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5 then,asnow,theresre voﬁmn?u reprisals forwomen who interact withmen

literature. In any case, Meister's anslysis of this aspect of the courtly
* yomance results in the transformation of the heroic questfroman enceavor

i of noble origin to the visible aspect of & more complex pattern which is

inherently violent toward women.

NOTES

women gocially and politically, particularly when a woman exhibitsbehavior
«gppropriate only to the male and therefore intrudes upon and threatens
the male role” (286).

WORKS CITED

§
| Angyl, Andras, “The Genesis of Duslity” Neurosis and Treatment A

}

Holistic Theory. Ch9. New York: Viking, 1965.

! Brownmiller, Susan. Against Our Will—Men, Women and Rape. New

York: Simon and Schuster, 1875.

Jung, Cari Aion Researches into the Phepomenology of the Self. The
Collected Works of C. G. Jung. Vol 9, Part 1. Translated by R. F. C.
Hull. Princeton: Princeton UP, 1959,

THE NARRATIVE STRUCTURE
OF T. H. WHITE'S
THE ONCE AND FUTURE KING

Evans Lansmc SMiTH

@bﬁ:ﬁ% Burgess includes The Once and Future King in his 9
Novels: 38 wmm& in English Since 1939, citing the uaﬁw,mﬂm&wmcow %m
characterization, events, and dialogue, and pointing cut its relevance as a
“.Ammmon . . . for our time” (72). Though he says that “this ambitious work
is mmﬂcm novel” (72), he does not mention the cunning use of the conventional
.wmﬁowm of’ moa.y that give extraordinary shape and significance to the novel’s
mythic Bm.anm.pm. T, H. White has condensed the material into a narrative
uﬂro_.w. ca .nn is the tragedy, the Aristotelian and comprehensive tragedy,
ofa sin coming home to roost” (312). He achieves this wholeaess through
a consistency of thematic development, a reconciliation of oppositesin the
plot structire of the individual books, and through a highly wrought
scheme of parallelism among the books.

.55 plot structure of all four books is basically the same: each book
ownamgm vmnﬂmo.n opposing settings in the progresaive development of its
Eom ﬁ?n.r culminates in a reconciliatory climax which recapitulates the
entire mﬁuob of the individual book. Inbook 1, “The Sword and the Stone,”
¢he action moves back and forth between the Castle, where Wart receives
Ector's “eddication” appropriate bo a young squire and civilized gentleman,
andthe wo_.m.wﬁ where Wart experiences the “education” of Merlyn'smagic
transformstions. When in the penultimate chapter hepulls the sword from
the mnc.u.m. Em opposed realms of civilization and nature come together, a
nmooananb which consecrates Arthur's coronation. In book 2, sm,r,m
Queen om. Air and Darkness,” White balances the opposed settings of Gallic
Camelotinthe mh.émr and Gaelic Dunlothisn inthe North, bringing the two
realms together in the Battle of Badegraine and the subsequent seduction
of ?.@En by Queen Morgause of Orkney. Book 3, “The [l-Made Knight,”
oscillates batween the chambersof Camelot where Arthur, Guenevere, and
Lancelot enact their chivalric drama of courtly love, and the surrounding
country where the various Quests occur. The action divides this longest
book of’ mﬁ tetralogy into three sections: before the appearance of the Grail,
the Grail Quests, and the events after the Grail Quests conclude. The
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“absolute monarch” (51) whose philosophy is Power: “only Might is Right”
(52) be tells Wart before nearly devouring him. Among the hawks in the
mews at night be learns the ways of the military, with its boot camp
initiakions, complex pedigrees and hierarchies, and ritualized modes of
social interaction. As an ant he experiences life in a totalitarian state: the
ents have numbers instead of names, nolanguage adequate to free thonght,
an unquestioned devotion to their“Mammy,” a chant which goes “Antland,
Antlend Over All" and a hysterical craving for “defensive” warfare.
Opposing the fascist totalitarianism of the ants is the Utopis of the snow
geese, a boundaryless democracy of pacifist individuals, and the academic
circle of badgers who live in a tumulus like “a college” surrounded by
portraits of ‘ancient . . . departed badgers” in the Great Hall, and sip from
decanters while their black gowns are bung up outside during the reading
of a treatise about the embryonic origins of the species (189-90).

