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It cannot well have escaped your notice, Messire,
since you also were once 8 poet, that it 1is the function
of every verbal artist thus to admit others into a world,
gnd into a menner of living, which he admires, without
admitting himself. He remeins a lesser Moses upon & more
tiny Pisgah, appreclately to observe, and in due course
to record, the conduct of those ephemeral tribes whom his
lsbors have introduced into the Promised Land.

Ledles and Gentlemen, p. 297
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I. INTRODUCTION

Between 1905 and 1958 James Branch Cabell published
more than forty books, not counting the extensively revised
second and third editions of many of these. He published
his first story in 1901 and his final volume, a brief
memoir, in 1955, During the first thirty years of his writing
career, he conceived and executed an elaborate literary
plan which took [inal shape in the eighteen volume Storl-

sende edition of The Biography of Manuel.

The Riography of Manuel 1is Cabell's major achievement.

Into it Clowed all of the creative and intellectual energies
of thirty years of professional writing, and in the compo-
sition of it Cabell elavorated a point of view which is
unique at least in American literature and developed &
distinctive literary technique as a means of expressing

this point of view. ‘hat he wrote 1§ter added nothing new
to nhis store of ideas and techniques. Taken separately,

the later, post-1930 books are often entertaining and clever,

but ranged along slde of The Biography they take on the

appearance of somewhat flat and unnecessary addenda., Con-
sequently, these later books are .significant to the student
of Cabell primarily for the light which they incidentally

throw upon the themes and techniques of The Biography.

The lengthy and elaborately planned EBiography of
Manuel, on the other hand, demands close critical and
scholarly attention., Not, of course, that mere bulk and
elaborateness by themselves have any speclal claim upon the
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scholar and critic, but when a large body of works has been
produced by an artist of integrity, then the claim may be
said to be established. Jamec Branch Cabell gave evidence
of his integrity in one of the few ways open to the artist;
he went his own way, elaborating his own concepts and tech-
niques, without reference to the noisy ebb and flow of the
tides of taste, Moreover, he brought into American litera-
ture a set ol attitudes and a point o! view that cannot be
dismissed out of hand. Yet, as a matter of fact, Cabell
has to date recelved very little thorough critical or
scholarly attention,

During the 1920s Cabell was, to be sure, the subject
of numerous critical reviews and comments, but these were
seldom analyticel, They were likely to be either broadly
laudatory or broadly damning. On the whole the writers of
these articles and reviews assumed beforehand that Cabell
had elther great merit or no merit at all, and they proceeded
to elaborate thelr enthuslasms or antipathies more or less
impressionistically. Lven the few more extended studies--

for example, Warren McNeill's Cabellian Har‘monics,1 H. L.

Menkent's James Branch Cabell,2 and Carl Van Doren's James

Branch Cabells--while they polnt to possible critical

1Warren A, McNeill, Cabellian Harmonics (New Yorks:
Random House, 1928),

- 2H. L. Menken, James Branch Cabell (New Yérk: Robert
M. McBride and Company, 1927).

3Carl van Doren, James Branch Cabell (New Yorks
Robert M. McBride and Company, 1932).



approaches, do in fact merely glance over the surface of
Cabell's works. Of all those who wrote about Cabell only
Parrington in hic essay, "The Incomparable Mr. Cabell,"?
attempted to take full account of the complexities and sig-
nificance of Cabell's thought and method. This is not to

say that Parrington thoroughly carried out what he attempted;
he 1like the other admirers of Cabell was betrayed 1into
hyperbolic praiss ty hiz en .husiasm--an enthuslasm which
hurt his reputation withou! ulvimately helping Cabell's,

Actually the whole Cabell controversy of the twentles,
especially the enthuslastic support which he then received,
has merely sefved to obscure the fact of neglect., It has
created the impression that Catell was a faddish, popular
novelist who, like all such novelists, has merely fallen
victim to the vagaries of popular taste, and it has allowed
the later critics, most of whom have been eager to dismiss
Cabell, to assume that he has had hirc trlal, has been tried
and found wantling.

As a result those who have wanted to dismiss Cabell
but have not been able to ignore him, have not felt obliged
to examine him closely. Granville Hicks in The jreat
Tradition is satisfied with an almost purely ad hominem

attack:

He is a sleek, smug egolist, whose desire to be
a gentleman of the old school breeds dissatisfaction
with the existing order, but who has not enough

4yernon Louls Parrington, "The Incomparable Mr. Cabell,"
Mein Currents of American Thought (New York: Harcourt, Brace
and company, 19277, II1l, pPp. ooo-345. .




imaginative vigor to create a robust world in
which deeds of chivalry and gallantry are
performed, Instead, he has written mild little
fantasies, carefully baited with obscenities., His
whole work is a structure of lies, from his tinselled
style to his theorizing on life and literature.®
Such a comment as this may summarize Cabell's personality,
though this is doubtful, but 1t certainly will not serve
as a critical appraisal of his works. It does, of course,
reveal the underlying source of Hicks! animoslity.

In 1941 Oscar Cargill in his Intellectual America

took up the attack and attempted to annihilate Cabell's
claim to attention by exposing the sources of Cabell's
attitudes and theories, by tracing his literary lineage
back to discredited ancestors--gdgar Saltus, Robert Louis
Stevenson, and the writers of "graustark romance." As far
as this analysis goes it is accurate, but, of course, it 1s
not an inclusive survey of the influences which have at one
time or another helped to shape Cabell's development,
Moreover, to base a critical evaluation, as Cargill does,
at least by implication, upon the sources of a work rather
than upon the work itself 1s an obviously fallacious
procedure. It is as if one were to argue that the Ganges is
a mountain stream because it has its source in the Himalayas.®
As deficient and unsatisfactory as are the appraisals

of Hicks and Cargill they are fairly representative of the

5Granvi11e Hicks, The Great Tradition (New Yorks: The
Macmillan Company, 1933), p. 221.

6Oscar' Cargill, Intellectual America (New York: The

Macmlillan Company, 1941), pp. 496=-0502,
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tenor of such critical attention as Cabell did receive during
thé thirties and forties., Sometimes the nofte of belliger-

ent antlipathy 1is replaéed by a note of regret, but the con-

clusion is essentially the same?
« « » he is a trifler and will not come in from play.7

If he survives the waning notoriety of Jurgen,
it will be as a nuseum piece representing the

* psychology of a Virginian who would be an intellectual
leader yet had not quite what 1t takes,

Its lJurgen'sJ popularity, like the success of other
Cabell novels, can only be ascribed to the fact that

its public was caught gratefully off guard, that

they thought they had found a deeper megning than

was actually there, and that ths principal attractive-
ness of the fantasy was erotic.

To date relatively little has been said about what actualdy

is there,

* Recently, however, there has been some stirring of
renewed interest in Cabell, Edward Wagenknecht in.The

Cavalcade of the American Novel,10 Edd Winfield Parks in

Southern R(—:«nascencé11 and Zdmund Wilson in a lengthy article

in the popular New Yorker magazinel2 have all called.for .

"Edward NiTes Hooker, "Something About Cabell," The
Sewanee Review, XXXVII (1929), p. 200,

. 80scar Cargill, op. cit.,.p. 502.

gF%ederiék Hoffman, Tne Modern Novel in America, 1900-

1950 (Chicago: Henry Regnery Company, 1951), pe. 119,

10gqward wagenknecht, The Cavalcade of the American
Novel .New Yorks: Holt, 19525 PPe o03=052.

11544 winfield Parks, "James Branch Cabell," Southern
Renascencs, e¢d. L. D. Rubin and R. D. Jacobs (Baltimoreo
Johns Hopkins Press, 1954), pp. 251-261.

125 3mend #ilson, "The James Branch Cabell Case Reopened,"
The New Yorker (April 21, 1956), pp. 129=156.
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a re-evaluation, a reopening of the case. Tn tie meanwhile
Cabell has, been quletly consigned fo the museum of curios

left behind by the "fantastic twenties,"13 Even thds has °
been sBmething of a service, though it is hardly full ﬁustice. )
It at least rescues him from thescategory of freakish anomaly
and sugg;;ts a firmer basis for his p?pularity than an

audience "caught' gratefully off guard." But on the debit

side, it leads to a restri;ted categorical view of Cabell

as a member of a group or participant in a movemedts he

belongs with the "exquisites," the escaplists, the decadents,

the, iconoclasts and all s;ch breeds as perished in the great
avakaqche of 1929, O0Of course, Cabell *himself subscribed to

some such vliew when, in These®Restless Heads14 he predicted

the decline and fall of his own literary generation, " He

based his prediction upon the observation that the writers

of the twenties had offered no constructive program, no
panacea; thelr job had been that of the iconoclast--the
clearing awaye.of taboos and the smashing of no longer® .

efficaclous ddols. Their tone had been predominantly ironic

or sarcastic, For such a generation as Cabell describes,

he spoke in key; he belonged; but the fact of his beloﬂging- .

does not necessarlly warrant the conclusion arrived at by

John Belldmy. Mr. Bellamy argues that a Cabell

° lséf course, Cabeil h;d spent a long apprenticeship .
and hqd published some of his major works before the twgn-

tles began; yet, it was in the twenties that he found suche
audience as he gnjoyed. ¢ *

qu.ﬁamesg Branch Cabell, These Rest#less Heads "(New Yorks:
The Literary Guild, 1932). R




revival15 is extremely improbable, for

While i1t is true that the gap between the
popular and the cultivated taste is as wide as ever, °
jconoclasm end cynicism have gone out of fashion,
Indeed, the intellectual of mid-century seeks as fan=-
atically for faith as his counterpart in the
,twenties sought to avold «1t.,16

* Such a2 judgment reflects an gygpr-simplification of

cabell if not of his audience. It *s true that in part
Cabell spoke to and for the é@enties, tut the twentles was
not merely jconoclastic, ®* It was marked not only by &a desire
go discredit and have done with t?ose {1lusions (ideals and
values) which seemed to have chested and misled but also by
a struggle to discover an appropriate attitude tb assume
toward® a world ip which suddenly all oracles had ;eeséd and
all values become.suspect. Cabell's works were and are
relevant to this struggle which had its origin in the 19th
century and which continues.

furthermore, if Cabell is related to the iconoclasts
and.%o—called decadents of the 1920s, he is also related by
his preoccupations and concepts to the highly diversified
"tribe of reactionaries" who, in this country ané abroad in
the late 19th century, began a more cr less sustained

counterattack upon the all but triumphant forces of scientism

15ngevival," I take it, means not only a return to
popularity but = beginning of serious crnitical attention.

If so, then Mr. Bellamy's judgment amounts to one more dis-
missal for Cabell.

. 16 3onn Edward Bellamy, James Branch Cabell, A Crit-

ical Consideration of His Reputation [Onpubllshed Ph.D.
JlsseTtatlon, University of Illinols, 1954}, p. 3230,
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and of its lliterary lieutenant, naturallsm. This Werive"

has included anfong otherg such men as QFntayana, Eergson,
vlallace Stevens, Anatole France--a sufficiently inharmonious
yeg reléted group; and it 1is surprisiné to note at how many
points Cabell betrays intellectual and imaginative affin-
ities with this group. Like others of these "reactionaries,"
he hes, as Parrington has pointed dut, ac?ieved a world-

view which is a sort &f lopsided compromise betweenoidealism

and naturalism, °

Moreover, far from being anomolous, Cabell's works

stend close to if not within.one of the major traditions in
Adérican literature--the tradition of whate Richard Chase

has deflined as the romance-novel, . o

.« « » Let me say_that the word [romance as used

R in romance-nove%] must signify, besldes the more ob=-

. vious qualities of the picturesque and the herolc,
an assumed freedom from the ordinary novelistic
requirements of verisimilitude, development and
continuity; & tendency toward melodrgma and 1idyl;
g more or less formal abstractness ahd, on the other
hand,, a tendency to plunge into the underslide of® con-
sciousness; a willingness to abandon moral questions
or to ignore the spectacle of man in soclety, or to 1
consider these thin.s only indirectly and abstractly. 7

Cabell has extended this tradition which already clalms,
according to Chase, the trans-Jamesian realm, to the realm

of fantasy,

This brief diécussion.of critical sttitudes toward
and judgments of Cabell's works should éﬁggest that for all

17Richard Chase, THe American Novel and Its Tradition
(Ngw York: Doubleday Anchor BookKs, 1357), pp. vili=Ix. .

° . °
.
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° practical purposes he has been neglected, that the contro-
vergy of which he has been the center has been fought with
generalizations rather than with the tools of tareful

) Fcho{arship gnd criticism, that his present classification
is too narrow, and that, in general, his works have been’
sub jected to much heat but relatively little critical under-
stending, As Wagenknecht, Parks and Wilson have maintained
there is ground for reopening the Cabell case, for seeking

8 r;evaluation; but understanding--that is, close reading

and explicatione-must precede evaluative judgment,

Thus far the most substantial contributions to an
understanding of Cabell's works have come from those whe have
devoted themselves either to the running down of the s;urces
of borrowings end allusions or to the discussdion of his
vorld-view, Neither of these activities, however, can
produce anything but fragmentary knowledge of limited value
unless the sources are secen in relation to the worid-view
and both are seen in relation to a third fact: that is,
that Cabell wrote comedles., Wwhatever the -source of t he °
materlials with %hich Cabell has worked, thé“important thing -
is that for him they became the materials of comedy, and it
1s equally importapt to remember that he gave his world-view

its fullest expression in a series of symbollc and allegor-

ical "cqmedies" which form the main strand of The Bilography

of Manuel., "Comedy" 1s Cabell's own descriptive term. It

eppears *in the éﬁbtities of most °of the key Qgrks in the

° Biographx: for examplé, Figures of karth: A Comedx of

Appeargnces, Jurgen: A Comedy of Justfce, The Cream of the

o ° o
°
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Jests A Cemedy of Evasion; but just what Cabell’neanseby the

term is not immediately apparemt, nor has the meafiing been

elucidated by the critkcism that has appended 1tself to
Cabell's wOrks. °

As far back as 1920, John 2. Gunther felt 1t necessary

to remarks:

It is important to rememter that Cabell laughs,
In re jecting contemporary thoughts and practices,
in his decision that life is a pretty sorry muddle,
he never displays the savege intolerance of
Artzybashev nor the undiluted pessimism of Hardy °
or Conrad. He plays with conventions, shatters

11lusions, dispels ideals--and then wrings wry humor
from the residue.

Also in 1920 Parrington publighed his essay, "The Incomparabl?
¥r. Cabell,” in which he halled Cabell as "the ;supreme comic
spirit thus far gnanted us."19 Both Gunther and Parrington

in their respective articles maintained that there is such
.,a thing as a distinctly Cabtellian comedy, but nelther of

them took the time or c¢pace to define and explore it., 1In
1931, when the reaction was setting in in full strength,

Harlan Hatcher attempted tqQ dismiss the whole question of

Cabellian comedy:

Mr. Cabell tells thdt life is a comedy &and
the actors all alike except in costume, T am not
inclined to deny the discovery. I had even sus-
pected it before I read it in Shakespeare and
Ecclesiastes, Bt if it is truth it should be
set forfh in a pattern equally comic. I have
searched for this rare quelity in my attempts to
admire’ Mr. Caebell, I do not find 1t; instead I

1850nn J. Gunther, "Jemes Branch Cabell: An Intro-.
duction," The Rookman, XLII (November, 1920), pp% 200-206.

19Parrington, op. cit., p. 345,
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ofind "The Profits of Paper sellfng." I ,nave
come reluctantly to suspect that® the comedy of o
Mn, «Cabell is not cosmic in tone or proportign. o *

For the rest, the corpus of Cabell criticism is
sprinkfbd with comments about "Cabellt!s comic vigor," his )
"fine and lovely irony," his "fercical fantasy" that is
"raithful to the essence of medieval humor," his humor that
is "fanciful, light, mocking, and always peculiarly Cabellian;"
but nowhere is therg a thorough-going attempt® to answer the
basic questions: what does Cabell understend by "comedy?"

How is his concept of comedy related to his world-view? How
is hils concept ol' comedy reflecteé in the styke and struc-
*ture of'his works? And, as a part of the last question, to
what extent do his works, considered chronologicelly, reflect
growth and change in concept and practice?

The purpose of this dissertation is to attempt to
provide eanswers to these questions, Cabell nowhere explic-
1tly and systematically expléined his concept of comedy,

either its form or its function. His fullest explicit state-

ment is given®in "The Letter Dedicetory" to The Lineage of

Lichf'ield, and, whlle highly guggestive, this is neither
systematic nor gomplete; There are, however, besides "The
LettFr Dedicatory," numerous ecomments scattered th;ough- .
Cabell's works which do bear directly and indirectly upon

this subject, and bty examining this material In the light of

20Harlen Hatcher, "On Not Having Rgad James Branch
Cabell," The Bookman, LXXII (February, 1931), pp. 597-599.
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other more fully art}culatedotheories of comedy--for exaﬁﬁie,
those of‘Meredi%h, Feibleman, and Cook--it is possible to
"interpret" such hints and e€uggestions as it contains, -°In
other words, other theories of comedy may be used és reflec-
tors, which by comparison and contrast reveal the outline

of Cabell:g concept and at the same time clarify what is
distinctly Cabellian in it. Any tendency to extravagance

in interpretation can be checked by reference to’ the coqedies
themselves, This is admittedly a delicate openatio;, but

not an impossible one. Once the general concept has in this

way been abstractly elaborated, the problem becomes one qf

examining the specific comedies in The Biography of Manuel

for the purpose of determining how the conéept i1s put into

practice,

However, before even the first of the major questions
can be'answered it is necessary to consider in some detail
Cabell's world-view., For, for Cabell, "comedy" is inherent.
in the ordinary patterns of man's life, though theopercep-
tion of 1t requires that these patterns be seen projected
against the cosmic background. Consequently, in order to
understand fully Cabell's concept of comedy, it is neéessary
first of 8ll to understand his basic assumptions about the

natupre of'that cosmic tackground and abgut man's relation-

ship to it.



%

II, WORLD-VIEW

The general Impression that Cabell's point of view
is anachronisiic, that his was "gn essentlially mediaeval
mind," 1s a result of thé'failure to go beneath the surface
of his work, It must arise from more or less exclusive

concentration upon Cabell's borrowings from mediaeval

"romancg and legend, upon the subtle though conscilously

praduced archaistic flavor of his style, and upon his pen=
chant for the asllegorical mode.l Ir, however, one penetrates
to tﬁe core of his thought, he 1s led to quite other con-

clusions, conclusions not unlike those reached by C. F,

McIntyre: .

His notion of vanity as the power that has drawn
men up from gorillaship recaslls Mandeville, his
concept of an author in whose mind the romance of
the world exists 1s a rewording of Eerkely. But
in the esrentiels, 1ike it or not, he is a child
of this present age.®

The polnts of contact with 18th century thought are
no dou%t real enougnh (the 18th century was a period which
strongly attracted Cabell's imagination), btut they should

not be allowed to obscure the essentials. In Cabell's

works these apparently 18th century concepts exist in a

lcabell nimself apparently thought of his work as
symbolic rather than allegerical, and, though the poift is
somewhat sticky, a case might be made, For the characters and
situations 1n Cabell's novels tend to be suggestive rather
than representative, and at deast the important characters are
Interesting as personalities, qulite apart from the burden of
meaning which their actions gre mede to bear,

20. F. McIntyre, "Mr., Cabell's Cosmos," Sewanee Review,
XXXVIII (July-september, 1930), ppe 278-3, v

° 13
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* contoxt of assumptions and attitudes which essentlally
modifie§ them. This context derives from the lat? nine-
teent% and the twentieth centuries, Cabell shares Ménde-
ville's eStimate Qf the role of vanity, but for him-the
significance 1s less exclusively political and soclad. What
Cabell stresses is the power of vanity to lead man to trans-
cend himself, at Jleast momentarily, via an excursion dnto
the 1desl, As for Rerkeley's concept, Cabell never apgroaches )
it except playfully. This like so many other human concepts

L a rather beautiful idea with which to divert ane's selfl,
and Cabell and his éharacpers sometimes amuse themselves

with playing with it, but it is Aever proposed as moree than
a rather fantastic possibility. Moreover, even if taken on
faith, it ceuld not have 1in the ;ontgxt of Cabell's total

Qorld-view the same implications as it had for Rerkeley.
Underlying Rerkeley's tho;ght is the assumption that the mind‘

of' God 1s orderly, purposéful and benevolent?® therefore, the

telief that everything exists within the mind of God was fof

him comferting. For Cabell, however, the dreaming or
thinkiﬁg god would have to be Koschei, the god of things
as they are, and to posit an existence dependent entirely
upon that irresponsiblé and rath?r pedestrian demiurge ‘would
&ield very little comfort.
Actually, it is precisely in his professed inability
to find any moral order--or, in fact, any order &t alle=in
the universe that Cabell breaks with eighteenth century ) )
thought and reveals his essential affinities with twerntleth



century thought. The structure of the universe, Cabell
contends, is from a human point of view irrational and,
therefore, incomprehenslible. Even 1f there 1s some pattern
in it, even if.the laws which man imagines he finds operating
in 1t are working toward some end, neither the pattern nor
the end is knowable. 1Insofar as man can be aware of the-
universe, he 1s aware merely of a gratultous repetition of
the most stupendous pyrotechnics; ’
Aldl about us flows and gyratcs unceasingly

the materlal unlverse--an endless inconceivable

jumble of rotatory blezlng gas and frozen spheres

and detonating comets, where through spins

Earth like a frail m'ldge.3
In this cosmic perspectlve, man's positlon in the unlverse
appears purely fortultous and parasitic, He 1s a scarcely
perceptible vortex in the general flux of the life force
which seems itself an intruder in the universe,

e« o o« like a bird striving to nest in a

limitless® engine, insanely building among

moving wheels- and cogs and pistons and pulley=-

belts, whose moving toward their proper and

intended purposes inevitably sweeps away

each nest before.complet;on.4
Moreover, so far as man can discover there is no intelligent

t'orce in the universe to which he can appesl, no substantial

grounds ror his dreams and ideals, all of which are infected

i 3James Branch Cabell, Beyond Life (The wWorks of James
Branch Cebell, Storisende editlion, 18 volumes. New°'Yorks
Robert M. McBride and Company, 1927-19230), pp. 38-=39.

4James Branch catell, The Cream of the Jest (The Works
of James Branch (rabell, Storisende editlon, 18 volumes, New
York: Rebert 1. WcEride and Company, 1927-1930), p. 139.
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with illusion. Even in relation to the 1life fbrce of ewhich
he is a momentary expression, hlse function seems to.ﬁe°merely
Lhat of transmission and'perpetuationt5

Such a view is not ?nfgmiliar eveh in its detalil.
It lurks behind and.occasionally becomes explicit in the *
writings of Stephen Crane, Theodore Dreiser; and Robinson
Jeffers. It is a vision conjured up out of the fundamental
assumptions of.philosophical naturalism and colored with
the appropriate emotion, It 1s, in gene;al, the vision of
reality with which thinking man in the twentieth century
has had to come to terms and & visién which Cabell apparently
shares with the naturallists against whom he fulminates at
some-length and with whom he has often been contrastéd.
The Dreiser-Cabell antithesis earily became a cliché of

literary criticism.
Cabtell's quarrel with the naturalists did not, in
fact, 1n§olve the truth or falsehood of their philosophical

assumptionS.6 From Cabell's point of view, philosophical

5Though the view wnhich is outlined here is implicit
in most of Cabell's works and is more or less fully stated °
in Beyond Life, it is important to.remember that Cabeld has
tried to maintain a consistently scepticel attitude toward
all questiong of metaphysics and cosmology. He talks in his
own person about the role of the srtist and about the life
.and psychology of man in this world, but significantly he
rarely discusses metaphysical questions without first assum-
ing a mask. The most explicit statements of the cosmic view
are either attributed to the whimsical, disillusioned and

rhetorical John Charteris, or are projected,through the minds
of other characters, '

6In this connection it is interesting to note that

in gvme of Us (pp. 84=5) Cabell takes palns to give Pprelser
his due.  Though Cabell"’s tone 1s no doubte patronizing, he
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naturalism is probably only one more elaborate "fiction"

L] []
among many others., °‘This, of course, does not prevent the

naturalistic vision of reality from servin: effectively®as

the bacquound of hit thought and feeling, It has behind

it the accumulative weipght of science and of history; it is
‘pervasive in the intellectyel atmosphere of the twentieth .
century and, therefore, has first claim upon the minds of
those who in the twentletn centu"\ turn treir attgﬁtion to
tre nature of Lhe univerce, Csbellt's entipathy to literary
naturallism, however, 1s real encurh, and it arises out of
his COnce;n for the censequences ol such a viewpoint: thaf

is, the impdverishment o: 1life. through the arbitrary res-

triction of the pnlay of the_imagihation. In The Creem of

the Jest Felix Kennaston discovers that’'the only truly

tragic subject is the wholesale destruction of human dr'eams,7

and a logical core”lary of *this discovery, which, though

Catell never states it, -is implicit in nll of nis writings,

is the bellefl thet for man the worst'vos: ible fate would be

the loss of his ability to believe in the constructions of

s L3 L3 »> - ® ¢
his own imaginetion, Cfuch & loss distlrts the old age of

Manuel, and the threat of 1t pursues most of the other- ehar-
acters, ell of whom ultimately evade it bty one means or enother.

All this is to say thet'while Cabell shares scme of the

underlying assumptions of the neturalists, he declines

does express respect for the integrity of Dreiser's visidn.

7James Eranch Cabell, The Cream of the Jest (itid.)
Poe 127- °
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to accept theilr conclusions, ° He declines to consider man

elther as merely a.transmitter of the 1life force or merely .,
as a soclel phenomenon, Moreover,.while he grants that
humanistic values and ideals ere not roéted in reality,
that they are illusions or fictions, he declines to give
them up; he declines to give up the world of the imagination
in favor of "a surrender to 1ife" Which leads at one extreme
to the primitivistic worship of force and at the other tp
the complacént acceptance ol things as they are.a

Instead, Cabell soucht a compromise bgtween ideélism
and naturalism.,” The solution which he found allies him
with those who,.in Joseph Wood Krutch's words, "have argued
that the way of salvation lay in a sort of ironic belief, in
a determination to act as though one still helieved the things

that were once held true.? Among those who have argued this

81f Edward Lueders is correct in his analysis of the - °
temper of the twentles, then Cabell's refusal to surrender
is one of -the things which sets him apart despite the elements

‘of disillusionment and iconoclasm in his writing. On page 20

of Carl Van Vechten and the Twenties (Albmquerque, New Mexico:
University of' New NMexIco Press, 1955) Lueders states, "Mabel
Dodge Luhan has expressed, in‘*what she recollects of her

‘tonly philosophy in those days,' the fetalistic basis of this

creed [of the twenties]; ‘'Let it happen., Let it decidse.

Let the great force hehind the scenes direct the action,

Have faith in 1life and do not hamper it er try to shape it,'"
It should be added that this surrender seems often to have
been less an act of faith than an act of desperation full

.of reluctance and pain, .

9Joseph Wood Krutch, The Modern Temper (New Yorks
Harcourt, Brace and Company, 1929), p. 2d.
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way Krutch lists, "Bertrand Russell in hi's popular essay

'A Free Man's Worshiﬁ,' Unamﬁno and Santeyana, passim

througﬁout_their works," and of course, he might have added ,
Vaihihger. .w1thin thic group, Cabell's*strongest affinities”®
are with Vaihinger and, particularly, with Sanéayana.

Cabell shares neither the simple stoicism recommended in
Rusgell's essay nor the traglc vision of Unamuno, tut the
parallels between Cabell's thought and that of Vaihinger

and Santayana ‘are surprisingly numerous and* fundamental.
Valhinger, Santayana and Cabell are basically agreed that:

Intellectual morality demands of us that in the
sphere of reality we shall not cling to vague possi-
bilities, but shall always prefer the greater prob-
ability (i.e. in this case, the assumption that there
is no "1ife after death," and in general no divine
"world government,"-:no.moral world order anywhertho

They agree too that,

It is an error to suppose that ‘an absolute ,truth, .
an absolute critepion of knowledge and behavior, can
be discovered. The higher aspects of 1ife are
based upon noble delusions.

They do not, howeyer; for this reason repudiape "the higher

aspects of life;" for them the "value of reality 1is reversed
. .-._The ideal, the *unreal 1s the moh£ valuablé."lz .Tﬁus,

when Smire faces the spectres of naturalism on the banks

of the river Styx, he has an answer for thelr jeerings:

1O.Vaihinger, The® Philosophy of "As If", trans, C: Ke
Ogden (New York: Harcourt, Brace and Company, 1924), p. 330.

1lvaihinger, op. cit., p. 84, "o
121b1d., p. 44.
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-=-wWhereafter the nine spectres all screeched
together, with their laughter, saying--

o "Now, but this absurd out-of-date creafure 1is
telling us, yet again, that the dream 1s bejter
than the realityi" ’ _

He said then: ,"To the contrary, I am telling you
fthat for human kind the dream‘is the one-true
reality."1S

Santayana, also, has often spoken to the same polnt:

. o In Interpretation of Poetr% and Religlon., « « I
freely reTerred to 1deals, Insisting that atonlc
ideas and the deities and dogmas of religion were
ideal only: that 1is to say, they were fictions
inspired by the moral imagination., . . . Ideals
belonged to-poetry,.not to sclence and to, serious
hypothesis,” They were better than any probable

or known truth., Far from being less interested in
them than if I had thought them true, I was more-.
keenly and humenly interested, for I feund them .
) essentiallye.poetical ond teautiful, ag merc facts

are not likely to te,

In ﬁis phi}oéophical treatise, Valhinger argues’that
all the categoriec of human "knovledge" rest upon fictions--
mental coﬁstruc%ions.tﬁat have no demcnstrable relationship
to reallityy Ehis, he argues, is as true of science and of

., mathematics as it is of aesthetics and ethics, These
fictions sare g means of talking sbout and dealing with
°reality;.in all prob%bility they do not express realitﬁ, and
therefore, their vslue gonsists not in their truth but in
Eheir frultfulness, This.1is a bellefl which Cabell and San-

" tayana share with Vaihinger, though they are far less

l“Branch Cebell, Smire: An Accebtance tn®the Third
Person (New Yorks Doubleaay, Doran and Company, 1957), Pe. 295.

* l4george Santayana, "Apologia Pro Mente Sua," The

Philosophy of George Cfantayana, ed. Paul A. °chilnp (NWew York:
Tudor Publishing Company, 1934), p. 497,
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ihterested in sclentific and mathematical figtions than ;n
those fictions &hich determine man's concept of himself and '
thereby dominate his actions and attitudes. These sasre the
fictions which.Cabell calls "dynamic illtislons"--dynamic |
in that they call forth values and gesthrgs apd aspirations
that man Qould not. know in their absence.15 |

Cabell further agrees with Vaihinger end with San-
tayana on.the ultimate teﬁdency of thesec illusions or fictions.
What Cabell calls demiurge-—that force which shapes the
dynﬁmic illusions within men's mind--vVaihinger calls the
p§yche and Ssntayang calls spirit. There is, however, this
difference: for Valhinger the psyche seems to te simply
identical with mind; for Cabel: end for Santayane demiurge
or spirit i1s deeply rooted in the elementel ond primitilve,
It is the product and exprecsslion of the obscure principle
of animal life "rolng on very persistently and latcriously
iﬁ the dark," an animal life which desires only to seize
its appropriage prey, to avold its enemigs and to preserve
and propagate its?lf in safety.16 In any event,

The fictive activity of the mind is an ex-

pression of the fundamentel psychical forces;

fictions are mental structures. Tke psyche
weaves this ald to thought out of 1tself for

b 'y

15Cabell Beyond Life, Oop. cit., passim, .

° 16yote the stress in Begond Life upon the sex drive
as the basic source of energy by means of which dynamic
11lusions ere brought forth and sustained., Cabell's aware-*
ness that, dynamic illusions are from one point of view
expressions of primitive animal needs is of considerable

importancg when we come to consider the theory and tech-
niques of his comedy.
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the mind is inventive; under the compqlsion of .
nedessity, stimulated by the outer world, 1t

discovers the store of contrivantes that lie
.hidden within itself,17

. This fictive activity, once it has been called lnto
existence, would .be totally irresponsitle, if 1t were not

for the fact that it remains for the most part obedient to

the psyche that produced 1it.

Nothing could be madder, more irresponsible,
more dangzerous than this guldance of men by
dreams. <¥hat saves us 1s the fact that our imagin-
ations, groundless and chimerical as they may Seem,
are secretly suggested and controlled by shrewd old
instincts of our animal nature and by continual
contact with th'ings.18

Under the controi of oun anihal nature the fictive activityét
cr as Cabell would have it, demiurgic activity--creates out
of the materials of the senses a coheéént and iptergretable
world picture, and out of the need gf the animal to feel at
home.in the universe, to feel purposeful and independent

ot the 1life ol nature which threatens ip with eternal flux,
it creates the world of the 1deal.t® So it comes abou;'that
Man ape reft of his teil and grown rusty at climbing"™ comes °
to chatter to himself of his "divine paternity" and to

feel "himself to be the symtol and the frail representeative

l7Vaihinger, op. cit., p. 12. .
188antayana, Soliloquies 1in England and Later .
Soliloguies (New York: Chgrles scribmner's cons, 1922), P.
. T Cabell's use of Aesred (Sereda, Maya) to personify
these counter-talancing 1nfluences, ‘
19

veihinger, op. cit., p. 380.



is his tendency "to play the ape to his dreams:" that is

« o materialism,"” Man's idesa

23

of omnipotence in a place .that is not home., . . .20

fhug,'man exists within the subjective envelope of

his dreams,

No man lives {n the external truth, among salts
« and acids, among buying and selling, nor amid
any doings outside his own skull, and "so, to look
at any man with mere rationality iIs but to court
deception; it 1s gs though you would measure
strong, sound wine with a yardstick. « .3 for in the
wanm phantasmagoric chambereof his brain llves

every man vaingloriously, among the palnted wall’s
and storlied windows. .

These dreams (fictions, ilLusfons) fron the bssically,

hﬁman{stic point'of view of Cabell, canteayana and Valhinger

form snother more important and equally "real" dimension

of humap living.gg Moreover, what it uniquely human in man

to hypostatize his idesls snd then attempt to shape his

life to their requir‘ements.?3 The result is that men lives

in fwo worlds at ‘once, one oY which--what Cgbell calls the
[ ] Y

Wworld of "external truths"--he can only guess at and hich

20

Cabell, Beyond Life, op. cit., pp. 35 and 201,

216abellh Smire: An Acceptance in the Third Person,
ope. cit., p. 294.

22<antayana in explicating what he means by materialism
has stated, "that matter is capable of eliciting thought and
feeling follows necessarily from the principle that matter 1is
the only substance, power or agency in the universe; and this,
not that matter 1s the only reallty, is the first principle
ITzed concept, then, of himself
and of his place in the scheme of things is not true because
it has no referent in the material world; but the T1lusions
of which it 1s composed are resl in that they exist as 1ldeals
*and excercise a distinct infTuence upon man's life.

23Cabell, Beyond Life, op. cit., passim; and George

Santayana, Interpretatlion ol Poetry and Rellglon® (New York:
Charles Scrlbner's and cons).
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he would not face even if he could. He-resdlutely refuses
®
to accept the destructive knowledge of Pang:- that ‘is, he

‘refuses to accept the haturalistic vision of himself and

of hie place in the scheme of things.24. Cebell, Cantayana

and Veihinger have all applauded this refusal,’ Fer, while

it exposes man to the discomforts of disillusionment apd

. » . L[]
the sense of ultimate failure, it alco preservecs man's

b
.
.

humenity. ‘‘thatever is courageous or herolic or teautiful in

.

L ]
mAn's 1ife is called out In responcse to the ifdeal. To

’\"v‘\ . e .
encounter Pan, to throw ol f ~1l1 !llusions, would te not

only to cloce all humanrlstic volues but to suffer mental )

anninhilation.

L]
“en ic mct 1llxely, however, a2t any riven moment Lo te

despoiled of 21l nis Illusions, Ordinarily man clinrss, at

the very minlmum, "te an Irraciofial belief In the eflricacy

\

nd purvosefulness of his immediate activities, of

e

. work., Taken individuelly, of ccurse, any illusion is suscep

tible to detection: )

There 1s indeed no 1dol ever identified with the
ideal which honecst experience, even without
cynicism, will not some day unmask and discredit.
rvery real ot ject must cease to te what 1t seemed, :
and none could ever be what the whcle "toul desired.®o
[ ]

24James Franch Catell, Reyond Life (The Works of James
Eranch Cabell, S“torisende ed,, IR vels, ;' New Yorks Robert
M, McPrlde apd Compeny, 1927-1930), op. 30-31; Cabell,
Jurgen (ibid.), pp. 132-136; and “emething Atout Zve (ibid.),
passim,

° 253eor;e antayana, The Life of Resson (Volume IT,
#ew York: Charles Tcritner's lons, T1305), p. 3C,
[
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A series of such unmaskings forms the basic stuff of
Cabellian comedy, and a&cording to Cabell all men to some
extent participate in this process of disillusionment as’

they fall in love with a being more or less ideal and find

tgemselves married after all to a perfectly human woman,
Yet, the demiufge ds extfemely fertile in ‘disguises and in
the devicgs of ef%sion; it is as patient and resourceful as
the spider, ghd before one web 1is torn it is a}read& patiertly
:spinning another, The high-hearted idealism of yquth slips
insensibly into the domesticated urbanity of miadlg age; and
most men come at.last, like Gerald Musgrave, to live in
}ea§onable comfort upon Mispec Moor under ‘the care of Maya
of .the Fair é}easts. Through these fluctuations and re%isiogs
of the spirit; man is sustained, a5 he is sustained in®the
face of an irrétional.universe, by hrs.q;nity and, perhaps
even mére so, by ﬁis-éullness, by his natural "insensibility
end by a sort of pervasive immunity to most of the vibrations
that runzthrough him,"<6 .

