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ABSTRACT 

Our thesis quests for unity. Under such a hue we wi I I 

investigate Patrick White's novel, Riders ~ the Chariot, by analyzing 

its structure, the texture of the langua ge, and the subject matter. 
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PREFACE 

The unity of Rider~~ the Chariot is a particularly fascinating 

phenomenon which gl ints at the reader from every conceivable angle. 

In three chapters, the thesis wi II unvei I but three of the angles--

structure, language, and subject matter. In exploring the nature of 

each topic, we wi I I expose a principle of unity there, which enriches 

our understanding of the preoccupations of the novel. 

By examining the dualistic nature (osci I lating and spiral ling) 

of the structure of Riders in the Chariot, we are pursuing what in 

White's other novels l is often a simple principle of antinomy. The 

investigation of the structural model of Riders in the Chariot is 

merited by the complex and subtle manner in which its form exposes an 

image, which is important in our understanding of the novel's concep-

tion of a sense of identity. The image also embraces part of Ezekiel's 

vision in its description of a wheel--the vision is central to the 

gl impses of a chariot, shared by the four 'i I luminati', Mary Hare, 

Himmelfarb, Alf Dubbo, and ~~rs. Godbold. 

I n study i ng the texture of the language, we Ii kevl i se witness 

unity, but here beneath the kaleidoscope of image patterns. The 'feel' 

of the language emerges from the explorations undergone by the imagery--

so deep and intricate are their threads that even single words may be 

endowed with a particular sensitivity. Herein I ies the distinctive 

texture of the language in ~ers ~ th~ Chariot. Elsewhere2 , the 
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effectiveness of Wh ite's language has been somewhat erratic and 

unpredictable--a condition that is overcome in Riders ~ the Chariot 

without bland uniformity and reduced detai I, but by regulating the 

'temperature! of the language. This is achieved through the control led 

but intensive use of consistent patterns of imagery. Thus, through 

the fusion and accumulation of tangible and intangible images, we see 

a unity which evokes one single image (within it we may see many other 

forms) which emanates an essence, central, again, to the thematic 

interests of the novel. 

The subject matter of Riders in the Chariot is extensive, but 

not without a unifying form to girdle it. The use of words, intuitive 

communication, quest, and the nature of truth are examined in a way 

that exposes their connectedness along a path (from the everyday and 

the text), to the more essential (beyond the everyday, and beneath the 

text) . The themes of Riders ~_ !he Chariot are explored elsewhere3 , 

but here, the nature of White's investi gation is such that he unifies 

the topics, so that they echo a structural form which again announces 

the essence of being. 

By exp lori ng these three aspects of Rijers ~ the_ Chari ot, we 

wi I I see how complex and detai led are their orga ni zat ion and content, 

yet how simple i s the principle of unity that beats within. 
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PREFACE - Footnotes 

I In Happy ~I~, the narrative rests upon the contrasting and 
paralleling of events and characters; and therein are two contrasting 
and triangular love affairs. 

Each of the epigraphs to the three parts of The Aunt's Story 
proposes a tension between opposites, that the characters attempt to 
resolve. Epigraph one opposes distance or Isolation to nearness, or 
communication with others (Olive Schreiner). The second places frag
mentation against unity (Henry Mi Iler), and the third sets madness 
against sanity, appearance versus reality. Thus it is that in part 
three when Theodora's I ife becomes most real, society brands her mad. 

The form of The Tree of Man approaches that of Riders in the 
Chariot when the notion of quaternity occurs. The four partS-o~ree 
are based upon associations with the four stages of life from childhOod 
to old age, the seasons, and the movement from morning to evening. Its 
other structural movement is the inner quest suggested in terms of 
innocence, experience, hell and heaven--it anticipates a preoccupation 
that In Riders becomes a more sophisticated spiral ling motion. 

In The Solid Mandala, which appeared five years after Riders, 
the mandara-and the quaternity are the two predominating images, but 
the structural model does not so dynamically reflect them. The simple 
tension between polarities is rejoined in The Solid Mandala after the 
structural 'activity' of Riders. 

And in The Eye of the Storm, a simple pattern emerges in the slow 
passing of the day-Tn'Part I, and the evolution of the seasons in 
Part I I. 

2White was clearly interested in the resources of language, as 
early as Happy Val ley. Here, though, his occasional 'appearances', 
"How Ethel married we wi II keep ti II later on" (v/hite, Happy Valley, 63), 
and his sometimes commonplace statements, "satisfactory answers are 
generally scarce" (p. 42) meant that otherwise sharp perceptions were 
somewhat eroded. 

In The Aunt's S+hry, White moves closer to developing a texture 
much akin-nD that of e language of D. H. Lawrence. But V. Buckley 
has pointed to the risk of establishing texture in this way: 

White shows again and again that tendency 
which has so often been taken for mere 
mannerism but which is actually an inordinate 
(and perhaps defensive) insistence on 
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te~~. He is, I think, a victim of 
mysticism of objects--or, better sti I I, 
a mysticism of sensations. Far 'too many 
things, objects, are presented as reve
lations; and it is through an unremitting 
concern with sensation that they are so 
presented. 
(Vincent Buckley, "The Novels of Patrick 
~'ihite ll , The Literature of Australia, ed. 
Geoffrey Dutton (Harmondsworth: Penguin 
Books, 1964), 417.) 

Buckley provides the following example to illustrate the point: 

This house was sti I I comfortable with 
sleep. But the bronze cock flaunted 
his meta I th roat and crowed. Somewhere 
a voice tore itself from a sheet. A 
thin, dark, perhaps an Indian woman, or 
a Mexican, lifted her head and looked, 
rising out of deep darkness, Theodora 
sav/ . Theodora looked away th ink i ng 
that she recogn i zed her min sou lin the 
woman's deep face. 

The bronze cock vias screaming. Voices 
carne from kitchens, prominent voices, 
because they were sti I I feel ing their 
way, and cold because every morning is 
the first. 
(vJhite, The Aunt's ~tory, 312) 

This is unmistakably fine, but only a 
rigid control keeps it from inanity. 
It is ironic that where in his mature 
novel s White fai Is it is because the 
prose which is so insistently used to 
discriminate, define and value things 
surrenders to the endless flow of their 
textures and so ends by blurring the dis
tinctions betwee n them. 
(Buckley, Literature ~ Australia, 417-418) 

In Riders in the Chariot, White has avoided the threshold of 
inanity by establiShing more intricate patterns of imagery into which 
obj ects and revelation more read i Iy blend. 
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J The juxtaposing of opposites is an ubiquitous 'container' for 
subject matter. In The Aunt's Story, for examp le, Holstius talks of 
"i Ilusi on and real ityrr; Trj"Tf"eand death" (p. 293) and it is in this mode 
that the themes are exp I ored. I n The So li d Handa I a such a tens i on 
between oppos i tes is proffered ';1 i t Flfhe tvITn5:-an<:li n The Eye of the 
Storm a dua I ism is suggested in the lid i chotomy of earthboun<:lf18s"hand 
aspTri ng sp i r i t" (p. 209). 

The notion of quest occurs vividly in The Aunt's Story as both 
a physical journey , and inner search--this anticipates the concern of 
the four protagonists of Riders in the Chariot. In Voss, too, a 
simi lar journeying is undergone by the explorer, Voss:-and the idea of 
'knowingness' or intuitive communication is exposed in his telepathic 
relationship with Laura. But these preoccupations lack the distinguishing 
structural principle of Riders in the Chariot, whereby the 'telescopic/ 
microscopic' handl ing of subjec~matter means that instead of a lateral 
ba I anc i ng of oppos i ng not ions, ';/e de I ve i nltlard. I n broach i ng one 
subject, we pass through it, deep into another topic unti I we arrive 
at the nature of truth. 

x 



CHAPTER I 

A PRI NC IPLE OF STRUCTURAL UNITY 

Patrick ~/hite has borne much criticism for his "mannered" and 

"sti Ited il l Riders in the Chariot--its "sprawl ing lobes !l 2, its fragmented 

and 'ljerki Iy disparate detai Is ,, 3, and its l' clumsy flashbacks Ir 4 , are but 

few of the goat- pel lets laid at his door. Such a critical malaise, dis-

tort i ng what is a who I eness in Ri ders ~ the Chari ot, severe I y over looks 

a principle of structural unity that has there been evolved. The dual istic 

nature of the structure is such that it flawlessly accommodates the 

novel's arrangement and preoccupations. Ultimately, the two mechanisms 

of the structural process merge, and we are presented with the very 

membrane that embraces al I ; the osci I lation and spiral ling of the 

structural model is contained within a single image that, too , announces 

the form of a sense of identity, and expresses the essence of a chariot 

vision. 

The four principal characters , Mary Hare, Himmelfarb, Alf Dubbo, 

and Mrs. Godbold, are inextricably linked5 through their shared and ever-

increasing gl impses of the vision of a chariot, their presented histories, 

present behaviour, and their questing for an 'otherness,6 of which they 

fee I ignorant. 

Let us first consider the nature of these initial gl impses of 

the vision and, thus, the mode of the riders ' connectedness here. 

Pecu l iar to each character's experience is the presence of I ight--great 

li ght , fire even. I I lumination and bl indness merge within the moment 
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to exacerbate the sense of a blurred revelation. A memorable incident 

In Mary Hare's chi Idhood, during one of White's ubiquitous sunsets, is 

soaked in golden light--she becomes a "red girl" (p. 26), anticipating 

the 'fiery furnace' scene of Himmelfarb's burning house, as she confronts 

the "almost vulnerable li eyes of her father "in the dazzle from the sun. " 

For Mary, the encounter is "not a I together pi easant"; she fee I s 

"alarmingly exposed"--sensations that suggest the anguished nature of 

the search she makes for a fuller vision that, in her isolated adulthood 

with Mrs. Godbold in Xanadu, is sti I I: 

..• a confusion of light, at most 
an outline of vague and fiery pain. 

"Never, II comp I a i ned Mi ss Hare. "Never. 
Never. As if I were not intended to 
discover." 

Whereupon she succeeded in twisting 
herself upright. (p. 73) 

The worml ike twisting points to her sense of restlessness, and at least 

signifies a faith--Iffaith is never faith unless it is to be wrestled 

with." (p. 143). She recognizes that her experience is something her 

mind does not comprehend, and it is her intuition that must bear the 

burden of understanding. 

Himmelfarb's experience of the chariot is I ikewise involved with 

I ight, and is a blurred vision. Browsing in Rutkowitz's overflowing 

bookshop, behind Bienenstadt University, "In the sti I Iness of the dusk 

and the light from one e I ectri c bu I b" (p. 148), leaf i ng through 0 I d books 

and manuscripts, he reads, " •.. the love of service burns in his heart 

. the flame of heartfelt love leaps within .... AI I his thoughts 

burn with the fire of love for Him .•.. " (p. 148). "Burns " , "flame 

... leaps ll , "burn ll , "fire"--these words brand themselves upon his 
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imagination and, later at home, a prelude to vision occurs when his wife 

wa I ks past him, !lAs the wind her nightdress maqe • • • st i rred the papers 

uppermost on her husband's desk !l 7 (p. 149). It is after this that 

Himmelfarb's perceptions waft, earnestly, for the sight of the riders' 

expression, and an explanation for the shadowy 'Chariot of Redemption' 

he thinks he has seen . But Mordecai's dry, cerebral approach lags behind 

his spiritual longing8 

for the ascent into an ecstasy 
so cool and green that his own desert 
would drink the heavenly moisture. 
Sti I I, his forehead of skin and bone 
continued to burn with what could have 
been a circlet of iron. (p. 150) 

Again this is a branding reference, and an echo of Blake's A Divine 

Image : 

.-

The Human Dress, is forged Iron, 
The Human Form, a fiery Forge, 
The Human Face, a Furnace seal 'd 
The Human Heart, its hungry Gorge. 9 

There is, too, a suggest i on of mo I ten forms in "h i s sou I absorbed into 

the entity of his own upright leather chair, his knuckles carved out of 

oak !! : an idea of fusion, and with it, paralysis. His sight is, as yet , 

limi ted and so a pot ent ially f luid moment is arres t ed in wood. Interest-

ingly, wood, in its susceptibi lity to fire, suggests that illumination 

and destruction are synonymous . Hi mmelfarb's desire to quench a fiery 

spiritual longing lends him such an orientation. 

Sign if i cant I y, too, when the Jew is once awoken 'Ito rece i ve a 

messen ger of I ight" or "resist the dark dissembler", he is confronted 

by his own f I uctuat i ng image, "as though in fire or water." His diz zy 

response to the distorted mirror image is to "struggle and sway inside 
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the co I umn of his body. ,,, 0 unt i I he topp I ed forward, and was saved 

further anguish by hitting his head on the edge of a desk. This el lip-

tical movement echoes the "twisting" motion of Mary Hare, and signifies 

Himmelfarb's desperate attempt to squirm from the notion that "Reason 

finally holds a gun at its head--and does not always miss." (p. 41) The 

sound of his head on wood suggests a physical effort at the imaginative 

fusion partially achieved earlier, in the leather chair. It also mocks 

the sound of the gunshot that his distress so dangerously taunts. 

When Alf Dubbo, the aboriginal artist, meets the chariot as he 

is perusing the work of a French painter, his response is an immediate 

and devastating vision. In the painting, Dubbo sees a rising chariot, 

behind wooden horses, "along the path'tlay of the sun" . In hi s ge rminat ing 

imagination, from wood he envisions IIfire flowing" and li dropping sparks. 

Or stars." Significantly, he announces that "Everything would move in 

my picture. Because that is the way it ought to be." (p. 354) The 

vision, however, is yet blurred, for Dubbo does not, I ike Himmelfarb, 

see the expression on the riders' faces, the chariot remains "tinny", 

and the figures stand "stiff." He is to pass his I ife haunted by this 

g l impsed magni f icence , and dete rm ined t o express i t in pa i nt ; hence his 

guardian's remark: 

lIyou are the regular little artist!" 
the rector accused, and laughed against 
his painful teeth. 

"Fire and light are movement,!! the boy 
persisted. (p. 354) 

Ant icipated is the notion of momentum within the artistic whole ; In this 

particular case , movement is suggested in colour . 



The light of Mrs. Godbold's epiphany, as a child in the winter 

fens, is em be I lished with music. As the golden ladders rise in her 

vision, the organ plays on. The sound is solid and powerful: 

She had never heard anything like 
this, and was at first frightened 
to accept what she was experiencing. 
The organ lashed together the bars 
of music unti I there was a whole 
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shining scaffolding of sound. (pp. 262-263) 

The Hbars of music", like the rector's teeth, and the branched cage that 

shelters Mary Hare and Himmelfarb, suggests a canopy beneath which lurks 

a truth that is seeping out, or is awaiting exposure--this outward move-

ment of truth from behind bars, or its inward flowing into a cage of 

branches suggest initial incisions into a chariot-like shield. The 

precious rider l I is both agg ressor and recipient within the shield as it 

moves along a trajectory towards 'ripeness'. 

The intensity of the moment is further heightened by a man stand-

ing near Ruth Joyner (Mrs. Godbold), who coughs "through a lot of phlegm" 

(p. 262), reminiscent of Mary Hare's "congested turkey" sensation in 

times of stress. The moment is further punctuated in sound, as was 

Himmelfarb's with his banging head, when, on extracting herself from the 

man, Ruth's chair "shrieked I ike slate-penci Is on the paving"--we are 

startled by another 'earthly' sound that marks the subsiding of visionary 

music, and the passing of the moment. 

Interestingly, it is in Ruth Joyner's chi Idhood that a clue is 

given for her tardiness, as Mrs. Godbold, in 'accepting' the image of the 

chariot l2 . \vhen haymaking with her brother Rob, she witnesses his falling 

beneath the wheels of the Salters' cart at Martensfield: 



... life, that ordinari Iy slack and 
harmless coi I, became a fist, which was 
aiming at her personally. It hit her 
in the chest, it seemed. There was Rob, 
sl ipping, laughing, slithering, al I 
wooden arms and legs, as the haymakers 
watched the slow scene. There was Rob 
lying on the field, his white eyelids. 
Herself watching. As the wheel of 
minutes ground. His mouth had hardly 
finished laughing in time for the teeth 
to protest a little. They might have 
been grains of unripe corn. As the wheel 
of the cart trundled, lurched. Then the 
girl, whose strong back could formerly 
have held off the weight of the whole 
world, was tearing at iron, wood, stubble. 
She was holding in her hands the crushed 
melon that had been her brother's head. 
In the dying field. (p. 264) 

Rob's "v/ooden arms and legs" mark him out as an innocent, and 

"unrno I ested" 13 . It is a whee l that grinds his head, and scatters 

teethl4 that could not protest, or contain the expiring laughter. 

cart anticipates the furious intensity of the chariot vision, and 

force with which it inflicts itself upon the individual. Rob is 
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a 'charred' husk l5 , so to speak, in the wake of its fury . Unlike Himmelfarb, 

Ruth does not swoon, but digs for the "crushed melon "--a practical, 

unemotional response that permeates her approach to 'ripening ', for which 

her brother's head is an ominous trophyl6. 

Intimacy and sensuality are clearly associated with these early 

glimpses of vision, particularly fo r the young Mrs. Godbold, and Mary 

Hare. Before his vision, the arid Himmelfarb feels his wife's kiss on 

the back of his neck as she leaves (p . 150), and Alf Dubbo, in hi s early 

att empts at paint ing, i s constant ly 'inte r fe red ' wi t h by both 

Mr . Ca I deron (pp. 358- 359) and the attent i ve Mrs . Pask: " 0 i I pa i nts lead 

to so much that is sensual " (p. 357) 



When the young Miss Hare is subjected to her father's "fondl ingll 

(p. 26), IIhis mouth sti I I wet and shining from his recent experience ll 

(brandy tasting), she attributes it to his "temporary si Iliness and loss 

of control" reducing him to "the level of herself and dogs.1! 

She was reminded of a pair of black
and-white spaniels she had seen lolloplng 
and playing together, too si I lyl7 to help 

7 

themselves. (p. 26) 

The experience is both a I iberating and a menacing one I8_-an ambivalence 

that is brought to fruition when father and 'molested' daughter stand, 

at sunset, beneath "the great swinging trace-chains of its light . 1I 

Whether beneath dribbled pearls of perception or paternal emission, White 

has evoked the particularity of the moment for the girl as she writhes 

out of inexperience l9 . 

Behaviour of a simi lar kind accompanies Ruth Joyner's vision of 

"heavenly scaffolding" (p. 262). It is during this encounter that she 

feels IIbl iss, surging, risingll. 

Her courage fai led before the summit, 
at which she must step right off, Into 
space, crash amongst the fal ling match
sticks or be I if ted out of sight forever. 
For an instant she floated on a cloud of 
indecision, soothed by the infinitely 
kind fingers. 

So, in the end, when the organ stopped 
she was dazed and sweating. She felt 
foolish, for her tears, and her recovered 
awkwardness. And for a strange gentleman 
who was looking at her. (p. 262) 

Again, foreboding accompanies illumination, but within the moment, the 

wooden and "fall ing matchsticks" surreal istically, by reversal, antici-

pate the emission of arrows in Mrs. Godbold's ultimate understanding of 



8 

IIIMultiplication!'lf (p. 539). In the meanwhile, Ruth remains floating 

"in a cloud of indecision." The experience, like the vision, is but a 

glimpse; a malformed, yet magnificent outline. 

The profusion of matchsticks also points to the notion of excess 

that accompanies these early encounters. Two Blakean 'Proverbs of Hel I ,20 

remind us that tiThe road of excess leads to the palace of wisdom," and 

that "Exuberance is Beauty.,,21 As the red luminosity of Miss Hare's 

vision transforms the scene, so we learn: 

The urns on the terrace were running 
over, she remembered, with cascades 
of a little mi Iky flower, which would 
shimmer through darkness I ike fal Is of 
moonlight. (p. 26) 

Like the throbbing pulse that ravaged Ruth Joyner, and the ladders that 

"extended and extended" (p. 263), so ~~ary Hare's vision occurs in a 

moment depicted in terms of eruption and overflow. Himmelfarb comes to 

find such visionary exuberance a great impediment to his understanding: 

Just when I think I have understood, 
I discover some fresh form--so many ~
streaming with impl ications. There is 
the Throne of God, for instance. That 
is obvious enough--al I gold and chryso
prase, and jasper. Then there is the 
Chariot of Redemption , much more shadowy , 
poignant, personal. And the faces of the 
riders. I cannot begin to see the 
expression of the faces . (pp. 149- 150) 

Thus, in al I the vision' s ostentatious fury, again there is obscured 

sight, as beneath the stately Victorian domes of Xanadu there is but 

the bleak "folly,, 22 of t~ iss Hare' s ignorance . 

Finally, it is isolation that marks out an arena for these four 

characters to indul ge their particular insi ghts, and 'wi Id' behaviour. 
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Alf Dubbo is cast adrift from an aboriginal peer group, his natural 

parents, and local white people of his own age; isolated in this way, 

his move to existential solitude is but a light step. 

Mary Hare is relieved "to be alone at last, able to look at, 

and touch, and smel I whatever she saw, without danger of being asked by 

her parents for explanations" (p . 26). Her rei ief also demonstrates her 

freedom to be inquisitive and si lent. Selection becomes a vital part of 

he r method of sea r ch : 

II I do not like the off - s i de mare," 
he complained. 

"Must replace the off-side front. 
She moves lame, without her being lame 
at all." 

For he required perfection in horses, 
as in everything, and usually got it, 
except in human beings . 

• . . Yet, the father's rather obi ique 
remark, made when he was drunk, and 
uttered with the detachment and harshness 
of male egotism, encouraged the daughter 
to expect of I ife some ultimate revelation . 
Years after, when his stature was even 
further diminished in her memory, her mind 
~,ou I d venture in foxy fash ion, or more 
blunderingly worml ike, in search of a 
concealed truth. If fellowship with 
Himmelfarb and Mrs . Godbold, and perhaps 
her brief communion with a certain black
fel low, would confirm rather than expound 
a mystery, the reason could be th at, in 
the last light, illumination is synonymous 
with blinding . (p . 27) 

She perceives that, ultimately, there may be a perfection of understa nding 

to be achieved23 ; her "foxy" mu zz l ing and "worml i ke" questing lead her-

to anticipate the paradox of illumination and blinding. He rs are 

physical moveme nts that later become the privi lege of Mrs. Godbol d as 

she pokes into an understanding of life . 



Himmelfarb, too, takes "the path of inwardness " : 

He could not resist silence, and 
became morose on evenings when he 
was prevented from retreating early 
to his room . ~bstly he 
remained at a level of experience 
where it seemed he was unacceptable 
as a vessel of experience, and would 
fall asleep, and wake at cockcrow. (p. 150) 
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Si lence encompasses him, and he moves beyond subscribing to conventional 

time, and inhabits a 'twi light' world. Thus 

He would read, or sit, or draw, idly, 
automatically, or fidget with different 
objects, or listen to the sound of 
si lence, and was sometimes, it seemed, 
transported in diverse directions. (p. 149) 

Depicted here is a calm that is not a calm, but a state of being that 

becomes essential for each of the four in their spiral ling path to a 

fuller vision of the chariot. 

struct ually, t he novel accommodates the develop me nt of t he vision, 

in two ways: firstly, by progressively amplifying and thus clarifying 

i t , and secondly, by moving between the line of the present24 deep into 

the characters' past , and their questing for an 'otherness'. At once, 

then, we have a spiral I ing forward motion25 , and a piston-like movement26 

that also spins around the fulcrum of the present27 . 

Ampl ification and cl arification of the chariot vision very often 

occur whe n t he characters meet: Ma ry Hare and Hi mme l f a r b te ntat ive ly 

'di scuss' their expe ri ences, but the futi I ity of words, in attempting 

to convey meaning is impl ic it in the broken dialogue, an d its sense 

of un hurri ed musing . 



"The Chariot," Miss Hare dared to 
disturb the si lence which had been 
1000Iered purpose I y, like the th i ckest 
curtain, on the performance of a life. 

She did tremble, though, and pause, 
sensing she had violated what she had 
been taught to respect as one of the 
first principles of conversation: that 
subjects of personal interest, however 
vital, are of secondary importance. 

"You knovi about the Chariot, then," 
she could not resist. 

But whispered. But very slow, and low. 

It was as eventful as when a prototype 
has at last identified its kind. Yet, 
pity restrained her from forcibly dis
tracting attention to her o\'ln urgent 
situation, for her mouth Vias at the same 
time almost gummed together by al I she 
had suffered in the course of her com
panion's I ife. And so, the word she had 
dared utter hung trembl ing on the air, 
like the vision itself, unti I, on recog
nition of that vision by a second mind, 
the two should be made one. 

"If we see each other again." The 
stone man had begun to stir and speak. 

The knot of her hands and the pulses 
in her throat rejected any possibi I ity 
that their meeting might be a casual one. 
But, of course, she could not explain, nor 
vias her face of any more ass i stance than 
her tongue: in fact, as she herself knew, 
in moments of stress she could resemble a 
congested turkey. (p . 169) 

The significant moment is stiff with trepidation and unease, as though 

si lence itself were being violated. Yet there is almost a security in 

II 

their shared 'unknowingness', and also, the merest trace of exhi laration 

at the prospect of its pee ling away to en I i ghtenment28 . In consp i rator i a I 

tones t-.l iss Hare broaches the subject that most concerns her; her "gummed" 
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mouth, I ike the rector's teeth, and Ruth's phlegm-troubled old man, 

suggest a seeping truth29 From this paralysed state <"the knot of her 

hands", reminiscent of wood; "the pulses in her throat", her expression-

less face of no "more assistance than her tongue ll (p. 169» she emits, 

like a trumpet of smoke, a word that "hung tremb ling on the air. II As 

from Rob Joyner's crushed head, it is a paralysed state that proffers a 

signal, unifying the disciples. But Mary's contempt for words bursts 

forth when Himmelfarb finally retorts to her question about the chariot: 

IJOh, vlords, words!!! she cried, 
brushing them off with her freckled 
hands. 111 do not understand what 
they mean. But the chariot," she 
conceded, ildoes exist. I have seen it." 

(p. 170) 

She, too, is exasperated vlith Himmelfarb who has found the chariot in 

books, and understands more than he wi I I tel I, which again highlights 

their agonised communication. Himmelfarb also explains his particular 

difficulties: 

ilBut not the ri ders! I cannot 
visual ize, I do not understand the 
ri ders .11 

"Do you see everyth i ng at once? 
My own house is ful I of things waiting 
to be seen. Even quite common objects 
are shown to us only when it is time 
for them to be. 1I 

The Jew was so pleased he wriggled 
inside his clothes. 

lilt is you who are the hidden 
zaddik! " 

liThe what? I I s he asked. 

" In each generation , we say, there 
are th irty-s ix hidden zadd ikim--hol y 
men who go secret ly about the world, 
heal ing, interpreting, doin g their 
good deeds. 1I 



She burned, a slow red but did 
not speak, because his explanation, 
in spite of r.eaching her innermost 
being, did not altogether explain. 

"It is even told," continued the 
J e\v, strok i ng grass, "how the creat i ve 
light of God poured into the zaddikim. 
That they are the Chariot of God." 

(p. 171) 
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Significantly, Himmelfarb believes in the inevitabi lity of his coming to 

I'see", and this prospect creates a worml ike wriggl ing, in the manner of 

a breaking chrysal is30 , and also imitates Mary Hare's "twisting" mentioned 

earlier. "I have said to the Worm, Thou art my rnother and my sister,,,31 

is the Blakean acknowledgement of this form 32 , as natural guardian and 

companion. Also, as Himmelfarb thoughtfully strokes the grass33 , he 

develops a concept of the body (of the zaddikim) as chariot, and light 

as fluid core, creating momentum, and being its truth. Thus men would 

be both the form and essence of the chariot. Subsequently, Himmelfarb, 

11 unable to reason", in his house on the Holzgraben, and "drifting for 

hours in a state between spirit and substance, searching amongst the 

grey shapes, which just fai led to correspond", is taking his place within 

the chariot, as one of the riders he as yet only dimly sees, because he 

is one of them. 

Revelation, or apocalypse, is constantly suggested as the "doors 

of perception" are "cleansed"34, and the true nature of the vision emerges. 

After discussion with 1V1ary Hare, Himmelfarb, as he walks from Xanadu, 

noti ces that "nondescri pt flowers tw itched and g Ii mmered", and "As he 

went up the hi II, the sparks shot out from beneath his boots ll (p. 340), 

far into the distance. When cl imbing a windy hi I Iside with Mrs. Godbold, 
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Himmelfarb grows frail "like some miserable scrubby tree unable to control 

its branches. He was clattering." Mrs. Godbold, however, 

. with al I her shortcomings of speech 
and behaviour, was a rock immovable in the 
grass. As they stood for that moment, the 
wind seemed to cut through the man, but was 
spl it open on the woman's form. 

(p. 240) 

Mrs. Godbold parries the wind, and in doing so adopts the charioteer's 

posture and fortitude, whi Ie the Jew is slashed into flapping tentacles 

that bump unconnectedly about him; but this arresting wind has its 

parallel in the "turbulent air" he senses when the Godbold fami Iy visit 

him, and leave an imprint on the surroundings: "So the golden chains 

continued to unwind, the golden circles to revolve, the dust of secrecy 

to settle." (p. 244) The experience is thus a liberating one, and extends 

Himmelfarb's conception of the chariot. 