While this plotseems merely repetitive and circular (one trensformation
after another), it is actually linear and progressive, having to do with the
education ofthe King, In this sense, the encounter with the badger is truly,
as Merlyn says, “the end” of Wart’s education (183): its treatise on the
origins and development of animals leading up to Man (190) sums up
everything Wart hes learned under Merlyn’s tutelage in book 1. In fact, the
episodes ofthe Wart's transformations anticipatein microcosm the structure
of the novel as a whole: we move from the“Might is Right” philosophy of the
King of the Moat, which Arthur encounters and then fights in booka 1 and
2, to the Utopian vision of a boundaryless world among the snow geese, 8
vision Arthur returns to in his monologue on the concluding page of book
4, where he imagines a world “which had no corners. . .without boundaries
between the naticns” (639). This first book is indeed “contrapuntally
ogoﬁaﬁﬁvﬁmggggggmo:ciwﬁag 85).

The tregic ending which it anticipates is led into by the counterpoint
of comedy, a°light and refreshing” tone(Crane 76) appropriate tospringtime
and youth. All of book 1 is invigorated by the energy of aatire: of politics, of
academia, and of course of Malory. Yet it is a gentle, loving satire of the
latter, and adds to the tradition of Arthurian literature a unique and
extended view of Arthur’s childhood, unlike anything before it. The only
poasible Arthurian source I am aware of for the tachniques of Merlyn’s
education is the “Romance of Taliesin® from the Red Book of Hergest, &
thirteenth-century Welsh manuscript which Lady Charlotte Guestinduded
in herwell known edition of the Mabinngion of 1848. This romiance conoerns
the education of Gwion, the apprentice of the witch Ceridwen, who c00ks
up a cauldron of inspiration to feed her youngest child, an ugly boy not



42 NARRATIVE STRUCTURE OF THE ONCE AND FUTURE KING

€avored (like Wart) by his father. By tasting her magic brew, Gwion
trensforms himself into & hare, fish, sparrow, and grain of wheat before

being eaten by Ceridwen. He is then reborn from her as the poet Taliesin,

an ancient Welsh poet of the sixth century who claimed that he had once
been Merlin (Graves 27-28; Stone 58-60), Perhaps T. H. White adapted this

- mythological view of the education of poet and sage to his concernswith the

education of the young boy King,
Retween transformations, we see Wart in hig adoptive father'’s Castle
during chaptersdevoted to the ideals of Sir Ector’s feudalism (chepter 14),

"a glorious Dickensian Christmas feast (chapter 15), boarhunts on Boxing

Day for the gentry (chapter 16), and the initiation of Kay into knighthood
(chapter 20). As in so many Arthurian works, the central ppposition here
is between the Courtly world of chivalry, and the Celtic world of natural
magic, which the hero must unite within hinuself (Zimmer 67-201). The two
come together in the chapter devoted to the pulling of the sword from the
gtone in a church courtyard in Londan. It is to this climactic moment that
all of Merlyn's transformations of the Wart were leading up to, and in this
moment the opposites are reconciled. Although the setting (London,
Church Yard, Jousting Tourney) represents the realm of chivalric concerns
associated with Sir Ector’s “eddication” of the boys, the actual moment of
the pulling of the sword from the stone recapitulates all of the Wart’s
transformationsunder the tutelage of Merlyn. All of the animals encountered
during Wart's “education” join together in this moment to encourage him
inhis efforts: the King of the Moat urges hixm to use the “power that springs
?E%Evmgm%%mmﬁgéﬁﬁggmﬁdiou and
reminds him of the forearms; s Merlin urges him never to letgoand a tawny
Owlsuggests he “Keepup asteady effort”; finally, the snow goose says “Fald
your powers together, with the spiritof yourmind, end it will come out like
butter” (204-05). What follows is the splendid coronation scene, the last
grandly detailed chapter of book 1 which brings tegether all of the major
human characters of “The Sword and the Stone.”