Both the instability of specific illusions and the
seemingly inexhgustible fertility gf the demiurge are amply

demonstrated in the history of man, and it is, therefore,

not surprising that the contemplation of history should

underlie or at least stand near the beginning of Santayana's

thought and of Cabell's, Santayana and Cabell ha;e°both

(-]

26George Santayana, Scepticism and Animal Faith (New
York: Charles cScribner's Sons, 1923), p. 64. Cf. Cabell,

Eeyond Life, op. cit.,, pp. 316 ff. °
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been deeply interested in humen history--not in the history
. [ ]

of wars,®institutions and political maneuvers,. but in the

history of 1ldeals (11lusions, fictions) and theilr concomi-

tant attitudes. What Rosenthal has observed about Santayana,
might equally well be applied to Cabell: ’
. . . I"might suggest that Santeyana in hls con-
ments on historical religion has- really been
less interested in the history of’ culture then
in the phencmenoldgy of spirit. . . ¢ 1 mean that
ne like& to characterize and apprailse different
dispositions toward the world, in a menner thet
reminds me of the transcendentalists' interest in
attitudes.2” : ’

Cabell, too, "likes to charécterize and apprédise

°

different dispositions toward the world;" this is, in fact,

one ols the main purposes of* Reyoné Life &and the‘grouﬁd.worg.

of the whole Rfography of Manuel. Of the many possible
dispositioné or attlitudes, Cabell'seleéts.three as belng

fundamental and histofically important, and the rise ®mnd ,

decay .and blendings and transformetions of these form the

main streams of The Biography of Manuel. The three aré the
chivalric, the gallant, and the poetic. The chivalric

attitude, as Cebell defines it, is based upon.belféf in-

man's divine parentage and iIn man's nmission as his Father's

representative on earth.28 The gallant attitude 1s vasic-

ally sceptical; "The gallant person is a well-balanced

274, L. Friess and H. M, Rosenthal- ""Reason in Relig-
jon and the Emancipated Spirit," The Philosophy of

George
Santayana, Paul Schilpp, ed. (New Tork: Cherles scripner's

. 28¢gbell, Reyond Life, op. cit., p. 36.
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sceptic, who comprehends that he knows very little, and

probably amounts to somewhat 1es , but ‘has the grace to
keep his temper." The essence of gallantry is "to accept
the pleasures of 1life leisurely, and its inconveniences with

a shnug."29 In short, gallantry is a form of hedonism. The

poetic attitude is characterized by the detachment of the

artist who accepts the fragmentary and inchoate substance

of life, his own life included, merely as raw materials

from which® he attempts to shape something.complete, some=- .

e thing symmetrical, satisfying’and enduring.so There 1is

also, a fourth attitude which is timeless but which Cabell

does not elaborate though obviously he 1s aware ol its

imﬁortance: that 1s, the so-called'"realistic" or practical
.attitude which rests upon the ascumption that profitable and
productive work, as the world understands these terms, 1is

the proper business of mankind and which leads to a min;-
mized comcern®with ends’ and an exaggerated respect for,
instrumentalitles or mea.ns.':”l

Though historicelly these modes of thouéﬁt and fesling
change=~for example, historically both gallantry and chlvy-

alry have enjoyed periods of ascendancy-~end one attitude

2QCabell, Beyond Life, op. cit., p. 101.

301bid., pp. 67=-95.

3lpor a brief indication of Santayana's claesification
of "dispositicns" see "Apologia Pro Mente Sue," The Philosophy

of George Santayana, Paul A. Schliop ed. (New York: Charles
Teribner's and sons, 1951), pp. 497-605.
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o
with its supporting illusions (ideels, fictions) loses 1ts

hegemony and is superseded by another, yet neither Cabeld

nor Santayana finds in this movement the signs of essentlal
human progress, but only of succession.

Even if the sequence of ideas in history might
be called dialectical, in the sense that nq .
prevalent idea is stable but slips according to
the suggestion of the moment into a somewhat
different idea, yet tnis instabllity presupposgg
neither’ logical implication nor.moral advance.

"1t fs true, of course, that, the assiiptlon that all 1l1lus-

ions, however complex and- apparently remote [rom aninal
needs, ayre nonetheless rooted in natural passions does imply
- * L] - . .

a kind of progress., According to Santayana, tnhe purpose of

his Life of Reason was "to show how natural passions are

fertile in moral'principles;“33 a similar purpose may be

assigned to .Cabell's Beyond Life; and from a humanistic ’

point of view, insofar as_principles are produced and come
. . hd .

- to predominate over passion, there is advance. Sfuch advance,

however, as ics implied 1In this belongs_lbrgely to pre-human-
history; moreove?, both Gqul} and Tantayana maiqtain that
the inséinctive animal 1life of man bersists.und?r the sur-
face, esseqpially unEhanged. pAs for the illusions (1ideals,

o . ) N
5°Gcorge Ssantayana, "Apologia Pro lentc Zua,™ The
Philosophy of George Santayana, Paul A. lchlipp ed. (New
York: Charles ocribner's and-cons, 19561), p. 557. Cf.
James Branch Cabell, "The Lineage of Lichfield,".Preface to
the Past (New York: Robert M. McBEride and Company, 1946),
P. 30 1T,

33George santayane, "Apologla Pro Mente Sua," The

Philosophy of Geprge Santayana, Paul A, Schlipp eds& (New
York: Charles Scr?Bner's and sSons, 1951), p. 548.
o

. °
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fictions) themselves, they cannot be realized in,the material
ﬁniverse, and, therefore, they lead to.the 1m§;ssible; the
pursult-of any and all of them Aust-end in fajlure. .

. This 1is not to say thet illusions are all equally valuaple
or équally valueless, The valué of any given illusion is
the measure of 1its power':ven momentari%y to harmonize and
satisfy'tne demands of "human nature and to evoke the fuilest
pogsiblé expression of human potentiaiities. Por tﬁis
reuson) Cabell values the ildeals of gallantry and chivalry,
and Santayana values the ideals of Hellas; and for the same
reason, S;nta&ana is contemptuous of "the §turdy deformity
of the practical mind," and Cabgll dislike§ common sense and
patriotism and plety. These are dynamic illusions llke the
rest; but their scope i1s narrow and provincilal, From.Cabelle
point of view, they confine and Wwarp the .spirit; they thrive
upbn dénial rather th;n satisfac£i@n and upon exclusion
‘rather than harmony., Instead of making men "citizens by
anticipation of the world we'érave," they make men prisoners
- of en emotionslly and spiritually i&poverished world,

This method of evaluation 1s, of course, ﬁragmatic,
but it is pregmaetism freed of the uéual emphasis upon préc£i~
cality and succéss, In this view it 1g no argument against
an 1llusion (ldeal, fiction) that it .leads to the impossible,
for 1ts value is not dependent upon its realization But upon

the transient wayside pleasure and satisfactions tﬁat it o

gives the human spirit,

Everything that satisfles at all, even
if partially and for_an inStant, justifies

(]
° °
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aspiration and rewards 1t,%4

Thus, though the sequence of ildeas and 1deals in

.history does not imply progress, 1t 1s ‘possible to assign

greéfer or'lésser value to individual ideas or idesals. The
Biography of Manuel 1s, among many other things, an illus-
tration of this view of history; on one level it may be read
as a critique f the 1ldea of progress.- In fact, 1f one

reads consecutively through all of the volumes of The
Biography, he is-1ikely to come-away with the impression that
Cépell believed that the quality of hpmén.living and char-
acter has deteriorated since the thirteenth century. In
part this impression 1s due to fortyltous circumstances. AS

it happens, in the final form of The Riography some of .Cabell's

- most mature and powerful works stand close to thé beginning.

Moreover, if Rudolph Musgrave, Robert Townsend and Felix

Kennaston seem & good deal less imposihg than thelr ancestors
in Poictesme, 1t 1is partly because they are not seen through
the transfiguring mists of time. Still, the impression of

decline and deterioration is not purely accldental. The

contemporary characters of The Riography live in & scientifi-

cally oriented world which allows 1little scope for the play
of the imagination and which is destructive of the larger,

bolder i1llusions; consequently, not only have thelr lives

34Geor‘ge Santayana, The Life of Reason (Volume II; -
New York: Charles Scribnerts and Sons, 1905), pe. 30. Cf,

° Branch Cabell, These Restless Heads: A

Trilo of Romantics
(New York: The LIterary Guild, I§32),_p. 94, —
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not been subjected to the myth-making imeginetion, but they

themselves have lost the power of belleving in any but rel-
® . ° °

atively mundane illusions. If Rudolph Musgrave's*chivalry
is timid anﬁ-stiff-qecked, it is because the roots of faith

which once nourished the chivalric attitude have been cut

away. If Felix Kennaston is a less vigorous charagter than

Jureen, it is nect marely tecoeuse bt is of .2 different temper-
. ’ . .

ament and the product of & less mature creative imarination,

put tecause he ic far more sclf-conscious, Initially Jurgen,

for all his scepticism, makes no distinction between & real

andé an ideal world; he lives: In one world, which is a world

of unlimited pogkibiliéies. iennaston, on the other hand, 1s
conscloys from the beginniﬁ; of" 1iviny in a restrictea wérld_
from which he ecscepes into a werld of dreams, ot idesl possitil-
itie's. - Moreover, ﬁ; i¢ not able tec achieve the other world

without the aid of the bogues tigll of lcoteia.

7he world-view presented in this chapter is clearly

the product of a scepticel mind far gone in "disillusion-
mert 3" that is, s mind no longer capable of s whole-hegrted
act of faith, no longer atle to ;tive unquéstioning allegiance

to any particular ideel or concept. .Scepticism,* of course,

cannot be absolute; gven though the sceptic in theory holds
everything in question, animal faith persisté within him, andg,

consequently, except when engaged in a ‘deliberste act of

criticism, the sceptic, like 211 men, accents his
[ ]
it epoears to him, morally and dramatically. Yet, scepticism

world as

does nometheless destroy the power of consciols telief, and
L
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while sceptical minds sueh as those of cabell, Vaihinger and
Santayana may be aware that men need their 1deals and
myths (metaphysical and ethical fictions), they cannot them=

selves know the satisfaction of believing in these 1ldeals

and myths, For them there must be some other solutlon,

some way of approaching the world of the 1deal other than

that opened by irrational belief.

The attitude which Santayana has-:called "modernism"

is .one such approach:

Modernism is an ambiguous and unstable
thing. It is the love of all Christlanity in
those who_ perceive that 1t is all a fable.

It 1s the historic attachment. to his church
of a Catholic who has discovered that he 1s
a pagan.

It is, in vther words, =a delicate equilibrium wrought by the
intellect which allows one simul%aneously 60 perceivé that
ideals and religlous concepts ére from a scientific point

of view merely fabulous and fet to value them for thelr
"noetic" power, that is, their power of evocation and har-
moﬁizationgand.their power to make us by anticipation
citizens of a better world. This, in general, is what

Vaihlnger recommends.

We .should create for ourselves 1in imagination
e fairer and more perfect world. . . and thereby
idealize 1ife. If this principle 1s once conceded,
we shall be compelled to allow its value to.myth--
- as myth. Even the unbeliever. .-. can. . . in this
sense make the ideal image of Christ his own. 36

35George Santayana, The Winds of Doctrline (New Yorks:
Charles Scribner's and Sons, 1913), p. 49. -

36yaihinger, op. cit., p. 330.
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And again: "Men must demand the impossible," even if it
leads to contradictiqn.37 That is, men '‘should behave as 1f
the 1deal constructions of religion,and philosophy" were true,
As for Qabeli, something very like the “deernism" defined
here pervades ali of his work§;.it is the appropriate atti-
tude ultimately discovéred by ‘Furgen, Florian de Puysange
and Felix Kennaston, and 1t forms the basis of Cabell's
explanation of his own adﬁerehce to Eplscopaliandsm.

Unfortunately, modernism 1s, as Sanfayana points out,
unstable, It is a purely intellectual thing, and.as such 1s°
éasily Nictihize&:by shifking moods, It.remains tenable
only so long as certain humdn sentiments-~for instance, the
passion for continued exlstence and for success and realiza-
tioh--are excluded. If these assert themselves strongly
enough,."modernfsm" is likely to collapse before an over-
whelming sense of the hollowness and futllity of exlstence.
There 1is, h&wever, another possiblé approach to the
ideal,.Which ié perhaps merely a refinement upon "modernism.,"
For Santayana this is the way of the philosgpher; for Cabell
it 1s the way of the creative artist 1in the moment of
creation. It involves assuming what Cantayana calls a
_ "spiritual" point of view; that 1is, éasumipg an attitude of
detachment, "an ironic emancipation from the world and a

contempt for it in favor of an 'imaginative play with the

non-existent,! a fre® roaming among whatever essences may

37Vaihinger, op. cit., p. 44.
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swim into the spirit's ken,"®8 This concept closely parallels

Cabell's ¢concept of the artist who views life from an abnormal

height; who
. . .[in'the moment of creatiorﬂis uplift a great
. way beyond msnkind: he regards that lesser race .
with affability, with divipe derision, and with ,
complafe understanding, in the while that he
. embalms, forever, his pick of them in the mirac-
ulcus spicery ofe«his picked words .29

1 .

Fellet or Jdishtellet In shese ldens which primorily cons

cerns nim, bul ré@iher thelr aesthetlc pessibilities, Thus,
. .
L]
L]

—

L]

ris activity 1s In .antayapa's sence of the word "spirit-
~ L] . . N )

ual," Cabell srgues along; witi, . ontayana that the artlst

in nis lators is "irresponsible, technicel and visidnary,
[ . .
but the upshot of the artist's play is thht he seconds the

work of the demiurge, and thus, .

The human maker of ficpion furniches yet other
alzoves, wnether.with teautiful or shockine ideas,
with many fancy-clutching toys that may divert the .
. travEllerts mind from dwellin~ on the tedium of the . '
.journey and oSn the ambtigulify of*its end.

38.,. e . . ' o
Milton K, Wunitz, The Noral PhilosSophy of fantayana
[New York: Columbila UniversSity rreéss, 1939), C. Vi, —

> e : :
ugJame's. Franch vatell, These Restless Headss: " A Trilogy - °
of Romantics (New York: The LITerary Guild, I1932), p. 1583,

4OGeorge cantayanay Platonism and the pniritual Life
(New York: (harles lcribner's ons, 19277, p. 40. CI. James
Eranch Cabell, "Diversions of the ,nchorite," Straws and - :
Phayer-tooks (The “liorks of James Eranch Cabell, Storisende ed.,
18 vols.; New Yorks Robert .. wcEride and Company, 13830),

pp. 1I75-202, :
41l7ames Eranch Cabell, "A Note on Alcoves," Straws . :
and Prayer-books (ibid.), pp. 26-27, )
(] °
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In this way the writer makes it possible for the reader to

join him temporardly in the "1life of the spirit."

The advantage of the "spiritual" point of view, or

attitude, lies in the fact that 1t involves no deep emotional

° ®
commltment to any particular concept within the realm of

thelidéal; moreover, the pleasure which it elicits fron,tpe
-realm o} the 1deal is aesthetic and contemplative andbnot

in an§ way aependent upon realization,, It.demands°neither
that the 1deel become substence nor tnat it serve as a source
° of moral or'psychic energy., ane therefere i1t does not carry

| with 1t the marked.liability to reaction and.frustratién.-
' Obviously the "°p1r1tual" point of view cannot yield

a complete modus vivendi. ' It can, however, deeply 1nfluence

and qualify the response to 1ife, and it rs for this' very
_reason that 1t is, so far as this present study is concerned,
an extremely important part of Cabell's world-view. The
"spiritual" point of view plus a certajin wholeness of per=-
,ceptien which balances the absurditfes with the exigencles

of life; .the losses with the gains, underlies and makes pOSS=~.

.1ble Cabell's comic vision.

Summary ° . .-

. ©

To summarize Cabell's world<view briefly--man is "just

[
‘a very gullible consciousness existing among inexplicable

4 .
mysteries,"42 Nowhere does he touch permanence or

42Cabe‘ll, Beyond Life% op. cit., p. 267.
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immutability; nowhere does he come into direct contact with
"replity." But insofar as he can guess, with the aid of

hls reason and pis science, the, nature of "reality," he
finds it'uncongenial. He finds himself in a universe devold
of moral or rational order, a universe which glves no support
to his idealized concept of himself or ,of .his place in the
scheme of things end affofds no opportunity for the reali-

* zation of his dreams and aspiratigns, The ldeal goals.which
he pursues ahd the world of moral and aesthetic values in
which he'believes he lives, all these in the perspective

of this half-gyessed at "reality" prove to be’ illusions. .
These illusions, however, are not entirely free-floating
fantasies. They are rdoted 1in animal passion and in animal
necessity, they are surreptitiously controlled and utilized
by the primitive psyche which persists-beneath retionality
and which is concerned only with the.pursuit of its prey,
the avoidance of its enemies, and the contrnuity and propa-

gation of 1ts own exlstence,

Thus; man lives perforce in‘two worlds: ah, ideal
world of illusion and a."real" world. He 1is, howeve;, pro-
tected by his dullness, his innate insensitivity,‘and by his
vanity from ever becoming fully aware of nis true condition;
and he shows a.Kind off instinctive wisdom in clinging with
irrational tendclity to hls groundless beliefs, For these
at least are necessary to his sanity and at most make 1t

possible for him to live by enticipation in a better world.,

Though they lead to contradiction® and failure, they do
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.teﬁporarily give direction and purpose to 1if'e and do bring '
momentarily to fruition the finest potemtiml of human nature.
For these reas;ns even the disillusiloned sceptic is
wise to make a consclous commitment to the myths and illus-
i;ns ;f menkind. Above and beyond this 1t 1s possibtle from
time.to time and for a short while to Join the artist in |
his free play with ideas, to accept the-experience which the

artist has prepared for us as a means of exploring the

sesthetic' possibilities of these 1ldeas,



TIT. THE COMIC VISION

A world-view such as Cabell's may underlie & variety
of possible attitudes .toward existence, It may 1scue in the
mournful "all is vanity“ of Ecclesiastes, in the somewhat
brittle stoicism of Russell's "A Free Man's worship," or
in the tragic vision of Miguel de Unamuno. Of all the
possibiiities, the comic vislon seerns &n first consideration
the lesast 1iyely. Tge Human apprehénsion of ultimate fallure,
tke ego?s abhérrence of being duped and its passion for.
security and continuity--sll these are strohg affections
which are excited or threatened by thls view, and, &s Freud
has .argued, arouéed affections are inevitatly hostile to the
com%c spirit.l_

If these, elemental-gassions snd needs assert them-
selves vigorodély enough, the threatened psyche can only
- respond with a cry of pailn, and the resul%, at least for the
1iterary'artist, i{s the tregic vision. This, for insteance,
is precisely the case with Miguel de Unamuno, who shares with
Cabell and with San%eyana so many assumptions abéut the
‘ultimate -nature of "feality." He could not accept without
paln .the depéndence of spirit upon .matter:

e o« » I cannot resign myself to one day returning to
-unconsclousness, because I have a thirst for eternity.

lsigmund Freud, "Wit and Its Relation to the Uncon-
scious," The Basic Writings of Sigmund Freud, A. A. Brill

trans, and ed. (New York: The Modern Library, 1938),
pp. 797-E. )

o 38 °
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e« ¢« ¢« That a man should not believe in another
. life, that I understand, for I myself find- no
proof of 1t; buf that he should resign himself
to this, and above all that he should not desire
. anything more than this 1ife, that’is a thing
that I do indeed not understand.®

Nor could he either Eome to terms with or be satisfied

personally to evade Aesred, the goddess of common sense and

compromise, whom he confronts under the name of Antoniea

3

Quixano, He must revolt and kick against the pricks of

reality.

araphrasing a passage in Senancour's Obermanﬂ,

he |Unamuno] reaches his form of the categorlical

imperative: "Let us act so that the nothing

becomes an injustice., Let us battle against

destiny even 1f there 1s no hope o£ victory. Let

us battle against 1t quixotically.
Thus, life becomes a series of injustices and death the
greatest injustice of all; man is caught in a web of 1%just-
ices and he is led into painful and futile combat by what 1is
finest in him, This essentially is the tﬁagic vision of
Unamuno.

Unamuno's vislon is so thorougly consistent with the

logic of human nature that, given his world-view, it seems

.almost inevitable; yet, neither Cabell nor Santayana share °

. @

2Miguel de’ Unamuno, "The Materislism of the Masses,"

Essays and Sollloquies, J. E. Crawford Fitch trans, (New Yorks
red A, Knopf, igési, Pe. 191,

3Miguel de Unamuno, "Don Quixote's Niece," Esbays and

Soliloquies, J, E. Crawford Fitch trans, (New York: AlTred
A. opf’, 1925), pp. 108-112, . ' ) '

4prturo Berea, Unamuno’(New Haven: Yale University’
Press, 1952), p, 35, '
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L]
it, though. they start with the same root concepts., Issen-

L ]

t1ally Cabell agrees with “antayana that "everythins in
. o e v
nature is lyrical in its Ideal essence, traric in its fate,
. C. R
and comic in its existence."Y That nature L= lyricel In its
. L]
ideal c¢s:rence nepedds 0O furtier diccussion here, 17 we under-
L

stand "lyrical" to refer to.that which 1s shened and directed

.

L]
ty emobtiocn and decslire rather Ltnen by otservation =nd reason,
\ : o

That it is "treiclc in lts fate™ Calell accepts with reser-

Really there ic a thin sustenance for the
aglc muse in the fact that with esach performance
' the numan comediJ the Clesh-and-blood costume
spoiled. . . .6

It is this concession that larpgely acqounts for the vagrant
nete of pathos that »lsys throurh hir works. Fut for, the
most part, (abell choosger Lo dwell upon the comlc of exis-

ence: he nreferc, ns he says in the prefa ced to "The LInesape
’ ! ’ u . [

- - ad

of Lichfield," the "comedic metanhor:" 1.2, man concelived

. L] ; r7 v &1 o SR ]
of as "itinerant comedlsn.” Ti%e one of nis own creatiodns,

) T . O

Smire, wo iUt ailorown Y. 1) e oowmp oo tesinary alber-
[ . )
¢,o3, vabell Wee Touni oo never lailings cource o asmusemant
(] hd
: .o . . . \ . - £ .
try moankind!'s "inpnexhaustitle foolisuness MY
5 s s . . n
Georce antayenfa, . pliloguice In kn~lani end Laver
coliloquies (New York: <(ha rle “critner's .one, 1927),
p., 142.
€ PR : : Tt o
. Jumes Sranch Catell, "The Lineage of LichrIield,
preface to the Past (New York: Rrobtert I, McPride and Company,

19Z€), p. o4. .

" Treig. .
8james Franch Gatell, Imire tn® Acceptance in the

Third Person (New York: Dcu‘I day Doran and company, 1337),
Pe .105.. ° *

°
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et do these tiny end trite comedies amuse .
you [pabell himselji]as though they were per-
formed for the first time. You find in small
human follies an unfailing zest. When the inane *
pester you, then you play at anger, unavallingly:
your brows frown but beneath them your lips_are
.smiling at the droll ways of men and women.

Moreover, 1t is not merely the foolishness and inanities of

human ex!stence tnat are comlc. From Cabell's polht of view,

though he discleims any knowledge of the plot of the univer-
sal drama, one thint is certain--in o far as man’'strives to

exceed the very severe limitations which material nature

. . ; 10
imposes upon him, he casts himself in the role of fool.

Thus, the comic is inhgrent in every pattern of human living

which departs from the opurely sentient and Iins

v

.
¥

inct!

<

ct

a2
Toe

™e Key to thle oprosition between Unamuno's tr

vl

gic

vision and c¢abell's comic vision, :rowing theou n they do

out o0f the same Intellectual so!l, it the reclatively preater

detachment of Cebell as against the passionete personal in-
L]

volvement of Unamuno, ‘mamuno conceives of nimself, 'and so

of the literary artist, as "wrestling with Sod from morning

till night,"ll as leading an impassioned though futlle

qDameéjBranch Cabell, "The Epistle Egotistical,"
Special Deliverys:s A Packst cof Replies (Mew York: Robert M.
MCErlde and Company, 1933), pP. 268

10James =ranch Catell, FTeyond Life (The ¥orks of James
Rranch Cabell, Ctorisende ed., 1B vols.; New York: Robert M.
WcEride and Company, 1927-1930), p. 18.

llmiguel de Ungmuno, "The Uepulchr
g£ssays and Loliloquies, J. . Crawlord F
York: Z~lfred f. Lnopl, 1925), o. 85,

f Don Quixote,"
h trans. (New

e O
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revolt against the life denylng forces of reason and science.12
Cabell, on the other hand, concelves of the literery artist,
and thus of himself, as, in the moment of creatlon, "upl{ft
a great way beyond mankind," from which vantage point "he
regards that lesser race with affabtlity, with divine der-
ision, and with complete understanding.“l3 From this god-
1ike -eminence, the artist has a simultanedus vision of "is
and seems," and becsuse he 1s freed from a sense of personal
involvement, he 1s free to respond to the incongruities ‘f
existence as comic rather than shock]ng or %ainful.

Perhaps this can be further clarified by again refer-
ring to the philosophy of Santayana. As was pdinted out in
the preceding chapter, cabell's concept of the perspective
of the artist corresponds closely to Santayana's concept of
the: perspective of spirit, Spirit in Santayana's definition
1{s a natural entelechy, a perfection of function, that
function belng the‘{ntui%ion of essences (1llusions, fictions);
spirit arises out of the need of the psy;he to perceive the
worlg through which it moves; consequentlyz the essences
w@ich spirit reports are gilven moral.color.14 The tendency

of spirit is, however, toward a free and irresponsible

12 L] 3
Miguel de Unarmuno, "My Religion," Essays and Solil-

oquies, J. E. Crawford Fitch trans., (New Yorks ATTfred A.
K%Top . 1925), p. 156. . . '

135ames Branch Cabell, These Restless Heads: A
Trilogy of Romantics (New York: The TLfterary Guild, 1932),
P IE%. : * .

14George Santayana, Scepticism and Animal Faith (New
York: Charles Scribnerts and fons, 1923), p. 75; and Cabell,
OP. cit., pp. 268-269. ¢




43

roaming among essences. If spirit were entirely free from
the pressures Jf animal existence, it would find its ful-
fillment in the joyful contemplation of whatever essences,

presented themselves to 1its Accordingly as a man becomes

more "spirituel," as Santayana defines the term, he approaches

a total disintoxication from animal interests and values.15
Though.pure spirit would never digcover anythinﬁ but °
essences and would be éompletely content tc dally with these,

a han of "spirituel mind,V yusing the vantage point of spirit

for the purpose of making a cri?ical survey of.life, per-
ceives not only ‘that essences (1flusions, fictlons) have
only poetic value but also that existence 1s inherently
comic. bor he perceives that man, who assumes stability,

‘1ives actually in the midst of flux:
Existence involves changes and happénings and '
is comic inherently like a pun that begins with
. one meaning and ends with another., Incongruity
i1s a consequence of chenge; and this -incongruity
becomes especially noticeable when, as in the .
flux of nature, change 1s going on at differént
rates in dirfferent strands of belng, so that not
only does each thing surprise itself by whsat 1t
‘ becomes, bhut it is continually astonished and dis-

o concerted by what 8ther things heve turned into
without its leave.+®

Or to paraphrase this.in Cabelllén térms--youth, with-all its

high-flown and romantlic pyrsult bf the ideal, 1s metamor-

phosed by such insersible degrees into something &lse

L v

. 1SGeorge Santaysnae, Platonism and the Spiritual Life
(New York: Charles Scribner's and Sons, 19277, p. o0.

16George Santayana, Soliloquieé in England and Later

Solilequies (New York: Charles Scribner's and sons, 1822),
p. lﬂ. * . [ ]
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utterly'different from what it was that by and by a man

,comes ‘to stand bewildered by hils inabili%y to*recognize his

own image iIn the glass; and at the same time, he finds

himself in possession of and possessed by innumerable things
L] L]
which he never consciously sought and which seem to have

come into his life llke changelings undetected,
Morecver, a man of "spiritual mind" perceives that

essences conceal and serve a reality quite different from

the one they seem to announce and that when they are accepted

as the Basls for action or belief, they lead to contradiction

. ®
and to impossible postures and presumptions, He sees that

the world is-constantly in imminent danger of being unmasked,

and, 1n fact, the act of perception 1s itselr a kind of

unmasking. In short, he discovers that:

The world is a perpetual caricature of itself; *

at every moment 1t 1s a mgckery and contradiction

of what it is pretending to be. BRut as it never-
theless intends all the time to be something
"different and highly.dignified, at the next moment
it corrects and checks anhd tries to cover up the
absurd thing that 1t was; so that a conventional
world, a world of masks, is superimposed upon the
reality, and passes in every sphire of human
Interest for the reality itself,

Or, again to paraphrase in Cabellian terms--man is doomed by
his inadequate Tlesh to parody his dreams, and, as John

Charteris contends in Beyond Life, )

« « « the accepted routine of 1life's conduct tends
to meke mountebanks of us inevitably: . and the

laborious years weave small hypocrisies like cob-
webs about our every actlon and et last about our

1 George Cantayana, Sclilogquies in Eng}and and Later

Solilogquies (New York: ChaTles Sceibner's and Cons, 1922), -
DPe 0O,
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every thought.l8

Considering the demonstrated parallels and similari-
ties between Cabell's world-view and Sant?yana's; and between
Cabell's notion of the viewpoint of the artist and Santaysana's
concept of the viewpoint of the spirituel mind, there 1s
surelﬁ no lmpossible in%uctive 1gap involved in substituting
artist for spiritusl mind in the preceding cognments.19

What the artist perceives, then, from his private"olympus is

that 1life is a ¢ongerles of incongruities and contradictions

that exlstence is forever suscegtible to belng unntasked and
that everywhere one 1s confronted wi;h disjunctions between
‘ends and means and with disappointed expectations; in other
words, he finds that 1life 1s replete with the crude matter of
comedy. As hgs been sald, these surprises and disappolnt-
ments if they are, so to speak, experienced from within,
produce s?éck and pain; but given detachment or "dis-
intoxication," they issue in a comic vision of life. Detach-
ment, 1t should be understood, does not rule th the possibil-
ity of affection or even of love, The anticswof a child
mimicing the maqners and gestures of adults is generelly

‘comic because of the incongruity between object and repre-

. sentation; and the parent, who genulnely loves the child,

18cave11, Beyond Life, op. cit., p. 171.

lglt is Interesting that ®even the language whic
Cabell and Santayana use in describing the qualities of
these respective attitudes, 1s parallel. VWhere Cabell
speaks of "affabllity" and "divine derision," Santayana
speaks of "tolerance" and "irony."
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.
has no difficulty in reconciling his detached appreciation
of these éomic roles with hls continuing love for the actor.
Significantly Cabell's image of the artist is not only god-
like but paternal; for hlim afrability and tenderness, if |
not love, are essential concomitants of the artist's per-
spectlive and.of his vision,

It is this detached or disintoxicgted viewpoint
that has made possible Cabell's comic vision, that has made
it possible for him, in ©llen Glasgow's words, "to look
into the abyss and laugh."zo 0f course, a comic vision of
life 1s not synonymous.with comedy. A comlc vision may . lead
to nothing more than a predisposition to laugh at life{
comedy, on the other hand, is an art form; that is, it 1s an
artificlal structure more or less self-consclously desligned
to fulfill a special function, specifically in thils case,
to convey the comic vision and 1ts attendant benefits,
Presumably, when Cabell subtitled many of his books "comedies,"
he was aware of this distinction; therefore, we must next

turn to a consideration of the nature of comedy with the

ultimate purpose of defining Cabelllan comedy.

20%14en Glasgow, "The Riography of Manuel," Southern
Review of Literature, VI.(1930), p. 1109,




IV, TI'HE THEORY OF COCMEDY

Though there appears to be great divergence of opin-
ion among the commentators on the nature of comedy,  ,when
their works are compared, it quickly tecomes apparent that
in many points they arree; and thoush the areas of disagree-
ment Iinvolve sucn fundamentsl matters as the function of
comedy, the possibilities proposed are not numerous. They

can lLe classifled unicer two or three headinrs

=g

1

There ic no Jdi

n

at

[

~ezment avout the i1mmedlate el fect

(

sousnt in comedy; that is, the arousing: ol' comic laughter

or at least of a smile which may bte considered as tentative
laughter, There is also general agreement that comedy, in
contrast to tragedy, pPresents typical situations or, in
Alvert Cook'!s terms, desls with the probable and that the
characters of comedy are either types or individuals who can
be readily clessified as types.1 Commentators since and
includins Eergson have also cenerally agreed thgt, et least

initially, the attitude aroused ty comedy is

m

imiler to the
play attitude: that is, an ettitude which leads one to
conceive of himsell and of the characters of the 8omedy as

playing roles, Under these circumstances one is not

lyolierets Llcestis, for example, strikes us as an
individusal; yet, he i% readlly classified as "the misan-
thrope." Ry contrast, the tragic protagonist is unique; he
crestes & new category imto which others may fall., Consider
oedipus and Hamlet.

47
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predisposed to take the action ofethe comedy seriously, in
the sense o} sharing the emotions of the character and of
ldentifying one's interests with those of the protagonlist.
In general ?omedy avolds stimulating strong affections, for

[ ]
these are hostile to comlc laughter, Moreover--and here

again there 1s general agreement--comedy views life from a

social point of view and 1s congerned with man primarily as

a soclal being,

Comedy, then, provides an ove;tly artificial exper-
lence designed to arouse comic laughter through the obser-
vance of types of humanity &s seen from a social polint of

.view. Thus far there is agreement. There 1s agreement too
that comedy affirms the possibllities of 1ife and ends

happily, at least from the spectator's or reader's point of

view.

Disagreement, however, becomes sharp and irreconcilable
when the question of functlon or the closely related question
of the source of comic laughter 1s raised. There is a broad
general assumption that the function of comedy s ultimately
soclal, but the exact nature of thils §ocial function 1is
debated. Basically, the various theories of the function
of comedy may be classified under, at most, three headings:
the corrective reformatory, th; cathartic and, closely
related to the cathartic, the "nitual expulsion theory" of
Albert Cook. -

Henri Bergson, George Meredith and Jamgs Feibleman are

the chief proponents of the corrective-reformatory theory.
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Bergson conicelves of the comic experience as a purely intel-

lectual experience< ’

To produce the whole of 1ts effect. . » the
comic demands something like a momentary anesthesia
of the heart, Igs appeal 1ssto the intelligence,
pure and simple. ) . :

-
T

The function of comedy for him 1s the correction of any
rigidity or inelasticlty {n men or their affairs, or;, stated

conversely, comedy strives to produce a maximum of elastic-

ity and soclability:

The comic is that side ol a person which reveals
nhis likeness to e thing, that aspect of human
events, which, through 1its peculiar inelasticlity,
conveys the impression of pure mechanism, of
automatism, of movement without life. Consequently
1t expresses an individual or collective im-
perfection which calls for an immediate correction,
This corrective is laughter, a social gesture
that singles out and represses a special kind
of absentmindedness in men and in events.

In its personal applicatlion the intention of laughter 1s to
humiliate, "to correct our neighbor, if not in his will, at
1east in his deed."¥ But more generally laughter 1s a kind
of sutomatic recoil of the mind, a built-in mechanism for
protecting society, which requlires adaptability, against
fossilizatlon in its members or in its institutions. In con-
sonance with his theory of functlon, Pergson argues that all

the sources of comic laughter may be reduced to sutomatlsm,

to the perception of something inert or mechanical encrusted

2Henri Bergson, Laughter, C. Brereton trans. (New
Yorks The Macmillan Company,.;912), Pe O

(4

SIbid.’ pq, 870 .

41pid., p. 136,
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upon life. In Bergson's view comedy is, then, on the side
of progress; for by fteeing soclety from the inert, t?e
ceremonial, the purely mechan}cal, it helps _ to prepare the
way for future growth. It is not difficult to see 1in the

background of Rergson's theory of comedy, his concept of

creative evolution.

The English novellst, George Meredithy,in hls essay
"on the Idea of Comedy and the Uses of the Comic Spirit,"
takes a position which in several respects approximates'
Bergson's, He, like Eergson, conceives of comedy as &
social corrective and argues that the comic experience is
a highly civilized and purely intellectual experience,
However, he restricts the scope of comedy even more severely
than Bergson does. Not only does he exclude humor and satire
from the purlieus of comedy but he also limits the legltimate
prey of the comic spirit to man's soclal character:
The comic poet is 1ln the narrow field, or
enclosed square, of the society he depicts, and
he addresses the still narrower enclosure of
men's intellects, with reference to the op%ratlon
of the social world upon thelr characters,
Moreover, from Meredith's point of view it 1s not mechanism

or automatism that arouses comic laughter, but rather any e

deformity, disproportion.or maifunction in the soclal
character: "Man's future upon earth does not attract it Lthe

comic spiri?]; thelr honesty and shapeliness in the present

5George Meredith, "On the Idea of Comedy and of the
Uses of the Comic Spirit," The Works of George Meredith (New
York: Charles Scribner's and Sons, 1910), p. 45.
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does."® Nor does Meredith conceive of the corrective func-
tion of comedy, as being fulfilled in the forthright ;ay
proposed by Bergson, Comedy ex?rcises a:corrective influence
because those who re;ognize the comic possibilities of social
1ifé and character®*naturally shrfhk.from becominyz the object
of comic laughter, and this 1n 1tself is a step toward
refinement. For, according to Meredith, comic laughter 1is .
dlways on the slde of common sense and, therefore, of civile
ization, Comedy,.then, in.Meredith{s view promotes the culti-
vation of the individual and reinforces the commonsense

norms upon which civilization 1s based. °*We might call
Meredith's theory corrective-normative,7 and Bergson;s

corrective-progressive.8

6ideredith, op. clt., p. 46.

7As Joseph Warren Beach has pointed out (The Comic
Spirit in Meredith, 1911, pp. 4-5) Meredith's esSay on com-
edy 1s an Inadequate shadowing forth of his own comic inten-
¢ion, an incomplete formulation of a program rather than an
analysis, The impression given by the essay 1s that Meredith
has chlefly in mind the kind of comedy of manners which
thrives upon the ridicule of social ineptness and eccentric- -
ity no doubt this impression is at variance with Meredith's
practice as a wrlter of comic narrative. For under Meredith's
menagement the comic spirit is the watch dog of common sense
sniffing out those eccentricities of soul which often’lie
deep buried in the psychological makeup of the protagonist,
However, whether we look to the well known and influential °
theory-=which is our main concern in this chapter--or to the
practice in the novels, the fact remains that Meredith 1s not
concerned, as Rergsdn apparently 1s, in liberating the forces
of progressive evolution. Meredith's "civilization" is not
something which can be defined only as 1t comes into being;
it is of the order of "nature" and can be defined and prac-
tically expressed through the exertioh of common sense which
i1s in turn ‘the express of "nature" in man. Meredith's "civ-
ilization" 1is rooted in "naturelness" of behavior and expres-

slon=-="naturalness" being understood somewhat in the normative,
eighteent? century sense,

80ne *of «the grace notes of Meredith's theory-is the
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In his bobk, In Pralse gﬁ Comedy, James Felbleman

argues that comedy performs a progressive function, 1s

inherently revolutlonary. AS might be expected, Felbleman

* .
re jects the conservatism and exclusiveness of Meredith's

theory which he sees as the consequence of artificial
restrictions forced upon Meredith by the genteel tradition.9
Not quite so expectedly Fei@leman also re jects Rergson's
theory. Though at first glance Bergson's corrective-
progressive theory appears to have strong affinities with
Felbleman's, Feibleman rejects 1it, first because Rergson's
metaphysic leads to the assumption that comedyois inimical

to the idea of system itself, and secondly, because Bergson's

theory, as Feibleman understands 1t, 1s ultimately subjectlve

in emphasis.lo Feibleman insists that comedy does not

‘criticize systems, theories and customs in the interest of
filux (Bergson's assumption) but in the Interest of a better

system, a more logical and ideal order}l Moreover, he insists

proposition that comedy is "an exhibition of women's battle
with men, and that of men with them." (On the Idea of Comedy,
p. 15) Women, he clalms, enjoy an elevated positlon in
comedy because their wit 1s generally, on the side of common
sense, and, though he does not say so, the implication

is that comedy witnesses and promotes the triumph of the
feminint spirit over the masculine. This 1s particularly
interesting in view of what we will observe shortly about
Cabell's concept of comedy.

9James Feibleman, In Pralse of Comedy { Londont
George Allen and Unwin LimIted, 193%9), pp. 114-18.

