. He is present at the rites
which supernaturally prepare Logres for its destiny and is

present also at the crucial battle of Mount Badon. In

7?1bia.
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addition, he is active as the "lieutenant™ of an esoteric
company of believers and influential in the lives of many
minor characters. Williams, however, is essentially

committed to the traditional narrative of Malory's Morte

and makes no changes in the roles traditionally assigned to
the major figures of the Arthuriad. Hence, in his
"invention" of Taliessin he provides him with no actions

of fundamental importance. All the court-poet's actions

are basically ad hoe¢ functioms which could just as easily

have been given to another figure rather than functions
rising inevitably from his particular role and character-
ization., He is indispensable to Williams' cycle only in
his capacity as all-seeing narrator.

"Druid-born and Byzantium-trained", Taliessin
"... S5aw how the City / was based ...",78 and saw that the
Empire was truly composed of twelve "Acts of Identity",
twelve images which are also the twelve houses of the Zodiac.

Aquarius for me opened the principle of eyes
in the clearness above the firmament; I saw below

(RSS., P. 24)
The court-poet possesses heightened insight and perception

(though naturally acquired whereas Merlin's was a super-

natural gift), and the faculty is emphasized repeatedly.

78nmaliessin in the Rose-Garden", The Region of the
Summer Stars, p. 23.




98

"To visionary eyes ...",79 "I followed the way / from the
eyes“,ao "This I saw in a chambexr of Byzantium; the
princess / Dindrane again opened my eyes in Aquarius."81
In addition, Williams regarded Taliessin as a

personification of one type of chastity. Even as he is
called to his active part in the destiny of Logres, the
young Taliessin recognizes his fate.

It is a doubt if my body is flesh or fish,

therefore no woman will ever wish to bed me

and no man make true love without me.

All the doctors come to stand about me,
yet I shall never have any near me to need me.

(B_S_S_- s Pe 7)

And in "Paliessin‘'s Song of the Unicorn®", the poet is seen
as possessing the same kind of remoteness and purity as the
unicorn. With only an "alien love" to extend; and "no
voice / to explain"82 it, "intellectual nuptials“s3 are the
only kind he can offer to a maid,

Thus endowed with both visionary power and remote
aloofness, separated from the rest of humanity, Taliessin

can lay claim to the role of narrator as perhaps no other

791vid., p. 24.
801pia.
8l1pig., p. 27.

82Taliéssin through Logres, P. 22.

831pid., p. 23.
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figure in the cycle could. Through him, the reader can not
only "see" the true significance of the Empire, or the
beauty and holiness of the body, or the actual import of
such qualities as justice, humility, and chastity, but can
also follow events which are essential to a complete |
understanding of the narrative.

Using as the basis for selection the conventional
principle that the narrator is generally to be distinguished
by the extended use of the first-person singular (even if
only by implication), one can isolate five poems which
either contribute information available nowhere else, or
offer a more clesr-cut presentation of events elsewhere
only sketched or alluded to. In "The Vision of the Empire",84
we witness the emergence and development of the themes in
harmonious accord with the design of the Emperor, and, we
are given a retrospective view of the Fall and its
inevitable consequences from generation to generation.

The arrivel of Taliessin at the camp of Arthur immediately
prior to Arthur's assumption of the kingship of Togres is
described in "Taliessin's Return to Logres”85 as being in
conformity with the intention of the Emperor and the

activities of Merlin ("Phe Vision of the Empire"). "The

aq.Ibido > pp. 7"9.

851bid.’ Pp- 3-50
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Departure of Merlin“86 not only recounts Merlin's withdrawal
" into the wood of Broceliande on the completion of his work,
but also gives a convenient résumé of Galahad's birth,
convent upbringing, and assumption of the Perilous Siege.
And, most important for the symbolic design as well as the
narrative structure of the cycle, the wounded condition of
Pelles (though not, of course, the actual event) and the
forebodings of new war are linked in "Taliessin in the
Rose-Garden®S7 with Guinevere'é failure to fulfil her
sacred trust and calling as the Queen of Logres because of
her relentless pursuit of unsanctioned love.

From this point of view, the positiohing of
sn88

M"Paliessin at Lancelot's Mas as the final poem in the

volume, Taliessin throﬁgh Logres, is most appropriate. In

this poem Taliessin, endowed in his capacity as narrator
and seer with the ability to perceive the shape of things
to come, is able to show the reader something of the total
design of the chronicle through which Taliessin has taken
him. Now it is possible to see the lords of the Table once
more united in their presence at the Mass, and to see that,

despite the destruction of the fellowship of the Table, of

86_Ibi_.d- s PP. 75-7.

8'7’.7.‘he Region of the Summer Stars, PP. 21-8.
88Taliessin through Logres, pp. 89-9l.
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the eity, and of the Empire, there still remains the
possibility of reclamation from the wreckage of internal

strife:
eee the festival of flames

fell from new sky to new earth; the light in bands
of bitter glory renewed the imperial lands.

| (2TL., p. 90)
We exposed, We exalted the Unity ...
ese 8S it was done '
the antipodean zones were retrieved round a white rushing

deck
and the Acts of the Eqperor took zenitb_frpm Caucasia to

Carbonek.
(2TL., p. 90)

Not only is a mystical union- between the quick and
the dead thus described, a greater unity of purpose is also
discerneé by Taliessin in the presence of Garlon at the
Mass. It may be recalled that the Dolorous Blow was

provoked by Garlon (elsewhere called the Invisible Knight)

in Malory's account. In this poem, Williams invokes his

presence in the following way:
... light-traced on high, o
the unseen knight of terror stood as a friend;
(TTII., po 90)
In addition, the references to "a white rushing deck" (of

the ship of Solomon) should not be missed since Galahad is

also present in a mystical sense.

Over the ﬁltar, flame of anatomized fire,
the High Prince stood, gyre in burning gyre;
(TTII. 9 p. 91)
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The final poem of Taliessin through Logres attempts,

then, to resolve not only the conflicts implicit in the
narrative development of the cycle, but also, through
Taliessin's observations, effects a philosophical
resolution of the basic paradoxes in both thematic and
narrative structure. Just as the union of Pelles and
Arthur is achieved by the presence of both at the Mass and
the recognition of Garlon's being in some sense a "friend",
so the possibility is left open that the destruction of the
Empire has not been total and irrevocable. In this poem it
becomes evident that the journey of the Quest lords to
Sarras has not been merely a retreat for the elect but an
experience which substantially affects the future of the
Empire.

Only after communicating this final vision is the

narrator withdrawn.

That which had been Taliessin rose in the rood;
in the house of Galahad over the altar he stood,
manacled by the web, in the web made free;

there was no capable song for the Jjoy in me:

and finally,

that which was once Taliessin rides to the barrﬁwi of
ales.

(TTIJ. 9 po 91)
Although no other character is given the comnsistently
prominent treatment accorded Taliessin, it is nonetheless

true that it falls to several other characters in the cycle
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to present some very important information in the temporary
role of narrator. For example, Lamorack, in the poem which
in monologue form describes his obsession with the Queen
Morgause,89 provides the important background to the incest
of Arthur and Morgause, the mutual slaying of Balin and
Balan, which resulted from the wounding of Pelles.

Another voice, perhaps even more important than
that of Lamorack, is Mordred's. Although Williams only
required one poemgo to disembarrass him of his information,
one cannot imagine such views coming as convincingly from
any other figure, as perhaps one could in the case of
Lamorack. Through the "nephew" of Arthur we learn not only
of his treacherous plans to seize the kingdom, but also of
the feud between Lancelot and Arthur and its cause in
Lancelot's and Guinevere's mutual love. We are told how
Guinevere has fled to the convent at Almesbury, and how
Arthur, in defiance of the Pope's injunction, has gone to
Gaul to pursue his personal guarrel, leaving Logres to the

less~than~tender mercies of Mordred.

Likewise, the statements of Bors do not merely

convey his own personal love for Elayne. In "Bors to

89%9pid., pp. 39-41.

90"The Meditation of Mordred", The Region of the
Summer Stars, pp. 47-9.
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Elayne: on the King's coins",gl a poem which occurs
relatively early in the cycle's chronological arrangement
of events,92 we find small but unmistakable signs of the
perversion of the divine purpose of Logres, as the lords
mistakenly make the medium of "exchange" Arthur's newly
minted coins. .

From these examples, it is apparent that whatever
his general design, Williams did not consistently limit
himself to a single figure to £ill the role of narrator.

In all probability he was striving in this for the broader
scope (perhaps in unconscious conformity with the original
epic plan of the cyecle) which might result from such a
multiplicity of viewpoints. In addition, it is not without
relevance that many readers have noted the autobiographiecal
aspect of the invention of the poet, Taliessin. Possibly
Williams desired to offset the personal note by occasionally
creating narrators who obviously differ from the persona of
the author.

In the light of the foregoing analysis, it should
be evident that the external structure of Williams'

Arthuriad is extensively affected by his dilatory method

9lTaliessin through Logres, pp. 42-5.

21n 6.5, Lewis' chronology the poem is thirteenth,
falling somewhat short of the mid-point of the narrative.
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of composition. Spanning some thirty-three years in all,
the lengthy reworking and reconsideration of the material
is reflected in apparent shifts in design and intention.
The protracted period of composition throws into relief
many flaws in the final product, but, as is made clear by
occasional discussion in this chapter of his symbolic
design, it also provided the author with the necessary
leisure to develop the work thematically. Whatever the
deficiencies of the resulting external structure, the work
exhibits thoroughly competent handling of the internal or

thematic structure, to which the discussion now turns.




CHAPTER III
THE CREATION OF A COSMOS

"Logres is Britain regarded as a province of the
Empire with its cemtre at Byzantium".l Thus Williams
anticipates for the reader the broad canvas which he
provides as the setting for his Arthurian eycle. - The
provision of such a geographical and metaphysical framework
rescues the poems from existence in vacuo by establishing
"an historical basis, a resting place in fact".2 It
becomes clear from a reading of the poems, however, that
the nature of the setting also brings crucial ideas and
attitudes from well outside the immediate scope of the
Matter of Britain to bear upon the subjJect matter of the
cycle. As will be seen, many of these concepts are
certainly pervasive and important enough to be regarded as
the very conditions for the subsequent narrative development
of Williams' Arthuriad.

Before beginning any discussion of these themes, or
of the symbols to which the themes often give rise, it is

necessary to observe a distinction in critical terminology.

lrne Region of the Summer Stars, p. vii.
2Gharles Moorman, Arthurian Triptych, p-. 45,
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The dividing line between the terms image, metaphor, and
symbol is fine indeed. "Semantically, the terms overlap;
they clearly point to the same area of interest".3 For
the purposes of this study it is proposed to use the term
symbol to refer to those objects which, constituting one
element of the metaphoric process, are employed regularly
and extensively throughout the cycle in a ccnsistent
referentiasl sense, and which have enough individual
importance to merit attention in their own right.

Williams himself, in at least one instance, appears
to see the problem in using such terminology as being one
of indistinguishable similarity between the terms symbol
and image rather than one of "overlap". He maintains with
Coleridge that a symbol should have three characteristics:

(1) it must exist in itself, (ii) it must derive

from something greater than itself, {iii) it must
represent in itself that greatness from which it

derives.4
But he then proceeds to assert his preference for the term
image, "because it seems to me doubtful if the word symbol
nowadays sufficiently expresses the vivid individual

existence of the lesser thing".5 In much of his own

3Rene Wellek and Austin Warren, Theory of Literature,
p. 186.

Bpne Figure of Beabrice, DPe. 7.

51bid.
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critical work the word image is employed where another
writer might just as validly have used the term symbol; and,
indeed, for general purposes Williams appears not to
distinguish between the two.

In certain specific cases, however, he uses image
to indicate, either singly or collectively, an allusion or
metaphor of several lines in length. Thus he can observe,
"The image of a wood has appeared often",6 or remark that
the "image of the City' in English verse - is "built up by
many descriptions, similes, r2taphors, and maxims. These
images making altogether one greater image“.7 The word as
used in instances such as these merely serves to indicate
general passages of description rather than, say, the
closer identification of two objects sharing certain
attributes and yet retaining independent existence. It may
be observed that often it is Williams himself who is
creating an image out of the assorted allusions or
descriptions which he has assembled. In such cases his
use of the term is casual indeed, though it may have the
useful effect of imparting the impression of some precision,

insight, and weight to his pronouncements.

®Ipid., p. 107.

7he Image of the City, P. 92.
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A third sense in which he employs the term image
returns us to the attributes which he chose to attach to
the term symbol. An individual, he asserts, may be seen
as "an image of nobility, of virtué, of the Redeemed
Life“.8 That is, in some respects, the individual derives
from something greater than himself, partakes of that
greatness, and still has existence in his own right. It is
possible that in such contexts the term symbol is un-
satisfactory for Williams because of what has been called
its "long history in the worlds of theology".’ Tt has
been observed that a religious symbol is usually based .
upon an "intrinsic relation between 'sign' and thing
'signified'",lo and often in a naively self-evident fashion
to the frequent debasement of the symbol and deprivation
of its individuslity. The use of the Cross, for example,
in a poem may require great effort on the part of peader
and author alike if it is to retain any vestige of meaning
beyond signifying the Passion of Christ. Although such
symbols have accumulated through the centuries a wealth of

associations, they are distinctly limited in range. By

'8The Figure of Beatrice, P. 8.

. 9Rene Wellek and Austin Warren, Theory of
Literature, p. 188.

10rpia.
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consistently using the term image in theological contexts,
Williams perhaps hoped to circumvent the restricted
referential capacity of most religious symbolism and at the
seme time to renovate for his own use the fund of
traditional Christian symbols by simply relabeling them
images.

Williams®' concept of symbol and his various uses of
the term image have been treated in some detail in order to
avoid possible confusion in future discussion both in this
and in subsequent chapters. As Williams remarked in
defining for his own purposes another literary term, his
usage "should not be too narrowly confined to a literary
manner“,11 and it is as well to be aware of this in advance
when one is confronted with certain passages from his works.
As will become increasingly evident, the fheological
studies, literary criticism, and in particular, the poetry,
all maske frequent use of the term, and in all of the
varying senses outlined here. There is, indeed, a great
deal to be said for the argument which would attempt to
make his concept of image the centre of Williams' entire
system of thought.

Northrop Frye has remarked that in "studying poems

of immense scope, such as the Commediz or Paradise l.ost,

11The Figure of Beatrice, P. 14,
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we find that we have to learn a good deal of cosmology“.12

Though Willisms' Arthurian cycle is scarcely to be compared
with the works which Frye instances, in view of its scope,
it also may profit from consideration of its cosmological
principles. Moreover, it is not slight in physical
proportions. The two volumes of the cycle, together
occupying some 150 pages and comprising thirty-two poems,
are only two of a projscted trilogy, the third of which was
tentatively planned under the title of "Jupiter over
carbonek".l3 Thus the work is scarcely negligible in bulk
and, unified as it is by the use of Arthurian subject
matter with its rich traditional background and complex
associstions, the poems commend themselves to some such
serutiny as Frye suggests.

In addition to indicating the vast imperial
setting, Williams' Preface to The Region of the Summer
Stars forestalls the reader's discovery of a corresponding
but antipodean zone called P'o-l'u, an "opposite and
infernal sta't:e"l4 which is the underworld of the Empire.
In effect, what is being arranged in these statements is

an independent universe within an eschatological framework.

12Northrop Frye, Anatomy of Criticism, P. 160.

13pnne Ridler, "Introductory Note to the Arthurian
Essays", The Image of the City, p. 174.

14The Region of the Summer Stars, p. viie.
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Nor is this universe yet complete. As we shall see, there
is also a region beyond Logres called Broceliande and then,
more remote, the holy eity of Sarras. The action embodied
in the Arthurian material and the achievement of the Grail
is contained within these areas. Collectively, they
constitute a complex cosmos which is virtually self-
sufficient.

- In his remarks about Dante and Milton, Frye was,
of course, alluding to those established systems of
cosmological thought, Ptolemaic and later Copernican, which
in the past have been used to explain the existence and
working of the universe. Nevertheless, his observation
suggests a useful approach to Williams"cycle, sinde
Logres is placed within the larger context of the Byzantine
Empire, and the attitudes and thought which went into
Williams' concept of the Empire very profoundly modify the
traditional notions of the Matter of Britain.

‘Phe principles employed by Williams to describe
and explain the working and events of his cosmos are
culled from various schools of thought. The Ptolemaic
theory contributes to his cosmology by implication when he
embodies in his poems aspects of medieval life and thought,
as, indeed, it does by his very use of the Arthurian

material as a whole. In addition, Williams has recomrse
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to a variety of occult beliefs and Kabbalistic teachings
in working out a coherent governing philosophy; but most
important to his cosmology are the orthodox doetrines of
Christianity, which are filtered through his method of
personal interpretation.

The years from 1938, the date of the publication
of Taliessin through Logres, to 1944, when The Region of
the Summer Stars was published also saw the publication of
several important theological and literary works by

Willdems. In 1938, He Came Down from Heaven, in the next

year, The Descent of the Dove, in 1941, two pamphlets,

The Way of Exechange and Religion and Love in Dante, in 1942,
The Forgiveness of Sins, and finally, in 1943, The Figure

of Beatrice. There is evidence that "The Figure of Arthur"
wes also in preparation at this time, though it was not
published until 1948. Together with certain periodical
essays and reviews these constitute the core of Williams'
non-creative exposition of his main themes, themes which
are the burden of concern in the Taliessin cycle.

Besides presenting a more objective, if more
prosaic outline of his thought, these works are also
interesting because they display something of the idio-
syncratic treatment which certain doctrines and dogmas of
the Church received at his hands, a process which is

important in explaining the character of certain of the
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themes in his Arthurian cycle. The Descent of the Dove,

for example, is subtitled "A Short History of the Holy
Spirit in the Church". It presents an outline of the
Church's doctrinal growth from its first years after the
Ascension of Christ up to the present day. In the emphasis
which certain points of dogma receive in comparison with
others and in the weight of importance attached to particular
figures or periods in the Church's development, the highly
personal nature of the author's interpretation begins to
emerge. Although he has said elsewhere, "I follow everywhere
the most common-place interpretation",l5 as one‘readé
through the above-mentioned works it becomes apparent that
orthodoxy in the strictest sense is endangered by ubiquitous
personal speculation.

A clear instance of the tendency is to be seen in

the first chapter of The Descent of the Dove. In_discussing

the gradusl fading of the sense of direct inspiration which
Christians experienced in the first generations after the
death of Christ, he remarks that there was

another method, also to fade, and yet of high
interest and perhaps still of concern ... There
grew up, it seems, in that young and ardent body
an effort towards a particular spiritual_ experiment
of, say, the polarization of the senses.l6

15He Came Down From Heaven, P. 17.

16‘l‘he Descent of the Dove, p. ll.
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Such are the very circumspect terms in which he introduces
this delicate topic. He ventures to be more explicit in
the following pages. There was "an attempt, encouraged by

the Apostles, to 'sublimate' ... The women - sub-introductae

as they were called - apparently slept with their companions
without intercourse",17 that is, men and women of these
early centuries attempted through the emotions aroused by
intimate physical proximity to realize and achieve

knowledge of the Deity as revealed by Christ. By utilizing
the force and spontaneity of mutual physical attraction,
followers of the Christ were encouraged to believe that they
could arrive at first-hand awareness of the Godhead.

Such a practice could‘scarcely hope to escape the
notice of Church authorities for long, and it was first
discouraged, and then forumally forbidden by the Council of
Nicaea in 325. Williams' account of this epidode, which
may strike modern readems as at best psychologically
dangerous, deserves to be quoted at length.

In some cases it failed. But we know nothing -
most unfortunately - of the cases in which it
did not fail ... The great experiment had to be

abandoned because of the "scandal" ... It was one
of the earliest triumphs of "the weaker brethren”,
those innocent sheep who by mere volume of
imbecility have trampled over many delicate and
attractive flowers in Christendom. It is the loss,

171via., pp. 12-3.
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so early, of a tradition whose departure left

the Church rather over-aware of sex, when it

might have been c¢reating a polarity with which

sex is only partly coincident.l8
In spite of the deft and witty phraseology, to deplore so
readily the decision of the Church Fathers to discourage a
practice which obviously would have lent itself to abuses
of the worst kind is irresponsible to say the least. The
necessity of his condemning the Church's ruling, however,
will be obvious to those readers already acquainted with
some of the author's other studies.

The edict of the Church conflicts with the very
basis of Williems' beliefs. The "doctrine" of "Romantic
Theology" is discussed at greater length in Chapter V of
this thesis. For the present, it is sufficient to note
that the conviction that the personal experience of love
between two individuals should be a preliminary to the
experience of Divine love is the foundation of much of his
writing, particularly his studies on Dante. 1In both
Religion and Love in Dante and The Figure of Beatrice he
begins with Dante's experience and assessment of the effects
of personal love. The intention of Williams! argument in
these works becomes obvious when he alludes to the friend

of Beatrice, Giovanna as the "Precedent Lady“.19 On the

181pi4.

l9'1‘he Figure of Beatrice, P. 28.
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basis of the resemblance in name (Joan - John) and function
(Primavera, Spring - the Precursor), he proceeds to heighten
the parallel which Dante drew between the friend who
preceded Beatrice in her salutation of the poet and John
(the Baptist) who "preceded the true 1ight",2° Christ. As
Christ was held to show the way to Divine love, so Beatrice
assumes a Christ-like function in demonstrating to Dante

the relation between eros and agepe.

Williams' mental habits of thorough analysis and
scrupulous re-examination, to which Chapter I made referenee,
assert themselves in the themes of his mature prose works
to render their content far removed from the more
conventional pathe of Christian beiief, Because of the
uniformly idiosynecratic nature of much of his thought, it
will be found that the prose works composed between 1938
and 1943 will occasionally be useful in illuminating central
themes of the Arthuriasn cycle.

C.S. Lewis' commentary on the Arthurian poems
suggests for the novice approaching the cycle a chronology
which blends the poems of the two books, presenting the
cycle primarily in terms of narrative; but he offers no
suggestion for the position of the "Prelude" of each
volume, beyond observing that they "stand outside the time-

scheme snd ... will be readily understood when the cycle

eoIbido, po 29'
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21 The character of these

has been mastered as a whole”,
two poems is both historical and recapitulatory. In that
they occasionally anticipate, by allusion, the events in
later narrative, it is true that they can probably best be
interpreted or comprehended in retrospect. However, in
their historical capacity they provide basic information
and insights essential for interpretation of the poems
which follow. Moreover, when they do allude to events
which are elaborated elsewhere, it is frequently from a
different perspective, and they then provide sidelights
and information which the reader will f£ind it useful to
recall in later poems. Hence, this study begins where the
cycle formally begins, with the "Prelude" of Taliessin
through Logres. | ‘

The volume is dedicated to Humpbhrey Milford, his
superior at Oxford University Press, "under whom we
observed an appearance of Byzantium". A.M. Hadfield, who
first met Williams at Amen House and recallg many memories
of him as a friend and so-worker, says of the relationship:

The Press worked a normal hierarchical system
which gave Charles philosophical delight, but
the most important fact in the whole_ organization
was its heed, the Publisher.... [He] became the
keystone of Charles's working life ... He could

administer a large business, and he could be the
centre of a large system of life.22

214 5. Tewis., "Williems and the Arthuriad",

e
Arthurian Torso, Pe. 550

22, M. Hadfield, An Introduction to Charles Williams,
P. 39.
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She recalls, also, an unpublished poem by Williams (written
in 1931) dedicated to Sir Humphrey, the 'Caesar' of those
early Masques which were performed in the Library of Amen
House. The poem reads in part:

eee 8till the latest [verse] holds

the Emperor's image, the Emperor in Byzantium

and the Lateran Church upon the Caelian hill:

the Emperor who is not Justinian or God Almighty

or you or Shakespeare, but is all at once and each; 23

and had not been - how could he? - had you not ruled.
Thus, in the pattern of Williams' daily life may well lie
the seeds of his concept of the Empire as a vast working
hierarchical system under benevolent imperial protection
and encouragement.

The vastness of this Empire is invoked in the first
stanza of the "Prelude": "the glory of the Emperor
stretched to the ends of the world"; and the phrase "the
glory ... the power and the kingdom“,24 echoing the final
lines of the Lord's Prayer, further imparts a sense of
cosmic scope. |

The Emperor is "the lord of charity", but his
benevolence is of a‘remote kind: "starlight" is a "flash
of the Emperor's glbry", and his method of bringing Logres

into the Empire is equally distanced: "the word of the

231pid., p. 125.

24Taliessin through Logres, pP. ls
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Emperor established a kingdom in Bri'bain"'.25
The "Prelude" from The Region of the Summer Stars

enlarges upon these features of the Emperor and his Empire
(as the poems of that volume often do for many of those in

Taliessin through Logres). "The Empire, in the peace of

the Emperor, / expected perfection; it awaited the Second

26 The peace, as we are told in the previous

Coming".
stanza, has come because the Empire "seized on the Roman

polity" as one of its terms of existence. The move had the

desired result:

the Acts of the Throne were borne by speeding logothetes,
and the earth flourished, hazel, corn, and vine.