The attainment of vision, and a sense of identity is most clearly 

heralded by Mrs. Godbold, and the sound she projects: 

Mrs. Godbold I iked to sing as she 
ironed. She had a rich, but rather 
trembly, mezzo voice, which her daughter 
Else once said reminded her of melting 
chocolate. Certainly the. girls would 
get that sad-and-dreamy look whenever 
their mother sang, and the kind of feel ing 
that warm, soft chocolate wi I I sometimes 
also give. Mrs. Godbold would iron in 
long, sad, steamy sweeps, singing as she 
did. Sometimes her iron would thump the 
board to emphasize a phrase, just as it 
always nosed more gently, accompanied by 
tremolo, into the d iff i cu I t corners of a 
shirt. Then the mouths of the older girls 
would grow loose with wonder for some 
ineluctable drama which was being prepared 
for them, and the youn ger ones stare 
hypnotized at the pores which had opened 
in their mother's creamy skin. But the 
singer sang, obi ivious, transported by 
her own words . 



Mrs. Godbold preferred to treat of 
death, and judgement, and the future 
I ife. Her favorite was: 

I woke, the dungeon flamed with light, 
My chains fel I off, my heart was free, 
I rose, went forth, and fol lowed Thee. 

Though she was also very partial to: 

See the Conqueror mounts in triumph, 
See the King in royal state 
Riding in the clouds His chariot 
To His heavenly palace gate. 

At such moments faith or I ight did convince 
many eyes. 

(p . 255) 
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Thumping the ironing board, like Mary Hare's knocking at things, punctuates 

the moments of her transported joy. Her foxy, muzzling iron symbolically 

ekes out her understanding of the scheme of things, by its concentration 

on selected detai Is ("the difficult corners of the shirt"), and thus 

acknowledges the Blakean Isaiah's conviction that his "senses discover'd 

t.be infinite in every thing ... ,,35. The ponderous significance of the 

activity is reflected in the loosening of the girls' mouths, and the 

opening pores "in their mother's creamy skin." The children are hypno-

tized. But this is only a moment, a gl impsed spark of perception: 

For present and future are I ike a dreadful 
music, flowing and flowing, without end, 
and even Mrs. Godbold's courage would 

,,: sometimes falter as she trudged along the 
bank of the one turbulent river, towards 
its junction with the second, all-lays some
where in the mists. Then she would look 
over her shoulder at the garden of 
statuary, to wa I k amongst wh i ch, it 
seemed at that enviable distance, faith 
was no longer needed. 

(p. 259) 
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Her journey is an arduous one, yet there exists, always, the possibi lity 

of looking back. In such a 'retreating' over her shoulder, faith is "no 

longer needed", for all behind rvlrs. Godbold is "statuarl', and is ordered 

within a "garden". She recognises the importance of continuing along her 

path, hov/ever, and p rov i des a sing i ng accompan i ment to the end I ess I y 

flowing IIdreadful music" of present and future--her music, though, is 

intermittent, because "her courage would sometimes falter" in the contem-

plation of a second river "in the mists". In pausing so, before what is 

unknown, there is a moment of si lent absorption, and thus the attainment 

of a 'higher' state of understanding. 

In the latter part of Riders ~ the Chariot, a sense of explosion 

and scattering is suggested, to announce the proximity of a ful I vision. 

When Alf Dubbo returns to his room in Abercrombie Crescent, he acknowledges 

the inevitabi lity of, here, a cerebral eruption: 

For Dubbo had gone along the passage 
into that room wh i ch the cardboard wa II s 
had fai led to protect. Perhaps, after 
al I, only a skul I was the box for secrets. 

But that, too, he knew, and swayed, 
would not hold forever and, it must 
burst open from al I that would collect 
inside it. AI I pouring out, from tad
poles and clumsy lizards, to sheets of 
lightning and pi I lars of fire. 

(p. 405) 

His ell iptical swaying, I ike fv1 rs. Godbold's singing accompaniment, 

suggests his concordance vii th the sp ira I ling vi s i on, and echoes Hi mme I farb' s 

elliptical swooning. The notion of excess is also embellished with an 

outpouring of animal life, and the fury of the elements. Dubbo, too, 

senses the proximity of suicide to his simple brand of 'lunacy'. His 
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destruction of the paintings, and his axeing of his room to matchwood, 

anticipate, in splinters and torn canvas (flights), the arrows that Mrs. 

Godbold sees, in her tranqui lity36. 

Alf Dubbo's 'angst', however, complements the celebration that 

the stoic Ruth effects: her tltrumpet voluntary, sounded solitary, but 

true tl (p. 433). The final pages are an exposition of her jubi lation: 

Only Mrs. Godbold appeared untouched 
by these historical events, but remained 
more or less unnoticed, as a person of 
little substance and no importance. Only 
dimly was a woman seen to emerge from a 
shed, and hang out the washing. The thick 
arms were reach~ng up repeatedly, and there 
were the loops of limp, transparent linen, 
hanging at first so heavy, then twitching 
at a corner, lifting at last, blowing, in 
glad, white flags. 

Mrs. Godbold, when she was noticed at 
al I, seemed to live for irrelevance. In 
the course of her I ife she had developed 
a love and respect for common objects and 
trivial acts. Did they, perhaps, conceal 
a core, reveal a sequence? Whatever the 
explanation, she would go about planting 
a row of beans, not as though she were 
covering seed, rather as if she were 
learning a secret of immense importance, 
over and over. She would go amongst her 
pots of ferns, freeing the young crooks 
from the bonds of spiders. In her later 
years at least, she might sit for some
times half an hour beside her ironing 
table, in the shed where it seemed by then 
she was ordained to live. Obviously , the 
scored surface of the yel low board, 
together with the various vessels and 
utensi Is of her office, could not have 
been housed anywhere else with due sacral 
dignity. So she and they remained 
enshrined. There she would sit, at the 
mercy of the sun, squinting, or it could 
have been smi I ing, for such gl immers of 
truth as she had been al lowed to glimpse. 



But then, Mrs. Godbold was such a 
very simple person. Always there. 
Nobody could remember having seen her 
except in some such cotton dress, a 
cardigan in winter, or the perennial 
flared overcoat. Her massive form had 
never altered, except to grow more mas
sive in its pregnancies. 

If she indulged herself at al I in her 
almost vegetable existence, it vias to 
walk a little way down the hi I I, before 
the chi Idren returned, after the breeze 
had got up in the south, to walk and look, 
it seemed incuriously, at the ground, 
pursued by a galloping cat. 

Then she might turn, and cal I. 

"Tib! Tib! 
IIPoor Ti bby! 
you!" 

Tib!" she would cal I, and: 
Nobody was going to leave 

And gather up her many-angled cat, into 
her bosom, and laugh for the joy of giving 
shelter, holding up her throat to the sun; 
it was as though a trumpet were being raised . 

(pp. 527-528) 

fvIr s. Godbold's thick arms, "reaching repeatedly up", are a physical 

demonstration of triumph, and the " fla gs" of linen are ntwitching' i in 

the corners, suggesting a total vital ity achieved through her attention 

to the detai Is of ironing (the shirt corners). Her " love and respect 

for common objects and trivial acts'! have indeed concealed a core, an 

understandin g of which she rapidly approaches, where "everything would 

appear to man as it is, infinite ,,38 . Her stoic sitting down is twice 

referred to, and vlith it her "squinting" or "smi I ing" at the merci less 

sun--a reminder of the rector's teeth, and the smi I ing that concealed 

the IIg l immers of truth " that no\'! beg in a tickertape streaming towards 
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her. In her "ve getab le ex istence" , on a rare walk, her "holding up her 

throat to the sun "39 "as though a trumpet were being raised ,, 40 is 
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Mrs. Godbold proffering the source of effervescent phlegm, and throbbing 

pulses: the orifice gapes, on the threshold of emitting an infinite 

truth. 

As the narrat i ve moves among past, present, and a quest i ng for 

'otherness', so vie have the second structural movement towards a clari-

fying vision, and the establ ishing of a sense of identity. The extensive 

stroke into Himmelfarb's past41 encompasses the security of his boyhood, 

and the temporary liunity of souls ll he enjoys with his bride. But like 

the shattering of a wine glass at the wedding reception, his restlessness 

taps at the narrative of his history: 

Nobody watching him tramp slowly, 
monotonously, over the fal len leaves 
of the S~adnva£d, or along the wei 1-
kept pavements of the tmm, wou I d have 
suspected him of morbid tendencies and 
reprehensible ambitions. For he was 
racked by his persistent longing to 
exceed the bounds of reason: to gather 
up the sparks of human faces to break 
through to the sparks of I ight imprisoned 
in the forms of wood and stone. Imperfec
tion in himself had enabled him to 
recognize the fragmentary nature of things, 
but at the same time restrained him from 
undertaking the immense labour of recon
struction. $0 this imperfect man had 
remained necessari Iy tentative. He was 
forever peering into bushes, or windows, 
or the holes of eyes, or, with his stick, 
testing the thickness of a stone, as if 
in search of further evidence, when he 
should have been gathering up the in fini- ' 
tesimal kernels of sparks, which he already 
knew to exist, and planting them again in 
the bosom of divine fire, from which they 
had been let fall in the beginning. 

$0 he would return home, and, knowing 
himself to be inadequately equipped, would 
confess in reply to his wife's inquiries, 
"Noth i ng. I have seen, I have done noth i ng. II 

(p. 155) 
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With his walking stick he begins a quest for another part of his being, 

and the true "nature of things", to lessen his "imperfection". His foxy 

Epeering into bushes" and fltesting the thickness of a stone" is his 

Godbold-I ike searching, beyond reason, for the "evidence" to prove that 

"inside the thick shel Is of human faces", and "imprisoned in the forms 

of wood and stone" , are "sparks visible intermittently": this anticipates 

his connection with I:divine fire" 42 . His necessary involvement with the 

minutiae of Nature also points to the Blakean sentiment that I!Where man 

is not Nature is barren.,,43 

The Jew's marriage is reduced to the staving off of agonies of 

mind, and possible separation "by the practice of smal I, touching rites" 

(p. 161). A simi lar occupation to Mary Hare's knocking on objects, they 

are acts that create Time: again, Blake, in 'The Proverbs of Hell ,44, is 

instructive with liThe hours of folly are measur'd by the clock, but of 

wisdom: no clock can measure. 1I These activities of Himmelfarb and Mary 

Hare establ ish a delineated order that would otherwise not exist if 

their "disorders of the mind" were allowed full rein in tampering with 

what is beyond the understanding of other people--"the ordinary ones", 

as Reha cal Is them. 

Running is another symptom of the Jew's state of mind: 

He was running away. He was running 
and running, released from the moral 
dignity and physical heaviness of age. 
Some of the spirits of darkness swore 
at him as he passed, but he scarcely 
heard, nor did he suffer from the 
brutal thumps of col I ision, of which 
he was, surprisingly, the cause, in 
the hitherto normal ly regulated night. 

(p . 162 ) 
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Like the tussl ing of black and white spaniels, Himmelfarb's experience 

outlines his freedom, and his confinement. The knocking into trees is 

a reversal of his poking at stones with a stick. He is prodding at the 

sparks he has gl impsed within himself and others. Like a frenzied atom 

he also enacts his bel ief that ilWe are one. No particle may fal I away 

without damaging the whole. 1I This describes the urgency of his desire 

to explore the extremity of 'otherness' within 'oneness'; this intensity 

has a parallel with his looking "very close ll at the Stauffers' house, 

which at first seemed cold, foreign, and placed him in "a moment of 

complete lossil: 

He looked very close and saw that the 
stone was infused with a life of lichen: 
al I purples and greens, and rusty orange
reds, merging and blurring together. 
Although it was something he had never 
noticed before, and it did not immediately 
mean to him al I that it might, he was 
smi ling when Frau Stauffer turned to him 
breathlessly and said, "There is nobody 
here!. Nobody, nobody!" 

(p. 177) 

Himmelfarb's pleasure lies in his particular perception that distinguishes 

him from other people, even though his disposition costs him the 'mateship' 

of his col leagues--he is lynched, and his house transformed into a glowing 

furnace, when it is burned down by the IfBrighta lamps !; mob. 

The notion of Time again emerges, as Himmelfarb I ies on his death-

bed. The alarm clock 1\"ent off before its usual hour" (p. 482). Jubi-

lantly, the llwh i rri ng ti nIl winds itself down. vle are reminded of the 

ilti nnyl l chari ot Dubbo saw, and now the image disintegrates with the 

ringing be II . A moment is again punctuated, but artificially so, for the 

hour is sti II llbefore the first cock 11 of the natural cycle45 . ive are 
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dipped in the melancholy dissolving of Himmelfarb's being: I! the I i lies 

of moon I ight dropped their cold, slow pearls. The blackberry bushes were 

gl ittering . . the only movement was one of dew and moonl ight, the only 

sound was that of a goat scatter i ng he r pe I I ets II (p. 482). Like 

Himmelfarb, Miss Hare, too, 

.•. was crumbling, it seemed, shambling 
as always, but no longer held in check by 
the many purposes which direct animal, or 
human life. She might have reasoned that 
she had fulfi I led her purpose if she had 
not always mistrusted reason. Her instinct 
suggested, rather, that she was being dis
persed, but that in so experiencing, she 
was entering the final ecstasy. Walking 
and walking through the unresistant thorns 
and twigs. Ploughing through the soft, 
opalescent remnants of the night. Never 
actually arriving, but that was to be 
expected, since she had become al 1-
pervasive: scent, sound, the steely dew, 
the blue glare of white I ight off rocks. 
She was al I but identified. 

So Miss Hare stumbled through the night. 
If she did not choose the obvious direction, 
it was because direction had at last chosen 
her. 

(p. 483) 

In "being dispersed " and "all-pervasive l
; she approaches a sense of 

identity, in understanding her insi gnificance . Unl ike Himmelfarb who 

has col I ided with Nature (the trees ), she walks through the "unresistant 

thorns and tw i gs It and does not emp loy reason for an exp I anat ion. She 

drifts, inevitably, in the direction that has selected her, and here 

I ies the ecstasy that had escaped Himmelfarb. 

In the past, Ma ry Hare, as we later learn in the letters from 

Ita ly, read by Else Godbold and Bob Tanner, was susceptib le t o the 

Jew's brand of inquiry. Statements li ke I:she had found iov-<-ng-ulldn.eA.6 
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to exist at the roots of trees and plants, not to mention hair, provided 

it was not 06 huma.H va/u..et.y" (p. 515), were enough to stop her mother 

short and to distress her greatly, and in the present, it is Ivliss Hare's 

l1stereoscopic memories l1 that save her from the surprise and anxiety of 

the house's reverberations, that had concerned Mrs. Jol ley so much. 

As a meeting between Miss Hare and Himmelfarb enabled them to 

exchange experiences of the chariot vision, so, too, does their encounter 

in the present expose a hesitant contact, that anticipates the notion 

of shared and 'knowing' insignificance. 

Miss Hare went on pushing through 
the musky grass. She could have swum 
forever, on her wave, towards the 
island of her tree, holding out her 
hands, no longer begging for rescue, 
but in recognition. 

And he came out from under the 
branches, from where he had been 
sitting, apparently. 

IIO h," she said then, and stopped, 
knee-deep in the waves of grass. 

He stood outside the tree waiting 
for her, though it was nobody she had 
ever seen. 

ii i came in here," said the man. 
"I saw the tree." 

"Yes," she said. " It is mine. Isn't 
it lovely? And I have not noticed it 
for years. " 

She was maki ng I ittl e grunt ing sounds, 
of happiness, and recognition. 

Th e man appeared to recognize, or, at 
least, not to reject. 

Which was comforting . 



He was a very ugly man, and strange, 
she saVI. 

lI\'Jou I d you care to sit down, in the 
shade, II she asked, lIand enjoy the tree?lI 

She was f i I led Itl i th such a contentment 
of warmth and light she would not have 
cared if he had refused. She had been 
refused so regularly. 

But the man did not reject her offer. 

III am Himmelfarb,lI he said, correctly, 
but oddly. 

lIOh, yes?lI she answered. 

At the same time they stooped to 
negotiate the branches which were to 
provide their canopy. 

(p. 96) 
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Miss Hare's lIpushing through the mushy grass" echoes the "al I-pervasive" 

understanding that Mrs. Godbold ultimately achieves. The passage is 

littered with sparks of contact: lIrecognitionli (three times), "saw" 

(twice), lIseenl l, "Iightll, "noticed ll
, and a sensual texture is evoked 

through "mushy " , "grunting sounds, of happiness", "comforting", "enjoy", 

"provide", "contentment ... Itlarmth". This is the ecstasy, but its 

contrary is also suggested, to create the moment's progression46 , in 

"ugly", I:strange", "waiting", "refused" (twice), "reject", "correctly", 

and "oddly"--these are the bars of music, the smi I ing teeth, and the 

canopy of branches that shelter the bl iss beneath them. On the level of 

language, we more clearly see the notion of seeping truth, in the blending 

of the two states, in words. The paucity of their communication, however, 

and its fecund connectedness ("grunt ing" and their stooping into the 

shelter), significantly prepa re them for the 'knowing' isolation they 
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wi I I share with Alf Dubbo and Mrs. Godbold. Interestingly, too, the 

form of a tree is one of the aboriginal artist's first drawings. 

The ecstasy and calm of shared 'knowingness' is a simi lar condi-

tion to the one enjoyed by Mary Hare as she and Mrs. Godbold attend the 

dying Jew: 

Miss Hare had, in fact, entered that 
state of complete union which her nature 
had never yet achieved. The softest 
matter her memory could muster--the fal len 
breast-feathers, tufts of fur torn in 
courtsh i p, the downy, b rQ\om crooks of 
bracken--was what she now wi I led upon 
the spirit of her love. Their most 
private union she hid in sheets of 
si lence, such as she had learnt from 
the approach of early I ight, or from 
holding her ear to stone, or walking on 
thicknesses of rotted leaves. So she 
wrapped and cherished the heavenly spirit 
which had entered her, quite simply and 
painlessly, as Peg had suggested that it 
might. And al I the dancing demons fled 
out, in peacock feathers, with a tinkling 
of the fitful little mirrors set in the 
stuff of their cunning thighs. And the 
stones of Xanadu could crumble, and she 
would touch its kinder dust. She herself 
would embrace the dust, the spirit of 
which she was able to understand at last. 

(p. 481) 

The sensation of union concealed in seraphic "sheets of si lence" creates 

the bristling of "peacock feathers,,47, like moving sea-fauna48_-the 

moment of revelation bursts out "with a tinkl ing of fitful I ittle mirrors". 

The union she feels is the one shared by each of the four riders , who 

are I inked in essence, around the present. In this knowledge Mary Hare 

can reject the order of Xanadu, and rest with its crumbled "kinder dust " , 

whose spirit she shares. 



The embroidered sensuality of Mary Hare's questing becomes, in 

Alf Dubbo's case, the starkness of polarity: "the two poles, negative 

and positive of his being: the furtive, but regenerating creative act" 

(p . 376). After Dubbo's claustrophobic chi Idhood, life in Sydney 

becomes the confusing of these apparent opposites: his art seems as 

futi Ie as his disease. 

Dubbo was sufficiently sustained both 
physically and mentally, by his vocation, 
to ignore for the most part what people 
cal led I ife . Only the unhappiness of 
almost complete isolation from other 
human beings would fl icker up in him at 
times, and he would hurry away from his 
job--at that period he was working in a 
Sydney suburb, in a factory which manu
factured cardboard boxes and cartons in 
oi I paper--he would hurry , hurry, for 
what, but to roam the streets and settle 
down eventually on a straight-backed bench 
in one of the parks. 

There he woul d indulge in what was 
common I y ca I led pt.U:ting in time, though 
it was, in fact, nothing else but hoping. 

(p. 379) 

Like Hi mmelfarb's running, Dubbo would "hurry, hurry" but without the 
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contact the Jew encounte red (the trees). And in the manner of Mary Hare's 

ou t s t retched hands, he is "hoping" to " recognize "--v/hat was conventionally 

labelled "pt.U:ting in time". Li ke Mrs. Godbold, his waiting and his 

"hoping" are manifes t in his s itting posture ; a settl ing down to sti Iiness . 

Mrs. Noonan's house, after Sydney, al lows Dubbo the venting of 

inspiration and, li ke v~ordsworth's idiot boy, nocturnal wande ring, too. 

Al most always he would leave his room 
when the I ight had gone. At ni ght the 
streets of the model town were practically 
dese rted, all its vices put away, only an 
emptiness rema ined, and a sputtering of 
neon. As he hurried alon g in his sandshoes, 



beneath the tubes of ectoplasm, the 
sol itary blackfel low might have been 
escaping from some crime, the frenzy 
of which was sti I I reflected in his 
eyebal Is and the plate glass ..• 
So he would arrive at outer darkness, 
crunching the last fe\'I hundred yards 
along a strip of cl inker, which could 
have been the residue of al I those 
night thoughts that had ever tortured 
dark minds. 

(pp. 500-50 I ) 

The "sputteri ng neon", like the ph legmy cough i ng, marks the fizz ling 
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proximity of revelation, and the hurrying "sandshoes" that crunch "along a 

strip of clinker" lend sound to the questing Mrs. Godbold had suggested 

as she swept along her ironing board. With an Ancient Mariner's gl inting 

eye, Dubbo roams the streets, unti I he acknowledges an "outer darkness", 

... ,here the vo I can i c sparks of his quest for 'otherness' exp i re, a long with 

"the residue of al I those night thoughts that had ever tortured dark 

minds." In painting the Deposition, Dubbo's mind shoots with sparks of 

revelation. In a virtual paralysis he hears Himmelfarb's voice: 

~bst wonderful was the Jew's voice heard 
again above the sound of the cistern and 
the washroom tap: 

. . . And I looked and beho I d, a wh i r 1-
wind came out of the north, a great cloud, 
and a fire unfolding itself, and a bright
ness was about it, and out of the midst 
thereof as the color of amber, out of the 
midst of the fire ... 

The blackfel low rol led over on the bed, 
biting the back of his hand. The window 
was bl inding him, with its four living 
creatures in the I ikeness of a man. 

As he remembered the voice, so Dubbo 
was st i II ab I e to see the draw i ng of tithe 
Chariot-thing ll

• He would have known how 
to draw it, detai I by detai I, inch by inch, 



for he never forgot those places where 
he had been. There was simply the 
question of physical strength. Whether 
he could sti I I paint, he doubted. 

(p. 503) 

28 

The ful I intensity of Himmelfarb's words for Dubbo is captured in Blake's 

"The cistern contains: the fountain overflows,A9; showered in illumination, 

the aborigine squirms around and around "biting the back of his hand". 

The chariot vision is on the very fi 1m of his eyes. He finally produces 

the painting and then dies . When Mrs. Noonan discovers the body, through 

the pungent smell of the artist's confinement, it is "twisted round fl
, as 

Mary Hare had been in her anxiety. We are again reminded of the Blakean 

reference to Ezekiel's 'base' behaviour: "I then asked Ezekiel. why he 

eat dung, & lay so long on his right & lef t side? he answerd. the desire 

f " th . t t· f th . f' . t ,,50 o raising 0 er ~£n In 0 a percep Ion 0 e In Inl e . . .. . 

Significantly, throu gh Dubbo's sim i lar behav iour, his 'rei ieved' corpse 

is "natural-looking, more I ike some animal that had experienced the 

necess ity of dying" (p. 507). We thus have an ima ge of the inevitabi lity 

of death, in the present, through Dubbo's questing for "a perception of 

the infinite.!' 

Mrs. Godbo ld, in her past, shared with the three visionaries the 

awareness of another state of being, as we i I as gl impses of the chariot 

vision . Whi Ie in the employ of Mrs. Chalmers - Rob inson , she developed a 

dist i nctive habit: 

Th en , somet i mes, she vlOU I d stand at the 
front door, particularly at evening, as 
if loo king out on a vi Ilage street. Her 
mistress intended to mention that, but 
fai led to do so , perhaps even out of 
del icacy, or affection. So the massive 
girl continued to stand in the doorway, 



in the porch, beside the magnol ia 
tree, as the detai Is of her dress 
and body, from the points of her 
starched cap to the toes of her 
Blancoed shoes, dissolved in evening, 
she might have been some species of 
moth, or guardian spirit, poised on 
magnol ia wings before huge, flapping 
f light. 

(p. 269) 
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Standing sti II and looking out on the street (areas Vlhere Himmelfarb and 

Alf Dubbo Vlould feverishly roam), the detai Is of her dress dissolve into 

the evening, an event that anticipates her revelation of "al I-pervasive-

ness". The flapping wings she is poised to adopt later, in her final 

illumination, anticipate the triumphant soaring of her understanding51 . 

!vlrs. Godbold refrains from the frenzied physical movement of Himmelfarb 

and the artistic excretions of Dubbo , for she derided the modern tendency 

to IIdrive and look for something to look at. Unti I motion itself became 

an expression of truth, the only true permanence ll (p. 537>' 

Significantly, it is Mrs. Godbold, in her grand stoicism, who 

is al lowed the novel's final revelation, and access, too, to the visionary 

chariot's secret: 

So Mrs. Godbold had her chi Idren. 
She had her girls. But for hoVi long? 
With tViO already gone. Sometimes she 
would continue to sit in front of the 
shed after all those straight girls 
had slipped from her into the evening, 
leaving in her lap their necklaces of 
wi Ited flowers. Then it would seem as 
though she had shot her last arrow, and 
was used and empty. She would feel the 
touch of darkness. She would sit, and 
attempt to rub the rheumatism out of her 
knuckles. Often she would recal I the 
night her friend the JeVi died, in the 
shed behind her. Even the youngest 
chi Idren, who had been sleeping at the 
time, remembered that night, for sleep 



did not seem to have prevented them 
participating in the event. So their 
eyes saw farther than those of other 
girls. Tempered on that night, their 
meta I \'las tougher. F ina I I Y the woman 
sitting alone in front of the deserted 
shed would sense how she had shot her 
six arrows at the face of darkness, and 
halted it. And wherever her arrows 
struck, she saw other arrows breed. And 
out of those arrows, others sti I I would 
spl it off, from the straight white shafts. 

So her arrows wou I d cont i nue to be 
aimed at the forms of darkness, and she 
herself was, in fact, the infinite 
qu i ver. 

"Multiplication! " Ivl rs. Godbold loudly 
declared, and blushed, for the nonsense 
it must have sounded, there on the road 
to Xanadu. 

She looked back once more, however, 
at the two little boys, who were swinging -
the gate enough to break it. Mrs. Godbold 
meandered along past the raggedy wattles . 
She remembered the winter Miss Hare had 
been laid up, how she had gone down to 
nurse the poor thing, and how they had 
been together in the si lent house, and 
spoken of the Chariot. Wei I, everybody 
saw things diffe rent. There was Miss Hare, 
who, they said, was mad. For that reason. 
~iss Hare had seen the chariot of fire. 
Mrs. Godbold, who would never have contra
dicted her superior in any of her opinions, 
especially when the latter was sick, knew 
different too. She had her own vision of 
the Chariot. Even now, at the thought of 
it, he r very centre was touched by the 
wings of love and charity. So that she 
closed her eyes for a moment as she walked , 
an d put her arms around her own body, ti ght, 
for fear that the melting marrow might spi I I 
out of it. 

(pp . 539-540) 
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tk s. Godbold's continuing "to sit H, "would sit", and "sittingH all ow he r 

the ul t imate vi s ion of ""Multiplicat ion! "" ; a s in g le thought t hat "fill s 

o 0t ,.52 
I mme ns I Y ' 



Her "Equanimity" and quiet spirit have earned her the insight into the 

nature of "sol itari ness" rlhere she can become " a light that will 

reflect out over the community--all the brighter from a bare room,,53 

(p. 141). Through Mrs. Godbold's behaviour we are reminded of Eliot's 

Ash Wednesday: 

Because these wings are no longer wings to fly 
But mere I y vans . to beat the air 
The air which is now thoroughly smal I and dry 
Smaller and drier than the wi II 
Teach us to care and not to care 
Teach us to sit sti I I .54 

In sti Iiness she shoots a last Harrow" from herself, "the infinite 

quiver", and rubs at those knuckles that were so wooden for Himmelfarb 
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in his leather chair. Like tinder, then, her perceptions ignite and she 

sees straight white arrows spl itting off from each other. 1TTempered" by 

her I ife's particular experiences, this resi I ience has brought her the 

opened "doors of perception", suggested in the t\vO boys swinging on the 

g9te "enough to break it" (p. 539). And as she wraps her arms around 

herself, I ike a seraph, Mrs. Godbold imitates the "wings of love and 

charity il that now embrace her "centre". She enjoys the high sensation 

of bl iss and serenity, and her eyes close, for a brief moment. 

vie remember t;Jrs. Godbo I d's throat, po~ sed on the thresho I d of 

emitting, like a trumpet, an ultimate truth: these arrows are its voice, 

her newly acquired sense of identity, as a shared isolation. Interestingly, 

this event occurs after the rather fiery end of Himmelfarb55 , and Alf 

Dubb056 , and the disappearance of Mary Hare57 . In such a post-dramatic 

calm (the narrative here becomes diffuse and wanders idly from minor 

° °d t t OO °d t 58) t dOth th t I Inci en 0 minor Inci en ,we are presen e WI e remu ous 

threshold of revelation. In terms of the novel's structure, then, 
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Mrs. Godbold turns inward and looks down into the throat of the spiral ling 

vision 59 . She peers into all that has preceded and as "Everything would 

move in my picture" (p. 355), her turning inward creates a spinning 

unevenness. 