101bid., pp. 123=9., )

1l1tvid., pp. 187=8. o
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upon an ontglogical rather than a psychological or subjective
approach t¢ comedy. +He does not, wholly reject the insights
of those who have studiled the psychology of laughter, but

he insists thét.the study'of comedy must not be restricted
to thes; subjective aspects ané that ln a éompletely devel-
oped theory of comedy the subjective‘must be subordlinated to
the effort to arrive at a."realistic" definition of comedy.
In answer to his own question--what 1s éomedy in itself?=--
Felbleman concludes that "comedy. . o consists in the
indirect affirmation of the ideal logical order, by means of
the derogation of the limited orders of actuality."le The
comedian's or the comic writer's standard procedure 1is to
juxtapose what is with what ought to be, and "laughter 1s
the sudden recognition of the wide difference between what
is and what ought to be."13 1In the presence of what ought
to be, what is appears defective, limited, comic--wnich 1is
to say, 1ﬁbotent. The net rgsult, then, "of the comlic exper-
tence 1t libteration from the tyranny of the actusl and,
consequently, preparation for progress, that is, the
realization of a more ideal or logical order‘.l4 Feibleman
admits that comedy May have a romantic or reactionary
orientation which locates what ought to be in the past

rather than in the future, but he insists, somewhat arbitrarily,

12peibleman, op. cit., p. 178.
131b14., p. 191.

14Ibid. [ pp. 181-2.
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that "high" comedy derogates all past and present actuals
in favor of some future form.®

The cathartic theory of comic function differs® from
the corrective theory in its insistence that the comlc

experience 1s basically emotional, rather than intellectusal
or judiclalyand in 1ts subordination of the social.to the
Individual iﬁ defining the effects of comedy. From the view-
point of the cathartlc theory, comic laughter acts as "a
social prophylactic,"” not because it castigates or threatens
with castigation, but because 1ts effect upon the reader or
auditor is that of purgation or harmenization., For example,
Lane Cocoper in his hypothetical reconstruction of an
Aristotellan theory of comedy argues that the immediate
purpose of comedy 1g to arouse comic laughter by the con-
templation of disproportion (defectiveness) in men and 1n
things and, therby, to purge our sense of disproportion--
injustice and defectiveness--in daily life.15 In freeing us
of our sense of disproportion, comedy frees us of anger and
envy which are the emotional by products of this sense and
which are harmful to the community as well as to the 1ndivid-
ual who harbors them. Thus, the experience of comedy confers
upon the spectator or reader "an elevated calm, or tranquility

of soul, with a clear mental perspective and freedom from

disturbing emotion!1®

L

151 ane Cooper, An Aristotellan Theory of Comedy (New
York: Harcout, Brace and Company, 192:), P. 161l.

161p14., p. 182.




¢ 55

o

Tn Cooper's view, comedy maw be "a specific for
folly," not, however, because, as Meredith thought, it °
threstens individusl social aberrations with castigation,
put because it restores the mental and emotional health of
those who experience it. Comedy preserves the health of
society by preserving the health of its citizens., Moreover,

because Cooper 1s not bound to & theory of comedy as a more
or less direct social corrective, he 1s free to accept a '
troader base for comic subject matter and comic lasughter.
Though he states that comedy deals with ordinary citizens
in commonplace situations, he argues also that "an element
of the marvelous," which is tasically illogical or l1rrational,
has a place in comedy.17 Moreover, to Meredith's assertion
that the final test of "true comedy" is that it shall "awaken
thoughtful laughter," Cooper replies, )

The restriction is too narrow, Writers from
Aristophanes to Shakespeare end Mollere have
employed every sort of means to arouse laughter--
lofty wit and naughty as well,--tendigg only to
avolid what is painful or corrupting.

Willerd Smith is at one with Lane Cooper in rejecting

the corrective theory of comedy and in seeing at least part

of the effect of comedy as catharsis. First of all he argues

17C00per, op. cit., p. 200. Actually, though the
comic character 1§ "one from the number of everyday citizens,"
Cooper concelves of him as a type elther below the average
or depressed below the average for comic purposes. Accord-
ingly, he argues that one of the major technliques of comedy
is caricature, and that caricature, aslong with surprise and

disappointed expectation, is the main source of comic
laughter. *

18Cooper, op. cit., p. 80,
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that.the play attitude, which predom®nates in the experience
of comedy, cancels out the crjitical, judicial attitude
assqméd by Meredith and by Bergson.lg The.audience witnes-
sing a comedy (Smith speaks only of drama, but what he says
may be applied also to comic narrfative) may be judicial in
the sense that 1t is detached and, so to speak, sees all
around the actors, but becaus; it iIs encouraged to think of
itself and the actors as at play, it is not inclined to
exercise moral or ethical judgment, Consequently, comedy
fails as a direct social corrective.zo Yet, according to
Smith, comedy, which normally presents the spectacle of "a

man becoming the dupe of his nonconformity to the conven-

tional aspects of the moral law," results in an unconscious

fortification of the spectator's "adherence to social de=-
corum,"?l Moreover, comedy with its attitude of play and
its cormon sensc soclal point of view "acts as a catharsis
upon our over-asbsorption in self" and thereby readjusts us
to the scale of society, harmonizes us with our I‘ellows.22
Unlike Lane Cooper, however, Smith conceives of the cetharsis
of comic laughter as less exclusively the purging away of

disturbing emotions,

Physiologiceliy what accomﬁhnies the emotional
release of energy is a preparation of the organism
for vigorous action, The released energy is not

19i11arg Smith, The Nature of Comedy (Boston: The
Gorham Press, 1930), p. 38.

201pid,, p. 813 2l1p14., p. 8.
221b1d., p. 131.
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wasted but redirected, . . by cerebral activity.
Laughter so considered‘is no longer a safety-

valve, a mere blowing=-cff of potentially dangerous
nervous energy, but a means of introducing harmony into
the individual character of map., Comedy,of any

kind thus becomes a meens of harmonization.23

The experience of comedy, then, having purged the spectator
of his self-consciousness (over absorption in self) and

heving wrought a harmonization of his character, leaves

him unconsciously disposed to "tackle the first moral

problem thet confronts him, in a manner less personal and

more objec'(:ive."z4

Closely allled with the cathartic theory of comedy
yet independent and unique in emphasis is Albert Cook's
concept of comedy as "ritual expulsion.," According to Cook's
definition, the perspective of comedy is that of the probable:
that is, comedy accepts the norms of probable soclal
experience and ridicules any individualistic deviation from

these norms,

The individueslist may be equally a drunkard,
a satyr, an aristocret, a saint, or an artist;
in any cese, non-social abnormality 1s expelled
from society by laughter, In this sense laughter
1s superiority, though always the superiority ’
of the group which follows the mean over the ab-
normal individual whose excess it constrains, 29

The fact thet this "expulsion" 1s conceived of as "ritual

expulsion" underscores the idea that the comic experience

23Smith, op. cit., p. 169,

241414,

25Albert Cook, The Dark Voyage and the Golden Mean
(Cambridge: Harvard University Press, 1949), p. 39.
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does not lead to action but is merely the confirmation of

pre-existing attitudes, The normal pattern of comedy 1s,

as Cook describes 1it, "the abnormality of the parilah, his.
expulsion by normal soclety, Jjoy of society.."26 In the
instances in which the abnormality of the parliah expresses
thé spectator's or reader's own secret desireg and foibles,
the ritual exp;léion of comedy provides a purgation of guilt
which, paradoxically, may readily result in a renewed will
to sin.27 All in all, in the light of Cook's theory, comedy
emerges as conservatlve or even resctionary in function
rather than progressive,

Both Feibleman and Cook, though they are divergent in
practically every other respect, recognize the existence of
more than one kind of comedy, and both single out for
special treatment a particular form of comedy which is in
fact an extreme modificatlion of the basic comic pattern as
they concelive it. Felbleman talks of "divine comedy;"

Cook talks of "serene comedy." "Divine comedy" is, according
to Feibleman, like other comedy, critical of actuality, but

its criticism is more "diffuse." For "divine comedy" takes

gs its subject the totallty of the "finite predicement" and

discovers a logic in actual events which implies that the

actual serves or is gropling toward the ideal. Moreover,

n"3qivine comedy" ‘enters into the private perspective and

EGCook, op. cit., pe. 175:

271vid., p. 45.
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discovers that public failure 1is often private success and
. vice-versa, The obvious example of this sort of comedy is
Dante's Divine Comedx.28 "Serene comedy" differs from

. *
normal comedy in that it treats of the "wonderful" (in

Cook's theory the appropriate suPJect matter of tragedy) and
reverses the normal cdomic pattern, Instead-:of bullding up

to the expulsion of the pariah, it begins with "the.expulsion
of “the self-searcher," continues with his adventures in the
wonderful and ends with "his rehatbtilitation wlth new krow-
ledge into the control of sbciety."zg The main examples of

this sort of comedy are The 0Odyssey and The Tempest.

Both "divine comedy" and "serene comedy," as presented
by their ;éspebtive analysts, encrcach upon the domain of
tragedy--"divine comedy" by abandoning the social perspec-
tive for a perspective that 1s simultaneously personal and
cosmic; "serene comedy" by subsuming the reslm of the
"wonderful"--and both make a near approach to the function
of tragedy.

This rather lengthy preamble in the form of a survey
of the various theories of comedy is not designed.to provide
a plgeonhole or pkgeonholes into which Cabell's idea of
comedy can be fltted, nor is there any intention of trying
to reconclile contradictory views or to decide relative

merits, Rather the purpose of the survey.is to provide a

28Feibleman, op. cit., pp. 1l12-116,.

. 2900k, op. cit., pp. 174-175,
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background against which Cabell's idea may be more clearly
and efficiently Qefined. .

From what has.been said about Cabell'ss world-view,
it should be fairly obvious that, whatever his idée of
comedy may be, he %; not 1llkely té look to cqpedy as a
corrective in either Bergson's sense or Meredith's,
For Cebell flux is merely the necessary and inevitable cont
dition of the comedy of existence; it is not, as for Bergson,
a positive good. From Cabell's point of view comedy may be
said to capitalize upon flux but hardly tc function in 1its

1nterest.30 For Cabell finds no assured promise of progres-

sive evolution in' the flux of nature, no assurance that the
stream of time flows toward the new Jerusalem, and flux in
relation to the individual human life 1s morally ambiguous,
being simultaneously good and evil according to the polnt
of view assumed.

As for the fear of becoming the object of comic
laughter, a fear upon which MereditH beses his belief in the
corrective effect of comedy--Cabell's point of view affords
it 1ittle weight, Only in the narrow social perspective of
ﬁeredith's theorx, thich accepts the norms and values of
"common sense civilization" as good if not absolute, can such
ge seen as salutary,

In the more or less cosmlc perspective

of Cabellian comedy, the alternative to folly is less

3056 Chapter 11, pp. 27-28,
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attractive, Man ma& play the fool, or he may aceept his
1imitatlions, sacrificing to common sense and routine all of
[ ]

his dreems and aspirations, .and livfng in consequence a

stunted, nerrow 11fq.31 Moreover, even 1if he chooses te
make this sacrifice, he cannot hope to escape the c;ts-paw
of the ironist, for he merely exchanges one set of {1llusions
for snother, In the end Queen “tultia of Philistia aqg her
adherents are as much the objects of irony and or comic
laughter as Jurgen and Manuel ever ares Furthermore, the
self-consciousness which Meredith counted upon to ?estrain
men within the bounds of common sense suggests to Cabell.
quite other possibilities. As he views khe matter, self-
consclousness opens the possibility of self-appreciation and
applause and so may encourage rather than dissuade man from
his ancient comic routine.>?

‘whereas for Meredith the comilc arises when man,
measured by the common sense norms, grows disproportionate,
for Cebell, as we have Sseen, the comic is imminent in all
exlstence; it is a dye that stains the'wpb of exlstence
through and through. The perception of this comic aspect of
all actualdty is a matter of finding the proper perspective,
Such a view quite naturally leads to a l}beralization of
Mereditht's theory of the proper mode and subject matter of

3ljames Branch Cabell, Beyond Life (The of

Bilograph
Menuel, Storisende ed., 18 volumes; New Yorks Robert M, —
YoErlde and Compeany, 1927-1930), p. 18. .

«32 7ames Branch Cabell, "The Lineage of Lichfield,"
Preface to the Past (New York: Robert M. McBride and Company,
I336), P. o6.
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cemedy., The comic artist has all times and eall puman .
experiences and concepts to play with. ﬁe 1s nv. longer
confined to the "enclosed square of his own society," nor

is the means by which he arquses cemic laughter any longer
restricted bty concegftions of cultivation and decorum. AS

a mattercof practice Catell does not shun any of the.mﬁny
techniques for arousin- comic laughter, To shun any partic-
ular comic mcde or lorm is after all to miss part of the

comedy ol exlistence,

war from enllstings comedy exclusively in the service
ol common sense, Calicll conceives of one ol the posscible,
legitimate functions of literature in reneral as the vicarious
. s - 0] .
evasion or breakinzt o! t;aboos."3 In discussing the signif-
icance of the rogue character in literaturs, Cabell states:
Everywhere, in fine, this or that pleasant
action is forbidden or in one way or another
restricted; and man, upon the verge of actual, sharp,

zestful enjoyment, is brought up short by a taboo
of his own invention.34

The appeal of the rogue--for example, of Tyl ylensplegel--is
that he, according to Cabell, olfers the reader an opportun-
ity to escare momentarily from hic innititlons end repressions,
Cabellt's extensive use of phallicism end double-entendre

as well as hic uge of the rogue character may be seen as a

response to thls concept, thou~h, as we shall see, in the

_35James Tranch Cabell, traws and Prayer-books (The
Works :of James Eranch Cabell, Jtorlisende ed.,, 18 vols.; New
York: Robert i, Mctride and company, 1927-1930), pp. 75=83.

347rid., p. 82.

a
¢
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context of his fully realized theory these devices come to
have additlonal and more fundamental significance. )

. At this point Cabell's thought seems to parallel
Freud's, but Cabell's concept of comedy 1s not ultimately
Freudian. Comedy, for him, is never merely the toppling

of taboos. This 1s not to say tpat I'reud's concept 1s

‘ merely this eigher. Actually Freud does not present a
complete theory of comedy?! In exploring the psychological
bases of the major forms of comlic laughter, he depends
largely upon jokes and upon what Feibleman calls "informal
comedy, accidental humor, accidentally appreciated." . The
point is, however, that Cabell recognizes some of the same
bases and, because of his broader view of the nature of the
comic situation, 1s able to explolit them, to find employment
for the comic spirit outside of the rether arbitrary limita-
tions lald down by Meredith and others.

Yet, there 1s & sense 1n which Cabell may cleim ser-
vice along with Meredith and Moli8re under the aegils of
Aesred, goddess of common sense, compronise and the wisdom
of the middle way. When we prote Cabell's thought deeply
enough we fall upon paradoxes which can be resolved only in
the 1light of & synthesis of his thought which he does not
make for us, Here we have one such paradox, Cabeli claims
that the creativé writer (the comic writer is, of course,

included) "plays with piety:"sshe evades and violates the

36Cabell, Straws and Prayer-Books, Oop. cit., ppe. 73=

109.
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taboos of society, all of which are sacred to Aesred, and

"leads one more desperake sortie from the routine of
existence." TIn other words, the writer raises a revolt
against Aesred, the wélight and power of whose redgn is

largely felt in the weight of daily routine and custom. The

direction which Cabell's own sorties take is into the realm

of fantasy, symbol and myth. Still, Cabell is not being

wholly facetious or ironic when he clalms that:

Throughout the last some and twenty years, 1ln the
while that my more temerarious fellows have with
untiring typewriters assailed and derlded her
notions, I have written on sedately in praise of

monogamy in Jurgen, and of keeping up appearances
in rigures of kEarth, and of chastity in

Somethin
about Eve, and ol womanhood in Domnei, and of
Tellgion in The Silver Stalliont and indeed
throughout the bulldIng of the Blography I have at
every instant upheld, in my own unpresuming way,
all that Aesred endorses as the more comfortable
fetishes for a man to belleve in,36

Insofar as this is ironic, it is ironlic because 1t elabor-

ates a half-truth which implies the other half, but the half-

truth stands, The typical Cabell hero--Jurgen, Gerald Mus-

grave, Florian de Puysange--ultlmately does come to terms

with actuality and does submit to Aesred.

A similar and closely related paradox 1s that probed

by Granville Hicks' somewhat peevish question--If Cabell

believes that men need their iliusions, why does he spend all

of his time destroying those 11lusions?37 Willigm Parker is

36James Branch Cabell, These Restless Heads: A Tril-
ogy of Romantics (New York: The Literary Guild, 1932), p. 160.

37sranville Hicks, The Great Tradition (New York: The
Macmillan ‘Company, 1933), p. 2
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involved with the same paradox when he fingds-it bewildering
"that whille he [pabeli] is pralsing the efficacy of & dream-
dqﬁial of reality, he is constantly giving the reader a
sense of that reality."38 Everywhere iﬁ his works Cabell
Insists that man's sanity.and survival depend upon certaln
dyhamic 11lusions which help him to avold becoming aware of
his trde situstion in the universe., Moreover, Cabell states
in more than one place that the function of the creative
artist is to second the work of the demiurge by creating
yet other attractive illusions, to present things as they
"ought to be" and thereby to mak: avallable to the reader an
ideal world. Yet, in practlce Cabell does not ever allow the
reader to escape for long into a world of Illusions; every
illusion which enters into Cabell's comedles~-whether 1t be
ideal beauty or justice or holiness--is subjecied to the
searching light of irony, in which light it is shown to be
substanceless or an all but transparent vell masking an
unexpected but quite protable actuality. Thus, the romantic
pursult of ideal beauty, symbollzed by the beautiful woman,
ends in the embrace of flesh, the begetting of children and
perhaps in marriage. ]

There i1s a strong temptatlion to selze upon one term
of these paradoxes and to 1lgnore the other. Having noted
the fact that Cabell 1s an ironist, it 1s tempking to con-

sider his works as simply satires upon the vanity of human

58william R. Parker, "A Key to Cabell," The Engllsh
Journal, XXI (June, 1932), p. 437.
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wishes end to concur with Maurice Le Freton's conglusion:
Effleurant tout, sens jamals insister, il

dégonfle *eu passcare les vanitds, ramdne les folles
au bon cens, depouille prestement. . . l'egoisme
humain degs voiles de lthypocrisie, et mettant
lthomms a nu pour le punir de son orruell, 11 se
donne lec malin p13151*,.pour 1'humilier, de le

. donner en spectacl-, l'espace g'un momant, aux
dieux ironiques de 1'Univers.

Seen rrom this point o view, the pattern of Cabellian
comedy, despite (nbell's often repeated pronouncements in

favor of the dream-denial of reality, would ceem to fit

willard ‘mith's definition of comedy as the spectacle of "a

man tecoming the dupe of nis own non-conformity." There 1s

a limited truth in this; Jurgen, Wlorien de Puysange and

Jerald Musgrave are in a certain sense iuped by, or at

least in spite of, their nonconfeormity, Tut nonetheless the

definition is too narrow., For = reasocnably close reader

cannot felp tecomin- aware of what Michaud has pointed out:
. -~ . .
Les reveurs qu'il met en sceéne finissent, il est
vrai, en JouuwpoAnté ais 11 n'ont pas ltair de

recretter leur voyage c¢t, la fervsur avec laquelle
ils se 1lu rappellent, on sent toujours en eux des
songeurs impénitents,40

©w

L‘

ul

Tha simple formula ol

the duped and exposed nonconlormist

will not cover the facts. The Cabellien nero 1s impenitent,

and even more cignificant, though hc may bte the dupe of his

nonconformity, he is also rewarded ty it, Il the comedies

end with "ell is vanity," they slso end with "much have I

[
S9vauric ce Le Proton, "James Franch Cabell, Romancier,"
Revue Anglo-Américaine "(Februdry, 1934), pp. 230-231.

40Regis Michaud, Panorama de la littérature améri- °
caine contemporaine (Paris‘ EditTcns Kra, 1926), pp. 179-180.
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travelled dn the realms of gold" and "the mind is its own

place,"

Moreover, Cabell's most overt and mordant satlre 1s
reserved fhr those who conform too closely,-.who narrowly
restriet the scope of hnm;n living in the interest of prﬁdish
taboos and tHe fetish of practicality. In the story of

Prospero in Tﬁese Restless Heads, Ariel is presented as

something of a fusion of the spirit of romance with the comic
spirit out of Meredith, It is not, however, the pariah
whom this spirit derides but rather the dull citlizens of
Milan who are dead to the "winds blowing out of the isles of
wonder" and Prospero himself, the apostate artist who has
turned practlcal statesman.41

Actuslly, for all the difficulty which they create, these
paradoxes are to a large extent resolvable; the confusion
which they occaslon arises from a too narrow definition of
irony and a too thoroughly conventionel notlon of disillusion-
ment., For example, when ilicks complains that Cabell destroys
the very illusions that in theory he belleves desirable, Hicks
is apparently assumlng that irony destroys its object or
that irony, by attachling value to the opposite of what is
apperent or asserted, thereby empties that which 1is asserted

or apparent of all-value and significance.42 This may be

4lj3ames Branch Cabell, These Restless Heads: A Trilo
of Romantics (New York: The Literary Gulld, I1932), pp. §-¥8

4250me such concept of irony seems also to underlie the
corrective theories of BRergson and Felbleman; for both theor-
ists the perception of an Incongrulty leads to the complete
devaluation of one of the Incongruous elemgnts,
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true of sarcastic comments and of the familiar lhverted
comments on the weather, but th;t it is rlot necessarily true
of more complex and sophis%icated i?ony is readily demon-
strated by reference to so well known a work as Swift's
"Modest Proposal," Thé irony in the "Modest Proposal"

arises initially from the obvious dlscrepancy betw;en tone
and subject matter, and the’ reader quickly concludes that

the speaker ‘must mean the opposite of what he sa}s. Yet,

at a deeper-~though still ironic--level it 1is abparent that
the proposal is no more cruel than existing practices, and,
therefore, what the speaker says about the modesty and the
mercifulness of his proposal acqulires a certain valldity.

At least, if the reader 1s willing to tolerate exlistling prac-
tices, he has no rational grounds for recjecting the speaker's
suggestions as inhuman, The speaker's assertions are
simultaneously true and not true depending upon which system

of values they are referred to.

In The First American Gentleman Cabell himself takes

an opportunity to complain of this common misconceptlon

about the nature of lrony:

"So why, my dear, Luis, do you need to keep on
saying the opposite of what you mean, at this hour

of the night when we both ought to have been in bed
long ago?"

"You mistake me, my dove," returned Don Luié, as
he took.off his jerkln, and began to unfasten his
codplece resignedly, "if but because no true-born

American has ever ventured to distinguish between
the ironist end the idiot,"43

43James Rranch Cabell, The Flrst American Gentleman
(London: John Lane The Rodley Read, 1943), p. 48,

*
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Moreover, in the i{ntroduction to Quiet Please Cabell puts

into the mouth of Professor Flug & commentary on lrony

which, despite Flug's pompous and pedantic style,is largely

valid and which at any rate suggests Cabell's understanding

of 1rony.44 Among other things, Professor Flug states:

"Irony, as your art well reveals, Mr. Cabell,
proves that any assertion ‘is dogmatic and one
sided, and vulnerable to contradigction, Irogl>congures
a bipartient vision of reality, however, and thereiore
The TronIst, T contend Is the only rational artist,
with his grasp of reality's double value, he alone
{s able to whittle man down to nis proper size and
place."4 .

Cabell makes no reply to Flug's sellf-conscious monologue.
Approprietely and symbolically Cabell represents himself as
wholly absorbed 1in conservation with a bust of hils own head;
the artist nas no need of the abstract theory which is
1ikely to be in-some degree & falsification and which in any
event cannot be substituted for the thing 1tself. Yet,
in the light of Cabell's earlier hit at the popular mis-
apprehension of 1rony, it is'not difficult to see Flug 8as
a convenient means of getting saild something which Cabell
feels needs saylng, in his own defense if for no other reason,
Irony, Flug says, "conjure$ a bipart}ent vision of

reality;" the ironist presents "reality's double value."

44It is protably falrly safe to consider Flug as
another one of Cabell's numerous masks. Cabell professes
a distrust of theories dealing abstractly with technical

. aesthetic questions; therefore, he rarely toucies upon these,
any more than upon metaphysical questions, without assuming
. a mask,

45James Rranch Cabell, Quiet Please (Gainesville,
Florida: University of Florida Press, 1952), p. xx. (The
italics are mine.)
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Irony, then, is not a /matter of saying the opvosite of what
.15 Teant; 1¥ ls a means of saying more than one thing at =
time, It exposes the double value of reality--the dream
interpretation and the actual. From this point of view (and
the point 1s that this 1is spparently Cabell's intention) the
irény to which Cabell subj;cts human illusions does not
destroy those 1llugions or drain them of their value; it
nerely detdches them from the actual, For example, the
"beautiful woman" may be said to be a momentary fusion of
the ideal and the actual, and for a time the pursuit of her
may become identlcal with the pursuit of 1deal beauty, but
ultimately it becomes apparent that the fusion 1is extremely
unstable and that the pursuit masks the sex drive of the
primitive psyche which finds its satisfaction in physical
unlion. The perception of this 1s ironic; however, it does
not invalidate the concept of ideal beauty or the longing
which men experience for 1t, It merely demonstrates that
man participates in more than one realm of teing, an ideal-
f1llusory reelm and an actual-physical realm, and that only
temporary and imaginary conjunctions can exlst between these
realms, In their own realm these ideals or 1llusions retain
all of their attractiveness and potency--go discovery which,
for example, Jurgen shares with Plato and Santayana.
The misunderstanding of the function of irony in
Cabellian comedy lles at the root of another misunderstanding
which is revesled in the generally *inappropriate designation

[ ]
of Cabell's comedles as comedles of disillusionment., To
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.call Cabellisan. comedy a coniedy of;disillusionment may be
useful, provided the term, disillusiénment, is carpfully

defined so that it does not carry the'pure]y conventional

connotations, Ordinarily d%ﬁillusionmeﬂt is vagueiy con-
celved of as a negative psychologlcel state in which ell
value is denied, a state leading to cynicism and assoclated
with embitterment., No doutt as a description of disillusion-
ment as a purely emotional experience in the absence of
philosophy, this definlition may be accurate enough, but how
such a state can te frultfully assocliated with Cabellisn
comedy is not clear. Certeinly the reader is not left with

the sense of either havirpg participated In or having witnes-

sed an embittering experience, Excluding brief moments of

pathos, he has been amused by the whole spectacle, As for

the comic protegonist--while it is true that he is "dis-

seppointed," he is not embittered, he does not regret his

voyage into the wonderful. At the end both Jurgen and Gerald

Musgrave ‘realize that they have been trlcked, and they are

momentarily saddened by the knowledge. They are not, however,

overwhelmed by 1t. Very qudickly they adapt themselves to

their new situation: Jurgen by turning his romantic imagin-

atlon upon his actual domestic errangements end Gerald by

substituting different and generally more acceptable 1illuslons

for those which are no longer accessible to him,

Used in & different sense, however, the word

disillusionment may be meaningfully applied to Cabelllan

comedy. Disillusionment may be associated with freedom from
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delusion, delusien being-the search for®theeideal embodied *
in the actual. Such freedom is both the source and the gift
of the iqonic double-vision which percelves simu}taneously
the 1fmited sctual world and the world of ldesls (11lusions)
which man futilely attempts to realize in.thé actual, It
denies neither world; it merely declares them separate and
incompatible, In the sense of freedom from delusion, dis-
${11lusionment may be ssid to be a state of mind roughly
approximating the "jisintoxicstion" which Santayana sees &S
the fundamental requisite of the "spiritual 1ife" and the
primary attribute of the "spiritual mind." Understood 1n
this way, disillusionment does not embitter and lead toward

cynicism; on the contrary, it leads toward self-knowledge

and self-transcendence,

The relationship between irony, disillusionment, and
the spiritual point of view may be stated iIn this way.
Disillusionment, understood not as a peinfully negative
psychological state but as a state of disintoxication, is
the producf of the ironic double=vision which is in turn the
gift of the spiritual point of view., As has several times
been noted, Cabell conceives of the creative writer in the
moment of creation as spproaching something very much like
Sentayana's viewpoipt of spirit., We may go further and say
that the creative writer insofar as he follows the natural

bent of spirit and looks only to the world of ideal essences
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(11lusions) 1s = romenticist,46 Insofar as he consents to
look down from his lofti height of spirituality upon actual
existence, he is the comic writer., Now the conlic writer,
like any other writer, insqgfer as he is successful, cqgates
a work of a;t which makes 1t possible for the reader to
"experience" the writer's point of view and, consequently,
to share his attitudes., Having grentéd this, it is then
possible to deduce what Cabell's concept of the function of
comedy is: to make accessibie to the reader something very
like Santayana's spirituel point of view and the attltudes
attendant upon that point of view,

Once we have clarified the nature of irony and of
disillusionment as these terms are applicable to Cabellian
comedy and have grasped the function of Cabelllan comedy,
we can easily resolve the paradoxes upon which we stumbled
earller, It becomes clear why comedy which ultimastely 1s
seid to support Aesrqd should initielly raigg a revolt
against her, should.plsy sc¢ lightly with her taboos. For
if one submits at the ocutset and without question to the
rule of Aesred, then he is dgbarred from the spiritual point
of view and, consequently, becomes the prey of hundreds of
smug, complacent little delusions which end by désiccqting

the soul. Absorbed in routine, ﬁearing the blinders of

custom and living wholly according to what is expected, one

46Cabell, Beyond Life, op. cit., pp. 263-264; and
George Santayana, Soliloquies in England and Later Solil-
oquies (New York: ~Charles Scribner's Sons, 1922), D. 2.




*74

sufifers the thyarting and repression of both his.spiritual
and his animal natu}e and v?guely feels himself to be .the .
butt of some cruel practical-joke, the point of which he
does not quite see., "There 1s laughter overhead, but it

.is very far gway." Life 1s experienced, then, as pain

and frustration or as the dead weiéht of ennui, Therefore,
some initial revolt against Aesred is necessary 1f man is to
achieve that total and detached vision of himself and of the
universe which alone can be the btasis of & more or less
painless, 1f not joyful, acceptance,

For Cabell comedy 1s apparently both the means of
vicarious revolt and the means of ultimate acceptance, On
the one hand, Cabellian comedy plasys with taboos, both
violating and evading them, and the comlc protagonist hime-
celf i1s a rebel who cerries the reader with him beyond the
limitg of the acceptable and often, especially in the later
comedies, into the realm beyond common sense, On the other
hend, ironically enough, this revolt in the end actually
serves Aesred's purposes, a fact which, if the evidence of
Jurgen 1s to te trusted, she knows full well, The flight of
the comic protagonist into the wonderful, which is actuslly
a search for the "real" object to which his ideal refers,
teaches him that idesls are illusions and that any seeming
embodiment of them merely masks the probable reality from
which he .has fled, Continued flight, then, 1s fruitless,
Moreover, the comic protagonist, in comedy after Eoﬁedy,

‘discovers that there is, whether he likes it or not, a large
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part of his own nature to which the ministrations ., of Aesred

L
are priceless,

As.for the-reader--shariné with the author the
spirituel point of view, he sees the whole action in the
light of irony with its "bipdrtient vision of reality"
which holds the ideal and the actual in a comic juxtaposition.

) He 1s, so to spesk, raised to the gallery of the gods;
sharing their detachment, he jolns in their laughter over the
comic delusions of man, At the seme time, in so far as the
reader feels any identity of interest with the comic‘protag-
onist--that is, in so far as he views with sympathy as well
as with lrony--he is placed in the position of the man who,
though he has been the butt of a practicsl joke, sees the
point and joins in the laughter of the perpetrators, 1In
the case of Cabellian comedy, the joke is a cosmic and
inexoratly repeated joke; but just as the victim of the
practicel joke, laughing at himself, may be said to be
harmonized and reconciled with his conditions and with his
fellows, so man, the victim of the cosmic joke, when he
laughs at his own predicement may be sald to be reconciled

and harmonized with his own nature and with the structure of

the universe.

For both the comié protagonist and the reader the

result may be sald to be "disillusionment."?7 In this state .

4gThis refers merely to the reader's state of mind
during the time that he surrenders to the comedy; there Iis

no intention, of course, of attributing to the comedy any
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of mind it becomes possible to acknowledge the power and to
submit to the reign of A%sred without the sense of unwonted
compromise and frustration., For, being free from delusibn,
one perceives the ultimate-futility.of rebeilion and of all
action; he understands that man perforce lives in two
eternally disjunct realms of being. Moreover, in his detach-
ment he 1s able to accept the duality of his own nature,
recognizing that while the human spirit finds 1its fulfill;
ment in the contemplation of the ideal, it 1s all the same
dependent upon an animal 1ife whose objectives are quilte
different and that the compromises of Acsred are the best
bargain man cen make, Coming to terms with Aesred 1is also
rende?ed easier beceuse the recognition of the limitations
and radicel imperfection of all existing things leads, to
borrow the words of Milton K. Munitz, "to a willingness to
conform to whatever social conditions happen to prevsail,
since some allegiance, even when it is a matter of mere
custom or habit, 1s necessary for one who would be a member
of & given social group."48 At the same time, the reader
as well as the comic protagonist percelives that dreams and
ideals ere to be valued in themselves and that they can be

permanent or fundamental change in the psychology of the

reader, It seems more likely that some degree of disill-
usionment in the coenventional sense may be requisite ‘to a
full appreciation of Cabelllian comedy.

48Mi1ton K. Minitz, "The Spiritual Life," The Phil-

osophy of George Santayana (New York: Codumbia Unlversity
Press, 1939), p. 102.
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[ ]
preserved in their surity only in the realm cf the imacin-
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atlon. There they are clways accessible to the lmaglin-
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comedies or iIn his expository writings--does Cabell suggest
that ,what ought to be can exist outside of the realm of the
imagination or of art. Moreover, though Cabell would presum-
ably agree with Felbleman's description of the basic cemic
situation as involving an unmasking of the deficlencies and
limitations of the actual,so'his conception of the basic
vattern of the comedy.of human 1ife, as we shall see later, .
explicltly rules out the possibility of allying comedy with
the forces of progress, And again--Cabell would also
presumebly agree that et lea . .ne of the functlons of
comedy is "to lay bare the fictions...of every day 11fe;"51
not, however, "with a view to founding that 1life more firmly"52
but rather with the vlew to understanding the role of fictions
and perceiving the Inherently comic nature of existence, At
most Cabell's exposure of the fictions of daily 1life is
in. the interest of a wider field of fictions.

The fundamental reason for this divergence is that the
perspe;tive of Cabellian comedy is not, as Feibleman assumes

it must te, basically that of the ideal, It is, in fact,

ngturalistic. Theoretically the spirltual point of view is

5OThe basic comic situation in Cabellian comedy might

be defined more specifically‘as a penetration of appearances,

revealing wholly elemental and protable things masquerading
ad ldeal or wonderful things, . .

Slrames Felbleman, In Pralse of .Comedy (Londons:
George Allen and Unwin LimIted, 13397, D. 92. Cf. Cabell's

introduction to %uiet Please (Gainesville, Florida: Univer-
sity of Florida Press,

52relbleman, op. cit., p. 92.
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defined by detachment or "disintoxication" which® makes
possible a mo;e or less objective and total view of the

probable structure of the unliverse and of the human condition.

The structure revealed might fit any of a number of possibll-
ities, but it 1s clear from our earlier discussion of Cabell's
world-view that for him as for Santayana the naturalistic
interpretation is the most acceptable one. Now, the natural=-
istic Interpretation leads to an acceptance of the structure
of things as more or less irremediable. It results in the
breaking up of the world as man experlences it Into irrecon-
cllable realms of myth and of material force; and it posits
no future,.hesavenly or earthly, in which the i1desl may be
reallzed except poscibly in part and by accident beyond
human control. The naturalistic perspective makes it possible
to discover the defectlveness and lnadequacy of existing
things by presenting them in relationshlp to something more
deslrable, closer to the ideal; but it obviously leaves
little room for the idea of progresé, unless one is willing
to define progress purely in terms of the growth of soclal
Justice and of ephemeral social institutions. o far as
Cabell is concerned, however, such progress is more apparent
than real. For Cabell human life remains pretty much the
same under all conditions, It may be more or less rich in
imagination and emotion, but its basic pattern does not vary
in essentlals,

It 1s perhaps worth digressing briefly at this point
by vay of anticipating and disposing of a possible misunder-

standing. If one examipes Cabelllan comedy in the 1light
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of Feibleman's theory, he is almost certaln to be tempted

to classify it as "romantic comedy." According to Felble-

man,

The romantic consists in a partlal identifi-
cation of interests with lost or perishable
unique actuals., Since these must soon belong to
the past, romanticism lmplies that perfection lles
or should lie in thé past rather than 1n the
future. . . » Romantic comedy points out that
though passing actuals should have been better
than they were, they were_better than what has
taken their place. . .53

Roth Cabell's repeated pralse of the "romantic" and the
importance of the magical region of Antan (yesteryear) in

The Riography of Manuel may seem to justify such a claslif=

ication, However, Cabell.is very careful to meke his
reader aware that the tendency of man to identify the ideal
with an indefinite segment of the past is the result of
man's mythemaking imagination which deals ruthlessly with
past actualitlies, reshaping them in conformity with man's
jdeals and dreams, In other words, the glow of ideality
which surrounds persons and events ol the past 1g the out-
right gift of the Imagination and never was theirs in fact,
This Cabell makes clear in the first two books of The

Biography of Manuel--Figures of Earth and The Si'lver Stal-

lion. These two books taken together gradually build up the
ironic discrepancies not only between Don Manuel's life as
he intended it and as he actually lived it but also between

Don Manuel's career as his assoclates witnessed it and as

53peibleman, op., clt., p. 183.
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the adherents to the cult of Manuel came to interpret 1t.

Similarly, The High Placg and "The Wedding Jest" cast an

ironic light bag¢k over the romantic Domnel, reveallng an
impassable gulf between actuality and legend. The quest of
the artlst who undertakes to liberate Antan from the tyranny
of Mgster Philologos 1s a somewhat different matter, but

the important thing here is that this 1s not a quest for the
recovery of an actual segment of the historical past but
rather for the liberation and revitalization of the myths
and legends, the ideals and dreams of mankind. Antan, like
the wholly fabulous ppjictesme to which Felix Kennaston
manages "to return," is purely a realm of the imagination,
out of time and out of space,

If Cabell's idea of comedy is to be classified under
either of the two traditional headings, it clearly belongs
with the cathartic theories, providing catharsis 1s under-
stood as Willerd tmith uses the term--the purging away of
selfishness, "effecting an elevation ¢f men's consciousness
from the personal to the impersonal plane."54 Fdr Cabell,
however, this 1s not simply an emergence "from the personal
into the social plane" but rather an emergence from the
personal into what we have called the "Spiritual" plane., The
reader of Cabellian comedy is not merely watching a man

become "the dupe of his own non-conformity" but 1is watching

e §4Jillard cmith, The Nature of uomedy (Boston- The
Gorham Press, 1930), pp. 170-172.
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man become the dupe of his delusions, playlnc amusingly

-

enouch his role of comedlan sna fool of the universe.55
®
Yoreovery the reader comes not so much to understénd the

L]

rational structure ot

}_“

-oclety (thourh thie mny Ye an inci-

dentel by-produch) as to understand the corplexity of hig own
nature,' its contradictory needs end conflicting elements,
and to see with clarity and detschment the possitilities

which life affords fcr the catisfection of these desires &s

w3

well as the limits that are fet to thelr fultiliment

Thoucr he cees that tor the pomantic idenlist life must always
Le unsetisfactory and must end in failure, he in hkirs moment

of rell-transcendence undervstands that

The mishsps, the exredicencies, the merry solutions
oi" comedy, in which everytody =cknowledres himself
reaten and deceived, yet is romehow happier for
the unexpected posture of qf1a¢vc, Yeloni-c to thre
very texture of tempora al bveinec., o o o And if peovle
repine at tlece mls "haps, &nd retel araninst these
solutions, it is only tecausc t: el Sou1° are
less plastic _end volatile thon the Jencreal
flux. « .+

c
¢
)

Thus, for the moment the reader Lriumphis cver all that from
an exclusive, saltisn point of view would be painiul. He
is prepsred to te amurcd by lifu, accentlng his rotel

complex nature tut not expecting actuality Lo assune any

formethat will be wholly satisfylng.