(RSS., P. 2)
The picture of the Empire as a vast web of efficiently

functioning humanity under the splendid but remote and

impersonal figure of "the only sublime Emperor"27 is further

extended in the following lines,

The Empire lay in the imposed order; around

the Throne the visionary zone of clear light

hummed with celestial action; there the forms

of chamberlains, logothetes, nuncios, went and came,

(RSS., P. 3)

and,
o o o all .
the themes vibrated with duty and expectatlon
(RSS., P- &)

251pid. .

26‘.1‘he Region of the Summer Stars, pP- 2.
271pid.
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Some question may naturally arise as to the source
of the particularity in this portrait of the Empire and its
ruler. Gervase Mathew, who held the chair of Byzantine
Studies when he knew Williams in Oxford, has said of
Williams' concept of Byzantine civilization:

By 1938 Charles Williams' Byzantium already
corresponded with those hesitant conclusions of
modern scientific research of which he only
learnt in 1940, and possessed a reality that
Gibbon completely lacked.28

There has been much speculation as to the works that
Williams may possibly have consulted in the formulation of
his concept of Byzantium. The notebook which he kept till
perhaps the early twenties makes only one reference to a
Byzantine Imperator. Iinden Huddlestone, who was fortunate
enough to have access to many of Williams' private papers,
lists no source readings in Byzantine history in his thesis,
though he does mention many well-known teéxts in connection
with other aspects of the cycle as evidence that Williams
was in the habit of going to scholarly works as a preliminary
to the formulation of certain themes.

- From the many possibilities, George Every has

suggested Robert Byron's The Byzantine Achievsment as a

probable source,29 but as Huddlestone has observed, its

28gervase Mathew, "Williams and the Arthurisd”,
Time and Tide, Jan. 1949, p. 1l4.

29George Every, Poetry and Regponsibility, p. 47.
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publication in 1928 was probably too late substantially to
have influenced Williams' ideas., His early Arthurian poenms

in Heroes and Kings were published in 1930-31 and in these,

the complexity of the image enters the ...
poems in a very matter-of-fact way, as the
provenance of the movement in Logres where-
by the kingdom of Arthur was established.30

Nevertheless, Byron's account is useful to the student of
Williams' late cycle as it provides objective statement of
certain historical details incorporated in Williams' poems.
It will be recalled, for example, that Williams attributes
to the Empire the feature of Roman traditions in civil
government. The emphasis may well strike one as undue
unless one reviews the facts surrounding this feature.
A useful gloss on the characteristic of "Roman

polity" is provided by Byron:

Above, however, the mere sequence of edists ...

there stands that salient gift to posterity, the

Roman law ... Though not finally perfected till
between the years 450 and 564, this supreme
outcome of the practical Roman mind was destined
to prove the one continuous link between the
ancient world and the modern ... its scope had
expanded with the Empire ... In conjunction with
the bureaucracy, it constituted the whole 5,
keystone of Byzantine politicalistability.

The actual codification of Roman law by Justinian occurred

301inden Huddlestone, "The Arthurian Poems of
Charles Williams", p. 55.

3lrobert Byron, The Byzantine Achievement, pp. 50-1.
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after the riots and insurgences of 532, and of this formal
step Byron says:

In the volumes that he planned and caused to

be compiled, the primary rules of social

existence, redistributed in accordance with the

Christian ethic were registered in perpetuity

for the benefit of a Byzantine, a European, and

a world-wide posterity. For the moment, abridged

editions diffused from Beyrut to Romei opened the

a

knowledge of Justice to all the officials and
subjects of the Empire.32

The historical existence of the Pandects and Codes of
Justinian, as we have seen, emerges in Williams' cycle as
"The Acts of the Throne", which, "borne by the speeding
logothetes", are carried throughout the Empire.

In many passages in the two "Preludes" one becomes
aware of semi-mystical.echoes, for behind the figure of the
Emperor,

Beyond the ancient line of imperial shapes
it saw the Throne of primal order, the zone
of visionary powers, and almost (in a cloud) the face

of the only sublime Emperor; as John once
in Patmos, so then all the Empire 1in Byzantium:

(RSS., p. 2)
As Williams had remarked in prose,~in his concept of
Byzantium, the Emperor was first interpreted as "a kind of
sacerdotal royal'by",33 for when considered from the

perspective of the twentieth century, "about ... his figure

52Ibid., pp. 82-3.

53nmme Meking of Taliessin", The Image of the City,
p. 181.
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... there lay something of a supernatural light ~ at best
mystical, at worst magical".34 There is, in fact, in the
figure of the Byzantine Emperor much that is no longer
inherent in our general concepts of kingship. Mathew, for

example, has observed that,

Byzantine tivilization had always been a cor-
porate whole centered not so much on the person
as on the mind of the Emperor conceived as a

rr.; of Divine Wisdom.35

Byzantium was primarily useful to Williams as the
centre of his imperial setting by virtue of the unprecedent-
edly close identification of Church and State. From the
very year 6f its foundation, 324 A.D., Constantine, as
sole Emperor, had established its state religion as

Christianity. Of Constantine's role, Williams has given

the following prose account:

Constantine was master of the Empire; he looked
to be more. "I am appointed," he said, "to be
bishop of the relations of the Church to the
world at large.” ... He saw himself already in
the most difficult of all offices, the crowned
point of union between the supernatural and the
natural. He summoned the first General Council
eeo The adorned figure of the Emperor, throned
among the thirty score of prelates ... signifies
many things ... there a new basis - a metaphysical

basis - was ordained for spciety.36

3l""![.‘he Figure of Arthur", Arthurian Torso, p. 80.

53Gervase Mathew, Byzantine Aesthetics, p. 160.

3%phe Descent of the Dove, D. 48.
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In the course of the years over which the composition of
the Arthurian cycle was spread, his original conception of
the Emperor enlarged and for Williams:
ees gradually he became - I would not say God
but at least God as active, God as known in
Church and State, God as ruling men ...
Byzantium then was the place of the centre, the
providence of the actual world.37?7
In his role as vice-regent of God and self-styled
defender of Christendom, it is important to remember that
Constantine, like later Emperors, presided over a series
of Ecumenical Councils. By a pilitically astute stratagem,
"the popular vice, argument, was diverted to the less
destructive province of theology".58 An account of the
decisions of many of these councils together with
discussion of the implications of the various debates and
of dogmas which were finally adopted may be foun& in The
Descent of the Dove.
For Williams' systematic caEmolagy::” as it emerged

in the late poetry, undoubtedly the most importent of

these theological disputes was that provoked by the

teaching of Nestorius (ca. 4#28). He proposed to the Church

at Byzantium that they accept as doctrine the "preponderating

divinity [of Christ] to the discount of his humanity".39

37nphe Making of Taliessin", The Image of the City,

p [ 4 1 81 *

391pid., p- 79.
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Thus, in the "Prelude" to The Region of the Summer Stars,

-e» the careful Nestorius, coming to befriend peace
preached in Byzantium. Before the sermon was at en&
the metaphysicians, sitting to note him, heard

from the City the roar of burning and bundled torches
rise through the fixed stars: '

(RSS. 9 p. 2)
Something of the finer distinctions involved in the

Nestorian controversy may be gathered from Williams' prose

account.

[He asserted ] thet there were in Christ two beings
united by a moral union and not one divine Person ...
It was this that caused Nestorius to deny that the
Blessed Virgin was theotokos, the mother of God.

But he denied also, inevitably, that she was

anthropotokos, the mother of Man. The opposite
school maintained that she was both, for both the
Fall and the Redemption were in soul and body. The
nystery was in Flesh and Blood.40 ,

Historically, the proposal of Nestorius was guashed at the

Council of Ephesus.
Deep interest in doctrinal distinctions was, of

course, an important charscteristic of Williams' belief,

but the implications of the Nestorian heresy are especially

central to his interpresation of Christian principles. 1In

a periodical contribution written in 1939 he asserted:

ees the Church ... ever since it had rejected the

Nestorian idea of a merely moral union of the two
natures in Christ, had been committed to a realistic

sense of the importance of matter:

40The Descent of the Dove, P. 70.

4}"Sensuality and Substance", The Image of the
City, p. 68.
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Hence, the decision of the Church over the controversy,

epitomized in the phrase, "Theotokos, Anthropotokos",42

appears as the "orthodox wisdom" of the Emperor. Christ
is "the @ouble~fledged Logos", and the "glory of the
Emperor" is the "glory of substantial being".43
Concerning Paul's evangelizing activities, another

of Williams' prose accounts supplies a useful gloss.

In order to understand and to explain the convert

produced practically a new vocabulary. To call

him a poet would be perhaps improper ... But he

used words as poets do; he regenerated them. And

by St. Paul's regeneration of words he gave theo-
logy first to the Christian Church.44

In the "Prelude" to The Region of the Summer Stars, the
"road from the universe into dematerialized spirit" of
ancient Greek thought is seen to have been replaced in the
teachings of Paul by his invention of "the vocabulary of
faith", in which "he defined in speech the physiological
glory", the Incarnation of Christ, and "named in its
twyfold Nature the golden Ambiguity".45 This dual nature
of Christ is reasserted by the Church in its rejection of

Nestorisnism. The "new-spreasd bounty" of Paul's teaching

42"Prelude", The Region of the Summer Stars, p. 2.

43"Prelude", Taliessin through Logres, prp. l-2.

44'The Descent of the Dove, P. S.

45The Region of the Summer Stars, P- L.
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becomes "the sustenance of Empire ... the ground of faith

and eart and the "golden and rose-cresmed flesh of the

grand Ambiguity",47 which is Christ, becomes for all time
the identifying mark of the Empire.

The outlines of Williams' cosmology now begin to
emerge more clearly, as a summary of his coneclusions in
"The Figure of Arthur" demonstrates.

At that time [i.e., Arthur's] the centre of the
Roman imperium lay in Byzantium. The Empire was
Christian, and not only Christian but orthodox
and Prinitarian. The Arian heresies had been
defeated. Christ was adored as God and not as a
created being. The variations of this which were
called Nestorianism had also been overcome. It
had been determined that the mystery of the
redemption lay not only in the operation of true
God but by that operation in flesh and blood.48

Within the account of the Nestorian controversy,
moreover, lie the seeds of an identification which is
essential to both later poems and to the general concept
of the Empire. Williams believed that .

The operations of matter are a means of the
operation of Christ, and the body has not, in

fact, as some pious people suggest, fallen a
good deal farther than the soul.49

461pia., p. 2.

#’1pia.
484 rthurian Torso, pp. 79-80.

49“Sensuality and Substance", The Image of the City,
p. 680
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Though the Church formally rejected the dichotomy between
body and soul, allowing it as no part of its official
doctrine, it "has continually returned in its unoffiecial
language".so The result of this "unofficial Manichaeism"51

is that:

The great world and energy of the body have been
either deprecated or devotionalized; and by
devotionalized I mean turned into a pale imitation
of 'substance', of spirit; thus losing their own
powers and privileges without, in general, gaining
any other. There has been a wide feeling that the
more like an indeterminate soul the body can be
made the better. But ... the body is not 'like’
the soul; it is like nothing but itself. The
principle of sensuality is unique and divine. ...
soul ought not to be allowed to reduce the body to
its own shadow - at any rate, [not] in the Christian
Church.52

Williams concludes his plea for due recognitidn of the body
with a statement alluding to the Aseension of Christ:

it was a real body ... which there withdrew

through all the dimensions. 'Handle me and see-.'

Repulsive materialism! But that was how the
Divine Word talked.53

Certainly he was not unaware of the common revulsion

of some especially ardent sectors of the Church from an

O1pid.
5l1bid., p. 69.
521bid.

23tbid., p. 75-
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emphasis on the integrity of flesh and matter, and he was
equally quick to detect this reaction even st stages in
early Church history. Some of the rationalizations of
factions of the Church he views, however, as particularly
“deadly",54 especially those of Gnosticism. Stemming from
"the contact of the Faith with the less reputable Greek
metaphysics and the wilder Near-Eastern :i.nven'bions",55 this
outgrowth of Christianity is unerringly dissected in
Williams' most scathing prose.

They accepted the idea of Salvation; they accepted

heavenly beings in operation; they accepted supreme

and passionless Deity. They then proceeded to

purify these ideas from the low and crude inter-

pretations which a materialistic Christianity had
somehow introduced into them.56

In the "Prelude" to The Region of the Summer Stars,

the line, "the limitary heresiarchs feared the indiscretions
of matter“,57 is, of course, an allusion in similar terms to
Gnogstic tendencies in the early Church. They denied that
supreme Deity had been involved in any way in the Creation

of matter, a concept that they regarded as "indecent".58

54"I'he Descent of the Dove, p. 22.
>2Tpid.
561pig., p. 23.

57mme Region of the Summer Stars, P. 2.

58The Descent of the Dove, P. 23.
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Undoudbtedly, many still, consciously or unconsciously, see
the concept of a God's involvement with created matter as
indecent, and it is this attitude that Williams was concerned
to oppose in the most basic tenets of his religious con-
viction.

In his view, there is for the Christian the clear-
cut duty to realism, the duty to take account of the flesh,
for by the Incarnation it was determined that "Our flesh
was to hold, to its degree, the secrets of His own". In

the teaching of Christ,”?

'A new earth' was promised as well as ‘'a new heaven'.
Whatever the promise means, that earth is presumably
in some relation to this earth.60

In 1942, in the Dublin Review, there appeared an

article by Williams entitled "The Index of the Body", which

must have interested many readers of Taliessin through
Logres. It opens with a quotation from Wordsworth's

Prelude:

eee the human form

To me became an index of delight, . 61
Of grace and honour, power and worthiness.

59"Natura1 Goodness", The Image of the City, p. 77.

®01pid., p. 76.

6lyilliam Wordsworth, The Prelude, Book viii,
11 14 279-81 ®
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As Williams observed, "There are moments in all poetry
when the reader has to ask himself whether a word used by
the poet is accurate not only for the poet's universe but
for the reader's own....it is sometimes importan'b."e2 In
this particular instance, the word index is of central
importance to Williams' own cosmology. In his own words,

Some such idea, Wordsworth's lines suggest, the

body and even the members of the body may give

of the delight, grace, honour, power, and worth-

iness of man's structure. The structure of the

body is an index to the structure of a greater
whole.63

This, as Williams was quick to realize, was
virtually the equivalent of the ancient concept that man
bears in himself the microcosmic'ropresentation of a
macrocosm, and in this article, he attempts to renovate the
idea in Christian terms once more. Referring to its
historical associations in pre-Christian times, its
position in the traditions of Jewish theosophy, and even
Islamic belief, as well as its affiliation with the less
reputable but equally pervasive schools of occult know-
ledge, he maintains that "The visionary forms of the occult
&% e

schools are but dreams of the Divine Body".

relationship which he proposes, however, is one between

62upne Index of the Body", The Imege of the City,

P. 80.

%51pid., p. 8l.

S41pia., p. 84.
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man and Christ, "the Sacred Body", rather than the more
traditional one of relationship between man and the
universe at large:

it is clear that the Sacred Body was itself
virtue. The same qualities that made His
adorable soul made His adorable flesh. ... The
virtues are both spiritual and physical - or
rather they are expressed in those two
categories.65

Thus, if the human body is considered as being an
Index, that which it indexes is virtuous quality discerned
in the Incarnate God. The traditional attribution of
'noble' qualities to certain members of the body, the eyes

and the heart, for example, are common recognitions of this

idea.

But it is not so often recognized as a truth
underlying all members - the stomach, the
buttocks ... Eyes then are compacted power;
they are an index of vision; they see and refer : -
us to greater seeing. Nor has the stomach a
less noble office. It digests food; that is,

in its own particular method, it deals with the
nourishment offered by the universe... So even
with those poor despised things, the buttocks.
There is no seated figure, no image of any
seated figure, which does not rely on them for
its strength and balance. They are at the
bottom of the sober dignity of Judges; the grace
of a throned woman; the hierarchical session of

the Pope himself reposes on them.56

As Williams remarks, this vision "is a point not so wmuch of

651bid.

©61bid., pp. 84-5.
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doctrine as of imagination“,67 but he also asserts that
"Christians ... may be permitted to press the significance"68
of such associations, for

The Sacred Body is the plan upon which physical
creation was built...69

We experience, physically, in its proper mode,
the Kingdom of God: the imperial structure of
the body carries its own high doctrines -~ of
vision, of digestion of mysteries, of balance,
of movement, of operation.?70

A gobd index can indeed be studied in itself.

To study the body so is to increase our

preparation for the whole great text. 71
In the cycle, the identity of mortal man and his divine
creator can be seen in its initial stages in the intro-
ductory lines, which describe the relationship between
Christ, the double-natured Incarnation of God, and man:

the flesh and bddadd, the golden cream and the rose

tinctures; these dwelled in Byzantium; they were held

in men and women, or even (as named qualities)
in the golden day and the rose-gardens of Caucasia.

(B§§_- 9 Do 3)

In this respect, the first edition of Taliessin

through Logres contains in its end-leaf design a useful

adjunct to fhberpretation of the poems. The drawing was

®71bid., p. B5.
681pid., p. s,
%91bid., p. 86.
7O1pid., p. 87.

7l1psia.
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made by Lynton Lamb, a fellow employee with the Press,
under Williams' entire direction. It is recorded that the
poet was completely satisfied with the result, so
accurately did it represent the contents of the book.72
Both leaves, front and back; show a map of Europe.

Lightly superimposed upon the map is the figure of a
reclining woman, so arranged that the head is positioned
over Britain, the breasts over Frsnce, the hands over
Italy, the navel in Byzantium, the buttocks over the
province of Caucasia, and the genitals in the general
region of Jerusalem, while the legs and feet are moving off
the map, Williams' identification of the whole body with
the Empire can thus be clearly seen from the outset and

much of the subsequent symbolism readily assimilated by

the reader.
The fact that the map is an exbtra-literary aid bto

the reader, and further, one not available to those with
later editions, constitutes perhaps both a flaw in the
total design of the publication and a barrier to.full
understanding of the implications of certain allusions in

the opening poems. For example, "the light on the hills
of Caucasia"’? of the "Prelude? of Taliessin through Logres,

72A.M. Hadfield, An Tntroduction to Charles
Williams, p. 146.

73Taliessin through Logres, P« 2.
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is not merely a description of the natural beauty of
environment made manifest in some way by khowledge;of
Christian doctrine. It is also a reference to the quality
inherent in that member of the body, the buttocks, for
which Caucasia stands (and which in turn symbolizes that
province in later references). As Williems had observed,
anatomically, they provide balance to the seated figure;
in their use as symbol for the province of Caucasia, they
should convey something of the balance of the "orthodox
wisdom" of the Empire.

A later poem in the volume does make the
identification more explicit. In "The Vision of the

Empire", the abstract generalizations of the "Prelude" are

replaced by the detailed scene in which

The Empire's sun shone on each round mound,
double fortalices defending dales of fertility.

(E_@_];‘.'! po 7)

And the women of the theme rejoice,

bearing in themselves the shape of the province

founded in the base of space,
in the rounded bottom of the Emperor's glory.

0 00 80000 CES OSSO OOSDOSSSOO0TOGGSOSISISS

the lost name, the fool's shame .
fame and frame of lovers in 1owiands of Caucasilia,

rang round snowy Elbursz.
The organic body sang together.

(2TL., P- 7)
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Thus far, the symbolism which begins to emerge is
virtually self-explanatory. The basis of symbolic
identification can readily be seen to have its roots in
Williams' conviction that the figure of Christ is "the
Mystery in flesh and blood", ™the Deivirilis",’* whose
nature is reflected in that of all mankind, individually in
the body of man, mystically in the figure of the Emperor,
and, by extension, collectively in the concept of an
organic Empire. Though systematic development is virtually
impossible to trace on the basis of available materisal,
something of the general processes by which these themes
and identities developed should now be clear.

By way of further example, one may notice the manner
of the emergence as a poetic device of the province in
which Byzantium is contained. The term Caucasia originally
appeared as Circassia (from the Arabian Nights) in the

earliest volume of Arthurian poems, Heroes and Kings,

where it was used "lightly in certain allusions to frank

non-significant sex affairs";75 Williams says that the

word later became unable "to bear the weight with which I

wished to charge it",76 presumably because of its

74"Pre1ude", The Region of the Summer Stars, P. 3.

75upne Making of Teliessin", The Image of the City,
p. 181.

761pia.
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associations with popularized oriental literature. He
altered the name to Caucasia because
It was more historic, it had larger scope, it
(1ike Byzantium) was capable of meaning more.
That it referred (anatomically) more particularly
to the buttocks was a late development. I can
never see why the buttocks are funnier than any
other part of the body; they support us when we
sit, they are balance and (in that sense) justice.
They are erotic, it is true, and that was an
advantage for the poem; but they are plainly and
naturally so; they are not mixed up, as eyes and
hands may be, with the active moral question.?7?

The identities propounded in these introductory
passages are not simply a series of one-to-one correspond-
ences, and to attempt to read them as such does serious
violence to the intention of the cycle. As Williams had
remarked, Byzantium was attractive because "it was capable
of meaning more®. The complexity of the symbolism
contained in the setting is not merely a literary virtue
or problem. It is a complete statement of the complexity
inherent in the very principles and doctrines of the Church
as Williams saw them.

In his evolving treatment of Byzantium, he was
attempting a rebuttal of the more stale and simplistic
approaches to Christianity. ILife, in his view, is lived
under a hierarchical order, inevitably under the authority
of another; properly seen, it can also be republican in

many respects, as created things of all orders reflect the

7?1vid.
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unique integrity with which they are endowed by their
Creator and which is made manifest through the Redemption
of an Incarnate God.

Thus, geographically, Byzantium was located within
Caucasia, as the navel is within the general area of +the
buttocks; but further, it is traditionally regarded as the
centre of the body, and in certain medieval schools of
thought, the stomach was believed to be the seat of the
soul. Hence the importance of the éuthority of the
Emperor. But though the other members of the body or
themes of the Empire may be conceived of as being under the
direction of a ruling centre, they nevertheless contribute
uniguely to the well-being of the whole. In ways which
will later be seen more clearly, each theme, like each
individual, has a function in the working of the organism,
a function which can be fulfilled by no other, not even by
the source of directing authority,

Conversely, the symbol for the body is the Empire,
that for, say, the hands is Italy, and Logres represents
the head, so that the practical virtues and gqualities which
the poet holds to reside in these countries are also capable
of béing visited upon the member with which they are linked
in the system of symbolism. In these ways a working
agreement for the basic symbolic structure is established
early in the cycle, as an essential condition for the

interpretation of the Arthurian material.
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The author himself has isolated this symbolic
structure as "one of the most important" of the "Images"78
for an understanding of his cycle, and in the absence of
textual proof of the development of certain additional
refinements in its significance, his statement may be

quoted here as summary.

The Empire then is (a) all Creation-with logothetes
and what not as angels and such-~ (b) Unfallen Manj
(c) a proper social order; (d) the true physical
body. I left it female in appearance because the
Emperor must be masculine, but this is accidental.. .
The Emperor is [(i)] God-in-operation or God-as-
known~by-man; (ii) Fate; (iii) operative force-as
and according to the person concerned, but mostly
here the God relation....Caucasia is the physical
fundsmental (a) the buttocks; (b) basic senses;

(8) direct sex; (d) village society. Gaul is
'fruitfulness! (a) the breasts; (b) traditional
organization; (c) scholastic debates and doctrines;
(d) theology. Byzantium is rather the whole con-
centration of body and soul than any special
member.79 '

This commentary was originally'made available in a
note for C.S. LeWis, but was also issued at the same time
(ca. 1940) to severel other friends who were interested in
the (then) recently published Taliessin through Logres.
When one wecalls that it was this volume which contained
the map depicting so graphically the symbolic geography,
and that this first of the two volumes contains the more

essential references to the cosmic setting which Williams

781pid.

79"Notes on the Arthurian Myth", The Image of the
City, p. 178.
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had created, it seems perhaps odd that such detailed
explanation should be required. Moreover, at least two of

his theological works, The Descent of the Dove snd He Came

Down from Heaven, were then readily available for extra-
literary amplification. Nevertheless,'aé if in response
to the mystification of this sector of his audience, the
second volume, The Region of the Summer Stars, provides
internal elaboration, one might even say meditation, on
the themes introduced in the first.

The feature may easily be seen in a comparison of
the treatment of those aspects of the "Prelude" of each
volume which have already been discussed. The "orthodox

wisdom”so alluded to in Taliessin through Logres receives
amplification in the account of the Nestorian controversy

in The Region of the Summer Stars. The "glory of the
Emperor, glory of substantial being",81 of the first
volume is seen in the second book individually in men and
women of Byzantium, and as qualities in the natural
environment. From the remote figure reflected in the
beauty of starlight, who creates by a word, the Emperor
becomes in the later volume the benevolent authority under

. . . 82
whose guidance the Empire "hummed with celestial action”

8o‘l‘aliessin through Logres, p. le.