The second book of the tetralogy, “The Queen of Air and Darkness,”
follows exactly this same structural principle based on the reconciliationof
oppoaites. The chapters moveback and forth befween cantrasting sattings
and characters; Camelot in the South, where Arthur and Merlyn discuss
matters of statecraft and warfare, and Durnlothian in the Orkney islands
of the North, where the sons of Morgause (Gawain, Agravain, Gareth, and
Gaheris) struggle to win their mother’s love and enjoy the stories of St.
Toirdealbhach. Thematically, the book juxtaposes the concerns of War
(Mars), the primary focus of Arthur’s deliberations, and Love (Venus), the
malady afflicting all the characters in the North. The plot gradually effects
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& union of the opposites in the last chapters of the book, when, after the
Wwﬁo”gwmugg E%MW Lot, the elaborately wrought msrri me of King
an 0! i uring
coduction of At s Zo”ﬂw:wmé Mars and Venus togetherd the
.56 E&g of love unify the action in Castle Dunlcthian. Book 2
vwm.b-mﬂ? the young Gaelic elan recounting the story of Uther's seduction
c.m their grandmother, the “chaste and beautiful Igrsine” by means of the
géa of the “nigromancer” Merlyn (216). That Igraine was “forced
into marrying the King of England—the man who had slain her husband®
%ﬁ%gagagﬂggngmg_ﬁmﬂguwﬂb
E.mﬁgg come round to harvesting: “Gawaine said: ‘Revenge!” and so it
willbe (217). Meanwhile their mother, rightful daughter of Igraine snd the
Earl of OoBﬂmF amuses herself by boiling a cat to make herself invisible,
andfalls asleep inher usual state of sexual agitation. Her sons vow revenge
because they love her (219), and they attempt to demonstrats their love by
brutally slaughtering a unicorn, the poor beast falling prey to the charms
of the chambermsid whose virgin lap ke is tricked tolaying his head into.
. Eo_,.mmamm. however, is at this point completely indifferent to her
gﬂm efforts to win her love: she is much more interested in King
Pellinore and Palomides, who have arrived from the south on a mystic
barge, and iws look to Morgause likely candidates as lovers while her
E.Evmma Lot is away fighting Arthur. Pellinore, however, is preoccupied
with Piggy of Flanders, with whom he had fallen in love before being swept
off vw.ngm magic barge. Palomides attempts to alleviate his melancholy by
dressing up as the Questing Beast, but Pellinore is as indifferent as
gonww.cwm was to her children. When Piggy srrives in Orkney, the real
Questing Beast serendipitously arrives with her, ang takes such a fency to
the fake Beast that it requires a psychoanalysis (“But not too much of
m.acmd.no be cured (305). St. Toirdealbhach, the tutorto the Gaelic clan, is
%Egggﬁ_oﬁgogggggog" he
sits mﬂ.bnbh whiskey in Mother Morlan's kitchen, cooking up a “new
heresy” having “something to do with the calibacy of the clergy” (240). When
Merlyn appears briefly during his walking tour of the North, he too is
preoccupied by love, pondering the preparations for his “nuptial journey to
the mﬁmmmmc Sea, for the time of Nimue was at hand® (304).

. wahrE.nmEmEr Mars rather than Venus reigns, as Arthur discusses
history, E_rg strategy, and political philosophy with Merlyn in
preparation mon.zwo upcoming wars with King Lot of Orkney. Merlynrelates
to Arthur the historical background of the opposition between the Norman
Galle and the Celtie Gaels. His historical overview looks backward from the
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47 Norman to the Saxon to the Roman invasions to a prehistoric conflict

2" between two Gaelic races, one wielding copper hatchets and the other
? bronze swords (229-31). Later in the novel, T. H. White will update the
5  conflict by suggesting Mordred’s connection to contemporary Gaelic groups

like the 1. R.A. (518). In dealing with this latest eruption of civil warin the
United Kingdom (of which Arthur is the first mythical king), Arthur
develops a less feudal approach to battle, working out a revolutionary
military strategy which requires attack by night, neglects slaughtering the
serfs to take the brunt of charge directly against the barons, and the
utilization of a foreign alliance with two French kings (298-302).

