
The Rhetoric of Painting in Patrick 

White's Novels 

J O A N L . D O L P H I N 

I N T H E C O N T E X T o f a d i s c u s s i o n o f v a r i o u s v i s u a l arts m e d i a , 

B a r b a r a H e r r n s t e i n S m i t h t u r n s to l i t e r a t u r e , l o c a t i n g its "corre­

s p o n d i n g ' m e d i u m ' n o t s i m p l y i n w o r d s o r l a n g u a g e c o n c e i v e d 

abstracdy, b u t i n the w h o l e d y n a m i c c o m p l e x o f v e r b a l b e h a v i o u r 

a n d v e r b a l e x p e r i e n c e . " G i v e n the l i n g u i s t i c c o m p l e x i t y o f P a ­

t r i c k W h i t e ' s novels , a n d , f u r t h e r , W h i t e ' s d e c l a r e d interest i n 

p a i n t i n g , i t is n o t s u r p r i s i n g that h e c o m b i n e s best the w h o l e 

d y n a m i c c o m p l e x o f v e r b a l b e h a v i o u r w i t h w h a t S m i t h cal ls the 

" d y n a m i c s o f v i s u a l p e r c e p t i o n " (26) i n t h r e e o f h i s novels that 

feature pa inters : Voss ( 1 9 5 7 ) , Riders in the Chariot (1961), a n d The 

Vivisector ( 1 9 7 0 ) . T h i s is n o t to say that the two art f o r m s c o n f l a t e 

o n l y i n these novels b u t i n t h e m the p r e s e n c e o f p a i n t e r s e n c o u r ­

ages the r e a d e r to see the c o n f l a t i o n m o r e readi ly . T h e i m p o r ­

tance o f p a i n t e r s increases w i t h e a c h o f these novels . T h e first two 

s u c c e e d i n m a k i n g the art ist ic m e d i u m p a r t o f the c o m p l e x o f 

v e r b a l b e h a v i o u r a n d v e r b a l e x p e r i e n c e , or, as I s u b s e q u e n t l y 

r e f e r to it , the l i n g u i s t i c m e d i u m . I n Voss, the art ist is a very m i n o r 

character , b u t t h r o u g h o u t W h i t e exce ls i n m e r g i n g the art ist ic 

a n d the l i n g u i s t i c . Riders in the Chariot has f o u r c e n t r a l c h a r a c t e r s , 

o n l y o n e o f w h o m is a n artist; b u t h e r e t o o , the c o n f l a t e d art ist ic 

a n d l i n g u i s t i c m e d i a p e r v a d e a n d u n i f y the w h o l e . I n The Vivisec­

tor, the s ing le c e n t r a l c h a r a c t e r is a successful a n d s i n g l e - m i n d e d 

artist; however , a l t h o u g h W h i t e e m p l o y s b o t h the art ist ic a n d the 

l i n g u i s t i c , t h e r e is a n u n d e r l y i n g c o n f l i c t b e t w e e n these two 

f o r m s that is n o t r e s o l v e d . 

I n 1958, n o t l o n g after the p u b l i c a t i o n o f Voss, W h i t e first 

d e c l a r e d his interest i n p a i n t i n g : i n a s h o r t a r t i c l e , " T h e P r o d i g a l 

S o n , " h e stated that it h a d b e e n his i n t e n t i o n i n Voss to c o m b i n e 
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the myst ica l i n W i l l i a m B l a k e ' s d r a w i n g s w i t h the m o r e w o r l d l y 

e l e m e n t s f o u n d i n E u g è n e D e l a c r o i x ' s p a i n t i n g s . B u t this is by n o 

m e a n s the o n l y e x t e r n a l e v i d e n c e o f W h i t e ' s interest i n p a i n t i n g . 

Several p a i n t e r s c o u n t e d p r o m i n e n t l y a m o n g W h i t e ' s f r i e n d s are 

S y d n e y N o l a n , L a w r e n c e Daws, a n d R o y de M a i s t r e . I n his auto­

b i o g r a p h i c a l c o m m e n t s i n Flaws in the Glass, W h i t e cal ls d e M a i s ­

tre h is "aesthetic m e n t o r " ( 6 0 ) , t h e o n e w h o " t a u g h t [ h i m ] to 

wr i te by t e a c h i n g [ h i m ] to l o o k at p a i n t i n g s a n d get b e n e a t h the 

surface" (Making 218) . 

I n Voss a n d Fäders in the Chariot, W h i t e successful ly uses the 

e l e m e n t s o f p a i n t i n g as a n art ist ic m e d i u m to get b e n e a t h the 

surface, c o m b i n i n g the e l e m e n t s ef fect ively w i t h the l i n g u i s t i c 

m e d i u m . Voss is W h i t e ' s first m a j o r e x p l o r a t i o n o f th is area , b u t 

h i s o r i e n t a t i o n is m u c h m o r e l i n g u i s t i c t h a n i n s u b s e q u e n t texts. 