8l1pig., p. 2.
82The Region of the Summer Stars, P. 3.
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and "vibrated with duty".S>

But the amplifying nature of the "Prelude" of The

Region of the Summer Stars can probably be demonstrated

best by consideration of the treatment of a feature of the
Empire hitherto untouched in previous discussion, the
introduction of the Grail theme. In the "Prelude" of the
first volume we are told that, "Carbonek, Camelot, Caucasia,?
were gétes and containers, intermediations of 1ight".84
The preceding stanza states that "the Emperor established
a kingdom in Logres", but the description of Carbonek and
Camelot as "gates and containers" would seem to imply
rather more than that they simply partake in some fashion
of the glory of the Empire. It is, in fact, an allusion
to the anticipated passage of the Grail through the Empire;
but the following section of this "Prelude" does little to
clarify the reference, since it passes quickly on, in

almost glancing summary, to outline the *history' of the

province of Logres. Its rulers are "blind", nourishing

their country by recourse to principles of "rational

virtue",85 which are inevitably fallacious in that they

exclude reference to a supra-rational power. Hence, the

fellowship of the "Table' is broken, and even the advent of

851pid., p. 4.

84Taliessin through Logres, D. l.

851pid.
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Galshad cannot save the kingdom. The "Prelude" makes no
further reference to the Grail motif, but passes on to a

consideration of the total destruction of the Empire as a

whole.
As Williams had indicated in the Preface to The

Region of the Summer Stars, the Empire, like the first

generations after the Ascension, still lived in active
expectation of the Return of Christ. In the "Prelude" of

this volume, therefore,

The Empire, in the peace of the Emperor, .
expected perfection; it awaited the Second Coming

of the Union, of the twy-natured single Person,
centuries belated, now to be;

(B__SE,- s PP. 2_3)
and,

Hope .e.

in them looked on the sea, and across the sea
saw coming, from the world of the Three-in-One,
in a rich container, the Blood of the Deivirilis,
communicated everywhere, but there singly borne,

(BRSS., P. 3)
This is the first reference in the "Prelude" and, indeed,

in the cycle taken as a whole, to the Grail as a means of

the Second Coming. Although it is here somewhat oblique,

the next stanza is more explicit. The Grail is named, and

in the final stanza something of its history is indicated.

all the peoples awaited the Parousia, all
the themes vibrated with duty and expectgtlon "
of the coming of the vessel where, ere the ?epggl ion,
the blood of the golden single-personed Ambiguity




fulfilled its commission and was caught; then for
a season

was hidden in its own place, till at last (bidden

by ultimate Reason) it deigned at last emerge

out of the extreme verge of the west and the east;

(B_S§.° s Do &)

These lines present in capsule form the lineage of
the Grail as the vessel in which was caught the blood of
Christ shed during the Crucifixion. Lost or hidden, it
was nevertheless popularly believed still to exist, and
its anticipated reappearance assumed mythic proportions in
the popular imagination. This aspect of the Grail is
discussed in greater detail in the next chapter, but for
the present it will be recalled that the end-paper map of

Taliessin through Logres contains no mention of the name

Sarras. Its putative position may be inferred as lying
west from Britain, at a spot wheré, according to the above
lines, east and west theoretically meet. This is the land
of the Three~in-One, the Trinity, the country of the Holy
city.86 Its closest neighbour is the most westerly theme,
Britain, and within Britain lies Carbonek, the Grail Castle
of Arthurian traditions. Therefore, first Carbonek, later

Camelot, and finally Caucasia are anticipated as "gates and

86y ' lem. Although
ot to be confused with Jerusaile 0
Williams was aware that Sarras was traditionally situated

in the general region of Jerusalem, he nevertheless felt
°blisedgto reloca%e it in an extreme westerly direction,
apparently feeling the incongruity of the Quest 1ord§_
journeying back over an area that was, by his own making,

associated with temporal values.
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containers” in the "Prelude" of Taliessin through Logres,

avenues of approach through which the Grail in its passage
will herald the Second Coming. Thus, here, in this "Prelude",
is confirmed the motivation for the action embodied in the
Arthurien material, the first seeds of which are sown in
those lines of the "Prelude" to Taliessin through Logres.

The remaining aspect of the Empire's historical

baekground is to be gathered from lines in the "Prelude"
of Taliessin through Logres:

... history began; the Moslem stormed Byzantium;
lost was the glory, lost the power and the kingdom.

(ZTL., P. 1)
By denying the Divinity of Christ, Islam also, of course,
denies the Incarnation as a union of the two divine natures.
Thus, although the invading Moslems had helpfully destroyed
the "dualism of Persia",87 that is, they suppressed the
belief in a polarity of forces, a belief which came
perilously close to being a species of Manichaeism, they
also destroyed the essential quality of the Empire.

Caucasia fell to the Moslem; .
the meamelukes seized the ancient cornland of Empire.

Union is breached; the imams stand in Sophia.

Good is God, the muezzin . .
ca u ost is the light on the hills of Caucasia,

s * -
glory’of the Emperor, glory of substantial being.
(17L., P. 2)

87Taliessin through Logres, P. 2.
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The notebook which Williams kept during the years
when he first planned the cycle contains several references
ta the possibility of using Islam as a feature of the
setting and illustrates something of the problems involved

in the composition.
? Bring Arthur and his surroundings in England, about
A.D, 500, foryard and parallel to Charlemagne and his
surroundings in France, A.D. 800: so as to obtain the
full effect of Islam, in Africa, in Spain.88
The effect on Spain or Africa is scarcely mentioned in the
final cycle (the Caliphate of Cordova has only a passing
allusion), but the assault on Constantinople by the
Mohammedan forces, which actually took place some four
centuries aftér its founding, constitutes the most serious
physical and metaphysical threat to all that the Empire, in
Williams' view, symbolizes.
It will have become apparent from the above outline
of Islam versus Christianity that in this instance, the

"Prelude" of The Region of the Summer Stars departs from

its usual role of filling out the details of issues intro-

duced in the "Prelude" of Taliessin through Togres. In fact,

the later "Prelude" contains no reference whatsoever to the

threat which Islam poses to the Empire. Instead, the Empire

in this "Prelude" is seen as gposed to another, radically

different state.

uotes Williams in "Introductory Note

88 :
Anne Ridler q The Tmage of the City, p. 171.

to the Arthurian Essays",
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This is the remaining constituent of the cosmos,
and like Sarras, it is omitted from the ed-paper map, its
location being indicated by an arrow. To the extreme
south-east and in the opposite direction to Sarras, both
geographically and spiritually, lies P'o-l'u. However,'
since Sarras is never evoked in any detail as the scene for
events in the cycle, the region of P'o-l'u is conceived of
as being in opposition to the Empire as a whole. It, too,
is an empire, but one of "vile marshes”S® and "tangled
sea",9o inhabited by octopods, and presided over by "a
headless Emperor"”, whose cope is a "foul indecent crimson",el
in contrast with the hieratic crimson of the sacred blood
of the Union. In its geographical position, it constitutes
the physical equivalent of the classical underworld and

rounds off the cosmos of the Arthurian cycle.
Once again, Huddlestone's observations on the source

of Williams' concepts are helpful. He states that Williams

had read The Creed of Half Japan by Arthur Lloyd and had

learned from it that "Druidism traced itself vaguely to

Taprobane (the 0ld name for Ceylon)".92 The practices of

89"Pre1ude", The Region of the Summer Stars, p. 3.

PO1pia., p. 4.
M1pid.

921,inden Huddlestone, "The Arthurian Poems of
Charles Williams", pp. 95-6.




148

the Druids were regarded by Williams as similar to those

later instances of maleficium denounced by the Church in the

Middle Ages. Druid teaching also, of course, occupied in
pre-Arthurian Logres the same position which Christianity
assumed in later centuries. Thus, Taprobane became
associated in Williams' thought with the very source of
sbused principles and perverted practices which might be
conceived of as being embodied in the rites and sacrifices
of Druidism, a religion opposed to Christianity's emphasis
on the right use of power and respect for the integriﬁy of
the body. Williams came to feel, however, that Taprobane
was "too equatorial",g3 and in consulting ancient Chinese

maps of Jave, he noted the name of a harbour, P'o-1l'u,

which he substituted for Taprobane. -
The source for the figure of the headless Emperor

Huddlestone traced back to Williams' reading of Gibbon's

Decline and Fall. In a footnote, Gibbon gquotes two

passages from the Sacred History of Procopius which relate

the experience of a monk who saw in a terrified vision a
headless Satan sitting on the throne of Justinian.94 The
Emperor of P'o-1l'u is headless because he represents the

complete opposition to all that the Emperor of Byzantium
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represents. Behind the actual Emperor and his traditions,
"beyond the ancient line of imperial shapes", there is

“"the Throne of primal order", and “the face/of the only
sublime Emperor",95 God. But the Emperor of P'o-l'u has no
head, no face, no faculty of creation or capacity for
"orthodox imagination® and wisdom. He is the Emperor, not
of memnand women, but of octopods, things of non-human
shape with tentacles instead of hands, lacking the co-
ordination of divinely patterned members which reflect the
attribute of divine harmony.

In his portrait of the infernal Emperor and the
state over which he presides, Williams is not merely
concerned to symbolize the phenomenal existence of pure
evil, The evil which they represent is rather to be
attributed to what he calls "the Myth of the Alteration in
Knowledge". 1In The Forgiveness of Sins, he argues in
reference to the newly created universe:

The possibility of alteration had been created as

an element in the whole. That web of diagramatized
glory [i.e., creation] ... depended for its perfection
on two things - the will of God to sustain its being
and its own will to be so sustained. He made...the

delight of a perfect response to his initiative a
part of the working of the web.96

95uppelude”, The Region of the Summer Stars, p. 2.

96The Forgiveness of Sins, p. 121.
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The original race of men, however, declined this invitation
to the "perfect response", declined to be so sustained by
God. Seduded by their pride and its "intoxication with its
own powers",97 they destroyed the web of creation.

The Adam had been created and were existing in a

state of knowledge of good and nothing but good.

They knew that there was some kind of an alternative,

and they knew that the rejection of the alternative

was part of their relation to the Omnipotence that

created them.98

Williams held that evil can only be known in terms

of good, for God's knowledge differs in kind from man's
knowledge. What God envisions as possibility or
alternative, man, as material creation, can only know by
© experiencing. Working within the inherent limitations of
flesh, time and space, he is denied Divine pure awareness.

They knew good; they wished to know good and evil.

Since there was not - since there never has been

and never will be - anything else than the good

to know, they knew good as antagonism. All 99

difference consists in the mode of knowledge.
Here, then, is the Fall of Man, the acquisition of the
knowledge of evil, traditionally explained by reference to
the account in Genesis of the eating of the fruit of the
tree of knowledge. From this act stems the existence of

evil, antagonism and friction, in other words, sin in human

91bid., p. 122.
Brpia.

991bid., p. 124.
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experience. From Williams! perspective, man's perception
of himself, his fellow beings, the universe, and
ultimately, God, becomes warped and distorted. Esllen::i. -
man is no longer able to discern in existence the "pattern
of glory", the divinity of Images. The friction and
hostility of life itself, the wasteful and unremitting
effort demanded by the mere act of maintaining existence
renders evil for him as phenomenonally existential as good.
As Williams elsewhere remarked, "the Fall ... was
once, and yet is repeated in each of us“.loO In this way

it is apparent that

The contradiction in the nature of man is thus

completely established. He knows good, and he

knows good as evil. These two capacities will

always be present in him; his love will always

be twisted with anti-love, with anger, with

spite, with jealousy, with alien desires.1l0l
Pto-1'u is the opposite of civilized delight as seen in
the Empire. As the joy in creation, order, beauty of work
and hierarchy derives from man's capacity to know good, so
the antagonistic'undertow of the antipodean zone derives
from man's capacity to know good as evil. Both Empires

are to be seen as states of mind as well as geographical

regions of the cycle's cosmos.

100uyotes on the Arthurian Myth", The Image of the
City, p. 175.

101He Came Down from Heaven, P 22.
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In the "Prelude" of The Region of the Summer Stars,

the knowledge of the Empire of P'o~l'u is confined to the
Emperor and his most trusted sdmirals. His subjects know
it only as a "tale",102 uncertain whether it is "fable or
truth".lo5

In "The Vision of the Empire" of Taliessin through
Logres, the concept of the antipodes is greatly amplified
to include the description of its genesis. In the sixth
seétion of this poem the poet introduces the hint that
something has gone seriously wrong in the hitherto
harmonious growth of the Empire. "The crossing of the will
of the Emperor"104'is here related to the account of the

Fall. The Adam conceive of themselves as "too long meanly
105
n".

retired / in the poor space of joy's single dimensio

Ambition asserts itself.

Let us grow to the height of God and the Emperor:
Let us gaze, son of man, on the Acts in contention.

. (FPTL., p. 10)
And so, as "the good lusted against the good", they saw
"the secluded vision of battle in the law; / they found the

102The Region of the Summer Stars, p. 3.

1031pi4., p. &.

104Taliessin through Logres, p. 9.

1051pia., p. 10.
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nl06

terror in the Emperor's house. As they look upon.the

design of the Emperor in the only way possible for them,
the results are automatically experienced.

Joints cramped; a double entity
spewed and struggled, good against good;

(7TL., p. 10)
The "Adam of the error“lo7 now live under the conditions of

their new mode of knowledge, under the conditions of the

Fall,

stifled over their head, the tree's bright beam
lost in the sides of the pit its aerial stream;

(rTL., p. 11)

Hence it is that the Empire itself is seen in a
bleak reversal of its natural conditions, and "the feet of
creation walk backward through the waters"”. The antagonism
in mere physical existence is also vividly evoked:

the stiffening mechanic of arms and oars failsj;

.. the purple sails

drag at the flagging hands of manj . .
thegsea's unaccgﬁulated distance érags at the ﬁiligr's [sic]
arts.

(TTII. 9 po 11)

Nature itself has become unnatural:

« o o harsh birds, .
stabbing at sea-broods, grating their mating calls,
(TTL., Po 11)

106154,

1071piga., p. 11.
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and the "phosphorescent" sheen of decaying matter coversz

108 ,
the "stagnant level"” of "the sinking floor of antipodean

»109

Byzantium as,

Inarticulate always on an inarticulate sea
beyond P'o-l'u the headless Emperor moves,

(TTL., p. 12)

Al]l this provides the sharpest possible contrast
with the picture of the Empire, which is drawn in the
opening lines of the same poem. Here, an audience with the
Emperor is an "exposition of grace'", grace subsequently to
be seen in the immediate environment of Byzantium, "the
place of images".llo From the Golden Horn one can see the
galleys departing:

eee the nuntii loosened on the currents

over the sea, in the mechanism of motion,
rowers' arms Jointed to the imperisl oaes.

(TTLQ 9 po 6)
And reflected in the "mirror of the Horn" are the "light-
sprinkling, flaked-snow-sparkling, / chastities of ranged

peaks of Caucasus" .11t Beyond Caucasia, the themes

harmoniously emerge in accordance with the Emperor's

design.

1081454,

1091pid., p. 12.
1107434., p. 6.

111l1pi4., pe 7.

e ———
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Dovmn the imperial highroad the white nuntius rides
to heighten the hearts of Lateran, Gaul, and Logres.

(TTL,, p. 8)

Strength articulated itself in morals

of arms, Jjoints, wrists, hands;

the planes of palms, the mid-points of hid cones,
opened in Lombardy, the cone's point in Rome,
seminal of knowledge ...

(ITL., p. 9)

hands of incantation changed to hands of adoration,
the quintuple psalm ...

(2_@09 P 9)
The emphasis on the members of the body, especially the

hands, should be noted.
In P'o-1'u, the Emperor welks with,

«.s indecent hands hidden under the cope,
dishallowing in that crimson the flush on the mounds of

Caucasia.
(L., p. 12)

This is possibly a veiled reference to onanism, the turning
inward of one of man's energies; also perhaps an allusion to
the historical faet that incest on the part of one of the

Emperors. once provaked one of the many breaches between

east and west. Primarily, however, it is an emphasis upon

the right use of the capacities of the body. Treated as an

end in themselves they become,

rudiments or relics, disappearing, appearing,

1ive in the forlorn focus of the intellect, .
e;g: ;gdtegrs, the turmoil of the mind of sensation.
(TTL. 9 p. 12)
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From warped vision grows the abuse of creation at
large. From the individual's mental and physical self-abuse
arises abuse of his fellow beings. Thus, "lost are the
Roman hands",ll2 the hands which in the Eucharist at
Lateran, celebrate and reveal +to all the "sudden flash of

identity“,ll3 and "lost are the substantial instruments of

being?allq
"Phe Vision of the Empire" closes, however, with a
litany of the body.
The organic body sang together;

the Acts of identity adored their Lord;
the song sprang and rang in Byzantium.

(22&-’ P. 12)
All the members of the body, and all the themes of the
Empire, unite to "bless him, ﬁraise him, magnify him for
ever".’115 Appropriately the reader is returned to a vision
of a unified Empire, which exists to praise and reflect the
glory of its creator, for it is under this aspect of the

cosmic setting rather than that of P'o-l'u that the

narrative unfolds.
Thus far, attention has been focused upon only

three poems, the "Prelude" from each of the two volumes and

112ypi3., pe 12.

1153tpi4., p. 9.
11%7pig., p. 12.

115Ibido, po 13‘
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"The Vision of the Empire" from Taliessin through Lo es,
as being those best suited for an introductory exposition
of Williams' thought and symbolism, while at the same time
containing virtually all the information necessary to a
fuller contemplation of the symbolic design of the whole
cycle.

This chapter, as the title and opening passages
indicate, has been concerned to expound only that material
which constitutes the general setting of the Arthurian
cycle. It has not attempted to outline all the themes
which the author has introduced into the poems here
discussed. Many of the themes are better left till the
poems of the cycle themselves demand further elucidation.
On the other hand, major themes which are basic to
interpretation have been dwelt upon at considerable length
in the hope that as complete a treatment as possible at

this stage will obviate the necessity for further discussion

at inconvenient junctures. Obviously, in dealing with a

work of any complexity, this hope can only partially be
fulfilled. The later poems incorporate themes and symbols
which have merely been touched on here and which will

demand further explanation in terms of the perspectives of

Particular poems.




CHAPTER IV
"THE EXTREME THEME": INTERNAL SETTING

In those poems which have been considered thus far,
the references to the traditional site of the Arthurian

tales are brief. In the first volume, Taliessin through

Logres, the reader is told that “"the word of the Emperor

established a kingdom in Britain",1 and something of the

sweep of chronological events is sketched in the lines:
The blind rulers of Logres

nourished the land on a fallacy of rational virtue;
the seals of the saints were broken; the chairs of the Table

reeled.
Galahad quickened in the Mexcy;

but history began ... .-
lost was the glory, lost the power and kingdom.

(2.5.3.1'_' 9 Pe 1)
The character of such descriptions is, of course,
recapitulatory and hence kighly condensed and allusive.,
A slightly more detailed and orderly picture of the
growth and development of Britain as a new province of the

Empire under Arthur is found in "The Vision of the Empire”

of the same volume.

1Taliessin through Logres, P. 1.
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Merlin defines, in blazons of the brain,

shield upon sh{eld, station upon station;

and the roads resound with the galloping lords.

The swords flash; the pirates fly;

The Table stands rigid in the king's hall,

and over their seats the plotted arms of the soul,
which are their feats and the whole history of Logres.
Down the imperial highroad the white nuntius rides

to heighten the hearts of Lateran, Gaul, and Logres.

(_T_'-L‘,I‘_og P. 8)
And ultimately,
the dialect of Logres was an aspect of Byzantium;

the grand art was taught in the heart of the harbours
o ' of Arthur.

(BTL., P- 9)
The degree to which Arthurian Britain is successfully
incorporated within the Empire is indicated by its
inclusion in the litany of the organic geography at the
end of the poem: |
bless him in Caucasia, bless him in Lateran,
bless him in the bzazons of London-in-Logres,

if there be worlds of language beyond Logres,
bless him, praise him, magnify him for ever;

(T"TL., P. 13)
The "Prelude®” of the second volume makes no reference

whatsoever to the region, or to its purported history.

Readers of Sir Gawain and the Green Knight in the
recall that the

art of Britain

Tolkien and Gordon edition will doubtless

word Logres is glossed as the name of that p

2
which lies roughly to the south of the Humber.~ The word

254 : n Enight, ed. J.R.R. Tolkien
wain and the Green knil :
and E.V. gﬁiagg, Second edition, revised by Normanm Davis,

p. 98.
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was used as early as the Historisa Regum Britannise of

Geoffrey of Monmouth, who asserted that it was derived

from the name of the eldest son of Brutus, who ruled the
middle portion of Britain after his father's death.3

Noting that the word was first used to designaté Arthur's
territorial holdings in the Lancelot of Chretien de Troyes,
Williams observes that it is derived from the Welsh Lloegr,
which indicated "a land of faerie which was also Britain or
within Britain".4 In Williams' cycle it presumably encom-
passes all Britain, for nowhere does he precisely define the
borders, deliberately perhaps, in order to preserve the
associations of "faerie” by leaving the region, like its
name, as nebulous and suggestive as possible.

Its general position within the total geography of
the Empire is, however, most signifiéant. On the end-paper
map the new province lies in the very north-east corner,
just below Thule, which is first mentioned in the "Prelude"
of Taliessin through Logrés as one of the two extremes of
the Empire. Thule is the legendary land or island which
typified the unknown and represented a kind of proto-

paradise in classsical literature and williams places it at

the very edge of the known world. From the disposition of

51bia.
#nphe Figure of Arthur", Arthurian Torso, P. 53.
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the women whose figure is superimposed over the chart, it
is clear that Logres, as a constituent of the symbolic
geography, bears some relation to the head and hence to the
intellect and the capacity to know. It lies:

South from the sea-bone, Thule, the skull-stone,

herbage of lone rock,-
the scheme of Logres, the theme of the design of the Empire,

(.T_Tévo Pe 7)
Protected by Thule, the skull, Logres is thus the symbolic
rendering of the faculty which is potentially able to unify
the experience of the body and the imagination into some
sort of significant whole.

Before the design of the Emperor becomes known or
is made manifest, Logres exists in a state of constant
tribal warfare, continually the prey of invading barbarian
hordes. The forces of the Roman occupation have long

withdrawn, leaving only the Roman roads as mute testimony

to their former presence in the land.

.o Liogres la
withou%rthe fzrm of a Republic, without letters or law,

a storm of violent kings at war - smoke
poured from a burning village in the mid-east;
transport had ceased, and all exchange stilled.

(BSS., PP. 8-9)
From "the anarchy of yet unmade Logres”5 the reader

Progresses to the more tightly organized and concentrated

5’.Ehe Region of the Summer Stars, Pe 9.
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picture of the sombre situation within Logres as depicted
in "The Calling of Arthur" of the first volume.
The waste of snow covers the waste of thorn;

on the waste of hovels snow falls from a dreary sky;
mallet and scythe are silent; the children die.

(TTL., p. 14)

under the snow that falls over brick and prickle,
the people ebdb ...

(ZTL., p. 15)
For the purposes of this poem, the "storm of violent kings"
is reduced to one tyrant, Cradlemas (the name of one of the
many contending kings in Malory), who manifests all the
trappings of oppressive despotism. Callous and degenerate,
living in "the comfort builded / in London's ruins“,6 the
aged king has even assumed the practice of wearing a
gilded mask and, like Nero, an emerald monocle. Against
this king, under Merlin and Arthur, "the people marched"
and "in the snow / King Cradlemas died in his 1itter."7
Though victory is by no means complete, a move towards
union has begun, under the direction of Merlin and

according to the design of the Emperor.
Quite apart from the obvious appeal which Logres

wight have held for any ruler with benevolent, civilizing

instinets, or an appetite for creating an empire on a

6Taliessin through Logres, P. 15.

71bid.
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hitherto unprecedented scale, this wilderness of warring
tribes exerted a still more important attraction for the
Emperor. It will be recalled that in "The Figure of Arthur"
Willisms characterized Lloegr as a "faerie" land. ILater,
in the same study, he resumes discussion, expanding on
the rather ambiguous character of the region.

Logres, which is Britain in an enlarging world -

(is] Britain and more than Britain. It is more

like that mysterious Albion of which Blake wrote
in another geography.8

He does not elaborate on the similarity between
his concept of Logres and Blake's Albion, but goes on to
explain the manner in which the area is something "more
than Britain". As the character of the Empire eastward
from Logres is a Christian one, which may be verified by
reference to historical fact, to what Williams calls its
"historic relation",9 so in the opposite direction there
exists a state which he opposes to this: "westward from
Logres - there is the mythical“lo relation. Beyond

asgerting that its only requirement is ®interior

consistency”,ll Willisms does not refine this idea of the

Buphe Figure of Arthur", Arthurian Torso, P. 80.
I1bia.
101pig.