Now let us turn to the conical aspect of the structural form60 , 

and thus the gorge of Mrs. Godbold's revelation: not only an arrow-head 

with flight, a whirlwind, a dri I I, sparks and splinters, or ripples, but 

wheels- - four of them (one for each character) that finally decrease to 

nothing. A section of Ezekiel's vision in the Bible is instructive 

here: 

Now as I looked at the I iving creatures, 
I saw a wheel upon the earth beside the 
living creatures, one for each of the 
four of them. As for the appearance of 
the wheels and their constructions: their 
appearance was like the gleaming of a 
chrysol ite; and the four had the same 
likeness, their construction being as it 
Were a wheel within a wheel. When they 
went, they went in any of their four 
directions 61 without turning as they went . 
Th e fog~ wheels had r ims62 and they had 
spokes ; and their rIms were ful I of eyes 
round about64 and when the living creatures 
went, the wheels went beside them; and when 
the living creatures rose from the earth, 
the wheels rose. Wherever the spirit would 
go, they went, and the wheels rose along 
with them65 , for the spirit of the living 
creatures was in the wheels66 . 

In Figure I (Appendix I), we notice a de-spiralling67 movement 

that is a contraction68 to the source point, representing the characters' 

simultaneous recognition of their insignificance . Mrs. Godbold's ful I 

revelation has a l lowed her sight of the very tip of the arrow that 

multipl ies69 . The tip is also the source point, and is one of EI jot's 

specks of II Dust in the a j r suspended ll ma r k j ng lithe p I ace where a story 



ended,,70. Mrs. Godbold's sitting at a sti II point, in the present, but 

occasionally moving ("further visits to Xanadu", p. 542), Is her state 

of being "Dust in the air", turning over and over, to be "suspended" in 

rroments of timeless revelation 71 . As ~~ary Hare says, "There is a point 

where \'Ie do not, cannot move any farther. There is a point at 
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which there is no point. Who knows, perhaps you have reached it " (p. 325). 

The structural form then, leads us beyond a gleaming, Xanadu-I ike 

scaffolding of illumination to the momentum of a spinning point . The 

vertical movement (past, present, 'otherness'), the spiral of clarifying 

vision, and the 'advanced sight' of Mrs. Godbold ultimately produce a 

mandala image with its own pulse, at the centre of which is the ultimate 

truth of being. That the structure of Riders ~ the Chariot provides 

such a model indicates its unique wholeness, achieved through an intri-

cately woven principal of unity. The contention of this writer, too, 

is that the form not only accommodates, and suggests a metaphor - for the 

-energized essence of being, but also partially embraces the biblical 

vision that contributed to its inception. 



CHAPTER I - Footnotes 

IRodney ~·1ather, "Patrick \'Ihite", Essays in Criticism, XXIX 
(1970), 34-50. 

2tviarcel Aurousseau, "Odi Profanum Vulgus", r'~eanjin Quarter ly, 
XX I (I 962 ), 3 I . 

~-1r. Aurousseau sees the novel as uniting "only once" in Dubbo's 
two cl imactic visions, and for the r est, its "spravil ing lobes ll are un
eas i I Y consc i ous of each other "at odd moments II. He fa i I s to perce i ve 
any IIconnectedness", structurally, or in character relationships, and 
thus overlooks one of the book's major preoccupations vlith a "knOl'ling" 
isolation, and V/hite's technique of portraying this "truthll. 

3" /iather, ~ss~ J~ Cr i~cisrn , XX I X, 34-50. 

Unevenness has again been detected and a critical banner is 
waved: the r easons for disparities remain unexplored. Mr. Mather sees 
cohesion, though, in authorial presence, a IItona l deftness, a voice, a 
persona I stance, or at least a presence." ~-'1 r. ~jlather resorts to these 
nasty words because he is Ilhard put to find an experiential centre ll (p. 37) 
in the nove I. 10 the I'lord he uses to descri be vJ h i te' s att i tude to life, 
tJlather, li kewise, is IIflirting", but vlith critici.sm of the novel. 

4A. A lvarez, IIChariot of Liaht ll , I'Jew Statesman, LXII (1961),653. - -- -------

5Alvarez, NeVi Statesman, LXI I, 653. 

fvl r. A lvarez sees a I inking "in imagination: at the emotional 
centre of each of their I ives is the i mage of the next chariotll. He has 
omitted certain other elements contributing to a fusion that are tenta
tively suggested in this thesis. 

6A state in wh ich a sense of identity is achieved, and where one 
g l impses the essence of being. 

7" \Jlind ll precedin g vision has various bi b I ical associations: 
i) II • . • and darkness was upon the face of the 

deep ; and the Spirit of God was moving over the 
face of the wate rs." Gen 1: 2 . 

"Spirit", in Hebrew, may a l so be tran s lated as "wind": see the 
Oxford Annotated Bi b l e. 
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i i) " . • . a st i rr i ng wind came out of the north" 
is a prelude to vision. 

Ezek 1:4 

iii) "And behold, the Lord passed by and a great and 
strong wind rent the mountains and broke in pieces 
the rocks before the Lord • • • • II I Kings 19: 9 

is an indication of the wind's seeming fury. 

8i) "'I agree that intellect can be a serious handicap •• '" 
Patrick V'lhite, Rij~rs J~ the Chariot (New York: Viking Press, 1961), 
p. 335. 

i i) ""The intellect has fai led us.""--\~hite, Riders, 219. 
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Himmelfarb's comments to r',1ary Hare(i), like those to the university 
professors who thought the Jew would apply for a post equal to his intel
lectual gifts(i i), ironically outl ine the cerebral approach to I ife that 
ultimately causes him to lose sight of ful I vision. What ulti mate ly 
rema i ns for Hi mme I farb is the truth of an i rrevocab I e damage caused by 
cultivation of mind. 

9Wi II iam Blake, The Poetry and Prose of Wi I liam Blake, ed. David 
V. Erdman, (New York: Doub I eday & Co~1 nc., I 965-Y:--P-:--3"2 • 

10John Cowper POVlYS, \~olf Solent, (HarmondsvlOrth: Penguin Books, 
I 978 ), p. 629: 

"There vias noth i ng else for it but to take up, like a came I 
with the last straw laid upon his hump, the swaying burden of his I ife!1i 

P. 460: 

"He reeled awkwardly to one side ..•• "--a suggestion here of 
the turbulent reverie Himmelfarb may have undergone when he "reeled •. 
and sank down." 

IIUnsi gned, "Riders in the Char iot", Times Literary Supplement, 
( London: December 15, 196 I ), p. 889. 

The article touches upon this idea when deal ing with Wh ite's 
narrative form: "For his purpose, narrative is, though essent i al, not 
enough: the reader must be left vibrant at the end. He must be left 
disturbed as after a parable or an allegory, with an intimation of a 
meaning beyond the mere frame\,lork, a meaning vlhich could have been 
stated only in the form of a narrative, and yet can, in some sense, be 
apprehended as a truth beyond." 
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12White, Riders, 316. 

After Tom Godbold's visit to Mrs. Khali I 's, Ruth Godbold leaves 
him. The chariot, or cart, now becomes the car and the "violent sparks" 
of the tram: "Barely cl inging to its curve, its metal screeched anach
ronism." These vehicles represent Time, to which she now feels impervious, 
and to wh i ch the "pa I e"-sou I ed pedestri ans are bound. I n the light of 
the cart incident and the tram, such is tvl rs. Godbold's stoicism that in 
acknowledging the chariot in the vision, she may feel she has acknowledged 
violently-punctuated Time, which is not her predi lection. 

13The disturbing inference here is that because of his "woodenness", 
the boy is eliminated. The notion is simi lar to one of Wi I liam Blake's 
"Proverbs of He II" in The t'~arr i age of Heaven and He II : 

"Drive your cart and your plough over the bones of the dead." 
Erdman (ed.), The Poetry and Prose of Wi I I iam Blake, 35. 

14T . S. Eliot is useful here: 

I left them twisting, turning below; 
There were no more faces and the stair was 

dark, 
Damp, jagged, I ike an old man's mouth 

drivel lin ~, beyond repair, 
Or the toothed gul let of an aged shark. 
"Ash \1/ednesday", Collected Poems 1909-1962, (London: Faber Paper-

backs, 1977), p. 99. ----- --- --- ---

15Again T. S. Eliot provides an illuminating corollary: 

. . . And v/hat you thought you came for 
Is only a shel I, a husk of meaning 
From which the purpose breaks only when it is fulfi I led 
I f at a II. 
EI iot, "Little Gidding ll

, Collected. Poems, 215. 

16A simi lar "trophy", called ~'lukalog, lay in the stubble of 
~/o lf Solent's II go lden ll field: 1I0nce in the field, it was just as if 
he were \vad i ng th rough go I den waves. And then he remembered that it 
was into this very field he had flun g Muka log. What a shining mausoleum 
for that I itt I e demon! II (Powys) vlo I f So lent, 629) --a su i tab Ie extens i on 
of the notion of elimination citedE3arl ie r. 

170xford Eng l ish Dictionary, p. 50, section A.I 
- 1556 in W. H. Turner Se lect Rec. Oxford 246 

"The fire rang i ng upon the s i II y carcase. II 
- 1680 Otway Orphan ii .v.68S, "I might have trusted him with- al I the 
secret, Open 'd my si Ily heart, and shewn it bare." 
- 1724 Ramsay Tea-T /Jlisc. (1733 ) 1. 84, "Good wife, for your courtesie, 
Wi II ye lodge asrrlypoor man?" 
- 1894 Hes lop Northumbld. Gloss. Sev., liThe bit bairn's as leep noo, 

s ill y t h i ng. " 



Through 'helplessness', or 'vulnerabi I ity' the sense of lsi I Iy' is 
here deserving of pity, compassion, or sympathy. 

18The "Iolloping" is a I iberated playfulness, but the "black" 
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and "wh i te" echoes the menace that overcomes the "b I ack and I'lh i te sp i ders" 
in Blake's "Memorable Fancy" in The tviarriage of ,t1eaven and ~: 

now as ked my compan ion \'ih i ch vias my 
eternal lot? he said, between the black and white 
spiders. 

But now, from between the black and white 
spiders a cloud and fire burst and rol led thro the 
deep blackning al I beneath, so that the nether deep 
grew black as a sea and rol led with a terrible noise: 
.•. appeared and sunk again the scaly fold of a 
monstrous serpent and novi we saw, it was the 
head of Leviathan •..• 

Erdman (ed.), Blake, 40. 

From concentrating on their activity of seeking prey, the spiders are 
superseded by a greater power. In a simi lar fashion one may view the 
surprise intrusion on Mary Hare as she I iaises with her father. 

19When Can, the Greek, in The Tree of Ma n, discusses the contents 
of his "I ittle box ll I ... ith young Ray Parkel~-; tnereis a simi lar ambivalence: 

I;Let1s see the thing in the box," Ray sa id. 

Th i s .~Ias the Ii tt I e box that Can the Greek 
had in his swag, with private and valuable and interesting 
articles, as wei I as so~~ things th at he had forgotten why 
he kept. His essence was contained here. Ray liked to 
look at the contents of the box, which he coveted, not for 
any purpose, but to min. The eruption of coral and the 
luminous saint, these he did not understand, they were 
fri ghtening even. For the faces on old photographs he had 
contempt, old women and black, thin g irls emerging from 
th e tV/i I ight and th e fin ge rprints. He dropped these back 
onto the buttons and the sprig of dry rosemary. 
Patrick Ii/h ite , The Tree of t!ia n, (Ha rrnondsworth: Pengui n Boo ks, 

1956 ), p. 228 . -----

20Erdman (cd. ), B l a~~, 35 . 

2 1Erdman (ed .), Blake, 37. 

22 !fl f the fool I'louid pe r s ist in his foll y he \'lOu ld become I'''se , 
/Folly is the c loke of knave r y" and !fA foo l sees not the same tree that 
a wise rnan sees." Er dma n (ed .), Blake , 36 . 



23Ruth Joyner's approach to the distribution of bloaters marks 
her altruism and the importance of selection for the benefit of a 
community. 

As a young girl she had an appetite 
she could not have known how to disguise. 
It was only in later years that she 
learned to pick, in order to make things 
go round. 
White, Riders, 263. 

24See Appendix I, Figure I. 
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25See Appe ndix J, Figure I--the blue spiral of clarifying vision. 

26See Appendix I, Figure I--the orange blocks (past, present, 
otherness, past, present, etc.) 

27See Appe ndi x I, Fi gure I--the past in the present, the past 
in "otherness " and so on. 

28A simi lar occurrence is the meet ing between Alf Dubbo and 
H i mme I far b : 

HO'.'I they began to commun i cate, the 
blackfel low could not have explained. But a state 
of trust became establ is hed by subtler than any 
human mea ns , so that he resented it when the Jew 
finally addressed him in the washroom, as if their 
code of si lence might thus have been compromised. 
Later, he rea I i zed, he \~as comforted to know that 
the Chariot did ex ist outside the prophet's vision 
and his own mind. 
White, Riders, 403. 

~~r. Alvarez in his article, "Chariot of Light", remarks hO'.'I the 
characters "sca rcely seem to touch" and on "the extraordinary non
re lationship between the Jew a nd the aborigine. It is true of them al I. 
Each is adrift in his own isol at ion: though each may brush the other 
fl eeting ly vlith words .... " A. Alvarez, ~Jew Statesman, 653. 

Mr. Alvarez i.s perhaps optimistic in be l ievin g we do anythin g 
more than "brush" peop lew i th words anyway. The connectedness of the 
characters is frequent I y demonstrated as be i ng beyond 'fIords. 

29A simi la r image i s proffered when Mary Hare and Himmelfarb meet: 

So the Jew subs i ded, and the tent of the tree 
contracted round them in the wi Ide rness in which they sat. 
The love ly bran ches sent down sheets of iron, which 
impri so ned their bod ies, a lthou gh their min ds were free 
to be carri ed into the most distant corners of hel I. 
\,Ihite, Ri de rs, 172. 



30A simi lar image appears in Wolf Solent. After Wolf flings 
his consciousness at his doubts whi le-on-a hi Iitop, he feels as though 
he has discarded a weight, which remains behind him. 

He laid hold of his wi I I as if it had been 
a I ightning-conductor, and, shaking it clear of his body, 
thrust it forth into space, into a space that was below 
and yet above, within and yet beyond Poll's Camp and 
Babylon Hi I I. And then, in a second, in less than a 
second, so it seemed, as he recal led it afterwards, there 
came flowing in upon him, out of those secret depths of 
which he was always more or less conscious, a greater 
flood of I iberating peace than he had ever known before! 

He had the sensation, as he came down the slope, 
of having left behind, on the top of Babylon Hi I I, some 
actual physical body--a body that had been troubl ing him, 
I ike a great repulsive protuberance, both by its appearance 
and by its weight. He felt I ighter, freer, liberated from 
the malice of matter. 
Powys, Wolf Solent, 289. 

31 Erdman <ed . ), "For Ch i I dren The Gates of Parad i se", The 
Poe~ and Prose_ ~ I~i II iam ~Iake, 33. 

32i) V/hen Harry Rosetree speeds to revelation we are reminded 
of a spiral I ing form: 

Now Harry Rosetree, whose swirl ing car had 
brought him to the outskirts of Sarsapari I la, real ized 
that his tongue was sticking to the roof of his mouth, 
his throat might have swal lowed a handful of dust, his 
nai Is were brittle unto breaki ng. They told him at the 
post-office that the woman Mrs. Godbold I ived just down 
there. In the shed. Other side of the blackberry 
bushes. He left the car, and ~egan to walk, tottering 
over the uneven ground, the archway of his legs only 
groggi Iy dependent on their unhappy groin. 
IrJh i te, Ride rs, 488. 
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The "sw irl ing" of the car, 
to Iitotter i ng" on "uneven ground. II 
giddiness as his eye is urge d over 
"archway of his legs " and into the 

and the pace of his quest, leads him 
The reader is invited to share this 

undulating earth, up around the 
jogg i ng svli r I of an "unhappy gro in" . 

i i) VJhen Himmelfarb lay dying, in Mrs. Godbo ld's care, he saw 
a "purp I e stream 'l that "y/ound through the rather stony hill s". Th i s 
initiates his vision of al I that has past, and the truth that 

he knew, he knew. The el iffs of rock were hi s 
serol I. He had only to open the flesh of their leaves 
to ide ntify himself with the souls of plants. 
vJh i te, Ri de~, 480. 



ii i) On the evening of the Jew's house being burned, 

... she [ Mary Hare] had known .... Very slowly 
at first she had begun to negotiate the cel Is and 
corridors of Xanadu, together with the spiral of her 
Ovln skull. 
\'Ih i te, Ride rs, 462. 
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It is after th i s wh i r ling rrovement that she vias "soon compe I led 
to run " 

i v) As ~~ary Hare runs to the fire in Montebe II 0 Avenue, she 
recognizes the many forms of truth which include the IIwhirling of the 
white sky ... 11 that" .•. she best knevJ." White, Riders, 463. 

33Erdman (ed . ), Blake, 36. "The eyes of fire, the nostri Is of 
air, the mouth of water, the beard of earth.1I 

34Erdman (ed.), Blake, 39. "I f the doors of percept i on were 
cleansed everything would appear to man as it is, infinite. 1I 

35Erdman (ed.), Blake, 39. 

36Significantly, too, the elliptical movement is again evoked 
with the inclining dummy and the gyroscopic turning of the pictures: 

... which his life there had made relevant. The 
room was cracking, it seemed, under the necessity 
of abandoning its severely finite form. The dummy 
was incl ining forward on its dry-rotten pedestal. 
Electric wiring whirred. As he began to turn the 
pictures. And turned. And turned. 
White, Riders, 401. 

37We may also consider this activity as a dance of grace; a 
state which Mrs . Godbold now approaches. Her arms reaching towards 
wh i teness, echo the ange I i c recept i on of Hi mme I farb by "Two I itt Ie 
so I emn g i r Is.. " 

Two I ittl e solemn girls, whom 
connected with pushing and singing, had 
bed, as ordered , and were standing by. 
green by bruised grass, their arms were 
golden against the white of sheets. 
White, ~ide~~, 471. 

38Erdman (ed.), Blake, 39. 

Hi mme I farb 
prepared a 
~1ott I ed 
glowing 

39 Rem iniscent of Mrs. t~orel 's 'presenting ' of the baby Paul to 
the sun, in Sons and Lovers. D. H. Lawrence, Sons and Lovers, (Harmonds
worth: Pen guTniBooks, 1956 ),51. 



and 

40Also worthy of consideration are: 

And I heard behind me a loud voice I ike a 
trumpet say i ng , "v/ ri te what you see ina book . . 

Reve I at i on I: 10- I I 
" 

"A fte r th i s I looked, and 10, in the heaven an open 
door! And the first voice, which I had heard speaking 
to me I ike a trumpet, said, "Come up hither, and I wi II 
show you vlhat must take p I ace after th is. "" 

Reve I at ion 4: I 
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4lUnsigned, Times Lit. Supp., 889. "The flashback to Himmelfarb's 
I ife, though bri I I iant ill itself, makes a fissure in the book and is not 
so beautifully molded into the whole as are the past I ives of ~Iliss Hare, 
Dubbo and t"irs. Godbo I d." 

Rather than a fissure, the extensive covering of Himmelfarb's 
past is more a reflection of a structural pulse, or ripple, created by 
tvirs. Godbold's insight (an "interruption" of the "I-Ihole")' 

42A simi lar probing movement is suggested when Himmelfarb toys 
with a paper knife. The activity is not so much a contemplation of 
suicide as a physical paral lei to the questing of his mind and spirit: 

Sometimes he simply sat at his desk, holding 
in his hand the paper-knife a cousin had brought from 
Janina . He was fascinated by the si Iver blade, the 
sharpness of which had suggested to the g irl Re ha 
Liebmann that it was intended for purposes other than 
those of opening letters and cutting the pages of books. 
In recollecting, her husband went so far as to explore 
the interstices of his ri bs , and might have driven it 
into the heart insi de , if he had been able to see any 
purpose in dyin g twice. 
Vlh i te, R i de~, 173. 

43E rdman (ed.), ~ake , 37 . 

44Erdman (ed .), Blake, 35. 

45Th e t i me e leme nt has i ts coro I I ary in \'Il I I i am Vlo r ds\'lOrth' s poem , 
"The Id iot Goy . ': I'lhe n il old Susa n" falls i II at e i ght o'clock one moon I it 
ni ght, Johnny, t he idiot boy, i s s ent by Betty, his mother, to f in d a 
doctor. Johnny does not return, so anxious Betty goes afte r him: 

iJol'1 J ohnny a I I ni ght long had hea rd 
The O\'l ls i n tuneful conce rt s trive ; 
110 do ubt t oo he th e moon ha d seen; 
Fo r in t he moo n li ght he had bee n 
From e i ~ht o 'cl ock ti I I f ive . 



And thus, to Getty's question, he 
Ma de answer, I ike a traveller bo ld, 
(His very words I g ive to you, 
"The cocks did cro';l to-whoo, 1'o'-vlhoo, 
And the sun did shine so cold!" 
--Thus answered Johnny in his glory, 
And that was a I I his trave I' s story. 
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For Johnny, sen1' on an errand, Time becomes irrelevant, even in 
a natural cycle, so con1'rol I ing is his sense of mission. He seems to 
be singled out for the experience by his idiocy (we recal I the definition 
of \lsi Ily" as being defenceless), and is thus obi ivious to al l nocturnal 
danger 1'0 himself during his 'timeless' quest. But significantly, too, 
"old Susan" is able to leave her sick-bed as a result of the particular 
'path' he has fol lowed. 

46Erdman (ed. ), Blake, 34. "Ivithout Contraries is no progression." 

47There is a simi lar occurrence in Wolf Solent : 

VJhi Ie lunching at the 'Three Peewits', "They [Wolf 
and the waiter] were loo ked down upon by the 
feroc i ous eye of a stuffed pike . . . . II 

and in Wolf's drunkenness we learn, 

His rugged face, with its high cheekbones and 
hawk-I ike nose, nodded over his plate with half
shut lecherous eyes. Every now and then he ran 
his fingers through his short, stiff, fair hair, 
ti I I it stood up erect upon his head. 
Powys, Vlolf Solent, 73-74. 

Herein I ies a symbol both of his innocence in the face of menace, and a 
premonition, in the prickled hairs, of the arresting tenor of the road 
to ripeness. 

48A further statement that recal Is the fluid movement of revela
tion occurs in Wolf Solent in connection with Lenty Pond. The ever
vlidening rippleS-Tram the-tip of 'vlolf's stick, dipped in the \'iater, 
represent the cleansing layers of perception. The bristl in g of peacock 
feathers, th en, I ike sea-fauna, can be seen as the expression of the 
movement of clearing vision. Powys, ~olf Solent, 121. 

49Erdman (ed. ) , Blake, 36. 

50Erdman (ed. ) , 81 ake, 38. 

51 Erdman (ed.) , Blake, 35. "t~o bird soars too hi gh, if he soars 
with hi s own win gs. 1I 



52Erdman (ed.), ~~e, 36. "One thought. f i I lsi mmens i ty." 

531t is the dyer and Mo rdecai who speak of this rnCJtter, at the 
J ev, I s v,edd i ng : 

"But you are al I riddles--secrets!" In spite 
of their proximity it was necessary to shout to be heard 
above the noise. 

"There is no secret," the dyer appeared to be 
saying, or shouting back. "Equanimity is no secret. 
Sol itariness is no secret. True sol itariness is only 
possible where equanimity ex ists. An unquiet spirit 
can introduce distractions into the best-prepared mind." 

shouting. 
community. 

lIBut th i sis i mmora I!" r,10rdeca i protested, 
"And on such an occas i on! It is a den i a I of 
r,1an is not a hermi t. 11 

"Depend i ng on the man, he is a light that Iv i I I 
reflect out over the comrnunity--al I the brighter from a 
bare room." 
White, Riders_, 141. 
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It i s ivirs. Godbold who has nurtured a fecundity of being, that ripples 
from the simplest notion to the vastest forest. 

54T. S. Eliot, "Ash ~"e dneseJay", Collected Poems, 96-97. 

55As Hirnmelfarb GE eS dyin g, he dozes into remembrance of his 
past, and as though the "rope-end of dedication" has finally stopped 
its twisting him around I ike a top, it is left "torturing his side", 
I ike a draped umbi I ical cord. The Jew muses upon himself "hang in g 
abandoned on a tree"--thus the rope, from driving him on, now arrests 
him and pains his sieJe; a suggestion that the el I iptical movement has 
wound do\vn to a dep I eted st i I I ness. The "goat-mas k and ha i r shawl" 
have, too, sl ipped--an exhausted, wor n husk i s a l I that remains. 

56Alf Dubbo 's final days are marked by a rampant giddiness: 

i) Dubbo was unaware how many days he had bee n 
at wor k. The act itse l f destroyed the artif icia l 
divisions created both by time and habit. AI I the 
ernot i ana I wlWt-tpooL6 * were via it i ng to svla I 101" him dO\m, 
in whorls of b lue and crimson, through the lon g funnel 
of his r~st corros ive green, but he clung tenaciously 
to the structure of his picture, and in that way was 
saved from disaster. 
\'/h i te, Ri de r s., 499. 



ii) On painting the Second Servant of their Lord: 

There she was, harsh to the eye, but for al I 
her snouted substance, illuminated by the I ight of 
instinct inside the transparent weft of w~ng* 
procreative wind. 
White, Riders, 501. 

(* - my italics) 
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iii) In the frenetic wake of his creativity, Dubbo dies. When 
he is discovered, his chrysalis form echoes the nature of his quest: 

Dubbo was lying on the bed. He was ~ted* 
round, but natural-looking, more like some animal, some 
bird that had experienced the necessity of dying. 
White, Riders, 507. 

(* - my ita I i cs) 

57 At that hour, Miss Hare came out of the 
Godbolds' shed, since there was no longer cause for 
her remaining. She had witnessed everything but the 
doctor's signature. In the friable white I ight, she 
too vias crumb ling, it seemed, shamb ling as a I ways, 
but no longer held in check by the many purposes which 
direct animal, or human I ife. She might have reasoned 
that she had fulfi I led her purpose, if she had not 
always mistrusted reason. Her instinct suggested, 
rather, that she was being dispersed, but that in so 
experiencing, she was entering the final ecstasy. 
Walking and walking through the unresistant thorns 
and twigs. Ploughing through the soft, opalescent 
remnants of night. Never actually arriving, but that 
was to be expected, since she had become al I-pervasive: 
scent, sound, the steely dew, the blue glare of white 
I ight off rocks . She was al I but identified . 

So Miss Hare stumbled through the ni ght. If 
she did not choose the obv ious direction, it was because 
direction had at last chosen her. 
v/h ite, Riders , 482-483. 

tvlary Hare lies at the opposite pole to Himmelfarb's cerebra l approaches. 
Purely instinctually, she wanders into the al I-pervasiveness that Mrs. 
Godbold, in her "s ittingll has understood. One feels that had ~~ iss flare 
remained st i I I at this juncture and invoked an element of reason, her 
experience would have been ful lest. The moment, instead, becomes as 
ephemeral as her other 'gl impses ' and she continues to move within an 
abyss that has sought and contained her. 
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58We trove betv/een the Rosetrees' domest i c cr I SIS, Harry 
Rosetree's suicide, Dubbo's final paintings, the detrol ition of Xa nadu 
and the arrival of ["1r. Cleugh from "the island of Jersey, U.K." ( \~h ite, 
Riders, 51 I), the young passion of Bob Tanner and Else Godbold, the 
casuistry of f-irs. Jolley and r'~ rs. Flack, and the 'volcanic hat' luncheon 
with t"1rs. Ctla I mers-Rob i nson, ~11 rs. I'io I fson and tilrs. Co I quhoun. Th i s 
structural meandering suggests the fragmentation prior to al I visionary 
experience: 

... that tremulous stage making a mouth I ike a 
pul let's arse the moment before it drops the egg. 
Patrick White, The Vivisector, (New York: Viking Press, 
1970), 78. - --

59Appendi x I, Figure I -- note the blue line. 

60See Appendix 1, Figure 2. 

61 The e I I i pt i ca I movement and pu I se create the "omn i -d i rect i ona I 
mobil ity" within the structure. 

62The blue "I ipH of ful I vision. 

63The shaded orange blocks at (in the diagram for neatness) a 
uniform spatial distance. 

64The quests for "otherness" beyond the IIrimll of vIsion. There
fore, they contribute to its fullness but also serve themselves as a 
unique form of journeying . 

65r~otion and mome ntum: ~1 rs. Godbold's turning im-lard, in its 
unevenness, creates a pu I se IV i th i n the struc-rura I fOrl'lard moveme nt 
(Fi gure I) and emits, therefore, pulsat ing IVheels (Fi gure 2). 