T h e p r e s e n c e o f W i l l i e P r i n g l e , the artist, i n s i g n i f i c a n t scenes at 

the b e g i n n i n g a n d e n d p r o v i d e s a f r a m e f o r the n o v e l . W h i t e 

f o r e g r o u n d s W i l l i e ' s p o t e n t i a l as a " l i v i n g " o r e n l i g h t e n e d char­

acter. I n a d d i t i o n , r e m e m b e r i n g W h i t e ' s use o f n a m e s to fore­

g r o u n d c e r t a i n character is t i cs , o n e c a n n o t o v e r l o o k that W i l l i e ' s 

i n i t i a l s are the reverse o f W h i t e ' s , a n d that they are b o t h inter­

ested i n p a i n t i n g . 

W i l l i e ' s des ire to see b e n e a t h the surface a n d h is l a t e n t ab i l i ty 

to d o so are suggested e a r l y i n Voss. W i l l i e is s t i l l y o u n g , " n o t 

h a r d e n e d yet," w i t h "eyes that n o b o d y h a d s u s p e c t e d o f u n d e r ­

s t a n d i n g " ( 6 3 ) . H i s eyes find i n L a u r a T r e v e l y a n a k i n d r e d s p i r i t , 

o n e w i t h w h o m h e c o u l d share "esoter ic j o k e s a n d tastes" ( 6 3 ) . 

O u t o f a sense o f k i n s h i p w i t h L a u r a , h e m a k e s a d r a w i n g o f her , 

to s h o w h o w " h e r i m a g e h a d i n v a d e d h is m i n d w i t h i m m e n s e 

p o w e r a n d g r i e f ( 6 3 ) . H o w e v e r , h e finds the d r a w i n g " e m p t y " 

a n d tears it u p . T h e scene , a p p a r e n t l y i n s i g n i f i c a n t , c lose ly c o n ­

nects the artist w i t h L a u r a , a n i n d i v i d u a l c a p a b l e o f s p i r i t u a l 

i n s i g h t . 

A t the e n d o f the n o v e l , W i l l i e ' s art ist ic a b i l i t y c o m e s to m a t c h 

h is i n s i g h t . A s h e observes a g r o u p o f p e o p l e at the g a t h e r i n g to 

c o m m e m o r a t e the u n v e i l i n g o f Voss's statue, the face o f o n e o f 

the g r o u p fascinates h i m . It "was b r o k e n u p i n t o l i t t l e p i n p o i n t s 

o f grey l i g h t u n d e r the g l o b e o f b l u e glass." H e sees i n it " [ t ] h e 

grey o f m e d i o c r i t y , the b l u e o f f r u s t r a t i o n . . . . If we e x p l o r e t h e m 
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[ s i c ] " ( 4 4 7 ) . T h e use o f the c o l o u r s grey a n d b l u e to express 

states o f m i n d d e n o t e s the eye o f the p a i n t e r — W i l l i e ' s as w e l l as 

W h i t e ' s . F a m i l i a r f o r m s b r e a k i n g i n t o " b r i l l i a n t shapes" is also a 

p a i n t e r l y c o n c e p t . B u t i n Voss, the c o n f l a t i o n o f the two m e d i a is 

n o t r e s t r i c t e d to m e r e v e r b a l c o m m e n t a r y ; the n o v e l e m b o d i e s it 

t h r o u g h o u t a n d i n v o k e s W h i t e ' s c o m m e n t a b o u t c o m b i n i n g 

B l a k e ' s m y s t i c i s m a n d D e l a c r o i x ' s w o r l d l i n e s s . Voss's e x p l o r a t i o n 

o f t h e " c o m m o n f o r m s " o f the desert b r e a k s t h e m i n t o " b r i l l i a n t 

shapes" o f s y m b o l i c s i g n i f i c a n c e b e f o r e the eyes o f the reader . T o 

take o n e e x a m p l e a m o n g many, t h e " i n f i n i t e l y p u r e w h i t e l i g h t " 

o f the sunr ise b e c o m e s a " m a s t e r p i e c e o f c r e a t i o n , " w h e r e a 

" p r o t o p l a s t o f m i s t was s lowly b o r n , a n d m o o r e d u n w i l l i n g l y by 

i n v i s i b l e w i r e s , " a n d " l i q u i d l i g h t was a l l o w e d to p o u r f r o m great 

r e c e p t a c l e s " ( 2 8 2 ) . T h e i m p o r t a n c e f o r Voss o f the e x p e d i t i o n 

i n t o the desert is p o i n t e d u p by the syntact ica l f o r e g r o u n d i n g o f 

the s u b o r d i n a t e c lause w r i t t e n as a c o m p l e t e sentence: "I f we 

e x p l o r e t h e m . " T h e p o e t i c r h y t h m o f " the g r e y o f m e d i o c r i t y , the 

b l u e o f f r u s t r a t i o n " c o m b i n e d w i t h the syntact ica l f o r e g r o u n d i n g 

o f the v e r b " e x p l o r e " u n d e r l i n e s b o t h the art ist ic a n d the l i n g u i s ­

tic i n s i g h t s o f w r i t e r a n d pa inter . 