But the primary focus of the chapters in book 2 set in Camelot is on
Arthur’s efforts to think out a new political philosophy which will reconcile
the apposites of Might and Right. Merlyn criticizes the “Might is Right”
motts of the fendal barons, which is devastating the country (225). This
leads Arthur to work out an “order of chivalry” (248) for the “new ideal of
the Round Table” (298). lis oath will be “that Might is only to be used for
Right” (266), and it becomes the basis forjustifying the current war with the
Gaelic Confaderation. Merlyn ia at first enthusinstic, reciting the “first few
words of the Nunc Dimittis” when Arthur communicstes his plans (248),
but es a philosopher, he ia later skeptical, seeing Arthur’s attempts “to
impose hisideas on King Lot” (as Kay realizes) as parallel to Hitler's efforts
at “reformation by the sword” (266-67).

The opposite realms of Gall and Gael come together on the plain of
Bedegraine, where the battle is fought which will unite the Kingdom. The
conflicting themes of Love and War merge in the chapters following the

., battle, when Morgause seduces Arthur shortly after arriving in Camelot
! with her four boys from Dunlothian (Gawain and his brothers). In the last
M chapter of book 2, all opposites are “reconciled” in the grand manner of
- comedy, with a splendid marriage feast celebrating the nuptials of King
i Pellinore and Queen Piggy. Marrisge of course is the end of comic works,
»  and it symbolizes the union of opposites (male and female) which resolves

tensions in the society and makes new life possible. But among other

. opposites, this novel as a whole ia also a mixture of comedy and tragedy;

m* hence the marriage “reconciliation” s complicated by the fact that two other
1{ unions occur in chapter 14: Merlyn falls asleep with “the image of Nimue

already weaving itself in his sleepy brain” and Arthur falls asleep thinking

-} “of being married himself one day” and awakens with his halfsister
5 Morgause standing in front of him (311).

Morgause effects her illicit union with Arthur for partially martial

2
°.  onds, having had ber husband defeated by the King and her grandfather
i)
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killed by Arthur’s father: the offspring of this union will be Mordred, the
avenger of Gaelic wrongs. All is fairin love and war, and Morgause brings
Venus and Mears together through the use of Celtic magic. As she stands
before Arthur, she is folding up a Spancel, a strip of skin cut from a corpse
on the battlefield to form a continuous sithouette of the body. When thrown
aver the head of the loved victim, it has the power to compel love, unless the
victim awakens during the maneuver, in which case he will die within the
year (306). Mergause, in other words, is an avatar of the ancient Celtic
Triple Goddess, who brings the opposites together: she is the eternal
nymph, the mother of four sons, and the hag whose magic can kill. Her
seduction of Arthur evokes the liebestod, the love death motif of the Tristan
romances here worked out so that the progeny of Arthur's love will be the
instrursental cause of his death (Mérdred). The allusion to the triplicate
bmnE.m of the Celtic Goddess is even clearer when we look carefully at the
pedigree T. H. White provides us at the end of book 2: Igraine iz the
Crandmother (the one Great Goddess) of three daughters, all witches
(Morgen le Fay, Elaine, and Morgause). There sre three major female
characters in the novel (Morgause, Elaine, and Guenevere), and Arthur
becomes the lover consort of the Goddess under the spell of her magic.2
With a Gallic father and a Gaelic mother, Arthur is ideally suited to unite
the schisms in the Kingdom.