66Appendix I, Figure 2. Th e orange I ine contains the past, 
1I0 t herness" , and the present, in a continuous flow that dips into the 
flui d (orange) core of the present. This is the IIspirit ... in the 
v/hee I s II, II I i v i ng" because the I'/ho I e pu I sates. 

67See penc i I I ine , Appendix I, Fi gure I. 

68The characters a re try ing to reach a full vision, as \'le i I as 
an und e rst and in g of th e nature of being . There fore , as the va ri ous 
trotions of the mode l take p lace, so sparks of illu mination move a lon g 
the spiral to the source po int as we i I as in the d irecti on of ful I 
vision. 

69r'ir s . God bold i s bap ti zed in go ld . She jo in s -rhe ri de r s in 
th e cha riot, and passes throu gh the mome nt t o firmly p lant he r fee t 
on the groun d, now i n a s t at e of gr ace . \'Ihite, Ri de rs , 542 . 



7O-r. S. EI iot, IlLittle Gidding ll , Collected Poems, 139. 

71The spirit of the whole structural model is captured by ~;i rs. 
Godbold as she vi8\~s '.'the edifice of memoryll vlhich rose 

••• in all its structural diversity, its I'lhirl ing, 
involuted detai I, and perhaps most moving, the 
unfinished archways, opening on to distances and mist. 
White, Riders, 541. 
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CHAPTER II 

A tvlOtviENT' S SENSAT I ON -- THE LANGUAGE AND ITS TEXTURE 

Patrick White's particular use of language has been received as 

controversially as have his novels' structural predi lections. Criticism 

meanders across !;verbal bravura" aimed to "cover up weak places"l, past 

the cowering pedant's "His sentences groan under a terrific ballast of 

commas, elusive pronouns, off-center metaphors, and ••. "--and no more-

to the straining of the voice that "speaks ~Iit h distinction,,3 or those 

"great organ notes . . • start ling cadences and i magery,i4. Wh i chever 

critical noose one chooses to rest upon, it is clear that in White's use 

of words, we are confronted by an i mposing density of images, leitmotifs5 , 

and symbo Is, a II of wh i ch are exp ressed ina fami liar I anguage \~h i ch a I so 

relates action, characterisation, and speech. 

This chapter's purpose is to explore the way in which the image 

patterns of Riders J~ the Chariot lend the language a sensitivity6, an 

organic depth which is its subtle texture. The accumulation and fusion 

of images, as well as their effect in a particular context, significantly 

unravel the novel's themes, and ultimately take us beyond the bones of 

their constituent parts--the words. The matter wi I I be approached "freely 

and f I ex i b I y" 7, vi e'fJi ng a ka lei doscope and captur i ng a moment. I'Ji th 

each reading, li the pattern changes, new meanings appear "S, so if the 

chapter is told, "' it doesn't follow that you would see. Everybody sees 

different. You must only see it for yourself. ,,,9 

47 
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The images used in Riders in the Chariot can be divided into 

two distinct groups: the tangible elements of hat and stick, hands, and 

teeth, and the intangible images of wind, colour, and sound or music. 

The two groups are each contained firstly by a circle (the image of an 

eye) and, secondly, by three parts of a rectangle (the image of a house)IO. 

Let us first consider the group of tangible images. When Mrs. 

Sudgen, the postmistress, explains to Mrs. Colquhoun, at the outset of 

the novel, that Mary Hare is different, her comments are very brief. 

The postmistress decided she "would not add to that. She started poking 

at a dry sponge" (p. 9), That familiar movement, as awkwardness, 

ignorance, or gl impsing truth, suggests that Mrs. Sudgen has moved beyond 

the moment created by words and has jo i ned her inner se If. Her pok i ng 

at the sponge establishes the mood of Riders ~ the Chariot, and announces 

the hat and stick image that abounds within it . 

Mary Hare is the character most associated with this image: 

wearing her large, protective, wicker hat, she suggests the stick form 

as her "freckled fingers" (p. 15) poke into the soi I of the forest around 

Xanadu. She is also associated with an umbrel la--not that she carries 

one, as Himmelfarb does his walking stick (p. 174), but that she is 

partly one. As Miss Hare walks away from the post office, observed by 

the t wo wome n, we learn : 

Several barbs of several strands attached 
themselves to the folds of her skirt, 
pul I ing on it, tight, tight, tighter, 
unti I she was al I spread out behind, part 
woman, part umbrella. 

(p. 9) 



Here the image flexes itself after the 'difficulty' of the 

situation in the post office, where "unusual" (p. 9) Miss Hare has 

struggled with the writing of a telegraph form: 

• • . from \vhere they were stand i ng at 
the counter, Mrs. Sudgen was able to 
look down at the kind of navel right at 
the centre of the crown. Miss Hare was 
that short. AI I was hat, and a hand 
extended from it having trouble with a 
pen. The pen appeared to be resisting. 

(p. II) 
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The "hand extended" from the hat is the image poised--coerced by a con-

ventional situation. Miss Hare's pain in ploughing through "the ugly 

desert" of the telegram, heightens the hat and stick form to the level 

of a bullfight picador pressing for the 'ruin' of the bul I with a long, 

pointed stickl I. It is no surprise that the folds of Mary's skirt 

breath "tight, tight, tighter, unti I she was all spread out behind" (p. 9): 

the image has expressed a sighing liberation, and exposed its innate 

dynamism beyond the level of language. 

Whi Ie conversing with the postmistress, an activity the spinster 

does not enjoy, Miss Hare provides us with a swinging "right leg", rather 

like a tentacle or antenna: 

She began to swing her right leg. 
Her face, which narrative had turned 
moist and crumbly, was become dry 
and stale again. Ordinari Iy when 
she spoke, her mouth stayed stiff, 
almost as if she had had a stroke. 

(p. 13) 

What had been a wicker hat and arm clutching a reluctant pen, now briefly 

becomes a face peel ing away in crumbs and moisture and a leg groping for 

the assistance her mouth does not give. In this way, we learn of Mary 

Hare's fecundity as a being: a 'tingl ing' within the moment that, in 
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other ways, has 'fai led' in terms of her conversation. Thus it is that 

when she subsequently walks in the wood "thinking very intently", she 

"broke a shaggy stick" (po 14). Her instincts playing around her suggest 

that the gangl ing 'tentacle' was a gesture beyond herself and the situa-

tion. Her reaching for the stick marks a physical move to obtain the 

solace her swinging leg had lent her spirit. Mary Hare's 'outwardness' 

leads her to make frequent treks into the bush, "always listening and 

expecting unti I receiving" (po 41). From a state of apparent inertia 

where "her monstrous I imbs would turn to stone", her inner self would 

blossom, as "her thoughts ... sprout in tender growth of young shoots, 

or long loops of insinuating vines'; (po 41). The accumulating influence 

of the image has embel I ished the verbal statement of Mary Hare's reaching 

out to al I that is beyond her, and has establ ished her credibi I ity for 

the reader, if not for the characters she is compel led, by circumstance, 

to meet. 

That the stick enjoys a connectedness beyond itself, is developed 

when Mary Hare prepares food for the birds outside her house: 

With a big pa ir of rusty scissors, she 
cut crusts of bread into the sizes she 
knew to be acceptable . Bending so that 
her skirt stuck out straight behind, she 
became magnificently formal, like certain 
big pigeons, of which one or two had 
descended, blue, out of the gums. All 
throats vlere moving, wobbl ing, and hers 
most of all. In agreement. In the rite 
of birds. 

(p. 89) 

Our focus narrows to reveal an arm that holds a pair of scissors, and a 

hat now slipped to form an expanded skirt. Fused with the posture is 

the umbre I I a image cited above. The cutt i ng of bread for a II the "mov i ng! 1 
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throats of the birds anticipates the sense of al I-pervasiveness. Like 

hesitating frames in a slovl-moving fi 1m strip, our eyes move from the 

scissors to bread, the pleats of the skirt, the throats of the birds, 

and the wobbling throat of (-,1iss Hare, moving "most of all II (p. 43). 

We sense a connectedness yet to be exposed 12. The llr i te of b i rds 11 qua li-

fies the personal rite of the spinster as she prepares their food: we 

awa ita cata I yst to f use the two in essence--an 11 ag reernent If (p. 41) that 

is wei ling in al I their throats. It was even Ma ry in her youth who 

craved the form that was to lead her so in adulthood. In the diary that 

Bob Tanner and Else Godbold discover, we learn from fvJ iss Hare's rr.other, 

1I 1'~y little girl is unhappy. She is a puzzle. Says she w,i,oheo .6he. WeJr..e. 

a .6tic.i<. ! ll (p . 514) . To be a pure stick exposes Mary Hare's almost 

obsessive desire for questing, rega rdless of the containment that is 

posed by rational ity , and the hat, which is here its symbol. Her 

rational or intellectual self she almost completely dismisses for the 

act of probing. Thus, in the fire at Himmelfarb's house when the inspired 

woman returns from the furnace, 

Her wicker hat was t urned to a fizzy 
Catherine whee l, wings of flame were 
sprouting from the shoulders of her 
cardigan, her worsted heels were 
spurred with fire. Most alarming 
was the swol len throat ... 

(p. 465) 

Her lfswollen throat' : s uggests the halting of what, I·lith the birds, was 

rapid movement. And as though demonstrating the frustration of her 

rational ity, her hat, I ike a mayfly in its last throes, soars and whirls 

before rvliss Hare is left to stumbl e llthrough the ni ght" (p. 483). The 

fiery rings of colour within the IICatherine wheel II have exposed the 



spiral I ing path from which she has been expel led. And how significant 

is the discovery made by Mrs. Godbold, at the end of the novel, as she 

wanders through the bush around Xanadu: 

Elbows of ironwork lay around amongst 
the shattered slates, and in a shrubbery 
which she had never entered before, due 
to a distaste for nature, the revenant 
came across an old, battered, black 
umbrella. It gave her quite a turn; at 
first she thought it was a person. 

(pp. 516- 517) 
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Having experienced dispersion as she has (p . 483), the ribs or sticks of 

the umbrella almost mock the ossified achievement l3 , but her over-

rei iance on instinct (p. 483, "She might have reasoned that she had ful-

fi lied her purpose, if she had not always mistrusted reason") has left 

her cover or hat a "battered", burned-out ( ll black") canopy, seemingly 

discarded but yet a fossi I to her fai lure. 

Himmelfarb's hat is within his head: the very antithesis of Mary 

Hare in his cerebral existence, he is almost Chaplinesque l4 as he walks 

the g rave I of the Unue.YLai.le., or the StacW,\Jatd. But the Jew cons i ders 

himself "obscene l l in his "preoccupation" (p. 174) and we clearly sense 

his retardation through his reduced association with the hat and stick 

image: 

... practically obscene. Nor would 
they have guessed that the being, in 
grey -topcoat, with stout stick, was not 
as sol id as he appeared, that he had, 
in fact, reached a state of practical 
disembodiment, and would enter into the 
faces that he passed. 15 (p. 174) 

Unlike the "shaggy stick" that ~.1ary Hare breaks off, and the "r igid 

pole l l or "clothes-prop " with which she is associated, the Jew's stick 

is a "stout one", and designed for appearance ( "Nor would they have 
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guessed . . .") as much as his coat is. The conformi ty interrupts his 

progress to an understanding of being, and the vision of a chariot--we 

imagine his coat quite I iterally seal ing his "top", and beneath the 

outsized clothing, reminiscent of the music hal I, is the truth of his 

il d i sembod i ment ll
• In his concea I ment, Mordeca i 's 'hat' is a I most 

li identical" (p. 199) to those \vorn by "bourgeois with briefcases" (p. 199) 

he would choose to ignore for their passivity (sticks probe: briefcases 

contain), and their intransigent conformity. His cerebral hat, and stick, 

represent his fear of entering "into the faces that he passed"; a fusion 

that anticipates the baptismal grace only Mrs. Godbold receives as she 

merges with the riders in the chariot (p. 542), Himmelfarb wi II not 

accept the nakedness that confronts him. 

Mrs. Godbold is associated with the image as early in her life 

as her courting of Tom Godbold--as an iceman delivering at the Chalmers-

Robinson's, she considered him thus: "In her mind's eye, she sa\'{ him 

without his hat Ii (p. 282). In this \vay, she can entertain the purer 

notion of a bond of marriage. She sees him in his 'nakedness'. The 

un ion, however, may requ ire an 'unt i d iness' of wh i ch conventi ona Ii ty 

makes her partially aware when she takes her leave of the bankrupt 

Sydney socialite: 

At last the nai Is were driven. Ruth 
rea I i zed she \vas bit i ng on a mouth fu I 
of hair. It became untidy, al'llays, 
without her cap. 

(p. 297) 

Li ke the sprouting thou ghts of I/lary Ha re (p. 41), Ruth Joyner's hatless 

hair fa l Is about he r. Ente rin g he r mouth, the ha ir in its freedom 

re vea ls not that she i s actin g without reason, but that she is pu rsui ng 
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something she feels is an inevitabi lity--the 'continuity' between head 

(hair) and head (mouth) suggests the progress, and the momentum that 

her decision creates, and is a 'nakedness' that is her present state of 

being. 

Significantly, it is not unti I Mrs. Godbold broaches her vision 

of multipl ication that the stick image rears its head: 

Mrs. Godbold could not have counted how 
many years it was since the razing of Xanadu, 
when the fancy suddenly took her to put on 
her hat and go down. It was a Tuesday in 
June, the sky watering with cold, but fair. 
Mrs. Godbold had not changed, not in appea
rance anyway, for I ife had dealt her an 
early blow, then forgotten her for other 
victims. AI I around her, change was creeping, 
though that side of the hi I I v/here she lived 
was sti I I choked with blackberry bushes, sti I I 
strewn with jagged bottles and rusty springs. 
It \-Ias, in fact, a cry i ng shame, but peop Ie 
had stopped crying about it, since the 
ulterior motives of a speculator seemed in 
accord with some more obscure, possibly 
divine, plan. So, there ~~rs. Godbold con
tinued to live, and had worn several tracks, 
to suit her habits and her needs, amongst 
the enamel led blackberry bushes. 

Now she chose the appropriate track into 
~10ntebe 110 Avenue, and was fo II OI'ied, as usua I, 
a I itt I e of the way, by that same, or perhaps 
anoth e r cat. 

"Shoo! 11 she cried. 
too far. For once! II 
be a proper journey! II 

"Si Ily thing! It is 
She laughed. "Th is will 

So that her cat was persuaded to turn, and 
wove its way back, velvety amongst the thorns. 

The cold rushed at Mrs. Godbold, but her 
vision remained clear. She broke off a twi g, 
and sucked l7 on it for company . 

!I\~ho are you? II she asked at one of the 
gates along the road . "Eh?11 she as ked. 
II Who are you?" 



It was a joke, of course. It was 
her grandch i I d. 

(p. 537) 
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She puts on the hat with the nonchalance of great understanding--it only 

'itook her" to put it on. Like rationality, perhaps, it is better to 

wear it, whi Ie the "disembodiment" (p. 174) I ingers on in essence beneath. 

It is a rightness, a maturity not achieved by the other characters--a 

mood suggested by her Iljoke" with the grandchi Id. The stick she breaks 

from the tree is an indication of the ferocity of her questing--a power 

of which, one feels, she is not completely aware. The stick she takes 

to her mouth and the contentment it inspires establ ishes a motif for the 

bisexual nature of the human temperament--the male aspect traditionally 

aggressive and probing; the female passive and receiving. In a simple 

act, t··1rs. Godbold demonstrates this essential dual ity. Like the hair 

that trickled into her mouth, the "twig" follows its path , suggesting , 

too, a unity and continuity of being--with the last vestiges of the 

image as it is sucked away, and the hat a matter of "fancy ll, it becomes 

a I imp, fal I ing leaf that al lows for the starkness of Mrs. Godbold's 

strutting upon a stage, to be more fully exposed. The machinations of 

the hat and stick ima ge have al lowed us a more thorough understanding of 

the road she has taken to reach this point. The image now sinks through 

her as the notion of al I-pervas iveness rises. 

I>/hen of Alf Dubbo it is said, IlSu ch faith as he had lay in his 

OI'In hands " (p. 406), vie have not only an expression of Dubbofs belief in 

his own art, but an acknowledgement of the power of hands to guide and 

revea l. Thus in the ima ge of the hand, a multitude of formations surface, 

rr.e r ge and fa I I . 



Himmelfarb, in his conversation with the printer (p. 136), is 

informed of Ivlan's "great weakness" in living "inside a closed circle." 

When Reha, Mordecai's wife, returns, 

She was standing looking in distress 
and surprise at what, he real ized, was 
the knot of his hands. But he released 
them quickly. The white vanished from 
his knuckles. 

(p. 137) 
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The knot of his hands exposes not so much a tension, but the locking-in 

of the printer's words. The "white" passing from his knuckles reveals 

the passing of illumination, the subsidence of luminosity, as the more 

mundane matter of the coffee, and his wife's perturbed stare, drain the 

moment of its truth. Conversely, the knotting of hands can serve to 

expose the artificial ity of Ma n in the bondage of social propriety. 

Thus during the visit of Eustace Cleugh to Xanadu: 

In the second, his beautifully kept, 
sl ight ly droopy moustache, and the long 
bones of his folded-fan-I ike hands, 
appeared unaware of anything beyond the 
person of Eustace Cleugh . 

. . she could only offer him an almond. 

Wh ich he accepted with an unfolding 
of hands. Now also he began to unfold 
his mind ..• 

(p . 29 ) 

Only when he unties the knot of hands can he deliver what is 

merely a stiff monologue to Miss Hare on the subject of his journey 

through Central and Northern Italy. The thoughts that Mr. Cleugh can 

contain are only those designed to impress an audience--the clenched 

hands represent the bo lts across his inner self, and their fan-like 

unfolding exposes the preciosity and britt leness of his mind. A s imi lar , 



but reversed motion occurs when Mrs. Jolley declares to tvlary Hare that 

"All that lot has had their day" (p. 84). 

Mrs. Jolley could not pass her 
tongue quick enough along her striped 
I ips , nor twist her nice openwork 
gloves into a tight enough knot. 

(p. 84) 
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Her hands, like a nn I ested sna ii's head, retreat vii th the lie, and tang I e 

up. The inference is that Mrs. Jol ley, too, may have had her day, and 

that she is as isolated as Miss Hare. Her communication with Mrs. Flack 

is as futi Ie and non-committal as her "friend" subsequently exposes when 

her "eyes began to dart, so that her friend was unpleasantly reminded 

that somebody was behind the skin." The knotted hands here indicate 

there is nothing worthwhi Ie for them to communicate--Mr. Cleugh's 

unclenching the knot enunciates ~hat is essentially a void that acquiescing 

to social propriety has compel led them to fi I I. 

The para I ys i s revea led in the frozen v/rench i ng of these hands has 

its release in the sensitivity of a proferred hand, extended to another's 

in great vulneraoi lity. Such a 'knotting' is shared between Himmelfarb 

and Mary Hare: 

She took the J ew 's hand in her 
freckled, tremb l in g ones. What she 
intended to do with it was not apparent 
to e ither of them, for they were imprisoned 
in an attitude. She sat holdin g the hand 
as i f it had oeen sorne th i ng of va I ue 
foun d in the bush: a pol i shed stone, of 
curious ve ins, or one of the hooded ground
orchids, or knot of wood, which time, 
weath e r, and disease , it was suggested, 
had related to hu ma n disasters. Only th e 
mos t exqu i s ite se nsation destroyed the 
detached devotion I'/hich t~ iss Ha re I'/ouid 
norma lly havo expe rienced on be in g con
fronted with such rare matter. 

(p . 335 ) 
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The fusion is an "exCjuisite sensation", the trepidation, and the firm 

imprisonme nt of "an attitude" that joined hands express i s far from 

~ rs. Jol ley's and Eustace Cleugh's careful and secure knotting of them-

selves. The hand becomes "of value" here and through its being extended 

is transformed into" rare matter". 

lv1ystically, almost, hands become a means of amassing vocabulary: 

Ivlary Hare, in her eagerness to communicate with the Je"l, becomes" .. 

quite greedy. He r hands were helping to trap those words which eluded 

her" (p. 105), Simi larly, when the Jew's "lords overYlhelm her, Miss Hare 

resorts to exclamations, but finally in her despair, "ltlith her hands she 

would try to ease the air of some difficulty they were experiencing 

together, or wrestle with impending terrors" (p. 106). An experience 

shared by Harry Rosetree as he attempts to ask Himmelfarb to leave the 

Bri ghta Lamps factory, conceals t he rea! ~easons for his command: 

Harry Rosetree's hands were trying 
to part the air, so that he might come 
closer to the core of it. 

(p . 445) 

Like a sperm on its passage to the egg, the pleading Jew swims to a 

truth that he does not l'Ii sh to phrase in \'/ords--h i s strokes thus become 

a limp flail, and Haim ben Y'akov seems to drovln away from the moment--

a submerging that Hi mme lfarb recognizes as "The shaped, but si lent words 

[bouncing] I ike b lO\'In egg-shel l s " (p. 446). These are the bubbles from 

th e expiring, cowardly malevolence of the factory owner--a drowning that 

is later suggested in terms of the "yarmu lka" (p. 487) and "frowzy curlsl1 

of Ya'akov's father as Rosetree drives a "long glass car,,18 (p. 487) to 

h is subsequent death. 
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Himmelfarb is the character most associated vlith the image of 

hands: it is as though his cerebra I res iii ence to the reve I at ions of the 

sort t,1 rs. Godbold enjoys, for example, is attacked with a painful fe rocity. 

Thus it is that the dri I I at which he works bores into his hand (pp. 237-

238 ), causing "a fairly deep gash along the side of the left palm" (p. 238). 

The significance of the event for himself and for Dubbo is depicted in 

the washroom as the wound is washed: 

Then the pain began to course through 
Hi mme lfarb. For a moment he feared his 
workmate might address him for the first 
time, and that he would not be able to 
answer, except in the words of common 
exchange. 

(p. 238) 

But "the black" leaves the scene and discards "some vision sti II only 

half crysta lli ze d, retreating from a step he did not know how to, or 

would not allow himself to take " (p. 238 ). The gouging of the Jew's 

palm has anticipated a 'crucifixion' of which they are both partially 

aware in spirit--the water runnin g over the wound represents their 

obscured understanding, I ike fi 1m over the eyes, and the "lon g, 

vani sh ing vei Is" (p. 238 ) of blood are its ves se ls clearing to make for 

clearer 'si ght'. 

For Hi mme lfarb, too, his hands become a means of extension, a 

connectedness with the past . Thus, afte r pray ing and prepa ring for work 

during Pesach , 

He cou ld not prevent his hands fumbl ing 
and tremb l in g at ti mes , not only beca use 
he was mo ved by the pu r i ty of certa in 
objects wh ich he had to touch, but 
because these were attached by st rin gs 
of memo ry to in c ide nts experienced. 

(p. 44 I ) 



Greater, then, is the significance of the Friedensdorf experience, when 

Himmelfarb denies his min hands: 

Now Himmelfarb, vlho had been pressed 
inside the door of the men's bath-house, 
gave himself into the hands of God. His 
own were on his necktie. Most of his com
panions, on whom the virtue of discipl ine 
had been impressed by the country of their 
birth or election, were instinctively doing 
as they had been asked. One big fat fel low 
had entered so far into the spirit of the 
dream that his shirt was halfway over his 
head. Himmelfarb himself was sti I I only 
watching the dreadful dream-motions. 

II I nto Your hands, 0 Lord, II his lips 
were committing him afresh. 

(p. 200) 
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'Higher' hands are bidden to intercede where Himmelfarb has surrendered 

up his place in lithe men's bath-house". One notes, however, the position 

of Hirnmelfarb's own hands lion his necktie", as though grasping the stick 

that Mary Hare holds, Dubbo paints with, and Mrs. Godbold breaks. In 

t~e light of Hirrrnelfarb's final posture, "The arms strained to maintain 

that uneasy contact between heaven and earth" (p. 453). The hands that 

were clasped, priest-I ike, around his tie now rise, like a long tongue 

or bristl ing hair--sti I I clutching the tie, they pass the mouth that 

sucked the stick Mrs. Godbold clutched, in the very shape of the gash 

he had earl ier cleansed. 

The latent power of the hands is also suggested in Himmelfarb's 

re memb rance of a Gal ician rabbi, "\'Ihose face ~'Io rdecai could never 

v i sua I i ze, but remembered , rather, as a presence and a touch of hands 11 

(p. 107 ), 
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The sensation of touching the hand is shown to involve a cornu-

copia of responses within the human form: when Ruth Joyner in her se lfless 

love for Tom Godbo ld kisses the back of his hand, "he had to puf I it 

away" (p. 290), The integrity of Ruth's approach, and her way of com-

municating it, urges Tom to the dismissiveness of a joke, so violent is 

its humi I ity on his hand. Simi larly Reha, upset, yet expressing her 

faith in Himmelfarb, 

. took his fingers, and was looking 
absently, again almost sadly, at their 
roots. She stroked the veins in the 
backs of his hands. 

"You make me ashamed," he protested. 
(p. 138) 

Unfulfi I led because of his lack of understanding, he cannot accept the 

fusion, and the selflessness she suggests in the gesture. Concomitantly, 

she may, too, be tracing the luminosity earl ier gl owi ng in his "white" 

(p. 137) knuckles, in an effort to better comprehend the Jevl. Again 

there is the sensual ity of the profferred hand, and through its 'clashing' 

with a partner, i s exposed the incompatibi I ity of the two. It is an 

in compatibi lity, however, that seems necessary for Himmelfarb's 'progress' 

towards fuller vision and an understanding of the nature of being; when 

he escapes from the Nazi gas chambers, his rescue is described thus: 

When he was rested and recovered, they 
dressed him and took him by the hand. 
That half-bl ind peasant could not have 
counted the number of hands he touched 
as he stumbled on his journey eastward. 
r\10ving al'llays in the same ob i i terat ing , 
pe rhaps merciful mist, he learned the 
sme I I of wet grass, of wa rm hay, of 
bruised turnips, of cows' breath. He 
grew accustomed to hearing voices he 
could not un de rstand, except when 



accompanied by touch, or expressing the 
emotions of songs. There were many 
common sounds he felt he had never heard 
before, and he found himself penetrating 
to unsuspected layers of si lence. 

(p. 205) 

It is not so much that he is incompatible with these hands, but like 
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rungs in a ladder, they form a necessary contact for his salvation. What 

had previously been an isolation through cerebral existence, is nO ... 1 caused 

by half-bl indness. The experience of hands lifts him up, and in the mag-

nificent blossoming ("voices he could not understand, except when 

accompan i ed by touchll) he is a I so ab I e to exp lore more deep Iy I'li th in 

himself--lIhe found himself penetrating to unsuspected layers of si lence." 

Godbold: 

The profundity of Himmelfarb's experience is concluded by tvlrs. 

That evening, as she walked along the 
road, it was the hour at which the other 
gold sank its furrows in the softer sky. 
The lids of her eyes, f Ii ckeri ng beneath 
its glow, were gi Ided with an identical 
splendour. But for al I its weight, it 
lay li ght ly, I if t ed he r, in fact, to where 
she remained an instant in the company of 
the Living Creatures she had known, and 
many others she had not. AI I was ratified 
again by hands. 

(p. 542 ) 

In the I ight and vlarmth of the sun, she joins the "Living Creatures she 

had known!!, but it is the touch of !!many others she had not!! that rati f i es 

the situation. We may remembe r, as these hands merge as essence, Reha's 

li ghting of the Sabbath candl es: 

at that mome nt, the hands of Re ha 
Himme lf a r b p lu mp and practi cal by nature, 
seeme d to grow transparent, and fl ic ker 
in the candle fla mes. 

(p. 145 ) 
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So, in ~Jlrs. Godbold's momentary ride with the Living Creatures, she 

touches and transcends them in the transparency of a glowing touch; pass-

ing through the flame of the experience, tks. Godbold in her II r ipeness'l 

then lands IIfirmly on the earth" (p. 542). Thus the image of the hands 

in its complexity has ulti mate ly provided us with a means of interpret ing 

the mecha nism of a final, visionary synthesis. 

VJhen Himmelfarb returns to the Holzgraben after being informed 

by Konrad Stauffer that Jews' property vias being destroyed, he comes upon 

an animal that introduces our final tangible image--teeth: 

In the darkness he stooped down, and 
touched the body of the I ittle dog, 
already fixed in time, I ike the sculpture 
on a tomb, except that the I ips were 
drawn back from the teeth, denying that 
peace which is the prerogative of death. 
Most horrible to touch was what he 
real ized to be the tongue. 

(p. 167) 

A 'smi Ie' issuing from the corpse of a dog whi Ie it is dead underl ines 

one of Wh ite!s preoccupations--searching beyond the bones, for truth. 

Teeth not only conceal, but are variously depicted as aggressors, as 

when tks. Chalmers-Robinson 11 . gashe d her new maid vlith a smi Ie" 

(p. 269 ). More subtly they are the veneer to concea l uncertainty: thus 

I'/hen t/l rs. Jolley fi rst meets Mary Hare , 

"Yes,1I she said, very sIO\'/ly, feel in g 
the way with her teeth . 

But Mrs. Jol ley ' s wh ite teeth--certainly 
no whiter had ever been seen--were growin g 
visibly impatient. 

"I am ~·1 i ss Hare," said t·liss Hare. 

' IOh, yes," re pl ied the disbel ieving tA rs. 
Jolley. 