C o l o u r s always h o l d s y m b o l i c s i g n i f i c a n c e f o r W h i t e , b u t it is i n 

Voss that h e first b e g i n s to e x p l o r e l i n g u i s t i c a l l y h i s interest i n the 

" b r i l l i a n t shapes" a n d c o l o u r s o f p a i n t i n g a n d to c o m b i n e t h e i r 

effects. I n this c o n n e c t i o n , W h i t e ' s c o n c e r n is that o f the n o v e l i s t 

as p a i n t e r to integrate c o l o u r , l i g h t , a n d s h a d o w i n t o the text o f 

the n o v e l , a n d n o t s i m p l y that o f the n o v e l i s t to i l lus trate o r 

v i s u a l i z e f o r the b e n e f i t o f readers . I n d e e d , i f a n y t h i n g , W h i t e 

wants r e a d e r s to a p p l y themselves l i k e i n t e r p r e t e r s o f p a i n t i n g s ; 

h e d o e s n o t create easy, pret ty p i c t u r e s . C o n s e q u e n t l y , c o l o u r s 

b r i g h t a n d d u n a b o u n d i n Voss, always w e l l i n t e g r a t e d i n t o the 

text itself, l i n g u i s t i c a l l y , s y m b o l i c a l l y , a n d t h e m a t i c a l l y . T h e 

r e a d e r e n c o u n t e r s the w h o l e s p e c t r u m , f r o m the d u l l b l a c k o f 

materia prima that c h a r a c t e r i z e s Voss at the outset to b r i l l i a n t 

g o l d s a n d flashes o f synaesthet ic g r e e n l i g h t n i n g . 

A p p r o p r i a t e l y , the b u r n i n g g o l d o f the s u n a c c o m p a n i e s the 

e x p e d i t i o n i n t o the h o t desert . B u t g o l d is also the d e s i r e d g o a l o f 

the a l c h e m i c a l process , a s y m b o l that pervades this n o v e l as a 

m e t a p h o r f o r the p r o c e s s o f s p i r i t u a l e n l i g h t e n m e n t . T h e aes-
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thet ic i n s i g h t W h i t e g a i n e d f r o m h i s i n t e r e s t i n p a i n t i n g e n a b l e s 

h i m to c o m b i n e the s y m b o l i c w i t h t h e a c t u a l , so that o n e flows 

n a t u r a l l y f r o m the o t h e r . A s Voss's p a r t y r i d e s w e s t w a r d i n t o the 

desert , the f u t u r e is l i k e n e d to t h e "dusty g o l d e n " (241) sunset: 

the g o l d e n p u r i t y o r e n l i g h t e n m e n t that Voss w i l l a c h i e v e is 

i n d e e d "dusty" s ince h e is n o t to survive the e x p e r i e n c e b u t w i l l 

b l o w w i t h the d u s t o f the d e s e r t to " t r o u b l e " ( 4 4 8 ) those w h o w i l l 

e v e n t u a l l y be e n l i g h t e n e d by h i s l e g e n d . Yet t h e "dusty" sunset 

fits l o g i c a l l y i n t o the passage a b o u t the desert . E q u a l l y inte­

g r a t e d , yet even m o r e c h a r g e d w i t h m e a n i n g , is t h e p r e s e n c e o f a 

g o l d e n s u n s h i n i n g o n t h e g a r d e n at the m o m e n t L a u r a is 

s y m b o l i c a l l y i m p r e g n a t e d w i t h the servant R o s e ' s c h i l d . T h e 

g a r d e n , " o v e r f l o w i n g " w i t h v e g e t a t i o n , seems a p r o p e r p l a c e f o r 

this scene o f f e c u n d i t y , w h e r e the g o l d e n s u n , so necessary f o r a l l 

g r o w t h , is f o r e g r o u n d e d : " H e a v y w i t h the w e i g h t o f t h e g o l d e n 

s u n , the g i r l c o u l d fee l t h e w o m a n ' s p u l s e t i c k i n g i n h e r o w n 

b o d y " ( 160) . W h i t e ' s u n o b t r u s i v e use o f c o l o u r e f fect ive ly l i n k s 

t h e v e g e t a t i o n , t h e e m b r y o , a n d t h e a l c h e m i c a l s y m b o l i s m . A t 

the same t i m e , t h e r e a l i t y o f the n a t u r a l l y heavy h e a t o f the 

A u s t r a l i a n s u m m e r s u n is n o t a b u s e d . W h i t e ' s l i n g u i s t i c use o f 

t h e artist 's m e d i u m invites the r e a d e r to see b e n e a t h t h e surface. 

W h i t e sees b o t h e x p e r i e n c e a n d t r u t h as m u l t i f a c e t e d . N o t 

s u r p r i s i n g l y , c o l o u r s c o n v e y this m u l t i p l i c i t y : W i l l i e sees " c o m ­

m o n f o r m s . . . c o n t i n u a l l y b r e a k i n g i n t o b r i l l i a n t shapes"; a n d 

c o l o u r s s y m b o l i z e d i f f e r e n t t ruths . G r e e n u s u a l l y conveys the 

sense o f p u t r e f a c t i o n f r o m w h i c h u l t i m a t e s p i r i t u a l e n l i g h t e n ­

m e n t grows: settings have " g r e e n i s h d u n g " ( 2 5 g ) , a n d a n a i l i n g 