. 55James rranch Cabell, "The Lineage of Lichfield,'
Preface to the Past (New York: Rotert M. McFride snd Com-
pany, 1966), D. O3,

963¢crge Camntayana, “oliloquies in Encland and Leter
quies (Wew York: Cie [cs Scrioner's cons, 1992),

ol
2
R

i1l
D. 14

0
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L]
Comedy which seeks to orovide for such moments of

self—transcenience obviously exceeds the 1imits 1aid down,

.
by willerd “mith ar well as Yty Lane Cooper tn the develop-
ment of their cathartic theorles of ccmedy., It alms not £o0
much at the harronization of men with his fellows as at the
nermonizetion of man with thie universe and of the conflicting
elements within mon's own nature, nnd, therety, it Lrespasses
uvon the purlieus ol trarcedy and approaches an identity.

. .

"his brealidown 0l s ucur 1l o dletinetion etween the

» .

supetlon of comedy ond U9 function of tracedy doer nel,

o course, im»ly tne nlgence of £l distinction, It irf sig-
v{ficant tnat ntell 2 rot Styven Lo tiscussine nhe Uunctlon
ot literaturc under the coteroricel headings ol comedy

and tregedy. 11 literature vme oor him a common function;

yut, at the seme time hwe does implicitly reccgnize at lenct

ay, emesionel il oo when he stater

’:.5

byl
9]

t men, the inveter-
ste comedisn, does now and arain Souch toe hem of trasedy's
rown. Mhals o guwprests metant.ericelly Toth the rapproche-

ment of the traplc apd the comte nn! the netlon thet the
tragie serse arleey nertislly our of » clore fdentificntion

A7 inmterects with, tie tnityidnel comedian, "irs o in oturn

cusTesbs tnet, i le comeds vt bracedr ey shars = common

retian in o thiey shoy Lou Tl L Ut selt-trarnscendence
57James Rranch {atell, "The Lineape of Tichfield,"
Preface to the Past (New York: Gzobert ' Yerride anc
Company, 1936), p. oP. . .
..
- o
L ]



84 ¢

with its attendant harmonization and repose, their means®

are in no way similar. For while comedy, as Cabell apparently

L]
understands {t, provides for self-transcendence through dis-

intoxication, a more detached, and troader vision of reellity;

srajedy provides fer self-transcendence throurh the intense

identification of our interests with those of someons in

gome wayv rreater than ourselves who llves and sufters rreatly

and by renderins the sufferin: of this rerson sirnificant.
Viowever, the 1ire of mon, bullt as It 1s in the Cabellian
view upon the substanceless stuff of dreams, affords only
"a thin sustenance for the tracic muse,"58 for man fallen
from the height of his illusions or overwhelmed ty accident

or by ohysiolczical decay 15 not man fallen from real

eminence before fate or the blows of the rods, Yoreover,

the denth of the individusl, which accord'ne to Cabell is

the one posslible occasion for & traple response to life,

seen In relation fto the 1ife force of which the individual

. . 59
is only a momentary embodiment i1Is unrecal. “Thatever may be
the fate of 1te Irntividual embedimonts, the 1ife force,

thou st redundant, ls recsilient and endlessly Spruitful and

W«

sucecessiul

e

[SQ N

n the evacsion ¢! L snarcs and obectacles which

&

v Implication the traslc visilon is, then, the

oy~
.

teset it.

'

more restricted and the less true, In Catell's

view the

58 1ames Branch Cabell, "The Linease of Lichfield."
Preface-to the Past (New York: Robert M. McRride and Com-
pany, 1938), p. 34. )

S9Tbid., pp. 32-34. .
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traditional rankinz of comedy and tragedy is Inverted;

fowever compellins the illuslon of tragedy, it is in comedy

that we "see life steady and ser 1t whole,"

Amons; the commentators presented afy the beginning of

this chapter, only Feibleman and Cook recognize and define a

form of comedy which lies outside the scope of "normal"
comedy and which in some ways encroaches upon tragedy.
For Feibleman this is "divine comedy;" for Cook it ic
"eerene comedy." Thourh ultimately Cebell's concept of
comedy is distinct from the theorles of both Feitleman
eand Coock, yet it has numerous nnints of contact with

them and 1t ic frultful to cxplore these points ol contact as

a means of further clarifyvin~ Cabell's ldesn.
Accordin- vo reltleman,

Jivine comedy criticizes almost with love, and

at a very high level. Xorgotten or rendered un-
important are its personal ~nd contemporary
references, and with them 1ts titterners has
largely departed. . o o It has judsment w! thout
criticism, lauchter but above the tattle; and an
affirmation which is almoct direct. It takes sll
actuality as 1ts province and contrasts it with the
whole of the loglcal order, ¥hat remains s

closer to tragedy[t‘nan to "normal" comed}:].GO

It is closer to tragedy tecause it ir "directed at nothing

Y

less than the whole field of the finite predicament" ang
because it discovers tnat at least herec and there "the
malice of actual events may be symbolically logicalj"

that is, it discovers that the ideal, logical order icg

workin~ itself out tnroush, or ils expressed in dotual events,

6OFeibleman, OD. cit., p. 205.



and thereby, "it fosters "the uncritlical acc;ptance“ of
things es they are .51 *

The similarities between Cabell's concept of comedy y
and,Feibleman's'concept of "divine comedy" are not at all
recondite. Cabellian comedy does aim at "nothing less ;han
the whole fleld of the finite predicesment"62 and the laughter
which it evokes is indeed "above the battle," providing
this is not_understood to exclude rigorously all incidental
satire aimed at contemporary targets, However, Felbleman's
definition of "divine" as of "normal" comedy 1s finally too
narrow to accamodate Cabellian comedy. Felbleman, thoroughly
committed to the theory of comedy as "an adjunct of the
revolutionary principle," cannot admit or does not see the
possibility of a comlc perspective whlch does not elther
"sromote progress" or nullify the need for progress in the
vision of a btetter world to come., [elbleman's example of

"3ivine comedy" is the obvious and convenlent one, Dante's
] Y

Divine Comedy; and Dante, a Christian viewing "the finite

predicament" from the assumed vantage point of an ideally
ordered next world, does achleve en "affirmstion which 1s
almost direct" because he perceives that the lnequities and
defects of sctual earthly life ere remedied in that ideally

ordered next world and that, in a sense, they foreshadow

[ (] *
61See Feibleman's btrief treatment of tragedy, 1ibid.,

p. 189,

62significantly, John Charteris in Beyond Life (p. 202) .

argues that the contemporary is accessible to arteonly in so

far es 1t can be made to express symbolically the fundamental
ard timeless experiences of humenity. -
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and prepare for that next world.
The basically naturalistic perspective of Cabellian

comedy, however, clearly provides no such basis for af firma-

tion. The essential pattern of Cabellian comedy--&a pattern
which is, of course, determined by the perspective--is
unvarying, and men, the eternal comedlian, is bound to 1it, as
to the wheel of Karma, without hope of release, For, as
Cabell perceives it, the comedy of man is cyclical and re-
dundant, being repeated with greater or lesser clarity in
the life of every individuasl of every generatlon:
I do not find the comedy ever to be much
altered in its essentials. . . « I incline to accept,
in brief, that same summary of each human 1life whlch
Horvendile delivered to Florian de Puysange beslde
the asherah stone. The first act is the imagining
of a place where contentment exlsts and may be come
to; and the second act reveals the striving toward;
and the third sct the falling short of, that shining
goal, or else (the difference here being negligible)
the attaining of 1t--to discover that happlness after
all, sbides a thought farther down the bogged, rocky,
clogged, befogged heart-breaking road, if anywhere.
That 1s the comedy which, to my finding, the 1life of
Manuel has enacted over and yet over agailn ugon
every stage between Polctesme and Lichfield,®d
Not only does this envision succession without progress but
it fails completely to envision anything beyond the final

act of any individual production of this endlessly revived

comedy of human life,

Yet, despite the tone of pathos and futility which

invests Cabell's own description of the unfleshed skeleton

63James Branch Cebell, "The Lineage of Lichfield,"
The Prefédce to the Past (New York: Robert M, McPRride and
Company, 1936), DPP. od-04.
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of his comedies, it 1s true that Cabellisn comedy in general-
does achieve an "affirmation which is almost direct,"™ an
acquiesence which is not the atquiesence of despair. A
matter which Feltleman treats as a subortiinate point in his
discussion of "divine comedy'™ is highly pertinent herea .
according to Feibleman, "dlvine comedy," unlike other comedy,
may enter into the personal perSpéctive of the protagonist
es well as Into the social perspective and in so doing
discovers that public failure is often private success or,
et least, that the protegonist "does not lose, cannot lose,
in a game in which there is no such thing as winning,"64
This entering into more than one perspective with its cone
tequent discovery or realization, which comes to the reader
if not to the protagonist, is the basis of the happy resol-
ution in Cabellian comedy. For the reader of Cabellian
comedy, finding refuge in the "plsne of spirituality" rather
than in Felbleman's ideal logical order, views the action
from several different viewpoints simultaneously-~from the
viewpoint.of spirit, which is overall and detached, from the
viewpoint of the self-conscious but imperfectly self-
realized protagonist, and from the viewpolnt of the protag-
onist's total, complex and contradictory nature,
Consequently, while the reader realizes that from

one point of view "the malice of events" stamps the con-

cluéion of every man's life not only with fini but with

®4Fetbleman, op. cit., pp. 205-206.
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failure, he also discovers that the maiice of events is--
not "symbolically logical" but-=ironically benevolent.65

This complexity of vie&point is not, of course, at
all suggested by Cabeli's summary ;escription of his comedies,
and, in fact, this summary description is g gross overs-
simplification, for it considers the action of thg'comedies
from one point of view only, that of the comlc protagonlist
in his role as romantic searcher, It 1s only when one
considers the fully developed comedies that the complexity
of viewpoint becomes apparent, and then one discovers that
the pattern of vision, striving and failure is presented 1n
such a way as to be susceptible to more than one interpre-
tation and that another pattern is combined with or super-
imposed upon what Cabell describes as the baslc pattern.
This sccond pattern is in many ways reminiscent of the
pattern which Albert Cook finds in "serene comedy."

According to Cook:

In serene comedy of wonderful-as-probable
(or vice versa), the pattern becomes: expulsion
of the searcher (the culmination of the tragic play
like Lear, Hamlet, or Richard II), hls experiences
in the wonderful, his Self-rehabilitation with new
knowledge into control of soclety,.€6

with some modification this formula csn be accommodated

fairly well to Cabellian comedy. First of all, it would not

-65This is most clearly and easily understood through
the analysis of individual comedles. See chapter IV, pp.
200-209 pelow.

66p1vert Cﬁbk, The Dark Voyage and the Golden Mean
(Cambridge: Harvard Unlverslty Press, 19497, p. 175.
®
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be accﬁrate to speak of Cabell's comic protagonists as
expelled from normal soclety. It 1ls because they are search-
ers, longling for the wyworderful®™ and chafing under the
restrain?s and dissatisfactlions of the actuai, thet they
seize of theilr own volitlon some opportunity to escsepe into
the "wonderful." Secondly, (this i{s perhaps not so much @&
modification as an elaboration) their experlences in the
"yonderful" lead them to discover the probable=in=the-
wonderful. And, thirdly, they do not return "into control
of society" because their "rehabilitation” it by way of
compromise and because the mapgical powers which assist them
in the realm of the "wonderful" are not transfereble to the
realm of the actual, <till, despite these qualifications,
the journey into the "wonderful" followed by a return to
end reconciliation with the probable norms of soclety does
gefine the movement of Cabellian comedy.

It is probably no accldent, then, that the.same two

works--The Odyssey and The Tempest--which Cook uses as the

basis for his definition of "serene comedy" receive prominent
mention in Cabell's works. Indeed, one of the major motifs
of Jurgen--what we might call the homing motif--is borrowed

from The Odyssey, and the whole of Jurgen may be read as &

blending of The Odyssey and the Faust legend. It would, of

course, be impossible to say to what extent Cabell's 1dea
of comedy was shaped by his interest in these two works,
but it is safe to say that Cabelllan comedy in its fully

matured form is of their type if not of their class, It
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shares with them a similar movement and a similer function,

although the means by which that function is fuilfilled
differ,

Cook is not as clear as he might be about the function
of what he defines as "serene comedy." Presumably: however,
i{ts function must be in line or at least compatible with
his general theory of comedy as "ritugl expulsion," which
assumes that comedy witnesses to the sanctity of the norms
of society by providing an occasion for the expulsion, Dby
means of laughter, of the abnormal pariah, According to this
theory, comedy is essentlslly conservatlive; it identifies
health with the social norms and rejoices over the preservation
and triumph of these norms, Following this line of thought,
1t is possible to assign a similar function to "serene comedy."
The "wonderful," which in Cook's theory plays a large part
in "“serene comedy," normally lies within the province of
tragedy,67 and the very existence of that which may be
classified as "wonderful"=-for example, death, mystery,
romentic love, transcendent moral law=--challenges the norms
of soc%ety. Moreover, the searcher of "serene comedy" 1is the
would be pariah, Ordinary comedy denies the first and expels
the second, but "serene comedy" subsumes them both and
renders them innocuous by purging them of their tragia.
implications., It accomplishes this either by showing that

Practical wisdom and diplomacy can prevall against the o

67p1bert Cook, ope cit., p. 35.
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"wonderful" (The Odyssey) or by representing the. experience
of the wonderful as the basis of pragtical social wisdom and
as ultimately leeding to thé rehabilitation of the pariah to
the social norms (The Tempest). "Serene comedy," ‘though

its vision is more inclusiye, is also ‘conservative in function,

serving to affirm the soclal norms and +o put men at ease
in the presence of the "wonderful."

As we have seen, the function of Cabellian comedy may
be described In somewhat similar terms; it, too, is ultimately
conservative and aims to put men at ease in the presence of
mystery. It might even be argued.that Cabellian comedy in
part fulfills its function by sutordinasting the "wonderful"
to the probable which is the basis of the soclal norms,
for everywhere the active pursult of the "wonderful" is
shown to end in wholly probable experience, and in the end
the wonderful illusiors of the poet and the idealist make
room for t he 1llusions of stability end security, to be
gained through compliance with the social norms. This,

however, is not quite what we have in The Odyssey or in The

Tempest. Again it 1s perspective and focus which make

the difference,

In both The Odyssey and The Tempest the realm of the

"wonderful" is accepted as having independent existential
status; 1t cen, therefore, be brought into some sort of
harmony with the probable world of social experience and cen
be made to yleld powers and wisdom which are appliceble for
the good of society. Moreover, though "serene comedy"

allows for far greater concern with the individugl than does
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ordlnary comedy, 1ts focus=-in so far as this is defined by

‘The Odyssey and The Tempest==1s nonetheless social, For

hoth Prospero and Odysseus are rulers, that is, socially
significant people, What they dqg or fall to do has serious
social implicstions which the resder ls never allowed to
forget. Prospero, the parlsh-magiclan, could use his ab=
normal powers destructlively, bute his equally abnormal wisdom
constrains him to use them only in the interest of the
health of the social norms--honest administration, love and
marriage. The return of Odysseus to Ithaca means the
preservation of the integrity of the ruling family; there-
fore, his triumph over the "wonderful" forces which oppose
him not only is an endorsement of the social values of
diplomacy and expediency, which he in some degree represents,
but is directly related to the continuity and stability of
soclety.

By contrast, Cabellian comedy with its basically
naturslistic perspective does not accept the "wonderful" in

the simple, unquestioning manner of The Odyssey and The

Tempest; it holds the "wonderful" experiences of the comic
protagonist in the dual focus of irony; the consequences of
this are several, First of all it means that the reader is

aware at all times that the realm of the "wonderful" is man's

own creation, called forth by man's dissatisfaction with

things as they are, and that, while the actual (probable)
can cloaek itself in the appearances of the "wonderful," the

two realms can never be fused qr harmonized. This in turn

means that such harmonization as is achieved muwet take



94

place within the individuael; {t must be the hanmonization

of man's "double-soul."68 These éopsequences of the differ-
ence in perspective are closely related to a difference 1n
focus., . Paradoxically, though in Cabellian comedy the reader
feels less closely idgntified with the protagonist than he
does with, say Prospero and Ulysses, yet the focus 1is
individual rather than social. The relatively grester
detachment in Cabellian comedy is due to the fact that the
comic protegonists, unlike Prospero and Ulysses, are rep-
resentative humen beings; they embody typicel attitudes and
experience a fate which 1s typical however Iindividueal in
appearance and in partlculars, Given Cabell's world-view
end his general comic visi&h, it could hardly be otherwise,
Moreover, the ironic light in which the actions and experi-
ences of the comic protagonists are presented reenforces the

detachment which one generally feels In the presence of the

typical,

.

At the some time, the Cabellian comic protagonist,
unlike Prospero and Odysseus, is not, at least initially,
a significant social figure. He acts in a personel rather
then a social context. His self-willed journey into the
"wonderful" is undertaken for personel reasons§ he returns
to society for personsl reasons, At no time are the social

implications of his actions stressed; neither by being outsilde

68James Branch Cabell, "Rallad of the Double-Soul,"
The Certain Hour (second® edition; New York: Robert M.
McBride and Company, 1923), pp. 9-10,. *
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of aocieéy nor by returning to 1t does he seriously affect
thq secial norms., Of course, if we consider the Cabell}an
comic protagonist as the symbol of the human spirit in its
total and eternal manifestation, the comedy takes on
i{mplications which transcend both the individual and the
social; for then, his revolt against the probable norms of
human experience and his quest for the "wonderful" threaten
the whole structure of conventions and fictlons upon which
the human spirit really depends for 1its survival.69 This

consideration, however, is a part of the general background

of the total Biograpﬁx.gg Manuel and does not enter into
the immediate response to the individual comedles, though
it 1s no doubt & necessary condition of thast ultlimate
repose and acquiesence at which Cabellian comedy 1n general
aims,

An important result of the lack of social emphasis 1is
that the feeling of success which is essential to Cabellian
comedy, as to all comedy, cannot be so easily rendered in
social terms as it can be even in what Cook defines as
serene comedy. Soclety gqua society may, of course, take
some satlsfaction In the return of the searcher., His return
means one more conformist, one less bad example, Moreover,
from the practical pragmatic vliewpolnt of soclety the journey

of the searcher into the "wonderful" ends in predestined

697ames Eranch Cabell, "Toupan's Bright Rees," The
Silver Stallion (The Works of James® Branch Cabell, Stori-

Sende editlon; New York: Robert M., McBride and Company,
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failure, and. this may be ¢taken as an indirect affirmation
of the wisdom and health of the Social°norms, BRut, whlle
these negative occasions for the rejolcing ‘of society are .
present, they are decldedly not stressed.

In order to understand the terms of succesé in Cabel-
lian comedy, we must reczcll once again Tabell's comic
prétagonist i1s a complex, a divided and contrhdictory and,
unlike Prospero and bdysseus, a highly protean beilng.
Moreover, though from an absolute polnt of view as well as
from the prectical sociml point of view he falls, the
reader has known all along that the protagonist played at a
game in which "there is no such thing as winning" and in
which, consequently, all success nust be counted relative.

Given these conditions, the protagonist, though he
cannot succeed in the sense of attalinling all that he desires,
can fail in at least two possible ways. He can fall by losing
the sustaining sense of hls own dignity and importance or
by the hypertrophy of one aspect of hls nature at the expense
of the other aspects, resulting in either the cuttling away
of his roots in nature which means madness and premature

destruction7o or a loss of contact with the realm of the

ideal thr&hgh the withering away of the imagination.

70James Branch Cebell, "Concerning Corinna," The
Certain Hour (secomd edition; New York: Robert M. McBride
and company, 1923), ppe. 113=135; and Cabell, "The Thin
Queen of Elfhame," Straws and Prayer-Books (Storisende ed.,
18 volumes; New York: Robert M, cEride and Company,
1927=1.930), pp. 113-125,
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Success negativély considered ﬁbgns avolding tHese possibila:
ities; positively, it is the retentlop of his invaeluable
sense of dignity ceupled with the healthy satisfaction,
within the unavoidable 1limits of both.animél and spiritual
needs, In these terms, the Cabellian éomic protagonist,
aided by his vanity, his dullness, agd his divided and
mutable nfBiture, is successful. As we have already Seen--
cven though the protagonist's animal nature fipds gratifi-
cation where his splritual nature had thought to.find it, yet
for the satisfaction of his spirituel néture there has been
the vision of the ideal and "the certaln hour" in which for
& moment the idenl seeried to be realized, And though the
course of hls wenderings in the gwonderful" may bring him,
as 1t does Jurgen and Florlan de Puysange and Gerald Mus=
grave, to the brink of spiritual bankruptecy, Fhe relative
repleteness of vision and of appetite and the natural abating
of animal and spiritusasl vigor (the malice of tiﬁe) breed a
qualified contentment, a mood of compromise and acceptance.71
That this concluding mood is the result of a Some=
what brecarious equilib;ium, two of Cabell's fables,

"Prologue of Duke Prospero at-Milan"72 ang "Epllogue of True

Thomas by Mg)onlight‘,,"w5 testify; yet, it is the thriftiest

71Again, for a complete .elucidation of these comments
it is necessapy to refer ahead to the discussion in chapter’
IV, pp. 200-2089,

72James Rranch Cabell, These Restless Heads:

Trilogy of Romantics (New York° The [1terary GuTlld, I932)
* PD. 1.

73Ibid., pp. 253-249.
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bargain man can come by, and in the context it is as
satisfying as Prosperot's
e o« o We are such, stuff
As dreams are bullt on, and our little life
Is rounded with a sleep.

which, coming at the end of The Tempest's strange blend of

political] intrigue, supernatural powers and idylic love,
seems to put at rest all of the anxietlies and tensions of
human existence and to dispose quletly of the problems

of good and evil and of destiny.

Summary

Comedy, as Cabell concelves 1t, differs from comedy
as generally defined in scope, in perspective and in function.
Like all comedy Cabellian comedy might be defined as an
overtly artificial experience designed to arouse comic
laughter through the contemplation of the disproportionate,
the incongruous, the ridiculous; but Cabell does not limit
his subject matter to man in soclety or to man as a social
being., His subject matter is individual man pursuing his
own 1solated though typical destlny. Moreover, while Cabell
thinks in terms of typical categories and attitudes, the
perspective of his comedy is not ghat of socliety or*of the
group. Nor does he accept "the i1deal logical order" as
providing the .only prdper perspective for comedy., Though °*
his method is in bart to reveal the inadehuacies.of actual-
{ty in relation to what is ideal or desirable, his perspec=-
tive remains at bottom naturalistic--a situation which lefds

to the simultaneous epndorsement of the 1deal, on the one
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hand, and the acceptance of the éctual as ilnevitable and
lrremediable, oh the other, Generally speaking, his, comedy
aims at "the whole of the flnlte predicame?t;" its source 1s
the éssential pattern of human }ivlng seen agalinst the back-
ground of & naturalistically conceivéd cosmos,

The function of Cabellian comedy is implicié in its
perspectiv; and scope., If it 1s to be ascsoclated with
either of the traditional theories of function, it must be
with the cathartic theories, for Cabellian comedy clearly
aims to 1ift the reader from the plane of egolstic self-
absorption to the plsne of "spirituality," thus making
avallable to him the comic vision of reality, It 1lifts him
temporarlly out of the stream of 1ife, the flux of things;
it relieves him for the time being of the necessity of
participation; and, seating him, so to speak, 1n the gallery
of the gods, it allows him to witness more or less objectively
the humorous antics of mén pursuing in his clumsy and comic
and at times pathetlic way his particular delusions and pre-
suming upon the thin stutff of his ratlonality for support.
Through the irony and total understanding which are thg
concomitapts of the vision, Fhe reader's sense of proportion
is corrected; he perceives clearly the inadequacies and
defectiveness of actual existence, but joining in the
laughter of the gods, he trlumphs over the "finite predic-
ament," over all that for the feeling subject and from an
exclusive, selfish point of view wéuld be painful,

Thus, in its function Cabellian comedy approaches
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tragedy, for like tragedy it seeks to adjust man tq the
conditions of the universe and to hafmonize the conflictling
elements within man's own nature. \/hereas, however, tragedy
achieves its purpose through an in%ense personal identifi-
cation of interests with thosé of the protagonist and through
the sense that out of waste and suffering some vaiue emerges
that would not otherwisq exlst, Cabellian comedy, like all
comedy, achieves its ends through detachment and through the
sense that such limited success as 1s possible to man is
purchased not at the price of a waste of spirit but of

quite ordinary qualities of mind--a kind of hand to mouth
shrewdness and adaptability coupled with ultimate obtuse-
ness and vanlity and an inherent propensity to dream, Tragedy
trlumphs over the "finite predicament™ by accepting all that
is peinful in that predicament as the necessary condition

for the emergence of the god-like in man; Cabelllan comedy
triumphs over the "finite predlcament" by giving at least the
impression of understanding the exact terms of that predic-
ament and by suggestinec that in the very malice of time and
cvents and death there may lie hidden an unsought and ironic
benevolence, Moreover, whereas tragic irony stresses the
awesome possibilities of exlstence, the irony in Cabellian
comedy reveals all experiénce outside of the reelm ;f the
Imagination go be platitudinous: everywhere and always
gctipn leads to purely’prqbqple experience, However dis-
appointing this may be fo the "romantlc" and the "Béqt" who

make a part of every man, it is laughable to the
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"disintoxicated" mind and comforting to the everyday
. ° )
citizén,

The end at which Cabellian comedy finally alms 1is

the clear yet serene awareness of .the conditions of human

existence, It is ;he quiet disillusionment of E;OSpePO'S

"We are such stuff as dreams are buillt on" or, perhaps more

precisely, of Santayana's "I am quite happy in tgis human

ignorénce mitigated by pictures, for 1t ylelds practical

security and poetic beauty: whgt more can a sane man want?"
The specific techniques by which Cabell seeks to

ag¢hieve this end as well as the growth of his comic vision

are the subject matter of the next chapter,



. V., THE COMEDIES

Generasal

Meredith's dictum that comedy has nothing to do with
man's essential nature or with his destiny is no doubt too
restrictive; yet, most commentators and theorlists agree that
comedy is at any rate a preeminently mundane affalr, that
treats of ordinary men (perhaps depressed below the norm)
in the more or less commonplace clrcumstances of everyday
life. Observation, of course, bears out this contentlon.
Aristophanes may deal playfuily with the Greek gods and upon
occasion may repair to Hades or to Cloudcuckootown and
Molidre may imply through a Tartuffe or through an Alcestis
a great deal about man's nature, but with rare exceptlon the
focus of the comedy remains social, its subject matter the
behavior of man in society.

That this should be so is not difficult to understand.
Only the bigot or the chauvinist could hold the soclal
behavior of man in any given time to be wholly rational,
consistent or heroic, and therefore, the generallty of men
are capable of viewing the problems and experiences of
everyday social 1life from a comic viewpolnt, However, the
farther the comic writer diverges from this comic norm, the
more diffitult it is for him to sustain the comic attitude and
to elicit ,a comic response, For the farther he penetrates
into man's fundamental nesture and into the human predicament,

.l02

° .
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the greater the number of affective valyes that are dis=
turbed and which the comic spirit must somehow lay to rest
1f the comic attitude 1is not to be destroyed.

If, then, the subject @f the comedy is, as it is
ultimately for Cabell, the structure of the universe and of
the human psyche: the writer's problem is a complex one. The
difficulty of making a small segment of man's soclal experi-
ence reflect a broad comic philosophy of the nature of
things is clear enough; soclal comedy turned to such purposes
generally must make room for "philosophical" discourse or
a "philosophical" commentator, neither of which is partic-
ularly compatible with that mood of playfulness which comedy
requires., At best they can be assimilated to the comic
mood by means of verbal wit and paradox, whimsey and
flippancy.l Then again, if the comic writer chooses to be
more ~lusive in his treatment of contemporary life, he is
nhandicapped both by the restricting demands of verisimilitude
and by the ever present risk of stirring up a hornet's nest
of special interests and preoccupations in which are invested
those strong emotions most hostile to the comic spirit. The
first of these handicaps 1s particularly hampering to a
writer, like Cabell, to whom neither the universe at large

nor the "real" experience of any man conforms to the

lrhe chapter entitled "Kennaston Speaks the Parabasis"
in The Eagle's Shadow (The Works of James Branch Cabell),
StorIsende ed., 1B volsy; New yorks Robert WM. WMcBride and
Company, 1927-1930) is an example of this method., Of course

Beyond Life (ibid.) is something of a tour de force in the
same veln, . -
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conventional notions of verlisimilitude and to whom the
important thing is to express not so much the comic irony of
any given human life at any given m;ment but the comic irony
of all human 1living. The second of these handicaps, of

course, involves the problem of distance or detachment,

Detachment 1s the sine qua non of the comic mood. If the

reader's ego is bruised or if he 1s made to feel that the
emotions and attitudes which he believes to be deep and

serious have been tetrayed, his capacity for comedy 1s
instantly diminished, So-called sentimental comedy is the
obvious solution here and, therefore, the obvious pitfall,

for sentimental comedy peys obeisance to the famillar emotlons,
stirs them gently and superficielly in passing, mixes tears
with laughter and comes to rest finally in the warm glow of

a conventional happ& ending. Such a faclle solution 1s a

very inadequate vehicle for attlitudes as complex as those

of Cabell,

Cabell did not find an immediate answer to all or
any of these problems, though it may well be--evidence is
necessarily lacking here--that the problems themselves only
gradually emerged as his point of view matured and that his
technical ability merely kept pace with the increasingl&
severe demanés of his Frﬁ. At any rate, ultimately, after

exploring the possibilities of the comedy of manners and of :

romantic comedy, he discovered an adequate technique which 1s
more or less uniquely his own. What Cabell came in time to
write are fantasies or more accurately, comic allegories,
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.
compounded of ﬁyth and folklore refurbished for new allegor-
jcal and symbolic purposes. As Cabell himself explalned
it, he created Poicte;me-:the sometimes mythicel, sometimes
pseudo=historical realm in which his faﬁtasies teke place=-
tecause he needed in his art to be omnipotent; he needed a
world unencumbered by any lews other than those of- his own
making.2 As the completed Blography gi Manuel now stsnds °
it is the story of man's relations, both personal and
indirect, with that mythical realm.

What Cabell gaincd by means of his technique of comic
allegory and fantasy is manifold. By carrying the, reader to

g€ land beyond common sense, Cabell achlieves that atmosphere

of holiday detachment which John Charteris in Beyond Life

recommends, without having to resort to the rather stale and
sterile setting of the drawing room or somebody's house

party. By plunging the reader into s milieu which superfic-
1e2lly has little or nothing to do with his familiar world,
Cabell succeeds in putting to rest all the numerous predis-
positions and affections.wﬁich ordinarily determine the way

tn which man views his own most serious doings as well ag
those of his fellows, More important than this, however,

by borrowlng widely from myth, 1egénd and folklore, Cabell

is atle to give concrete, dramatic expression'bo his otherwlse

abstract concepts,, Out of the fragments of many mythologies

2Jemes Branch Cabeli, "A Note upon Poictesme," Preface

to the Past (New York: Robert M. McRride and Company, 1936)
550 4= . ’ ’
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and folklores, augmented by.his own invention, Cabell

created a pantheon pf deifies wﬁo, bes}des being.sysceptib}e
to comic tréatment, bring with them a nimbus of far reaching
associations. Thelr presence gives &an jmmediate depth of
meaning without dlscourse. Moreover, they combine 1n
themselves two aspects wﬂich are fundamental tc the expres-
sion of Cabell's world-view; they simulteneously represent
the dead dreams by means of which man has in the past
explained his world and himself and the living forces that
continue to shape men's life both from within and from without.
comewhat similarly the pseudo-legendary figures whom Cabell
uses as his comic protagonists extend the meaning wilthout
sacrificing either action or comedy. For without losing
their own individuality they subsume the characters of other
significant legendary figures. Thus, Jurgen 1s not Faust

or Ulysses or the wandering Jew tut partakes of all of them
and yet remains Jurgen. The consequence is that Jurgen's
deeds and experiences are broadly representative, or at least
suggestive, of general human experience in a way in which,
say, Colonel Musgrave's or George Bulmer's can never be,

The service of these useful allegorical and symbolic
figures is not the only advaﬁtage that Cabell:drew from his
jinterest in myth and folklore. Equally important is the fact
that in the conventions of myths and folk tales he has found
the basis for the laws of Polctesme. These conventlons are'
particularly well sulted to the expression of éabéli‘s vislon

of mart as journeying through an irrational universe in which
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he blunders from mystery to mystery feeling himself assaulted
and moved by straﬁge forces but susteined by faith in his

own sanity and cleverness; & uqiverse in which hothing is
what it appears and in which ends are® predictable but seldom
implicit in beginnings. Mo;eovér, while the conventions

of myths and folk teles do not confecrm to what science.
desc;ib;s aé the ;atural 1aws of the universe, they do
express fundamental dreams and experiences of the human
psyche, and these dreams and experlences are, of course,

for Cabell the reslly importent stuff of every human life
and, thus, of the comedy of human exlstence. It may be too,
that the general assocliation of fantesy and fairy tales with
childhood helps to foster the playfulness which, initially at
least, is essential to the experience of comedy.

A1l in all, the technique of fantasy and comic
allegory which Cabell ultimately developed makes it possible
for him to deal with the broad general patterns.of human
1iving without sacrificing either concreteness or the play-

fulness and the comlc irony which are fundamental to his

point of view,

The Béginnings

“Neither the concept of comedy elaborated in the
" preceding chapter nor * the iéchniques discusged }mmediately
gsbove are apparent in Cabell:s-earrx works., Though.Cabell
managed by one me&ns and anobhér to assimilate even his

earliest published materials into.the finished structure of
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The BPfography ég Mam.u'al,:5 his world-view, his concept of

comed& and his ultimate techniques were apparently all

gradually evolved over a perlod of roughly nineteen years,
According to Cebell's own account, the evQlution of The
Blography began "as far back as 1901, when I wrote, 1in
'*The Love-Letters of Walstaff,' the flrst of the stories

afterward bound up tecgether as The Line of Love,"4 but even

e small amount of casual browsing through the early unrevised

editions of the pre-Cream of the Jest books and especially

through the magazine versions of the short stories that have

since been incorporated into The Eiography 1s sufficient to

reveal that the themes and attitudes which were later to

dominate The Biography were iIn the beginning present, if

at all, only in fragmentary and embryonic form. Even if one

merely rearranges the books of The Biography in the order of

publicetion, he will quickly percelve a pattern of growth, a
line of development, which the final arrangement of the

Storisende edition more or less successfully conceals,

The Line of Love (1905) may, as Cabell suggests, have

contained the germ of The Riography, but only in so far as 1t,

3The essay entitled "The Comedies of William Congreve,"
wnich appeared originally in The International (April, 1901),
now forms a part of Beyond LiTe (The Works ol James Branch

Cabell, Storisende ed., wols.; New York: Robert M, McBride
and Company, 1927-1930).

47ames Branch Cabell, "The Lineage of Lichfield,"
Preface to the Past (New York: Robert M. McBRride and Com-
peny, 1936)," pPs 27.
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like The Blography, 1s ostensibly a family chronicle, a

series of eplsodes bound together by their mutual relatlion-
ship to a®single family tree, .and iIn so far as the individual
stories making up the volume explore tentatively the three

fundamental attitudes later developed in The Blography--the

chivalrous, the gallant, and the poetic--as these attitudes
are reflected in the love affairs of men and women and mod=-
i1fied by time., Yet, neither in spirit nor in scope does The

Line of Love as it appeared in 1905 adequately foreshadow

The Blography. Whgn Cabell ceme to rewrite The Line of Love

for the Kalki edition in 1921, he added "The Wedding Jest"
and "Porcelain Teacups" in order to round out the treatment
of the three attltudes and to bring the perspective and tone

into 1line with that of the rest of The Blography. Still

later Cabell felt it necessary to wrlte, In the later comic

allegorical style, The Muslc from behind the Moon (1926),

The White Robe (1928) and The Way of' Ecbken (1929) in order to

present "in epitome, the three strivings in which the descend-
ants of Manuel ar; . » o involved."®

A chronological 1ist of ‘Cabell's short storles and
comedies pubiished between 1902 and 1915 does, however,

reflect a fairly systematic explorftion of the three basic

ettitudes later epitomized in The Wifch wWoman trilogy. Thus,"

the: attitude of gallantry predominates in the period roughly

SJames Brench Cabéll, "The Line of tove," Prefeace

to the Past (New York: Robert M. McBride and Company, 1936),
p.'IOSo ) :
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from 1902 to 1907, the chivalrous attitude in the period
from 1907 to 1911, and the poetic attitude in the period

from ‘1911 to 1915, Moreover, there 1s present from the
beginning the sense of man's general inadequacy for his self-
imposed role and of the shadow that falls between the inten-
tlon and the performance, the promise and the deed.

There 1s accordingly a faint, scamcely enforced touch of
irony in much of the early work, but for the most part in

the early stories--for instance, those tound up in The Line

of Love and Gallantry--Cabell seems to have been chiefly
concerned with gesture, romantic or gallant, He was a long
way from finding the means whereby to render (if he saw it)
the general significance of the gesture or to make it yield
comedy without wholly giving up its impressiveness or beauty.
Thus, these gestures of an Arnaye, & Villon, an Ormskirk
remaln personal, romantlc and, in themselves, trivial.

Thelr creator has an eye for landscepes and an ear for
repar%ee and highflown speeches, but he lacls perspective and
detachﬁent and consequently seems to invest in his creatures
far hore faith and emotion than is warranted.,

Moreover, the early exploration of the three basic
attitudes was done in te;ms of representative figures,
historicel and pseudo-historicel, which are domineted by the
conventipns of historical_romance énd by the popular stereo-

types of the day. Villon is the conventional polte maudit,

. dear to the writers of the lete nineteenth century decadence

and ‘'to the general mood o} the fin de siZCle; Adhelmar is
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anyone's viéion of the chivalrous knight in the days when
ﬁnighthood was in flower; Ormskirk is almost wholly a creation
of the popular theater. Though it is propably not completely
true that the young Cabell aspired merely*' to write "some

wholesome and nice entertaining books, that would sell like

The cerdinel's Snuff-Box and The Prisoner of Zenda,"6 yet 1t

is true that these early stories in their unrevised form

bear the distinct impress of the popular taste 1n magazine
fiction of the day--the high color and florid rhetoric of
graustark romance; the frothy drewing room wit and paradox

hunting that filled the pages of the old Smart Set; and the

1dyllic mood of the retreat to Arden.