At this moment, the climax of book 2 and the exact middle of the novel
a3 a whole, the rhythm of comedy modulates towards tragedy. T. H. White
concludes zwm chapter by stating that “the pedigree is a vital part of the
tragedy of King Arthur,” and that “the narrative is a whole . . . . It is the
.umw.v&. the Aristotelian and comprehensive tragedy, of sin coming home
E roost” (312). Arthur's “sin”is of course incest (with Mcrgause his half-
mar.w.v.. His tragedy it both pagan Greek (Oedipal and Oresteian) and
Christian. 1t is Oedipel in the sense that he is fated not to know who his
Hm.o*bwn wag (Crane 94) and hence iz subjected to “a set of inescapsable
circumatances, one more fashioned by fate than by human error, which will
mo.oE the hero no matter how hard he tries to escaps them (Crane 96); and
itis “m —.mmEE... nwnwuwmw doom, comparable to that of Orestes” in that Arthur
muxst pay for the wrongs of his father and the transgressions against his
EEQEF qtd. in Warner xi). It is Christian in the sense of being the
EmSnm.Ew consequence of original sin, and the novel as a whole proceeds
woooswsw to the Biblical paradigm: from Arthur’s childhood and youth,
when “Like the man in Eden before the fall, he was enjoying his innocence
and fortune” (White 226), to the fall effected by hisincestuous union and the
adultery of Lancelot and Guenevere, to the descent of the instrument of
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redemption (the Grail as the Incarnation), to the apocalypse of the last
battle with Mordred, after which Arthur hopes to see a new heaven and a
new earth established with his return.

White tells us explicitly, however, that the tragedy is “Aristotelian”
(312), and this provides the basis of the clever linkagebetween books 2 and
3. An Aristotelian tragedy is one rootedin the consequences of a tragic flaw
(hamartia), usually pride (hybris). Hence when the eye moves from page
312 to the hitle of book 3 opposite (in the paper edition), one cannos fail to
notice the connection between the title, “The Ill-Made Knight,” and the
notion of the tragic flaw in Aristotelian theory. Lancelot, in book 3, is most
predominately, in White's characterization, & flawed, or illmade knight,
and when we read the opening pages of chapter 1 of book 3, we find the
young Lancelot contemplating his ugly face, which seems to suggest that
something “must have gone wrong in the depths ofhis spirit to make & face
like that” (317). It is of course this flaw in his nature which plays a major
role in the tragedy of Arthur. In fact, the entirety of book 3 develops the
implications of the various flaws in the major characters which lead up to
the final fragedy: Lancelot’s cupidity and pride, Guenevere's selfishness,

and Arthur’s innocent avoidance of domestic problems (Crane 103-08).

Book 3, like its predecessors, oscillates between opposites of character
and setting, with its major focus being on the war within each character,
what the Middle Ages called psychomachia. Guenevere suffers froma dual
Jove for both Arthur and Lancelot which produces a “chaca of the mind and
body” (879) which she strugglesto “balance” during her middle years (377).
Her dual love enacts the medieval theme of the conflict between love (amor)
and honor (armes), a theme exhaustively treated by, among others,
Chrétien de Troyes®: she feels ‘respect . . . gratitude, kindness, love and a
sense of protection” for Arthur, but none of the “passion of romance” (363).
Lancelot, of course, is caught in a similar but more complex “dilemma”(367)
which opposes logos (Christian and Chivalric ideals) and eros (367): he is
driven by a need to serve God and King, but even more compelled by his
obsesaive love for Guenevere, for whom he would sacrifice everything, Add
to this hissense of responsibility in the complications whichresult from his

geduction by Elgine and the conception of Galahad, and the capacity for,
cruelty which paradoxically makes him merciful, and one beginsto have a“

sense of Lancelot’s “cantradictory nature which was far from holy” (339).