L a u r a has " g r e e n i s h flesh" ( 3 8 5 ) . G r e e n a lso , q u i t e n a t u r a l l y , 

i n d i c a t e s g r o w t h a n d h o p e . T h u s L a u r a a n d the c h i l d M e r c y are 

o f t e n d r e s s e d i n g r e e n , a n d L a u r a has " g l i s t e n i n g g r e e n l a u g h ­

t e r " (158) . B o t h the synaesthesia o f L a u r a ' s b r i g h t a n d h o p e f u l 

l a u g h t e r a n d the r e p u l s i v e n a t u r e o f t h e " g r e e n i s h d u n g " are 

p r e s e n t e d v i s u a l l y a n d ef fect ively t h r o u g h the eyes o f a l i n g u i s t i c 

p a i n t e r . B e c a u s e W h i t e b u i l d s h i s i m a g e s g r a d u a l l y , n o n e o f these 

s o m e t i m e s strange e p i t h e t s j a r the reader . A l m o s t a t h i r d o f the 

way t h r o u g h the n o v e l , it seems q u i t e n a t u r a l that L a u r a is 

assoc ia ted w i t h g r e e n , e s p e c i a l l y b e c a u s e o f t h e g r o w t h a n d h o p e 

f o r the f u t u r e that is vested i n her . 
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W h i t e ' s artist 's eye is p a r t i c u l a r l y e v i d e n t i n the way h e e m p l o y s 

the c o l o u r g r e e n s y m b o l i c a l l y w i t h o u t d i m i n i s h i n g its g r a p h i c 

s i g n i f i c a n c e i n the passage that relates h o w Voss a n d h is m e n are 

r e s t i n g i n the a f t e r m a t h o f a v i o l e n t s t o r m w h i c h has t a x e d t h e i r 

p h y s i c a l a n d s p i r i t u a l r e s o u r c e s a l m o s t to the l i m i t : " T h i c k , tur­

b u l e n t , y e l l o w water was n o w flowing i n the r i v e r b e d . G r e e n , t o o , 

was g r o w i n g i n intens i ty as the spears o f grass m a s s e d d i s t i n c d y i n 

the f o r e g r o u n d , a n d a great , i n d e t e r m i n a t e g r e e n m i s t r o l l e d u p 

o u t o f the d is tance . . . . T h e r e was the g o o d scent o f r i c h recent , 

g r e e n i s h d u n g " ( 2 5 9 ) . I n a n o t h e r passage, L a u r a d e s c r i b e s a 

p i e c e o f e m b r o i d e r y she has b e g u n . T h e c o l o u r s o f the e m b r o i ­

d e r e d i m a g e s dissolve i n t o t h e l i n g u i s t i c m e d i u m , j u s t as d e 

M a i s t r e m u s t have t a u g h t W h i t e to t ransfer h is artist 's v i s i o n o f 

the w o r l d i n t o w o r d s . L a u r a writes to Voss: 

First I sketched the design o n paper, a n d h a d actually begun i n a 
variety of coloured wools: blue for distance, brown for the earth, 
crimson, why, I cannot say, except that I am obsessed by that colour. 
However, as I worked, the letters were soon blazing at me with such 
intensity that the most witless person alive must have understood 
their significance. So I put the work away, a n d now it is smouldering 
i n the darkness of my cupboard. (239) 

W h i t e transfers to h is w r i t i n g the artist 's sensit ivi ty n o t j u s t to 

c o l o u r b u t to l i g h t a n d s h a d o w as w e l l . I n Voss, l i g h t c a n b e as 

l i q u i d o r as b r i l l i a n t as i t is i n m a n y p a i n t i n g s o f t h e F r e n c h 

Impress ionis ts : the " l i g h t o f d a w n . . . is w a t e r o f a n o t h e r k i n d " 

( 2 8 2 ) ; the s u n rises " l i k e a square-cut , b l a z i n g j e w e l i n a p r i s o n o f 

. . . b l u e b r i l l i a n c e " ( 1 8 8 ) , o r "set[s] i n a s p l e n d o u r o f e n a m e l s " 

( 2 5 8 ) . O n o c c a s i o n , Voss h i m s e l f "g l i t ter fs] c o l d l y " ( 8 9 ) . I n a 

s h o r t passage that relates o n e o f Voss's last, a n d m o s t s igni f i cant , 

t e l e p a t h i c visits w i t h L a u r a , the p a i n t e r ' s eye is e v i d e n t t h r o u g h ­

o u t as the greys o f the d a w n a n d the ashes are g r a d u a l l y p e n e ­

t r a t e d by the " s h i n i n g l i g h t " o f L a u r a ' s r a d i a n c e : 

In the altering firelight of the camp, the th in o l d m a n was a single, 
upright, black stroke, becoming i n the co ld l ight o f m o r n i n g , which is 
the colour of ashes, a patient grey blur. . . . [T] he grey l ight u p o n 
which [Voss] floated was marvellously soft, a n d flaking l ike ashes . . . . 
[I]n the grey light, it transpired that the figure was that of the 
woman. . . . While the woman sat l o o k i n g down at her knees, the 
greyish skin was slowly revived unt i l her fu l l , white immaculate body 
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became the shining source of al l l i g h t . . . . [A]t once he was flooded 
with l ight and memory. (383) 

W i t h a p a i n t e r ' s art istry ( a n d i n v o k i n g s u c h terms as " s t r o k e " a n d 

" b l u r " ) W h i t e d i r e c t s the r e a d e r ' s eye u p w a r d s f r o m the w o m a n ' s 

k n e e s as the l i g h t grows a l m o s t p e r c e p t i b l y , suggestive o f B l a k e ' s 

i m p r e s s i o n i s m . 