1lypsa.
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mythical. In that he so patently opposes the term to
"historical™, however, it may be inferred that he is using
"mythical™ in a very general sense as‘indicating the realm
of shadowy, legendary events and people, which has not
yielded any evidence of historical existence in spite of
thorough, systematic investigation. |

This entire passage is useful in isolating an
important aspect of Williams' general interpretation of
the Matter of Britain. If the “historical relation“.is
conceived as lying to the east, and the "mythical™ relation
to the west, then Logres itself lies at the junction of the
two categories, in part to be identified with one, apd in
part with the other. Consequently, it not only partékes of
both modes of existence, but may perhaps be said to
represent the meeting point between the actual and the
potential in human experience. The latter category,
though never manifested in actual event, nevertheless

partakes of human affairs as the product of man's dreams,

desires, and aspirations. The events of Logres thus occur

under the conditions dictated by historical circumstance

while still retaining their own inherent mythic character.

Such a view of the setting of the cycle may use-

fully clarify thinking about the general intention of the

two volumes of poems. Some readers have attempted to read

the Arthurien poems as a kind of tract for the times;
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others have seen them as another in a long series of re-
workings of the medieval romance, a poetic exercise with
little or no reference to contemporary affairs. The truth
probably lies between these two extremes. Certainly,
general social situations typical of the '30s and the '40s -
may bg educed from passages in the cycle, but to interpret
the mérk as a thorough-going allegory on modern life gains
little support from what we know of the author's declared
intention. Probably Williams had in mind, in conformity
with his personal interpretations of Christian teaching,

an evocation of an ideal society as it is generally depicted
in the myth. Certainly this is confirmed by his first
formal statement of intent: that the poems "express states
or principles of experience", both "common and profouna".12
The statement is confirmed by his poetic presentation of
Logres as the meeting-point of history and myth, a land
both shadowy and dim, yet with certain definite and
historically verifiable characteristics imposed upon its
form. Thus realized, Logres is a most appropriate setting

for the paradigm of events which myth constantly expresses

for men of all ages.
In discussing in "The Figure of Arthur" the location

of features of his internal setting, Williams is careful

12Quoted by Anne Ridler in nTnptroduction”, The

Image of the City, pp. lxiv-1lxv.
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to preserve the distinction between the two modes of

experience.

There lie ... near Logres - and they must lie to
the west, for to the east we come into history and
doctrine and Europe - other places of the myth.
There is the mysterious forest of Broceliande: there
are the seas on which the ship of Solomon is to
sail; beyond them is Sarras.l3

As one commentator of the Queste del Saint Graal has

observed, the Grail story, "despite its Arthurian setting,

is not a romance, it is a spiritual Sable“.14 In Chapter

II of this thesis it was suggested that Williams was most
emphatically at pains to make this distinction in his
treatment of the Matter of Britain and its narrative
components. Furthermore, in his use of an external setting
in the shape of an Empire which awaits the Second Coming,

he contrived to have its inhabitants look for the fulfilment

of their hope "across the sea",15 anticipating the arrival

of the Grail as a prelude to the event. The progress of

the vessel, moreover, was to commence at "the extreme verge

of the west and the east".16 Sarras, of course, in

Willisms® scheme of things, lies in this general direction;
but between Sarras and the main body of the Empire is

Logres, the meeting-place of myth and history.

13"The Figure of Arthur", Apthurian Torso, pp. 80-1.
wTntroduction”, The Quest of the

14P.M. Montarasso,
Holy Grail, p. 9.

15uprelude”, The Region of the Summer Stars, P 3-

161p34., p. 4.
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The notion of Logres as the mid-point between two
somewhat abstract concepts is rendered more concrete by the
description in "The Calling of Taliessin" in which a road
is visualized as separating the wilderness that is "unmade"
Logres and the wilderness that is the forest of Broceliande.
Broceliande is first mentioned in the fifteenth-century
account of Robert de Borron; and a modern gloss which is
generally representative of subsequent interpretation

reads thus:

A magic forest in Brittany, which figures in the
Arthurian legend ... in this place ... Merlin was
enchanted by Nimue or Viviana ... The name ... 1s
often employed as symbolic of the dim unreality

of legendary scenery.l?
Ignoring the division of opinion as to whether Brittany

refers to the modern region in France of the same name or
to the general south-west portion of Britain, Williams sets

the forest in Logres, between the sea and that part of the

land which is inhabited. Indeed, by virtue of this position

he further conceives of it

both as a forest and as a sea - a sea-wood; in
this sense it joins the sea of the antipodes

which lies among its roots.l8
Williams had devoted some thought to what he csglls

"éﬂ; image of a wood" in its various literary contexts, and

171 ewis Spence, An Engolopaedia of Occultism, p. £0.

mThe Image of the

) 18uyotes on the Arthurian Myth",
City, p. 179.
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one of his most comprehensive statements on the subject
serves as a useful general introduction to discussion of the
concept as it appears in his own cycle.

The forest itself has different names in different

tongues - Westermain, Arden, Birnam, Broceliande;

and in places there are separate trees named, such

as that on the outskirts against which a young

Northern poet saw a spectral wanderer leaning, or,

in the unexplored centre of which only rumours

reach even poetry, Igdrasil of one myth, or the

Trees of Knowledge and Life of another. So that

indeed the whole earth seems to become this one

enormous forest, and our longest and most stable 19

¢éivilizations are only clearings in the midst of it.
Williams considers that, of all the forests named,
Broceliande is the greatest, "because of its hidden
mysteries“.ao Again, there is an aura of nebulousness
about his commentary, but this time for the reason that
Broceliande, of all the woods mentioned, is perhaps the
least accessible in literature for the ordinary reader; if
one will, the most "mysterious”. Moreover, as Williams
chose to reconstruct it for his cycle, the various
attributes may initially seem confusing and even difficult
to reconcile with one another, as may be seen when Williams
mentions that the wood of Milton's Comus may profitably be

compared with his own conception of Broceliande, since

Milton's wood is

19'.Ehe Figure of Beatrice, p. 107.

2O"The Figure of Arthur®, Arthurian Torso, P. Sl.
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.es pDoetically a part of it, except that
it is a holy place and uninhsbited by such
sorcerers. But some part of the outlying
parts might be given up to him ... 21

It is this hasty qualification, almost self-correction,
vhich contributes to the general impression of indecisive-
ness and makes precise description of Williams' idea of
the wood occasionally diffieult. The idea of holiness,
almost a sense of the numinous, is not fully sxplored in
his prose, but is realized most vividly in his poetry in
the associations of the wood with Druid activities.

Before Logres has formally become a theme of the
Empire, Broceliande is the scene of certain sacred rites.

«e. while the great oaks stood,
straining, creaking, around,
seven times the golden sickle
flashed in the Druid wood.

' (PTL., Pe 3)

As T came by Broceliande

a diagrem played in the night,
where either the golden sickle
flashed, or a signalling hand.
(TTL., . &)

In practice the more sinister overtones of Comus are also

incorporated in Williams' idea of the wood, becoming, with

the Druid associations, a part of the heritage of

Broceliande, where "Circe's son / sings to the truants of

towns".22

2l1ps4.
22Taliessin through Logres, P 28
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The somewhat ambiguous character of Broceliande is
both tempered and intensified by Williams' desire 4o derive
a part of its nature from Dante's wood in the Commedia.

A nobler comparison is with that forest which
Dante found at the foot of the Mount of Purgatory

and where h@& came again to Eimself, or that other
on the height of the Mount where Beatrice came

again to him.23
Thus it becomes a wood in which man can either lose himself
and suffer untold anguish, or find himself to go on to
undreamed-of bliss and revelation.

The best general introduction to Broceliande is
provided by the poem "Taliessin's Return to Logres", which
demonstrates his expert creation and enrichment of symbol
by cumulative allusion. Here, Brocelisnde is partially
penetrated by "the blindfold track, / the road that runs
from tales",24 that is, the road leading away from the
body of literary and légendary associations, and towards a

different kind of tale, a tale of fact and doctrine, and

ultimately, Christian dogma.

The passage through these tales takes the traveller

. 2
Past that portion where the Miltonic "shape-changing Comus" >

sings seductively, past the EKeatsian forest of the nightingale,

23unpe Figure of Arthur", Arthurisn Torso, pp. 81-2.

2%na1iessin through Logres, Pe Do

250.8. Tewis, Arthurian Torso, P. 159.
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and past the Wordsworthian "speetral shapes ... / propped
against 'lzreés"a6 and the "light of flooding seas".27
Although the road will lead the traveller from all these
threats, its passage is "harder than death", for it
contains, above all, "the beast ... / that had lost the

man's mind",28 an allusion simultaneously to the Beast of

Revelations, to the Great Beast of Satanic traditions, and
to the three beasts which Dante encountered in his dark

wood. The note of positive menace is also apparent in one

of Williams' prose comments.

There is, in that forest, as deep as any poet has
yet penetrated towards the centre, one especially
wild part; worse than anything known in verse even
by Spenser or Milton. There is a valley ... where
no path can be kept; the true path ... does not
lead through it, but side paths do, less and less
easy, more and more dark. A man on his Jjourney

through the strange growths of the forest, may
inattentively turn aside down these paths; perhaps

many men do, and perhaps some die there, for the
senge of the valley is like death itself.29

The symbolic meaning of the forest or wood in the

general body of literature, myth, and legend is very

complex., It is obviously the place where man's control is

26Taliessin through logres, D. 4,
271pid.

281pid.

2

9The Figure of Beatrice, D. 108.
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minimal, where vegetable life thrives unfettered by the
trappings of civilization. The 1uxuriating vegetation renders
the atmosphere of the forest dim and shadowy, a state which
man has symbolically opposed to the radiance of the sun,
since the dense growths blot out the diffused solar rays.
This contrast of physical states, which became in symbolic
terms a spiritual polarity, was intensified guite naturally
by many ancient systems of belief. One scholarly work on
symbolism traces the development;thus:

In Druid mythology, the forest was given to the

sun in marriage. Since the female principle is

identified with the unconscious in Man, it follows

that the forest is also a symbol of the uncon-
scious. It is for this reason that Jung maintailns
that the sylvan terrors that figure so prominently
in children's tales symbolize the perilous aspects
of the unconscious, that .is, the tendency to
devour or obscure the reason.30

Williams appears to hint at some such identification
of the wood with the power of the unconscious when he

mentions the "valley ... where no path can be kept" and the
"eentre” from which men may stréy by inattention into
labyrinthine side-paths. Thus, in "The Calling of
Taliessin® there is this deécription:

Dangerous to men is the wood of Broceliande.
Hardly the Druid, hardly a Christian priest,

ierced it ever: it was held ...
gy thoselfew whé in Britain study the matter of the marches

| 3OJ.E. Cirlot, A Dictionar of Symbols, P. 107.
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eee [Who] know
their correspondence, and live in a new style -

but those fewer, now as then, who enter
come rarely again with brain unravished
by the power of the place ...

(RSS., P. 9)
Even the traveller along the road which runs away from
these menacing aspects of the wood may experience something
of the dangers of the whole area and
eee feel before him the road threaten ravage

and the power of universal spirit rise o
against him to be wild and savage on his lonely spirit;

(RSS., p. 10)
The note of menace is struck again in still more

vivid terms in "The Departure of Merlin". By virtue of its
coastal location, Broceliamde can be observed, one might
even say experienced, from the distence of the decks of
passing Byzantine galleys, but even this remove is not
necessarily a safe one. In'a stanza which is strongly
reminiscent of Coleridge's Ancient Mariner, it is related
how, at the sight of Broceliande,

o St S otpeined ot joy; ho yelled

hosphorescence
for horror and leapt from the deck of the p ’
to the wreck of wisdom, the drowned last of love.

(TTL., P 76)

The ineident is recounted without any apparent relation %o

urther

according

the main concerns of the poem and without any £

comment. The sailor has acted, or rather reacted,




174

to his particular interior state. But it is elear from
this incident that the terrors, which in pre-Jungian times
embedded themselves in ideas of the wvalley of death or the
Dantean wood at the foot of the Mount, hold positive
dangers for the ill-equipped or unwary traveller. The
sinister character of the wood is further intemnsified by
its proximity to the octopods of P'o~-1l'u as well as the
sea of the general region of the amtipodes, and it should
be noted that the waters of the forest share with the waters
of Plo-1'u the quality of phosphorescence. The changed
mode of perception which was initiated by the Fall, when
deliberately embraced, leads the individual to P'o-1l'u, but
it may reassert itself equally in the experience of others,
rendering the perception of Broceliande mind-searing.

It should be remarked, however, that the dangers
of Broceliande are not so much manifestations of inherent
evil as reflections of the beholder’s fallen state, as is

indicated in "The Departure of Merlin":

ees there no strife . .
is except growth from the roots, nor reaction but repose;
vigours of joy drive up; rich-ringed momeg#gh . oices

thick in their trunks thrive, young-leave elr voices.

(TTL., D. 75)
In the wood only dispassionate sounds are to be heard as

. 31
"rich-ringed, young-leaved, monstrous trunks rejoice',

3lTaliessin through Logres, Pe- 76.
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snd here

Time's president and precedent, grace ungrieved,

floating through gold-leaved lime or banked behlnd beech

to opaque green, through each membraned and tissued ex-
perience

smites in simultaneity to times variously veined.

(2TL., p. 76)

For there is no time in Broceliande, Jjust as there is no

essential evil.

Moons and suns that rose in rites and runes
are come away from sequence, from rules of magic;
here all is cause and all effect ...

(22_];'.' s Do 76)
Symbolically, Broceliande is neither in opposition

to the state of P'o-1'u (for it lies too close to that
region and shares the same seas), nor an aspect of the
infernal zonme (for geographically it lies on the same plane
as the Empire and Logres), but is rather the totally neutral
and impersonal source of "all natural becomins"o32 the
subsequent development of which proceeds according to the

state of affairs beyond the boundaries of the wood. As

Lewis remarks, its closest parallel might well be "what

the Greeks called the Apeiron - the unlimited, the formless

origin of forms.">>
Quite apart from the wood's function in other

areas of the cycle, its significance as a place of

321pid., p. 77-

550.3. Lewis, Arthurian TorsSo, De. 101.
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emanations is important to Williams' conception of the Grail
story, for Broceliande contains within its borders the
Castle of the Hallows, Carbonek, with its keeper, King
Pelles, the Fisher King of certain versions of the Grail
episode., In this castle is celebrated the strange rite of
the procession of the Hallows. A train of the castle's
retainers moves through the great hall bearing the seven-
branched candelabrum, the spear which bleeds continually
from the tip, and a vessel to which the lines of the
"Prelude" in The Region of the Summer Stars made reference.
Because the House of the Grail lies within the wood,

eee 1t is ordered that soon .
the Empire and Broceliande shall meet in Logres,
and the Hallows be borne from Carbonek into the sun.

(‘R_S_§. 9 P 12)
Such is the design of the Emperor and the reason for the
ultimate incorporation of Logres within the protective
boundaries of the Empire. Hence the Emperor wills the
creation "in Logres of a throne / like that other of Carbonek,

of King Pelles in Broceliande"Z'

The creation of the Empire as the external setting

for the narrative, and the provision of the Emperor as

external ruling and designing force can now be more fully

appreciated as providing a fitting context for and plausible

3""']3he Region of the Summer Stars, P- 12.




177

explanation of the emergence of the Grail. When one
recalls that the Byzantine Empire was chosen because of its
capacity to embody certain Christian doctrines in which
Williams was interested, it will be appreciated how central
these doctrines are to a coherent interpretation of the
Grail episode in his treatment of the Matter of Britain.
The significance with which he chose to invest his symbols
of the wood, Logres, and the Empire is fully in accord
with his convictions regarding basic Christian doctrines.
This is not merely achieved by setting the whole in the era
of general expectation of the Parousia, but also by keeping
the Nestorian controversy about the two natures of Christ
in the forefront of the action and meaning of the poemn.

In older versions of the Arthurian material, not
only was there little or no reason for the Grail's
emergence in Arthur's court and the involvement of his
knights in its Quest; there was also, at the heart of the
Grail itself, a deep mystery as to its precise meaning.
This is doubtless a concomitant of the mystical associations
of the vessel, but there is also a failure or disinclination

on the part of the first authors and their anonymous

continuators to indicate, beyond the usual accounts of its

lineage, its exact nature in any consistent manner.

Tn Williams' scheme, the Grail functions as a

prelude to the Second Coming, an event which in some sense
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will fulfil the expectations and beliefs previously defined
in the Church's decision on the two natures of Christ.
Thus, the Grail, both in its lineage as that vessel which
held the blood of Christ shed during His Passion (the

relic which more than any other stresses the physical
nature of Christ's sacrifice), and also in its role as
precursor, is doubly a symbol of the divine "twy—natured"35
Christ. It will emerge from the Castle of the Hallows in
Broceliande, the place of "the formless origin of forms",
into the kingdom of Logres, whose borders have been
“shaped“36 by the design of the Emperor and by the magical
powvers of Merlin. The result will be the symbolic union

of Pelles and Arthur, which will be the realization of the
ideal of Kingship on earth, and also the reunion of the
spiritual and the material aspects of human affairs.

In the activities which initiate the actual
incorporation of Logres as a theme of the Empire, the
reader encounters another symbolic figure whose identity,
in spite of not infrequent allusions throughout the cyecle,
remains almost as enigmatic as that of the Emperor. 1t
was suggested that Williams' concept of Broceliande

embodies connotations of the unconscious and also something

521bid., p. 3-

561pid., p. l4.
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of the female principle from traditional forest symbolism.
Appropriately, his wood is ruled by Nimue, "lady of lakes
and seas",37 but unlike Malory's character of the same
name, Williams' Nimue is not the seductress of Merlin but
rather the mother of this creature of supernatural origins.
She is also the mother of Brisen, another supernatural
being who shares in her twin-brother's magical abilities.
Both of Nimue's offspring function as full-blooded
characters in the cycle, but also, according to Williams,
represent abstract qualities, Merlin being Time and Brisen
Space.38 Their roles in the narrative are directly related
to their symbolic meanings.

Nimue herself, as their mother, is not so much a
flesh and blood personage as the manifestation of the
various processes of "becoming“59 in Broceliande. And
while Nimue cannot be said to participate directly in the
affairs of Logres, she exerts influence on others,

particularly her children. As Merlin explains,

.so We are free ) .
of the forest, parthenogenetical in Broceliande
from the Nature, from Nimue our mother; sent aretggone

to build, as is willed, Logres, and in Logres aBr S ona
like that other of Carbonek, of King Pelles in Droceliance,

57Ta1iessin through Logres, P. 77«

38uyotes on the Arthurian Myth", The lmage of the
City, p. 179.

39Taliessin through Logres, P- 77
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the holde; of the Hallows; my sister shall stand in his house
to tend his daughter in the day of her destiny, but I
make haste to Logres, to call and install King Arthur;

(BRSS., p. 12)
and again,

eees Nimue our mother directs in Carbonek

the maidenhood of Pelles' daughter Helayne, and I
go to prepare Logres for the sea-coming .

from Sarras ...

(E§§°’ pP. 12)

As C.S. Lewis has suggested, Nimue may be equated
symbolically with Nabture, but to apply this identification
rigidly is to ignore other aspects of the character. A
broader idea of her identity is perhaps better acquired by
consulting the various poems in which her presence is
invoked. Thus, in "The Departure of Merlin", it is she who
receives Merlin again when his work has been done in Logres.
As other commentators have observed, Williams was influenced
by Swinburne's conception of the relationship of Merlin
and Nimue and considered that the nineteenth-century poet
had "saved" Merlin "from the weakness of the older tales"

. 40
by investing this relationship with "a new force'". In

withdrawing to Broceliande, Merlin

... knows the soul that was his soul at one
With the ardent world's, and in the spirit of earth
His spirit of life reborn to mightier birth 4
And mixed with things of elder l1ife than ours;

40"The Making of Taliessin", Image of the City, p. 182

41A C. Swinburne, "Tristram of Lyonesse™, Collected

Poetical Works, IL, 98.
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t"‘I-E .

As he %takes his strange res in Broceliande,

He hears in spirit a song that none but he

Hears from the mystic mouth of Nimue

Shed like a consecration; and his heart,

Hearing, is made for love's sake as a part

Of that far singing, and the life thereof 4
Part of that life that feeds the world with love:'>

Mystical mistress, as Swinburne chose to view her, or
mystical mother, as Williams recast her, the feminine

aspect of her identity predominates, as is illustrated by
the deseription of one of her functions in the cycle. Nimue

brings all natural becoming to her shape of immortal being,
as to a flash of seeing the women in the world's base.

(TTI'_ leg Do 77)
The last line is repeated in "Taliessin in the Rose-Garden"

during Taliessin's meditation on the meaning of queenship

at the instance of Guinevere:

Let the queen's majesty, the feminine headship of Logres,
deign to exhibit the glory to the women of Logres;

Bring to a flash of seeing the women in the world's base.
(R.SS. ’w. 27-8)

It may be remembered that according to the end-
paper map, the Empire as a whole is feminine in form.
Williams states, "I left it female in appearance because

s s . ya
the Emperor must be masculine, but this 1s accidental”.

#21pia.

431bido 9 PP 98—9.

Yuyotes on the Arthurian Myth", The Image of the
City, p. 178.
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Although it may require no little temerity to disagree with
such authorial pronouncement, one might well question
whether the feminine form of the Empire is, in fact,
entirely accidental. In view of the obvicuz weight of
Taliessin's words in the passage quoted above, the importance
of the female principle in the universe which the Empire
constitutes cannot be lightly discounted. This is
especially so when one examines the role to which Williams
would assign women in this poem. Here he is most explicit:

eee 83 I looked on the stretched Empire

I heard, as in a throb of stretched verse,

the women everywhere throughout it sob with the curse

and the altars of Christ everywhere offer the grails.

Well are women wesrned from serving the altar

who, by the nature of their creature, from Caucasia to
Carbonek,

share with the Sacrifice the victimization of blood.
(RSS., P. 26)
and
women's flesh lives in the quest of the Grail
(RSS., P. 26)
and
Blessed is she who gives herself to the Jjourney.
(RSS_" Pe. 27)
By way of this rather bizarre physiological parallel

Williams mekes the assertion that women, in their moments

of fullest realization, partake of the Christ-like

sacrifice. C.S. Lewis' comments on this poem are most

perceptive and stimulating.
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Whether consciously or not Willisms is here
recalling the Greek doctrine that Form is
masculine and Matter feminine ... The sarth is
full of potential life ... The whole City, the
Divine Order, is a marriage between the will of
the Emperor and the response to that will in
His creatures. Caucasia itself, the body, the
world of the senses, is feminine in relation to
Carbonek, the Spirit ... Nimue, terrestrial
Nature ... in obedience to her iord the Third
Heaven, brings the potentialities of Earth to
perfection; Just as she also ... makes suddenly
visible to our senses - the ultimate femininity
of the created universe ...[and]sets before us
«es the unfathomable feminine principle which
would otherwise lie invisible at the very roots
of Broceliande.45

For the sake of discussion, Nimue may thus be
labelled Nature, though with the understanding that she
embodies much more than the vulgar_connotations of Mother
Nature. For even in his first contact with Merlin,
Taliessin experiences her power as "the mother of all
operation”.*® Tt should be noted, however, that Nimue is
not herself the energy or the source of that operation.

As Lewis remarks, she is obedient to the Third Heaven.

In spite of Lewis'spersonification, the Third

Heaven is not, of course, a character but rather the final

constituent of the cosmos which was discussed in the

Previous chapter. In that it corresponds to our haziest

450.3. Lewis, Arthurian Torso, PP. 147-9.

46The Region of the Summer Stars, D. 18.
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notions of a heaven, a something above and beyond all
terrestrial concerns, it may be provisionally interpreted
as being opposed to the antipodean zone of P'o-l'u in the
total universe which Williams created for his Arthurizd.
But the more closely one examines the Third Heaven the

more one comes to realize that it is the most remote of all
those of his cosmos, and that while its aims may impinge
upon the affairs of Logres and the Empire, its concerns

are essentially other, even incomprehensible to the earth-

Dorothy Sayers has held that Williams

bound inhabitant.
%7 ana it

and Dante are mutually illuminating in many areas,
is true that the Third Heaven of Williams' cosmos derives .

even more directly from Dante than does his concept of

The derivation is apparent in the very first

TR b L i

Broceliande.
reference to the sphere, when Taliessin in delivering his

e

riddling explanation of his origins says, "T rose to the !

third heaven with her of the penitence”.
Tt was mentioned in Chapter IIT that when Williams

assumed the Ptolemaic cosmography for his own cycle he

brought with it many of the principles governing that vision

T S b e 12 i

of the universe. Hence, when he describes the evening on

vhich Merlin begins his magical invocation to form Logres: |

47Dorothy Sayers, Further Papers on Dante, p. 190.
The Region of the

48uppe Galling of Taliessin",

Summer Stars, p. 7-
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Done was the days; the antipodean sun
cast earth's coned shadow into space;
it exposed the summer stars ...