Externally, T. H. White usas the figure of the “Eternal Quadrangle” to
describe the conflict between paired sets of opposites in book 3: Lancelot is
caught between both Guenevere and Arthur and Guenevere and God, and
in both cases “the two ohjects ofhis affection were contradictory™ (483). This
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figure might also be applied to the mutually interlocking of love triangles
of book 3, which combined give us a four-sided diamond, symbo} of eternal
love (Arthur, Lancelot, Guenevere, Elainez). Or perhaps the Pentangle
would be the appropriate figure, with God the fifth point of the star which
the Gauain-poet calls“the Endlesse Knot” (623). If s0, then we might have
to put a picture of Morgan le Fay on the inside of the shield, since 8he is the
one pulling the strings of fate in the novel. Or, we might put a “God” or
U.E..rmum a “Goddess” in the center of this Eternal Quadrangle, for it is a
wzﬁwm personification of the Self which makes the reconciliation ofopposites
possible, performing what Jung called the “ranscendent function” of the
psyche (273-300). If we focus on the Lancelot-Arthur-Guenevere half of the
Quadrangle, then a Christian God would be in the center, but if we focus
ot the Lancelot-Elaine-Guenevere half, then it would be the opposing
pagan counterpart of the Christian divine in the center, the Celtic Goddezs
Morganle Fay.Foritis “Queen Morganle Fay” who, we learn, is responsible
».om putting Elsine in the boiling cauldron for five years, from which she
.Emrzwa rescued only by “the best knight inthe world” (370), whoeveryone
knows is Lancelot. It seems that Morgan has set this Celtic “miracle” up for
Lancelot, perhaps out of revenge for being spurned by him four chapters
earlier in White's narrative (chapter 7).

The rest of the novel also implies that the nearly divine power of the
gmn&@mwwm action from behind the scenes, as does Morgan le Fayin
Sir Gawain and the Green Knight. In book 1, several of the major powers
Wart encountered during his transformations were female: “the great
peregrine falcon” (78) who rules in the mews is addressed with fear and
respect as “Madam”® (79), the ants sing a monotonous hymn of praise to
“Mammy-mammy-mammy” (126-27), and the snow goose who gives Arthur
the vision of a world with “no boundaries” (638) that the novel ends with is
female. In book 2, the appearances of Morgause in the first and last
nﬁbﬁ.ﬁﬁ frame the narrative, suggesting that somehow its action falls
%Emoﬁaggggﬁéggagnig explicit in
identifying the feminine (specifically the mother) with “the heart of
Qw.m@&n.. “It is the mother’s not the lover's lust that rots the mind. It is that
which condemns the tragic characterto his walking death It is Jocasta, not
Juliet, who dwells in the irmer chamber, It is Gertrude, not the silly
Ophelia, who sends Hamlet 1o his madness” (611)

] White brings the four human actors of his tragic Quadrangle together
in chapter 16 of book $ in a masterful dissection of the “subtle motives” of
his “interesting characters” (389). In alogical progression of paragraphs, he
delineates the “artlessness” of Elaine, the “revolted elements” of Lancelct’s
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character, the prescient intuition of Guenevere, and the loving “simplicity”
of Arthur (386-69). Each paragraph is detailed and carefully structured,
moving point by point through the terms of its analysis. This shows that
‘White's attention to the largerissues of form and structure in his treatment
of Arthurian matters is consistently spplied as wellto the smallerbuilding
blocks of the novel: the microcosm of sentence and paragraph reflects the
“comprehensive’ sense of order White applies to the macrocosm of the
nerrative as a “whole” (312). There are in fact many other examples of
White's rigorous ordering of sentence and paragraph structures within the
context of clearly focused chapters of the novel, such as his splendid
historical overviews of Medieval England in book 4 (chapter 3), and his
penetration into the “Inferno” of Arthur's pre-war monolbgue in the last
chapter of the novel (627-34)..

The plot structure of book 3 follows the same oscillation between
opposites we saw in the first two books of the novel: the action moves back
and forth between Castle and Quest. At Camelot, Lancelot and Guenevere
enact their drama of courtly love, while Lancelot and Arthur discuss the
progressof Arthur’s chivalricideals of the Round Table. During his Quests,
Lancelot seeks to impose those ideals upon the feudal barons (chapters 7-
8), to rescue and be seduced by Elaine (chapters 11-12), to run naked as the
Wild Man of the Wood and be healed by Elaine (chapters 18-24), to go forth
in quest of the Grail (chapters 28-33), and to do battle as the Knight of the
Cart with Meliagance (chapter 42). The narrative of book 3 is not “loosely
structured” as Crane suggests (99), but divisible into three parts, each of
which moves between Castle and Quest: the Quests before the appearance
of the Grail, the Grail Quests themselves, and Lancelot's departure from
Camelot to Corbin after the Grail Quests. In the first, Lancelot attemptsto
gﬁ?ﬁggaénﬁ?géaﬁcgngﬁg
Arthur’s chivalric ideals on the barcns; in the second, the Grail quests by
which Arthur attempts to direct the power of Might in the service of the

spirit are recounted by the knights returning to Camelot; and in the third,
Lancelot fights Mador and Meliagance at Camelot to absolve Guenevere of
sdultery chargss after he returns from Elaine.