B u t W h i t e d o e s n o t restr ic t h i m s e l f to h i g h l i g h t i n g h is canvas 

o n l y o n s i g n i f i c a n t o c c a s i o n s w i t h contrasts o f l i g h t a n d shade . 

L i g h t a n d d a r k have a v i t a l m e t a p h y s i c a l i m p o r t a n c e f o r Voss, 

w h o bel ieves that a l l t h i n g s w i l l b e r e s o l v e d " [ t ] h r o u g h the 

m a r r i a g e o f l i g h t a n d s h a d o w " ( 1 9 0 ) . T h e h e i g h t e n e d s igni f i ­

c a n c e o f this " m a r r i a g e " is e x e m p l i f i e d w h e n M r s . B o n n e r o p e n s 

the c u r t a i n f o r the s u f f e r i n g L a u r a to see the c o m e t , a " m o s t 

u n u s u a l a n d w o n d e r f u l t h i n g " ( 3 7 5 ) . T h e b r i l l i a n c e o f the 

c o m e t ' s " b r o a d p a t h o f l i g h t " ( 3 7 5 ) i n the b l a c k sky is s u c h that 

e v e n the u n s p i r i t u a l M r s . B o n n e r is a f fected by it. T h e c o m e t has 

great m e t a p h y s i c a l s i g n i f i c a n c e f o r Voss; the effect o f its "mar­

r i a g e " o f l i g h t a n d d a r k s ignif ies f o r h i m the m a r r i a g e o f h i s 

s p i r i t u a l a n d h is p h y s i c a l b e i n g s that p r e c e d e s his d e a t h . A t these 

a n d o t h e r c r u c i a l m o m e n t s , the p lay o f l i g h t f o r e g r o u n d s the 

t r a n s c e n d e n t a l a t m o s p h e r e i n the same way that the p a i n t e r uses 

l i g h t to f o r e g r o u n d the c e n t r a l p o i n t o n h is canvas. I n a n o t h e r 

passage o f m e t a p h y s i c a l s i g n i f i c a n c e , p l a n t stems g l i m m e r 

a m o n g the " d a p p l e d s h a d o w [ s ] " i n the g a r d e n w h e r e L a u r a is 

" i m p r e g n a t e d " (158) . T h e n , a m o n g the " i n t e m p e r a t e roses" 

(160) L a u r a ' s a n d R o s e ' s "two shadows [are] j o i n e d " ( 160) . T h e 

m o v e m e n t f r o m s h a d o w to the "weight o f g o l d e n s u n " (160) 

u n d e r l i n e s the i n t a n g i b l e , s p i r i t u a l n a t u r e o f this i m p r e g n a t i o n , 

w h i c h nevertheless has very t a n g i b l e results a n d is c o m p l e t e l y i n 

k e e p i n g w i t h the subject to h a n d . 

I n Voss, t h e n , c o l o u r , l i g h t , shadow, a n d the i m p o r t a n t t h o u g h 

m i n o r artist are i m p e r c e p t i b l y c o m b i n e d by W h i t e to p r o d u c e a 

"canvas" that c o n v i n c e s b o t h ar t i s t i ca l ly a n d l i n g u i s t i c a l l y . W h i t e 

i n c o r p o r a t e s the w o r l d l y a n d p h y s i c a l e l e m e n t s o f D e l a c r o i x ' s 

p a i n t i n g s w i t h the s p i r i t u a l o r m e t a p h y s i c a l e l e m e n t s o f B l a k e ' s 

d r a w i n g s . H e d o e s this i n a n d t h r o u g h the reds a n d ye l lows that 

p r e d o m i n a t e i n b o t h D e l a c r o i x ' s p a i n t i n g s a n d the s u n a n d 

sands o f the r e a l a n d s p i r i t u a l desert i n t o w h i c h Voss p l u n g e s . 
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T h e s y m b o l i c a n d s p i r i t u a l n a t u r e o f the t e l e p a t h i c r e l a t i o n s h i p 

b e t w e e n L a u r a a n d Voss ref lects the s y m b o l i c a n d s p i r i t u a l na­

t u r e o f B l a k e ' s d r a w i n g s . I n c o n t r o v e r t i b l y , W h i t e ' s interest i n 

p a i n t i n g a n d h i s f r i e n d s h i p w i t h p a i n t e r s t a u g h t h i m to see 

b e n e a t h the surface b o t h o f the w o r l d a n d o f h i s o w n l i n g u i s t i c 

p o t e n t i a l . 

I n Riders in the Chariot, W h i t e i n t r o d u c e s a n artist, A l f D u b b o , as 

o n e o f the f o u r m a j o r c h a r a c t e r s ; i n e m p h a s i z i n g t h e i m p o r t a n c e 

o f the artist, W h i t e b e c o m e s m o r e s p e c i f i c a b o u t h o w h e uses the 

artist 's m e d i u m . A c t u a l p a i n t i n g s p lay a r o l e i n Riders in the 

Chariot—as w e l l as c o l o u r , l i g h t , a n d shade . W i t h o u t n a m i n g 

e i t h e r p a i n t i n g o r artist, W h i t e i n v o k e s c e r t a i n p a i n t i n g s by D e ­

l a c r o i x a n d O d i l o n R e d o n . B o t h these artists p a i n t e d p i c t u r e s o f 