(BSS., p. 13)
and again,

The cone's shadow of earth fell into space,
and into (other than space) the third heaven.

(BSS., p. 13)
Williams is not simply alluding to the physical phenomenon
of the planet earth casting its shadow in the shape of a
cone into oubteerspace, but is referring also to the belief
of medieval cosmologists that "the conical shadow cast ...
reached as far as the sphere of Venns".49 The reference can,
in fact, be traced directly to Canto IX of the Paradiso:

By this heaven, ~ touched by the shadow's point
which your world casteth ... 50 '

The Third Heaven was sometimes termed the last
sphere of the Active Life (the first two being those of
the Moon and Mercury respectively) and passage through it
leads directly to the first sphere of the Contemplative

Life (held by some to be actually the highest form of

activity), that of the Sun. ILike the spheres directly

below it, the Third Heaven is govermed by an intelligence

which bears some likeness to its earthly counterpart.

: 49H. Oelsner snd P.H. Wicksteed, "Notes on Dante's
Paradise", The Divine Comedy, D. 401.

50The Divine Comedy, Canto IX.




186

Collectively, the three heavens, sometimes called the
infra-solar spheres, may be said to preserve the last
vestiges of earthly modes of experience, manifesting the
souls of those "whom some earthly weakness or strain has
so far shorn of what once were their spiritual possibilities".51
The Third Heaven is the sphere of those who
partially substituted earthly for heavenly love, and
although "the quality of their Jjoy is entirely pure and
unalloyed, it is of lesser intensity than it might have
been had they been altogether 'true".52 It is thus
appropriately named Venus, although as Dante observed, the
name was first derived through the error of ancient
idolatry, and the Third Heaven is actually ruled by Divine
Love, a truth which is made manifest to him when he sees
Beatrice (who symbolizes Revelation rather than Earthly
Love) grow even more beautiful once they enter this sphere.
Williams obviously embraced these attributes in

large part, but to these he brought still another set of

ideas.

In the third heaven are the living unriven truths,

climax tranquil in Venus.
(RSS., p. 14)

517  celsner and P.H. Wicksteed, "Notes on Dante's

Paradise", The Divine Comedy, p. 401.

521pid.
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For an explanation of this poetic statement C.S. ILewis
directs the reader to Spenser rather than to Dante, painting
to the lines from the Faerie Queene (III. vi. 12) which
describe Venus as "The house of goodly formes and faire
aspect Whence all the world déiives ‘the glorious. Features

of Beautie".53 For Williams, the sphere of Venus represents
the heaven within which the pattern of archetype of the
material universe resides. Like Spenser's Venus, Williams'
is one of inherent beauty in spite of the manner in which

Fallen Man on earth may perceive it.
In the initial stages of their ceremonial magic to

prepare Logres,

eee Merlin and Brisen .
heard, as in faint bee-like humming

round the cone's point, the feeling intellect hasten
to fasten on the earth's image; in the third heaven
the stones of the waste glimmered like summer stars.
Between the wood and waste the yoked children of Nimue
opened the rite; they invoked the ?h}rd heaven,

heard in the far humming of the spiritual intellect,

(RSS., P. 14)

The faint humming is, in the first instance, an
allusion to the music of the spheres which Dante was able
t0 hear after he had ascended with Beatrice to the sphere
of fire between the Earth and the sphere of the Moon. But

it is also equated with another concept in the work of

another poet, Wordsworth. In book XIV of the Prelude he

102.

23¢.8. Lewis, Arthurian Torso, P-
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relates how he made the ascent 68 Mount Snowdon by night,
and describes the vision which was dramatically revealed to
him by the abrupt clearing of the ground mist and the
rising of the moon. Of the sight below him Wordsworth

declares:
eee in calm thought

Reflected, it appeared to me the type
Of a majestic intellect ... S5&

More exactly, he says:

There I beheld the emblem of a mind

That feeds upon infinity, that broods

Over the dark abyss, intent to_hear 55

Its voices issuning forth to silent light
Later, still dilating upon this experience, he refers to
the individual acts and experiences of several varieties of
love, subsuming them under one category:

This spiritual Love acts not nor can exist

Without Imagination, which, in truth,

Is but another name for absolute power,

And clearest insight, amplitude of mind,

And Reason in her most exalted mood.56
Towards the conclusion of the poem he begins his summary of

the meaning of his vision, Bf the revelation of the powers

of the mind in terms of his experience of love.

S*yilliem Wordsworth, The Prelude, XIV, 65-7.

551bid., XIV, 70-3.

561pig., XIV, 188-91.
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Imagination having been our theme,

So also hath that intellectual Love,

For they are each in each, and cannot stand

Dividually ... 57
Then follows the famous pronouncement on the distribution
of such power: "... 'tis thine, / The prime and wvital
principle is thine / In the recesses of thy nature ...".58
For the individual who will pursue its development in the

face of discouragements and setbacks,

All shall be his: and he whose soul hath risen

Up to the height of the feeling intellect

Shall want no humbler tendermess ... 59

The concepts of two poets so widely separated by

centuries of cultural difference are not felt by Williams
to be as disparate'” as é'b first they mig ht be supposed. He
seized upon Wordsworth'sequation of "the feeling intellect™”
with the "absolute power" of spiritual or intellectual love.
It is this love that Williams held to reside in the Third
Heaven of Venus, and it is the unique blend of emotion and
intellect emanating from this sphere which generates the
energy and the pattern of all earthly creation.

This reading is confirmed by another allusion to

the two concepts in "The Son of Tancelot™, when Merlip

571pida., XIV, 206-9.
581pid., XIV, 214-6.

591pid., XIV, 225-7.
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«eso sSent his hearing into the third sphere -

once by a northern poet beyond Snowdon

seen at the rising of the moon, the mens sengitiva

the feeling intellect, the prime and vital principie,
the pattern in heaven of Nimue, time's mother on earth,
Broceliande. Convection's tides cease

there, temperature is steady tc all tenderness

(TTL., p. 55-6)

And when the Empire is most threatened, its danger is
described in analogous terms as "the red / carnivorous
violation of intellectual love",60 the violation of what
both Wordsworth and Dante in their respective visions had
discovered, and which, in Willéams' cycle, is the formative
and governing principle of life in Logres and the Empire.

The total Ptolemaic cosmography depicting the ten
heavens, from the sphere of the Moon to the Empyrean, is
not utilized by Williams, but in "The Coming of Galahad"
other spheres in addition to that of Venus are invoked. In
the very difficult speech of Taliessin on the ultimate

meaning of the relstionship between the Empire and its

Creator, he describes how the planetary heavens impinge

upon the Empire's development.

st i i thirsting to theft;
Mercury, thinning and thlckenlng’greateSt, preference;

- h of the
Venus preference - thoug d strewn by the four!

n .
O Barth betuween, Onsggniiony and of defeated irony,

Jupiter with a moo
ang Saturn circled, girdled by turned space.
(TTL., P. 74)

60Taliessin +hrough Logres, P- 59.
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Logres is come into Jupiter; all the zones
circle Saturn, spinning against the glory,

(2TL., p. 74)
Although the rendering of the traditional arrangement of the
spheres is, in this poem, incomplete (there is no mention
of the first heaven of the Moon, nor of the intervening
fourth heaven of the Sun), some knowledge of the governing
intelligences traditionally ascribed to those planetary
heavens which are named may be helpful in interpreting this
passage, which has posed problems for most readers.

C.S. Lewis has volunteered that Mercury was the god
of theft, and he submits that its use here refers to the
stage of development in which "the Houses are in crude
competition, each anxious to steal the whole glory".61 In
the Paradiso the sphere of Mercury also symbolizes ambition,
and it is there that the soula of those whose spiritual
capacities were tainted by desire for personal recognition
and gain on earth are made manifest to Dante.

Of the spheré of Venus little more need be said,
except to note that in this poem Williams brings to his
concept of intellectual lowe the notion of "preference'.

That is, to love involves a choice of persons, however.

involuntary the choice may seem to be. This idea of choice

6lc.s. Lewis, Arthurian Torso, P. 171.
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or preference, has, of course, been dwelt upon by the poet
at some length in an earlier section of the same poem, and
Chapter II of this thesis discusses certain aspeets of his
treatment.

Jupiter, in Dantean terms, is the planet of kingship .
and justice, and in Canto XVIII of the Paradiso the
qualities are epitomized in the motto "Love righteousness
ye that be judges of the earth“,62 and embodied in the form
of an eagle, the earthly symbol of Roman law and justice,
which demonstrates to Dante that "our justice is the effect
of the heaven thou dost engem".63 In the following Canto,
Dante hears also the long denunciastion by the just kings
who collectively make up the eagle of Jupiter of those
contemporary Christian monarchs who violate the heavenly
concept of justice. Thus, when Williams says "Logres is
come into Jupiter" he is plainly indicating that the new
theme now has access to that heavenly Justice which ‘
emanates from this sphere, and which is manifested on earth
in the throne of the Empire and in the potential of the
kingship of Arthur. This may also serve to explain the

concern with justice in the poen npgliessin in the Rose-

Garden". Maliessin says:

62H. Oelsner and P.H. Wicksteed, "Introductory Note

to Canto XVIII", The Divine Comedy, P. 515.
63nne Divine Comedy, Canto XVIII.
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Libra in the category of flesh is the theme of Caucasia,
the mesh of the net of the imperially bottomed glory;
and the frame of justice and balance set in the body,
the balance and poise needful to all joys

and all peace.

(.R_S..§.' s D. 25)
Similarly, when Taliessin refers in this poem to the fact
that "Pelles bleeds / below Jupiter's red-pierced planet",64
Williams is equating the wounding of the Fisher King with
the perversion of Jjustice which has come about in spite of
Arthur's assumption of the throne in Logres, since Pelles
will bleed from the Dolorous Blow until Galahad comes to
heal him.

The moons of irony and defeated irony which circle
the planet of Justice are Williams' own invention. They
refer to the manner in which man interprets his experiences
in Logres and the Empire. The moon of irony, which shines
on Lancelot, is an allusion to his apparently ironical

overthrow at the hands of Merlin and Brisen. His whole

being had been directed towards the honouring of Guinevere,
and in spite of the adulterous nature of their love, it

had the great virtue of total loyalty, even, in its own way,
chastity. - Yet it is precisely this great virtue which is
lost when the otherwise perfect kinight lies with Helayme,
the daughter of Pelles, after being deceived by a potion

64The-Region of the Summer Stars, P. 27

i
i
i
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prepared by Brisen. From this union springs Galahad, the
most perfect of all the knights of Logres, and the achiever
of the Grail. But he is also the son of one who first
loved adulterously, and then, according to his own code,
was unfaithful even to that love.

The moon of defeated irony, on the other hand,
symbolizes something more complex, the final turn of the
wheel of fate which reverses that which was previously
experienced as irony. Blanchefleur, who had rejected
personal fulfilment to enter a convent, accepts the "taunt"
to Lancelot, his son Galshad, into the convent at Almesbury
and carefully rears him till he is the perfection of man
who enters the court of Arthur. There his presence must be
acknowledged for its worth, and merely personal suffering

and humiliation, "taunts"™, must be forgotten or abandoned

in the greater Quest. With these twin aspects of fate

before one, the extent to which Togres is indeed "come
into Jupiter" may be more fully appreciated, for in these
events lies one of the most supreme demonstrations of
Divine Justice: that through his son Lancelot, despite his
adulterous love, attains a measure of sanctity by sharing
in the Achievement of the Grail.

The ruling intelligence which was traditionally

ascribed to Saturn was Temperance. This last of the seven

Planetary heavens is also the last sphere of the
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Contemplative Life, and in this sphere are made manifest to
Dante the souls of those saints who spent their days on
earth in that highést form of activity. Named after the
Roman god under whose rule Rome, in its legendary history,
prospered in the age of gold and splendour, the seventh
heaven contains the ladder on which the souls of the blessed
constantly ascend and descend in the shape of myriad lights.
It is by way of this ladder, the archetype of the ladder of
Jacob, that those who practised abstinence and contemplation
rise to the Stellar Heaven, that of the Fixed Stars.
Taliessin's observation that Saturn is "circled, girdled by
turned space"65 is a Peference to the much slower movemen?t
of the Fixed Stars in relation to the daily revolution of
the planetary heavens.

Huddlestone suggests, however, that "turned space”
is a reference to Galahad: "Galshad himself is 'turned
space* n 66 Although the evidence which he offers in
support of this assertion is not particularly convincing,
the interpretation of Galahad as being representative of
that sphere in which all the souls were traditionally
assembled would seem to gain some support from certain

isolated prose statements of the author. In discussing

65Ta1iessin through Logres, P- 4.

66y 1nden Huddlestone, "The Arthurian Poems of
Charles Williams", p. 250.
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Galahad's lineage, Williams observed that his father,
Lancelot, was "eighth in succession from Christ" and that
"8 is the number of the Christhood".®” Thus, the eighth
heaven, that of the Fixed Stars or "turned space", may be
seen as the appropriate heaven for Galahad's final
manifestation before he ascends to that ultimate Heaven of
light and love which is beyond space and time. The
interpretation of the single phrase "turned space" aids in

the general interpretation of the entire passage in which

it occurs.
As "Logres is come into Jupiter", so Galahad, who

represents "that in the human soul which finds Christ“,68
represents also the potential era or zone into which Logres
and the whole Empire may pass. Such an interpretation is
further supported by a line in "Taliessin at Lancelot's
Mass", in which Taliessin sees, at the elevation of the
Host at Eucharist, that “the ruddy pillar of the Infant

was the passage of the porphyry stair".69 The stair is, of
course, generally understood to be that which descends from

the Throne of the Emperor to the city of Byzantium.

67vNotes on the Arthurian Myth", The Image of the
Gity, p. 176.

68"Malory and the Grail Legend", The Image of the
EEI: p’ 1900

©9paliessin through Logres, P ol1.
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the logothetes run down the porpuyry stair
bearing the missives through the area of empire.

(_T.LI'." P. 6)

The stair, though an actuality, does bear a likeness
to that ladder which runs from Saturn to the Fixed Stars,
just as the Throne of Byzantium is like the entire realm of
the Fixed Stars, and the Emperor is like the Creator in his
character of Operative Providence. In the light of
Taliessin's assertion that "all the zones / circle Saturn“,7o
it may be inferred by the reader that up to this point in
Logres' growth all the zones or stages of development in
Logres and the Empire, from that of which Mercury is ruler
to that which is governed by Jupiter, culminate in that of
Saturn, which first symbolized Rome's golden age. When this
era has been ;fully realized all men will perceive clearly
that Galahad's function is to lead them on to the heaven of
the Fixed Stars, that sphere which is one level beyond the
furthest reach of the Contemplative Life and the one in
which the full community of souls is manifested.

The interpretation seems to conform generally to
Williams®' note on this section of the poem: "Taliessin sees

s i3 71
the process and triumph of the soul's fruition". The

7O1p34., p. 74.

710.5. Lewis, Arthurian TOrso, Pe. 171.
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authorial comment may also confirm a broad parallel with
the intention of the Paradiso as a whole, for as Dante had
reached the heaven of Saturn and perceived that he had
arrived at the culmination of all other planetary heavens,
beyond which intimations of the triumph of Christ would be
granted him, so also may revelation come to the Empire and
Logres when it finally passes through Saturn.

The poem concludes with the lines:

Emeralds of fire, blank to both, his eyes
were points of the Throne's foot that sank through Logres.

(2TL., p. 74)
They are often interpreted as an expression of Taliessin's
ultimate inability to probe further into the mysteries of
divine purpose; but if one pursues the logic of the reading
suggested above, these lines may be seen as the turning

inward of Taliessin's vision to the sight which will be

revealed to him. At the conclusion of his meditation,

Taliessin falls silent (as the music of the spheres was
silenced for Dante when he entered Saturn) and his eyes

(like the smile of Beatrice) become ostensibly voided of any

ability to communicate further with his two companions.

In the intensity of inner vision, they are turned inwards
to become like "points of the Throne's foot", brilliant,

Jewel-like, still probing for the sight which will relate

the fate of Logres to the designs of heaven. For when he
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asserted that "Four / zones divide the empire from the Throne's
firmament",72 he demonstrated his awareness of the fact that
although the Empire is separated from the heavens which
contain the ruling intelligences, there exists a corres-
pondence between the two planes. The firmament where the
archetype of the Throne resides, where the Throne of the
Divine Creator is the pattern for that on earth, is linked
to the Empire by the seven planetary heavens through which
all earth must pass to achieve the vision of beatitude.

In this perception of the ultimate correspondence between
the patterns of heaven and earth, Taliessin's vision is not

unlike that of Dante as he ascended, sphere by sphere, to

the Empyrean.

72Taliessin through T.ogres, P. 74



CHAPTER V
THE CITY AND LOVE: TWIN INTELLIGENCES OF LOGRES

Both Preludes of the cycle contain, in apparent
allusion to Byzantium, references to "the City".
the metaphysicians, sitting to note him, heard

from the City, the roar of burning and bundled torches
rise through the fixed stars ...

(B§§°9 P. 2)
Call on the hills to hide us A .
lest, men said in the City, the lord of charity

ride in the starlight ...
(L., p. 1)

The capitalization indicates that the word for Williams has
a gignificance beyond its conventional connotations. In
fapt, the word embodies several themes which are central to
the whole system of his thoﬁght and tkohich he returns
again and again, in both his expository and creative
writing,.and in both discursive and symbolic modes.

It is scarcely unusual that a poet of the twentieth
century should manifest such a preoccupation with the idea

of the city, of course, and meny major poets of the present

century have chosen that "the image of a City" shall dominate

their work. This feature of modern poetry 1s concisely

treated in the following critical comment:
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The importance of urban and mechanical imagery in
forming the sensibility of the modern writer, and
the modern reader, has often been stressed, if not
over-stressed. But we limit the imaginative scope
of our criticism if we interpret these tendencies
solely in historical and sociological terms. The
significance of the image of the City is rather as
an organic symbol of the pattern of relationships
imposed, for good or ill, on the life of men once
they have left the state of innocence. The City is
thus organically conceived, above all in the work
of Joyce ... and, in the same way, the City of
London, with all other historical cities seen in 1
and through it, dominates T.S. Eliot's Waste Land.

Thus is the City manifested in Williams' Arthurian
poems: as an "organic symbol" of the web of inter-relations
of Lapsarian Man. It should be observed at the outset,
however, that Williams' symbol of the City differs both
from that of most contemporary poets, and also from his own
symbolic practice as established in the creation of a cosmic
setting for the eyele, in that it refers the reader %o no
specific geographical location. Although many attributes

of the City may be inferred from descriptions of particular

cities, especially Byzantium, no one city completely

fulfils all the necessary requirements to the extent that

it can be considered as the pattern for all others.

Williams' City is wholly symbolic of an abstract set of

values not yet realized within his Empire and is, in this

sense, at one remove from his symbolic geography, which is

The Faber Book

17ohn Heath-Stubbs, #Tntroduction”,
of Twentieth Century Verse, p. 0.
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capable of indicating simultaneously both a specific
location and a mode of experience.,

Generally, Williams characterized the City as "the
sense of many relationships between men and women woven into
a unity".2 No reader who has some knowledge of Williams'
theological principles will fail to realize that it is the
last phrase, "wowen into a unity", which is the indication
of the distinctive nature of his concept of the City.
Initially, however, he appears to experience some
difficulty in further explaining what he means by the
phrase. Although in "The Image of the City" he begins an
exposition of his ideas in an ambitious and confident
manner, he soon feels compelled to remark that the'City "is
not a thing that can be easily defined".” And in spite of
a wide-ranging analysis of allusions in English verse, he
appears to sense defeat when he nears the conclusion and
says, a trifle defensively, "all that this'paper has
attempted to do has been o indicate a few points in the
mass of English poetry where there have appeared hints of

that great and very moving image of the City". In this essay

2"The Image of the City in English Verse", The

Image of the City, P. 92.

51bid., p. 100.

4Tvia.
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the difficulties he experiences are largely those imposed
by his chosen method of exposition; that of culling great
literature for references to a concept which is peculiarly
his own, and which he has not satisfactorily outlined in
his own terms.

Nevertheless; he successfully makes several
important points in this essay. Predictably, he finds in the
lines from the Apocalypse; "I saw the Holy City, the_New
Jerusalem; descending out of heaven from God", the greatest
image of the heavenly City; and it is this image that
apparently shapes his concept of all great earthly cities.

Thus he discerns aspects of the New Jerusalem in a variety

Civil justice as seen in Measure for

of literary passages.

Measure is the "order which holds and is a necessity of the
City in this world".”? The "perfection of earthly labour"®
is conveyed for him in the line “the’singing ma.sons
building roofs of gold" from Henry V, while the figure of

Caesar #d Anthony and Cleopstra is himself a symbol of "the

peace and union of men which he represents and sustains", 7

by virtue of his belief that the "time of universal peace

is near./ Prove this a prosperous day, the three-nooked

world / Shall wear the olive freely". Even in Milton

5Ibid., p. 96.
®Ipid., p. 92.

7Ibid., p. 95.
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Williams finds a kind of "'civic' relationship" in "the

courtesy which the figures of the poem display towards each

other;Tg kind of divine charity moves in them".8 or T.S.
2ne

Eliot'sL?amily Reunion, the very title of which has for him

"a profound meaning", he says, "I do not recollect any
other modern work which throws so strange a light on the
true relationship of the generations; and therefore on the
great principles of the City".9 In this play he finds
"poetic hints of the civil union of the living and the
deaanl0 and "the continual interchange of courtesies of the
spirit"11l which distinguish Eliot's treatment of the City
from that of other modern poets, who have generally
treated it "inadequately", even though they have been
sincere and serious. Finally, in this analysis, Williams
returns to Wordsworth's description of the "feeling
intellect"; which he submits as "the expression of the

state of mind which ... he [i.e., Wordsworth] saw as the

best nature of men. It is also the best maxim of the

desired City".l?

erido [} ppo 99"‘100 [

%1bid., p. 101.

10134,

1lrp54q.

127pid., p. 101.
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However readers may Jjudge this essay as a whole,
when Williams abandons his favoured method of literary
analysis in favour of comparatively straight-forward
theological expeosition, his line of argument becomes much
more lucid. In "The Redeemed City", published a year
later, he provides in theological terms as concise a
description of the City as will be found anywhere in his
prose, at the same time relating the idea to certain of

his other themes.

The Holy Ghost moves us to be, by every means to
which we are called, the Images of Christ, the
types of that Original, in or out of the flesh.
It is the intercourse of those free Images which
is the union of the City. The name of the City
is Union ... The process of that uniomn is by the
method of free exchange. The methods of that
exchange range from childbirth to the Eucharist -
the two primal activities of the earth and the

Church.l1l3
In this essay he also resumes the general description with
which he had begun his previous essay, and explicitly

defines "unity": Christ in his Resurrection and Incarnation

was a restoration of the union of the two natures of man,

flesh and gpirit, and

. . L Eh
the Holy Ghost ... drives us towards a unlon wi
the Unign.' What he created, we must choosg_- 14
accepting in Re-creation the original creation.

13nmme Redeemed City", The Image of the City,

P. 103,

1%1pid., p. 104.
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Ihus Williamezisolates the chief characteristic of
the City, its "name", as being the acoeptance; neassertion;
and daily living expression of the most basic of Christian
articles of faith. When men acknowledge the existence of
the union w1th1n thelr 1nd1v1dua1 natures, . and w1th1n their
social structure.in“thelr'relatlons with each other, the
cornerstone of the City will have been laid. This
fundamental principle of unity will colour all the other
attrlbutes of the Clty, such as justice, peace, courtesy,
the exchange of dutles and 1abours.

Before turning to. the Arthurian cycle in order to
see how such prose explanations are helpful to an interpre-
tation of thespoetry; it is worthwhile to consider beiefly
the source.of.Williams"notion of the City, which Lewis
avers haunted the poet all his 1ife.].‘5 The symbol

obviously has its roots in W1111ams' well-known personal

attachment to the city of London. By mlddle-age the attach-

ment was so deep that he regarded himself exiled by ~the

move to. Oxford whlch the war necessztated, and he returned

to London as often as- condltlons would permlt. As this

attachment 1nten51f1ed throughout his llfe, he sought and

found a deeper significance in that city, and the many

references‘to it in his novels testify to the importance

i i k.
which it came to assume in his thought and creatlve wor

150.3. Lewis, Arthurian Torso, P- 104.
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It is by now nearly a commonplace of Williams'
criticism that the City is an image or symbol of Order.
Lewis, who probably first made the observation, maintains:
On many of us the prevailing impression made by
the London streets is one of chaos; but Williams
looking on the same spectacle, saw chiefly an
image - an imperfect, pathetic, heroic, and
majestic image - of Order.l6

Lewis goes further and relates this philosophical approach

to Williams' concept of Byzantium.
Such is Byzantium - Order, envisaged not as
restraint nor even as a convenience but as a
beauty and splendour.l?