And tri e d to fetch her teeth to the rescue. 
(p. 45) 



64 

We have witnessed a contact delicately established as Mrs. Jol ley sniffs 

out her employer in a superficial way; in her simplicity, Miss Hare 

viciously sends her employee's teeth to the back of her throat ("~1rS. 

Jolley ... tried to fetch her teeth to the rescue. It ), so the spinster 

has estab I i shed a presence and a strength through our read i ng of tvlrs. 

J 0 I ley's teeth. 

Like the glowing knuckles of Himmelfarb's hands, teeth can also 

express a moment of excitement and release. vlhen Mrs. Flack and r·~rs. 

Jolley come across ~J1rs. Godbold and Himmelfarb, they notice the qual ity 

of their relationship: 

Then, as people wi I I toss up the 
bal I of friendship, into the last light, 
at the moment of departure, and it wi I I 
hang there briefly, lovely and luminous 
to see, so did the Jew and Mrs. Godbold. 
There hung the golden sphere. The 
laughter cli~bed up quickly, out of 
their exposed throats, and clashed 
together by consent; the light spl intered 
against their teeth. How private, and 
mysterious, and beautiful it was, even 
the intruders suspected, and were deterred 
momentari Iy from hating. 

(p. 237) 

Like the gash in Himmelfarb's hand that had so attracted Alf Dubbo, so 

the spl intering I ight 'touches' the two Itintruders". The celebrated 

moment bursts out from the teeth of the Jew and IVlrs. Godbold. We notice 

too, the source of the emission--from "exposed throats", before the 

mind, tongue (words) and Jol leyean teeth can intervene, theirs is a pure 

expression of shared contentment. Conversely, when Mary Hare is dis-

cuss in g the pi ight of th e J ew, she becomes angry with Mrs. Jol ley and 

pants after the "blood running out of hi s hands"--she is tempted to kiss 

it J but 



In the absence of what she might 
have kissed, she crammed her knuckles 
into her mouth. I f a I I the wi ndovls 
had shattered, and the splinters 
entered her, she could have borne that. 

(p. 327) 
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By supp ress i ng a spontane i ty, she acknO\~ I edges an i nvlard movement of the 

spl inters that she might have emitted as rays of light, had she kissed 

the blood. 

In our , intangible group of irnages, sounds and music echo through 

the text, exposing the intensity of the characters' questing. Almost as 

a springboard for the unknown, notes of music 'tingle' within the present 

to score the individual's progress. When Ma ry Hare and Mrs. Godbold meet 

on the spinster ' s departure from the post office, we hear the significance 

of the encounter: 

With the back of her hand she hit a 
fencepost, to hear her father's blood
stone ring. She would knock thus on 
objects, to punctuate periods which, 
otherwise, might never have had an end. 
Now she heard the redeeming knock. She 
heard the wings of a bird suddenly break 
free from si lence. She sang a littl e, 
or made sounds. AI I along the road--or 
track, the older people sti I I cal led it 
---Itlhich rambl ed down from Sa rsapari Iia 
to Xanad u, the earth was black and oozy 
in th e early morning of early spring. 

(p. 10) 

The infinite fluidity of their encoun t e r is punctuated by Miss Hare's 

knocking of th e fence-post-- it is almost a bringing to order of the 

mome nt . i'/e l'latch the intercourse of the words, IIh i til, IIhear", IIknock ll
, 

IIheard ll
, IIknock, heard ll

• The three sets of rec iprocation begin with the 

sound of IIher father's b loodstone ring": the trepidation of the mome nt 

on the threshold of a spa r k of en l ightenrnent is captured in the amb ival ent 

use of "ring". 
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The second movement is an announcement of the third, which is 

the sound of "the vlings of a bird suddenlybreak[ing] free f rom si fence". 

The sibi lant and surging "suddenl y" marks the bird's leap from the bush 

and echoes the rustling leaves. Then lIbreak" is the plosive first flap-

ping of vlings, "free ll is the soaring past and away, and "si lence ll the 

continuing but fading sound (ilsi .. "" ... ce") of the bush's leaves. 

As though chi med herself by the sounds, she vibrates (I!sang a little, 

made sounds") like a tuning fork knocked upon a hard surface. So, like 

a bubble rising from deep water, or a flame from its crackling wood, in 

sound, literally and sub-textually, we have learned the importance of 

fvliss Harels brief encounter vlith Hrs. Godbold, and their touching of 

spirits as precious as the touching of hands. 

Mary Hare subsequently seems to tap at the furniture of her life 

in order to find the form that I'li II open its doors to her ("Doors had 

opened once or twice in music ... " (p. 6 1». 

She I i ked to come downsta irs ear I y . 
She would even get up in the dark, 
bumping into things before she found 
her balance. She liked to come down, 
and sit, and I isten to the house, 
after her own footsteps had died away, 
and the sound of the primus on which 
she had brewed a pot of tea. 

(p. 20) 

The s cene is a model of her desire to understand beyond herself. She is 

giddy without the "bump ing" that 'stabi I izes' her ("found her balance"). 

Like her knocking on the gate-post that releases a phoenix, she waits 

as the bump i ng of her footsteps dies away. I'Jo b ird rises in rep I y, and 

her I igh ting of the primus \'I ith it s controlled and forced flame marks 

in ornament the fai lure of this attempt to orchestrate a communication. 



One Tuesday afternoon when fvlrs. Jolley leaves on an errand, 

1Vlary Hare aga in Via I ks the ha I I ways and great rooms, 

. for no other purpose than to associate 
with the many objects and images with which 
they and her memory were stuffed ful I, the 
brindled woman thought she had begun to hear 
a sound. From where she I istened it was faint 
but sure, although whether it was coming from 
a great depth, or horizontal distance, it was 
quite impossible to tel I. It was al I around 
and under her: the grey sound that is given 
out by tunnels, and the mouths of elephants, 
and sleepers turning in a dream, and earth 
fal ling in a vei I from a considerable height. 
As soon as Miss Hare began to suspect, she 
held her fingers in her ears. As if that 
might stop it. Though she knew it would not. 
For she, too, was rocking and trembling. She 
had always imagined that, when it happened, 
it would come as a blast of trumpets, or the 
shudde r of a bronze gong , with herself the 
core of the vibrating metal. But here it was, 
little more than a sighing of dust, and at the 
end, the sound of a large, but unmistaka ble 
bone which had given way under pressure. 
(She had always cried and protested when men 
were breaking the necks of rabbits, as she 
waited for the final sound of crackingJ 

Then i t was over . And she had survived. 
Perhaps Xanadu had not yet fal len. 

(pp. 32 1- 322 ) 
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Her earl ier knocking has rende red a reply "all around and under her" and 

is the 'greate r' "grey" sound that fi lis an immensity in all its com-

ple xiti es . So al I- pervading is the music that it coerces itself into 

her being--it is an as pect of th e force that Mr s . Godbold late r ' expands ' 

to greet. 

And fin a lly the note is "the sound of a large , but un mis t akab le 

bone whi ch had g ive n way un de r press ure ." She s urvives such an in gest ion 

as though escap ing a broken nec k. Such a sound s he hea rs whe n lat er 

contronted by a rabb it ls bone: 



Then her foot crunched the little 
bone. I t \Vas the th i gh-bone, she saw, 
of a rabbit. Lying on the terrace, 
amongst dandelion and grit, the bone 
had been weathered to a whiteness that 
disturbed the memory as orange fire 
seared the present. In search of a 
clue to her distress, Miss Hare's toe 
stirred the bone. She even picked the 
sharp white reminder up. 

Because, of course, she remembered 
at once : the attitude in which he had 
been standing, and how she had led him 
in, and held his hand, as if it had 
been some curious object she had found, 
bone, or leaf, of which she had to learn 
the shape and history. 

(p . 462) 
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Her foot ... Ior king its ... Iay into the bone is a lesson she has learned from 

the form th e earl ier sound has taken within her ("a sighing of dust", 

p. 32 1). Miss Hare fond les the bone that had previously been musi c and 

thus probes mo re deeply into the ' communication' that has occurred . 

From sound she is taken to an actuality that pl aces her closer to an 

essence, that is dust. 

In a simi lar way the sound of people walking also marks the 

creation of a significant moment, or I i ke the crunching o f the bone, a 

questing for something beyond it . Hi mme l farb, for examp le, on his regu lar 

I'laiks through the Vva ld "ove r the red, naked gravel of th e park" (p. 154 ), 

nearly a lways alone, and pens i ve, gently beats at his inner search as 

th e grave l moves beneath hi m. Th us, late r, in his fre netic "running 

away runnin g and runnin g" (p. 162 ), ... Ie r ecognize the heightened 

pace of his quest, \'ihose mus i c now is the percuss i on of "bruta I thumps 

of co lli s ion" (p . 1(2 ). It is these notes , produced by the fo ur 'ri ders' , 

t hat ma r k their s tri dent and courageous be in g . Dubbo dist i nctively 

produces, in his songs, a more con venti ona l mus ic , fo r examp le at 
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Khalil's, that "stuck its sticky stripes over all the other faces, as 

if they might break, \vith it, at any time ... a hammer could have 

broken any of them" (p. 311); the cautious conversation of Ivlary Hare and 

Himmelfarb is punctuated by a rasping sculptured chord thus: 

11 You may like to te II me about 
your work.1I 

lilt is the same," he said. 

"Oh, no,1I she replied, after careful 
consideration. "Nothing is ever the same. 1I 

lIyou have not been engaged in boring a 
hole in a sheet of steel. 1I 

"Why must you do just that?1I 

It was time, she suspected, to lead him 
in. Their heels crunched as they turned 
on what had once been the gravel drive. 

(p. 332 ) 

It is in stark contrast to the harmony of these moments, that 

the other characters endure flaccid musical phrases in their walking, 

that exposes the 'retardation' when compared with the 'riders'. Mrs. 

Kha l ii's feet are smothered in the anaesthesia of slippers: 

Mrs . Godbold coughed, because she did not 
know what to answer, and fo I lowed the 
sl ippers of her new acq uaintance s l it s lat 
slit slat, down a pas sage , into a yel low 
li ght and some confusion. 

(p. 302) 

Th e sloppy sound is a li S I i t s lat s l it s lat" which exp resses Mrs. Flack's 

famished powe rs of insight: s he, too, possesses "51 ippers " (p. 523 ) and 

on one occasion they IIfor a mome nt" discover "grit" (p. 523) during a 

conversat i on vii th rks . J 0 II ey. The sounds made by feet and the extent 

and qua l ity of the ir contact wi th the ground, expoun d the 'mat urity' of 

their owner's un derstand ing of be ing . 
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The wind, in its involvement \'lith the characters, also plays a 

large part in suggesting the chemistry of 'ripening'. Mary Hare, alone 

in Xanadu, aVlaits the arrival of a new housekeeper: 

So she would wait, with the breath 
fluctuating in her lungs, and the blood 
thri I ling through her distended veins. 
She waited on the last evening before 
the person ca I I ed ~-'1rs. J a I I ey was expected 
to arrive. And sure enough, the wheels 
began to plough the tranqui I fields of 
white sky. She could feel the breath of 
horses on her battered cheeks. She was 
lifted up, the wind blowing between the 
open sticks of fingers that she held 
extended on stumps of arms, the gold of 
her father's bloodstone ring echoing the 
go ld of trumpets. If, on the evening 
before the arrival of a certain person, 
an aura of terror had contracted round 
her, she could not have said, at that 
precise moment, whether it was for the 
first time. She could not remember. 
She was aware only of her present anguish. 
Of her mind leaving her. The fi Ithy waves 
that floated off the fragments of disin
tegrating flesh. 

Later, when she got up from the ground 
.. She bruised knuckle on knuckle, 

to try to stop her shivering, and began 
to feel her way through the house, by 
stages of brocade, and vicious gi It, by 
sl ippery tortoiseshel I, and coldest, 
unresponsive marble. 

(p. 41) 

Like her tapping on objects, knocking the fence-post, even 

lighting a primus to initiate a moment, so here Mary Hare's breath 

fluctuates, and evokes a response. A gl impse of vision reciprocates in 

wheels and the "breath of horses". The intercourse I ifts her beyond 

the tangibl e to imme r s ion in the very gl inting of an eye in vision. 

vlind, here, enhances, too, a notion of an al I-pervasiveness, described 
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in the music of scraping feet into gravel--" ... blowing between the 

open st i cks of fingers that she he I d extended on stumps of arms " __ 1 ike 

para I I e I I egs and feet (that knead into the ground), so the sens i t i zed 

hands receive the essence of the experience, whi Ie the remaining skeletal 

fingers serve only to shape the strips (we remember Dubbo's "sticky strips") 

of wind as they brand and pass through her. Although reduced to "the 

ground,r, Mary Hare's bruising her knuckles as she attempts to punch away 

her coldness marks her ingestion of the experience, I ike the earl ier 

rapid breathing, and the knocking of the fence-post and objects, she now 

vigorously taps herself as the "unresponsive marble" (p. 41), beneath 

which I ies the devastating essence of the experience that has peeled away 

her flesh and seared across its rawness. 

As aggressor the wind is often associated with disturbance of the 

individual, but not "so much as direct physical discomfort" (p . 44 ), but 

more "the remoter mental pain" (p. 44)--the incisiveness and brutality 

of 1'1 i nd expose weakness and vu I nerab iii ty, for exarnp Ie, it "f I ung the 

mauve eye-ve iii nto ~lrs. J 0 I ley 1 s eyes II [her I ack of's i ght' J and "even 

bashed her black coat" (p. 45) [her lack of courage and 'nakedness'J. 

But I ike the sounds and music, it le nds motion and temperature to the 

four ma in characters' process of discovery and is even, with Mrs. Godbo ld, 

depicted as a ferti Ie rein fo rcing of the present: 

. that did not, would not come. 
Mrs. Godbo ld, standing in the steam 
of sheets, awaited the shri I I winds 
of Easte r, wh i ch somet i mes even nOYI 
would sweep across her memory, out 
of the fe ns, rattl ing the wh ite cherry 
boughs, and causing the I ines of hymns 
to wa ver beh in d the shaken panes. 

(p. 4 1 I ) 
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Not lacerated by the wind and its portents (1I1ines of hymnsll), 

she is allowed the protection of "shaken panes" to allml for understanding 

without the destruction and exhaustion that so finally marks the state 

of t.1ary Hare l9 , and in particular, Dubb020 and Hirnmelfarb21 . 

The colour grey beckons us to the final image of the intangible 

group--it suggests, in apparent blandness, the infinite complexity in-

volved in the use of colour and shade. Ruth Joyner early witnesses what 

becomes a sensitive strength of perceptiveness: 

In the flat, fen country from which 
she had come, she grevl to expect what 
is cal led monotony by those who are 
deaf to the variations on it. A grey 
country . Even though a hoi Iyhock in 
her father's garden would sometimes 
flicker up in memory against a grey 
wal I, or rose straggle over eaves, or 
bosomy elm heave in the heavy summe r, 
it was winter that she remembered best, 
of many, many greys: boots clattering 
through grey streets; the mirror-grey 
of winter fens; naked elms tossing 
rooks into a mackerel sky; the cathedral 
--the greyest, the most permanent of al I 
greys, rising into cloud, that sometimes 
would disperse, sometimes would unite 
with stone. 

(p. 260) 

Within the grey, the mackerel, and the black of e lms, the green 

shoots of her mind pierce "like a knife" (p. 48), lithe more passive 

colours of her refinement" (p. 48)--she perceives within the greyness a 

hollyhock, rose, elm, and a "cathedral ... the most permanent of all 

greysll, and for her, these subtle shades flex their substance-- lI fl icke r ll , 

IIstragg le", "heave ll , IItossing", "di spe rse" and lIunite", as though they 

are a pulsating organism in themse lves. 

Such activ ity beyond the bone of the colour is a lso experienced 

by Himroo lf arb on his trip to the Stauffers--the countryside is simi lar ly 

grey: 



As he was rocked, soft and safe, he noticed 
the upholstery was the colour of Frau 
Stauffer's skin. Outside, the early light 
had transformed the normally austere land
scape, where sky and earth, mist and water, 
rested together for the present in layers 
of innocent blue and grey. The sol I would 
have appeared poor if the frost had not 
superimposed its gl itter on the sand .... 

For they were dr i vi ng behleen stone gate
posts, under great naked elms, crowned with 
old, blacker nests, and hung with the last 
rags of mist. 

Nothing could disguise for Himmelfarb 
the coldness and greyness, the detached, 
di lapidated elegance of this foreign house, 
unti I, in a moment of complete loss, whi Ie 
his hosts were root I ing in the car, he looked 
very close , and saw that the stone was 
infused with a I ife of lichen: al I purples, 
and greens, and rusty orange-reds, merging 
and blurring together. Although i t was 
something he had never noticed before, and 
it did not i mme d i ate I y mea n to him a I I that 
it rnl ght in t i rne , he was srni I i nO when Frau 
Stauf fer turned to him breath less ly and said, 
"There is nobody here! I'Jobody, nobody!" 

Like a I ittl e girl who had achieved real 
freedom after the theory of i t. 

(pp . 176-177) 

[vlore intense in his questing, Himmelfarb sees a merging of flesh and 
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upholstery, upon which he rides. The "innocent blue and grey" suggests 

the fen-I i ke starkness of th e sce ne--H i mme lfarb chooses to note richness 

in th e "g l itte r" of the frost. Dr iving I'lithin the grey ness, e lms, and 

"blacke r nests 'l that Ruth had mere ly observed, so his final inquisitive-

ness rears up I i ke t he comparative shock of t he "rose" in Ruth Joyn e r's 

v is ion. Ou r focus seems narrovle r and more intense as Himmelfarb per-

ceives the "purp les, and oreens, a nd ru st y orange- reds , merg i ng and 

b lur r in g together." The exc lamation of Frau Stauffer "after the theory 

of i t" para ll els the sm i ling exh i laration of the a ll-too-'theoretical' 
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Himmelfarb as he moves by looking "very closet! tav/ards a sense of his 

true identity. 

The notion of colour intensifies when Alf Dubbo views the 

'crucifixion' of Himmelfarb--what Ruth Joyner saw in patient observation, 

and Himmelfarb by close peering, flo\,/s out to the aborigine as he stands 

before the Jew, and "saYI rrost" (p. 453): 

AI I that he had ever suffered, al I that 
he had fai led to understand, rose to the 
surface in Dubbo. Instinct and the white 
man's teaching no longer trampled on each 
other. As he watched, the colour flowed 
through the veins of the cold, chi Idhood 
Christ, at last the nai Is entered wherever 
it was acknowledged they should . So he 
took the cup in his own yellow hands, from 
those of Mr. Calderon, and would have 
offered it to such celebrants as he was 
noVi ab I e to recogn i ze in the cravld. So 
he understood the concept of the blood, 
which was sometimes the sick, brown stain 
on his own pi Ilow, someti mes the clear 
crimson of redemption. He was blinded 
now. Choking now. Physically feebler 
for the revelation that knowledge would 
never cut the cords which bound the Saviour 
to the tree. Not that it was asked . 
Nothing Vias asked. So he began also to 
understand acceptance. How he could at 
last have conveyed it, in its cloak of 
purple, on the blue tree , the green I ips 
of detached , contemp lative suffering. 

(pp. 453-454) 

As he watches , the colours of hi s ear l ier experiences form a synthesis 

with the vi s ion befo re him. Li ke the bones of Ma ry Hare!s fingers, the 

crucified figure in his past stands with the 'crucified' Himme lfar-b before 

him--between and a round th e skel etal structure, colours blend and f low 

I i ke the in fused stone that Hirnme l farb saw at Stauff e r's. t3ut I'lhen Dubbo 

ingests an exper ience , he does not beat at himself as Mis s Ha re di d, but 



allmls for a metabol ic reaction. Thus, after his "secret self" sings 

praises after reading Hannah's book, 

His own hands were trembl in9 by now, 
for the light and his eyesight were nearly 
gone. So he threw himself, face down, on 
the bed. His upturned heels were quite 
wooden and lifeless, but in his innermost 
mind his hands continued to praise, with 
the colours of which he was capable. They 
issued like charmed snakes from the tips 
of his fingers: the crimsons, and the clear 
yel lows, those corrosive greens, and the 
intolerable purple w1th which he might 
dare eventually to clothe the formless 
form of God. 

(p. 388 ) 

The colours seep from his fingertips and form an essence that he must 

compromise by depicting it in the 'stiffness' of a painting. Such a 

frustration anticipates the frenetic prelude to his death. 
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As an artist it seems almost his duty to employ these pure cQlours 

in a form, when 'vIe see the 'living' fusion of these colours in Himmelfarb's 

journey from Paradise East: 

The train was easing through the city 
which knives had sl iced open to serve up 
with al I the juices running--red and green, 
and purple. AI I the syrups of the sundaes 
oozing into the streets to sweeten. The 
neon syrup coloured the pools of vomit and 
the sai lors' piss. By that li ght , the eyes 
of the youn ge r, gabardine men were a bl ind
ing, bl inder blue, when not actually burnt 
out. The blue-haired grannies had purpled 
from the roots of their hair down to the 
ank les of thei r pants, not from shame, but 
neon, as their breasts chafed to escape from 
shammy-leather back to youth, or else roundly 
asserted themselves, I ike chamberpots in con
crete. As for the youn ge r women, they were 
necessa ry. As they swung along, or hung 
around a corner, or on an arm, they were 
th e embodiment of thoughts and me lons. As 
if the thoughts of the gaba rdine me n had 
risen from the ashes behind their fused 



eyebal Is, and put on flesh at last, 
of purple, and red, and undulating 
green. 

(p. 430) 
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In the very embers of the colours he had perceived at the Stauffers', 

the surreal istic journey wal lows in a 'heightened' state of mind--the 

colours overflow, and are also "neon syrup" and "sailors' piss", there 

are "bl inding" and "burnt out" blues, purple, red and "undulating" 

green flesh. As though stumbl ing through an anthi I I of colours, he 

approaches the IIfeathers of fire" (p. 387) that finally illuminate his 

spirit22 before he can perceive an incandescent I ight which is the 

"dazzle" I"ks. Godbold is able to "lower her eyes" (p. 542) to and con-

tinue to live. 

Thus the two separate circles, each containing three wal Is, in 

which the tangible and intangible images are housed, are now fully 

'cleansed' and exposed. As kaleidoscopic as they are in their development 

and in f I uence, a moment can be captu red ina form23 . Let us nO\v exam i ne 

the passages that directly concern the texture of the lan guage . 

The first occurs when Mrs. Godbold sits with Mary Hare in the 

"perfect s i I ence of an even i ng": 

The tranqu i I light, i nterced i ng \v i th 
the darkness, held for a moment a 
thread of cobweb in its balance. 

(p. 73) 

Between the intang ibi I ity of I i ght "interceding" with dark, there is held 

the tan g i bi I i t y of a cobweb's thread--hence a rel ationship is su ggested 

between the two grou ps studi ed in this chapte r. 

In th e second passage , Mi s s Ha re an d t,1r s . Joll ey ha ve been dis-

cuss i ng th e forme r' s pa rent s : 



The marbled sky was heartrending, 
if also adamant, its layers of mauve 
and rose veined by now with black and 
i nd i go. The moon vias the pa I e foss i I 
of a moth. 

"~'Jho brought them up?" ~~rs. Jolley 
laughed •... 

(p. 77) 
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What was the tang ibi I ity of a cobweb thread is now the intangibi I ity of 

black and i nd i go ve in i ng over mauve and rose I ayers. YJ hat was the i ntan-

gibi lity of I ight and dark in the sky is now the tangibi lity of the 

"pa I e foss i I of a moth. 11 Such a transparency of form, such intercourse, 

is achieved through the fusion of the two areas explored. As Himmelfarb 

observed as he wa I ked into Ho I undertha I, "The riot of fireworks" is "on" 

(p. 187)--"ordinari Iy sol id, black bui Idings " are IIshm'in to have other, 

rrore transcendenta I qua lit i es J in that they wou I dopen LIp , • . • Much 

was inverted, that hitherto had been accepted as sound and immutable" 

(p. 187), From the myriad of examp les , we wi II describe only some of 
-

the 'invers ions' and fluid exchange of images that ultimate ly create the 

fusion of our two groups. 

On a morning vtalk, away from ~iJrs . Sudgen's post oHice, tvla ry Hare 

passes through a part icu lar ly evocat ive scenar io: 

An early pearl iness of I ight , a lamb's 
wool of morning promised th e mi Il ennium, 
yet, between the road and th e shed in 
which th e Godbo lds I ived,the burnt-out 
blackberry bushes, 101 I ing and waiting 
in rusty co i ls, suggested the enemy mi gh-[
not have withdrawn . 

(p o 9 ) 

The wh i teness of th e morning antic ipates -rh e incandescence of a 

final fusion of the groups, and it is described as bo-rh an intang lb i I ity 

(" li ght") and a tan g i b I e occurrence (" lamb' s-woo I'!) . The road and the 
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shed suggest, too, a journey along the probing stick that is contained 

by the hat. The stick, now evoked, b lends into the tangle of "blackberry 

bushes" and that the bushes are "waiting in rusty coi Is" suggests the 

possibi I ity of spring-I ike movement, as when Tom Godbold comes upon a 

simi lar "",hite si lence" (p. 258) and creates an uproar "as if someone 

had taken a stick and stirred up a nestful of birds." (p. 259) Such 

violence is latent here, and the swirl ing coi I and the ominous fact that 

lithe enemy might not have withdrawn", together with the warning offers to 

Miss Hare, ""You could get torn"'" (p. 9) anticipate the vehemence of a 

wind, already perhaps begun as the bushes are lolling. \~e remember, too, 

the holocaust that Ma ry Hare's fluctuating breath initiates in Xanadu 

(p.41). The coi Is depict the spirally holes of a sponge, through which 

the four main chara~ters struggle, and .within which a giddy Mary Ha re 

has floated whi Ie in a \·Jind ("breath of horses" (p . 41» that has finally 

toppled her to "the ground". 

As Mary Hare walks through the forest around Xanadu, she a lmost 

fal Is to a crossfire of fusing ima ges : 

Miss Hare was pushing and struggled 
now Scratched a I itt Ie, but that 
was to be expected once the feet were set 
upon the paths of existence. S lap ped by 
a staggy elder-bush, of which the buds had 
almost reached the edible stage . Wh ipped 
by the little sarsapar i Iia vine, of which 
s he could ·have drunk the purple up. St roked 
by fe rns, and ferns. 

(p. 15) 

As though animate, the bushes take up th e feroci ty of a strong wind, and 

th e sound of viol ence e ru pts in the onomatopae ic sou nd of aggressive hand 

movement s; "scratched", "s lapped ", "wh i pped" . These soun ds me rge with a 
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physical stroking, I i ke sensual hands, of "ferns, and ferns" . Even the 

vine and its beating branches are of a "purple" she could have drunk--

colour, too, has become a tangibi I ity. And in the tunnel of twigs leading 

to Xanadu, the sounds of Ma ry Hare's thoughts, "flapping and flashing", 

intermingle with the leaves "or lay straight and stiff as sticks, or 

emerged vlith the painful stench of any crushed ant" (p. 18). The lilting 

tones of her thinking become physical bars and notes (sticks, straight 

and stiff) of music in Nature--a fusion that also possesses smel I. 

\'Ihen Himmelfarb journeys to Persimmon street in Paradise East, 

and the hon~ of the Rosetrees, he boards the train at Barranugl i : 

It was the k in dest hour of evening, 
strewing the floors with a I ight of 
trodden dandel ions. Vast ly ladi es fi I le d 
the tra in. As they sat and talked to
gether , of cakes, and i I I nesses, and 
relatives--or just talked--they worked 
the words inside their mo uths I i ke the 
bread of kindness, or sugared 101 lies. 
The mauve plastic of the ir gums shone . 
Temporari Iy the slashes in the train 
upholstery were concealed by corseted 
beh i nds, the brovJn sme I I s of rotten 
fruit ove rcome by the scents of b la me less, 
but synthetic flcwers. 

(p . 420 ) 

In the ye l low g low, Patr ick Wh ite directs us to the mauve gums 

as the vlOrnen cont i nue to ta I k, savour i ng the i r words , and mast i cat i ng 

end less ly. As the reade r draws c loser to their mouths , so th e image of 

teeth is part ly suggested in the "s lashes ll in the upho lstery (our f irst 

react ion is even that they are ba rs of sunsh i ne ), unti I \'Ie see they a re 

cove red by IIcorseted behinds ll vlh i ch represent the teeth of t he natte ri ng 

ladies, and the s las hes a r'e the voi d that they at t er.lpt to i gno re and 

concea I . 



tvlore vivid, perhaps, is the scene where t·1ary Hare awaits Mrs. 

Jol ley, and is anxious over the need to say something: 

So she wandered here and there, letting 
ina I vlays more light, and the blades of 
I ight slashed the carpets, smoking, and 
pi I lows of gold rose up in the shadows 
of some rooms \'ihere they had never been 
before. . the gust of cold panic 
recurred. 

It \'ias time. The light to I d her, not 
her stomach, for she was seldom hungry 
al I day long, I iving, it would have seemed, 
almost an experience; .... But light 
told al I that was ever necessary. And now 
the windows were gaping long and cold, with 
a cold, whitish I ight, of later afternoon. 