A p o l l o a n d , m o r e i m p o r t a n t , o f his h o r s e - d r a w n c h a r i o t . F r o m 

his e a r l y c h i l d h o o d , a b u r n i n g interest i n the c h a r i o t h a u n t s 

D u b b o . T h u s , p a i n t i n g adds s i g n i f i c a n c e to the t i d e a n d the 

p r i m e s y m b o l o f the n o v e l — a d d i t i o n a l to t h e i r o b v i o u s a n d 

i m p o r t a n t c o n n e c t i o n s w i t h the B i b l e a n d w i t h B l a k e . T h e art ist ic 

m e d i u m a n d the p a i n t e r ' s t e c h n i q u e s assoc ia ted w i t h the c h a r i o t 

u n i f y the n o v e l . T h e o n l y h i n t at the t i t le o r the art ist o f the 

p a i n t i n g that affects D u b b o so m u c h is that D u b b o discovers it i n 

a b o o k o f p a i n t i n g s by F r e n c h artists. T h e y o u n g D u b b o is " c o n ­

s u m e d " ( 3 2 0 ) by the l i g h t , t h e s u n , the g o l d e n tones o f this 

p a i n t i n g ; it h a u n t s h i m u n t i l h e finishes h is o w n c h a r i o t p a i n t i n g . 

T h i s first p a i n t i n g o f the c h a r i o t that D u b b o e n c o u n t e r s resem­

bles , at least i n vague d e t a i l , the D e l a c r o i x p a i n t i n g o f the c h a r i o t 

a n d h o r s e s i n the L o u v r e ; D u b b o ' s o w n p a i n t i n g is m o r e reso­

n a n t o f R e d o n ' s p a i n t i n g s o f A p o l l o a n d h i s c h a r i o t w h o s e horses 

e x u d e a n ear th iness o f f o r m , c o m b i n e d w i t h a t r a n s c e n d e n c e o f 

s p i r i t , suggested by the l i g h t a n d " h e a v e n l y g o l d " ( 4 5 8 ) that 

s treams f r o m t h e i r flanks.1 

E v e n at this e a r l y stage D u b b o is aware o f c e r t a i n "stiff," 

" w o o d e n , " " t inny ," a n d " m a t e r i a l " e l e m e n t s i n t h e u n i d e n t i f i e d 

p a i n t i n g . H e feels h e c o u l d i m p r o v e o n t h e m , g i v e n t i m e . T h e 

m a t e r i a l heaviness that D u b b o senses i n the F r e n c h p a i n t i n g is 

t r a n s f e r r e d to W h i t e ' s d e s c r i p t i o n n o t o n l y b y the adjectives c i t e d 

above , b u t a lso by the m o n o t o n o u s r e p e t i t i o n i n two l o n g sen­

tences o f the d e f i n i t e a r t i c l e i n f r o n t o f the n o u n s that i d e n t i f y 
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the m a j o r e l e m e n t s i n the p a i n t i n g : " I n the p i c t u r e the c h a r i o t 

rose, b e h i n d the w o o d e n horses , a l o n g the pathway o f the s u n . 

Thegods a r m . . . l i t the faces o f the four figures, so stiff i n the b o d y 

o f the t i n n y c h a r i o t . T h e r a t h e r i n e f f e c t u a l t o r c h t r a i l e d its 

s t reamers o f i n e f f e c t u a l l i g h t " ( 3 2 0 ; e m p h a s e s a d d e d ) . F o r 

D u b b o , l i g h t is t r a n s c e n d e n t , i l l u m i n a t i o n i n a l l senses o f the 

w o r d ; it is d e f i n i t e l y n o t " m a t e r i a l . " D u b b o h i m s e l f t h e n takes 

over f r o m the a u t h o r i a l d e s c r i p t i o n , e x p l a i n i n g w h a t h e p l a n s to 

i m p r o v e . L i g h t a n d m o v e m e n t are essentia l f o r D u b b o j u s t as 

l i g h t , m o v e m e n t , a n d the c h a r i o t u n d e r l i e the w h o l e n o v e l . I n a 

sense, D u b b o ' s p a i n t i n g s , e s p e c i a l l y the o n e o f the c h a r i o t , be­

c o m e the object ive c o r r e l a t i v e that gets b e n e a t h the surface o f 

the n o v e l : 

" A n d horses. My horses," the boy c laimed, "would have the fire 
flowing from their tails. A n d d r o p p i n g sparks, or stars. M o v i n g . 
Everything would move i n my picture. Because that is the way it ought 
to be." (320) 

T h i s passage i n p a r t i c u l a r coalesces the art ist ic a n d l i n g u i s ­

t ic ins ights . W h i t e achieves this c o n f l a t i o n t h r o u g h p o e t i c a n d 

syntactic devices that i m p a r t l i n g u i s t i c f o r m to D u b b o ' s artist ic 

fee l ings: the p r e d o m i n a n c e o f p r e s e n t p a r t i c i p l e s creates m o v e ­

m e n t ; sentence f r a g m e n t s , a n d the last se nte nce q u o t e d w i t h its 

large n u m b e r o f s h o r t m o n o s y l l a b l e s , create i n the r e a d e r the 

same art ist ic e x c i t e m e n t that D u b b o is f e e l i n g . T h e f o r e g r o u n d ­

i n g o f "the fire" by a s o m e w h a t o d d l y p l a c e d d e f i n i t e a r t i c l e 

i n d i c a t e s that D u b b o ' s " f i r e " t r a n s c e n d s the e a r t h w h i l e the 

o r i g i n a l " m a t e r i a l l i g h t " r e m a i n s t i e d to it. 