In support of these opinions he quotes the well-known

rassages from two 6f Williams' novels, War in Heaven and

The Greater Trumps.ls In her “Introduction" Anne Ridler

refers to Lewis® views on the subject and expands his ideas

by bringing additional observations to bear on thq matter:

eee 88 there is relationship_within tpe_Delty, that
'primary act of Love' which iz the Trinity, man
must reflect this order in his gellowshlp with
other men ... Augustine saw an ideal Rome as the
likeness of the heavenly City: Virgil had seen it
as the pattern of earthly order. The conception

of the Roman order meant much to Charles Williams
ee. Byzantium, Rome, Christendom, London,.Am?n
House ... these were all aspects of the City: amd ;4
it was an order at onceé hierarchic and republican.

161p3id4., p. 105.

171pia.

18yar in Heaven, p. 66, and The Greater Trumps,

pp. 55"'6. ‘ ‘
' 19Anne Ridler, "Introduction", The Image of the
City, pp. xlv-xlvi.
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Final%g, Charles Moorman, probably using the observations
I'S. ‘
of bothLFidler and Lewis as convenient points of departure,

enlarges the concept of Order until it dominates the entire

cycle.

Perhaps the greatest single image that Williams
develops in remaking the Arthurian legend is that
of organic unity and order ... The Arthurian
world is ... marked by order at every phase of
its existence ... its presence in Williams nearly
always denotes the sacred, the holy ... Order,
in Williams' terms, is always the mode of God's
existence and its manifestations in tiLe world are

His handiwork.20

The value of such critical pronouncements is
scarcely contestable. They provide essential guide;ines
for the reader who first approaches Wilkiams' cycle, and
they also successfully isolate what may wel} be Williams'
most unique poetic invention. Nevertheless, once this debt
has been acknowledged; it seems desirable to take the
analysis one step further; re-examining the material with a

view to unearthing other aspects of the symbol and the

concepts which underlie it.
Of =1l the novels in which Williams eitper utilizes
y as symbol, All Hallows'

a c¢ity as setting or invokes the Cit

Eve stands pre-eminent, for in this work is to be observed

the progression from concrete locality to symbolic state of
that city in which Williams first saw significance. On one
67""8 °

2Ocharles Moorman, Arthurian Triptych, PP
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level, its setting is contemporary London. The novel opens
with the heroine, Lester Furnival , standing on Westminster
Bridge, looking out over the city. The time is the evening
of the day on which peace with Germany has been concluded.
But although she does not immediately realize it; Lester is -
dead. Recently the victim of a freak plane crash over the
Embankment; it is her spiritualized body, which is rapidly
relinquishing its material nature, that stands gazing out
over the Gity';;ofv*v; Westminster. This actual city, full
of light, activity; and all the sounds  of human commerce,
is for Lester strangely dim and silent, empty of people and
devoid even of the sensation of passing time.

It lay there, as it always does - itself offering
no barriers, open to be trodden, ghostly to this
world and to heaven, and in its upper reaches
hostly also to those in its lower reaches where
if at all) hell lies ... mostly those streets are
only for the passing through of the newly dead ...
One day perhaps it will indeed break through; it
will undo our solidity, which belongs to earth and
heaven, and all of us who are then alive will find
ourselves in it and alone till we win through it

to our own place.2l

There exist, then, two separate levels of action:

the City of Westminster (which by convention is always

capitalized, of course) and its environs, and the City which

Were Willisms Roman Catholic rather

Lester now inhabits.
‘ ize the

than Anglican, one might unhesitatingly character

latter City as Purgatory. Indeed, when one recalls the

21511 Hallows' Eve, DPDP. 72-3.
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various correspondences between Williams' thought and the
work of Dante, the possibility that it does bear some
resemblance to the Purgatory of the Commedia becomes less

remote. A note on the background to Dante's Purgatorio may

throw some further correspondences into relief:

.« the life of Eden, had man persevered, was to
have been an earthly life, including what may be
thought of as natural religion, - a consciousness
of the love and nearness of God, a perfect
spontaneity of human joy and goodness, and a
knowledge of all earthly wisdom. But the higher-
revelations which would complete the life-of man,
not as an earthly but as a heavenly being, were
to have been subsequently added. Therefore, when
man fell he forfeited immediately the perfect
earthly life, and ultimately the perfect heavenly
life. His first task, then, must be to recover
the life of the Earthly Paradise ... the type of
the "blessedness of this life..."22

The resemblances between Dante's Purgatory and Williams'

City in All Hsllows' Eve are scarcely as marked as thosq

other parallelé discussed in the previous chapter. There
is no mention of any mountain in Williams, nor any allusion,

however veiled, to an Earthly Paradise like that of the

Garden of Eden. Nonetheless, there are in this novel brief

glimpses of a state that is not unlike that state which the
soul seeks in its ascent of the mount of Purgatory, glimpses
that convince one that whatever the differences in details
of locale; the spirit of Dante's Purgatory lies behind

Williams' concept of the City in this work.

22y, Oelsner, "Note on Dante's Purgatory", The
Divine Comedy, pp. 189-90.
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As another character of All Hallows' Eve, Betty

Wallingford, goes forth into the City,

She went lightly and gaily; these times were

always happy and fortunate ... All but these

Jjoyous hours were secluded from her. Ignorant

of what sheobeyed, but in perfect volition of

obedience, she went along.23
The lines recall the "perfect spontaneity of human joy and
goodness" typical of the perfect earthly life mentioned
above. She further experiences, as she makes her way
through the spectral streets, the "cleared and_fresh"24
sensations of sight and smell so that the City, even in
its most ordinary activities; appears as "the ground-bass
of the whole absorbed music with which the lighter sun and
sky mingled".25 A station-porter going about his tasks seems
endowed with heightenéd powers,’for “Golden-#highed
Endurance; sun-shrouded Justice, were in him, and his face
was the deep confluence of the City".26 And when she must
leave the City and resume once more her earthly'body and
existence; quitting the "precincts of felicity",27 she

looks back.

23511 Hallows' Eve, p- 72.

h1pid., pe 7o

25Tpid.
261p3d., p. 76.

27Ibido, Po 77.
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She was already on the edge of the shadow over -

the Hill's height, and all before her the sunset,

over the City - another sunset, another sun -

glowed not as if the light were going but as if

the night were coming, a holier beauty, a richer

mystery.28

Yet, in spite of these intimations of a paradisal

life, this City is after all the City of the newly dead;
and while it contains many hints of the Earthly Paradise
which man forfeited by the Fall, it still remains essentially
8 part of the life of the soul after it has left its earthly
limitations behind. By entering the City those few
privileged living persons like Betty Wellingford at least
are afforded a glimpse of an alternative to the life they

actually experience on earth, and an intimation of how it

still may be.

A1l Hallows' Eve provices still another such
insight, this time through the medium of art and the
inspiration of an earth-bound artist, who though incapable

of explaining the source or cause of his vision, nevertheless

stands by it, affirming its validity. |
on after a raid - he thought,

ight re-~
of the Cit roper, for a shape on the rig
minded himydgmlg of St. Paul's. At the back :e:e
a few houses, but the rest of the palntlnglwge
wide stretch of desolation. The time was la

3 s 1ight came, it seemed
L e Sy e o rer & tbgen gun behiﬁd the

at first, from the yet unri

C ight ... seemed to
single group of houses. The i;ghalmost +to dominate

the painting 0 dc¢
sggngoggtiigggf..,.pit so gaverned the gaiggénﬁigggg
all other details and elements were conta

It was'a part of Lond

2811,44., p. 79.
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it. They floated in that imaginary light as

the earth does in the sun's.... It was everywhere
in the painting - concealed in houses and in
their projected shadows, lying in ambush in the
cathedral, opening in the rubble, vivid in the
vividness of the sky. It would everywhere have
burst through, had it not chosen rather to be
shaped into forms, and to restrain and change

its greatness in the colours of those lesser
limits. It was universal, and lived.29

One viewer, Richard, comments that it is "like a
modern Creation of the World; or at least a Creation of
London";Bo and,,indeed; in the last lines quoted above the
light functions virtually as a creator. It is interesting
0 note further that in this role, the light conforms to
the Christian idea of the Creator who deliberately chose to
"restrain and change its greatness" by bringing mapkind
into existence and His Son to Incarnacy. Moreover, this
same creative light still reposes within the confines of

the Fallen world, still waits to be discovered by the

perceptive and enlightened. When Williams had Qefined the

City as Union, and had asserted that Fallen man, by virtue
of Christ's Incarnacy and Resurrection, is directed by the

Holy Ghost to seek and establish it within himself and

between his fellows, he was proposing nothing less than the

recovery of the pre-Lapsarian state of true vision and

bliss. "What He created, we must choose - accepting in the

291bid., pp. 29-30.

301pid., p. 30-
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Re-creation the original creation.”31 The light in the
passage above is unmistakably symbolic of the Divine nature
which still resides in creation; the revealed divinity of
the universe as it was in primeval times and as it still
may appear.

When one turns. from the prose expositions to the
cycle, the first references to the City do not appear to
offer substantial support for the ideas outlined above.
On the contrary; they apparently confirm Lewis' opinion
that the City simply symbolizes Order and that its
significance is totally encompassed by Byzantium. There
is the rather ambiguous reference in the "Prelude" of

Taliessin through Logres to "the lord of charity"52 from

whose sight men in "the City" hide themselves. And in the

"Prelude" of The Region of the Summer Stars there occurs

the historical allusion in "the roar of burning and bundled
torcheg"?? +to0 the iconoclastic activities and the Nestorian
controversy in "the City"; all of which appears tq point to
the actual city of Byzantium as the type of the City.

Lewis is further supported in his contention that the City

symbolizes Order by the fact that "the ancient line of

31"The Redeemed City", The Image of the City, p. 104,

32Taliessin‘ through Logres, p- l.

33The Region of the Summer Stars, P. 2-
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imperial shapes"34'derives its authority from "the Throne

of primal order"35 and that in consequence the Empire lies
"in the imposed order“36 thus reflected in Byzantium.

It must be admitted that it is tempting to interpret
such allusions literally and concretely; as Lewis has done.
Simply to assume from the beginning that the City consist- |
ently refers to Byzantium; that Byzantium actually contains
the "Throne of primal order" and that it is literally
surroundéd:: by "the visionary zone of clear 1ight",37 would
certainly eliminate the necessity for constant vigilance in
a large and by no means clearly defined area of interpre-
tation. Unfortunately; this is not possible. The Gity‘
embraces something more than the qualities of Byzantium,
impressive though'they be. The City is more tyan any
particular locality yet realized in the Empire, and even
Byzantium is not the perfection whicp Williams envisaged
as the City. The City is perfection, but Byzantium
"expected perfection; it awaitéd the Second Coming / of the
Union".?® 4na it is; of course; in expectation of the |
fulfilment of this event that Logres is :eclaimed from

wilderness to become a theme of the Empire.
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Hence, when Taliessin determines to go to Byzantium
after hearing of both the Empire and the "myth" of
Christianity which is its foundation; and when he seeks
"the sea and the City";39 he goes in search of that place
where he believes he will learn sbout "the City";fthat is;
the City via the city of Byzantium. The desire to learn
more about the "rumour"™ is so intense; moreovep; that when
he dreams of Byzantium he dreams also of the City;

visualized, like the painting in All Hallows' Eve, in

terms of all-pervading light:

.« 8 clear city on a sea-site )
in a light that shone from behind the sunj; the sun

was not so fierce as to pierce where the light could
through every waste and wood; the city and the light

lay beyond the sun and beyond his dream. ,
(E§§'0-P- 15)
Farther descriptions of the City utilize similar
imagéry. Latér; when he recallé his experiehces at
Byzantium;.maliessin speaks of "iight / compact in each '
Pitting act of Justice in the City";qo individual cities
such as "Carbonek; Camelot; ... were gates and containers,

intermediations of 1ight";4l and the agcount of Arthu?'s

last‘battle to establish his supremacy, "Mount Badon",

39nrne Calling of Taliessin", The Region of the
Summer Stars, p. 8.

4O"Taliessin in +he Rose-Garden", The Region of the
Summer Stars, p. 25.

41"Prelude“, Paliessin through Togres, Pe 1.
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vibrates with light as the poem hurtles towards its

conclusion in a rush of apocalyptic imagery. At the height

of the battle are invoked the

And

Camelot shone through the fought.flel

hierarchs of freedom, golden candles of the solstice

that flared round the golden-girdled Logos, snowy-haired

brazen-footed, starry-handed, the thigh banded with the -
Name.

The +rumpets of the City blared through the feet of brass;
the candles flared among the plrates- their mass broke;

the paps of the day were golden-girdled;
hair, bleached white by the mere stress of the glory,
drew the battle through the air up threads of light.

(ITL., p. 18)

the poem closes on the lzne, "the candles of new
am. 42

The light which was first an attribute sole}y of

Byzantium is now to be associated with Camelot. So, at

the

coronation of Arthur, which immediately follows his

victory, the spectacle is conveyed chiefly in imagery of

light.

and

The king stood crowned ...
midnight striking, torches and fires

massing the colour ... 19)
(TTL., Pe

eeo thick-tossed torches,
tall candles flared ...

Flaring over all the king's dragon ramped.
(TTLQ’ Po 19)

42Taliessin through Logres, Pe. 18.
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As Merlin witnessed the scene,

He turned where the fires, amid burning mail,
poured, tributaried by torches and candles,
to a point in a massive of colour, one
aureole flame ...

(27L., p. 19)
Evenlhis foreboding of failure is expressed in terms of
light:
Doom in shocks sprinkled the burning gloom,

molten metals and kindling colours pouring
into the pyre ...

(ITL., p. 21)
And the final stanza clearly exhib;ts part of the
significances of the light imagery, as the reader realizes
that the fate of Logres is by no means secure, but hangs

in very delicate balance.

Atothe door of the gloom sparks die and revive;
the spark of Logres fades, glows, fades.

(Z7L., p. 21)
The climax of the Quest of the Grail is also couched

in this kind of imagery. "The Last Voyage" describes

Galshad in the following terms:

al Infant burned,
the white;

(?TL., P. 85)
hip of Solomon "sped to

Fierce in the prow the alghgmic
red by celerity now concelving

As the three Quest lords in the s

the City";45 Galahad offers himself in prayer to ease the

death of Dinsdan, who is dying martyr-like in Logres “on a

L'-EIbido’ po 850
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bed of coals".44 As he does so, the veil over the martyred
Blanchefleur's bier glows with the light of divine
recognition:

eee & low iight
covered with flame the spread saffron veil;
the heart of the dead Dinadan burned on the sun,

and gathered and fled through the air to the head of
Percivale,

flew and flamed and flushed the argentine column.
(1TL., p. 87)

It is; however; in the final poem of the cycle;
"Taliessin at Lancelot's Mass"; that the light imagery,
fhough perhaps less striking; yet achieves its full
cumulative effect. During the Mass,

.+« the festival of flames . .
fell from new sky to new earth; the light in bands

of bitter glory renewed the imperial lands.
(TTL., po_ 90)

At the elevation of the Host, when the assembled company

. . N
"exalted the Unity; prismed shone / web, paths, points", 5

they see suddenly

Over the altar, flame of anatomized fire,
the High Prince stood, gyre in burning gyre;
- (_'-7_-‘2-‘_]_:'_09 p. 91)

and in Taliessin's words,

the ruddy pillar of the Infant was the passage of the

porphyry stair.
(TTL., Pe 91)

1pid., p. 87.

451bidc’ po 90'
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In Taliessin's description is an almost literal
restatement of the traditional association of light with
spiritual revelation, which for the Christian has its
background in the scriptures; from the first recorded
divine utterance, "Fiat lux", to John's characterization of
Christ as "the true Light", and the flames of Pentecost,
culminating in the vision of the Apocalyptic City. In the
prominence which Williams gives to the general symbolism of
light and its :supporting imagery his poetry may be considered
to be very much in the mainstream of Christian literature,
both doctrinal and mystical. The same characteristic of
his City is reminiscent not only of the vision of the New

Jerusalem of Revelation, or of Dante's Purgatorio and

Paradiso, but also of the many utterances of the seventeenth-
century English metaphysicals; especially those of Traherne.
In Centuriss of Meditations; recalling his childish
impression of Godfs immanence, he wrote:

The men! O what Venerable and Reverend Creatures
did the Aged seem! Immortal Cherubins! And young
Men Glittering snd Sparkling Angels and M81?S
strange Seraphick Pieces of Life and Beauty! ...

T knew not that they were Born or should Die. But
all things abided Eternaly as they weré in the:_Lrht
Proper Places. Eternity was.Mgnlfes? in the Lig

of the Day,. and sombhing infinit Behind evry thing 1
appeared: which talked with my Expectation and mov:
my Desire. The Citie seemed to stand in Eden, or to

be Built in Heaven.46

46Thomas Praherne, Centuries of Meditation, Cent.

iii, 3, 8-18.
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Even more striking parallels with Williams'
imagery may be found in poems of Henry Vaughan which revesal
what amounts to a virtual obsession with light as an image
of eternity, revelation, and the state of spiritual
ecstasy: "I saw eternity the other night / Like a great
ring of pure and endless light, / All calm as it was
bright", 47 wphe whole creation shakes off nlght, / And for
thy shadow looks the light", 48 and, of course, "They are
all gone out into the world of light", 49 to quote only a
few of the most obvious. The same strain'may be discerned
even in certain of Giles Fletcher's poems, notably the
stanzas from "Christ's Triumph After Death" which describe
the vision of the Holy City.5o While Williams' presentation
of the City as a symbol of Order may constitute his most

original contribution, the City as a revelation of the

"blessedness of this life", with its echoes of the heavenly

City of the Apocalypse, Dante, the mystics and the English

metaphysicals, shows him to be well within the traditions

of the greatest Christian poetry.

47Henry Vaughan, "The World", 1-3.

48Henry Vaughan, "The Dawning", 16-7.

1 49Henry Vaughan, (poem titled after the first line),
Ogiles Fletcher; "Ohrist's Triumph After Death",

Stanzas 15, 38, 39, 47.
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This City for Williams lies behind all the various
earthly manifestations of civie relationship, but its
character implies still other qualities. As Williams
observed in his remarks on Ihe Family Reunion, it also
implies a union of the living and the dead, and he means

this in a very specialized and literal sense. In prose he

agserted:

«se Re-creation was presented to us, in the |
Apocalypse, under the image of a City ... The E
feast of Christ the King is also the feast of

Christ the City. The principle of that City, and

the gates of it, are the nature of Christ as the

Holy Ghost exhibits it and induets us into:'it; it

is the doctrine that no man lives to himself or

indeed, from himself.51

The last statement recalls Williams' earlier assertion that

the "process of that union is by the method of free
exchange",52 and, indeed, the word "exchange" is to be

fourd again and again throughout the cycle:

for the hall is raised to the power of exchange of all
by the small spread organisms of your hands ...
there are the altars of Christ the City extended.

(ZTL., . 43)

Many a mile of distance in the Empire was to go
to %he learning, many a turn of exchange in the need

of himself or others or the Empire...
(RSS., P. 15)

coe fhe taking of another to itself .
in degree, thg making of a mutual beauty in exchange,

(g§_s_. [] Po 38)

AN

51"The Redeemed City", The Image of the City, p. 104.

52Ibido’ po 103.
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Passing references are even more frequent: "Blanchefleur,
/mother of the nature of lovers, creature of exchange",53
"the two kings were one, by exchange of death and healing",Bu
"He was set on the marble of exchange",55 "Money is the
medium of exchange",56 “a frankness of honourable
exchange"557
As the range of quotation demonstrates, the term

means various things depending upon its context.
Basically, however, Williams intended to convey by his use
of the word (or the word "substitution®, which he used
synonymously) the time-proven principle that no man is
self-gsufficient. As he wrote in "The Redeemed City”:

It was by an act of substitution that He remewed

the City ... this is the inscape of the Divine
City. It is elementary enough, in our simple

natural lives - from.childbirth everyone who is
not 'a god or a beast' lives by that; there is-
no other way to live. We are, simply, utterly

dependent on others ... 58
The Biblical injunction that we should bear one another's

53upne Last Voyage", Taliessin through Logres, p. 86.

*rvia., p. 88.

55mmaliessin on the Death of Virgil", Taliessin
through ILogres, p. 32.

56"Bors to Elayne: on the King's Cofns", Paliessin
through Logres, p. 44.

>7nghe Founding of the Company", The Region of the
Summer Stars, p. 37.

. 105.
5B"The Redeemed City", The Image of the City, p 5
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burdens is not delivered merely as a guide to civil
courtesy, although because of "the universal nature of the
application"59 it does become this; it is also made in
recognition of "the supernatural nature of the principle".so
Men is a Divine image and bears in his relations with
others,‘as well as in his individual nature, an analogy
t¢ the Trinity, which Itself exists in a harmonious state
of interdependence of the Three Persons. Interdependence
between man and his Creator was substantiated even in the
vulgar irony of the taunt flung at Christ during His
Passion, "He saved others; himself he cannot save".®1 mme
basic unity of the material and the divine which Williams
saw in the figure of Christ is thus vigited, in ever-
wvidening circles, upon all aspects of creation in his cycle.
The "methods of that exchange", Williams submitted,
"range from childbirth to the Eucharist";62 not, it will be
noted, to death, for he was at some pains to demonstrate
that physical exposition of the principle is not %o be
confined to earth, just as spiritual exposition is not to

5%bia.
€01pi4.
6lyark, 15: 31

i . 103,
62"The Redeemed City", The Image of the City, P 3

-
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be confined to heaven. 1In fact, even on earth the»
boundaries between the living and the dead may be
obliterated by the workings of divine purpose and the
application of aspects of Exchange. The clearest
demonstration of what Williams intends by all this may be
seen in "The Founding of the companj". In obedience to
Merlin's command Taliessin has gole to Byzantium, where he
is indoctrinated in many principles of the City. Years
later, in fulfilment of Merlin's prophecy, he finds that
members of hislhoﬁsehold;exhibit and practise so devotedly
the principles of which he learned in Byzantium that almost
by accident they form:a microcosmic version of the City.
Though this group of believers is known as "the Company"”,
it does not possess the formality of a religious order.
Grounded in the Acts of the Throne and the pacts of

‘the themes,

it lived only by conceded recollection,
having no decision, no vote or admission,

but for the single note that any soul .

took of its own election of the Way; the whole
shaped no frame mor titular claim to place.

(RSS., P. 36)
The "single note" is, of course, the consciousness on the

part of the individual of what he does, the exercise of
choice and "decision®®’ which is a mark of the City

("decision ... was the mind's election, / the arbitration

S3npne Coming of Galahad", Taliessin through

Logres, p. 71.
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of faith, the erection of the Oity").64 Having no vote of
admission, the Company is open to members of both the
secular and religious community, end its only rule is "the
making of man in the doctrine of 1argesse",65 "the
indwelling, of the mansion and session of each in each".®®
The methods of exchange are practised on many levels, but
in this poem they are séparated "for convenience of
naming'67 into three categories 6r degrees.

eee S0y at the first stationm,

were those who lived by a frankness of honourable exchange,

labour in the kingdom, devotion in the Church, the need
each had of other; his was the measurement and motion

of process -~ the seed of all civil polity
(RSS., p. 37)

At this level of spiritual progress is to be

witnessed the most literal interpretation of the command

that man should bear his brother's burden. In the resultant

exchange of labours, such as Williams had detected in the

image from Hen V ~there is the spontaneity and perfect

volition of obedlence to the needs of others which would

have distinguished the Earthly Paradise.

64“The Calling of Taliessin", Ihe Region of the

Summer Stars, Pe 5.

65"The Founding of the Company", Ihe Region of the
Summer Stars, p. 37.

661pid.

671pia.
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oo Servitude itself

was sweetly fee'd or :ffesdi by the willing proffer
of itself to another, the taking of another to itself
in degree, the making of a mutual beauty in exchange,

(BsS., pp. 37-8)
On the second level the "labour and fruition"®® of
the firat level is carried further.
eee it exchanged the proper self

and wherever need was drew breath daily

in another's place ...
'dying each other's life, living each other's death'.

(RSS., p. 38)
The implications of this second mode of exchange arise out
of Williams' idea of the union of the generations, living
and dead, which he perceived, for exaﬁple, in Eliot's

Family Reunion.
The best prose exposition of this idea, which is a

difficult one for most readers to grasp, is to be found in
his novel, Descent into Hell. This work tekes as one of
its themes the release of redemption from all temporal
restrictions, and describes the way in'which exchange may
be effected not only between living persons but also between
those separated by vast periods of time, both past and
future. Pauline Anstruther has finally brought herself to
confide in Peter Stanhope her fear of her doppelganger.