A comparison of the 1905 edition of The Line of Lovs,

which Cabell ranks as his first published book, with the

1928 Storisende edition of the same book reveals something

of the gulfl which separates the attitudes and the point of
view of the beginning writer from those of the mature author,

In all cases of revision of the pre-Cream of the Jest books

much of Cabell's care has, of ccurse, gone into the Inter-
polation of information and gllusions--often nothing more
then neme dropping--which serve to bind the diverse volumes

of The Blography into a single structure; but beyond this,

Cabell's revision has been largely a matter of toning down,

the diction and of reenforcing the comic irony. In rewriting

6James Branch Cabell, Straws and Prayer-Books (The

Works pf James Bremch Cabell, Storisende e6d., 18 vols. New
York: Robert M., WcBride and Company, 1927-193C), p. 270,
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The Line of Love, Cabell has accomplished the toning dovn
R

by the simple expedient of deletlng the more flagrant'
theatrical and romantic cliché;, by numerous substitutions
of less highly emotive words, and by the introductlon of a
note of greater frankness yhich constantly calls attentlon
to the substratum of biological necessity that underlies the
high-flown gestures., Thus, "He (Adheimar) swore in his soul
that Hagues must die that thls woman might be his wife"
becomes ", . . So that this woman pight be Adhelmar's bed-
fellow;"'7 and "Then, at last, I sickened in Amsterdam three
years ago" becomes "Then, at last, I got a clap in Amsterdam,
three years ago."B

The means by which Cabell reenforced the comic irony
are more complex. First of all, iIn the Storisende "edition
he has done thls by means of additlons to "The Eplstle
Dedicatory" and to the "Envoi" and by highlighting, in the
head links, the Incongruity between the moment of noble
sentiment recorded in the stories amnd the general tenor and
outcome of the lives these lovers actually lived thereafter,
In the dedication and the envol of the 1905 edition, Cabell
cast himself in the role of the self-conscious apologist for

the love story, pltting himself against the sturéy common

7Cf. James Branch Cabell; The Line of Love (New York:
Harper and Brothers, 1905), p, 26 with The Line of Love (The
Works of James Branch Cabell, Storisénde ed., 18 vols.; New
York: YRobert M., McBride and Company, 1927=1930), p. 52.

81b1d., cf p. 263 with p. 228.
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sense of Mrs, Grundy and the theorizing of Schopenhauer,
inﬁistlng that, from whatever point of view, 1qve is
important. All in all the dedication and envol merely echo
the familiar formulations of the 1890s; they do not even hint
gt an inclination to view these love affairs, for all their
nobility of gesture and filneness of phrase, as after all, but
the fraéments of a general comedy of existence.,

In the Storisende edition, a lengthy passage inter-
polated in "The Epistle Dedicatory" shifts the emphasis from
the significegnce of love as the agent which brings us to
our "finest hour"™ to the comic repetitiousness of all love

affairs:

She [nature] aims, 1t would appear, but to
repeat unblushingly in every human 1life the same
lectual comedy, to the same end., And when you
reflect that since Sumerlia was, there has developed no
real change in the comedy, and no varying in the
1llusions which induce it. . . then it seems quite 9
apparent that the condition of Nature iIs pathological.

Ancther fairly lengthy interpolation in the "Envoil" serves

to bring the brief love stories of The Line of Love within

the larger perspectlve of The BRiograpny of Manuel:

And if that hour did not ever have its sequel
in preclisely the life-long rapture, nor alwaycs in
a wedding wicth fZhe person preferred, yet since, at
any rate, it resulted in a marriage that turned
out well enough, in a world whereln people have tc
consider expediency, one may rationally assert that
each of these romances ended hagpily. Besides,
there had been the hour. o1

9James Branch Cabell, "The Epistle Dediceatory," The
Line of Love (The %Works of James Rranch Cabell, Storisende ed.,
I8 vols,; New York: Robert M, McBride.end Company, 1927-
1930), 3 pp. unnumbered. I .

1OCa5e11, "Envoi," ibia., 2 pp. unnumbered,
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Besides these modiffiations made in the framgwork of -

the book (modifications,which add up to a considerable
alleviation of.the self-ponscious romanticism and callowness
of the original), Cabell‘addeq two stories eslready mentloned,
"The Wedding Jest" and "Porcelaln Teacups," and made consid-
" erable alteratlons in the polnt éf view of several of the
other stories.l1 "The Wedding Jest" expresses allegorically
what Cabell by 1921 had apparently come to see as the comic
theme of the book--the deathless susceptibility of men to
the trite illusions of love in the face of all possible
knowledge and all possible disillusionment. As for "Porce-
lain Teacups" Cabell found in tpe hero, Kit Marlowe, &
convenient means of expressins explicitly the fundamental

source of the comedy of human existence which is reflected

briefly and inadequately in The Line of LoJe.

"Tt is not your fault," says Marlowe to a woman
who has betrayed his trust, "that every now ana
then is born a man who serves an ideal which 1s
to him the most important thing in the world. It
is not your fault that this man perforce inhablts
a8 body to which the most important thing in the
world is & woman, Certainly it is not your fault
that the compost makes yet another jumhle of the

two desires, and persuades himself that the two
dre somehow allied."l12

The changes in polnt of view Cabell made in some of

the other stories which were originally included in the 1905

. Llwghe Wedding Jest" and "Porcelain Teacups" were
added to the Kalki edition in 1921,

123ames Branch Cabell, "Porcelain Tesacups," The Line
of Love .¢tThe Works of James Branch Cabell, Storisende ed,, 18
vols.3 New YoTK: Robert M., McEride and Company, 1927-1930),

Pe. 266,



. 115 . .

edition serve uniformly to undercut the rampant romanticism

of the chivalric pleces and to temper the pathos and
romantic irony of others, Thus, Iin the Storisende editlon
the chivalrous posturing of Fulke d'Arnaye i{s seen through
the now sophistlcated gyes of Adelals whoeis both impatlent
with his "top-lofty nonsense” and flattered by it. Signifi-

cantly, her inner voice is already that of the practlcal,

commonplace wife.l:5 Thus, too, the romantic irony of "In

Necessity's Mortar" is modulated by a new ending which

suddenly forces upon the reader distance and detachment from

the subject:

And straight way he perceived that triple
invocatlion could be, rather neatly, worked out
in ballede form. . + « Yes, with a separate -
prayer to each verse., So, dismissing for the
while his misery, he fell to conslidering, with
undried cheeks, the rhymes he needed.l4

Emotions so lightly turned aside are not to be taken too

seriously.
When the first of Cabell's books, then, 1s compared
with its own final version as it stands in the Storlisende

edition of The BRiography of Manuel, it becomes apparent that,

at the least, Cabell's eafliest work lacked restraint and,
more important than that, lacked the detachment and the
genulne sophistication needed to perceive the larger pattern
of the comeéy of human livlng reflected even 1n th; moments

of noble sentiment and high passion which The Line of Love

13cabell, "Sweet Adelais," ibid., p. 116.

14CabellJ "Tn Necessity's Mortar," ibid., p. 156,

° ° °
%e
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ostensibly records. As has been sald, Cabell's interest was
apparently almost wholly absorbed in the gésture, in rendering
the appropriate posture and emotlion of the moment., HPs
penchant for humor and irony was evident but gave little
promise of his future mastery. The irény found in The Eigg
of Love--for example, in "Phe Castle of Content" and in "In
Necessity's Mortar"--is a somewhat sentimental romantic

irony which reenforces rather than qualifies the characters'
estimation of themselves and of their situation. It emanates
directly from the characters, 1is part of thelr emotional
experience, and in no way enlarges or compllcates the reader's
perspective, As for humor--only the two pseudo-Shgkespearian
pieces, "Love Letters of Falstaff" end "In Ursula's Garden,"
are intentionally humorous, The first of these borrows a

set of characters from the history plays, the second 1its
atmosphere and situation from the rémantic comedies; both of

them owe such comic buoyancy as they have to a decldedly

second-hand Shakespearian wit.

However, though these very early storles scarcely fore-
shadow Cabell's later development as a comic writer, the

fact that the influence of Sthakespeare lies like a visible

shadow upon at least two of them is, in retrospect, significant,

Similarly palpable outcroppings of Shakespeare's influence

were to appear at scattered intervals throughout the works

published between 1901 and 19]17. None of these are important

in themselves; none of them indicate elther remarkable

penetration or thorough assimilation, but they do suggest
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that Shakespeane, perhaps even more than Frangols Villon and

Christopher Marlowe, exerted a strong magnetlc attraction
[ ]

upon.the imagination of the young Cabell. A Just what the

center of this magnetic attraction was or came to be 1is

perhaps suggested by the fact that when Cabell came to use

Shakespeare as a character in The Certain Hour, he chose to

write about Thakespeare, the author of The Tembest.15 When

at last Cabell had developed a manner of his own, had
discovered his own means of achlevinz something like the

scope and ultimate serene equilibrium of The Tempest, the

ghost of Shakespeare ceased, so to speak, to haunt hls books
in broad daylircht., In the beginnins, however, Cabell could
only feebly imitate ‘hakespeare's verbal wit, his mannerisms

and his typical sltuations,

Cabell's first attempts at writing full-scale comedles

were The Eagle's Chadow, first published in 1904, and Gallane

try, first published in 1907}6 Both are in some sense

comedies of manners, though one of them, Gallantry, is an

historical setpiece and the other, The Eagle's Shadow, is an

15James Brgnch Cabell,. "Judith's Creed," The Certain

Hour (Kelki edition?! New York: Robert M. McPride and Company,
M), pp. 89-1110

16

15Ga11antry is nét designmted by Cabell as one of the
comedies In The B%o raphy, and it was not the product of a

single, sustalned effort. It was first written and published
plecemeal as a series of independent short stories, Yet,
Gallantry, as 1t stands in book form, is, at least in the
popular sense, a comedy or comic novel., Moreover, the in- o
spiration which produced Gallantry was clearly drawn from the
seventeenth century comedy of manners and the eighteenth
century comic narrative.
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;ttempt to render conteqporary manners. Both are, in Cabell's
term, mu;dicidious--light, worldly comedies which play
superficially with'human foibles, Both depend upon stock
characters and stock situations, but Gallantry, because it

is constrained and shaped by the spirit of the eighteenth

century as that spirit had been defined in literary conven-

tion dating back at least to Henry Esmond and because 1t

pretends to be nothing very serious, 1s the more successfully

comic, Neither, however, out of the context of The Blography

has thematic complexity, and thouzh many light ironles play
over their surface, there is no fundamental underlying irony

such as the later comedies are built upon,

The Eagle's Shadow (1904) is an old bag of tricks

not very adroitly played. According to Cabell, he origin-
ally aimed at "that atmosphere of holiday detachment from
the ordinary duties and obligations of existence™ and at
picturing "people solely in a temporary and irresponsible
withdrawal from the everyday pusiness of 1life.,"17 His

ot jective was obviously the playfulness of light comedy.
Unfortunately, the house party setting is not In 1itself
sufficient to insure such playfulness, especlally when--and

this is true of The Eagle's chadow--there 1s a trite bdut

ostensibly serious theme, in this case the corrupting

influence of money, which suggests that the characters and

171ames Branch Cabell, Preface to the Past (New York:
Rgbert M. McBride gnd Company, 1036), pp. 201=202.
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their experiences are after all to be taken with some serious-
ness, Such a suggestion 1s inevitably f#tal when, as in The
Eagle's Shadow, the characters are the almost wholly un-

®
refurbished stock charascters out of the frothilest sort of *

stage comedy--the gruff but tender-hearted father, the
quarrelsome but meant-for-each-other young lovers, the
fopolish but gifted artist, the self-seeking philanthropists
who, it turns out, have hearts of gold.

Yet, despite the cast of inanimate stereotypes,
despite what Carl Van Doren has callsd the "sillabub dielogue"
and despite the melcdramatic climax which provides an ending
without resolving the problem posed by the theme-=desplte

all of these deficlencies, there are in The Eagle's Shadow

a few things that faintly foreshadow later developments,

First of all, it appears that even at this early date (The

Eagle's Shadow was written in 1903) Cabell was already groping
towerd some such concept of a romantic, extemporizing demi-
urge as later embodied in Horvendile. For it is Orven Deal
who sends Cock-eye Flint, that abtortive Dickensien intrusion

into the garden at Selwood and thus precipltates the end of

the comedy,18 and whno 1s later vaguely assoclated with "The

>

Author of all our comedies."19 Besides this unexplained in-

trusicn of Deal and his pawn, which as the comedy stands

18James Branch Cabell, The Fagle's Shadow (Storisende
ed., The JNorks of James Branch Cabell, 18 vols.; New Yorks
Robert W, McPBride and Company, 1027-1930), pp. 19%-104,

191b14., p. 225.
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appears to be no more than the’most® clumsily handled sort of

deus ex machina, the comedy contains in Kennaston's"Defense

of Ignorance" the scarcely perceptitle seed of the dogtrine

of "dynamic illusions"™ later elaborated by John Charteris

20

in Eeyond Life. The "Defense of Ignorangb," however, 1s

pure imitation Wilde. Cabell failed to endow Kennas?on with
either the sophistication or the range of reference or the
range of wit with which in the future he was to endow John
Charteris, Morecver, the "Defense of Ignorance" has no

vital relestionship to the comedy as a whole; at most it

serves merely the irrelevant purpose of burlesquing the
strained wilt, the willful cynicism and the self-conscious
immorality of the so-called late nineteenth century decadents,

Turning from The Eagle's Shadow to Gallantry, which

was written and published plecemeal between 1902 and 1907
and first published in took form in 1907, one is struck by
the considerable, though possitly only apparent, gain in

technical mastery. ‘hereas The Lagle's Shadow seems in all

respects abortive, Gallantry, even tefore "the more romantic
passages.in the best style of 1907" had been cut,21 achleved
a limlted success., Gallantry pretends to no serious theme
and to no profound 1lrony. The btook explores an attitude sas

1t was supposedly manifested in the eighteenth century, an

207ames Branch Cabell, The Eagle's Shadow (The Works
of James Rranch Cabell, Storisende ed,, I8 vols,; New York:
Robert M. WMcErIde gnd Company, 1927-1930), pp. 122-128,

2l 1ames Branch Cabell, Preface to the Past (New York:®
Robert M. McBride and Comapny, 1936), p. 134.
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attitude which by intention is resolutely superficial and

of which the broad outlines at least are given by conven-

tion; consequently, thelyriting of 1t involved fe& problems
of distance or of verisimilitude. Moreover, not énly does
the book seek merely to {ncarnate the conventlonally defined
spirit of an earlier period, it depends largely for 1ts
comic effect upon the, torrowed literary devices of that
period. All the tricks of elighteenth century melodrema and
farce ere exploited--the unpredictable shifts in plot and
character relationships arising out of conceaied motivation,
the farcicel mix-ups (Captain Audain stddenly finds he has
become hir sw;etheart's grandfatherzz) and the highflown
language and sentliments that fall so readlily into burlesque.

Moreover, the characters themselves, though l1ike the char-

acters in The kagle's Shadow they are all stereotypes, are

drawn from a more vigorous'variety of comedy, end they bring
with them a certein talent for witticism and repartee. They
make no demand upon the reader to be taken seriously; they
resolutely refuse to take themselves seriously. They ask
only that the reader appreciate thelr wit, in which after all
the comedy 1is largely invested.

This is to ssy, of course, that the comedy of Gallantry

is in the main a somewhat frothy verbtal comedy and that there

i{s in the book 1little real penetration of the psychology of

22 7ames Branch Cébell, "The Casual Honeymoon,"
Gallantry (The Works of James Branch Cabell, Storisende ed.,

I8 vols.; New York: Robert M. NcEride and Company, 1927~
1930) [ ppl 61-870 e °
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gallantry. In Ormskirk, however, and to a les;er extent in
Gaston de.Puysange the roots of gallantry are oblliquely’
glanced at. In ; moment of depression Ormskirk sees "the
world as an ugly mechanical drawing, fashioned for utility,
meticulously o;tlined everywhere with a draftsman's measur-
ing r-v.le,"23 and both Ormskirk and Puysange see the farce

of 1ife somewhat to their pain. At bottom they are disillus-
ioned romantics,24 and their flippant habit of mind and

their determination to play out wittily whatever role
presents itself is theilr means of mastering despair.

The psychology of Ormskirk and of Puysange, however
callowly conceived, prefigures the far more complex psychol-
ogy of Jurgen, and thelr point of view, purged of 1ts smell
of the theater and of its tinge of sentimentality and self-

indulgence, was to gain ascendency over all the other

points of view with which The BRiography of Manuel is osten-

sibly concerned.' As Cabell himselfl pointed out, even in
those books which supvosedly deal with the chivalric attitude
he unconsciously "shifted the main part of his interest from
g chivalrous character to the nearest male character whose

attlitude was distinctly not chivalrous."2® Cabell claimed

23James Branch Cabell, "The Second April,"

Gaellantr
(The Works of James Branch Cabell, Storisende ed., 18 volS,;
New York: Robert M. McBride and Company, 1927-1930), p. 181.

247his comes out strongly in "April's Message"

Gallantry (ibid.), pp. 137=167; and in "Heart of Gold"
fFallantry (IbId.), pp. 245-272.

257ames Branch Cabell, Preface to the Past (New York:
Robert M. McRgzide and Company, 19G6), DPe 202=203.
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to attach no particular importence to this fact,.but an
explanation surely is not far to seek.

Gallantry is rooted in disillusionment, is the by-
product of it, and combines a playful hablit of mind with the
ironic double-vision. The gallant person insists, within
the limits defilned b& Jurgen's experience, upon being honest
with himself atout himself and his world. At his best he
knows both the price and the value of everything; in Cabell's
terms he can "admire the well-turned leg of a thief" without
forgetting that he is looking at a thief;26 and, consequently,
he is always somewhat detached, watching his own actions
and those of his fellow men as though he were a spectator
at a play, watching from a slieghtly elevated position with
amusement but not without sympathy.o Something very 1like
this point of view--what was® described 1in the preceding
chapter as the perspective of Cebellian comedy--and the con-
sequent tone are characteristic of Cabell's mature comedles;
it is a point of view readily adapted to the purpose of
rendering the comedy of the "finite predicament" without
elther sentimentality or cynicism., Gallantry, however, 1s
a long way from Jurgen, In Gallantry the gallant attitude
and the gallant point of view are displayed only upon a
narrow, conventionalized stage, and the gallant characters,

clear sighted and worldly wise though they are intended to

%FJames EBranch Cabell, "The Epistle Dedicatory,"
Gellantry (The Works of James Branch Cabell, Storlsende ed.,

T8 vols.; New York: TRobert W, McEride and Company, 1927-
1930), p. xxvi. '
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be, very rarély look beyond their immediate surroundings and
(] . .

their own locallized doings. .

‘When Cabell came to revise Gallantry for the Stori-
sende edition, he insisted that the book is by design

"frankly mundicidious,” but he was aware too that it is*a

book of beginnings:

Polctesme began with Gallantry. « « with
Ormskirk began the first sketching of that after-

ward omnipresent person whom iir, Thomas Reer has
described ss "the talkative lover, the broken
idealist of women," And Horvendlile also began

with GCellantry--wherein, . . he wears the name ol
Francis vVanringham,27

Cabell is perhans inaccurate about the gencsis of Horven-

dile, for the Orven Deal of The Eagle's “hadow would seem

to have been o still earlier creation. VYet, once we have
been given the clue, it It clear that Yanrinrham was deslgned
for some such role as that played by llorvendile in the

later comedies, thou~h in type he i: closer to Anhasuerus of
Jormnel than he is to that subtle, whimsical-and, In some
indefinable way, sinister demiurge. As for Poictesme--though
it is to that realm that Crmskirk zoes in search of hls lost
youth, it is as yet scarcely more than e name. It has no
distinctive history and, what is more, no mythology. All

in all, it is very far from being

A land wherein human nature kept its first
dignity and strength, and whereln human passlons
were never in & poor way to find expression with

277ames Eranth Cabell, Preface to the Past (New York:
Robert M. McEride and Company, 1036), DP. 125-126.

°
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adequate speech and action, <8 .
Intermediate

The Cords of Vanity (1909), The Soul of Mellcent

(1913) (in the Kelki and Storisende editions entitled Domnel:

A Comedy of '‘omen Worship) and The Rivet in Grandfather's

Neck (1915) were all written within a period of five.years,
1907 to 1912. The first and last of these exploré two of

the basic human attitudes towerd life--gallantry and chivalry
respectively--as these are manifested in a more or less
contemporary (1900 to 1910) Southern milieu. They are
comedies, or perhaps more accurately satires, of contemporary
menners., Domnel, on the other hand, 1s ostensibly a romance
in the mediaeval manner, but conceived ironically and en-
livened with the somewhat gaudy colors of Plerre Louys.

Compared with the post-Cream of the Jest comedies,

these comedies of what might be called the middle period
lack "gusto,”" a quality which Cabell posits as a necessary
ingredient of literature that endures,2° They lack also the
thematic scope of the later comedies; they are in fact
decidedly "mundicidious"--not precisely in the sense that

Gallantry is so, but "mundicidious" in that they are bound

287ames Branch Cabell, The Cream of the Jest (New
York: Robert M, McFride and Company, 1917), p. 13.

ngames Branch Cabell, Beyond Life (The Works of *
James Rranch Cabell, Storisende ed., 18 vols,; New York:
Robert M. McBride and Company, 1927-1930), vp. 250=251,
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to a pafticular earthly time and place which shapes theme
and style as well as characters. Thi; remaing true desplte
Qhe'fact that all three make use of a variety of techniques
designed to suggest the possibility of finding a broader

and more general significanee in the action. For outside the

context of The Blography of Manuel these techniques are not

sufficient for the purpose.

All three comedfes, however, do show marked geins in
maturity of interest and technique: 1in each there 1is,
besides the multiplicity of superficial ironies, a fundamental
underlying irony which, so to speak, envelopes the whole action;
and in each Cabell is less concerned with gesture and atti-
tude in themselves and is more deeply concerned with the
psychology that lies behind the gesture., Moreover, when the
three are considered together, they reveal a significant
though as yet slizht drift toward the use of folklore materials

and motifs,

The eerliest written of the three comedies is The

Cords of Vanity (1909), the sutject matter of which is the

callow philanderings of Robert ktherldge Townsend. It is
again a story of gallantry but of gallantry in 1ts personal,

hedonistic aspect (at one time Cabell considered subtitling

it "A Picaresque Romance of Hedonism"), It 1s, to be accurate,

the story of a young man's attempt to play for his own half-
guessed at reasons the gallant in an ungallant world,

Consequently, The Cords of Vanity, while it lacks the scope

of action of Gellantry, escapes the conventional formullizatiors
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upon which Cabell had depended 1n presenting gallapﬁ?y in
its elghteenth century setting, and at the same time it
does probe far more deenly into the psychology of at least

one gallant character., Moreover, The Cords of vanlty is the

first of Cabellt!'s comedles which is fundamentally ironic in
theme and point of view and not merely in style.

In The Cords of Vanity, Cabell agein used a technique

which he had adopted to 1little purpose in The Eagle's Shadow-=-

that of telling the story from the point of view of a charac-
ter who looks back with eyes of relativFly greater maturity
upon earller events in which he was involved. Robert Town-
send tells his own story: maturity looks upon and avpraises
the self-important and self-consclious antics of youth., The
result is a sort of romentic irony but romantic irony largely
free from bitterness or mockery. TFor the Townsend who nar-
rates the story of his own youth has remained the supreme
egoist, a fact of which he is apparently only slightly aware,
He mentions casualliy that he writes from the same itch for
self=-sxposure which presumably motivated Samuel Pepys and
Jean=Jacques Rousseau,so but he does not seem to realize

that such an itch argues a profound egotlsm, assuming as 1t
does that the personal emotions and attitudes of the writer
are ilmportant and lnteresting. Thus, though time has brought

Townsend a relatively more sophisticated point of view from

30James Rranch Cabell, The Cords of Vanity (The Works
of James Rranch Cabell, Storisende ed., I8 Vols.; New Yorks:
Robert M. McBride and Company, 1927-1930), p. 110,
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*which to evaluate his own youth, his primary reSponsé 1i
merely sympathetic amusement, and he leaves the fundamental
irony of the story inexplicit.

As he appears in The Cords of Vanity, the young Townsend
1s not only an egotist but the first of the nympholept
characters of which Jurgen ls the apotheosis, The nympholept
theme, however, as 1t 1is developed fn this novel has none
of the metaphysical and psychologlcal implications which 1t
was later to acquire. The basls of Townsend's nympholepsy-
is substantlally different from the basis of Jurgen's,
Townsend's series of abortive love affalrs represents not so
much a search as a flight, a flight from, after all, quite
ordinary women whose personalltles he does not even come close

to understanding. Moreover, despite the presence of the

Helen of Troy motif in The Cords of Vanity,31 Townsend is not
concelived of as motivated by a vislion of unattainable purity
and beauty; the psychological basis of Townsend's nympholepsyr
is fear, specifically fear of the disillusionment and pain
which are the liability of a firm commitment to anyone or any-

thing, "Never," says Townsend,"in my life have I been able

to endure the contact of Unhappiness."se

The, Helen bf Troy motif, as a matter of fact, appears

in a context whilch degrades it to a mere adjunct of ‘Townsend's

3lJames Branch Cabell, "He Postures among Chimney Pots,"
The Cords of Vanity (The Workseof James Branch Cabell,’ Stori-
sende ed.,, 18 vols,; New York: Robert M, McEride and Company,
1927-1930), pp. 116=130,

521bid., p. 348. o
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self-concious pose as a romantic searcher after beauty. It
comes into the story as a convenlent entrée for another.%ffair&
end the ironlc comment with which 1t is dismissed sugprests

that it is after all only the by-product of a somewhat adoles=-

cent cleverness:

"Through countless ages I, like every man allve,

have followed her [Helen], and fought for her,, and

won her, and have lost Her in the end, but always

loving her as every man must do., And I prefer to

think that some day--" But my volce here dled into a

whisper, which was in part due to emotion and partly

to an inability to finish the sentence satisfactorily.

The logic of my verses when thus paraphrosed fron

memory, seemed rather vague,3d

Consequently, the fundamental lrony in The Cords of

Vvanity does not lie, as it does in Jurgen, In the fact thnat
the search for ideal beauty and purity has no object 1n the
real world and only leads roundabout to the fulfillment of
man's probable biological and social roles, It lies rather
in the fact that Townsend's hedonistic determination to avold
unhappiness dooms him to teing elways haunted by the susplicion
that he has somehow missed the means of achleving happiness,
Townsend feels, at least vaguely, that he 1is belng made the
butt of some supernal Joke: "Heine was rijht; there is an
Aristophanes in heaven" runs as a motif through the novel.
Put Townsend does not grasp the nature of his own vulner-
ability, and it isn't until after Charteris has been shot to
death as the result of a simple case of mistaken identlty

(Charterjs being mistaken for Townsend) that Townsend par=-

tially comprehends the meaning of Elena's enigmatic reply to

33Tbid., p. 127. .
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his peace offering. On the backeo? a photograph she had .
written:
His has been the summer alr, and the sunshine, e
. and the flowers; and gentle ears have listened to

him, and gentle eyes have been upon him, Let others

eat his honey that please, so that he has had hils

morsel and hls song. .
The knowledge that "honey" may be bitter deters him from
tasting, ard not havinz tasted he must forever wonder 1f it
might not have been sweetl after all.

This maiﬂ theme--the dilemma of & hedonism based on

fear--1s compounded with another equally ironic and, so far
gs the development of vabellian comedy is concerned, far more
significant theme., Desplte Townsend's trifling and his
philanderi&g, he ic¢ all the while drifting toward the sensible,
motherly Pettle Hamlyn. Townsend's pose oi boyishness cannot
protect nim {rom her; rather it makes him more vulnerable to
her maternal tolerance and affectlon. 1In retrospect it 1is
not difficult to see that Eettie bclongs in the company of
Dame Niafer and even of Naya ol the 7air Preasts whom Zerald
musgrave was to encounter upon Mispec Moor; she 1= clearly
one of the lessér servitors of the many-aspect Aesred, and
her role in The Cords of Vanity marks the emergence=--at least
into the twilight world of the partiaily articulated-~of what .
might be called the égnelqpe theme., J&lke Homer's Penelope,
Bettie sits patiently at home spinning her web which, as
Townsend partly guessgs, has for him en "arachnean aspect.”
Moreover--agein in retrospect--tettie's violent antipathy to

34Ttid., ®»p. 258-259, o




John Cherteris Sin thiﬁ comed§ a Mephistophelean character)
vaguely prefigures the forever inconclusive contest bet@eeﬁ
pesred and the incorrigible spirit of romance with which all
men are more or less infected, a contest that °is sometimes in
the foreground and always in the background of the later

hllegorical comedies,

All in all, however, The Cords of vVanity--despite the

foreshadowings and loomings which, usinz the later comedies
as touchstones, may be discovered in it--remains within the
restricted fleld of the comedy of manners., The important
motifs and themes which it may be sald to introduce are all
thoroughly assimilated to the character and experlence of
Townsend and are not, therefore, clearly referable to the
"finite predicament" in which all men are involved, For Town=-
send is presented as particular rather than representatlve;
the device of presenting the story as an intimate confession
impresses upon the reader the sense of particularity at the
very outset, At the same time Townsend seems scarcely
detachable from the carefully dated literary and socilal
milieu of which he is a product.

Moreover, not only is Townsend's particularity stressed
but his cellowness and superficlality as well; the result is
that whatever is assimilated to his éharacter and experlence
takes from them the taint of triviality. Ostensibly Town-
send's attitude is in some sense e gellgnt attitude, but
Townsend's gallantry 1s a jejune and timid sort, even as_
compared to the theatrical gﬁllantry of Ormskirk and certainly,
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as compared to that of Jurgen who will taste any drink onge

and who, if ‘he leaves the scene as puzzled as when he arrived,
does nonetheless adventure in all the realms of romance, Its
natural expression is not scepticism but a carefully culti-
&ated boyishness which excuses one from the responsibilities

of mature thought and action., It is the gallantry of a man

who takes nothing serdously because he 1s not capable of taking

anything serlously except as 1t serves as an ad junct of his

own ego.

For example, as the reader learns toward the end of
The Cords of Vvanity, Townsend, like Jurgen, has encountered
Pan; he has not to be sure come face to face with "the Brown
Man," but he has heard his voilce -speaking through Schopenhauer.

what if LTownsend speculatesJ that obsolete notion
of Schopenhauer!'s were true after all--that love is a
blind instinct that looks no whit toward the welfare
of the man and woman it dominates, but only to the
equipment a child born of them would inherit? What
if, after all, without variatlion, love tends to yoke
the most incompatible in order that the average type
of humanity may be preserved? Then the one passion
which all my finest magazine storlies teach us to
esteem as sacred would be simply the deranged condition
of any other beast in ruttlng-time, Then we, with pigs
and sparrows, would be just so many pleces on the chess-
board, and our evolutions would be just = friendly
trial of skill between what we call 1life and death.35,

But Townsend does not share Jurgen's passionate need for denlal,
For ultimately Townsend does not take tchopenhauer any more

seriously than he does anything else. It may be that

Schopenhauer's view is the acid that has eaten away the

355ames Eranch Casbell, The Cords of Vanity (The Works

of James pranch Cabell, Storisende ed., 1B vols.; New York:
Kobert M. McBride and Company, 1927-1930), p. $07.
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substantial foundation of his 1life, but 16 so far as it eﬁters
into his conscious thought, it merely serves to feed a can-
venient cyniciéﬁ, to stand as an axiom upon which he may
build his justification for jilting Avis Beechinor.

In matters of theme and motif, the next of Cabell's

comedies, The Rivet in Grandfaﬁher's Neck, written during the

years 1910 to 1912 and first putlished in 1915, 1is far less

richly prophetic than The Cords of vanity. It does, however,

extend the use of at least two technlques which were first
exploited in The Cords of Vanit and which are of interest as
indications of the growing complexity of Cabell's ironic view=-
point and of his gradual discovery of the usefulness of fairy
tale and folk tale technliques and materials. The first and
least important of these is the technique of creating an
ironic perspective upon the gction by using brief summary
allusions to current fads, to the big news stories and the
toplcs of national and international speculation of the time.
These were the august concerns of the day, and they form a
background of events against which the action of the comedy
takes place but with which it has no vital relationship. In
The Cords of vanity Cabell used tﬂe device as a means of
underscoring To%nsend's egotistical self-absorption; in The

Rivet lgiGrandfather's Neck it proved a useful means of satir-

izing the provinclalism and willful isolation of the South.

At a wvery remote period, when. . . accordlng to the
fashion notes, "the godet shirts and huge sleeves of
the present modes".were already doomed to extinction;
when the baseball season had just begun, and some of
ouyr people were discussing it. + «&nd yet others
were predicting®the possible signifilcance of General

o
° L]
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Fitzhugh Lee's recent appointment as consul-
general to Habana: at this remote period, in the
April of 1896, Lichfield talked of nothing except
the Pendomer divorce case,

So begins The Rivet 1n Grandfather's Neck, but here, as 1in

The Cords of Vanity, the irony is at least double-edged.
Though these references to current toplcs and events indicate
that the world ls larger than the characters of the comedy
assume, yet the way in which Cabell jumbles together fads,
gossip and history serves to point up the ultimate lack of
distinctive importance even in these cnce supposedly vital
subjects, Some ol these topics once demanded and gct pre-
eminent notice, btut thouzh they may have appeared for the
moment main strands in the web of destiny, in the end they
scarcely colored let alone altered In any essentlal way the
comedy of human existence in which the Pendomers and Musgraves
and Townsends participate as fully as the McKinleys and the
General Fitzhugh Lees. What is finally suggested 1s that the
"gyil" effect of Southern provincialism lies not in the fact
that ;t 1solates the Southerner from the Important doings of
the greest world but in the fact that it encourages him to
take himself altogether too seriously.

Far more important, however, than this simple device
for establishing an ironic perspective is Cabell's use in both

The Cords of Vanity and The Rivet in Grandfather's Neck--the

most "realistic" of his comedies--of the allegorical fairy

36James Branch Capell, The Rivet ig Grandfather's Neck
(The Works of James Eranch Cabell, Storisende ed., 18 vols,}
New York: Robert N, McPride and Company, 1927-1230), p. 3.




. * 135

tale as a means of focusing the theme. The falry tale used

in The Cords of Vanipz, entitled "The Foolish Prince," is

an original cleerly done 1in imitation of Hans Chndstian Ander-
sen, but touched by the gaudy colorini and somewhat effete
pestheticism of the lete nineteenth century decaddhts.37

That used in The Rivet In gGrandfathert's leck is the wedl

nown Andersen falry tale, "The Chepherdess end the Sweep."
"The Foollsh Prince" ss it appears In The Cords of

Vvanity (1209) is, so far as the record shows, Cabell's earliest

attempt at allegorical fanteasy. Compered to the allegorical

fentasy of Jurgen and of comething about Eve, "The Foollsh

Prince" is thin, self-conscicus, and over-intellectualized.

It is 8 cleverly contrived puzzle which openly calls for
interpretation. Moreover, like everything else in The Cords
of vanity, "The Foolish Prince" and 1its meaning are subordin-
ated to the personality and experiences of Townsend; yet,
desplte this subordinatlion "The colish Prince" does function,
not only as a means of forecastins the unwritten conclusion

of the comedy--the final entry intc the Disenchanted Garden,
but as & meens of qualifying the irony of the main thene by
suggesting that there is not one but several polnts of view
from which Townsend's humorous philenderings can and must be
evaluated. 1In the fatle the Fool&sh Prince, who like,K Townsend
refuses to make any firm commitment, choosing instead to spend

his day afielcd chasing prettily colored butterflies, is set

37James Branch Cabell, The Cords of Vanitl (The Works

of James Branch Cabell, Storisende ed., 18 vols.; N8w York:
Rotert M. WMceEride and Company, 1¢27-1930), pp. 6-=11.
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off against "the rationslist," a drab epitome of cormon
sense witse dreary calculations lose for him the beauty and
joy of the fleld without galning enything better or more
substantial than what comes b? the Foolish®'Prince when finally
* he skips intc the Disenchanted Garden. Thus, the irony which
plays about Townsend's restless discatisfaction and final
return to Rettie Hamlyn 1s modified by the suggestion that
perhaps after all Townsend's way was at 1eas£ no less fruitful
than other more accepteble and common sense ways.

"The Shepherdess and the SQeep" is used to similar

purpose in The Rivet in Grandfather's Neck (1915)--pointing

up the theme and multiplying the 1r5nic implications of the
comedy; however, the indersen fairy tale is & far more complex
effair than "The Foolish Prince." 1In it there 1s no simple
allegoricsl equation between gction and meaning, It is sus-
ceptible to more than one interpretation, and it trings into
the story dark ambiguities--for instsnce, that suggested by
Ehe presence of "the goat-legged person'--whose sources are
deep 1in encient myth and folklore and whose full significance
-evades Colonel’ Musgreve's interpretation and whose presence
suggests the inadequacy, too, of Patricia's ironic perception
that. "the rivet" to w%ich all the little china.people must
give thanks for the ordered security of their tiny world does

nonethelecss "keeb us stiff-necked against all sorts of calls, "8

383ames Rranch Catell, The Rivet in Grendfsther's Neck
(The Works of James Rranch Cabell, Storisende ed., 1B vols,;
New York: Robert WM. Mckride and Company, 1927=1930), p. 37.
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"Phe Foolish Prince" is neatly tailored to fif the action of
* the comedy, "The chepherdess and the Sweep" stands, so to

speak, independent of and above the comedy and 1lncludes 1t.
The characte;s of the comedy are, to an extent they do not
guess, "little china people" who are protected from a know-
ledge of thelr own insignificance by a false tradition, by
the 1ies which they half-telievingly tell one another and by
the words which govern their emotions and their actions.

The theme suggested by "The Chepherdess and the Sweep"
i{s & familier one in Cabellian comedy: man, whatever hils
aspiretions, cannot endure the rarefied atmosphere of his own
ideals nor cen he endure the truth, and so, though for the
moment he may approximate his ideal image of himself and of
what his 1ife should be, ultimately he can survive only among

the familiar i1lluslons of his conventlonal world. This in

part is also the theme of The Rivet in Grandfather's Neck,

-~

Rudolph Musgrave 1s raised to the height of poetry and vitality
by his love for Patricia just as he 1s railsed to the height

of magnanimous gesture and self-sacrifice by his pseudo=~
chivalrous éevotion to Ann Charteris, but in the long run
Musgreve can exist only by loyalty te his inherited 1i1lusions
about himself and his world, and desplte appearances there is
considerable doubt that he ever even for & moment really escapes
from them., The-:reduplicated love letters that sare m;de to

serve many, loves, the torrent of frothy rhetoric about tge old
and the new Zouth that Musgrave delivers upon.the slightest

pretext, the magnanimous gestures which cennot ®e denied’
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because they are picturesque--sll these things suggest th%t
Rudolph Musgrave does not escape, and they point t; tge cen-
trel irony of the comedy. Rudolph Musgrave, who thinks ofe
himself and 1s thoughg of as a ‘master of words, 1is 1n fact
one of those men who in Queen Freydis's phrase are "used by
words." His own words and actions are not shaped by his
emotions and ettitudes, but rather his emotions and attltudes
are shaped by words and by what a largely verbal tradltion
tells him is expected of him. <Consequently, he is a man of
gestures and poses; the meainspring of every one of his fine
acts of self-denial is the simple thought-what a gesture(d®
And while Musgrave likes to think of himself as stiff-necked
against circumstances, in reality he 1s no more than the per=-
fect expression of the circumstences amldst which he has

lived his life.