As with the previous books of the novel, a penultimate public ceremony
serves as the climax of book 3, bringing together all of the major events and
charactersin a grand finale. This ceremony involves the healing of Sir Urre
%mcbg.iyo%ggasﬁgﬁgvg. . .until the best knight
in the world had tended them and salved them with his hands” (511).
Lancelot privately dreads the ordeal of being chosen to perform this
miracle, which he is certain will result in the “public demonstration” of his
“reachery, adultery, and murder” (§12). His honor, however, stands up to
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the test against his shame, and he heals Urre during the pageant in the
nwﬂronmm fields surrounding Camelot. When he does momw tremendous
&mmmw% of energetic joy is released hy those looking on, among whom we
notice all of the major characters encountered by Lancelot during his
movements between Castle and Quest: Arthur, Gawaine, Bors, King
Anguish of Ireland, Sir Belleus, Sir Bedivere, Sir Bliant, Sir Castor,
Aglovale and Gareth, Sir Mador and King Pelles, Uncle Dap, and of course
Guenevere (514). Each character played his role in what we might call
Lancelot's ‘.M.&snmmo?u and each appears in this scene, which parallels
Arthur’s miracle o.muchm?m sword from the stone at the end of book 1,
when all o:tm animals of his previous quests appeared in his support.

] Ewmwonm able to perform this miracle through the grace of god: “The
BE.E». he says, “was that he had been allowed to do a miracle” (514).
G:erﬁr.m pure Knights whose discovery of the Grail had led them to
abandan E.m for the pure realmas of the spirit (Bors, Galahad, and Percival)
Lancelot i drawn back into the mortal realm of suffering and sin through
his love for chbwcma and Arthur, In 80 doing, he enacts the mythological
roleof the wc&?mmﬁqﬁ theenlightened one who out of compassion for the
world returns ».,.BB Nirvana to help others, Perhaps this is why Lancelot
becomes a Christ figure in Chrétien de Troyes's “The Knight of the Cart™:
rw» Christ, Lancelot endures the sorrows and sins of the world because of
his love, unable to ascend with his son Galahad into the heaven of a distant
God (note that the Arthurian material reverses this traditional equation of

. the incarnate son and the disincarnate Father).4

In the finsl book of the tetralogy, “The Candlein the Wind,” the setting
ch.mmvm&ﬂwmboﬂa sections of the Castle atCamelot: Ewucmn.ommboag
the inner chambers of the King and Queen, from the public to the private
realms mnoocu, In the early chapters, only Arthur moves between the two
worlds, in both cases comingby surprise first on the feuding Gaelic clanin
the Justice Room, where Mordred and Gawain debate a public eccusation
of rwbo&on E& Qﬁbmé—.@ and then upon Lancelot and Guenevere, who
are arguing in the innar chambers about a private confesgion of their affair
to Arthur. Because of Arthur's new preoccupations, justice and civil Law,
Mordred and Agravain determine to catch Lancelotin Guenevere's bed room
mmpm present the evidence in caurt for a trial by jury. They do 80, and Lancelot
kills everyone but Mordred, but Guenevere is then tried and sentenced to
be executed. gogggm%rﬁsg own castle, Joyous
ﬁm.&? M_cgg is besieged by Arthur and Gawain, who believes Lancelot
killed his Ebm.ﬁngaﬁ..wnm Gareth and Gaheris when rescuing Guenevere,