D u b b o ' s ab i l i ty to see b e n e a t h the surface grows v i s i b l y f r o m 

h i s first e n c o u n t e r w i t h art. T h e i n s i g h t that b o t h W h i t e a n d 

D u b b o are s e e k i n g c o m e s o n l y to those w h o have b e e n ab le to 

p a r t a k e f u l l y o f b o t h the p h e n o m e n a l a n d the n u m i n o u s w o r l d s . 

H e n c e , D u b b o ' s l i fe is n o t o n l y s u r r o u n d e d by the t a n g i b l e a n d 

s q u a l i d — f r o m the m o r a l s q u a l o r o f his stay w i t h the R e v e r e n d 

C a l d e r ó n , to the p h y s i c a l l y d e b i l i t a t i n g i l lness ( t u b e r c u l o s i s ) that 

drags h i m towards h is d e a t h — b u t i t is also d o m i n a t e d by c o l o u r 

a n d m o v e m e n t , the n u m i n o u s e l e m e n t s o f his artist 's v i s i o n . 

O n e o f the ear l ies t r e c o l l e c t i o n s that D u b b o has is a n art ist ic 

o n e o f " s h i n y f o l i a g e [that] s e e m e d to sweat a d e e p e r g r e e n , " o n e 
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o f " p o l i s h e d stones," " p l e a s i n g shapes," a n d the " o r a n g e 

k n u c k l e s o f the b i g b a m b o o s " (312) . O n c e M r s . Pask b e g i n s to 

e n c o u r a g e h i s ta lent , h e s c r i b b l e s o n the wal ls o f a c o w s h e d "the 

finespun l i n e s o f a w o r l d h e fe l t to exist b u t c o u l d n o t yet 

c o r r o b o r a t e " (314) . H e r e W h i t e c o m b i n e s the " f i n e s p u n l i n e s " 

a n d the la tent v i s i o n o f the art ist to c o n v e y b o t h the phys ica l i ty 

a n d s y m b o l i s m o f the c o w s h e d . 

D u b b o ' s first e n c o u n t e r w i t h o i l pa ints shows h i s c o n s t a n t a n d 

g r o w i n g p r e o c c u p a t i o n w i t h c o l o u r a n d the p h y s i c a l m e d i u m o f 

p a i n t . I n the o l d b o x o f o i l s h e d iscovers at M r s . Pask 's is "a b l u e , 

so b l u e , h i s eyes c o u l d n o t focus o n i t " ( 3 2 2 ) . H e coaxes "a rosy 

t o n g u e o u t o f a s e c o n d tube . A n d was d r o w n i n g i n a b u r s t o f 

y e l l o w f r o m the b o t t o m o f a t h i r d " ( 3 2 2 ) . T h e j u x t a p o s i t i o n o f 

" d r o w n i n g " a n d " b o t t o m " suggests the d e s c e n t i n t o the baptis­

m a l waters that p r e c e d e s i l l u m i n a t i o n as w e l l as D u b b o ' s o w n 

a c t u a l d e a t h , l i t e r a l l y d r o w n e d i n h is o w n b l o o d , w h i c h , l i k e the 

p a i n t i n the tube , is g o l d e n . A s h e dies , after c o m p l e t i n g his 

v i s i o n o f the c h a r i o t , h i s artist 's h a n d s are " g i l d e d , h e was f o r c e d 

to observe, w i t h h is o w n g o l d " ( 4 5 9 ) . 

D u b b o ' s v i s i o n that w i t h o i l s h e c o u l d finally d o w h a t h e "never 

ever w o u l d have k n o w n h o w to d o b e f o r e " ( 3 2 2 ) takes the shape 

i n h is first p a i n t i n g o f a very p h y s i c a l e n c o u n t e r w i t h the m e d i u m . 

T h e v e r b a l gives l i n g u i s t i c f o r m to the a r t i s t i c — " t o squeeze ," 

" m o u l d e d , " "to d e m o l i s h , " " d r i p p i n g " — a n d t h e i r phys ica l i ty is 

e n h a n c e d by " g l i s t e n i n g g o b s " a n d "stalactites o f b l u i s h w h i t e " 

(325) -

R i g h t u p to the p a i n t i n g o f h i s last two p i c t u r e s , the t r a n s c e n ­

d e n t p o s s i b i l i t i e s o f this t a n g i b l e a n d m a l l e a b l e m e d i u m never 

leave h i m . A s D u b b o pa ints t h e Deposition, W h i t e f o r e g r o u n d s the 

"whor ls o f b l u e a n d c r i m s o n " a n d "the l o n g f u n n e l o f h i s m o s t 

c o r r o s i v e g r e e n . " F i n a l l y , "he v e n t u r e d to r e t o u c h the w o u n d s o f 

the d e a d C h r i s t . . . a n d at o n c e the b l o o d was g u s h i n g f r o m his 

o w n m o u t h , the w o u n d s i n the canvas w e r e s h i n i n g a n d pa lp i ta t ­

i n g w i t h h i s o w n c o n v i c t i o n " ( 2 5 3 ) . A g a i n the p h y s i c a l a n d the 

s p i r i t u a l are j o i n e d by the m e d i u m o f art . 