For the most part both the humor and the irony in The

Rivet 1in Grandfather's Neck center in the charecter of Rudolph
Musgrave, particularly in his blindness, his failure to dis-
criminate end to grasp the significance of things. In Rudolph
Musgreve's mind many things--his genealogles, his marriage,
his chivalrous devotién to Ann Charteris--lie together 1like
items on the front page of a newspaper, without Q clearly
assigned order of importance; and he, like the reader of a
newspaper, assigns importance to these things simply én the

besis of what his inherited illusions allow or dictate¢ The

3gJames Brench Cabell, The Rivet in Grendfather's Neck
(The Works of James Branch Cabell, Storisende ed., 18 volS,;
New Yorks Robert M. McBride and Company, 1927-1930), pp. 79
and 293, ; °
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consequénce is that he fails to see what his 1life and the
1ife of his community* really come to, though the reader, of
course, sees very clearly.

This situation is essentially of & plece with the basic
situation in most of Cabell's comedies, and Rudolph Musgrave
1s no more deliberately a mountebank than the majority Qf
Cabell's comic protagonists; yet, the irony of The Rivet in

Grendfather's Neck 1s far more caustic than that of any of

the comedles which preceded or followed it. Unlike the other
comedies it leaves with the reader a distinct residue of
acid and gall. The explanation of this difference lies

largely in the fact that in The Rivet in Grandfather's Neck

Cabell works more closely and immediately than in any other
comedy with his particular contemporary milieu; he evokes
realisticaslly a world and a series of experlences ln which
the reader is sentimentally involved. Consequently the
characters of the comedy impose upon the.reader thelr personal
sense of waste and suffering, and the fact that Rudolph Musgrave
is protected by his illusions from any real awareness of this
waste and suffering, for which he is partially responsible,
merely serves to sharpen the edge of the irony by suggesting
that there is much that is vicious in these, to Musgrave,
kindly %}iusions.

Whereas the protagonists of the later comedie; are,
for the most part, alone in a world of masks and symbols,
Musérave exists in a world of ordinary human beings who have
a mortal steke in his perception or lack %of it and whose

happiness or unhgppiness is partialkly dependent upon what he
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18 and does; moreover, whereas the protagonists of the later
coﬁedies are necessarily blind, end often fortunately so, in
the midst of their highly ambiguous experiences, Rudolph
Musgrave's blindness} except from a purely selfish point of
view, seems unnecessary and in some instances reprehensible,
It seems particularly reprehensible, for example, that he
fails to see, let alone understand, the dark shadows which
Patricia and Virginia csst in his 1life.

Patricia, desplte her petulance and vapidity, draws
the reader's sympathy, and consequently her claim upon life
to yield her some sort of happiness seems important and not
unreasoneble, Yet, for her there it no compensation. Such
sacrifices as she makes are fruitless, and her alternetiveSe=e=
Musgrave or Charteris--are equally unlikely to yield the
love which she needs. Caught in an apparently unresolvable
dilemma, she is sacrificed without her consent to Rudolph
Musgrave's moribund chivalry. That at the end of his life
Rudolph Musgrave should then feed and soothehis ego with dis-
torted memories of her impresses the reader, not as a kindly
dlspensatlon of illusion, but as a final affront to Patricia's
real personality, however shellow that may have been.,

As for Virginla, the deeply wronéed negro servant
whose "pleasant yellow face" is "as expressionles§ as an idol"
--the effect of her presence in the comedy is not so immed-
lately felt as the effect of Patricia's fate, but ultimately
it contributes even more to those undercurrents of feelinge

which give the comedy 1ts peculiar bitterness’, Virginia's
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presence in the comedy unmistakably indicates that there is

a viclous, sinister aspect to the 1llusions which hedge the
lives of Musgrave and his fellow Lichfieldians. It suggests
that these i1illusions do not so much shield them from the dumb
malevolence of the universe as they do blind them to specific
evils in their midst, evils which their attitudes have created
and fostered. Rudolph Musgrave's fallure-=his community's
failure to recognize this and thelr generalized and conde-
scending benevolence toward Virginia constitute both a tacit
denlal that she has any claim upon their consciences and a
refusal or 1lnability to recornize that they themselves are
threatened by the living malice and resentment that her.mask-

like face conceals,

The Rivet 32 Grandfather's Neck 1s Cabell's closest

approach to what has sometimes been called bitter or dark
comedy, and it marks Cabell's farthest advance along the roed
that leads to the realistic novel of contemporary manners,
Cther works were apparently projected aslong this same road.
In "Townsend of Lichfield" Cebell speaks of a novel entitled

The Strength of the Hills in the background of which was "a

most r?grettable story of embezzlement and incest," The novel
was written but then destroyed in 1914. He speaks too of the
projected story of Wilhelmina Musgrave, which, he speculates,
would have provoked numerous indignant editorials against
"this foul slandering of the “Couth's aristocracy," and of

Townsend of Lichfield which “was to have dealt with Mr, Town-

send's personal observations as to American letters since 1903
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and as to life in Lichfield duriﬂg the same period. . ,and
was to handle toth themes candidly."4o A1l these booksg,
however, either falled to te written or were destroyed, and

while Cabell was stlll} working on The Rivet in Grandfather's

Neck, he started another book which marked out more clearly
and accurately the road which he was actually to follow., That

book was *Domnel,

Domnei: A Comcdy of Woman-worship was written in 1310

to 1912 and published in book form 1n 1913. Ostensibly Domnel
is an imitation of medlaseval romance, and it 1s Indeed Cabell's
nearest approach to pure romance in the traditional sense.

The story as it appeared in Harper's in 1311 was practically
innocent of toth comedy and irony.41 In the magazine version
the action is lergely restricted to Demetrios's court and the
emphasis falls upon the tropical sensuousness of the scene

and upon the testling of HKellsaunt (Melicent), <Such irony as

the story contains conslists in Demetriost's ironic evaluation

of his own emotlons and in the "disillusionling" moment at the

end when the dream suddenly becomes the reality and Perion de
la Forac must let slip his crasp of the symbol and embrace
the flesh, submitiing to all the subtle and painful adjust-
ments necessitated by his having suddenly left the rarefied

atmosphere of his chivelrous ideals and come to earth., For

4OJames Branch Cabell, "Townsend of Lichfield," Pref-

ace to the Past (New York: Rotert M, McRride and Company, .
3367, Pp. 285-286, . .

rames Branch Cabell, "The TJoul of MNglisaunt,"
Harper's Magazine (April, 1911), pp. 563=576. *
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that moment, before a purely humen jove can come to fill the
gap, Perlon feels the sting of .the irony which time in con-
spiracy witﬁ his illusions has prepared for him; but excepg
during that moment the chivalrous attitude, which ic the
mainspring of the action of “the comedy, is presented pretty

much without qualification.

To the book length version of Domnel putlished in 191
much matter was added and with 1t more of the lizht of both
wit and irony, but even in this revision the chlvalrous actions
are presented with relatively little ironic qualification,
and the emotions evoked by the chivalric attitude are allowed
their full welr-ht, cven as the sonhisticated, anti-romantic
soint of view of Demetrios is allowed 1ts full develooment,
At times 1lrony plays about perion and about the doings of the
mediseval church, but it does not touch Mellicent, lioreover,
Lowever fcolisn and perhaps unrewerdlng the attitudes of
Melicent ard Perion may sppear in the sight of e cyrlcal
and "realistlc" Demetrios, the reader perceives, as Demetrios
himself i palnfully constreined to admit, that thelrs is a
divine sort of foolishness which does make them 1n some
sense ideal and =dmirable people. And Demetrios must ulti-
Qgtely lcse, baffled and tewildered oy and somewhat envious
of that.sublime foolishness,

Yet, as Demetrios believes and as Cabell less_crudely
believes, everything in life has & orice as well as a value,
and® idealism is least likely to Le ex ccepted from this rule.

. °

Part of the price which Perion pays te, of course, that moment

of "disillusionment®™ that he suffers at the end; this,

however,
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is as it generally is in Cabell's comedies, only a momentary

rendins of the veil. The real price }s one of which neither

Perlon nor Melicent can ever be #Sully aware, It 1s the

price which Ahasuerus,announces to Melicent when he tells her
.

that though Perlon may win her, 1t is only cynical, dis-

11llusioned and sin-sénined men such as himself and Demetrlos

who cane fully appreciate the value and the exquisite rarity.

ol' her spirit.42 And this is nlsc the deep, quiet irony

which underlies Jomne!l without disturting the romantic surface.

It is not, however, merely in the very diftferent
quality of the iﬁbﬁy nor in the fact that it is Cabell's

most unquelified attempt to delineate the chivalrous attitude,

that Domnei marks a line of development in some ways diamet-

rically ooposed to that suggested by The Rivet in Grandfather's
Neck. It is rather in éhe fact that Domnei points the way and
is at least a small step toward the technique of allegorical
fentasy, Poictesme had, of course, been discovered during the
writing of Gallantry, but in Gallantry Poictesme is merely
another French province, distingulshed from other French
provincgs onl; by @eing fictional and the scene of Ormsk%rk's
temporary rejuv?nation.' In Domnel "the symbolic significance
of Poictesmé is enlarged though the historical frame and
peint of view are fetained: tnat is, the story 1is still
treated so as to eclve the reader the sense o? havipng been

carried btack to an historical way of 1life and to & more or

2James Branch Cab€ll, Domnei (The Works of James
Branch Cabell, Storisende ed.,, 18 vols.; New Yorks ~Rotert M.
McEride and Company, 1927-1930), pp. 196=197,°
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less historical place; it remailns earthtound by®the pretense
of belng %true" to dally human life as spmeohe once lived 1t.
. BPut, nonetheless, in.this cBmedy.bhe boundaries of Poicteéme
are, so to speak, blurred. Poictesme is less a territory® °
which can be reached by crossling the Engl?sh channel and J
riding to the south as Ormskirk did end more one in which
romgntic and legendary thlngs have taken place; iP is now

the scene of the Meluslne romances and the place where

domnel exlsts as something more than a lovely poetic fictlon,
as a vital determining force in the lives of men, In short,

as 1t develops In Domnel Poictesme 1is much closer to belng &

place where human 1iving can be adequately rendered in words,

actions and symbols,

Moreover, two of the characters in this comedy of
woman=-worship, because thelr very names are charged with
symbolic implicetions, cannot te accounted for simply by the
rather mecnanicel functions whlch they nerform in the narrative.
These are the enipmatic Melusine and fihasuerus, Nelther °
Perion nor Mellcent rsrasps the meanint of tnese characters
or thelr reletionshin to what they themselves do and suffer,
nor-can the reader grasp these things without the supporting

context provided by the rest of The Riography of Manuel, With

this supporting context, however, it is clear that Melusine

and Ahasuerus pley a symbolic rore in the story of Perlon and

Meliaent, that they not only represent in this comedy Cabell's

first excursion into the realm of folklore and the super-

ﬂatural but his first attempt to use the materials he found

there for symbolic purposes. The technlque used is a familiar
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one to the readers of the later comedies,

Melusine and Ahasuerus are used to personify those
drives and those psychological states end "experiences which
underlie human behavior.and which may or may not have thelr

source in' the external universe but which man often experliences

as 1f they were something exterlor to hlmself, as 1if they
were }orces which acted upon him from without,

Melusine is, in fact, & localized personification of
"the witch-woman," who 1is in turn but a projection of man's
dream of a perfectlon of beauty in the female. Tn a sensse,
she is the sﬂadow that man takes for the whole belng in that
moment when shsdow and substgnce fuse and he gives his love
to a woman, or che may be sald %o stand for the ambiguous
relation between beauty and procreatlion, a possibllity sug-
gested by her periodic assumption of [isih or serpentine form,49
On the other hand, Ahasueras, drawn from the widespread
legend of the wandering Jew,44 symbolizes the eternally
wandering, lonely and dissatisfied human soul. This might
be called his general symbolic value; he has also a more
. specific or limited symbolic value., He 1s cursed with the
knobledge that what men believe in and valﬁe, what he must

envy them for being able to believe in and value, are illusions,

In this respec€ he symbolizes the fate of the himan soul

438. Bérring-Gould, "Melusina," Curious Myths of the

Middle Ages (Negw York: John B. Alden, IB85), pp. 204 If.

- 4dg, Rarring-Gould, "The Wwandering Jew," Curious Myths

of the Middl& Ages (New York: John P. Alden, 18857, p. IZ.
[
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stripped of 1its' sustaining illuslions and of its power to .
believe and stands in direlt contrast to Perion and Melicent. .
It may be, too, *that in this comedy Ahesuerus subsumes the °

not yet cleérly defined churacter of Horvendile, the erratic

spirit of romance.

At any rate, thourh they never meet, Melusine and
Ahasuerus work, each accordins to his own nature, to bring
about the consummation of the love between Perion and Melicent;
they cooperate to create bteiween them the apctheosis of
chivalrous belief and action, an apotheosis in which they
neither share nor find any satlsfactlon, For they symbolize
generally the buried, never more than halfl guessed at,
biological and psychological forces at work behlnd appearancés
shaping the comedy in which, lronically, they seem to play
tut enigmatic snd incidental roles. Their presence in Domnei
serves to generallze the meaning of the comedy by generalizing

the expverlienc-s ol Perlon and Vellcent.

Transitlion

The year 191€ scrves convenlently, if somewhat arbi-

[q8]

trarily, as the terminus Ior wiat mirht te called the middle

period in the development o:f C(atellien comedy. In that year

with the putlication of The Certain Hour, Cabell's initial

exploration of wnat he had conceived of as the three basic

attitudes toward life was brought to completion, and though

the important transitional comedy, The Cream of the Jest, .
had slready been written, it was not to be publrished until *
4917, °
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Lookling back‘[}mm1the vantage péint provided by
fémiliarity with the post 1916 comedies, 1% appears ;hat, in
addition to the achievement that would have been apparent
in 1916, Cabell had in explorins his three attltudes touched
upon many of the themes and motifs whith were to bg developed
and made explicit in the later comedies., Even the familier

comic pattern of the later comedles 1s present--however

incompletely and inadequately realized--in The Corde of Vanity

and, to a lesser extent, in The Rivet in Grandfather's Neck,

As yet, however, Catell either had not seen the full impli-
cations of the themes end characters with whicn he worked

or had not yet found the necessary means to exprestc hls whole
meaninz; for as yet he had bteen content to express himself

in terms of lccalized types ond of particular historical
periods and tiese in turn encumtered and limited his point of
view.

It may be, of course, that in the comedies up to and

perhaps includinz The Cream of the Jest Cabell was, as Allen
Tate once maintained, primarily absorbed in an almost wholly
Southern precccupation with the psychology of defeat.‘l.5
Certainly Rotert Townsend's assiduous though not quite
deliberate eva;ion of commitment and Rudolph Musgrave's
instinctive clinging to fine words that substitute for actions

and that both protect and blind--certainly these are aspects

of such .a psychology. £ind it may e that it is tecause

455p11en Tate, "Mr. Cabell's VFarewell," New Republic,
LXI (January 8, 1930), npp. 201-202.
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Cabell wos "a Southern writer," reecting with as well as
againét the South, that he was first_d%awn to the .problem of
defeat and of its appropriate psychology. Growing up in the
couth in the last two decades of the nineteenth century, he
could not very well have escaped ell involvement 1n the
experience of defeat, and possibly hls concept and explor-
ation of the three tasic attitudes toward life reflect his
involvement in that experience and in the concomitant myth
of a poetic, gallant and chivalrous civilizatlion which had
existed in the .Jouth Yrefore the <lvil War., It mignt even te
arcrued that Jebell's steadily crowine concept of the vital
rcle ¢f 1llusion in human 1life ir a by-product of %is contem-
plation of the unconcealatle discrepancy between what the
touth wanted to telieve atocut itself and what it actually

- v

was and had been,
Yet, without rejectins- these possibilities, 1t is

important to remember that Cabtell was not concerned with the
problem of deteat solely as a local matter of fouthern
conditions, or one thingz, the stories and the one comedy
written before The .orde cof vanity (1902) lock to literature
rather than to the condlitlons of contemporary Southern 1ife
for thelr models and inspiration, and it may as readily be
true that Cabell's literary interests led him to probe the
Couth's %nrticular neychiolozy as that the conditions in the
“outh servel &: iie centcr {rom which his literery interests
radiseted. @or enother thinec, there i ¢

onstderatle evidence

that Cabell,.likeoro-many l2te nineteenth and early twentieth
o



] . .
* 150

century writers, had beé% touched by the so=-celled "cosmic

chill" wﬁich had nothins essentially to do with the South's

predicament tut was rather a result of the conflict between'
traditional humanistic eand romantic values end the implicetions
of nineteenth century sclentific Ehought.46 Then, too, there
is the steadlly emergin: tipyre of Johrn Charteris, who even
‘r. his first sppearance ls an cxotic in the louthern milieu,

.

' » .
a stereotyped embodiment of fin de siecle moods and attitudes.,

Charteris's colculrted immorality ls, to te sure, another
aspect of the psychology of defent, but it is only cecondarily
the result o2 conditions in his immediate surroundings.
Actually 1t is of s piece with the tehavior of a punished
child who petulantly compounds his wlckedness becaurse he 1s
bewildered by his inability to be es good as ne belleves he
chould be; it is the psychclcrical concequence of Charteris's
frustrated end hopeless deslre for unqualified spirituality.
The nature of Charterists experience of defeet and the nature
of his reasction to it are liabilities of the humer espirlt 1in
all times and places, .

In eny event, to asrsert, ac fllen Tate has acsczerted,
thet Cabell in deserting Virginis Tor Poictesme cut nis roots

and thus deprived his later works of vital sap47 is to teke

46‘;lee, for example, Catell, The kagle's Chadow (The Works
of James Eranch Cabell, ftorisend ed,, 1B vols,; New York:
Robert M. McFride and Company, 1¢27-1930), p. 173; Gallantry

(ibid.), p. 181; and The Cords of Vanity (ibid.), p. 307,

47p11en Tate, "Mr. Cabell's Farewell," New Republilc,
IXI (January 8, 1930), p. 202.
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too restrictedly a fouthern view of the matter, 'Whatever
Cabell's preoccupation was in the beginning‘,}8 somewhere along
the line he tecame absorted in a troader, more inclusives and
compléxly renifying problem--the Inevitable defeat of the

numen spirit in a naturalistic.universe. His remqyai to
Poictesme was far less a [light from Virglnies and its partic-
vlar experience than it wes the result ol & search [or edequate
symtols to convey what had come to te his peculiar and non-
parochial vision, The titter irony of The Rivet in Grand-

father's Neck btelied that vision which was after all comic,

snd though Cabell had created characters who were "real"
enouirh, he had not succeded In Iinding any "large" enough to
convey his whole meaning. "I needed," Cabell hes said, "a
world in which I alone was omnipotent," a world, that 1is,
disentangled from the historical persvective, unencumbered
by histerical acclident, and terond the reslm of speciel
‘nterests and preoccupations, a special kind of world In
which a hirhly reneraljzed view ol humen existence cquld be
.civen tne concreteg.dramatrc embodiment ol art.

As wes pointéd out In the discussion of The Cerds of

yanity (1909) snd The Rlvet in Irandfether's Keck, (1915),

Cabell had in writing those comedies discovered the value of

the fairy tale as a means of focusing his themes; and his use

48Gabellt's own statement should be set off against | °
the views presented above. Cee "The Author of The Eagle's
thadow," Straws and Preyer-Pooks (The Works of James Rranch.
Cabell, STorisende ed., 18 vols,; New York: ~Robert M, McEride
and Company, 1927=1930), pp% 262-277.
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of "The Sﬁepherdess and the Sweep" indi;;tes that he had
discovered that the falry tale, fo; all its apparently naive
fantesy, may penetrate with an unexpected toldness to the
core of human experience and human psychologys }n writing
.Domnei (1913), or indeed sometime befcre, he discovered that
legend and folklore could yield for symrolic purpores such ,
richly connotative tigures as Melusine and Ahasuerus, W%hat
in essence Catell wes gonarently coming to realize is that
leg?nds, folklore &nd myth in cenerel, far from telng merely
fantastlc wroducts of a cnildish mencality, do in fact often
express with a peculiar dramatic force what Jung has called
"the phenomenolosy of the spirit."49 The importance of this
discovery becomes clear when we recsll that Cabellian comedy
depends upon the nossibility of viewingz tlie ophenomenology
of the humen spiric r'rom a "disintoxicsted" point of view.
In his charecteristically whimsical way, Cabell has
Indicated his own sense of discovery and of its consequences:
It was cnly Uﬂﬂ1£when The Cream of the Jest was

being written that,Junder the guldance of rRIchard
Harrowby, I took up®in & more or less serious way,
the study of what 1¢ loosely called "magic," and that
I learned something ol those realities which are
tehind what ve, just as loosely, cell "ordinsary
experience," It was only then, in fine, that I

.490. G. Jung, "The Phenomenology of the Spirit in

Fairy .Tales," Psyche gnd .ymbol (New Yorks Doubleday Anchor

Pooks, 1858), pp. 61 If. ~(CI ccurse, considering the date,

there is no questicn of Cabell's being committed to a &

Jungilan <interpretation; at the same time, 1t is more than

. Fikely that Catell's own dlscovery was directly relateéd to
the fruitful interaction between psychology and anthropelogy

during the first two decades oI the twentieth century.)
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turned definitely eway from the merely mundicidious.

In another place he has regorded nis feeling of having come

m

into his own witl the wrlting of The Cream of the Jest:

. . . In preparing the Storisende edition of the
Blography, during 19927-103C, I found all the books
prior to The Cream of the Jest to have been written
by persons who are To me, nowedays, comparative
strangers, I edlited the entire Eiography as best I
might. But only,in The (ream of the Jest and in its

temporel suc%issors hod T &ny sense ol dealing with
my own work.>

As has already been suggested, The Cream of the Jest

(1917) 1s in meny weys a transitional comedy. It is a brldge
tetween this world cf’ "ordinary svperience”" and that other
world which is amtisuously of w14 mind end imazination and
yet a place in ltself, a world In which everything is pregnant
with mesning and through which man egither picks hls way
gingerly or, with sublime unconcern, stumbles on from un-
puessed mystery te unguessed mystery. In tliis book Cabell
seems to haeve seen hig kingdon clearly but hess not jyet
entered in and btaken possessicn of 1it.

of tne preceding comedies, ezceptin,; Domnel, with the conven-
tional pattern of the comedy of manners. It was originslly

planned to present a seriles of Richgrd Harrowby's adventun-

ings in the occult:

. . . Rut “eturn very plainly stood in the ascendancy
at the scheme's virth; fer ac these stories ceme into -
being, no,one of them, ssve only "Concerning David

5OJames Branch Cabell, Prefesce tc the Past (New Yorks
Robert M. McBEride, 1936), pp. 126-127.

5l1pid., p. 205.
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Jogram,”" met with the then present need of any
discoverable magazine, The dizain was therefore
abandoned; and of the eight stories finirched, some
were destroyed, while others were utilized variously.
Two of these tales, as tney had been written in the
gprin- of 1911, were comtined and® rewrltten In 1913,
with addition of ccnsidersbkble new meatter, so tnat
vefore 1914 had well berun to make the world safie for
hypocrisy, these storles had blended into one contin-
uous and fairly long Comedy of Evasions, called then
In the lesh, but =& 1itt%% later recinristened The
Cream g£ the Jest. « o

Catell had slreedy, in 1910, ventured into the occult with
"Concerning Corinna"--a Poesque tale about the seventeenth
century poet Herrick who, in the tale, 1ls reprecented as
having penetrated the vell of karme and come face to face
with those deep subterrsnesn forces of 1life st the vrice of
madness end suicide.”® ‘yhetever intervened durins the
followins vears to put Cebell's mind on a somewhat different
tack is not cleer, but The Creem of the Jest, as 1t wes
finnlly putlished in 1917, i » very different book from wha
was apparently at first interded, It ir, rather thon a btock
o cccult adventurin-s, o tock of adventurings Iin the Kingdom
of the mind, relix Fennasten'c mind, with only sutdued

overtones o the occult,

The reader ol The Cream c¢i tne Jest t'inds himselfl

suspended between two werlds, neither of which can in any

ultimate sencse be called the resl world except by courtesy

of convention, One of these 1s the world of "ordinary

. 52James Rranch Catell, Preface to the Past (New York:
Robert M. McFride and (cmpany, 19¢6), 9p. 117-105.
S3james Eramnch Catell, "Concerning Corirna," The °
Certain Four (Kalki ed.; New Yorks Rorert M. McFride and
Compeny, 192&), rp. 113-135.
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experience." The other is an idealired dream wordd penetrated

by Felix Kennaston wich the aid ol the sourlous vicil of

(]

~coteia., Foth worlds ar Kennosten eerly comes Lo realize o
are worlds of impenetrable {1lusion, diffexing only in that

the world of "ordlnary experience" 1s defined by hetit and

convention while the other world is Cnshioned by the intorn

yearnins of *‘men for & oplece "wherein humzn nature hac kept

[

ts Plrst dieniscy and cirencth; «pd wherein human pnassions
are never in a poor way to rind exoression with asdequete

gneech and action."54

ol vvesloprs 1v the contrastin: intornlay off therce two worlds,
frienas and nei~hbtors ic precented in £ serlec ol small
domeetic comedier, cnd noturally an. approeriately enoursh the

comedy of tnls world 1s tne comedr ol lnedeguac

2 | v; fFreatnecs
B3 N . . . C‘
i mede to fo In the tattaered ra-g 20 worn ocut cliches;s“
tal t risec - Wy »- wlded Y- [ PN PP 56
alent riser on tne wings nprovidea ! srurience and fad,

ard a1l conversation, however intimate the cituationrn, runs

in the barren gulches ol the ccnventional ard expected. The
senerel insdequacy which ic expocsed ty these comic tecrniques

1

5 o - Bal ~ Y

4Jamcs mpench Leteil, The Cream ol the Jest (The
works of James Trarch Catell, “torisende cd., 18 vols.; New
York: Hobgrt . Tooride and Commany, 1927-1930), p. 13.

55 . .o

Ivid., »p. 71=81, .
-
5671v1id., op. 5L-83.
* °
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i{s boldly underscored by constant juxtaposition with that

other world in which speech and action are always commensur-

. .. ar * . .
atpe wtth e ~eecarlon, wheshor of ~toad eroevil, joy or SOrrow.

L]
The actual embtodiment which Cabell glwes thint cther world in

mhe Cream of the Jest consists of many brichtly colored frag-

ments of nistoricnl romance.
Clearly this is not yet Catell's mature manner--the

manner ot Jurgzn (1919), rigures of Larth (1921) and _ome-

thing Aloubt Live (10927)--in whileh the reader ie forced to

%)

enter a world that is frankly fantastic and nlicn yet symbol-

anything is likely to happen but 1n which, at the same time,

everything that does happen protes allerorically and symbollc-

ally essential and endurins human experience, The method of

The Cre~m of the Jest if only in part drematic and only in

small part symbolic, T[Cyend large, it ls discursive, The

- BN O

reader shares Kennaston's experiences, btut the nianine of

those exneriancec i to a larze axtent glven in Kennaston's

discursively elaborated meditations and in the digresslve

commentaries &f the narrator, Richard ifarrowby,
heless, The Cream ol the Jest does decldedly

onct

coilnt tne way to Lhe allejorical and symbolic comedies that

were to follow., Hor one thins, thoush in the earlier comedies

the reader 1

4]

made awaYe tiat the characters are beset bty

illusions and that in consequence they misinterpret themselves
L
L]

and their world, he at tne same time 1is made to feel, because

of the relatively realistic treatment and because his_ vision

° °
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is wider than that of any character, that hls own perceptions
. .
are firmly and properly rooted in the '"real" world of "ordin-

ary experiences;" this 1Is not quite so distinctly®true of

The Cream of the Jest, To bte sure, the constant sugpestion

that the world'in which Kennaston finds Kttarre 1s merely a

private dream world allows the reader to retain a more or

less normanl orientation; vet, the comedy In statement, if

A
r W
not in form, challenres all of the common workaday assumptlions

atoul the neture of renlity, ¥or another thin=-, 1t 1s in

"he {ream ol the Jest thaht Lhe conmic pnttern crnarscterlstic

of tire loter comedies is [irst clearly artlculnted, Shoagh
elix rennaston lcuvs net, hlimeelfl, know now to classlify
the worll which ic onened Lo him by the mysterious »
the T13i1 of Ccotela--whetrer as & private dream world or

as a worli of occult realities, It may Le mere dream stuffl,
the flimslest fantasier o ¢n overheated imacination., Yet,
if reality is to te judwed bty vividness of impression and by
the quantity and qualicty ot felt life, then this "dream"

world-is the more real; 1t 1s at any rate, Kennaston comes

to feel, more accstheticnlly satisly

pe

n-. ™Mor thou-h such

experlences as Kennaston has in

so far as they go, fully reelized: that is,

2 -
Lo

are ragmentary, they are,

they are rendered

with ah adequecy of spocech, action ani emotion, emotion which

Kennaston may savor without teins overwhelmed. ITn this

"dream" world Kennacton always hus the

deenly setisfying

fecling that he 1s larger tihan the situatiofis in which he
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[ ] .
fisures, that he somehow inclydes them rather than is included

. . .
by ’ohem.sr7

with Kennaston aesthetic considerations come first as

the basls of value and ultimately ®tven of relicion and moral-

ity, and consequently the much greater nesthetic satisfac-

tion to be had in tie "dream" world as well as the presence

in that world of i ttarre, the enltome o7 feminine lovellness

and desirability, leads zennaston more nnd more to abandon
himself{ to 1t, His true interest is poured Into it, and he
accepts sardonically or with hall-arused recentment the fact
that this dreamin;: beling rust be concealed In an unprepossess-
ing body and sulb jected to a "life made up of unimportant
tasks and tedicus useless little hablts,"58 Moreover, his
adventurings in the "dream" world provide him with a per-
spective upon the world of commonplace experience which at
first intensifies his sense of alienation from that world.
Moving at random threuc-h historical uvime and observing men

at their work and play, Kenneston 1t driven to *the conclusion

that "everywhere men had lsbored blindly, at flat odds with

rationality, and nad achiieved everything of note by accident,"59

eand that "life was not a part of the universe at all perhaps,

bu¥t, rather, an intrulder Into Llie cosmic machinery."eo
o L

In time, 1like Jurgen, Kennastonr comes uncomfortably to

feel that man, in the flesh, is the butt of some complex

57James Branch Cabell, The Cream of the Jest (The Works
of James Branch Cabell, Storisende ed., 18 Vols,; New Yorks
Rovert W. WcBride and Company, 1927-1630), pn. 117-188.
¢ o

581bid., "pp. 48-49, and 116; °9Ibid., p. 137.

601vid,, p. 139.
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and multiform cosmic jest. Man 1s a crenture of dreams; °
yet, he is doomed to earody his renl self and to travesty

his dreams in his corporeal actions.61 Man 1is obsessed with

the ideals of coura-e and beabty and purlty symbclized in
the vision of ﬁttarre; yet, nownere may he ind® these things
tanglibly realized, never may he touch wttarre, Man feels
sharply his own‘loneliness and longs for companionshlip;
yet, it is impossible lor him to achieve vital and intlimate
communication with any othe human being.62 Man longs, or
believes he longs, for truth, for a kKnowledxe of reality;
yet, hls only means of gettins Any information whatever
about reality is through his five exceedingly fallible senses.as
These are the multiple forms of the jJest, and these
are the somewnat "dusty trulsms" with which not only Felix
Kennaston btut elso Jurgen and dsnuel and Jerald MNusgrave

must come to terms. £ll of these truisms, when grasped

emotionally in their [ull implication, proint the way Lo

naturalistic despalr, lowever, what 1s said ol Zttarre might

equally well tc sald of man, as Cebell understands him--the

ways of hig elusion are many.

The most obvious m ans ol eludin; the consequences

of his "knowledze" open to Kennaston is that of clinging

tenaciously to his dream world and, so far as possible,

letting the other go. But thougn his thought verges at times

61James Eranch Cabell, The Cream of the Jest (The Works
of James Rranch Cabell, Storisende ed., 18 vols.; New Yorks
Robert M. McRride and Company, 1927-1920), p. 86,

621pid., pp. 107-110;  ©3Ibid., pp. 116-117.
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.
upon solipslsm, he is basically dissatisfied with the °
curiously divided 1life which he finds himself living, and
_this dlssatisfactlon drives him toward the elaboration of a
personal and eccentric philosophy by means of which he transcends
his axiom-based skepticism and resttaches himself to "real
1iTe" as his fellow beings understand the term, * Ponderline the
fragments o!' human ﬁistory that he has been privileged to
witness, Kennaston can diccover no rational plan, no discern-
ikle plot; yet, everywhere, he finds, there ic o persistent
strivinT. ‘hat all 1ife seems to o strivin- toward and
what all men scem Lo ycarn for, Kennaston lecldes, 1s that
"]ire mi~-ht btecome symmetrlcal, well-plotted, coherent, and
as rational ar livin: 1¢ In tooks. "% ry thic dutious by-

way, Kennaston arrives at the ceoncept of life as

=

artist,

of 1ife as comparable to a romancer spinning an endlecs

romance and striving ceaselessly for the perfectlon of art.

perceivin, that even apparent symmetry exists nowhere in

nature except in the ficure ol men, Kennaston reclaims on

purely aesthetic grounds man's ancient sense of himself as

the crown ol creation.65 Prom this way station Xennast n

moves on to the concept of God &s artist and of the crucifixion

.as God's masterpiece, from the contemplation of which he draws

his deepest satlsfroction, Jhan

“wanslated into aesthetlc

6§James ~panch Cabell, The Cream ol the Jest (The Works
of James Lranch cabell, ctorisende ed., I8 Vvols,; Neww York:

— ’
RoLert ... sciride ard (ompany, 1027-193C), p. 152.

651p14., pp. 151-152.
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terms, the mysteries of the Christian church tecome acceptable
to Kennaston, and through a back door, plainly marked unortho-
dox, he enters unsuspected tnte the church and makes '"the

. [ ]
image of Christ his. own,"56

In time Kennaston elso comes to suspect tnat there is

a vital thou;;r hidden link betwecen his dresm world and the
world of ordinary experience. Lot only does he surprise the
1ook of rttarre in the ecyes of iuriel Allsrdyce, but he 1is
told ty Lttarre, herself,

All women resemble me. . o » Whatever [lesn
they may wear, and however time-trayed or dull=-
hued or stained by horrible misuse that garment
may seem to be, the wearer o that garment i no 67
less falr than I, could any man see her quite clearly.

When Kennaston later discovers what he supposes to be the
missing half of the igil of Scoteia on his wife's bathroom
press, he is convinced despite the absence of any sign of

recognition on her part, that she ir in some mysterious way

identified wizh httarre---ttarre tecome Tlesh and possessed,

thougn unrecognized, ty him. The effect ol this suprosed

revelation ic to cacst a nimbus ol mystical sugrestlon sbout

all human, flesuly ties, to endow them witnh unsuccred depths

Fy

of meaninz and bteauty.

I was happierl_says Kennastoﬁ]than I had ever
been in any dresm. . o 1 saw that the ties ol our
ordinary life here in the [lesh have their own
mystic strength and sanctity. I comprehended why
in our highest sacrament we prefigure with holy awe,
not things of the mind and spirlit, but flesn and
tlood. + « « A man and his wife, barring stark
severance, grow with time to te one.person, you

L ]

661rid., op. 153-188; €71vid., p. 190.
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see; and 1t l1s not so mych the sort off person as
*the indivisibility that matters, with them,68

Bhis mystical glow obviowsly cannot endure full daylight,

but it brings to Kennaston--at a price--é depth of cerenity

and contentment that con never be wholly dissinated. The
price*is that Kernnaston, an author, writes no more tooks,
for havins dispensed with the need for nis dream world, he
has dispensed,.too, with the need to write books,

At the end of the comedy, the ecxact nature ol Kennaston's
experiences and thelr value, exceont In terms of his personal
satisfaction and contentment are left anparently ambiguous,

The (1711 of Ccotela turns out to ve only a portion of a
discarded Sor ¢ o cold ecream jar, an: oo wiole of Fennaston's

scemingly occull privileses and adventurings, 1t develeps,

N
v

can te c¢xplained =f r cance ol self-hypnosic induced Ly the
bright glarc of the small otject. Tnis "nsatural explanation"
is at odds with Kennaston's feelinc--a feelin- whicl: the

reader tc som- -xLent shaares with nim--that these experiences

open out upon "those realities whlch are tehird whnat we call

crdinary experience," The amtisulty here, however, is not

quite so irresolveble ac it msy appresr to be, The

¢f hypnosis, taken with one or two other "irts in the text,
suggests thet though Kennaston has not oper 2 any forbidden
wirdows on the resal world, he has with the aid of the spurious

68James rranct. ¢ ‘abell, The Cream of *He Jest (The rks

of James Iranch {atell, Ctorisendec ed., 1~ vois.; New ¢ "i°
Botert Y. Merrdie éndepompany, 1027-1e30), p. 216,




€igil and of his own active imagination penetrated into the
depths of hir own psyche and there stumbtled upon some gen- °
eral truths.

The possibility of such en interpretetion would seeth
L

.

tc te sugmested by 91 chinrd liarrowty's comment upon the cccults

Ae touches what we cell the "occcult," delusion
after delusion hes bteen ?ss;p.ued, of course, and

muct  jubllent pother made cver the advance of know-

ledre. Put thce last ol Lie Jdelusiens, wnlich man

has yet to relinqulci., ic thiet he invenhed them,

This too must te surrendercd with time; ani nlread; W

arc bteginnins to learn that meny o tuese will errors

are i1llegitimate children ol Jreve trutnus, clence

new looks with new respect to fo k-lore,f9

po R

If Kennsston's "delusione™ are nelther virlons o’ hidden
realitics nor in sny rense creatlions ol his own, then they
muct arise nut of tire depths of nhls uncensclous liTe, The
"orave truths" referred to arc, ¢I coursc, truths of the
numan psyche, and tne respect wriich ccience rrants to folke-
lore 1¢ ty wey ol reccyrnizir: In them the indirect exvression
of the "phenomenolcory of the rniris," the orojection and
drametizetion of the sdventures of .o reyche,

The sug~estion, then, i strons “hat Kennaston's

"occult" adventures sre to te viewed in some such light as

P

this. TIn penetratin- to the depths ol his own psyche Kennaston

Jiscovers nic identity with orvendile, the romentlc demiurge

)

who is after all only the persqnification of the spirit -of

creativity in which rennaston, as an authory participates

more fully than most men tut from whith no msn 1 wholly
L] .

69James Pranch Cabell, The Cream of the Jest (The lHorks
of James Eranch (atell, Storisende ed., I8 vVols,; New vYorks:
Robert WM. WMcEride and Company, 1827-1¢30), p. 206.
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excluded. He unearths, too, the decp-turicd imaze of the

whoﬁly beautiful end desirable woman, Lttarre, Ltterre, as
Kennaston in part comes to recognize, 1s & hizghly amblguous
figure., She is _bound !n en eternally unconsummated yet
mysteriously frultful union with Horvendile--a unicn symbol-
izing the ever unfultilled yearning for the perfection of

art and for the ideal generally, The moments of hirftory in
which Kennaston participates--moments cvcked with a perfection
of emotion and gesture yet left incomplete--further symbolize
the results of this union, At the same time, Fttarre 1s
linked Yot with every woman and with the mony-aspect godidess
o love, fertility and earth. The former link 1 polinted

out by Lttarre ters21f; the lattor 10 cleerly iIndicnted iIn

the cnapter entitled "Lconomic . onsiderations of Plety" in
‘ennaston €ees Lt Jigll of Jcotela upon the Torehead

of the gryotlan joddecs, Isis, Lttarre, then, serves botn
life (sex end fertility) and art; at tris level ol the psyche

5 -

all of these disparate urges and Imnges, ltecause of thelr

complex interrelatiocnships, tlur intq one, Kennaston is st

play, though he does not know it, with the Tundamentel forces

of his own psychic life and thus of life liself.