(p. 44) 
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Again, a preoccupation with the mouth (" •.. pain she must suffer in 

the afternoon./To say to the vloman" (p. 44). Golden teeth gash themselves 

through the curtains and quiver I ike javel ins in the carpet--the wind 

from their incision perrr.eates Miss Hare in a "gust of cold panic II 

--as though a monstrous, gnashing orifice were nigh upon her, "the light 

told her ... all that was ever necessary"--as she looks beyond the 

teeth, or slashes, into the throat of "long" and "gaping" windows she 

vi evls the "whitish I ight" that significantly marks the incandescence that 

occurs, like a magnes i um f I are, when the i mage groups fuse 24 . 

ItJhat were golden pi Ilows in tvlary Hare's experience become fingers 

to Alf Dubbo whe n we learn of his ea rly life: 

Just about dusk the river would become 
the most fascinatin g for th e smal I boy, 
and he would hang about at a certain 
bend where the townspeople had planted 
a park. The orange knuckles of the big 
bamboos became accentuated at dusk, and 
the shiny fol iage of the native trees 
seemed to sweat a deeper green. The boy 's 
dar k river would cut right across the 
evening. 

(p. 346) 
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In the mire of his sheltered and pernicious environment, the "orange 

knuckles" point to the sky, from where the chariot vision descends. But 

the big bamboos are also the ladders, or chains, that raise him beyond 

the mundane (" ... v/here the townspeop I e had p I anted a park" )--but 

Dubbois path to 'ripening' must also surpass the indoctrination of 

Timothy Cau lderon. Admiring sti I I the manly "lance" (p. 353) of st. 

George, which he associates with the viri I ity of his brother-in-law 

Arthur Pask, the Reverend decides, simi larly, to 'ride,25 the aborigine 

and slay the past. The knuckled bamboos suggest also the "rings" of 

the rect or's "scored" and "ghost ly" (p. 359) penis, wh ich is his monumental 

hypocrisy. Dubbo ' s quest takes him amongst the glowing bamboo canes 

unti I he can begin a cl imb to a he ight where, weak and a lone, he can be 

fulfill e d26 . 

In conclusion, then, as we look at the two 'eyes' of the classi-

fication of imagery, we observe something akin to Harry Rosetree's vision: 

Now as the molten I ight "laS poured 
into the office where Harry Rosetree 
sat , the two eyes which were watching 
him seemed to be set at discrepant 
an g les, whi ch, together with the 
presentation of the facial planes, 
su ggested that here were two, or even 
more, distinct faces. Yet, on closer 
e xa mination, al I the versions that 
evolve d, al I the I ines of vision that 
coul d be traced from the discrepant 
ey es , f e I I into focus. A I I those 
features which had appeared wi Iful Iy 
di s t orte d and unrel ated, adde d up quite 
naturally to make the one great archetypal 
fa ce . It was rrost distur bin g , exhi laratin g, 
not to say f ri ghtening . 

(p p . 4 15- 4 16) 
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The version that has evolved from the "discrepant eyes" has fal len into 

focus, in the "great archetypal face"--for a moment it glol'ls the face of 

a goat27 , symbol of the endurance of rvlary Hare, Himmelfarb, Dubbo and 

Mrs. Godbold. Within this final focus, vlhen "the goat mask s Ii pped,,28 

(p. 472), we are left with a man "hanging abandoned on a tree" (p. 472), 

which is perhaps the tree "on which they had stuck • " (p. 454) 

Himmelfarb29 . But as the kaleidescope turns again with the fluid essence 

of the imagery , so the incandescence cited in the moments of fusion, 

rises within the form. The dissipation of the form of the man is whipped 

into "the spokes of wh i test light smash i ng, the hooks grapp ling together, 

hatefu I I Y " (p. 662)--perhaps in this breeze we smel I the stench 

of the "crushed ant" (p. 18) and its merging \vith the odou rs of herbs 

that represent qual ities associate d with the four main characters30 , as 

they breathe throu gh the imagery. And finally, we are staring at a 

glassy clarity that may nomentari Iy lend us ourselves, as the mirror did 

to Harry Rosetree--"suddenly he bared his teeth at the glass, and the 

least vein in his terrible eyeballs was fully revealed to him"--in the 

reflection eye meets eye as 'I' meets 'I' and sees that it is as it is . 

If we look long enough , then, within the square and circle31 , ours is 

the pl eas ure of th e nar rator in a book perused by Hi mme lfarb in 

Rutkowitz's bookshop: 

"I noticed that the candle was 
about to go out. So I rose and 
ext i ngu i s hed it, as a person vlho has 
been dozing often wi I I. But I soon 
real i zed th at the I ight continued. 
I was greatly astonished, because, 
afte r close examination, I saw it was 
as thou gh the I igh t iss ued from myself. 
I said: 'I do not be l ieve it.' 



I \Va I ked to and fro a II through the 
house, and, behold, the light is with 
me: I I ay on a couch and covered myse If 
up, and, behold, the light is with roo 
all the "/hi Ie •.. 11 

(p. 147) 
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Looking closely and patiently at the incandescence as we do, there 

is achieved the totality that the mandala image suggests32 ; not to be 

hypnotized by its glare into foolish imitations of its form, source, 

and conclusion, y/e observe it, receive the warmth of its message, and 

lower our eyes \'lith those of ~~rs. Godbold--in 'ripeness'. Patrick vlhite, 

in the texture of his language, has brought us this conclusion through 

the fusion and accumulation of images unti I, like the squeezing of a 

sponge, the final drops that are the multipl ication of Mrs. Godbold's 

vis ion, become one, ina form we may momenta r i I y ingest. Riders in the 

Chariot is, here then, a mere moment, and its essence one of many 

droplets. 



CHAPTER I I - Footnotes 

I Bernard Bergonz i, "Kn i ghts of the Wi II" , Spectator, (Nov. 3rd 1961), 
207. 

2\~h i tney Ba II i ett, "Mrs. Jo II ey and ~1rs. Flack", New Yorker, 
(Dec. 9th 1961),244. 

3John K. Hutchens, Time, (Oct . 6th 1961),25. 

4Gouverneur Paulding, New York Herald Tribune Books, (Oct. 8th 
1961), 4. 

5The word is borrowed from Peter Beatson. He suggests that the 
counterpo i nt i ng of key lei tmot i fs forms the arch i tectura I firmness of 
White's novels. This is particularly the case in Riders in the Chariot 
where, as Beatson says, "The i mages are not frozen or statTc-.- " 
(P. Beatson, The Eye ~ the Mandala. Patrick White: A Vision of Man and 
God, (London: Elek Books Ltd., 1976), 136) . 

Patricia tv10rley profers a few remarks on the converging of images . 
(P. Morley, The Mystery of Unity: Theme and Technique ~ the Novels ~ 
Patri ck ~Jh i te, (Montrea I: McG i I I-Queen's Un i v. Press, 1972), 19). 

6Beatson, too, notices a "poetry" in the characters' relationships 
with the very "pulsations and emanations of places and things .••• " 
(Beatson, The Eye in the Mandala, 133), and the reflection of this in 
White's use of language. 

71 have chosen to heed the fol lowing advice: "We cannot approach 
his imagery externally: a study of the iconographic sources of his symbols, 
or an excessive insistence on the allegorical structure of the books, wi I I 
obscure, rather than elucidate, his message. The images must be approached 
freely and flexibly, understood in terms of the total meaning of the book 
and the immediate circumstances of the characters at a particular stage 
in the i r ernot i ona I and sp i r i tua I deve I opment . The i mage patte rns i n \~h i te 
are an essential part of what he is communicating." (Beatson, The ~~ 
the Mandala, 134). 

8Jeremy Brooks, Guardian, (Oct. 27th 1961),7. 

9White, Riders, 284. Also quoted in Morley, Mystery of Unity, 15. 
It is here that I turn from tvlor I ey and Beatson. 
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IDrhe eye is used to contain both forms because it is also a 
symbol for the' I' that is tangible (Appendix I I, Fig. A), and the 'I' 
that is not (Appendix II, Fig. B). 
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The eye is, too, the 'seeing' of the human being, but it is also 
the eye within Nature (particularly the sun and, too, the whirlwind of 
The Eye of the Storm), and the mus i c of a sti II, sma II voi ce at its core. 

IISee Appendix II, Fig. I. Francisco Goya, "EI esforzado Rendon 
picando un toro, de cuya suerta murio en la plaza de Madrid", La Tauromaquia 
and the Bul Is of Bordeaux, intro. Phi lip Hofer (New York: Dover-Publications, 
I 9690NO • 28.-

The work suggests the intensity of Mary Hare's behaviour (slanted 
hat, concentrating eyes, and 'terrifying' surroundings) and, in the 
writhing bul I we may feel the difficulty she experiences, not only in 
the writing of a telegraph form, but in being. 

Translation of the painting's t itl e: "The forceful Rendon stabs 
a bul I with the pique, from which pass he died in Madr id ." 

12See Appendix I I, Figure 2. 
The Seer and his Visions, commentary 
Book5,l977) .- -

Will i am Blake , "Europe a Prophecy", 
Mi Iton Klonsky (New York: Harmony 

The work is the frontispiece to Blake's The Ancient of Days, a 
relief etching, white-I ine engraving, colour printed and painted with 
watercolours , 1794 . 

Mary Hare's activity reminds one of this etching. As the stick 
divides into "scissors l !, one notices, too, the !Inavel" (Miss Hare's hat) 
from which the behaviour stems . In Blake's "Europe a Prophecy", too, 
there lies the anticipation of a future development, In the 'measuring' 
extension of the arm. 

13A more exaggerated example of ossification occurs at the 'hat' 
I uncheon of Mrs. Cha I mers-Rob i nson, fvlrs. ~'Io I fson , and Mrs . Co I quhoun: 

... For the three ladies were wearing rather 
amusing hats. The first, and perhaps least con
fident of the three, had chosen an enormous 
satin bon-bon, of screeching pink, swathed so 
excessively on one side that t he head conveyed 
an impression of disproportion, of deformity, 
of bulbous growth. But the uncertain lady was 
palpitating with her own daring, and glanced at 
the closer of her two companions, fishing for a 
scrap of pr aise. Her friend would not concede 
it, however . For the second lady was secure in 
her own carapace, and would not have recognized 
her acquaintance except by compulsion. The 



second lady was wearing on her head a lacquered 
crab-shel I. She was quite oblivious of it, of 
course, but there it sat, one real claw offering 
a diamond starfish, the other dangling a minia
ture conch in pol ished crystal. The unconscious 
wearer had divested herself conventionally of 
her gloves, and was res~oring suppleness to her 
hands. As she tried her nai Is on the air, it 
was seen that those, by some chance, were 
exactly the same shade of audacious crab. 

How the waiters adored the three insolent 
ladies, but it was at the third and obviously 
eldest that their most Italianate smi les were 
directed. 

The third, or by now, the first lady, affected 
the most amusing hat of al I. On her blue curls 
she had perched an innocent little conical felt, 
of a drab, an earth colour, so simple and 
unassuming that the owner might have been mis
taken for some old, displaced clown, unti I it 
was noticed that fashion had tweaked the felt 
almost imperceptibly, and that smoke--yes, 
actual smoke--was issuing out of the ingenious 
cone. There she stood at the centre of the 
smart restaurant in her volcanic hat, her mouth 
crimped with pleasure , for she had reached an 
age of social innocence where she was again 
dependent on success. So she smi led, in the 
abstract, for the blinding bulbs of two photo
graphers , and because she was trying to ignore 
the arthritis in her knees . 
White, Riders, 529. 
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The women's hats are like the solidified eruption of essence-
and express a paralysis of 'understanding' ornamentally suggested , for 
example, in the "dangling .•• crystal" of the "second lady's" hat--
a crystal normally associated with the form and substance of an essence 
of being, more closely understood by ~.1ary Hare, Himmelfarb, Dub bo, and 
Mrs. Godbo I d, Ii Indeed, tvlrs. Cha I mers-Rob i nson' s crater was by now ext i nct . 
She continued to sit for a little, however, together with her companions, 
whi Ie each of the three tried to remember where she should go next." 
(White, Riders, 536) . 

140ther references to clothing suggest a certain 'comedy'. 
Himmelfarb, for example, on visiting the Stauffers, begins "to pull up 
his socks" (White, Riders , 162 ); the 'half-mast' phenomenon is suggested 
when, on becoming drun~l ithe s kin had become exposed between the cuffs 
of his trousers and top s of his socks" (White, Riders, 164). He shares 
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such 'distinction' with "coming down" stockings of Mary Hare (White, 
Riders, 9) and l'~rs. Godbold's "stretchy cardigan" that "might have 
appeared something of a joke" (\~hite, Riders, 542). The reason for the 
'comic' dress is explained to ~1rs. Godbold by Alf Dubbo as he I ies, drunk 
and bl eeding, on Khali I 's floor : ""There is no point putting on a pair 
of boots to walk to town, if you can do it better in your bare feet."" 
(White, Riders, 312). 

15See Appendix II, Figure 3. Edvard Munch, "'Anxiety' (Fear) 1896", 
Edvard Munch, (Oslo: Universitet Oslo, 1970). 

A simi lar notion was expressed by Munch in this work of 1896. We 
may care to view the top-hatted gentleman as Himmelfarb, disembodied and 
entering the faces about him as he walks along. 

16Young Mary Hare magnifies the image of the stick that had 
previously been a pen at the end of an extended arm: 

At the same time it sounded si Ily . He 
was like sarna span i e I thrown in aga i nst its 
wi I I, and whose genuine dog-tragedy appeared 
to be drowning in comical acts. 

She ran, though. She got a pole; it was 
an old, bleached clothes- prop. She stood 
above him, away up, in the I ight, on the 
rim of the cistern. 

Then he appeared more afraid than before, 
as if she 'dere looking truly monstrous from 
that height and angle, as she held the pole 
towards him . 

He was crying now, li ke a little boy, out 
of pale, wet mouth. 

"Some-one!" he was cry i ng . "[Vlary! Don' t ! 
Have some pity! For God's sake! Run!" 

Although rigid, her pole was merciful, but 
he warded it off with his hands, which were 
blue, she obse rved, and he would bob under, 
and return, each time his deathly fringe 
fal ling into place again on his forehead. 

So she gathered up her dress at last, 
holding it bundled over her stomach, and ran, 
by whatever made her. She was two beings. 
White, Riders, 63. 
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17We notice a character of 'lesser' understanding, rather badly 
gesticulating for what Mrs. Godbold has achieved: " .•. Reha Himmelfarb 
suddenly scratched her head with a knitting needle." (White, Riders, 156). 

18The glass and the "streamers" (of music) (White, Riders, 473) 
that pass it suggest the scene from beneath the surface of water when 
someone jumps in--a sudden finger-like tube of bubbles is created. An 
experience that approximates to Rosetree's 'heightened' state of mind, 
and his death by the choking of hanging that must, also, be a sensation 
approach i ng that of drown i ng. 

19Mary Hare: "So Mi ss Hare .6twnble.d through the night. I f she 
did not choose the obvious direction, it was because ~e.ction had at 
w;t c.ho.6e.n helt. 1I (White, Riders, 483) (my ital ics). 

20Dubbo: IIHe would have known how to draw it, detail by detail, 
inch by inch, for he never forgot those places where he had been. Thelte. 
WM .6-imply ;the. qu.e..otion 06 phy.6-ic.a£ .6tJr.e.ngth." (\~hite, Riders, 503) (my 
ita I i cs) . 

21 H i mme I farb: 1111 • • • For the moment I have not the .6tJr.e.ng;th 
to submit to any doctor."" (White, Riders, 475)(my ital ics). 

22"But warmer now. For it was at this point that he glanced 
back at the last blaze of earthly fire. It rose up, through the cracks 
in the now colourless earth, not to consume, but to illuminate the 
departing spirit." n'lhite, Riders, 481). 

23See Appendix I I, Figures 4 and 5. 

24A variation of the image occurs in the Ilflowered tent", beneath 
the plum tree, where Mary Hare and Himmelfarb peer through the canopy 
of its branches to a Ilstrong light". (v/hite, Riders, 101). 

25See Appendix I I, Figures 6 and 7. Figure 6: Albrecht Durer, 
liSt. George slays the Dragon", \'litches All, commentary EI izabeth Pepper 
and John Wi Icock (New York: Grosset and Dunl a p , 1977), 29. 

The work is suggestive of the Reverend Ca lderon' s brief elat ion, both 
through its echoing his brother's 'viri I ity' ana through its representing 
the act of penetration of a 'guardian of wealth' (Dubbo and his artist ic 
talent). Interestingly, the dragon (here, Dubbo) "universally share[s] 
an association with water, caves, and hidden places where treasure is 
concealed. Guarding secret wealth is the function performed by the 
dragon in I egends and myths f rom a II ove r the wor I d • " 

Figure 7: Franc i sco Goya, "Execut i on of the 3rd of fv1ay 1808 11
, 

The Romantic Imagination, commentary Kenneth Clark (London: Futura 
Publications, 1973), 87. 
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Kenneth Clark states that when reason loses control, Goya has 
seen and "contrasted the fierce, formalized repetition of the soldiers' 
attitude, the steely line of the rifles and the hard shapes of their 
helmets, with the crumbl ing irregularity of the target." Like the 
'ruined' bul I at the hands of the picador, Dubbo in his "crumbling 
irregularity" I ikewise is a victim of the ferocious and unthinking 
ideal ism of the "formal ized" mi nister. 

26As Dubbo struggles with his final painting he seems to look 
dovm from the he i ght of the bamboos he had ear Ii er observed, s itt i ng 
with parrots that pick at him: 

..• He groped his way towards the bed, and 
got beneath the blanket as he was. There he 
remained, shut in a sol id slab of sleep, except 
when he emerged for a I ittle to walk along the 
river bank, beside the Reverend Timothy Calderon. 
But drew away from the rector, who continued 
mumbling of eels, and sins too sl ippery to 
hold. So that, in the end. the figures were 
waving at each other from a distance. The 
continued waving. to and back. separated, it 
seemed, by the great. transparent sinlessness 
of morning. Joyful parrots celebrated, and 
only that At6wh~anyou could not have borne 
their playful beaks, would have entered, and 
sat picking, inside his cage of ribs. 
White, Riders, 502. 

The "waving". the "separated ..• by the great •.• sinlessness of 
morn i ng", and the ho Ilow sound of "At6wheJLaJtyou" suggest further the 
distance between the aborigine and the minister~ 

27See Appendix I I, Figures 8, 9, 10. Figure 8: The goat's face 
produced by the fusion of our two categories of imagery. Interestingly. 
Mary Hare and Mrs. Jol ley come to discuss goats: 

"It is a goat." she [Mrs. Jolley] said, 
perverting the word softly in her mouth. 
"v/hat a decorat i on for a person's bathroom! 
A black goat! look i ng at you!" 

"No," said Miss Hare. with a firm movement 
of her jaw, "it would not appeal to you. 
Goats are perhaps the an i rna I s l'ih i ch see the 
truth most clearly." 
White, Riders, 324. 

Figure 9: ~~i II iam Olake's"Ezekiel' s Vision'~ Klonsky. Seer, 67. 

Figure 10: Wi I liam Blake's'~urope a ProphecV: Klonsky, Seer, 41. 
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2BSee Appendix I I, Figure I I. The goat mask here is significant 
when associated with Himmelfarb's deathbed: 

... He had passed, he noticed, the two 
date-palms of smoking plumes. By that light, 
even the most pitiable or monstrous incidents 
experienced by human understanding were justi
fied, it seemed, as their staturary stood 
grouped together on the plain he was about to 
leave. 
White, Riders, 4BI. 

Paul Christian, "La Danse du Sabbat (telle qu'elle figure dans 1'~Histoire 
de la rvlagie»)", L'Univers Diabol ique (Montreal: Editions du Jour, 1972), 
No. 12. 

29See Appendix I I, Figures 12, 13, 14 and 15. 

Figure 12: The simple skeleton of the incandescent fusion is suggested in 
the figure of a man. Francesco di Giorgio, "Proportionsfigur nach Vitruv", 
Leonardo-Studien, commentary Hans Ost (Berlin: ~'alter de Gruyter, 1975), 
No. 25. 

Figure 13: The form of the r~n is here more structured, and anticipates 
the I ines of Figure 14. Leonardo da Vinci, "Proportionsfigur nach Vitruv " , 
Ost, Leonardo-Studien, No. 24. 

Figure 14: Thus is formed the five - pointed star, or pentangle, suggesting 
'Man as r"1icrocosmos'. (Pepper and Wi Icock, \~itches ~, 52). 

Figure 15: A star form also constitutes the enclosed arena of a magical 
system . (Pepper and l'ii Icock, Witches ~, 47). 

30See Appendix 1 I, Figure 16. From "A Witches Garden", Pepper 
and Wi Icock, I'litches ~, 40-41 . 

i) Balm , lemon (tvlelissa officinal is) "An herb of attraction •.. " 
i i) Catnip (Nepeta cataria) "a ferti I ity charm." 

iii) Hyssop (Hyssopus officinal is) "A tea prepared from the dried 
leaves is said to excite passion." 

iv) Rue (Ruta gravedens) "Bu r ning the dried leaves wi II drive off 
the influence of evi I and i II wi II ••• one of its folknames 
is Herb of Grace." 

v) tviugwort (Artemisia vulgaris) "Carrying its leaves with you on 
a journey prevents fatigue. Mugwort has a use in divination 
for its odor is sa i d to he i ghten a\'/areness." 

3 1See Appendix I I, Figure 17. 

32See Appendix I r, Figure lB. A pertinent observation on mandalas 
is establ ished thus: 



~Ihen, then, the Indian or Tibetan artist 
designs a mandala he is not obeying the 
arbitrary command of caprice. He is fol low
ing a definite tradition which teaches him 
how to represent, in a particular manner, 
the very drama of his soul. He does not 
depict on a mandala the cold images of an 
iconographical text, but he pours out upon 
it thepharrtasms of his subconscious ego and 
thus knows them and I iberates himself from 
them. He gives form to that world he feels 
surging within him and he sees is spread out 
before his eyes, no longer the invisible and 
unrestrainable master of his soul, but a 
serene symbol ic representation which reveals 
to him the secrets of things and of himself. 
This campi icated juxtaposition of images, 
their symmetrical arrangement, this alternation 
of calm and of menacing figures, is the open 
book of the world and of Man's own spirit. 

Where once there was darkness now there is 
light. 
Giuseppe Tucci, The Theory and Practice of 
the tolJanda I a, trans. A. H. Broder i ck (London: 
Rider & Co., 1961), pp. 132-133. 
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ERRATUM. 

Due to page misnumbering there is no page ninety-two. 

R"T~ 



CHAPTER III 

A 'CORR I DOR' 0 F SUBJ ECT t",ATTER 

On January 12, 1905, Henry James stood before the Contemporary 

Club of Phi ladelphia. In his lecture, tucked between the flexing vocabu-

lary of the prose, was a comment on intensity in the work of Honor~ de 

Balzac. It was a remark pertinent to the novels of Patrick White, and 

to the subject matter of Riders ~ the Chariot, in particular: 

It is a question, you see, of penetrating 
into a subject; his corridors always went 
further and further and further; which is 
but expressing his inordinate passion for 
detai I. I 

\,~hite's passion for detai I means that Riders ~ the Chariot embraces a 

plethora of themes , four of \',h i ch wi I I be stud i e d in th i s chapter. The 

status of words wi I I be our first consideration, then 'knowingness' or 

intuitive communication, the process of questing or journeying, and, 

finally, the nature of truth. The form of their connectedness wi I I also 

be stated, as a unifying principle. 

The vanity of using words is a matter close to Patrick White's 

heart--particularly after the difficulties of The Living and The Dead 

(1 94 1) and Happy Val ley (1 939 ), where criticism of these novels centered 

around sharply depicted perceptions that worked against the "diagnosing 

i nte I Ii gence: ,2 ; a 9 Ii tteri ng use of words interferes with the author's 

percept ions . Thus it is that such a misfo rtune is acl<now ledged through 

the expe ri ence of the you ng Himmelfarb. Ca ntor Katz ma nn is engaged to 

teach the boy th e Hebrew alphabet, 

93 



94 

..• which the latter mastered at astonishing 
speed. And began shortly to unite phrases, 
and recite prayers. And grew vain. (p. 112) 

The reverse is true of A If Dubbo who, in his be lief that "words had 

always been the weapon of whites" (p. 377), chooses to communicate in 

a way that dismisses words; hence, in his encounter with Mary Hare. we 

are presented with the subtle nature of his language which avoids the 

preciosity that so clutters Himmelfarb: 

She watched his back, gratefully rewarded. 
Both the illuminates remained peacefully 
folded inside the envelopes of their flesh. 
Each knew it was improbable they would ever 
communicate in words. Yet, they had exchanged 
a token of goodness, which would remain forever 
in each other's keeping. From behind closed 
eyel ids, each would have recognized the other 
as an apostle of truth. And that was enough. 

(p. 69) 

The important motif, here, is Dubbo's back. Mary Hare watches 

it and remains "peacefully" within her flesh. The envelope image is 

a II the more vi v id as conta in i ng essence when one exami nes its anatomi ca I 

counterpart--the bone structure seen through the flesh of the back . The 

two shou I der-b I ades \'I i th the i r tr i angu I a r form meet at the sp i ne, in 

the very shape of the reverse side of an enve lope. tvlary Hare is 

Ifgratefu II Y rewarded" by the sight of Dubbo' s back because, th rough the 

intimacy of the communication, it becomes clear that, within the envelope 

of Dubbo's bones and personality, there exists an inner core in flux. 

As Dubbo's shoulder- blades move, so they echo the motion of Reha 

Himmelfarb's knitting needles (p. 156), snatching up order from chaos, 

but, unlike her confusion, Dubbo composes himself in the raw physicality 

of muscular control. As though verifying this particular manner of 



95 

non-verbal insight, White introduces the notion that when one human 

faculty is eradicated, another mode flourishes--with closed eyes "each 

would have recognized the other as an apostle of truth. And that was 

enough." (p. 69) Thus by ridding themselves of words, a fuller communi-

cation occurs whose language gesticulates from the human body. 

Mary Hare's attitude to words is exposed in conversation with 

Himmelfarb: 

Miss Hare sat making those I ittle noises 
of protest reminiscent of frogs and leather. 

"Clever people~" she was saying, "are the 
victims of words.",) 

(p. 335) 

She does not allow words to overwhelm or distort her understanding 

of things; as a chi Id, she was constantly relieved 

••. to be alone at last, able to look at, 
and touch, and smel I whatever she saw without 
danger of being asked by her parents for 
explanations. 

(p. 26) 

The immediacy of experience, its sensual ity ("look at", "touch", "smell") 

and its privateness are but compromised and arrested in words. The 

spinster is content that she is able to "know" (p. 40) without the gift 

of words. 

White's sensitivity to the use of words is an attitude that is 

regularly exposed in his prose. At the beginning of Riders ~ the Chariot 

when Mary Hare is walking away from the post office, she becomes entangled 

in some blackberry bushes: 
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"You cou I d get torn," Mrs. Godbo I d warned, 
who had come to the edge of the road, in 
search of something whether chi Id, goat, or 
perhaps just the dai Iy paper. 

"Oh, I cou I d get torn, II Miss Hare 
answered. IIBut what is a Ii tt I e tear. II 

(p. 9) 

That Mary Hare's skirt may be ripped is contextually suggested in the 

last word, Iitearll. There exists, however, the possibility of Miss Hare's 

shedding a tear through the pain of the scratching bushes. Whichever 

interpretation one chooses, the ambiguity is sufficient to create a 

moment's pause. As the protagonists are engaged in an intensive quest, 

so, as we weigh up the ambivalence of IItear", like a lighthouse beam 

over sea and rock we reconsider our initial interpretation. By suggest-

ing an alternative meaning, White has prepared us for the inner language 

(i .e., beyond the one word) that the protagonists explore. 

There is a simi lar occu rrence when Mary Hare is I'whipped ll (p. 15) 

and stroked by ferns--groping through the purple of it al I: 

At one stage she fel I upon the knees of her 
earth-coloured, practical stockings, not 
because she was discouraged, or i I I--she had 
reached the time of life where acquaintances 
and neighbours were always on the lookout for 
strokes--but because it was natural to adopt 
a kneeling position in the act of worship, 
and because intense conviction wi I I sometimes 
best express itself through the ungainliness 
of spontaneity. 

(p. 15) 

The balance is here tipped in the other direction--contextual Iy, the 

word, IIstrokes", more like I y refers to the phys i ca I touch i n9 of peop Ie 

(we remember the aridity and craving of Mrs. Jol ley and Mrs. Flack, 

"acquaintances and neighboursll), but within the sentence, given that 
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~~ary Hare has fallen, the notion of a coronary stroke seems to be the 

more accurate interpretation. But again the pause is sufficient for a 

second thought, and the two modes further condition our response. Not 

just words then, but their juxtaposition, I ike notes of music4, one in 

the treble and one in the bass, provide a richness and a texture that 

greatly embel I ish our reading, and al low us to share the distinctive 

chords of illumination heard by the protagonists5 . 

Such a harmony in words, however, is not always the case, and 

occasionally they become painful and unpleasant projecti les. Mary Hare, 

for instance, is sadistically attacked when in the company of Mrs. 