His reply is
friends;
wes I don't quite understand...You have 69
haven't you gsked one of them to carry your fear?

681bido, p. 38'
6%pegcent into Hell, P. 96.
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And in enswer to her obvious perplexity at this suggestion,
he elaborates on the meaning of the Biblical injunction to
bear one another's burdens, concluding:

It's a fact of experience. If you give a weight
to me, you can't be carrying it yourself; all
I'm asking you to do is to notice that blazing

truth.?70
In practice, the utilization of this "fact of

éxperience“ is subtle and not without £ts difficulties.
To assume Pauline's burden of terror and dread Stanhope
must "recollect" the impression of the girl, imaginatively

experiencing the appearance of her doppelginger, together

with all her accompanying emotionms.

«eo he summoned through all his sensations an
approaching feer, Deliberately he opered him-
self to that fear, laying aside for awhile every
thought of why he was doing it, forgetting every
prineiple and law, absorbing only the strangeness
and the terror of that separate identity ... it
was necessary Tirst intensely to receive all her
spirit's conflict...His'Owa eyes began to seek and
strain and shrink, his own feet, quiet though
they actually were, began to weaken with the
necessity of advance upon the road down which the
girl was passing. The body of his flesh received
her alien terror, his mind carried the burden of

her world. The burden was inevitably lighter for

‘ : the rage of a personal re-
Sentuoat wes Leoking. He éng:red her sensitiveness,

sentment was lacking.
but not her sin ..;8 His goodwill went to its Tt
utmost, and utmost goodwill can go_very far.

went to all but actual vision ...71

7%1pia., p. 98.

?l1via., pp. 100-1.
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In the midst of his concentration he is interrupted; and
though he would return to the contemplation and reception
of Pauline's burden, in fact,

the act of substitution was fully made; and if

it had been necessarily delayed for years ...

but not by his fault, still s result would

have preceded it. In the place of the

Omnipotence there is neither before nor after;

there is only act.?72 ’
Elsewhere in Descent 1nto'3911 the same act, made after the
example of Christ's Passion;‘tqkesvplace between the dying
Margaret Anstruther and a Suicidé_of some generations
earlier and between Pauline and her martyred angestor of
the sixteenth century.

It is in just this manner that those members of the

Company who are at the second station practise exchange.

Terrible and lovely is the general substitution of souls

the Flesh-taking ordained for its mortal images

in its first creation, and now in Its sublime self
shows, since It~deign3d to be dead in the stead of each man.

(RSS., p. 38)
Within the cycle there is the example of the salvation of
Virgil by exchange which was discussed in Chapter IT, but
there is also the more extreme instance in Blanchefleur's
spontaneous éift of her very life blood to save the life of

another, which stands as a literal and physical expression

of the aect of substitution.

721pia., p. 102,
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The third station of spiritual development is
achieved by those who are granted the vision
e+ Where the full salvation of all souls
is seen, and their co-inhering:, as when the Trinity

first made man in Their image, and now restorcd
by the one adored substitution ...

(BS8S., p. 39)

Here is the vision which men lost in the Fall, and which
the Incarnation and Passion of Christ réstored to him.
Obviously the most difficult of the thﬁee degrees to
attain, it is experienced, without regard to function or
civil status, only by a select few; Dindrane:(Blanchefleur),-
a serving girl, the Archbishop, Percivale, a mechanic,
Dinadan. Taliessin himself perceives the state only
occasionally, and then indirectly; when he achieves in
verse the successrul'imaging of Camelot as the potential

City, or when he sees the true meaning in Broceliande. At

such times the state appears as
a deep, strange island of granite growth,

thricg’chargeglwithlmassive light in change,
clear and golden-cream and rose tinctured,

| (BSS., D. 39)

Again, imagery of light predominates, and is the more
effective as it heralds the riddle of divinity, which
states the paradoxes of the vision as it must appear for

mortals, in a dense, almost tortured structure of semi-

theological terms.
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in the land of the Trinity, the land of the perichoresis,
of separateness without separation, reality without rift,
where the Basis is in the Image, and the Image in the Gift,
Yhe Gift is in the Image and the Image in the Basis,

and Basis and Gift alike in Gift and Basis.,

(BsS., p. 39)

Such a vision of the Trinity is vouchsafed only to
those souls who have ascended through the degrees of the
doctrine of largesse, whose sight has been renovated from
the warped state imposed by the Fall. This clear,
undeviating perception of the nature of man, society, and
the Godhead is dependent upon the fPee and comscious
acceptance of all aspects of the created universe. The
opposite state of affairs is symbolized by Williams in
Descent into Hell as that other City of the plain, Gomewrah.

We know all about Sodom nowadays, but perhaps we
know the other even better. Men can be in love
with men, and women with women, and still Pe in
dove and make sounds and speeches, but don't you
‘know how quiet the streets of Gomorrah are?
Haven't you seen the pools that everlastingly

reflect the faces of those who walk with their

ntasr but the phantasms aren't re-
gggcgggftgggséan't.be'.?.:!hare'sno distinction
between lover and beloved; they beget themselves
on their adoration of themselves, and by th;maod
selves too, for creation ... is the mercy o ’
and they won't have the facts of creation.?73

Though Gomorrah is not invoked in the Arthurian
cycle, the state it represents clearly exists in the spirit
of certain individuals, and the chilling monologue of

Mordred best conveys it. The parallel between his fantasies

?31bid., p. 17%.
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and those of Lawrence Wentworth of Descent into Hell is in
some respects almost exact. Both reject the external world,
preferring to live in their own self-made worlds. Both
populate their creations with products of their perverted
desires; phantasms who will conform to their every desire
(for they are the very shape of these desires), never
offering any threat of individuality nor the resistance of
external snthority. But Mordred, unlike Wentworth, who
merely sinks deeper and deeper into Gomorrah, is eventually
deluded into attempting to bring'hia world of fantasy into

actual existence.

He sought his vision by mere derision of the vision.
He drew into the ordained place of the Table

the unstable pagan chiefs ...

eeo he assuaged his own image .
with the imagg of the Throne, setting both against the
- : Empireid

and begetting by the succubus of its longing, in a wor
of pagans, : .
the fglgity’or all images and their incoherence.
(B_§§_- 9 Pe 55)
When Mordred denies the aubhority of Arthur as king

of Logres, he has set his foot on the path which will
shortly lead him to reject the geparate identity and

integrity of any created thing which thwarts his personal
desire. The city of Gomorrah is perhaps the surest route

to Hell, if not Hell i#self, for it has as its principle

the deliberate and conscious meassertion by the individual
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of preference for the Fallen state, a denial of the union
effected by the Incarnation, a deniasl of the mutual
indwelling of the Trinity and the co-inherence of all men
in this Deity. Such a denial works, after its own fashion,
for if a man prefers no external authority, if he with-
draws spiritually into his own autonomous world to exclude
all the other irritating divine images, he ﬁill be alone in
the fullest sense that he could possibiy desire. And by

so shutting himself off and denying the existence of others,
he has closed the avenue of assistance by which others
might have entered»to helpe.

In the course of the centuries since the establish-
ment of the Church there has emerged a substantial body of
literature dealing with the personal religious experience.
Part of this vast corpus treats the ways by which the human
soul, in the absence of the Second Coming, but under the
direction of the Holy Ghost, may come to knowledge of and
communion with the Godhead. One of the earliest literary
formulations of‘theée ways is to be found in the writings

of the "Pseudo-Dionysius" or, as he was once known,.

Dionysius the Areopagite. From his work, which outlines

two separate methods of approach 50 God, are derived the

terms Via Negativa and Via Positiva. Both ways begin by

acknowledging the existence of the universe as a divine

image of the Creator; but'the Way of Negation has been the
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more fully documented in literature, and certainly the more
emphasized by the Ohurch, since this is the way of denial,
both of the self and the pleasures of this world, and as
such constitutes an aspect of monasticism. It is also the
way of the ascetic individual, who would deny to all
Phenc=mcna of this existence the ability adequately to
express the glory and nature of God, and as such claims
amongst its chief exponents such prominent figures in the
tradition of Christian mysticism as St. John of the Cross, St.
Theresa of Avila, and St. Hugh of Victor. In their own
manner, all these saints pursued the method which Dionysius
himself had preferred. In the pursuit of the Via Negativa,

ees the mind begins by denying of God those things

which are farthest removed from Him ... and proceeds

upwards progressively denying of God the attr%butes

and gualities of creatures, until it reaches 'the

super-essential Darkness' ... When the mind has

stripped away from its idea of God the human modes

of thought and inadequate conceptions of ?he Deity,

it enters upon the 'Darkness of Unknowing', whe:e;n

it 'renounces all the apprehension of the under-

standing and is wrapped in that which is wholly -

intangible and invisible ... united ... to Him that
is wholly unknowable...'?74

This same Dionysius not only named but also explored
the possibidities of the Affirmative Way or the Via Positiva,

and at least one work, the Divine Names, is given over to

its exposition. To follow this Way

74Frederick Copleston, A History of Philosophy,

II’ 950
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e MOans ascribing to God the perfections found
in creatures, that is, the perfections which are
compatible with the spiritual Nature of God,

though not existing in Him in the same manner as
they exist in creatures, since in God they exist

without imperfection ...75
Dionysius pursues the Affirmative Way by

o Showing how namss such as Goodness, Life,
Wisdom, Power, are applicable to God in a
transcendentai manner and how they apply to
creatures only in virtue of their derivation

from God...76
Dorothy Sayers, who has commented upon Charles Williams'

Place in the mystical tradition, has remarked of these

approaches to God,

»+s the followers of the two ways are not nearly
80 sharply and antagonistically divided as the
philosophers. Nearly all of them tend, at some
point in this journey, to use the language
belonging to the other way - sometimes using both

simultaneously with a strong effect of paradox,
as in that phggse which Charles Williams thought

he guoted, but perhaps invented: "This also is
Thou; neither is this Thou."77

In his own treatment of the two waya,_Williams had

suggested that man may follow the example of Christ, who

in his own life had recourse to both methods. "The tangle

of affirmation and rejection which is in each of us has to

751bido’ po 940

761bid., p. 93.

: 77Dorothy Sayers, Further Papers on Dante,
PP. 185-6, -
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be drawn into some kind of a pattern".78 While he
certainly accorded a place to the Way of Negation, he
especially wished to recommend the other to his readers,
because he was convinced that the doctrines of the Church,
particularly those of the Resurrection and life-everlasting,
sanction and support use of the Affirmative Way. Possibly
in allusion to death, he said, "After the affirmations we mgy
have to discover the rejections, but we must still believe
that after the rejections the sieater affirmations are to
return".’? In this belief Williams again looked to Dante,
who was in his opinion the greatest exponent of the
Affirmative Way. He found support for the above remark,
for example, in the medieval voet's experience as he
ascends to the Beatific Vision. As Dante passes through
the many spheres of heaven, the image of Beatrice is always
kept firmly in sight except when he moves from the heaven
of Jﬁpiter, the last heaven of the Active Life, to that of
Saturn, the firét heaven of the Contemplative Life. Then
all semnsory méniféstations, even the image of Beatrice,

fade and disappear; but when he leaves the last heaven of
the Contemplative Life and ascends to the true heaven, the

Empyrean, all the images return "complete in bodily form

78ThevFigg£e of Beatrice, p. 10.

79Ibido 9 Pp [ 10—1 ®
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and substance".50 mnig may well be what Williams saw as
the last discovery of the rejections and the final recovery
of the images which were first affirmed.

It has been suggested that the Way of Affirmation
is "the more charscteristically Christian"®l of the two
ways, since the other has also been utilized by religious
systems of all ages. Certainly, it is the way which most
encourages man to recapture his heritage of exact vision,
vwhich was lost in the Fall, and~fo experience correctly
the created universe, rediscovering the "blessedness of
this life" by perceiving that it is a vast interlocking
"web" of glory that includes the co-inherence of all
creatures. Dorothy Sayers has summarized the importence of
the Affirmative Way in the following statement.

£§o§§?3h§°fgv:izﬁ ::t:ggeiggigngic:ngygzmgfrthe

right way, and the only safe way, to approach
thghPoweg;'is by means of the images. It
distrusts, in everz;contoxt, the "Flight of the
alone to Ehe?Albn.,; for it is not good for Man
to be alone; his way lies through the streets .
of the City, through Florence or through ILondon,
through the Republic or through the;Eppire, togo
that one City of which we are all citizens ...

"The Departure of Dindrene" contains the most elaborate

exposition of the concepts inherent in the two ways and

80Dorothy'8ayers, Further Papers on Dante, p. 186.

8l1piga., p. 188.

821pi4., p. 203.
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also explores their possible inter-relationship. For

those like Dindrane, who are about to enter the seclusion
of religious orders, their choice brings them to "the court
of separation, affirmation into re;)ection";a3 but in

Williams' opinion both ways have the same end in view, both

are "Ways upon the Way“.84 Thus the avenue of approach to

God can be seen to run

between city and convent, the two great vocations,
the Rejeection of all images before the unimaged,

the Affirmation of all images before the all-imaged,
the Rejection affirming, the Affirmation rejecting...

eso 8ither no less than the other the doctrine of largesses
(RSS., p. 32)
At their parting, Taliessin wishes Dindrane "a safe passage
through all the imperson'alities",85 but she in her turn, in
spite of her chosen #ocation, wishes "the return of the
Personalities, beyond / the bond and blessing of departure

of personality",86 which restates Williams' conviction that
A

ultimately "the greater Affirmations are to return”.

servant-girl, who learns lessons about the true nature of

servitude and freedom from witnessing their parting, sees

83The Region of the Summer Stars, P. 30.

8%pia., p. 32.

851pid., p. 34.

861pia.
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the two cloaked and mounted figures riding along the Roman
road as centaurs. The mythological beast thought to
possess two natures becomes for her a symbol of those whose
natures are united in Christ and who can thus reconcile the
apparently disparate ways to a basic unity.

The Affirmative Way may be the most characteristic-
ally Christian; in Williams®' opinion it was also the way
best suited to the situmation of the average individual. In
his Arthurian cycle he attempts to demonstrate how this way
maey be applied to virtually every asbect of one's daily
life by creating in widening circles a whole range of
relationships between men; in the Gompany; in the cities of
Byzantium, Rome, and Camelot, and in the Empire as a whole.
But the basic unit of this structure is the one-to—-one
relationship befween‘individuals. In assessing and paying
tribute to the wérk of Dante as the greatest record of the
practice of the-Affirmative Way, Williems remarks:

The ... boinf-about the work of this great poet
is that it refers us not to a rare human
experience but to a common; or rather it begins

with one that is common and continues on a way
which might be more common then it is.87

The particular common experience under discussion is

that of falling in love, which Williams sees as the root

87The Figure of Beatrice, pP. 1ll.
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cause of all Dante's writing from the Convivio to the
Commedia. The act of falling in love, to which we shall
turn presently, involves, of course, choosing one image
rather than the universal affirmation of all divine images.
Perhaps this must always be so. Oertginly, it is not the
only kind of choice that is open to the individual, nor the
only method of the way. Other images, other types of
experience are equally worthy of argirmation. In a public
lecture the author once indicated at least five varieties
of such experience: the religlous experience itself, the
image of women (the experience of romentic love), the image
of nature (as, for example, revealed in the poetry of
Wordsworth), the experience of great art (upon which he does
not elaborate, unless ome is inclined to include here his
observations on the nature and creatiqﬁ of poetry), and, of
course, the image of the City.2® It mey be objected that
his geparation of experience into such categories is an
arbitrary one, but such a list et least serves to indicate

the many areas of human affairs to which he felt the Way

of Affirmation was applicable. Primarily, however, Williams'

views on the importance of the Affirmative Way are expressed
in terms of the experience of individual, personal, sexual
love, the basic unit of the City, and, in his opinion, the

most common of images.

887onn Heath-Stubbs, Charles Willisms, pp. 18-9.
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Because he asserted so strengly the basic integrity
of the body, the importance in its own right of the
material, substantial nature of man as well as of his
spiritual nature, and because he was equally convinced of
the divine imagery of all creatures, Williﬁms' instinects
again led him to the work of Dante. Historiéélly,

se+ Dante came at the close of that century which,
speaking loudly and clearly through the lips of
the Provencal poets, had discovered the image of
the Lady ... [ which ] was already charged with the
values of honour and courtesy and gentlehood,
obedience and faith, solace and joy and devotion,
when Dante, walking along a street in Florence
snd receiv{ng the salutation of Beatrice, felt
himself consumed with such a flame of charity
that he forgave all who had ever injured him ...89

For one of the chief implications of the Incarnation is that

it relates the experience of love in mortal terms to the

experience of Divine Love. By virtue of the Incarnation,

Christ became man and

In that flesh His Glory dwelt, and was seen so
... [by the apostles] at the Transfiguration,
when their eyes were opened to behold it. It

was always there - it was not really He that was
changed, but their sight. From the Incarnation
springs the whole doctrine of sacraments - thgh
indwelling of the mortal by the immortal, of the
material by the spiritual, the phenomenal by the
real ... It is this that lies at the bottom of
Dante's whole Beatrician Vis@gn: be;;:g: gg %gged

) i it was 1
the mortal Florentine sirl’walking BT b in

to behold her, as it were, G : ai
eeo this is why, in the Commedia,
her body of glory rting to the &inds of those

a stress so disconce

: [ ] 8 ®
89Dorothy Sayers, Further Papers on Dante, pP. 189
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who like their religion-to be very "spiritual®
is laid continually upon her bodily beauty ...
the "holy:-'and glorious flesh":... and.indeed ...
all material things ... are sacraments and
symbols of the Divine glory.90 ~ - -~ = .

It is.worthwhile:to note that, as Williams
interpreted it, the Via Positiva, as applied to any of the
categories of images, is not merely a sanguine solution to
the difficulties presented by the existence of evil and
death. - Indeed, he asserted: .

It is:not to:.be rashly-assumed .that the Way of

Affirmation is much easier than the Way of

‘Rejection: . To-affirm:the validity. of an image

one does not at the moment happen to like or

want ‘- -such:as :that :of one's.next:doorrneighbour - .

is as harsh as to reject an imege - such as

-oneself. as successful .- which one does happen to

like and want. 'To fashion this ability' is a

personal,. secret, and. arduous business.)l
Once accomplished, the affirmation must nevertheless be
held to, even though the image may:change or emerge as
somewhat less than one might prefer; even, in fact, if that
image -seems, to.all intents:and purposes, to have withdrawn
from-the .immediate scope of the vision of the affirmer.

. In itself, the Beatrician Vision may not be lasting,

In fact, Williams believed that it was normally transitory,
but that the validity of the initial response must never-

theless still be affirmed. It did once happen; it still

PIpid., p. 187.

91The Figure of Beatrice, pP. 13.
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exists as an intimation of the way, despite its apparent
withdrawal. Only if acted on in a particular way, howéver,
is the original vision of beatitude (which is often intense
enough to arouse the state of caritas that Dante experienced
towards all things) capable of leading to the final
Paradiso of permanent vision. The experience can be the
invitation to what Dante called "the new life", but the
progress towards that final goal has its own difficulties,
even perils. The individual who kas discovsrsd such love
must guard not only against the assumption that it will be
everlasting, but must also beware of the assumption that
it is the personal possession of the lover alome, or that
it is, in itself, sufficient.

Again, Williams found the pattern for these beliefs
Beatrice waé seen, loved, and then, for the poet,

in Dante.

was no more. Her withdrawal did not ultimately impair the

authority of that vision, the consequent state of caritas,

or the awareness of the Divine behind the woman., Further-

92
more, once the "authority of the glory has been admitted"”,

one can no 1ongér lay claim to possession of the original

experience. As Williams was fond of remarking, "love does

92He Came Down from Heaven, Pe. 80.
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not belong to lovers, but they to it".93 The greater
divine love lies behind each individual Beatrician Vision;
the lover only possesses his identity as lover by virtue
of his participation in, and recognition of that greater
fund of love. The lover who is egocentric manifests "a
desire to retain the glory for oneself, which means that
one is not adoring the glory but only one's own relation to
the glory".94

The quotation which Williams used as an epigraph
to the whole of Taliessgin through Logres is a general
appiication of this belief. It is taken from Dante's

De Monarchia, I, iii, and may be translated as follows:
Hence it is that the proper operation does not

exist for the sake of the essence, but the
essence has its being for the sake of the

operation.95
Experience which has been affirmed as a divine image, from

personal love between individuels to the office of kingship,
should not be viewed as one's personal achievement, but as
a means to appreciation of the totally inter-related
character of the universe as divine creation, and as a

method of bringing about the Union which is the proper

endeavour of all men.

950.8. Lewis, Arthurian Torso, Pe. 112.
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Hence, in "The Crowning of Arthur", the new king,
"who stood to look on his city“,96 though unaware of the
question which even then looms large ("the king made for
the kingdom, or the kingdom made for the king?")>7will
find that he is at cross purposes with those larger
intentions of which Merlin is the chief executor ("Thwart
drove his current against the current of Merlin").98 Later, .
when the Grail has entered the picture to become to those
practitioners of the Way of Arfirmation the instrument of
the salvation of Logres, Arthur's distorted view of the
nature of his office becomes more maiked. At the
celebration of the Eucharist, in which the ambassador of
Byzantium sees a vision of "a new direct earth ... / and
its fusion with a new heaven“,99 ironically, "the king in

the elevation beheld and loved himself crowned".loo Thus,

when Merlin is later enmeshed in the business of the birth

of Galahad, and sees with supernatural visidén

96pa1iessin through Logres, p. 21.

971bia.
9B1pia.
1bid., p. 47-

10074,54.
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««« the king

dreaming of a red Grail in an ivory Logres
set for wonder, and himself Byzantium's rival
for men's thuribled and throated worship...

(PIL., p. 55)

he goes on his way

past the royal doors of dream:, where Arthur, pleased
with the Grail cooped for gustation and God for his glory,
the asesthetic climax of Logres, softly slept;

(2TL., p. 58)
For personal ambition and perverted aestheticg have no
place in the ultimate destiny of Logres.

What most decidedly does have a place, what in
fact constitutes the whole pattern of the development and
fulfilment of Logres, is the ruling intelligence of the
Third Heaven, Love. In this sphere exists the pattern for

creation on earth, here is the "climax tranquil” of all

that Logres should become. Of the danger of regarding the

rersonal experience of this love as an end in itself Williams

had remarked:

We loie - what more? This love, each for all,
has everywhere due proportion and intensity.

EKnowledge increases ... this, with other
incidengs, leads on to the eventual knowing, in

a flash, of the last great riddle.l0l

The sentiment is echoed in the line from "The Departure of

in the Rose-Garden”),

Merlin" (and used again in Taliessin
base",lo2 which

"a flash of seeing the women in the world's

10lpeyipion and Love in Dante, pp. 34-5.
102Taliessin through lLogres, Pe. 77
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restates in a different context the conviction that
personal love is the pattern for all other relations, the
Beatrician Vision which reveals the first glory of the
universe.

While the influence of Dante upon Williams' theme
is obviously the dominant one, there is also the influence
of Coventry Patmore to be considered. It will be recalled
that one of Williams' first acquaintances in the Press was
Frederick Page, and Page had always had a great interest
in Patmore's work. Williams was indisputably familiar

with Patmore's writings, perhaps first through the

influence of Page, and The Rod, the Root, and the Flower

contains many sentiments which, if not the direct source

of his inspiration, he must have found most congenial. For

example, Patmore remarks:

" Men and Women ... in conjunction ... are the modes
and means of God's fruition of Himself in Nature,
and the more they confess to discern their own
nullity, the greater will be their share in His ¢

power of felicity.lO3
An even more striking correspondence is evident in the

following pronouncement:

" vee the weakest purpose of mutual love, in
married partners, istenous% tgh::kgftgggt
sters to each O t
i Aot whiech represents and is 1in

' sacrament' r _
155036 the anion of Christ with the Church.l02

loacoventry Patmore, The Rod, the Root, and the
Flower, p. 116.
10%47p54., p. 115. N
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And Williams would doubtless have been in general agreement

with Patmore's conviction of the unique nature of Christian

belief.

There is one secret, the greatest of all ...
which no previous religion dared, even in
enigma, to allege fully ... the doctrine of the
Incarnation, regarded not as an historical
event which occurred two thousand years ago,
but as an event which is renewed in the body of
every one who is in the way to the fulfilment
of his original destiny.l05

Patmore was, of course, pre-eminently the celebrant of
married love. Williams would not confine such experiences

of love between the sexes to the married state, although he

had remarked that

It may be said perhaps of marriage ... that its
lights of nature and faith are subordinate John

Baptists to bring us to Christ the City.l06
It will have been observed that thus far the
discussion has avoided use of the descriptive phrase which
Williams adopted to cover his views on love. This is
because ;the term "Romentic Theology"” (or "the Theology of
Romantic Love") does not seem, in spite of his explanation
of his usage, to be particularly faiaitous or helpful for

the average reader. It is true that it is a label which

within eertain limits will cover adequately the concepts

involved, and in this sense its use is apparently well

10_5Ibido, P. 124.