Tne underlying irony in The Cream ol tre

———— ——— — ——

Jest lies in
this--that Kennaston, for all his anxious theorizing, fails
to gresp the true natures of his exveriences and of his dream
%orld playfellows anid that the philosophy which he dévelops
in order to sccount for end, Iin a sense, to transcend tiese

experiences 1s opurely personal and eccentric: that is, like
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the philosophies of all men, 1t 1s shaped from within by
Rennaston's predilections and most deeply cherlshed values
and in no way reveals the structure of the universe, The

reader is privilered tc perceive the fallacy thourh Kennaston

does not; the reader is, in fact, driven to the perception

ty the ‘oprosed point of view ot the narrator, Richard Harrowby,
who remsinc skepticsl ol and even hostlle toward Kennasten!s:
notions. .:ill, the resder is forced to fec that, far from
tein- harrtul, Kennasten's fallacles are positively cervice-
ctle to him, For hic curious metephwvsics does make poscible
his acceptance, with relative ease and contentment, of the
"i'’nite predicement." It makes possitle hir acceptence of
70

man's role as fool in the cosmic drama, and it reenforces

the "ordinary ties of the flesh" by suggesting to Kennaston
that these are everywhere tinged with the mysteriou: and the

. 71 . . .
mirsculous,. Put in another way, it znatles Kennacton to

evede tne conseqiuences of his "knowledge'"--thoce dusty trulsms
wnich point the way to despalir,
7or the reader who comes to The Trenm ol the Jest,

al'ter resding the rest of The Plogrerhy, the statement

Harrowby makes necar the end--"It occurred to me that his

nistory was, in essentlals,

the nistery of our race, so fer'--

corries 2 significance béyond thnt immedictely developed by

70queS'Eranch Cabell, The Cream ot the Jest (The Works

of James PBranch Cabell, :torisende ed., 18 vols.; New York:
Rotert . Mctride and Compeny, 1927-1930), »p. 159-162. )
[ ]

7l1tid., pp. £18-217,
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Harrowby himself.72 Such a reader understands without

.
prompting thatethere 1s nothins elither ultimate or uniqug

in Felix Kenneston's thoughts and experiences. Through his
meditations echo the querles and lements o' Manuel, his remote
thirteenth century ancestor, and as KRennaston himself is
forced reluctantly to admit, he, Kennaston, is.but the fleshly
garment which Horvendile for the moment wears, and Horvendile

In turn is but onec aspect of the 1life force which, Iif not

eterngl, ir at least diuternal, At the same time, cuch a

pte

reader sees in Kennaston's thougrht and experience enother

tribute to that Ingenuity, that vanity, that inveterate habit

of substituting 1llusion for fact and loric, 1y means of

which the human epirit contrives to erdure, )
The comic pattern which emerges clearly for the first

time in The Uream of the Jest wac to remein the escen

comic pattern of the later comedies, Thirs pattern =t the

comic protarcnist cxnerlences 1t consists tasically ol three

stepe or movementss: 'irst, the relt awareness in various

terms of "the firnite predicement," that is, of the humenly

irremedirsble condition o1 incompleteness and imperfection;

second, the struggle ageinet the limitations implied in "the

L ]
finite predicament;" and®third, the acceptance of the human

condition as, :or all its limitations

Tector'y. The third step 1e fairly‘°complicated,

s upon the whole satis-

invelving

acquiescence n the mystery of beins as well as the reasonébly
. L]

o
L] ¢ °

72Itid., p. 235, .
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complacent perception that however radiceally defective in
.

some respects, the conditions of humen livinr do nonetheless
provide for both practliczl security ard peetlc tesuty. From
the reader's point of view the pattern 1s one ol almost
Instinctive evasions by means o' wiilclhi the comlc protagonist
protects his ego against the cerrosive, disilliusioning truths
which his struggle forces upon him and by meancs of which,
also, he provides for his own more or less happy Ending.7

However, sc has been pointed out, thoush the escsential
pattern remains the same, the comic technique and point of
view uceld in the leter comediec 1¢ conscideratly different from
that used in The Cream of the Jest. The metnod ol The Cream
of the Jest (1317) seems decidedly timid and tentative as
ccmpared with that of the major comedies to follow-=Jurcen

oe

(1919), Fipures of =arth (1921), and Jomethings About Eve

(1927)--in whnicn Cabell Loldly sdonted the persrective and

conventicne o. folklore sand mryth, .Jhereas the world in which

o j-ie

hennacton enjoys his "ecccult" adventures is not the familiar
world yet ic recegnlzably and Ilmmedistely derived from it,
the world o' Jurgen and the succeedin: comedies is almost
wholly fabulous and mythical, a world controlled by sorcery

and lergely emancipated from the normal conditions of time

and causality., Moreover, whereas in The Cream of the Jest

L
.

73Phis comic ‘pattern, of course, may be described from
‘a variety of points of view and, therefore, in a variety
of terms. (See pp. 20-63 above.) The intention in this
paragraph is to describe it in the most seneral and inclusive
<Lerms possible. . .
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Kennaston's "dream" world, which reflects symbolicslly ghe
nidden fgrces of his own psyche, is juxtaposgd to a public,
conventionally eccepted world, in the comedles that® followed
tmese two world become SO blended'as to bte indistinguisheable.

Tt becomes next to impossible to designate those things which

belong to the mind of the protagonist and those things which
are exterior to that mind. *or while the protegonist con-

ceives ol himegelfl as movine throucsh an nbjectively present

N

world in witch he encounters ambirpuocus beinss distinct frem
hWimseli who baffle, threaten and invite him, in actuel fact
many of these teinss personlfy Torces--drives ont desires--
which properly speaxins are at work within him though tﬁey

are not merely perscnzl to him. At the same time, tne
inevitable wives of the prota-onists loce thelr Individuality,
mer;ing into & £insle archetype that Includes not only all
wives tut potertially all womcn, Thus, in the succeeding
comedies ¥elix Fernasten's awareness that no man can--at

least ar a flesh and tlocd reinc--get beyond the boundaries

of his own mind is rendered dramatic, and not merely a portion

but the whole or the comic protagonist's exneriences become

allegorical and symbolic, )

That Cabell, hevine percelved that the apvarent errors

cf’ folk-lore are "the illepitimate offsprin~ of gravest truths,"

should be attracted to the methnods and materials of folk-lore

and ,myth 1Is not surprising; nis own world-view, while tuilt .

upon certein ontolorical assunaptions abtout the nature ¢f' the

universe, s primerily concerncd with the phenomenology of
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. .

the humen spirit. "For this is the only reality with which .
“man hes” any assured contact, Cf course,*® however fmuch Cabell
may look to the metholds of folk—loré and myth, hir comic
fantasies remain csharwvly distinsuicshed from that source bty

ris sophisticated, intention, That is, wheress ‘folk tales

and myths (if we follow the interpretatlon of tarl Jung) are

.

spontaneous,archetypal expressions of the uncenscious 1life

of the psyche, Cabell's comedies make uce ol methods and
materials drawn froh these sources for the purpose ol expres-
cing Cebell's self-conscliour Interpretation of the adventures
of the humen psyche ar vieweld from a preccnceived metaphysicel
point ol view, in other words, to render wnat has already

been snalyzed, Thur, wnile folk-lore and myths are chsracter-
ized by spontaneours and ultimetely irreqducitle symtols
(archetypes), Catell's comedies tend to ollerorv--thus, also,
the detachment, the irony, the lauchter which are largely

foreizn to these s=ources,

Tne Major Fhase

Jurgen, nmablished In 1919, wos the ['irst ol cabell's

comedies written in wihat vwic mor call his mature stvle and

fr-m hirf mature point of view; af'ter Jurgen no lurther sig-

nificant development takes place, It would, of course, be

possible to talk about a "late style"--the style, that ig,

of The Music from behind the Noon (1926), The “hite Rote
(1928) and The ‘iay of kEcten (1929). These stories ere domin-

ated by theme and are presented with 2 severe economy of
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detail and ol connotation and in 2 hi-hly intellectunlired,

. hd .
relentlecsly allergoricrl style. They were however, concelived

to bridge o felt Tap In The Elography of anuel, '? and 1t is °

at ®least conjecturally possible that their self-concclous,

[ ° . X
formalli-ed allesory reflects net so much rowth a&s the pressure
e . (i)

and strain of necessity. At any rate, In hie later writings--

fer example in the trilogy, The wightmare Has Triplets (1934~

1937)=-=Caktell returned tc a technique and a style wnich in

gll escentiaols are like thoce ol Jurgen an. of the other

ma jor ccmedies in The Plorraphy ol Kanuel.

The major comedlies--Jurgen (1919), Wipures of ¥arth

(1921), The High Place (1923), The filver “tallion (1926) and

vomething Atout nve (1327)--are all ol' & type. Thic 1s not

to sny, as numerous reviewers and critics have sald

A

b

ttorce comecdices are renctitious. The chiar-c of repet

}tw

tiousness

N .

betrave eltter & curerilicianl readin- which. ¢ imrreccsed only
with such ccecmmon teciriques as dilgnlacement and double-
entendre or =« readin:s wnich yrasns only the broad pattern and
none o the nuences or variaticns., The fact thaet all of the
ma jor comedies are written tfrcm the seme point of view rhould
forestall any surprise over the fact thet the escentiel

pattern remains the same, MNoreover, it should e rememtered
that for he comic writer In reneral and tor Caktell in vartic-

ular atl human experience is at bottom probatle &nd, therefore,

undifferentiated.° The unity of human exverience, however,

7 . . rs
4{ames Rrancn Cavell, "The “itch-Voman," Preface to
the Past (New York: 3Robert !, Mefride and Company, 1936),

pp. B5-89,
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* L]
does not preclude the possibility ol variety, for thoughe

<

human experience is Lroadly uniflorm and normative, it has

v

many facets, Zach of Cabell's mnjor'COmodics takes un a
diftferent facety elaborates a clocely relnted tut different
theme; cach refers to and contributes.to the same core meaning
tut it does not exhaust that core meéning. In other words,
wiile Jurgen and Gerald Musgrave confront a similar world
and endure. & similar fate, thelr comedlec 40 not repeat one
anothier; thelr comedies taken torether make n larper more
omplex statement than deoes elther taken seosrately
“hat first and mort forcefully improsces Ttrelfl unon
the rendoer wic comes Lo ghe malor comedies afscer havin- read
the carlier comedies Is the marked zaln in ~usto, due primarily
to Lhe Lroal comlce ireatment of sexuality, 75 and the ever
incronein s saturation withh often recendtte follk-lores mabterlials,
As outstandin: as these Lhin~s are, however, thev ars only
imary characteristics, those
which are escsenitinl tc the delinition ol Uatellinn comady as
nin= dlstinct, are the peculiar qualitics of the fantasy
world in which the comedies take place, diccussed ir. “he

preceding chapter, snd the unorthodox character--or ocrhaps

more accurately, situation--of the comic protagonlist,

758ex of course, had slways been in Latell's comedies

as in most comed", an important subject. Pu* whereas in the
earlier comedies sex is anproached throu~h innuendo’ and as
something which ha opens off stase, in the later comedies it
*1s approached thrdush the extenSJVP and extended use of
unmistakable double-entendre wnich mekes it possible to bring

on stage the phyfiologzical as well ss the psychological
aspects of sexuality
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In several respecgs the comic protagonist's situdtion
is similar to that of the typical hero of fglk-tale or. feliry

tale: he 1t a quester, a searcher in the wonderful; his

L]
Foal often takes the objective form of the unattainable

princess; and he tinds himsel!l thrown into relatlonshlip with
hd - °
suparhumen “rigrfurcs wno embisuously help and/or hinder hlm in

]

“ie quest. Low ~enerolly speakiny, the typlcel folk-tgle or
Talry tale herc, dvcplite nis of'ten nnqualilled success, 1s
;oicql hero ol comcly., It is true, of
course, that many Lolk and ralry teales =i -t concelvably be
treatad as primitive comedies lnaswmuch oo Iin the end the

nero triumphs over 211 obstacles and atteins to a normally
desiratle goal--ninrriage to the beautiful princess and
happiness ever after. This traditionzl havoy endinc, however,
is no doutrt due to the presence of a larze measure of wish

fulfillment, or--znd this comes tc much the same thing-=1f

Jung i correct in his analysls, it i & prenhecy of an
] N, 2 R 54

imposcible psychlc state ol wholsnecs an comploce celf-
rosisseion,  Teve away toe olezmernts of wish fulfillment or

prophecy and the situation tecomes potentlally tragzic, the
hero potentially a trazic herc. Tor, then, the hero's quest
becomes the pursult ol an Imposrible perfection; undertaking

the quest, he exposes nimself not only to frustration and

harm at the hands of an unyieldin~ reality but alsoe to the
painiul discovery of hic own lnadequacies and deficlencles,

fo te speak, he runs the risk of incurring punishment at the

hands of the protable, imperfect-.reelity against which he

transgresses in his search for perfection, a punishment which
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takeg the rqrm of the agonized contemplation of the dark
side of his own nature., For strlving after perfecé&on, ir

sustained, inevitably leads to an ever more acute awarcness

of 81l those aspects of t he human psyche and those .conditlcons
of fate which render perfection an impossibility. Thus,

seeking perfection the hero approaches self-reallzation;
self-renlization may be taken as that aspect of the traglc °

experience which 1s felt ar positive gealin, but self-realization
cennot te had except at the price of great pain. The traglc

symatol of the fully renlized selfl

"

e

s-=arain to borrow from
Jung--the crucltied Christ,’6
The situation at the openins of each of the major

comedles corresponds very clocely to the notentially tregic

situation described in the preceding: paragrazh. Jurgen,
Manuel and Gerald lusgrave are, initlally, ell committed to
the hopeless pursult ol impossible perfection, They are
animated by a dissatisfaction which leads them to reject the

probable norms of human experience and sends them journeying

into the "wonderful" in segrch cof idesl fulfillmeht and .

-

sattisfaction., Thus, Jurgen sets out in search of "justice,"

that is, in search of that which will satisfy his deep yearn-

ings for love, bteauty &and holiness, "Justice™ in this sense

refers simply to the seemingly retional demand that there
should te no desire without a correspondin~- object or that :

the wniverse shnould provide tnhat which ic commensurate with

76Carl G..Jung, "Christ, a Symbtol of the felf," Psyche
and Symbol, ed. Violet S. de Laszlo (New York: Viking Anchor
Books, 1558)y pp. 58-50. °
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men's dreams and 1n which, consequently, he may find total
satisfaction. 14 Jurgen's case the complex objects of
yearping are rathered up and projected in.%he symbolic figure

of Helen of Troy, & variation upon the traditional "unattain-

able princess" of folk-lore. ~i{milarly Manuel, tO0O, is
«t *

o

arouced bty Horvendile, the spirlt of romance, and sent forth

in search ol anotner verslon ol the "unattainable princess."

And Jerald HMusgrave sets foprth: to redeem the mytnical kingdom
of Anton and, more sisnilficantly, te reinstate himself as &
god in hls appropriate mythology. On first consideration

Gerald Musgrave 85 comic protagonict may appear distinct

from Jurgen and Manuel in that Gerald is not consciously in

pursult at any time ot the "unattalnatle princess;" tut it

is significant in this connection tnat Antan, 88 Maya under-

77

stood, 1r¢ inseparatle from ite ruler, Quecen Treydls, and

that seen from Mispec Woor tre ilstant ntlls of Antan assume

the appearance of 2 recumbant female figurc.78 The

"unattainable princessz," or the dream woman, in general

symbolizes all that the protagonist yearns for--ideal beauty,

truth, ovurlty, sanctity, & full-blooded emotionel 1ife. She

[

js closely related to the heroine ot folk-lore and is even

susceptible tO Jungian tnterpretation as the pro jected "gnima"

ol* the herb, the, symbol of nis soul, the possession of whnich

is a nacessary condition of complete self-realization.

77 7ames Rranch Cabell, comething About pve (The Works
of James Brdnch'Cabell,'Storisende ed., 1B vols.; New YorK:
Robert WM. McBride and Ccompany, 1927-193C), p. 166.

78Tbid., Ps 276
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As rebels areinst imperfect, ®probatle humen experience,
o
then, and as seerchers into the "wonderful," Jurgea, Nanuel
[ 4
end Sereld Musgrave would seem at the outset to be cest.in

the tradlitionsl rcole of the tra-ic hero, Tﬁere ie, or coursé,
.

no conusion of tone., The appropriate comic tone--the tone

ot playful detachment--is ectntlisred at the very teginning

ot egcn of the comedles and predominates throuchout, Jurgen

opens with the locicsl btut comic tecause morally inapprop-

riate defense ol the devil; Flgurec of iartn opens with the

ironic but humerous miscomprehcnsion of the exprescion "to

make & figure In the world;" lUomething About Eve opens with

a mildly satiricel treatment of the .(outherrn code of chivalry.
This is only tc sev, nowever, that the comic intention 1s
declared at the outset, The fact remains trat in subt ject
metter, in the situation ol the comic protazonist, these

comeidies trecnass unon the domain ol tracedy and reisc Lhe

- <L
theoreticel nrctlem 20 tew Shiis d-mnin ie to be sub Jurated
re the comlce soirit,

-

e praciicel selutiorn o tnic tneoretical provlem

[

lice in tne foct tnat in lian comedy the comlce prctagonisti'cs

charscter ic ceoneeived of not as static tnt as involved in

L d 1 . 1 L
the general flux; it is both contradictcry and mutable,
L]

Jurgen, Manuel and Jerald Musgrave beloni neither wholly to

trhe class of the ordinary comic protegonist who is distinct
from and opposed to the pariah nor wholly to the class of ‘

the tragic hero wno is in many resvects identical with the
L]

pariah, Thew carry wit»in themselvecs both the pariah an3 nis

opposite; they are nelither [Faust nor 0dysseus but koth at
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once.and in sequence. The Fausti?n component in their make-
up 1s manifested in thelr quest for the unattainable, in
thelr uneasy intuition that they are the-dispossessed
children of God, and in their generel susceptibillity to 1ll-
defined desires, It worships Helen and Ettarre and is

associated with youth and with youthts romantlc dreams and
strivlngs.. The Odyssean component is manifested In the
healthy sexuality of the protagonists and partlcularly in the
strencth of thelr irrationsal human tles, their profound
susceptibllity to the illusions of wife and home, It is
associated with demestic sentiment ienerally and 1s the
natural rubject of Maya, goddess of the fertile earth and of
worldly wisdom. The Cdyssean component is present but for
the most part unacknowledzed in youth; In middle age it
emerges triumohant,

Essentially tne influence c¢f the ¥austian component
upon the character of the comlic protagonist ic centrifugal,

. B

driving him away [rom the animal center of hic teing: that

«©

is, it forces him into an egotistical revolt against th

]

natural sources and powerc from which he lives and

80 exposes

nim to the dangers oI painful disillus

-

onment and relfl-

knowledge. Tne Cdyssean component clings to the animal

center, the animal tase, and torms an obscure alliance with

the enigmatic Maya (Aesrcd/Sereda)” and the Erown Man (Pan)
who from the Faustian point ol view represent evil but from

the Odysse&n represent the‘healthy wisdom ol the probable

world of ordinary experience,



In the deve 10“”00 o% Uatellts mn50? conedies, the
['austian component, like the pariah ol Albert Cook's theory:®
of ngrmai Lomedy, Es expelled; 1t is expelled b§ time,
time belng normally the enemmy ol the traglc protaéonist and
the friend ol the comic protagonist. Of course, the Faustlian
component and its concomitant mood do not disappear altogether;
they linger on as a vagwe restlessness and as a propensity
to play with ideas, but the resl power of the fgustian com-
ponent passes with the passini of youth. The conrequent
triumph ot the Cdyssean component 1s the typlcal comic

triumph of world over spirit, of wlsdem, the rule of life,

over trutnh. In the ninth book of The Odyssey Odysseus tells

Alcinous,

I myself feel that there is nothinz more delightful
than when the festive mood rei-ns in a whole

people's hearts and the hCque 2re listen tc &
nminstrel from their ceats in the hall, while the
tatles btefore tLilem are laden with brcad and meats,

and & steward carrles round tne wine he nas drawn
from the bowl and fills their cups. Tnis, to my way
of thninkinc, is somzthin: very like perfection.,’

For Odysseus, in his situation, these things are the promised
rewards of expediency and diplomacy, and tihe statement

indicates equally the characterlstic mood and the szeneral

tendency of the Odyssean component,

Tc return to terminology previously used-=we might say

that it is the austian component in the comic protagonist

which suffers a felt awareness of tne "f{inite predicament"
L]

and revolts against the limitations implicit in it; the

79The Odyssey, trans. . V
.Maryland Penguln Fooks 1946),

. Rieu, Bk, IX (Faltimore,
n. 139,
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Oody.ssean ,component makes pos§ible the reconciliation to
these 1imitations. All this would seem to suggest a degree
of inner tension and conflict jncompatible with the free

.
play of the comlc spirit. Actually, however, &his 1s not the*
case, for the comlc protagonist 1s generally uneware of his

own duality. .Only the reader perceives clearly the ironic

incongruities and contradictlons to which this duality gives

rtee. The Taustian and Odyssean components within the comic

protasonist never really confront one another. Where a con-
frontation of sorts does take plnce, it always comes after
the decaying Faustian componant has lorft its power and has
come to Lo ralt nse somethin- external to and distinct from
the personality oif the arotasonist,  Serald Jusgrave does

not even recoznize the shade of nis Taustian youth as it
rides past nim on 15e way down to Antan,go an! thougn Jurgen
is srisved by his sense of alienetlion from the image of his
voyhood which he encounters upon tie tattlements of heaven,
he i1 not aware of any dramatic moment of' severance or of any
history of struggle.B On the other hand, while the Faustlan

mood endures, thne cemic protagonist deces not acknowledge his

bOJames Franch Cabell, fomethin~ Atout Lve (The works
of Jamce opanch Cabell, Storisende ed., 18 vols.; Kew York:
Rotert M. Mckride and (Company, 19927-1930), pPp. 232-233.

8lyames Rranch Cabell, Jurgen (The Works of James
rpanch Cebell, Ctorisemde ed., 16 vole,; yew York: ~Robvert M.
vepride and Company, 1927-1930), pp. 291-296. (The* image
of boyhood represents a perilod and n state of simple felth
and innocence in wnich, 1f it were permPtted, the Faustian
compohent could rest satisfled.) )



own Odyssean aspgct. Hé does not admit that there 1t a paft
of himself wb&clxis oreparine to deliver bim inte the hands
of the "enemy;" instead, he feels nimselfl tc bte threatened
only by powerful and enigmatic veincs distinet from himself
who would for_their wr reacons divert him from hic goal,

It chould be main clear that the ultimate triumdh of
the Cdysrenn componont over the austian does net Imply a
comparative valus judement, 1T ie this recult of & nprocess
which happens inevitably in time, and Catell has shunned ell
pttempt tc welgh one comporient against tne other, To¢ do
so would be to ettempt to make 1ife add upr, snd life i¢ not--
ne ¥elix Townferd pointed out Iin the Introduction to The

cords of Vnnity82 and es Cabtell hacs elsewhere inslisted--a

matter ol arithmetic. If one attemots to make 1t a matter

of arithmetic, he exvoses himself to "the cosmic cnill," for
the power ci arithmetic irf s purelyv destructive marcic which

. . . 3
excrcises a2ll romantic t1lusions, &9

Acturnlly tat  the Paustisn and Cdyersean components are
equally nourisned ty i1llusrion--a fsct which Manuel discovers

. 2 N 3 o
wher he opens the window of fAege eus®® and which zerels Musgrave

82 . - X
James Lrarnch CaY“WI The cords ¢ Janity (The Works
of James “ranch Catell, “torisonde ed., 18 vols,; New York:
Rotert .. Mcoride and uompany, 1927-1230), p. 11.
83

James Franch Catell, tomething About Zve (itid.),
p. 97. (arithmetic stand: btoth [or those habits of mind

collectively known as cormor sense and for the methods and
results of science.)

845ames Eranch Cabell, Figures of rarth (The Works of
James Preanch Cabell, Storisends ed., 18 vols.; New‘VBFk'
Robert W. MckErlde and Company, 1927-193C), pp. 252-2859.
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comes to understand after his "son" has morched off toward

y 85
Antan snd Maye has removed his rose colored spectacles.
Moreover, both the Faustian gnd the Odysseen components haves *®

thelr different Yt complementary valucs, The TFaustian [ills

hamen livin: with ardent, soul-satisfying 1llusions and

legends wnich snsver to the egeless dreams of sanctity and
darnation, éurity and justice; and ‘thou.sl the Faustian mocd
ig a form o!' active hybris, te forego 1t would be to ebdicate
one's humanity and to accept a life deveid of poetic beauty.
If' Gerald Musgreve had succumbed to the princess of the irst
water-gao bty the river Doorham (manhood), he would have lost
both the ineffeble comfort and contentment of Maya's cottage
upon Mispec lcor and the rether teautiful ideas with which

he delighted to play.86 The Cdyssean component, on the other
hend, tinds the comic proteronist to the snimal center of

Ils being and quietly rrepares a final refure aralrst the

E‘( D)
destructive implicstions of the Faustian,

Of course, [Trom the polnt ol view ol

psych087 whose needs arnd intercsts nre,

the primitive
in the mgjor comedies,
projected in and served by laya and tiwe Trown Man and thelr

avetarec, the inclination of the rFaustlan component to cut

.

85James Brench Cabell, Hometning About Eve (The Works
of James French Cabell, “torisende ed., 18 vecls,; New Yorks
Rovert M. McErlde end Company, 1227-193C), pp. 278w-27Q,

8S%cce glso In this connection the story of Guivric the
lage in The Cllver ttallion (The Works of James Eranch Cabell
Storisende ed., 18 Vols.; New YorkK: .Robert W. McErlde and
Company, 1927-1930), pp. 147-178.

875ee chapter 1
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i{ts roots is a distinct threat.®8  In many ways the Faustian,

component is radically at odds with the primitive psythe and
with all of its manifestetiéns, for it cannot endure ambigu}ty.

or compromisse and so would prefer to embrace pure 1l1llusion or ’

suffer annihilation rather than see its dreems and gaspir-
etfons' inveded and in a sense appropriated by the animal
T g9 .
nature which it wishes to deny. *
- . [ ]
Tprom the Faustian point of view there is no middle
zround; there ifg only heaven or hell, ideal realizatlon or

surrender to the droeadtul knowlelge ol the "two truths,"go

and in lts 'rcfusal bto compromisc with things as they are the
Faustian component prepercs for the comlc protascnlst a
crusnin: turden ol disillusicnment. {or the illuscions which

nourish the Faustian component are evoked ty 1ts demarnds out

of the heart of nature and serve, as surely as do the 1llusicns

that nourish the Odyscean component, trie common needs of the
primitive psyche, It is significsnt in this connection that

all of the Feustian 1llusionc are allegoricselly represented
by female Tigures--Guinevere, Anaitis, ‘lelen, Etterre. The

88:ue the discussion tetween Janicot and Maya, "Eco-
- a) ~ ~ A L4 Al L
romics of Common sense," Something Lbout kEve (The Works ,of
James ERrench Cabell, Storisende ed., 18 vols,.,; New Yorks

’

Robert WM., Nchride and Gompany, 1927-1930), pp. 281-283.

89cee tuwe two ellecoricel tales: "The Thin Quecn of
Klfhame," Straws and Prayer-tooks (ibid,), pp. 113-125; and
The way of kcben (New VYorks:s Robert M. MckFride ,and Company,

19297, :

. .
9OJames npranch Cabell, Somé@thing Aboutl Zve (The Uiorks
of Jamcs Tranct. tntell, Cterfsenae cd., 18 vels,; New York:
Roport M. hckride and Company, 1027-1930), pp. 113-119,
*
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clear implication of this fact {s that the Paustian quest * o
cannot'be wholly dissociated from thé sex drive, though the
supposed objects.of the quest i{n their hlghly elaborated

conscious forms may sgem to deny their orisin, Furthermore,
so far as the.Faustinn component is concerned all of the

lovely perconifications of its 1deal foals have an arachnean
sspect, They are lraps s=t Ly nuture, balts cast before the

ragustian rebel wiih the desi,

wd

r. of lurin~ nim beck within the
circle of nature. cJonscauently, whencver the comic protag-
onist in hic Paustlen role secms to heve won to the woman
who offerc a substantisl fulfillment of his dreans, the
woman is almost instantly demoted tc the human level, upon
which level she imperceptibly blends with the ficure of
the all wife,

varieties of thic metemorphosis are encountered

trhroughout Jurgen (1919), Pipures of zarth (1921), and Some-

thing About _ve (1927), and everywhere it carrles the same

implicetion, These comic non sequiturs announce both the
uniform ground and the uniform intention of all illusions,
This unity of intcntion and pround is further underscored 'ty
the contradictory asbects and ambiguous Peletionéhips of the

personified powers wnich confrent the comic protagonist.

resred, in her Lereda avater, scems flatly opposed to all of

the romeantic poscibilitiecs whilch mey te cathered up into the

. 91 . .
Faustian conponent; yet, her full-length portrait dominates

glJamqs rranch Capell, "Postures before a,sShadow,”
Jurgen (Bhe iWorks of James Rranch Cabell, Storisende ed., 18

vols.; New York: Robert WM. NMcEride and Company, 1927-1930),
pp, 316-329. e
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the library of.Cocaigne,g2 and as Cybel she 1s herself the
immaculate ‘goddess of an enthuslastic cult,g3 and through
Cybel she 1s related by extension to Isls and even to Astarte.

As Maya of the Fair Breasts--the form she ajssumes in Some-

thing About Eve--she is. the personification of nature itself,
goddess of the fertlle and productive earth, In,thfs avatar,
too, she appears dlametrically opposed to' the romantic
{1luslons of the Faustian component; yet, as "The Mother of
Every Princess" she stands sponsor to some of these 1llusions.
So far as her complex nature may be reduced to a simple
equation, Aesred in her many avatars represents the power of
nature to adapt to the demands of the ego on the plane of
{1lusion while persisting in its own more primltive aims,

Consequently, the comic protagonist even in his
Feaustian role cannot escape from the circle of Aesred's
influences: that is, he cannot, whatever his pretensions,
avold subserving the needs and interests of the primitive
psyche., All his actlons are accordingly touched with duplicity
--a fact reflected in. the extenslve reliance upon double-
entendre as a comic technique; and everywhere he suffers a
sense of betrayal, From the Faust%an point of view 1life

soon becomes treacherous, tragic, impossible.

Forthnately, the Faustian component {s never unaccompanied

927ames Branch Cebell, Jurgen (The Works of James Branch

Cabell, Storisende ed., 18" vols,; New York: Robert W, McBride
and Compeny, 1927-1930), pp. 172-173.

931v1d., pp. 206-207,
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by the Odyssean component. The Qdyssean component clin@s o

to the comic protagonist even in his Faustian rocle, just as

Jurgen's peculiar shadow clings -to him throughout his supra-

mundane travels., Jurgen's shadow is, in fact, the shedow
of Aesred, that‘is, of worldly wisdom and experience for

which she stand: end to which Jurren is subject In his char-

ecter as a succescful middle-aped bourreois, uprosedly
Jurgen slouchs off this character and resssumes his Fepustian
voutr, but the nower o! Aesred, who rrants him the gift of
youth, is limited. ‘he can grant only the aoreerance of
youth,9 anéd so her shadow, which 1s oalso the shadow of his
former character, clin-s to nim, quglifyin~ all of his
experlences ard directins him always toward the recspectable

Cdyssean goals oi" home ~nd wife

r

e

cnificantly, in the eyes

.

of Kerlin, a thorou~hly eustlian charescter, Jurgen's shedow

“

. . . . 25 .
appvears a manifestation ol tihie power of evileg” "from the

faustlan point of view everything which 1s assccilated with

the Ocdyssean ccmponent i1s seen as belonging to man's lower

or darker side and, therefore, as navines affinities with the
L

vower of evil, Ironically, however, thcurh tihie Taustian

suffers at the-hands oI what it conceives to be the power of

evil, the ceautiols wisdom of expedlency which Jurgen's shadow

In pert represents prevents him from erousin~ the sleeping

Helen9® and from looking too curiously into the arrangcements

of Heaven97 end thereby provides for the gualified survival

941bid., p. 318; * 297bid., pp. 125-12

-~
°

961bid., pp. 223;-225; 971rid., ». 296.
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[ ] [ ]
of two of the illusions by which the Paustian component is
L]
nourishked. The Faustian component, then, even at the very

end is net utterly depoced by rhe O0dyssean but is, so to

speak, put upon a strict allowance,
The case of Jurcen, aof ccurse, is exceptionel, but

the nower ol the la%ent (dyssean component to work through

the eustian l¢ plso yerioucsly expressed in Figures of serthe

’

and ometnin~ Aboubt Ive, ienuel, nursuing hics restless

imperious thousi. illedef

om

ned d

i
Q

sirce, rejects In tarn
cpoliticel power and worldly preeminence, represented by
fliancra, ~nd the power ol creativity, reprecrfented by Preydls,
ard undersoes thlrty years o! servitude In the house of The
Misery o: the rmarth in order tn redeem Nlafer whom he had
orirginally sacrificed to hic austian amtitions., That Manuel's
sacrifice of thirty years and hls subsequent union with
Niafer were predestined from the becinrine by somethlineg
fundemental in the character o! Yanuel is made clesr by the
fact thnat upon'VPaidex Menuel "4 preferred Miafer to the

Lady nisele, the unattainatle princess, had in Tsct confused

these two symbolil: ti~ures, 7Jnat Niafer actually represents
s made equally clear throuph the means by wnich she rmust te

rodeemed; shwe stands for commen sence-~-shrewd, worldly

wisdom--"the shadow ol outlived misery ;" thus, she

g

rn
—

= oa

servitor of lesred, she 1= the nrotypical wife und stands in
L]

tlie same relation to X¥dnuel as Jurren's shadow stands to.

o

Jurgen, It ir not surprising, then, thet almcst immediately

-] ° .

[ ]
eafter her redempotion, she convinces lanuel to set about the
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L
conquest of his kingdom--a tvpically Odyssean undertaking.
¢imilarly, derald iusgrave lingers upon Mispec Moor

enot so much because of the onmeratieon of powers extreneous to

S f ae Y Ananicn o Yo P T TR R TR S .
himsell s Yeocanega o e Towin ) IL

"
a

O
3

cth of the Odycsean

¢ own nature,’® Maya mekes no overt mdve

component within h

e

to obstruct hir journeyin- toward Antan; to all appearances
she is willinr enourh to see him off., However, the domestic
11lusions which che builds up atout him are deeply satis-
fyine to hic Qdyssesn aspect which under ‘their stimulation
emerges in full strength. (kven the thoroughly Faustian
Tannhauser cannot resist the small megic of Maya's rose

29 . .
colored spectacles.””) As with Jurmen o with terald--the

raustian component is put upon an allowance, It is not

denied outright, but its claims are deferred from day to day,

e

and gradually it loses its active force and lingers on as &

mental hatit of plavyin~ with beautiful 1dees.1oo

what makes this Faustian/Cdyssean sequence cemlc 1is
not nerelr bthat ii results in the ususl comic triumph of
tie »nrotatlec norm o! luman experience vut that 1t makes

nossible the survival of “he humon sp.

rit upon terms of

2

reasonable comfort ard contentment by forestalling payment

of the Promethean debtt accumulated Ly the wayward and

985ames ©ranch Cabell, ":fomething About Eve," Preface
to the Past (New York: Robert ¥, NcFride and Company, 1t

Po. 138-1309.

’

997ames Branch Cabell, “omething About Eve (The Morks
oft James Eranch Cabell, “torisende ed., 18 vols.; New York:
Robert M. WMcErilde and Companv, 1927-1930), pp. 238-239,

.« e 1001v54., p. 244.
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rebellious Faustian component. Thls debt should logdically bte

.

° oy . " o 1 ¢
discharged thpou-h suffering, throuch the ascsumption of a
crushing burden of disilluslonment. However, before the comic

protagonict in his Faustian role has arrived at thif crux,
b - * . .
the Odyssean comoonent emerses Lo dominate nls character,

and henceforti the austian component must live through

and in csubdection to it, (Unlike the Haustian component, the
0dyssean always counts the costy 1t 1f too snrewd to risk
dtsillusionmant or seclf-gxnosure. Lxcept for = sinmlar

fe

accident, Nanuel woull have spent his 1n

<

9]

%

t vears contentedly
enoush in Lhe Qoom ol Ageus (Usace), and Jerald Nusgrave

would have spent hiz upon Lhe norcn of layals cotitase evol-

: 5

vine fine theories atout the still distently visible fAntan.
Phe comic protagonist in hir Cdysrean role llves in the spirit

o' compromise nni common sensej; he 1g noc wholly inmmune to

the idesls rnd dreams o hls Paustlan aspect, tut he irs

content to let them ¢hnine in the unmeasured distance, EHe is

cautious and essentially

pecsive, c¢lincines fast to present
satisfactions. ®murthermagre, the illucsionc whlich most deeply

satisfy him are more serviceable to the odrimitive psyche

tecause they reflact more immediately its needs and inter-

ests--sustenance, the warmth of nest or den, propagation--

and therefore eore more stable,

The Odyssean component, then, counterbalances the

destructfive tendencies and nullifies the tragic implication

of the Paustian component., At the same

time, 1t must be .
remembered that these two components are not purely antagonistic.

Eoth are aspects of the gssential human spirit.
o

(rerald
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Musgrave who hhs shed his natural tody and travels toward
L]
antan in his splritual tody is nonetheless vulnerable to the .