Jolley: "She heard words I ike stones battering on her memory." (p. 329) 

Bombarded by language in this form, she also discovers that when asked 

questions, words seemed I ike "screws that spiralled down into the brain" 

(p. 51). \~ords interrupt her relationship with the natural world and 

with objects about her. It is in this way that we can gauge the intensity 

of her apartness from the rest of mankind and, in particular, Mrs. Jol ley, 

who unfortunately denounces Himmelfarb in front of her--the scatalogical 

colour of the exchange savours, if I may here use that word, of a 

chimpanzeeS tea party. 

"And with a dfrty Jew!" 

Miss Hare was red rage itself. She 
could not see for the sense of injustice 
which was rising green out of her. Towering 
in the perpendicular, it burst into a flower 
of sparks, li ke some obscene f i re\'Iork 
released from the dark of memory. 

IlMy wha..t Jew?" The words were choking. 
"Dirty? What is true, then? My kind man! 



My good! Then I am offal! Green, putrefying, 
out of old, starved sheep. Worse, worse! 
Though not as bad as some. Offal is cleaner 
than dishonest women. ~Ihat is the lowest of 
al I? You could tel I me! Some women! Lower 
even. Some women's shit!tI 

So her memory spat, and the brown word 
plastered the accuser's back. 

Mrs. Jol ley, of course, could only stop 
her ears with the wax of unbel ief. When she 
had opened them again, her white lips pissed 
back, 1!\1ho did the Jews cruc i fy? 11 

(p. 327) 

The pissing and shitting that form the venomous exchange of opinion, 

98 

and, too, the tired rage tl and "rising green" sense of injustice, antici-

pate the use of words as forms that have undergone metamorphosis. Thus 

when the young Himmelfarb is consoled by his mother on seeing the dyer 

and his purple hands, we learn that "~fl.ore often than not, she saw her 

words salt the wounds" (p. 21). The words causing pain are identified 

with the more irnmediate and painful sensation of salt on a wound. 

Simi larly, when Mary Hare attempts a conversation with Hirnmelfarb, she 

"began to crumble words l1 (p. 332)--mastication of this sort points to 

words as satiating the appetite and an inner craving (here, the desire 

to communicate). And, significantly, the English language itself becomes 

a digestible food that r'-'1ordecai hankers after for nourishment: 

At the university the rnan's intel lectual 
activities were narrowed down to the study of 
his preferred I anguage--Eng I ish. Its b I and 
and rather bread-I ike texture became his manna. 
But, in opposition to his wi I I and intentions, 
he would find his mind hankering after the 
obdurate tongue he had got as a boy from the 
Cantor Katzmann. His proficiency in Hebrew 
had grovln 'tlith inte rmittent attention, and he 
wou I d often read, I ate at night, both for 
instruction, and for the bitter pleasure of it. 

(p. 121) 
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Hi mme I farb' s gluttony and add i ct i on lead him to be i n9 dependent upon 

"obdurate tongue n • Far beyond the sustenance of a simple literacy, he 

devours vie I I into the night for the masochist's "bitter pleasure" in an 

inescapable brutality.6 

We can see by now that White has likened words to the areas of 

sensory experience: he has depicted them as sight, words can be touched, 

and they are tasted. Smel I and sound are most interestingly depicted 

in the experience of Harry Rosetree, and in the young I ife of Mordecai 

and JGrgen Stauffer. When the Brighta Bicycle Lamps factory owner begins 

to recogn i ze the nature of his betraya I, vie are taken into his past--the 

effect is of a burning of his father's words: 

What had been the living words of the 
father would crackle I ike parchment whenever 
H~im ben Ya'akov al lowed himself to remember. 
Or worse, he would see them, written in 
columns, on scrol Is of human skin. 

But nOlv it was the .6C.e.IU of words that 
pervaded . • . 

(p. 415) 

I n a II ovli ng hi mse I f to remember, Ya' akov re leases the be II ows on the fire 

of his father's words; again \~hite provides a secondary remark (like the 

ambivalencies cited earl ier) to intensify the blaze, the crackl ing parch -

ment provides a sound at burning whi Ie the columns are reminiscent of 

the "pi liar of fire" (p. 213) associated with "immigrant Jews" (p. 213). 

The tota I effect is one of a "scent" of the burn i ng of Rosetree' s 01'1n 

flesh as he stands in the blaze of "scrol Is of human skin". Burning 

words have thus become the aroma of his own extinction. 
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Himmelfarb is the character who is associated with the fifth 

sensory use of words--as sound. Not now the simple harmony of an ambi-

valent use of words, but the pure spontaneous overflow of powerful 

feeling--in the music of dialect or local language. The young Himmelfarb 

and his "German gold" friend, Jurgen, take a trip to the "wi Ider side" 

(p. 115) of the Stadtwald at Holunderthal--like playful puppies they 

frol ic on beds of leaves. White, as though exclusively surrendering to 

their moment, al lows the boys' German to rise out of his description: 

How Jurgen laughed. 

"And cut him up, and drink the blood, 
and put slices in a Bnotchen to send the 
parents?" fvl.ordecai had learnt how to play. 

"Ac.h, GoU!" Jurgen Stauffer laughed. 

How his teeth gl istened. 

"Old Himmelfurz!" he cried. "Vu. Uebeo 
Rindvieh!" 

Then they were hitting each other, and 
grunting. Their skins were melting together. 
They could not wrestle enough on the beds of 
leaves. Afterwards they lay panting, and 
looked up through the exhausted green, to 
discuss a future sti I I incalculable, except 
for the sustaining thread of friendship. 
In the si lences they would sigh beneath the 
weight of their affection for each other. 

(p.115) 

The music of their pleasure is lifted out of the "bland" (p. 121) 

texture of the Engl ish language--our understanding of the German words 

may only be of their sound and their spirit--and we have thus more 

immediately I istened to the passion of their vitality which moves 

Himmelfarb to the point where he " ••• could have kissed his friend" 



and "wrestled some rrore li before the pleasure of lying in lIthe blaze 

of summer and the i r own contentment" (p. I 16) • 

White, in providing us with the five sensory experiences in 

words, does not omit the moment of their interacting--it is Mordecai 

Himmelfarb who enjoys an experience in words that anticipates Ruth 

Godbold's gaining of a more total sense of identity: 

Only when he was girt with the Word, and the 
shawl, covering his shoulders, excluded with 
its fringes those other desires of heart and 
eyes, had his own day begun, or was again 
created, sanctified, and praised. As he stood, 
reciting the Shema and Benedictions, from 
behind closed lids, from the innerrrost part 
of him, the face began again to appear in the 
divine likeness, in the clouds of the little 
mirror, offering itself for an approval that 
might always remain withheld. 

But the Jew prayed: 

I'Blessed art Thou, 0 Lord our God, 
King of the Universe, who has given 
to the cock intelligence to distinguish 
between day and night .... " 

And the I ight was poured into the four 
corners of the room, though si lently at 
Sarsapari I la, for man had known better than 
God or Levite, and had operated on the cock. 
But the purest leaf touched the Jew's eyel ids; 
his lids were shaped in gold. His veins were 
lapis lazul i in a sea of gold, the thongs of 
the phylacteries were turned to onyx, but the 
words that fe I I from his rrouth \'Iere leap i ng 
crystals, each reflecting to infinity the 
words contained within the words. 
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(pp. 439-440) 

Himmelfarb dresses in a word to celebrate his purpose, and in closing 

his eyes he heightens the power of an inner voice that is conjured by 

his reciting the Shema and Be nedictions. As though resuscitating an 
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essence that has hitherto lain dormant, the words contained in the Jew's 

"envelope" erupt like a firework. Like ~ks. Godbold's arrows in multi

plication, Himmelfarb has approached the notion of al I-pervasiveness with 

the tools of his academic profession and religious faith--his error is 

to look at the literal meaning of the words in his prayers and incantations, 

rather than at the essence that comes before him in "I eap i ng crysta I s II 

and "words • . . with i n the words ,,8 • Presented, neverthe less, is the 

tremulous emission of a cumulative sixth sense of being, achieved through 

the multifarious fusing and separating of words wi thin words. 

In moving beyond words , intuitive communication or 'knowingness' 

becomes a subject rigorously explored by Patrick White. The mysterious, 

almost telepathic relationship between the outback and Sydney in Voss 

means that Laura can share Voss ' s pain in the desert, and interpret his 

experiences: I ike Voss, she 'sees' beyond the 'dai I iness' of things, 

and in doing so reinforces a notion of the communication of an elect by 

means other than words. A suggestion of what this I inking entai Is is 

proffered by Arthur in The Solid Mandala, when, on speaking to Waldo of 

Leonard Saporta, he notes the transparency of simple people: "You can 

see right into them, right into the part that matters." (Sol id ~"'andala , 

p. 23) It is a simpl icity that in Riders ~ the Chariot is most fully 

encompassed in the "Iovingkindness" (p. 331) of ~~rs. Godbold, whose 

communication is in the form of I ight-- " ... which might redeem, not 

only those in whom its lamp stood, but a l I those who were threatened 

with darkness." '!Jhat appears to be li ghtly v/eakness in Mary Hare, 

Himmelfarb, Dubbo and t ~ rs . Godbold is pa radoxically their strength--thei r 
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communicating rroves them closer to the state of "equanimity" achieved 

by Mrs. Godbold, where passionate and impartial love is not held within 

the confines of particularity and preference. 

The subtlety of contact between the elect communicants is rrost 

vividly conveyed at the beginning of Riders in the Chariot when Mary Hare 

and ~~rs. Godbold meet, briefly: 

It did not matter to either that much 
would remain unexplained. It did not matter 
that neither had looked at the other's face, 
for each was aware that the rroment could yield 
no more than they already knew. Somewhere in 
the past, that particular relationship had 
been fully explored. 

(p. 10) 

An archetypal connectedness is establ ished by the mere touching of two 

spheres of being--like two magnets tantal izingly close, the very feel 

of the other woman is sufficient for that moment to be fulfi I ling. The 

rest is an isolated quest during which further ' brushes ' wi I I occur; 

Mary Hare has learned from her father as wei I that, perhaps, the fleeting 

rroments are al I that can be anticipated: 

. she, for her part could do nothing for 
him but smi Ie back in the way of those from 
whom nothing much is expected .•.• Years 
after, when his stature was even further 
diminished in her merrory, her mind would 
venture in foxy fashion, or more blunderingly 
wormlike, in search of a concealed truth. 
If fellowship with Himmelfarb and IVl rs. Godbold, 
and perhaps her brief communion with a certain 
blackfel low, would confirm rather than expound 
a mystery, the reason could be that, in the 
last light, illumination is synonymous with 
b lind i ng. 

(p. 27> 
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Her increased communication with the other 'i I luminati' is more likely 

to end in 'bl indness' rather than illumination. It is the energy 

exchanged on her meeting of Mrs . Godbold, therefore, that is the important 

communication--its lacking eye contact and touch, in effect, constitutes 

the clarity of the 'conversation' because it anticipates the 'blindness' 

of contemplating a sti I I point- -which, paradoxically, is the 'i Ilumination' 

of man's spiritual centrality towards an understanding of which the pro-

tagonists move. The energy of the 'conversation' is thus a reinforcing 

of the fact that each individual quest is actually a shared one. Such a 

momentary perception between riders of the chariot, once established by 

White, is used as a base for satirizing those who are outside the elect 

c i rc I e of language. When r'~ary Hare is exp I a in i ng the story of her 

illness to Mrs. Jol ley, and the help that Mrs . Godbold had given her, 

we learn, 

That some secret did exist, Mrs . Jol ley 
also \'tas certain, with her instinct for doors 
through which she might never be admitted. 
Not that she wanted to be. Oh dear, no, not 
for a rroment. 

(p. 74) 

Suspicious Mrs . Jolley is ridiculed in "her instinct for doors"--those 

very Blakean doors of perception that she so grandly misses. And her 

ironic and hysterical ("Oh dear, no, not .••. ") dismissal of vision 

and understanding expl ai ns why she lacks the 'eye' of a rider--

the irony can be furthe r height ened by her wishing to be admitted forever. 

and not for the "rroment" her outburst suggests. The housekeeper's pride 

makes for an int ransigen ce t hat even withs t and s the fiery intensity of 

Mary Hare 's eyes. \)'hen Mrs. Jolley falls to the ground in Xanadu during 

a period of stress between the recluse and herself, she frantically 

scrambles to her feet : 



The two women stood facing each other with 
nothing but their dead passions lying between, 
nothing to protect them but the sound of their 
breathing. They could not endure it for very 
long but turned and walked in opposite directions, 
touching a curtain, a pampas duster, or leaf that 
had blown in. It was pretty obvious they had 
decided to pretend nothing had happened--at least 
for the time being. 

(p. 328) 
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Li ke the two parties that separate over the site of Palfreyman's grave 

in the desert of Vos~) the two women leave extinguished, an essence that 

\vas proffered and momentari Iy establ ished in li the sound of thei r 

breathing l'. i'-leither could endure the intensity of the exchange, and 

so I ike fingers taken from a flame, they withdraw 'blind' to the 

simpl icity of their communication. The intimacy they have shared is 

clothed in gui It and shame- - lI they had decided to pretend nothing had 

happened-- I' . On I y the potent i a I i ty of the 'knml i ngness " that of 

Mrs. Godbold and ~~ary Ha re, remains. Like a thirsty magnesium strip 

between two dry poles, it is left Ilfor the time beingll unti I the 

wome n are 'ferti Ie' enough to endure the contact and effusion that 

Mrs. Godbold so tr iumphant ly enjoys. 

The antithesis of this 'fai led' communication is the beginning 

of Himmelfarb ' s si lent relationship with Alf Dubbo in the Brighta Lamps 

Factory, and also the meetings of Himme lf arb and fviary Hare; the Jew, 

VI i th hi s burde nsome i nte I I ect) i s c I uttered with 'f-:cr ds and ideas, yet 

the dis pa rity between himself and the 'quiete r' Mary Ha re is no 

bar ri e r to their particul a r communicat ion: 



"You have an instinct." 

She smi led. She was quite proud. 

"It is not yet obvious, but wi II be made 
clear, how we are to use our knowledge, what 
I ink we provide in the chain of events. 1I 

She sa i d, "I am here a I one now. Wh i ch makes 
it easier to receive, and discuss. My house
keeper left me, you know, this afternoon. Before 
that, one never could be certain at what point 
she might burst into one's thoughts. She had no 
respect for the privacy of other people's minds. 
But was always opening, or looking out from 
behind curtains. Not that she ~avJ! I do not 
think Mrs. Jol ley sees beyond texture-brick and 
plastic." 
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(pp. 332- 333) 

Himmelfarb lends \'lords to what rAary Hare contains with a proud smi Ie: 

his analytical stance carries him on to consider the 'place' of their 

'knowfngness' in the scheme of th.ings. Mordecai's cerebral turbuience 

is as obtrusive as that of Mrs. Jol ley's bursting into Mary Hare's 

thoughts. As though whisked away in the wind of their communication, 

his thoughts tussle and turn I ike a bullfighter's cloak, and their 

indecency paral leis Mrs. Jol ley's "looking out from 

behind curtains" that so miserably taunts what in a placid state can 

be readi Iy seen. Yet it is in this air of instinctual communication 

that the very essence of the protagonists overflows into the space 

around them. Thus when Himmelfarb and Mary Hare are alone together in 

Xanadu, she suddenly recognizes a 'truer' self: 

In her anxiety, her tormented skin began 
to chafe the hand, whether she had suspected 
a moment before, probably for the first and 
only time , what it was to be a woman, her 
passion was more serious, touching urgent now 
that she had been reduced to the status of a 



troubled human being. Although they continued 
to sit apart on the terribly formal furniture, 
it was this latest metamorphosis which brought 
the two closest together. 

(p. 336) 
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Mary Hare's first cognizance of a sexual identity wei Is up out 

of their 'communication' and, in understanding herself more fully, she 

is able to transmit and receive the 'wind' that binds the two of them 

together. 

The delving beneath words to an inner core exposes another 

thematic interest of White's, that of the quest, or journey. Mary 

Hare's comment that "' Eventua I I Y shal I discover what is at the centre, 

if enough of me is peeled away. .'" (p. 58) suggests both the inward-

ness of the search, and a more external activity. The four protagonists 

of Riders ~ th~ Chariot also possess a crucial faith that sustains them 

in the constant face of rejection and disi I lusion, as they continue 

along their paths. Himmelfarb, who wrestles (p. 143) with his faith, 

consoles himself thus: 

"But there 'vI i II come ani ght when comfort 
is not to be found. Faith wi I I spi I lout of 
the strong like sa\',dust. II 

(p. 162) 

A certain courage and isolation is required as equipment for questing, 

and without it one is left with the I imp gestures of Frau Stauffer. 

Hers is almost a morbid craving to dig beneath her bones, in search of 

an essence--she combs her hairless skin "with long, pale nai Is" (p. 164>' 

Yet even Hirnrnelfarb describes himself as 



" . . . the ete rna I beet Ie, who finds da i I Y 
that he has slipped back several stages behind 
where he thought himself to be the night before. 
And cont i nued to c I aVJ. I \oJou I d on I y like to 
think I am the beetle of faith, not of habit." 

(p. 180) 
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The probing, poking, scratching, and clawing mark al I manner of means 

to attempt the arousal of the human 'lamp'. It is a questing that fre-

quently touches on pain and suffering as wei I, as when Alf Dubbo embarks 

upon a more external perusal: 

"I would look into holes in the earth. 
would feel the real leaves again. Once 
came upon a nast of red hornets. Hahhh! II 

He laughed. "I soon shot off, I ike I had 
found wings myself! And seven red-hot 
needles in me!" 

(p. 312) 

The 'peeling away' mentioned by tvlary Hare here becomes the bristling 

hair of surprise, and the flappin g of wings, an indicati on of the 

indel i bi I i ty of the discoveries made wh i Ie on a 'faithful' quest. The 

journey, however, is not only a spiritual one, passing from innoce nce, 

to guilt, on to suffering, and finally to a fourth heavenly state9 

called lIequanirnity" in Ri ders ~ the Char iot; and is the life led by 

the Sa ndersons in Voss-- it is physical oDvement, t oo. In The Aunt's 

~tory, for examp le , paral leis can be seen with Homer's Odyssey as a 

f ramevlOrk for Theodora Goodma n's quest, as vie I I as Samue I Johnson's 

Rasse las lO. Thus she beg ins her trek of innocence at Me roe and hopes 

to return to the legendary Me ro~ in Abyss inia after the confl ict and 

suffe ring of he, period away. Her th irst for knowledge, like that of 

the four r iders, i s rem ini scent of Goethe's Faust; her desire to rid 

herself of a bu r densome sad ness carries echoes of f:3 unyan's Pi Igri m's 
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Progress. In a simi lar way, Voss is troubled by the trivialities of 

I ife and chooses to journey to the desert--a place where essentials 

can be considered, but the desert is also a symbol of isolation, hatred 

and prejudice. Yet Voss and Theodora Goodman, I ike St. George, have 

to contend with the dragon in themselves. Thus their physical quest 

is paralleled by a spiritual one, of the type undergone by Stan Parker 

in The Tree of Man as he seeks out a permanence or real ity through the 

four archetypal stages mentioned earlier, and their connectedness with 

the seasons; the ordeals, like the desert, are integral parts of life 

and continue with the inevitabi I ity of an autumn becoming winter. 

Ironically, Stan Parker knows that there is "nothing to be done" <Tree, 

p. 7), but he is there, and determined to survive. His quest seems 

almost an inevitabil ity after we note his acceptance of things in: 

"there seemed no question of interpretation. Anyway not yet" (Ibid.). 

His journey begins at the tension between motion and permanence (Tree, 

p. 8), and he gradually delves within himself unti I the continuing 

process of discovery leaves him in the condition of "endless bei.,ng" 

<Tree, p. 397>. 

The purpose of the characte rs' journeying is thus to discover 

and attain the nature of truth, which is the last of Patrick White's 

themes here considered. The attainment of truth is seen as an eternal 

search for meaning and value beneath the present. Seeking truth leads 

the four riders within their world to an inner arena, where I ies a 

fluid essence. The suffering endured by the characte rs on this road 

pl aces his nove ls in a religiou s context but, as Patricia r.1orley points 

out, IIHis basic concerns ... are theolog ical, but existential rather 
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than dogmatic in approach" (tvlorley, 1V1ystery of Unity, p. 2). \vhite 

embraces a Judaeo-Christian cultural heritage, and the tradition of 

mysticism which would support his view that the soul is totally apart 

from the intel lect l I. The 'truth' that his characters crave is what, 

in myst i c ism) is a direct expe r i ence of a d i vine essence--\'Ih i -re emp loys 

God as a metaphor 12 for atta i nment of's i ght' 13 __ a path across -rhe abyss 

that mysticism readi Iy acknowledges. And the various religious credos 

that he disturbs are but means of establ ishing the rei igiosity of the 

quest, rather than the exploitation of any particular doctrinal affi lia

tion l4 . White is particularly conscious of \'/hat Theodora Goodman in 

The Aunt's Story calls "a core of evi III in mankind even when it occurs 

in characters who are essentially good. Mrs. Jolley's evi I in Riders 

in the Chariot is to ridicule the courageous particularity of fvlary 

Hare's behaviour: 

"The truth is always truest when other 
people call it I ies," Mrs. Jolley answered 
in her triumph. 

"You are a wicked, evi I \'/oman!" Miss Hare 
accused. "I knew it! A I I a long I knew it!" 

"\tJho is not wicked and evi I, waiting for 
chariots at sunset, as if they were taxis?" 

"Oh) you are bad, bad!" Miss Hare confirmed. 
(p. 95) 

The housekeeper's evi I is to respond at a level of emotive speech and 

to molest the freedom of being. Her attack on Mary Hare also marks a 

challenge to the spinster; I ike her taunting behaviour, and timid 

'pecking', she is intrigued by Mary Hare and craves a gl impse of her 

essential nature. 



Mrs. Jol ley's reaction, however, is simi lar to that of both 

Miss Hare's mother and her father: 

"That is true, II agreed the mother, start I ed 
to real ize the truth had been spoken by her 
daughter. 

For Mary was stupid, and the truth something 
that one generally avoided, out of respect for 
good taste and to preserve peace of mind. (p. 39) 

III 

Truth is a painful and disruptive phenomenon that Mary Hare breathes 

I ike fresh air. And her doing so leads to Norbert Hare's response of 

endless intimidation and hatred: 

•.. although he had forgiven her the crime 
of being, it was doubtful he would ever for
give her for that of seeing. 

(p. 40) 

Isolated as a consequence, her intensity of perception is 

directed upon the objects and nature around her which she touches and 

strokes. The relationships she establ ishes in this way highlight an 

ubiquitous notion in White of the difference between what Kierkegaard 

described as subjective and objective truth--subjective truth consisting 

of the valid personal relationship to the truth l5 . When Reha Himmelfarb 

and her husband discuss the business of the Jew's altering state of mind, 

the matter is again raised. 

Then Reha Himmelfarb surprised her husband. 
She went so far as to ask, "You do not be I i eve 
it possible to arrive at truth through revelation?" 

Himmelfarb's throat had gone dry. 

"On the contrary," he sa i d. "But I no 
longer bel ieve in tampering with what is above 
and what is below . It is a form of egotism." 

His hands were trembl ing. 



"And can lead to disorders of the mind." 

But his wife, he realized, who had begun 
in a mood of gentleness and light, had suddenly 
grown dark and aggressive. 

"You!" she cried, choking, it seemed, with 
desperate blood. "~~uch wi I I be made c I ear to 
you! But to us, the ordinary ones?" 

"There is no d i st i nct ion f ina I I Y • " 

He could not bring himself to look at the 
horrible, erratic movements her hands, the 
needles, and the wool were making. 

"When the time comes," her dark lips began 
to blurt, "You wi II be able to bear it because 
your eyes can see farther. But what can we 
others hold in our minds to make the end 
bea rab I e?" 

"Th i s tab Ie," he rep lied touch i ng it gent I y. 

Then his wife put down her knitting. 

"Oh, Mordecai ," she whispered, "I am afraid. 
Tables and chairs wi I I not stand up and save us." 
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"God wi I I ," he answered. "God is in th i s tab Ie. " 
(p . 156) 

The intensity with which Himmelfarb "holds to an object" is 

confined within a framework of intellectual analysis, confronted by 

wh ich ~-1ordeca i 's wife feels "ordinary". Yet through hi s cerebral 

convictions, Himmelfarb distances himself from the truth that would 

otherwise be available to him. As though knotted by the 'wind' of 

the Jew's anxiety, Reha's hands and knitting needles move erratically, 

suggesting the frenzied groping of the husband and wife. Together they 

weave a lack of contact between each other, and between themselves and 

the objects that surround them. Both are close to understanding that 

the ultimate truth is subjective, lying not in the object perceived, 

but in "the subject's relation to what he bel ieves ,,1 6. The connectedness 
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required stems from the total and easy commitment that Ruth Godbold 

lends to al I people and things--the gentleness of knowing that "in 

the end, if not a I ways, truth was a st i I I ness and Ii ght" (p. 464). 

Wrestl ing "lith "that doubtful onion--truth" (p. 245) and 

attaining Mrs . Godbold's level of understanding, however, is fraught 

with the distortion and pain that Himmelfarb, in particular, so endures . 

. as al I rivers must finally mingle with 
the shapeless sea, so he might receive into 
his own formlessness the blind souls of men, 
... /h i ch hinged and t ... 1i sted in the i r efforts to 
arrive at some unspecified end. Once this 
insight had been given him, he could not 
resist smi I ing, regardless of blood and dogma, 
into the sti I I unconscious faces, and would 
not recognize that he was not always acceptable 
to those he was trying to assist. For the 
unresponsive soul would rock, and shudder, and 
recoi I from being drawn into the caverns of his 
eyes. And once somebody had screamed. And once 
somebody had gone so far as to threaten. 

(p. 144) 

As in Rimbaud's 'Bateau ivre', we enter the Jelv's mental sea I'/here, in 

flux, the disturbances that so trouble him, are tossed about- - they 

"screamed" and they "threaten" as he tries to contain them within the 

framework of his mind. rvlordecai's intellect, then, turbulently obscures 

the truth that wou I d ease him . The more courageous ease of Mary Hare ' s 

unde r stand ing even shows through when in conversation with Himmelfarb 

over the matt e r of sin: 

"'£\nd I~ho VI i II save US?" 

III knOl'l that gra ss grows again after fire . " 

"That i s an ea rth ly consolation." 

'' But the ea rth is "Ionderfu I. It is a I I 'lIe 

have . I t has brought me back vlhen, othe rw i se, 
I shoul d have died." 



The Jew could not hide a look of kindly 
cunning. 

"And at the end? \vhen the earth can no 
longer raise you up?" 

"1 shall sink into it," she said, "and 
the grass will grow out of me." (p . 170) 
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tvlary Hare in her relative simpl icity has taken her lessons from nature 

when she considers the question of salvation. Her acceptance and under-

standing of the continuity of I ife surpasses the more doctrinaire con-

siderations of Himmelfarb's Vlorld view. In his arrogance, Himmelfarb 

enjoys her 'naivety' with bemused "kindly cunning". The triumph, 

though, is the spinster's, as the image of her sinking into grass that 

in turn grows out of her, marks the al I-pervasiveness which is Mrs. 

Godbold ' s final understanding of the nature of being. Significantly, 

Mrs. Godbold has also comprehended the continuity of things; when 

Hi mme I fa rb has died and Ivl r. Roset ree comes to vis i t her, she tLwns 

violently from his intrusion: 

"Ah!1! she cried suddenly. Life vias too 
insistent. 

"I vias forgett i ng!" she panted. 

And pushed inside the main shed with such 
force that she shook it. 

"It is the bread," she said. 

Whe n she had flung the oven open, there, 
indeed, was the bread. The loaves had risen 
golden and the scent was rushing out of them. 

(p. 491) 

His superfluous panic has been too delayed to be of use. As the bread 

loaves blossom impert inently at the apostate Jew, I ike teeth they grin 
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at his fai lure, and like the puffing of a I izard's throat on digesting 

something, they mark the passing of the moment Rosetree has coroo to 

resurrect. We are left with the fecund "scent" of lv1rs. Godbold's con-

tinuing of her life. Like her twitching I inen sheets, the loaves 

have risen to her triumph and salute her. 

Through t,lrs. Godbold one sees clearly, too, the error that 

Himroolfarb makes in his studied consideration of what Mary Hare investi-

gates so simply, and Alf Dubbo so intensely: 

"Ivlen are the same before they are born. 
They are the same at birth, perhaps you wi II 
agree. It is only the coat they are told to 
put on that makes them al I that different. 
There are some, of course, who fee I they are 
not su i ted. They th ink they 'vI i II change 
their coat. But remain the same in themselves 

(p. 490) 
" 

Himmelfarb is lost in his coat, Mary Hare's is caught in the bushes, 

and Dubbo's is too vivid; with equanimity Ruth Godbold's coat flaps 

with the breeze l7 ; in concealing nothing, she gains the greatest 

warmth lB. 