1064mpue Redeemed City", The Image of the City,

PP ® 107—8 L]
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Justified. He says in his explanation of the phrase that
interpretation of the word 'Romantic' should "not be too
narrowly confined to a literary-manner".1°7 But although
he goes on to cite as his sanction and precedent C.S.
Lewis' use of the word in the phrase "that Romantic species
of passion™ from The Alle of Love, his own use of the
word gives greater prominence to a vulgarization which,
even in the first instance,Awas not particularly desirable,
prominence which perpetuates an abuse of scholarly
terminology which seems at best ill-judged. To assert, as
he does, that Dante is a Romantic, or to denounce a certain
departure from his own concept of love as "false
Romanticism"lo8 j= to create at one stroke‘a neologistic
anachronism which must inevitably distract the reader from
the ultimate seriousness of his particular concermns.
Williams must have been aware that many readers
would, in fact, take issue with his wilful perversion of

the term, for he goes to some lengths to eliminate any

nisunderstanding about his usage. He states in his defence

that the word 3Romanticism' "defines an attitude, a manner

of receiving eiperience".1°9—'With this no one would quarrel.

107The ¥igure of Beatrice, p. 14.
108134,

1091p34.
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But to continue his argument with the statement, "I do not
see any grounds on which, if we are to call the young
Wordsworth a Romantic, we can deny the term to the young
Dante",llo is to adopt an irritatingly simplistic pose

which is almost calculated to alienate the more scholarly
sector of his audience. His use of the term amounts to
irresponsibility and simply runs counter to all rules of acce-
ptedl usage and common courtesy. The concluding remark in

his necessarily elaborate defense of his usage is not,

therefore, without its ironic twist:

ees the false does not abolish the true or the
value of the true, any more than the cheap use
of the word Romantic spoils the 1n§ellectual
honour which properly accompanies it.lll

Nor doces the choice of the word 'Theology' seem a
particularly happy one, though its use is acceptable enough
if the word 'lay' is understood to stand before and qualify
it. As Williams observed in expounding his ideas on the

relation between eros and agape, the Church has never

officially condemned equation of the two. On the other

hand, it has never officially endorsed the equation to which,
Williams held, it was committed by the very nature of its

essential doctrines. Apart from such considerations of

1101p54,

11lqy,44,
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orthodoxy in the strictest sense, however, the word has
the effect of imparting to his ideas a dogmatism and a
deep philosophical gwounding of which they are-entirely
innocent.

It may be thought that in registering these
obJections the present writer holﬁs Williams in some
contempt. It is sincerely hoped that this is not the
consensus of judgement. The objections are offered merely
in the interests.of balanced criticism, for it must be
apparent to many readers that the quality of Williams' work
is uneven, and evident to others that he possessed a talent
for irritating many scholars in the field of Arthurian
étudies by his idiosyncratic approach to his material. To
ignore this or gloss over the reasons for it is ultimately
to do a disservice to the seriousness and originality of
his remarkably thorough system of thought.

Williams® Arthuriad has been well described as "a
vision of the life of love“;ll2 for, as the City is pre-
eminently the patterh for all cities in the Empire, so the
love epitomized in the Beatrician Vision is the archetype
of the many loves described in these two volumes. Under
the general theme of'courtlyvlove, the early versions of

the Matter of Britain had subsumed several pairs of lovers

?

112, .  Hsdfield, An Introduction to Charles
Williams, p. 146.
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Arthur and Guinevere perhaps, more certainly Lancelot and
Guinevere, Tristram:end Iseult,. Merlin and Vivien, Lamorack
and Morgause, and a whole host of less important lovers.
Williams' account introduces, in addition to a new concept
of 1ove, at 1east ‘one completely new relationship, that of
Paliessin and Dindrane (Blanchefleur), and one that is

much expanded and ‘changed, that of Bors and Elayne. The
relationship ‘between Merlin and Vivien is eliminated
entirely, and Vivien's place is aseumedvby;Nimue (who also
appears in later versions), who in Williams' hands becomes
‘the mystical ruler of Broceliande and the mother of Merlin.
The affair between Tristram and Iseult he once described as
superfluous, :but; on:the other hand, Palomides' hopeless
passion for Iseult is given unusually full treatment, as

is the doomed :love of Lamorack for Morgause. The fabled
love of Liancelot for Guinevere stands, of course, as the
backdrop to:ithe=whole: rise and collapse of Logres, as it
did inaNalery;mbut%direct}treatment is eschewed in favour
of frequent allusions to the affair. In the varying treat-
mentﬁaceordedﬁthie"widelrange of loves can be seen the many

variations to which the Beatrician Vision is subject in

ranging from that which is truly fulfilled

buman experience,
ption.

o that which is aborted and twisted from its wvery ince
Of all these, the love between Bors and Elayne

emeiges, 1£ not ‘as the portralt of the ideal Beatrician
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Vlslon, at- least as- the one. which, within its limits, is
most happily realized.' In a somewhat ambiguous comment upon
the nature of the enchanted forest Williams remarked:

The huge shapes emerge from B(roceliande), and

the whole matter of the form of the Empire, and

all this is“felt in theée beloved.ll3
Thus, for Bors, the song of Paliessin celebrating Broceliande
"neant all things to all men, and you [i.e., Elayne] to me . n 11%
With this statement Bors begins the equation of an indefin-
able quelify_wﬁighﬁheggeroeizee_lr;love.with the feeling of
vast pofentiel'ﬁhioﬁ“ﬁeﬁisense'emenatee from Broceliande.
For the purposes of the poem it is premised that a creature
from the" sea—rooted westerh wood", 115 a fish, may represent
this aspect of his love for Elayne;, For one moment, the

fish completely symbollzes that part of Bors' feeling which

he cannot otherwise 1solate or define. Then, elusive as

is that spark of identity, it becomes a part of her own

nature and is reabsorbed into the 5reater pools and streanms

wh;ch are myster;ously a parv of Elayne s being. Dropped

by her 1over as a glft into her "hand's poo n, it flicks

"up the ohamnel"116 or her arm,

liakﬁoﬁes on the Arthurisn Myth", The Image of the
.__._Io Po 1590
11""'Bo::'ss to Elayne: The Fish of Broceliande",
Taliessin threugh Logres, DP. 24.

1157344,
1167p54.
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e« the piercing entry to a land
where, no matter how lordly at home is set the dish,
no net can catch it, nor hook nor gaff harm?

(2TL., p. 24)
In these lines may be seen the same approach to
the body which led Williams to the poetic invention of his
organic geography, and appropriately so, since he had
remarked that "the whole matter of the form of the Empire"
is also sensed in the one who is loved,. Thus the fish
eee darts up the muscles of the arm, to swinm
round the clear boulder of the shoulder, stung with spray,
and down the cataract of the backed spine leaps
into bottomed waters at once clear and dim,

yet it slides through the mesh of the mind and sweeps

back to its haunt in a fathomless bottomless pool;
. (DTL., P. 25)

Phe fish, of course, is also a traditional Christian
symbol for Christ, an identification which is made in the
poem, especially in the following stanza, in which is
described the'visﬁal symbol of the Greeklglggg‘incorporated
in the figure of the fish found on the walls of the

catacombs:

ee. Where the Oataéomb':hstgn;py dead
holds its diagram over the ha ; o .
who flashed igrliving will through the liquid wish.
' (TTL., P. 25)

The link between the two concepts embodied in the fish

symbolism is forged in Bors' inquiry into the identity of

the ereature:
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is there a name then, an anagram of spirit and sense
that Nimue the mistress of the wood would call it by%

(ﬂl-_- 9 DPe 25)
He is forced to the conclusion that it has no name and must
forever defy all sttempts at definition and defeat any
effort to evoke at will this union of "spirit and sense".
What he does realize, however, is that it is composed of

two parts:

«ee ON6y where the forked dominant tail
flicks, beats, reddens the smooth plane

of the happy flesh; one,_whefe the Catacomb's stone
holds its diagram ...
(TTL., p. 25)

Here, once more, is the statement of Williams'
conviction of the unity in love of the two ways: the world
of sacrificevofAthe'community of saints and martyrs, and
the world of}frani‘and innocent sexual delight, which duly
acknowledges the integrity of the body and its needs, and

which, no~1ess_than-Dante's experience, is an affirmation
These are the "double tracks"ll7 or

of a divine image.
nll8 1ot lead to the realization of

"the Ways upon the Way
the Union that is Christ the City; and

this condition may be seen by the lover in

in due proportion

all things:

1171pig., p. 25.

118nmpe Degarture of Dindrane", The Region of the

Summer Stars, p. 3
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+ees the wood in the wild west of the shapes and names
probes everywhere through the frontier of head and hand;

everywhere the light through the great leaves is blown
on your substantial flesh, and everywhere your glory ffames.

(_T.T}‘.H P. 26)

Moreover, as Williams had asserted it must be, the.
¥ision is drawn into a pattern. The affirmation, indeed,
the celebration of the physical nature of Elayne, as well
as the intimations of the mevaphysical union to be achieved
in such a love, has begun: it is one of the first steps in
a series which will involvé expahded awareness of .-
all qualities in the beloved, culminating in Bors' vision
of her as "the sole figure of the organic salvation of our
Sood".llg Returning from a journey to London, where he
has been involved in matters of state, Bors describes his
impressions of homecomins;

inc;ggriggng :g:'%ggﬁgfggdlove, in your head %%S?gsfss
e stood in your figure;
(TTL., D. 42)

It will be remembered that Williams intended that

The uprightness.of the;multitud

Bors, in his participation in the Grail Quest, should

represent Everyman, and it is in terms of the basic

necessities of everyday life that Bors' sees the goodness

of Elayne manifested. "I am come again / to live from the

119"Bors to Elayne: on the King's Coins", Mgliessin

through Logres, pP. 43.
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founts and fields of your handsﬂilzo

corn comes to the mill and the flour to the house,
bread of love for your women and my men;

for the hall is raised to the power of exchange of all
by the small spread organisma of your hands; O Fair,
there are the altars of Christ the City extended.

(TTD., pp. 42-3)

His vision is the more poignant because he has just come
from "ration and rule, and the fault in ration and rule"121
of government in London. There he had been deeply disturbed
by a plan to mint coins for which the kingdom had not
previously felt any need. In spite of the Archbishop's
correction that "money is a medium of exchange",lzaAnot
5the medium of exchange.",lz3 Bors is still full of
reservations and forebodings for the scheme.

I have come now to kiss each ﬁagnanimous thumb,

muscles of the brain, functions of the City.
I was afraid the COuﬁcil had turned you into gold,

(!3!-'_1"_09 Pe 45)
Against the apparent riddle of how to maintain the delicate

balance between bureaucracy and exchange he can only set

t
the figure of Elayne.

120gy34., p. 42.

1211h3d., p. 43.
12271,53., p. 45.

lzsIbido’ p. MO
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What without coinage or with coinage can be saved?

O lady, your hand held the bread

and Christ the City spread in the extensor muscles of
your thumbs.

(22L., p. 45)

"The Coming of Palomides" describes another variety
of the Beatrician experience, probably the most vividly
communicated, in spite of the fact that it is also one
which is doomed to frustration. The Saracen knight, journey-
ing to Logres, stops on the way at Cornwall, and there sees
at a banquet the Queen Isenlﬁf Her‘imége immediately
"fired the tiﬁder"124 or his,brainf"to'measure the shape
of man again“.las. A Maslém bytbirth and upbringing, he has
been taught "the measurement of nan"128 of the Prophet'g
doctrine. Williams, of course, saw Islam'as opposed to

Christianity since it denies the Incarnation and hence the

divinity of Christ's bumanity. Like the blade of Moslem

conquest, this doctrine "cuts the. Obedience from the
Obeyed",127'that is, it removes from the believer any

. inclination to relate his own nature to that of his Creator.

At the sight of Iseult, Palomides must reassess the

implications of his native:religion in the light of "this

124ampe Coming of Palomides", Teliessin through
Logres, D. 4.

1257454,

2261pid., Do 33-
1271pid.

o u;'r'.ﬂ
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n 129

9"128 of "unions metaphysical”.

new-awakened sens
The imagery in which this reaction to Iseult is
couched makes it without doubt the most striking of all the
descriptions of the Beatrician Vision. Utilizing the
mathematical basis of the philosophy of the Pythagoreans,
Williams endows Palomides with the habit of seeing and
formulating intense experiences in mathematical terms.

eee till to-day no eyes have seen
how curves of golden life define
the straightness of a perfect line,
till the queen's blessed’ arm became
a rigid bar of golden flame _
where well might -Archimedes prove
the doctrine of Eucliasss love,

and draw his demonstrations right
against the unmathematic night
of ignorance and indolence! '
‘ (ITL., PP. 34-5)

Williams had weitten at some lepgth on the ability,
or rather the inability of the conventional mind to visual-

ize as well as conceptualize particularly intense moments

of spiritual revelation.

The word glory, to English ears, usually means

‘ ind of mazy bright blur. But
no more than a kind of maZy it genmerally is not,

, - be, thought
the maze ShoUld b, b e ahould be that of a

exact, and the brightness s
geometrical pattern.l30

1281bido’ po 35’

———

129p34.

15OHe Came Down from Heaven, P. 35.
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In the 014 Testament, he continues, the descriptions of
heaven and of human commerée with the Deitgrgradually
developed from "a rift of light" to "a prism of the colours
of divine goodwill™ to "a light of metaphysical exist-

ence® 131 The visions of Isaiah and Ezekiel were in more

complex terms: wheels within wheels, many-winged and

multi-eyed creatures which were the "living complexes of

radiancy“.132
eso they are a myth of a vital pattern of
organisms. 'Ged always geomeétrizes', said
Plato, and the Hebrew prophets thought no
less ... The prophets are sent out from the
visible mathematics of the glory to proclaim
the moral mathematics of the glory.l33

It is in the New Testament, however, that the significance

of these descriptions is fully expounded.

ees the word that defines theronder s%de ofhghg
demanded caritas, is glory. t is a glory whic
in the 01d EesEaﬁent from a general brightness

becomes a mathematical splendour; it is a glory
which ... accompanies the City that slides from
the utmost heavens into the sight of Patmos.l34

For Palomides, this sense of a discovery of glory
is conveyed in mathematical terms which are compatible with

his native religion and training, but it is also the

13lIbido’ po 340
1321144,
1351bid., pP. 34-5

15%1p54., p. 96.
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presentiment of something new.

Did, to this new-awakened serse,
he or some greater Master sweep
his compass?

(ITL., p. 35)
Thus, he sees the natural, sensusl beauty of Iseult in a
blaze of geometrical images:

eeeo Tiery circles leap
round finger-point and shoulder; arc
with are encountering strikes a spark
wherefrom the dropping chords of fire
fashion the diagram of desire.
fhere flames my heart, there flames.my thought,
either to double points is caught;
10, on the arm's base for a sign,
the single equilateral trine!
(EEE-’ P. 35)
The significance of the triangle should not, however, be
overlooked. This graphic symbol admits of many interpre-
tations, but the most obvious, that of the Trinity, is
certainly the most impb?tant in this instance. In the
lines which follow, one cen scarcely overlook the repeated
emphasis upon the equality of its three constituent sides,
for it is an equilateral triangle which leads to the
intimation of "unions metaphysical”.

«s s the intellgctua% Eoger : s

saw triple angles, triple sl y .

and thag proceed %hich naught divides

hrough their eat centre, by the stress
gf thg queen'sg:rm's bliss%ul nakedness,

to unions metaphysical;
(TTL., D- 35)
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The sensation of both feelings and intellect being
kindled simultaneously is analytically arranged in a manner
which is typical of Palomides.

blessed the unity of all
authorities of blood and brain,
triply obedient, each to twain,
obedience in the mind, subdued
to fire of fact and'rire of blood;

obedience in the bleod, exact
to fire of mind and fire of fact;

(2TL., pp. 35-6)

But scarcely is the-vision.eaptnred when it is withdrawn.
Necessary denandsth-the>ego~dominate the still "uncrossed®
Saracen, and even as he gazes and mentally analyzes his
sensations, the geométrical pattern alters slightly. The
equilateral triangle shifts stress and balance to become a
"long isoscles / from fihger-point and shoulder“,135 almost
seeming to stretch itself forth in appeal to him. In that
split second he abandons the objective, impersonal sight
and yearns for even the briefest of signs or'recognition

from Iseult.

let the queen:s. grace but yield her hand
to be'byqsach*strong measure spanned -
- (TTL., P 36
This, of course, is not to be permitted him, for the queen's

place in both the traditional accounts and Williams' eycle

135nppe Goming of Palomides”, Taliessin through
Logres, p. 36.
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is between Mark, her husband, and Tristram, her lover.
Williams held that after the fading of the vision,
the lover must strive to beeomé, "by his own will, the
caritas which was, by God's will,éwakened in him by the
smile of Beatrice".l36 This Palomides cannot do. S0, when
"the sign withdrew"l37 and wheh-the sudden awareness of

the complete impossibility of such a love breaks on him,

bhe sees only that

eeo diWision stretched between :
the queen's identity;andvthefgupen, ,
Relation vanished, thoughnbgguty,stayed;

the queen's arm lay there destitute,
enpty of glory;
(2TL., p. 36)

The poem concludes with an allusion to Malory's

questing beast. Palomides' "new-awakened sense" is replaced

by the experience of what G.S.—Lewis has called sexual
Jealousy,138_and by the emotions of anger and disappointment,

all of which are radically opposed to caritas.

ee. aloof in the roof, beyond the feast,
I heard the squesk of the questing beast,
where it scra%ched itself in the blank between
the queen's substance and the queen.

| (PrL., P. 37)

136Re1igion and Love in Dante, p. 13.
137Taliessin through Logres, pP. 36.

158c.s. Lewis, Arthurian Torso, p. 126.
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The union he once perceived in Iseult has fled. The vision
of the co-equal, co-inherent Trinity also disappears.

three lines in a golden distance shone,
three points pricked golden and were gone.

| (I12L., p. 37)

Immediately there follows another monologue on love,
which serves as the strongest possible contrast with both
the description of Bors' happy achievement and Palomides'
vivid experience. C.S. Lewis characterizes the love
described in "Lamorack agd the Queen Morgause of Orkney" as
the "heavy fetters of an obsession",’139 holding that,
unlike even the love of Palomides, it does not begin with
the Beatrician Vision at a11.}*C Without doubt the poem
conveys nothing of the sheer beauty of first passion which
both the third Quest I.ord and the Saracen felt. Instead of
conveying the sense of "unions metaphysical®, Lamorack

says of Morgauses

i scharged catastrophe; I was thrown
%:ioggngt?lg éawsthe source of all gtone,t 2o
the rigid tornado, the schism and first stri
of primeval rock with itself ...
(ITL., P. 38)

1391pid., p. 129.

1401p34., p. 128.
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Interpretation of this poem is, however, a more
difficult task then might at first be supposed, for the
emphases which the reader chooses to place upon the
characters and their actions may raise pfobléﬁa concerning
a basic philosophical element in Williams' beliefs. The
"first strife / of primeval rock with itself" recalls the
line, "the good lusted against the good"”, and Williams'
explanation of_the loss of innocence. C.S. Lewis explains
the line in question by saying that Lamorack's experience
of Morgause "was like a second Fall of Man",141 and there
is much in the poem to support his view. For example,

Lamorack, in his exploration of the islands to the north,

describes how
eee the extreme theme

of Logres rose in harsh cries and hungry storms,
and there, hewn in a cleft, were hideous huge forms.

(2.;129 sy P. 38)
These are the same forms which the contingent knowledge of

the‘Eﬁﬁeror holds, and the same forms whose experience had

been denied man before the Fall. When Lamorack returns to

Morgause he 5ees'"in her 1ong eyes the humanized shapes of

the cleft“,142'and

1%lrpia., p. 129.

142”Lamorack and the Queen Morgause of Orkney",
Paliessin through Logres, p. 39.
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Hued from the livid everlasting stone
the queen's hewn eyelids bruised my bone;

- my eyes splintered, as our father Adam's when the Pfirst
exorbitant flying nature round creation's flank burst.

(T2L., p. 38)

The shortcomiag of Lewis' commentary on this poem
is that it offers no exact formulation of what Morgause
represents. Obviously, she is on one level simply the
object of Lamorack's helpless devotion, a woman like
others, who has made no effort to claim his'lova, and gives,
it seems, very little encoa?agoment subsequently. Yet, if
the experience»of her is to be takan:as_a kind of second
Fall, she might reasonably be expected to represent some
aspeet of that mythical wrong turning; perhaps that
knowledge or experience which.properly is the prerogative
of no man, or péihaps the division itself which results
from the Fall. _

Whatever her precise characterization or symbolic
value, if sha is to be equated with a re-experience of the
Fall, the burden of guilt aust fall on the shoulders of
Lamorack, the.new Adam of the paem, for it is he who has’

made the choice, however slight a part his will may have

played in it. Williams makes no reference to guilt, however,

and conveys not the slightese hint of censure of his act.
Indeed, it is apparenf that Morgause, who is also party to

the incest which creates Logres' traitor, Mordred, is the

more blameworthy. Lamorack's 1ove at least has the virtue
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of complete devotion and loyalty. And while it may be
argued that, in any case, the monologue form does not
easily tolerate such authorial comment, there is nothing in
Lemorack's words to indicate feelings of guilt, no
indication that, like the Adem of the first Fall, he is
aware of having done evil.

The matter of the precise rendering of Morgause's
symbolic value in the poem and the nature of Lamorack's
reaction to her in this symbolic capacity also raises the
rather awkward issue of the exact nature of Williams'
concept of evil. According to Williams' equating the Fall
with an Alteratién‘of Knowledge, Lamorack. should logically

be cursed with the distorted vision that is the heritage of

all the children of Adam. If this is so, then the vision
of Morgause ﬁhich he recdrds in the poem may be simply
inaccurate: ﬁer value and true nature may be unintelligible
to the fallen observer.' This, of course, does not square
with the facts given to the reader concerning Morgause's
character and her role in fhe future of Logres. The part
in the total fate of Logres which she plays is clearly a
destructiﬁe one, as also is her influence over Lamorsack,

for he is later slain by her son, Gawaine, to avenge his

father's honour. BSuch considerations must inevitably lead

readers of this poem to wish that Williams bad clarified

his position.
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Is the evil which man may experience latterly,
willingly and with full comsent, or unwillingly and in
apparent ignorance, merely a product of his inability as
Fallen Man fully to comprehend the total pattern? Such
appears to be the general burden of argument of ﬁhe cycle
as a whole (as is indicated in the discussion in Chapter II
of the purpose of Garlon, the Invisible Knight, who
provokes the last battle). Or is there a case for apguing
the phenomenal existence of evil? This would Justify
Williams' treatment of Morgause (andvlater, her son,
Mordred) as the very epitome of the wrong which man
committed in the Fall, as she clearly is intended to be
seen in this poem.

Before Lamorack perceives the “carqu contingent
shapes”l43-o£.the.Emperor!s knowledge, they were '
experienced only by ngoelius Vibenna and his loathly pewn L4
Now Lamorack sees them reflected in the eyes of Morgause,
and shauis; jn this way, "schism snd the first strife". If
she is not the yery_inéarhation of'evil, she is at least

one of the-most awesome manifestations of it this side of

the pit. The opposite of Elayne and Iseult, who were for

143144,

14854,
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their lovers the means of perceiving union, Morgause is the
means whereby Lamorack perceives division. There is no
hint that her evil is only apparent, or that she serves an
obscure purpose which will only become clear at the end;
and it is perhaps significant that she is not mentioned as
being present at the last Mass in Logres.

This apparent ambiguity in Williams' formulation of
his philosophy of evil and the Fall, which the character of
Morgause throws into prominence, only slightly flaws the
poem as an individual work, for the inconsistency becomes
evident only when one contemplates the relative symbolié
positions of Lamorack ahd Morgause within the total frame-
work of the cycle. And then the confusion is, at worst, a

small discrepancy in a rémarkably complete and thorough

systematization of Christian doctrine. It does nothing to

detract from the vivid contrast which Williams intended that

this poem should make with those variations of love which

begin with thé Beatricien Vision, those of Bors and Palomides.

This contrast is the more. iroric in that -Palomides, in spite
of his vision and temporary insight, is ready to deny its

L] “ *
validity and go in pursuit of the "questing beast", while

Lamorack, with no vision, perseveres, affirming at the

"T am the queen's servant",
the

conclusion of his monologue,
even though "while I live / down my eyes the cliff,
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carving, the winged things drive“.145

It may be noted before leaving this poem that the
manner in which Williems derives its imagery from the
su