Odyssean illurions of family, wife and home,) And, more

important, both serve to evoke a world in which the human
spirit can endure. Nature does not particularly care

whether man falls victim to the Lady of the*iirst Nater-gap

or comes to reside upcn #tlispec Hoor, £o leon~ ars he fulfills

Wie function as e transmitter of the life force: Maya end
.t PR . Y 101

the Mother of &Lvery Princess are one and the same,

Howaver, the preposterous denands and nretensions (nrenos-

tapous in She naturalistic worlld to which tho comlc
*

bt

protaconist actually l2lones) of thes comlic »nrota~onfst, and

in him the Yman spirit, Torce upon natural condlitlons and

[

orocesses spiritual qualitics whilel Fres vl v pof o 208,
CUEima oy, of courge, melare oo ner owny with iz, btuty all

the shme, like = willrul ani wayward child he, both in his
Faustian snd in »'c Cdyssenn roles draws f'rom her large

concessions, .he wilishe

P

147]

wmn

to claim him as her, own and to tend

nim to her purporces; she understands, however, that
o »

er, he can te

destroved tut not coerced, and o ghe produces
) I
depth of her own teins thofc appearences i ryve held

him within the clrele of her power bty affording him temporary

satisfaction, To Ye

m

ure, contanine within herself nothing

which corrssponds to

the high flown desires of men, she can

10l;6mee “ranch Zatrell, "IMhe Noher of Lvery Princess,"
Comething Atout Zve (The jorks oY James Tranch cabell, :tori-
sende ed., 18 vols,; New York: Rotert W, NciEride and Company,
1927-1930), »p. 57-82., Cf. Maya's comments, ibid., pp. 282-
283,




respond tc hls demands
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only with spurlous, illusory riftsy

yet, as Genrald Musgrave learns, the value ot therce gifts is
[
Incalculable, . .
At lerald luscrave sits talkine with atdsl Jareth,
who weers bthe lilkencss ol his con, Theoderick Quentin .
usorave, jerald reeli-ze:r witn awved ~ratitule "from whet
remote abyes hie wifle hod deavn the Yein- wnlceh scemed his
L]
ey w102 . Lt it . : e
cnrlilde o o W Abdel taret® In hirc own ripght, like Junc's
cnlld archetype, reprecents .
Jital rerces guite outslidc thoe limited rance ot
our one=sljed conselous mind; o weyves anrnd ﬂos“’"Tl— ;
itice o whlch our anc-cs’ded ccnscious miné know
nothing, a wheolenecs wnich emtraces the very depths *
of neture. It represents the strongest, the most
ineluctable urce In every tein-, namely, the urge
to realicze 1ltself, It is, ns it were, sn incar=-
netlon or the Inabllity tc de otherwlise, equipped
with all the pcwers of instinct and nature., . . ,10¢
and Maya, Serald reelizes, =5 ccerced thic powerful,
primordlel soirit, which, in sc f'ar ecc she starde for living
neture, I nert oor heyr own tbeinr, Tfercin: It te ascume the
likeness of n c:i1ldvs Innocence and helnlessnaesc; and <11 this
siie hoeg done tecrure Jorald's own Imrerious spirit could rndt
e recstroine ! at o Smeller nricce., .
L]
- L]
Trae, Lot tne seuctlan and thoe Cdveresrn comnonents
scerve, &s 1t were, Lo levy. " tex'uren netidre, forcln-c ner to
'Y . L) . - .
. [ : ° . .
] ‘O 2] 0y ~ “a Al a®
102 ama e "rancr. Cabell, -ometring Atout ive (The Vorks
ol' Jameg Tranch Lahell Jtorisgenae ed., 1€ vols,; liew York:
nokert T, lcTride and Company,- 19 0/—1 C), . 2806, T

103¢cer1 3. Jung, "The .pecial Prenomenoloasy o2 the Child
Archetype," Psyche and Iymtel, eds Viclet . de Taszlo (New
Yorks Doutleday Anchor Rooks, 1959), op, 135-134,
L] » ° * .
° -
L]
© []
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clothe herself in. those appearances which satisfy theilr
need for poetic beauty and practicel security and warmth,

Thee comic protagonist, of course, can*never te fully asware .

"

of the psme that he plays. iHe knows simply that he plays
for mortal stakec, and only when the gahe.is more or less
played out does he glimpse the fhcts that It was played with-

out rules and that the prizes offered were not at all what

¢ J ,‘; . o) .
they seemed to be.lp From the Paustian point of view this

state of affairs is trapsic; it appesrs that the comlc

srotagonist is duped out oo his divine heritage, a repetition

bl

of the ancient rtory of Zsau and the mess of potage. The
comic protagonist in his Odyssean role, however, feels that
whatever the condltions of the reme, he has won & rreat deal,
If illusions end his own btlindness have ccmbtined to victimize

him, they have, he knows, also ministered to his needs; if

. . . . . 105 .
he is disarpointed, he 1s nlsn rsrateiul, He cshrewdly

3 > \ . . 106 5
declines the attemnt to add un his 1life end lecoks about

e nlece of refure,

o4 - . . .
1 James Zranch (abtell, Jur;en (I'ne Jorks of James
Eranch Cabell, :!torisende ed., I8 vols.; New York: Robert M.

mcoride and company, 1927-1930), pp. 320-321,

10%57ames ©ranch Cabell, Scmething Atout Zve (The Works
of James Erancih. Cabell, “toriserde ed., 18 vols.; New Yorx:

Robert M. _ MckEride and Company, 1927-1¢30), p. 285,

L06uyour true tragedy," Kennaston -said, "is ‘played
upon the stage of man's soul, with man's reason &s lone aud-
itoer.” (The Cream of the Jest I'The Works of James Eranch,
Cabell, STorisende cd., 1€ volse; lew York: RXotert M., WcEride

iy

end Company, 1927-1230 7, p. 222.) The hisfory of the humen
spirit 1= tragic in the eves cf resson because regson knows
only the measures of logic and arlithmetic snd bty .these
meagures humer livdne must be judged s futile and inconse-
guential thing,
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Jurgen, with som® regret and much gratitude, bids
o .
®

farewe®l to the teautiful drgem women with whom he has sported
and to the dreams which they perconify, and retunne to his
L]

v

o
wife, Lisa, about whom he is already tuslily spinninc a lower

nitecned domestic poetpy.107 Throughout his journeyings 1in

the realms of romance, Jurgen has worn without any inconven-

fence tle ¢nirt of Nessus, symrelizin,s the malevolent aspect -

of mother lereda':s ;ifr't, the polsonouc, spirit-btlasting

implicetions o Jurcsen's experienrncet, Jurcen hes worn the
. A . .
shirt without slrconvemionce becaufe tte roison cculd not

renaetrate tie wrd core ot his ersctisticn) self-assurance; and

.

at the end, fer from renourcires gll iden
L

2

s and dreans gs

fraudulent teceuse illuscry, Jurcen's skeptlical and cautlous
mind, while clin-ir - teo the rreacticol comfert and security

o a bourfeolr onme, reialts a capaclly Tor rermaine rever-

. 08
o man! }

~ PUNSN

rm

i

RE [ PN A e v 1 oo
once rothie very roaal powes raseless

[

1ius

[

OnSo

Sarald Muscreve, Leo, In the end, Jinds thet it is to

‘o

the 1llusions which have iven him hic decipe shpebt he

owe s

rranlks,  ¥rom the vaustisn pvoint ol view Jersld's life upon
Wispec Moor was o treachercus deception, tut Jeranlcd Jjn his
*

0dyssesn role understands that upon Yispec Moor under the segls

of compromise lil'e had blossomed into one of its loveliest ’

107James “ranch Cabell, Jurgen (The Works of James
Branch Cebell, Storisende ed., 1B vols,; New York: RQobert N.
McErlde, and Company, 1927-1230), pp..361=-363, .

- . b .
loeJapcs Branch (atell, Bh% “ilver te2llibn (22& #Works
of- James Eranch Cabell, Ctorisende ed., 15 vols.,; New Yorks
Rotert I, licFride ancd Company, 1927-1230), »p., 208-312: and
Comething About =ve (itid.e, pp. 86-87,
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.
possitilities., Upon iiispec lioor jerald had lnadvertently
[ ]

° o
o . -
and without ever guescin, the whole truth llved in accordanoce
L]

with “antaydha's example:
I put my hand into kers [Nature's). « « o« LChe
tells me wonderful tales, but I must never let

go her hand lest I become lost irn the maze of her
inventione

. .
shen jerald with equal inadvertence starts & regres-

slon to the primitive nnd elementel, beglrnine with the

Yaptism of the Christianized Jehovah with the virilits
IS

rastorine drops from the churning ol the Qcean and ending

»

W release o sbdal-iiareth from "the nower ol fthe

1

cbh

-
Ct

i)

women," the i, <he power ol illuslon, he Yrincs about the
destruction not only of the domcstic 1llusiens wiich Linya
has bullt up about him btut the dJestructior of Anter as vell,.

Yebt, gJerald doer not repudiate--instinctively knows that he

cannot afford to repudiate--his experilences o freudulent

(&

simply because they were "unresl;" ne knowe that he has

*

‘en joyed 8ll that a retional man can ask l'or. llorcover,
thiough for the moment Gerald walks "the grey qulet way of

ruins," and .the world seemc o much tlown smoke and dust, he

soon finds withy the nid of Forvendile one lgst shift by which

1ife mav b~ redeemed, Throush the power ©F thie mirror and

pigeons--that secrifice of the btirds o' Verus, Yy means of

1091 ike® so many of the episodes in these later comedies

this one having to do with the ralease of Abdel-tareth has
a double allegoricrl reference., OCn the one hand, it refers
to the comrmen hwmen experience of the son's revolt egaingt
the fattrer; on the other, it refers to the metaphysical
cencept oi the value and necessity of illusions,

1C8

2
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which all the power of love is concentreted upon thg smeld,

exclusive image of the cgelf reflected in e tiny mirror,

thereby preparine the way for worldly eminence--through this

power Gérald repocresses his natursl tody and finds himself
L]

g world renowned scholar of anthropolorical sex~lore, Thus,,

instead of cubmitting to the humilia%tnf cimplicity ot the

"a ..

two truths," he ferces them to cerve as the besis @ his

110
personnl amusement and werldly feme,

nven ¥anuel, Tor all nis dissstislecrtlion and bewilder-

ment, elects when gn alternative ic offered to stand by those
L )

illusions by which he hac lived surrounded in his ola age,

thouzh to do =0 means his death, INanuel differs from Gerald

Musgrave and Jurgen in that his conscious mentel procescses
= o by

are relatively unimportent; he lives tnrcough otligations,

irretionnlly zscrumed, and finds his partial fulfillment only
", b v

. 1 ie :
i action, In otrer words, iMenuel i closer than Jurgen

or Gerald to the Insrticulate, impelled and unconscioucs

avera:-e ot human 1life, At the ssme time, Nanuel's rise from

the position o!f swincherd toc that of the ruler of Pcictesme

1*Oof course, there ic satire in tir.is, Catell is

clearly suggesting that tie modern sci®entific Interest in sex
is the last desperete shift of thne splrlLually bankrupt.
Incidental satire is ccommon 1n the later comedies. Cometimes
it is tnoroughly assimilated to the main development of the
conedy as it ic here; sometimes it ig obtrusive as 1s the

satire upon democracy in "As to Applauded Precedents," Jurgen

(The ./jorks of James Prench labell, stcrisende ed., 18 vols.;
New York: Robert WM. NMcBride and Company, 1927<1930), pp. 274=
282, .

lllcee Cabell's .discussion of Manuel's chaiacter, AThe
Lineage of Lichfield," Preface. to the Past (New York: Robert
M. MckBride and Company’, 1936), p. 29.
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recapitulagés allegorically,mun"s development beyond uncon-
sciou: identity with the elomqntal forces of 1life. As swine-
herd iia n;el is symbolicaliy associated with Proserpina,. who
* [ ]
'spands for the dark hidden forces of 1ife and to whem swine
&re sacred. 'This ascociation ic reenforced by the fact that
Nanuelfs putative father Js the hlind.swimmér, Or‘iander',ll2
and that at the bveginning ot his comedy Manuel is under the
spell of a fairy mistress, ‘uskind, who apbqrentiy stands for
the deen lonmins of the tlood which is at bLottom Sexual.113
. .
Thoueh lManuel as ne tende his pics is.already restive

under an incomprehensibtle obliration lakd upon him by°his

114 ;¢ {s ornly with the invesion of his 1ife Ty the

mother,
spirit ol romence, Yorvendile, nnd the power o1 dreams,
NMiramon Lluasor, that he repudiates both uskiné and his

symbolic positlien &

'

swineherd. MHavin: thus quietly and

unknowinely retelled acainst the state of identity wigh prim-

itive neture, Manuel gets out on the tyoicelly raustian quest

for the "unattainabtle ppincess"ll5 and ends in a typically

Odyssean positicn-=-ruler ol a kingdom, hustand ¢! a shrewd

and prudent wife and rather of a noble family.

112James Eranch Cabell, Fipures of harth (m* works of

Jemes Branch Cabell, .torisende ed., T8 vols,; New tTorks:
Rotert Y., mcPFride and Company, 1927-1230), p. 17.

115popr vuskind's nature see "Fa newell to cuskind,"
Figures of barth (ivid.), pp. 275-278,

« 1ll4j5ames =ranch LPbOll, Picures of Zarth (The Jorks
of James franch Cebell, “torisende ed., 18 vols.; New YO F--
Tobert . WeEride n»rd (ompany, 1227- 19%0), np. 4=0.4°

11971pid., pp. 6-C
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Not only® does the pattern of'Hanuel'g 1ifc conform to
. ‘e *

(] L :
the peneral pattern of Catellian comedy but he is by every °
® .
measure the world knows successful. EFccause, howeyer, Manuel
. [ ]
L] P
L]
has never truly known his o¥n desire and because @o single °

strapd of ni® 1ife harc led to an anticipated consequencCes he
remains baffled and vaguely dlssatisfled, Even so, in typically

Odyssean fashion.he micht have lived onut his 1life In reesonatle

* L]
comfort in the femiliar rcom of® /reus (Ler~e) if it were not
. .
fap the fact that, Srem the re~innin- he rar ornpe a snecial
durse, trnt cf knowing the exact value o whatever he )

achleved, Te te this curre that i fa1filled when Vanuel

opens the maplc carement oi She window of A-eus,

Ty 1o naver clear just wnat lonuel mews or Yeels, but

as he locked throurh the windew of Apeus intc zhe .rey, sweetly

scented nothiponess boyond, e must st least have reellzed

® L]
trhat all he hed come Lo pOoSsess WAS DUre {1luriern, "nd he

ray alsc nnve uecsed that all the restlecs decire “rom which
he hed drewn hie immense energies we: at bottom only the

mistranslated animal longine for uskind, At any rate,

neving lacked tnrousn the window, Manuel ig¢ confrontea ty a

choice: he may return tc ruskind, that is, mey return to

unconscious identity with the elemental Torces of 1ife,

or he

may deliterhtely embrace the {1'usiors of his human condition,.
o

Like Jurgen ancé Tterald Nusgrawe, he embraces illusion.116
Kanuel had berun hic career by trading uron the Tuciferian

o

krrowledge that "the world wishes fo ¥ deceived;" he ends by

D

1161v14., p;

by
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[ ]
o
affirming *this shrousgh hls own actlon as profound truth,

Manuel's final act, ctnet of kllling.Fuskini in order to

{
protect hle family, lf » thoroughly Odyssean one, but teyond

tals, it is in the killing of ‘uskind and of Oriander befbre

her and in the seallng up of the window of ipeus that hManuel

L]
actunlly functions as a redeemer, For by these actlons he

nakes impossitle any Callino. sway’ t'rom ‘he human cond!ition
~ - *
tntn tre condttion of »nrimitive mmeoncelmurness and Shue, 88

i

it wers, incarac the nerpetnal rencLition frof reneration to
. I

ceneration ci ¢ ha conedy ol hie oun 110w,
voonnrt Luskind mev Y recarded ac o the Svonore mate of
! e ’\ : IR
' L] .
Lre orimitive osrchie,® just eg tiare Is the lleal mete ol thoe
ot oseleio. In o wiliing cusking Donnel dectrops tne dynamic
. . « " . -
of Mic own pruche end Shercl; depnrlies nimrelfl ol bLhe cnerdy
.
.
vy ownich toe heel Llved.s Deatih however, fe*welcons to Nl
. . .
after cucn revelaciorns, 1Tife o e ol3 oz o no loncep
R 1 S ; Attt PR . s ) N
vossitle, vorcover, dsath ltself i: ascimileted to the
ccmil point of view by purgineg "It o its aspucis of [finallty
. . 3 « "o .
and deprivation, In deati, =& _atcll har noted, .man the ®
- L)
eternal comedian touches Lle hem ol trggedyts gown, Fut
.
thougn Mznuel msy perish, the 1ile of* Maruel does not. It
t%s already pessed on into tre todizss of Nanuel's cnildren in
L]

which it w

f—e

11 particinate in other comtdles not csrentially

. np ‘ : S .- - .
different from that in which Jenuel himsell! performed.lla

— . ».

11755mee “hanen Cabtell, &

. cures ol Zarth (The Jorks of
James Trancnh Latcell, . torisende

; llewr Yorks

o \ °
Rocert o, nciride end _ompan;, LO27=1230), »Hp, 285-292,
1 . o s :
W8B1514, €. . 4 wlsh om. 292-203, .
L]
° o
o
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Moreover, the reader wio reads beyond Flrures of Earth in The

Blography of Manuel knows that Manuel's 1ife was as complete
2= ; )

as any map's may te, that duration could bring no escenttal

addition to It, thet thoucth his 1ife were extended throurh

all the genérations of his descendants,, it could be nothlng

but endlessfy redundant,

) Prom this distussion of tre structure of the major

»
comedies conclderation of The Hi~h Place (1923) and of Tre .,

stnllion (19046) hnc tcen lop-cly omitied boconugsoe,

.
2

desrlte Lhielr respective sut Litles==" Tome iy of DlIsenchant-
EoCorsedr of fedenprlone-thier sre atypleal, They,
ere atypical not tecause tner telons to s ceparate categmory,

tut lecanusc as compared te Jurgen, plrures of Sarth and Come-

thing About nve trey ~cive ur orlvy fraegsments of’ what we have

come to recognine as tne escential pattern o Catellian comedy.
in scope of theme and actbon they are far more severely

%

circumscrited and far more spacialized than'the othe? major

comedies, Fcth ovo, In & sense, ‘eyoted o makin- axnlicit

[ ]
snecifle ideas which underlie or are imnlicit in the.wdrking

. ~ b a 3 .
total comla nattern, | “onsequently, considered in
> =re decldedly lecsepr affeirs: conclidere! ac

* -1 T -5
L Ireay, U ey

D

serve 2 survordinaste inction., Ther nroviie a pe

L
rsoective

§9

unon the otnher major conedles, Iccusin; rcr ) reader the

(PPN

D

n

ignificance ol t'ie action or, at lesast, perts o the action
[ ]

o

f these comedies,

ITnus, despite itr anusin. central sitaetion, [he Hizh



. . Ay L3
tut hie petron saint, loprig, ac well, end. thus, with pre-

o 138

Place 1s 'n fact little more than an addendum to Jurgen,

' . % - ®
devoted to mak¥fnr exrlicit the implicatlons of Jfroents

unwonted act of self-sbnezation In the presence of the cleeping

flelen of his dreams. Florisn de. Puysange, the protagonist

of The Hizh ®lsce, plays out the role that Jurren ‘shrewdly
declinecd; that i, %o scceptr Yo secmingly exbroaordinary

» . . . .
favor o a.fate, arcuce¥ not only hir sleepine treauty, lellor,
¢ .

dictatly disnstrous resulizs, lrin-s tnto'hiv dnily 1ife the

flashly embodiments of his 1de=nls of tgauty and nholinescs. In

tnls ill-advised_ act the Faustian component would seem to have

scileved ite destructive fulfillmert., ‘“owdver, thoush para-
doxically -lorien's ~ood fortund dr

into crime and into 2 kind ot rriricunl detauchery--supposedly

Ly

ves 'him decper and decrer’

e

with him as with Charteris, a refllsx ol e frustrated desire
L]

. .
for sanctity-=-his erotistlenl sell-ahbsorntion is such twmet he

. .
1 canarle of rerleterin- condincin-lv only the annoyence and
; X 152 3
H P e . ’ . . “ s
tpritatility orce diccomiifed hNedonlcol,  leorcover catell
. ; "
arovide: Tn othic comedr for & "aanpy" endin- by adoptins the
.
anclent dream-vision teciniague: o It oTprns oul, rlorlan hiasg

cnly dreamed of hic flacce with ‘lellorand Hoprig. The ,reader

L]
. LI . ° - - .
ie at the end accurcd thet lorian went on to live hie l1ife

no less dissolutely.but somewhat more chrewdly in the shadow

of hic youthful.yision. {learly, &s The High Place presents

onyy,a brief segment ol the protasonict's 1life and that only

as lived in anticipation in youthful vision and as the

protagonist himself is a rather flat character,.there°is no °



room for the workin- out of the

of Cabellian cemedy; but the romewhat sli-ht

the inevitable fallure-in-succe

199 °

o
totnl, chieracteristic pattern
o L]
fheme of the book--

ss attendant upor any supposed

[ ]
flfillment of the FAustian quest--ic in a qulte otvious way

related to that psttern,

As for Trie Jllver

Stallion-=1t

.
1€

not, ctrictly®

speaking, & comedy nt all, It

presented a2llegorical tales, eacn of which 1s desicned

forth some particular arspect -7

the backsroundi 'and the oundation of

These tales are toun't

@
o
[
s

- -~
GO

.

:all relate experienced w;i2h te

of Menuel "aTter

Yle «denthh and

"ty thelr somewnat Indirect rele

L
secondly,

ic & collection of comiecnlly

~o set

tile worlid-vicw which forms

The “ilorraphy of Manuel,
first Ty-che fact ghat they

fell var:ouns oY the cllowers

L]
and more importantly,

tionegtrln to what emerges in

.

the final section, "At Mermiol's Tomb," as the Wajor thene of
- L

the rook, Jmalvosgated thl' o theme 1 tont "the numantimagin-

stion directed v oo lamerlcus

some vision of e tetter lile and.for some promise

1%

isecapatle ol creatini- out o! ¢

ne shoddy stul'f of

necd ¢! the 'mman spirit for

of salvation

realldy

: i .
a beautiful lresam ol sanctity and redemptlion, The:linal irony

of the book lies in the fact that

in the end -all o: Manuel's

‘followers, whose motley "and maculate experiences have paraded,

before the reader of The .ilver Ctallion, are willy-nilly

absorbed into the'leqend'of Manuel the Fedeemer and sarfctified

a
vy this same ruthless Imaginat!

for fact or losic or particular persdnalities,

L
this irony, however% is not to
is s iconoclastic satire, 1Its
° o
© °

on which cares 1little or nothing
[ . -

To stress

cay that The Silver® “tallion

[N

spirit is genuinely comic, °

.
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L ] : \e . .
but whereas®the othe: major comedles mny e sald to celebrate

¢ . . i 2 : i
the persistence o, the humen splrit In an irrational and
[ ] o ® ¢ -
hostile universe, The “ilver tallion celebrates the persis-

tence of human dreams, celebrates the power of the dream &to :

retain much o its potency ani teauty despite denlal and

hypocrisy, corruption and perversion, :

. ¢ ‘

The Reader's:Point of View

L ] .
. rom the <austian point oi view thne flux of the comic
vrosagonlstts character and the final a2lleclance to illusion,

which are characteristic of “nabellien comedy, reenact the

old tra:

e

ic story o0 tre fall fvro~ -crree once lacelized 1h

clen, The reojcr, bowever, 1

Inasmich ac it e In the interest of lire, is Iortunate. For

tihhe point ol view I'rom which the reader wltnesses the actlion

of the comedy is nelthier oustian nor 0Odyssean: rether it is

detached and ironilc, Conreguently, the reader never approaches

mcre than a partial identity o! interest with the comic pro-

O FS

tagonist in either ot nhi: roles, (The fact that tne comic

protagzonist never reems @ilte tec know what he i avout and

the fantastic terms in wnich his objectives and desires ate
[ ]
®

expresced Insure this detachment,) Fein:s free I'rom commitments,

the reader ic also free to enjoy the manitold doutle, meanings

and displacements, the radical digjuncture tretween cause and °

effect and the dispronortion tetween mcans and ends which

L]
result from the bafflin~ way in whicl. varlous strands of 1life

L
compete wiith onz another, flow into cne ancther and cancel
[ L]
o
o ° €
]
L
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. .
one another out: 1in other words, for the reader the "finlte

predicament”--so painful to the i'auctian nature--becomes

[ ] .
comic in t'e sense of tein~ lau~hter oprdvoking.

frpm the berlinning that the comic protaconist is playling a

L]
seme” of blindman's buff and that nis total-interests are not
.
: I . Y . - 119
expressed in his {austian role. He percelves that. Freydls™

120 . , ) . .
and ‘Ettarre~<" have their dork malevolent aspécts as subely

.as does saya and that .-enerally-tgehind the appeanances: with
which the comic protagonist has to do. unknocwable and probably

v1lind forces ars at work., (The very names ol the belnas.’

encountered by the comic protagonlst often cenvey to'the . .-

reader a .wealth of connotetions which lf apparently wasted -,

.

upon the protagonist himeelf.) At the same ‘time, the reader

sees both that on the plane of apoearances 1ife is.capable.

s o

of blossoming into some rather lovely pessibtilities wnich ‘&re

.

available tc tns conic protagenisi s lene ac he deeen't.’

chellenge tnelr valldity end thet the demon of the. absolute,
. [] .

which 1g the Inseparable companion of the. Faustianm comppnent,
threatens the stability ol =11 appearances, Therefore, from

* the reader's voint ol view, thou:h life would be impoverishcd

if the PFaustian gomponent h&d no. part, in it,.its betpéyéljgnd

. 119For the explicit development of this point see The
High Place (The Yorks of Jemes franch Cabell, x»torlisende ed.,
I8 vols.; kew York: Rocert 1, Mcrride and Company, 1927-
1930), ppi 155-165. ' * '

1207ames Franch Cabell, The viay of Ecben (New Yorks
Robert M. McBride and Company, 19297, pp% 141=143,

©

More important than this, however, the réader percelives
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loss of power are fortunate so far as the total well-tecing of
L]

the comic protarconist ts concerncd, nnd thne reader mny rejolce
L]

in it, ) °

In reneral what the reader 1s mede to see lg that

* .
.success in the zame whiclhi the comic protaconlst plays conslsts

not in winnins througn te any substantisl gpal btut in cathering
. o
to himself as much n:

and the comfort of nppeerqnces wltnout gufferin~ ‘the malice

o) s:itle ol the beautv the” pleasure

of eithér Freydis or liaya, that 1g, without either assumping
’ L3 ’ N R
[ ]
disilluslicnment or sinkins to the unconsclous

1.121

~

*.ne crocs bi

animel leve This.Jurpen and serald Nusprave and, within,

1imits, Meruel succeed in dolng,., lioreover, the reader 1is

mads to see that the very conditions of which the comic -

L
.

protagonist ‘¢complains—--the enigmatic.nature o himgelfl and

e

.of his world, nhis irremedioble lonellnes

)

and hisiisolatlon

from renlity ant truth--are, ilronleslly, .o necesrary con-

. . L]
v [N A al 8 - ~ e ) Lo [N - s
ditleno o0 niceoccese g, the fu-collew MOinite predic-

ament” not°only tecomes a sourcs of comlc lauzhtern tut 1s

{tsell assimilated ar an essentlal part ol the 'ic pattern,

In the Csbelllan comic vision the knowledse that "we: have

heard the .key turn.in the lock cnce and once only" ceases to

.

‘1211n Something fbout Eve Maya assumcs e shapé that

is apoﬂr‘entlvg‘[’esq tlireatening than her lereds (Lesred) avatar
wnlch she asssumes in Jurgen, tut the reader 1is constantly’
reminded of hner malevolent as pect by the variety of domestic
animals, once klngs and emperors, thet ~raze her passturés,
Gerald ecscapes thie metamorph031s becauee while tnhe Faustian
ceases to te dpﬁln nt in him, it is present as & make-welght.
Its residuel presence-is expressed In Gerald's unrellnquLQhed
belief in his own dlvinity and in his versliétent thourh

indreasingly ecademle interest in Antan and in 1its inhabitants/!
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be felt as simply pathetic ox tregic and comes to be scen as

[} ° '0'
the grounds for the salvation of' the humﬂn Spirit.lQL
® .
'

When one reads through The Biography.gg ianuel as-Cabell

finally erranged it, he f4inds the comlic vision reenforced 1in

several Nays. The underlying irony of The Eiogrephy ls that

each 1ndivxuual llie,.lor 911 its felt.unlquenesrs, is merely

one *more essSentiglly undiiferen tiated beat in, the.monotgnous

raythnm of 11fe flowing down from Nenuel. DNegatively conslidered,

this i a satlre Uoon nll concents ol 1-O7fe. ahd amelior-
'. . [ ] . . . - .
atlion, but positively cansideréd it menans that the humen
shirlt endurcs end wilh 1t the droans ;nd fllusions’ and the
L] . .
comic paftorh ol 1ifes = To ﬂé swrw.nr:one.follo@s.the 1ife”

1

of Manusl {rom Uowcbnﬁmz voeo Lichillold &he action ‘seems to fall, -
away into the inconcteguientigl; thene seemd tc te o consider=<

able. loss in scope an! meenint, I, nowever; S modern.

1

IS

o -
Licnfieldians rlo out th i

ezton a mucih smeller stage,

{t i: nov tecruasc anyiiing essential hes leen subtratted Zrom |

tnem tut because the {ree plar of the Imagination, whiich is
needed to rroject thelr gomedies upon the »lane ol' symbol :

and myth, nas been circimscribed Yty "realism" end sclentism,

And ‘just as the second book in Tne Filography, The CZilver
L] °©

“tellion, =zives assurance that human d4reams are indomitable
m————— ) o
a®

* 1P2parennial complaints arsinst the "finite predica-
ment" echo throush The Fiozranhy of lianuel from generation to
to generation. In S0 far ac the Teader feels with the
individual protagonist, the pattoc ¢ these complaints is

real encougcl!?, tut nonn,Avlet' tnm reader from his superior
anzle ol vision cannot ﬁrlO narceivin; that there 1ls' something
patently ccnmlical iIn complalining s~-ains® thag wrnich I nct only
irremediatle teutl benq*Lcent.
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and that in thelr ilmperiousness anda euthlessness they can
[ ]
-]
[ ]
thrive.upon the most unlikely mrteriels, ro the lost book,

o0

surance theat the power of the

The Cream o the Jest, mives ¢
. .

imagineation does not A:minish: for those whc ¢an aveil them-
. . : )

m
(2]
b_l
<
@
™n
9]

£ it, it cen still tpans{ti-ure ruman liviog.
- ®

Lammary . Lo

- . - * .
. M . . .
THo1o T Tevlt o to meorape oul irn exact®degorees @ .
Jevelopment cneht as her taen tracedl Troonnbo sharter, Lt Ls
L]
twpossitla te eav owoon Jatell arrived at the Tinasl elatoratien
T e ., . B

_ . d ot o" . .
of his noint of wview or bty whet steps ng arrived at, his .

meture ctyle or to whet exignt, 1t at all, the elatoration of |

point ol view cutran the necersary, techrlcal dove lopment. It.°

Is, howevex, pos Ible to iq<

itente a pattern o growth and:

charge .in the nutlished worke, . .
‘T e carliers workes--The Lhne ol Loww, Tia Earle's

hedow nd Jellantrye-cotellts {nterest seems Lo lave Loon

(. &y s
- : ¢ L4
3 * ’ °

larcely nistoricnl and sociele “tas fe, his-belonte scoem ToO

L] * * 1

. N o < P - N V. o N -
Yave toon «dorminated on the ope tan oot LR o8 Ao AR 00 SEARAIN

. . LI .

cridoen bthe cother b Yetortieal romanco, Thep rersistent end

* - . . -

. e L e . S, . T .

dormitant stiv joct o d : coerliest works.-lo o love-marriege

cequence, theebctresyal ol tow cellom lderllesm cnd arder of

vonsiful love as it declines. trso the somewhst stodry domestic

. .
corediss olf*marriace snd miaile ate., Thls themc, i’ course,
Ll - .
. .
is omnt

S )
present in sll o lalte<ll'c: works, but at thic early

' e [
stage its implicatlons ere nct drawn cut mfeh bgyond the-old
o

eyiom that leve is blind eind leeadg to ironic grd comicel results.
° o
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Anotter theme which 1o at 1eﬁst tmnlicdt In these
[ ] . .
oprliest workes taken ne a whole 1is that bumen exverlence 1€
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very !
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. metnod

o'. . .
wae 7. cart taest of
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very

ctence of tre period with w

FURY
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ese ecrly works seecms O
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véricd--The Corde ol Vanity
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came, Srem

the

L
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rently doewvolaopedd b concept ol
; . .
. . .

L ]
he the convic-
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cwa: o ne wWell
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=eurmstences hurmen livins does not,
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i

1 ikally Catbtell's

™y, Lecsuse |

storienl rowance wnich strives

en.i cect circum—

ard

end meterial

hieh

emnh

in

sgalc

o

fall

differences
1 similarlt
et we mi-ht

, Dormnel

teCoteln

e

cont i

t'ather's

- '4-- "
framecwork ol comedy ol

llowever, in trhese comadlier

<
<

o

an irorist and

the - humor

.
H
s

n, tne

and wit, iIn these miaddle co

clay of character .and situa

works the irony i% generally romentic, t

protagonist's sardonic

L] 1 ]
these midile comedies th.ere

evaluation of

to i

wr

nuad W

@]
TOMRNCC,

‘nr rreater pow

bl
re

e

e nrece

glr: works Tinereas

Jurended larcely wpon repartee

out 0% the inter-

medies 1t arikes

tion; whereas in the-preceding

e

reflex of the

nis own condition,

in

is an underlyin:- irony which
. 3
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. 8d knvolves,

envelops the

especirlly

father's Ne

whole action and wnlceh eventuates notb

In pity

Moreover,

ir. The Sords of Vanlity and in Phe Rivet

in Trand-

ck, Cabell displsys a surer grasp of

psycholcery

human perso
L4 .
approach to

i¢ nominally applied tut<hee aleendy ceased tec dominate-the
. . . P . . .‘

pértrayal o!

L
or, at any rate, i Iar more vucceg:i

comnlex. human

ul in rendering

nality convincingly and subtly.  The caterorical’

human perconelity which Satell hed earlier adodted

character, -Tlo be sure, 3uddlnh Vu

« @ . . .

gs chrivelrous and Teowrsend ar -allant
. . e ?

LN

modﬂJJCq,_on’ sl oadjustments which
. . .

o/

foraur'ﬁh'uér'-lpss qufﬁrhr?
. . . . ’ . .

Tiored by theamselves The (o %’ of "Var

—‘.4.__7_—

catellte za

manners, tut

it is clean

ol' Sometiin

lent was Loward the PO”}IS{{C.SGtiré
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Coin . the perspective ‘vro'z;ded LLoLthe

o s

(
L
~
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"
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=
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e
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that ‘even hard catell wee elaborasin.

Lne. post-Crea

srrave may te

cerve to make
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e LY

v

:,;3:‘_i.ﬁu‘ﬁ05b Chnt tru

.-~
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ana

)

ne

dnd 't of

conrequ,ary

19uer cenedies,

8

¥

txe‘comi@'

e ‘nsycehiclo.y of Rudalp

with ohat’ ol Vanuel wnd the ssycholcv

.
of tne Ject.

tronr

.

-Pownsend

1" Jurgen, and in the story o: youn;'fcwnsend's'

and wylirice

bring out t

dissociatin
L]

them cerry

meaning.

o

- Abtout Zve., .nat is lacrine s thoe
1 dimerneicones vt

911

cnoin tae lster comedies

poriesl

serve'to

L
he universal imoplications of these particuler cases,

L]
‘. 4 R} . *
5 them frem perticular times and mores anq.maklng
a larce bturden of metavhysicel and psycnological
. ‘ °
® o
° L]
. o °
* ° . %
® ]
o

dimly ioresnheadowed tne wnhole essentlal oattern
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"1 ound Lo the précedin-s works

. . .

ratertals ~nid unon tile wistoricol Akr=woc“’vc tut
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51 them In the ula ol lantt
a.world ol Zunfacsy is nold In

commonplace world ol ordinsry

®
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It is elso aﬂparent that by the time Cabell wrote the
* [ ]
L
comedics of the mlddle period he-had begun to discover the °
allegorical end symjjolic poss bilitie‘ ol rairy tale and folk
. .. - .
1ore materials and ‘techniques. In all three of these ccmedles
(] . .

he mokes tentetive. and 1imited use of such, techniques and .
matérkals for the bur;ore'hf“fccnsinm Lhe theme and of ex xposin

A * ..." ' P . L4 B ‘e
the hidden springs‘offhhn action. - e

“hé Creasm of the.Josﬁ, fe vl

LE

n

reliance upon, Historical

L brecks

. b
e

-

. In Thce oreoam ol the Jest

uxtosposition with the

xperience, The (ream ol' the .

Jest, however,: 1§ a -far cry from tae comic clle~oricel fan-

tesies which were to-fellow 1
sthucture ol welix Kennasgon!

tn that world oi” numerous all
- L4 .

.

- the godders Isls--the mgethncd

.

'a'

ve., Moreover, unie admitted

a puklic world’ n11ow° the rea

rormal orlentatlon. At'thc‘same time, it is

the Jest that. the eQSenLLal pﬂttern o Cebellian comedy--the

awarenecs. ol the. "finlite predicement," the strugcle

- « L e, . e s . . . ' N \ .
tre 1imita8sions imnlicit in that predicament and the {inal

acquiescence non terms ol relstive conte

cleerly for the fipst time.
o
°

first time thete the naturalis

te

s

oL

o

e

It

Tl

For desplle the fart,utlc

private world and the presence

orical elements--tor instance,

tre character .o! -ttarre gnu her ambisuous relationship to

<
1 to maintain.a_mone or less

in The Cream of

Lo escape

v

enornent--emerge

°m

also t.ecomes cleer for tlc

[ ]
o
¢ interpgetatien ol men's °
L
° ° : °
L]
° -]

]

“}¢ comedy.lt largely discur- .

sepsration terween n privgte'?nd.




situation in the univers

which Cabellian comedy
naturelistic

but tecaucse were -
. (&)

assumptions

208

e,is the "real" tackground against
L]
is rlayed. In the preceding works
. :
s and sentiments had

as &

often bveen volced,

the mood

chey® encrally imilated t% ~oft
‘ . - . [ ) . . : . .
tl.e speaker, thelr exgel significence was not clear, .
In the comedies wihich 'ollowed The Cream of the Jest

N . -
. .

bell broké,almbst ent,

of -mapners ‘arnd ot hicto
in the ore edTnL omed’

1are 01 Peuognlzable,,ii WOu ordlnorv -humnn“exper&encég'i

.thbqe Doqt b"eam ol
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irely with the.to
PlLFl romqnceﬂ
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-
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. .

'p}anc,ol«myth and

chmiques ol

In "enural, whereas

¢ [
‘the ccmedy
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in.

the Jesu comodlu&'orumnarw hum n exoer*enceg
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reader 1is'
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succeptifility to Illusions hie enismatic ant contradictory
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) VI. CONGLUSION
) ° . In the late nineteenth. and early

the influence oif philosopnical naturalis
L .

' Y . .
theory and practicg came te be omnipresent,
L ]
toth vy thoYe who agcepted and he those who,
. . .- . Y

it, its ab.the newly

ralised

. ¢ryine folly and «ielusion to all "rementic"

values., The 1alve faith of

. quelckly collﬂrsed Loftpe =Ve K :
. ‘. . ® .

. L . .
suer n owrttor ac Theolore DJrefcor, obcowlnn
llertert | pencer meo n°~“d o draw scme,meentn-
. , . O :

) . s ° .
N0 CCula nct ¢

withiout ~reat

*cotermatian O exnerierncejtuc

life
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‘“Penenced, e momentary

survival and
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arti the fcorces of decny. .Once* thd
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vacillating .between %

cf’ force and the e®imole pronoyprcemnent

‘twentieth
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'Lire,
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m dpon literary
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reected ageinst
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velce of Pan )
L ]
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"seieptific novel"

f'rom the
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truggle
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permitted.l Ry this Cabell meant thet, wnile a Thecdore . °
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Drejser mey inflet npon the whole trdth of «%s chilling end
™Y [ ]

titter vicion, mankind renernlly rmist either deny the vieion
R :

ind some mean: o trancscending t4.  nd, ‘n fact, the

letory of #merlcesn literature in the, twenticthy ceontury would
. ., )

. : [T . Lo . L -
gegem, arf dose 811 humen hictery, to bear out thle assertion

H
new valuec have been tound, old valude revitalizel or relnter-
preted to 'it a changed context of thoujsit amd.circumsténce.

° ' . v . . ' ° .. ".
cetell was one ol thoge who. esrly caw. o;, pﬂ os- :
. @ . * Lo :

. . . . . S ' o o . .
mere scecurately, felt the need for some transcendert attitude
. L ] -
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or point of view., He was not inclihed to deny, Show-h
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