Thus \ve move from the wide plane of everyday \vords, "further" 

~knowingness'), "further" (questing), 'land further" (the nature of 

truth), along a 'corridor' of subject matter. As though moving dOlvn 

the stem of a mi~roscope, the focus narrows and sharpens dramatically 

as \ve fo I low. And as though mav i ng a long the form of a te I escope to 

its wider end, our understanding increases and expands. Within these 

movements I ies the III iberty" of the subject matter, as James has 

described it: 



It al I comes back, in fine, to that respect 
for the I iberty of the subject which I 
should be wi I ling to name as the great sign 
of the painter of the first order. 19 
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The connectedness of the subject matter of Riders in the Chariot thus 

evokes a form that is reminiscent of the funnel-shaped, or conical 

model cited in Chapter I; it is a unifying principle at the tip of 

which trickle those droplets of perception cited in Chapter I I. 

Chapter III has outl ined a simi lar movement towards a 'wringing-out' 

of understanding; a corridor that simultaneously expands with compre-

hension, and contracts with focus. In the tension between these movements 

then, lies a further echo of that beat which is the simple pulse of being. 



CHAPTER I I I - Footnotes 

IHenry James, "The Lesson of Balzac" (1905), The House of Fiction, 
ed. Leon Edel (Westport, Conn.: Greenwood Press, 197~ 72. 

2Vincent Buckley, "The Novels of Patrick White", The Literature 
of Australia, ed. Geoffrey Dutton (Harmondsworth: Penguin Books, 1964),414. 
Talking of Happy Val ley, Buckley comments: 

The chief fai lure of the book comes •.. 
from the inertness of the prose, which, 
though it is from time to time revived with 
'Lawrentian' symbolism and perceptions that 
have the sharpness of broken 9 I ass, ",orks 
against rather than with the diagnosing 
intell igence. 

Of The Living and the Dead: " ... the prose, so remorsely and glitteringly 
intent on diagnos-is,--fai Is in fact to create the discrimination insisted on." 

3Allan Ed ... ,ards, "Riders in the Chariot: A Note on the Title", 
"Jesterly, I (Nov. 1962),---rCJS-llo.- Derivinghis notes from Eliad's Myths, 
Dreams and Mysteries, Edwards discusses the belief "that all myths par
ticipate-Tn the cosmological type of myth--i .e., underlying al I of them 
is the belief that in the beginning gods and men mingled together", etc., 
and that in a state of trance, man can "obtain gl impses of the paradisiac 
condition of the mystic ancestor before the catastrophe of the 'fal I'''. 
This is cal led shamanism. In the tirst stage ot the ritualized procedures 
of the shaman--this "special ist in ecstasy"--he "imitates -the behaviour 
ot the animals, copying their cries, especially the cries of birds, as 
a stage on the way to recovering the bliss and spontanaity and oneness 
with all creation that characterized man in his 'untal len' state." Like 
the refrains of "Ai linon! Ai linon!" in John Cowper Powys's novel, Wolt 
So lent) tvlary Hare's repeated connect ion with the an i ma I wor I d suggests 
a primal rhythm that begins her movement towards a state in which her soul 
may leave the body--also, by her knocking on objects and struggl ing through 
the woods, she fulti Is the second stage ot the shaman's ritual--"drum
playing and dancing as a preparation tor taking ott on the mystic journey 
which leads to ... a state of trance, real or simulated, during which 
the shaman I s sou lis be I i eved to have lett his body . " Th ismay account 
tor the "she I I ot 1\1ary Hare" stumb ling a i ml ess I y into the bush not to be 
seen again. 

41ngmar Bjorksten, Patrick White: A General Introduction, (St. 
Lucia: University ot Queensland Press, 1976). White's interest in music 
is cited thus: 

Beethoven and tvlah I er are amongst those 
composers \'Jh i te has ment i oned as important 
to himself personally. Brahms plays a 
significant role tor Eden Standish in The 
Living and the Dead, where It/hite also makes 
use of Mozart and Bach. Bach is a 
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name repeated I y found In his works. "Mus i c 
is a sort of divine medicine for human 
weakness" is one of Patri ck Wh i te' s 
aphorisms •••• 

Where words fai I, music takes over. 
"It was the tenderness of music that best 
expressed her [Thelma Parker] feelings for 
the Greek," writes White in The Tree of Man, p. 227. 
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Simi larly, then, in his use of words, the author is suggesting the greater 
communicabi lity of music. 

5Beatson, too, has detected another language--but in keeping 
with his cerebral systemization of practically everything (a la 
Himmelfarb) he carefully remains with the writtenness of hieroglyphics: 

Patrick White has taken the language of the 
fami liar and injected into it a sense of the 
arcane and the esoteric that transforms his 
words into the hieroglyphs of a vision that 
may be disquieting to those reared in a 
predominantly secular society. 
Beatso~_, Eye~ . the Mandala, I. 

6The error of Himmelfat"b'.s intellectual craving for understanding 
in words and its unnatural effect upon him is perhaps explained under the 
auspices of Indian religion, where Hindu and Buddhist Tantrism use the 
complex arrangements of mandala images to give expression to the infinite 
possibi lities of understanding, through the human subconscious. 

The histo ry of Indian religion may be defined 
as one of a toi I some attempt to attain auto
consciousness. Naturally, also what can be 
said of religion applies to phi losophy as 
might be expected in a country where religion 
and phi losophy were blended together in the 
unity of a vision (darsana) that helps an 
experience (sadhana) ..•. 

Pure intellect, indeed, detached from soul, 
Is the death of man . Intellect, self - confident 
and isolated in arrogant complacency, does not 
enoble man. It humi Ilates him. deprives him of 
his personal ity. It ki lis that loving partici 
pation in the I ife of things and creatures of 
which the soul~ with its emotions and intuitions, 
is capable. Intellect, by itself alone, is dead 
and also deadly--a principal of disintegration. 
Tucc i, Theory and Pract i ce, I. 
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7 Beatson states that Wh i te is aware 1I0f the d i I emma of the 
Word made Flesh ••• at the heart of his novels ll (Beatson, Eye in the 
Mandala, 2) and so the critic obstructs an understanding of wfiat-rs--
more White's expression of words as incandescence--particles that, 
through metamorphosis, lend greater meaning, as Himmelfarb's experience 
here demonstrates. 

8Beatson does, however, acknowledge the emanation of self as 
multiplicity when he deals with ego--emanation is the sensation he . 
omitted in his understanding of White's use of words, and thus overlooked 
the 1I0rganic self ll of the prose. In attempting to organize and dominate 
the personality of White's language, Beatson attempts to frustrate its 
growth: 

The order that must be achieved within the 
psychic mandala cannot be imposed by external 
facets of the personality. The ego can never 
reach down into the center, and its attempts 
to organize and dominate the personal ity 
frustrate the growth of the true self. It is 
by an open flow to and from the core of being 
that the divergent phenomena of mental life 
are ultimately given coherence. The potential 
self must emanate outward, for it is only by 
passing through a stage of fragmentation, con
fusion and multiplicity (the great 'splintering') 
that it can achieve its final unity. This end 
wi I I be thwarted if, in the process of diversi
fication, the 'eye' chooses to believe in one of 
its external divisions at the expense of totality. 

Himmelfarb believes in the single external division of words which, like 
Beatson's endless systems of exegesis, he cl ings to at the cost of a 
total understanding. (See structural model proferred in Chapter I of 
this thesis.) 

9rvlorley , Mystery of Unity , 22 . liThe spiritual quest for redemption 
is depicted in terms of four archetypal stages: the Edenic state of 
innocence, the adult recognition of gui It, the assumption of suffering, 
and a fourth state which lies beyond death and outside temporal limitations." 

IOManfred Mackenzie, "Patrick \'ihite's Later Novels: A Generic 
Read i ngll, Southern Rev i ew, I, 3 ( 1965) I 8. Professor Mackenz i e fee I s that 
"Rasselas, it turns out, is The Aunt's 1tor(s myth." But it is clear, 
as Pafricia rvlorley has noted,~af Samue Jo nson's 'funeral expenses J 

book lIis not The Aunt's story's only myth, that there are numerous 
references to Homer's Odyssey.1I (Morley, Mystery ~ Unity, 68.) 
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1 IDavid Knowles, The English Mystical Tradition, (New York: 
Harper Torch Books, 1965). 

Gershom G. Scholem, Major Trends in Jewish Mysticism, (London: 
Thames and Hudson, 1955). 

Both commentators explore the nature of the mystic and mysticism 
and although a condition of ecstasy lies at the core of the latter, as 
Scholem points out, mysticism in the abstract does not exist, but is more 
the mysticism of a particular religious doctrine. Subsequently, lithe 
prevai ling conception of the mystic as a religious anarchist who owes 
no allegiance to his religion finds little support in fact. History 
rather shows that the great mystics were faithful adherents to the 
great religions. 1I (Scholem, Major Trends, 6.) 

The many religious elements in Riders in the Chariot would indi
cate that White's approach is 'religious' in a!general sense, and incor
porates the tradition of mysticism. In this way, White can urge his 
position to the 'higher' consideration of a troubled mankind whose 
condition is inadequately explained by doctrine, reason, or intellect, 
but is referred to the more mystical, for interpretation. 

12Critics have erred in snatching at first impressions. 

Margaret Wa 1 ters, IIPatr.i ck Wh i te", New Left Rev i ew, XV I I I (1963), 
37 - 50. Walters talks of lIarbitrary biblical parallels." 

Colin Roderick, "Riders in the Chariot: An Exposition", Southerly, 
XXII (1962), 62 - 77. Roderick declares Riders ~ the Chariot lIa fictional 
essay in Jewish mysticismll marred by "the alien imposition of the central 
drama of Christian dogma. 1I The chariot image is related to !<abba I ism 
and merkabah mysticism and he dubs the novel unconvincing and esoteric. 
Walters describes the chariot as factitious and states that contemporary 
re levance is subsequent I y lost, and that the 11 resonances he [v/h i teJ 
borrows from it" do not "really illuminate his portrayal of modern 
living." By overly considering doctrinaire religions, the critics err 
into two single divisions of White's multifarious vision. 

13A. Alvarez, IIChariot of Lightll, The Spectator, (Nov. 3, 1961), 
p. 653 . IIFor Riders in the Chariot is, unequivocally, the story of 
Christ retold in termS-of modern Austral ia. 1I This statement is no more 
correct than his contention that "'hite has "recreated Adam and Eve in 
The Tree of Man, Odysseus in Voss" .•. the mythic content of White 
consists Of single elements that, like the archetypes of the subconscious, 
form a wholeness of momentary perception. If there is a recurring arche
typal figure in one's dreams, for example, It does not fol low that the 
subconscious is that figure. Likewise in White, the novel's mythic 
elements suggest a mood or tone to the total vision and should not 
significantly dominate that single 'sight'. To say, as does Alvarez, 
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that "because the myth is known, its framework leaves the artist free 
to explore the unknown; and it gives his tentative discoveries a base 
and logic they might otherwise lack", is sugar to sweeten the pili of 
a suggestion of White's mediocrity. The mythic elements are as intrinsic 
to the kaleidoscopic machinations of the novel as are its active structural 
form, and its all-pervasive imagery--to insist on a myth or two containing 
this activity, like wei I-worn cushions, is to doubt the artistry which 
most surely exists in the 'wholeness' of Riders ~ the Chariot • 

.It. J. Jung, "Mandalas", Mandala Symbolism, ed. R. F. C. Hull, 
(Princeton, N.J.: Princeton University Press, 1972), p. 5. In his article 
for 'Ou: Schwezeriache Monatsschrift' (Apri I, 1955), Jung explains how 
the "soul spark" can be interpreted, and God included, even though his 
presence is not imperative, because essence is essentially an emanation. 
"Correspond i ng I y, in the Western Manda I a, the .6un:ti.Ua or sou I spark, 
the innermost divine essence of man, is characterized by symbols which 
can just as wei I express a god image, namely the Image of deity unfolding 
in the world, in nature and in man." 

15Robert Bretal I (ed.), A Kierkegaard Anthology, (Princeton, N.J.: 
Princeton University Press, 1947>, p. 192. " ••• since truth lies In 
the 'how' of the subject's relationship, the 6u£le.ot tnuth attainable by 
human being.6 wU.i. be that nei.a.,t{.on.ohip ,[n whic.h the .6u.bjec.tive element-
the paM,[on wilh wh-i.c.h one ho£.d6 to an objec.t--neac.he.o ill highe.ot 
'[nten.ody. II 

16Mor I ey, Mystery ~ Un i ty, 190: 

Kierkegaard insists that the maieutic form of 
witnessing to the truth of Christianity is 
incomplete, since it is rooted in human Intel
ligence, and a merely logical system does not 
encompass extstential or subjective truth(a). 
Where the truth is considered to be objective, 
it -i..6 possible for the agent to have a maieutic 
relation to the learner. Kierkegaard describes 
the ultimate truth as .ou.bjec.tivdy lying not in 
the object of apprehension or the what of 
thought, but in the subject's relation to what 
he bel ieves. White's insistence on the impor
tance of suffering, from his first novel to his 
most recent, seems rooted in an existential 
metaphysics such as Kierkegaard's. 

(a)Alexander Oru (ed. and trans.), The Journals of Kierkegaard, 
1834 - 1854, (London: Collins, Fontana, 1958), pp. 145 - 146. 
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17Mrs . Godbold's openness is to the wind of the vIsion of 
multiplication--like unaccommodated and naked man, she assumes that 
state of a newborn baby. "Creation therefore begins with an act of 
division of the opposites that are united in the deity. From their 
splitting arises, in a gigantic explosion of energy, the multiplicity 
of the world." (C. J. Jung, "Uber ~"'andalasymbolik", Gestaltunger des 
unbewusster (psychologische abhandlungen), VI I (1950). Translated-SY 
Hull, Mandala Symbol ism, 73.) 

18 Interestingl y, Beat son makes a simi lar point: 

•.• the dichotomy of aspiring soul and 
earthbound body. Not less but more emphasis 
is placed on the incongruity of the flesh as 
the soul swims closest to the surface. White 
holds the husk in his tenderly ironic hands as 
the spark darts free. This concentration on 
the mundane, which occurs in every book as the 
sou lis about to "doff the outgrown garment of 
the body" [White, Riders, 480J creates a 
tension which prepared the reader for the 
final division. Any irony is intended for the 
flesh not the soul: the more the grotesqueness 
of the body is emphasized, the less important 
i t is fe lt to be. Every book ends with the 
implication that the shel I has, or wi I I, spl it 
apart, having outlived its protective and 
gestative functions. 
Beatson, Eye ~ the Manda I a, 110. 

19James , House of Fiction, 78 . 



EP I LOGUE 

Patrick I'Jhite, in Riders_i-'2. the CharLot, began with "human beings 

and a bundle of various things not human beings "l , and it was his 

business to "adjust these tvlO forces and conci I iate their claims.,,2 

In adj ust i ng and conc iii at i ng th is lIev i dence ll3 , vlh i te has gone beyond 

the novel IS multiple threads, to express a simple essence which 

is its un i ty. In this way, at the novel's conclusion, we are brought 

to a condition that reflects the IIvaluell of Riders in the Chariot as 

lIa personal, a direct impression of I ife. 1I 

A novel is in its broadest definition a 
personal, direct impression of life: that, 
to begin with, constitutes its value, which 
is greater or less according to the intensity 
of the impression. But there wi II be no 
intensity at al I, and therefore no value, 
unless there is freedom to feel and say. 
The tracing of a I ine to be fol lowed, or a 
tone to be taken, of a form to be fi I led 
out, is a limitation of that freedom and a 
suppression of the very thing we are most 
curious about. The form, it seems to me, is 
to be appreciated after the fact: then the 
author's choice has been indicated; then we 
can fol low I ines and directions and compare 
tones and resemblances. Then in a word we 
can enjoy one of the most charming of 
pleasures, we can estimate a quality, we 
can apply the test of execution. The 
execution belongs to the author alone; it 
is vlhat is most persona I to him, and vie 
measure him by that. The advantage, the 
luxury, as wei I as the torment and respon
sibi I ity of the novel ist, is that there is 
no I imit to what he may attempt as an 
executant--no limit to his possible experi
ments , efforts, discoveries, successes. 
Here it is that he wor ks, step by step, I i ke 
his brother of the brush, of whom we may 
always say that he has painted his picture 
in a manne r best known to hi mself. 4 
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Our thesis then, that "most charming of pleasures ll , has trailed 

lIafter the factll of Riders ~ the Ch_ariot, and has attempted a "test 

of execution ll . Its happy and modest conclusion is not to have I irnited 

or suppressed the intensity of White!s irnpression of life, but to have 

echoed tho curiousness of Ri~rs ~ th~ Chariot, as a spinning-top 

re I eased by its llexecutantll, gatheri ng and contro I ling "ev i dence ll5 , 

and returning once again to that l!executant ll6 as a newly-spun moment. 

In its spinning, we have seen the author's "advantage", II luxury", 

"tormentll, and Ilresponsibility"7 as he grips that turning, straining 

thread--the thread that finally reduces to EI iot's "sti II point of the 

turn i ng vlOrl d1iS
) that !'unprofessed factorl!9, the centre of the manda I a, 

"Design ... which underl ines apparently randorn acts or chance occur

rences " IO, "the very thing that we are most curious about" ll , and 

lithe in-dwel ling god which is double-natured or hermaphroditic.,,12 

It is the exp loration of this last description of the core of being 

that most intrigued the Vorticist painters who tried to found their 

art here. W. 8. Yeats has also pointed to a horrible disintegration 

in his 'darkest: poem, "The Second Coming": 

Turning and turning in the widenin g gyre 
The falcon cannot hear the falconer; 
Th i ngs fa I I apart; the center cannot ho I d; 13 

Alas, we rnust leave such a schism for the present, and content 

ourse lves with the simple joy and discreetly vibrant unity of Patrick 

White's poetic vision in but one of his novels, Riders in the Chariot. 



EPILOGUE - Footnotes 

IE. M. Forster, Aspects of the Novel, (Harmondsworth: Penguin 
Books, 1978), 101. 

2lbid. 

3Forster, Asp~cts, 69-70 . 

. . fiction is truer than history, 
because it goes beyond the evidence, 
and each of us knows from his own 
experience that there is something 
beyond the evidence, and, even if the 
novelist has not got it correctly, 
well--he has tried. 

4Henry James, "The Art of Fiction, 1884" , The House of Fiction, 29. 

5Forster, Aspects, 70. 

6James, House, 29. 

8T. S. Eliot, "Burnt No rton tl , Collected Poems, 194. 

9patrick White, "Letter to Dr . Clem Semmler, May 197011 from 
Beatson, ~, 167. 

10Morley, Mystery, 236. 

1 IJ ames, ,tlouse, 29. 

12Beat son, ~, 163. 

13W. B. Yeats, Col lect~d Poems of W. B. Yeats, (London: Macmi I lan, 
1973), 210- 211. 
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APPENDIX I 



Fi gure I 

To arrive where you are, to get from vlhere you are not, 
You must go by a way wherein there is no ecstasy. 

In order to arrive at what you do not know 
You must go by a way which is the way of ignorance. 

In order to possess what you do not possess 
You must go by way of dispossession. 

In order to arrive at what you are not 
You must go through the way in which you are not. 

And what you do not know is the only thing you know 
And what you own is what you do not own 
And where you are is where you are not. 

T. S. Eli ot, IIFour Quartets - East Coker" 
from Collected Poems 1909- 1962, 
(London: Faber & Faber, 1963),201. 

And the end of al lour e xploring 
Wi I I be to arrive where we started 
And know the place for the first time. 

T. S. EI iot, "Four Quartets - Little Gidding" 
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Fi gure 2 

Here is a place of disaffection 
Ti me before and time after 
In a dim light: neither daylight 
Investing form with lucid sti Iiness 
Turning shadow into transient beauty 
With slol'l rotation suggesting permanence 
Nor darkness to purify the soul •. 
• • • • . • On I y a f I i cker 
Over the strained time-ridden faces. 

Fi lied l'Iith fancies .•• 
• • • . • . I'Ihirled by the cold wind 
That blov/s before and after time 

After the kingfisher's wing 
Has answered I ight to I ight, and is si lent, 

the light is st i I I 
At the sti II point of the turn ing world. 

T. S. Eliot , "Four Quartets 
- Burnt t40rton" 
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App endix I I, Fig. A 
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by Francisco Goya 
("The forceful Rendon 
the pique, from which 
Madrid.") 

picando un toro, 
en la plaza de 
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stabs a bul I with 
pass he died in 



Append i x II, Fig. 2: "Europe a Prophecy" by Vii II i am B lake 
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Appendix II, Fig. 3:'''Anxiety' (Fear) 1896" by Edvard Munch 
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St . G eorge slays th e Dragon Albrecht Durer (1505) . 

Appendix I I, Fig . 6: "St. George Slays the Dragon" 
by Albrecht Durer 



Appendix I I, Fig. 7: II Execution of the 3rd of May 1808 11 

by Francisco Goya 
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Ezekiel's Vision, watercolor, c. 1800-1 805 

Appendix I I, Fig. 9: Ezekiel's Vision by Wi I liam Blake 
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Pla te II, EUROPE A PROPHECY, reli ef etching, co lo r printed and poa in ted with watercolors, 1794 

Appendix II, Fig. 10: "Europe a Prophe cy' by Wi II iam Blake 
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Appendix II, Fig. II: liLa Danse du Sabbat (tel Ie qu'elle 
figure dans 1'«Histoire de la Magie»)" 
by Paul Christian 



25. Francesco di Giorgio: Proportionsfigur nach Vitru\" 
Floren?, Bib!. L:lUrenzi:1n:1 

Appendix II, Fig. 12: "Proportionsftgur nach Vitruv" 
by Francesco di Giorgio 

140 



'f::' ' .'" ,". :' • . . ' ; :. . .' ""'{ 
" ~:; ':" '+._ ....t:;> •• :1 -·4 ·.,.lr ,~i~ ~,-+>.,"'..." ••• ).~ . . ,r.-. /1. 
\ . ,"', • , . ,.. ,~ j ~ <I \fO ,""",HoW' ;{"~,~", .~J:{ 

".' ,\~ .. -; ' ;-t.":, ·r-··-1('"'j)",'li.j'rr-t· ... ' · ·-'r.1i 4~"" ' ''' 'M~'~ ./ ' .:..J · ci 
~;.'. :" ,rll·· .. I"' .. 1·~·I,~·~ ·-r ~ '-'~i +f~r.;T-+""~ .n ." ~ - ,fI·~-. ·f~·"' ';' 
!\,' , :" ~ ... ".:-...,....,~ .... ~4".J- ,\-.p.''''~~~''I't.",~~ ••• " .. ·J ,r i,'··.., "'''''j-..JL "i ."rJ~. 
~ .. ~. \ • .' 'r-1 ~~·,'Tt,·1".'-~" .l,f~,~c'11 · -"-~TI''''I '~-''''' 'C~ ~~'l'~ '? 
';( " I. ·· I'....l"n"h": ..... F;> l.~u -- · ~..::::::1 ·,~,W't '1 "~.:, .. r·.1 
""'./:,: \- ,' -' IJ Lj .".",- . ' ~ 
~' : \' . '. ':.) /" . . :_ .>' . .~ ... + ... f ... 'I ':, 
~1~:·:;<~.{. . . . ,: ' . '~ 
" \~" ', : . r, .~. '_~ _____ .. _ ... _ .. ~ .. 
·'f •. ·.I : i ·· .' . ." ." ." , .! ,"'C .• •· ~ ' . , . (t , •. '.' ,,-,-6' 
~ . f \, ,. ~ ~. 'V " _. 'f'"..I!r • 
Wl~Y·r. ;.~ .~ " . , : '. 

~.\~l\ 1'~ ' 
~i?;~ ::: ~:+ I; .. ~ .. ;:;.=-•. ~~""-.-'!".i.:.=:~(1"~~~".,....~A/-,:..-.,..,...~ ____ _ 

... : .' : .'.;\~~ . • ''1 t .. ~ 

l-..:.-tt....:........:.:....::...:.;..,:..:.......~~IlJd. ___ -.;:::L.-______ -
~. ~ ~ . . 

,'." ":' ' . . . . . . '. ~l,l"-r -1"""').'-.;;..:1.". ...... . j...... ... '. ' ,. "~ ' . , :.·f .' . . n ,_ I ....... .... . ~~ ~ . ' t . '\"" • ~ 
(;.'''. " , " ' .': ~'1 ' ''';::~...l..p.~-'';:li\..I--'-~'~ ,J'~. -~ ... , .. · -~~.j.'· ;·;I':; · rl.:r:~ · -...;.O-'~ 

. . \ . , ~ . , . '\->; "~ ._.'r.> - ..... , ,,... """' , u -:r I..,.;J' 
-.:. t :-i, .· ,,::- • ~r~ .. >\' .,''t' ':[-r:'" "..,\ ..... . "''''.,> . .,.,'(('-B ._.t;;;: ....... ..u;;> ....... .... . . ,!.,l;'!" 
:'. :';~ I . • ...; , ·'f\"-t'.,l'} J:,2A.Lt> :..:r: ~~v 7l.-,J,.\:r.-J 7i!T'·;.p"-;;:; ~,p: .I' i'" C ' 
"~! . . ,' .1, n . .,..y . ••• t :'i <'...l"-r:r+=..J-; It" ' ·-'r~ -t'11. J .;> '''''r"T . . _,t~ _J';:p " ~ '! .----:, .",r ~ 
:t !, ~(,/,; ~~'4".,~, ..li'~·r··~-;;- T"L J!-f L.J..j·~f~~~·4 ~ · ,.r;r·::'7J~ ... : ' 

··.:~ · · . · . . ~ '\;" ••. ",·· .... .... . \:-; .. ~'n- "~;;-"'·· '\)'_\ ' · -·\' ... ·""'T·-"..".j.~·~·_1 . .,.,~ • I"' .. 1 

: I 

\ 
I 

"-. 

':'r;",:;/: .. I.':. ~:' .-l':,f ... -'~-rr.+w.~'qj ... :~(r.' ·,ir.", ,h'lf
'
-f ' -J.""A"'1~"'·I .JO "11 

+ :r~t , ': ' ' :' .r.; "\1'> ~-r:r."'.,J'''''''O('''~'1'.r+~'1' ~~'~1:;:- . " ' ~'():"'oi_'\-1'r.f . 
·,'::i;liL :"I-~~.;.;~~~~.}"rl " iF"'ll"~1ir.;.·,f.t:.r. IM'~~ ~n11':"r. ·1_~, .. --:"1; , ; '"), I • i 
~~;~~~ ~_l .~~ i:1 _ .. ~' ~.~_~ . 11: ' ( 1. ' ,~~ : . 1 ~: ~ ._ ~:, ~ .~ : ~ ' ~:~~:~.:':{ 

Appendix II, Fig. 13: "Proportionsfigur nach Vitruv" 
by Leonardo da Vinci 
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Man as Microcosmos from Agrippa's 
Occult Philosophy 

Appendix II, Fig. 14 : 't-.-lan as Microcosmos' 
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Agrippa's Greut Circle from his Occult Philosophy. I 

Appendix I I, Fig. 15: The Great Circle 
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Appendix I I, Fig. 16 : A Witch's Garden 



145 

8 
c: 
«> o 
1Il 
Q) 
"0 
c: 
10 o 
c: 

.. 
" . 
0) 

u.. ' 

X 

"0 
c: 
Q) 
0-
0-
~ 



146 

l( Plate 3 

Appendix I I, Fig. 18: Examples of Mandalas (The fol lowing mandalas 
are found in Mystic Circle , introd. by 
Lobsang Funtshok Lhalu ngpa (Burnaby and 
Vancouver: Burnaby Art Gallery with Talon Books, 
1973) 

a) Wheel - Temple of the Sun at Konarak 
In Orissa 



Appendix I I, Fig. 18 b) Shiva Natraja Dancing 
<Dravidian bronze) 12th - 13th C 
Museum van Aziatische Kunst, Amsterdam 
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Plate 4- x 
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Appendix I I, Fig. 18: c) Sri Yantra - Painting, 
Rajastha n, late 18th C. 
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Appendix I I, Fig. 18: d) Mt. Shootlngway 



Appendix I I, Fig. 18: e) The Fifth Knot - Wood Engraving 
by Albrecht Durer. 
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Collection of The National Gallery . 
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Append i x I I, Fig. 18: f) 

~--J 

Blue, Green and White 
Painting by Ronald Bloore, 1961 . 
Collection of the Art Gallery 

of Ontario . 
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Appendix I I, Fig. 18: g) Mandala (Diary of a lost Hunter) 1968 
by John Es ler 
Collection of the Burnaby Art Gallery, 

Burnaby, B.C . 
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Appendix I I, Fig. 18: h) Arcanum 
by T. K. I rw i n 
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Append i x I I, Fig. 18 : I) Space Signa I 
by Sylvia Singer, 1968. 
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Appendix I I, Fig. 18: j) Mandala 
by Yamyang 
Private Collection. 



Appendix I I, Fig . 18: k) Souvenir V (Jeu d'enfants) 
by Tim Yun Lau. 1973. 
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Collection of the Burnaby Art Gallery, 
Burnaby, B.C. 
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Appendix I I, Fig. 18: I) structure of Limitation 
Second Version 
by Richard McNei I 1972 
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Appendix I I, Fig. 18: m) Sky Wheel Mandala - The Elusive Shore 
by Michael Sawyer, 1973 
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Appendix II, Fig . 18: n) Rainbow Mandala 
by Jack Wise 
Collection of the 8au- Xi Gallery. 
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