Thepublic E:.w private sectors then come together during the so called
“pageant ofreconciliation”(596)in chapter 10, an attempt to wnify the court,
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effected by a Papal Bull, during which Lancelot is banished and Guenevere
absolved. The opposing factions are sharply drawn during this scene, and
take on historical significance: Mordred and hig anti-Semitic Thrashers
suggestthe decadent corruption of Nazinationalism (593), and are compared
to the 1. R. A and all other Gaelic threats to the United Kingdom (518);
Lancelotand Arthurrepresent the nobility of the older generation, upholders
of the grandeur and grace of chivalric idealism. With Lancelot's exile, the
unity of the Table is shattered. What had been devised as a celebration of
“reconciliation” turns sadly ironic, as what in previous books had been a
climactic moment of comic redemption in & public ceremony now turns
towardsthe tragedy demanded by the Arthurian apocalypse, The parallelism
among the Coronation at the end of book 1, the Marriage atthe end of Book
2, and the Healing of Urre at the end of book 3 is broken in book 4, which
must move from the “pageant of reconcilistion” to the last battle with
Mordred.

. White shies away from ending his tetralogy with an apocalyptic scene.
Instead, he sums up the action of all four books with Arthur's long
monologue inchapter 14, during which he broods over the causes of war and
the collapse of the Round Table. He recounts his life achievements (Table,
Chivalry, Grail, and Justice) as failures in his efforts to quell rule by Might
(628), and struggles for explanations for war; original sin, evolutionary
determinism, wicked leaders, encestral feuds going back toCain and Abel,
greed, and suspicion (629-34). The opposites of youth and age are brought
together as Arthur summons his thirteen year ald page (Thomas Malory)
and instructs him to tell his story to later generations, He then dreams of
Merlyn and the novel eloses by circling back o its first book. The end and
the beginning of the novel are brought together during Arthur’s reverie
about the peaceaful snow geese living in a world without boundaries (636-
39). Past and present are brought together in the calm of Arthurs
reconciliation with himself and history: he goes forth to “meet the future
with a peaceful heart” as the once and future king (REX QUONDAN
REXQUEFUTURUS)who imsgines s new dispensation to be inaugurated
by his return. This is the ultimate reconciliation of opposites, echoing
Christ of Revelation, who says “I am Alpha and Omega, the beginning and
the end, the firat and thelast” (Rev.22.13).5 Hence the last words of White's
naovel are “The Beginning” (633)—instead of The End.

Midwestern State University
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NOTES

IFor the liebestod as the mystical reconciliation of opposites, see of
course Wagner's libretto for Tristan und Isolde, in which “Love’s Goddess”
weaves together joy and grief, love and hate, death and love (66). In
qumueum source, Gottfried von Strassburg, the notion of opposites oozurs
E.&m?wﬁmﬁo figure of the oxymoron, so popular in Medieval poetry:
.H,:mnm.b muses on the multiple implications of Isolde’s pronunciation of
ngt..u which could mean bitter, Jove, and the sea (199). Joseph Camybell
discasses the implied meanings uniting love (“Yamour”) and death (“la
mﬂ%uwv&u. as abasic theme in Arthurian mythology (Creative Mythology 175-

2Onthetriple powers of the Goddess tobestow, sustain, and destroy life
see Robert Graves in The White Goddese and “Joseph Campbell on the
mzwwn Goddess” in Parabola. ,

On the “conjointure” of“armes” (honor)and “amours™(love)i i
see William Kibler (xiiioxvii), (loveyinGhréen,

%On the linkage between the Boddhisattva and Christ, see Joseph
Owuumvwm__ (The Mythic Image 415-19; Oriental Mythology 304-10).

See Valerie Lagorio, who suggests that “one eritical appreach to the
Vulgate cycle of Arthurian romances should consider the apocalyptic
outlook which prevailed in the era of its compaosition” (1).
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AN INTERVIEW WITH ROSEMARY SUTCLIFF

JouN WITHRINGTON

JW You've been drawn several times to the Arthurian legend, notably i
mgciﬁ_m.:a%p butalsoinaseries of books beginning with n&m*memcxwwww

mmom.wim. What inspired you to tackle the legend of Arthur in the frst

JW You use a poem by g Brett Young in the introduction to Sword
at Sunset. Did that actually ingpire you in any way, or was it a fortuitous