T h u s the p h y s i c a l n a t u r e a n d the t r a n s c e n d e n t a l p o t e n t i a l o f 

his c h o s e n m e d i u m are p r e s e n t i n b o t h D u b b o ' s a n d W h i t e ' s 

l i n g u i s t i c r e p r e s e n t a t i o n o f it. T h e two r e a l m s are l i n k e d by 
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D u b b o ' s ine f fab le sense o f c o l o u r b o t h i n the w o r l d a r o u n d h i m 

a n d i n his p a i n t i n g — e s p e c i a l l y the p r i m a r y reds , ye l lows, a n d 

b l u e s , as w e l l as the g r e e n s c r e a t e d by c o m b i n i n g the ye l lows a n d 

the b l u e s . M o r e o v e r , these c o l o u r s d o m i n a t e n o t o n l y D u b b o ' s 

sect ions b u t the w h o l e b o o k , e n a b l i n g W h i t e to use h is artist 's 

v i s i o n to create a w o r k o f l i t e r a r y a n d v e r b a l c o h e s i o n b a s e d i n 

the m e d i u m o f art. 

H u e s o f y e l l o w a n d g o l d , o f c o u r s e , u n d e r l i e t h e u n i t i n g t h e m e 

o f the g o l d e n c h a r i o t a n d its f o u r r i d e r s : M i s s H a r e , M o r d e c a i 

H i m m e l f a r b , M r s . G o d b o l d , a n d A l f D u b b o . E a c h o f the r i d e r s is 

assoc iated w i t h c e r t a i n c o l o u r s , b u t a l l are u n i t e d by ye l lows a n d 

g o l d s , p a r t i c u l a r l y , b u t n o t e n t i r e l y c o n n e c t e d w i t h t h e i r i n d i v i d ­

u a l v i s i o n s o f the c h a r i o t . L i g h t , t o o , a n d t h e w i n d o w s t h r o u g h 

w h i c h it penetrates d a r k n e s s are i m p o r t a n t factors u n i t i n g a l l 

four . 

B e c a u s e M i s s H a r e is so c lose ly c o n n e c t e d w i t h the e a r t h a n d 

n a t u r e , the g o l d s a n d ye l lows a n d l i g h t that p e r v a d e the passages 

c o n c e r n i n g h e r are c o m b i n e d w i t h the g r e e n o f g r o w i n g t h i n g s . 

S h e is i n t r o d u c e d u n d e r the "pale disc o f the s u n " ( 7 ) . T h e 

a p p r o a c h e s to X a n a d u , w h e r e she l ives , p r o v i d e " [ w ] h o l e towers 

o f g r e e n " ( 9 ) . T h e h o u s e i tself c o n t a i n s " c o o l , g r e e n i s h r o o m s , 

the g o l d e n walls o f s t o n e " (16) a n d is o f t e n seen i n the r e d a n d 

g o l d e n l i g h t o f e v e n i n g . W h e n she finally d i s a p p e a r s at the e n d 

o f the n o v e l , she goes o f f i n t o "soft, o p a l e s c e n t r e m n a n t s o f n i g h t 

. . . t h e b l u e g l a r e o f w h i t e l i g h t o f f r o c k s " ( 4 3 9 ) . 

H i m m e l f a r b , the i n t e l l e c t u a l Jew, is a lso assoc iated w i t h the 

p r e d o m i n a n t c o l o u r s i n the n o v e l . H i s n a m e ("heaven c o l o u r " ) 

i d e n t i f i e s h i m r e a d i l y w i t h the b l u e that d o m i n a t e s D u b b o ' s 

Deposition p a i n t i n g , d o n e o n l y after the artist has p a r t i c i p a t e d i n 

H i m m e l f a r b ' s c r u c i f i x i o n a n d h is d e a t h scene. G o l d , t o o , is asso­

c i a t e d w i t h H i m m e l f a r b ; h e is i n t r i g u e d by the g o l d e n c h a r i o t o f 

the M e r k e b a h a n d the sparks o f e m a n a t i o n o f l i g h t that h e finds 

i n b o o k s a b o u t the K a b b a l a h — h e " longs to g a t h e r u p the sparks 

v i s ib le i n s i d e the t h i c k shel ls o f h u m a n faces" ( 1 4 0 ) . H e reca l l s 

the flames o f b o m b e d G e r m a n cit ies d u r i n g W o r l d W a r II . I n h is 

m i n d ' s eye h e sees the a m b u l a n c e s a n d fire-engines i n t e r m s o f 

the c h a r i o t w i t h horses w h o s e "nostr i l s g l i n t e d brass i n the fiery 
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l i g h t " (179) . T h e r e is also the " b r e a t h o f o r a n g e fire" (185) that 

h e feels as F r i e d e n s d o r f goes u p i n flames. 

M r s . G o d b o l d is a n o t h e r c h a r a c t e r l i n k e d to the o t h e r s by 

c o l o u r s , t h o u g h to a lesser extent . E a r t h - b o u n d as she m a y be, 

she r e s e m b l e s the horses i n D u b b o ' s c h a r i o t p a i n t i n g w h o " c o u l d 

have b e e n r o u g h b r u m b i e s , o f a s p e c k l e d grey r a t h e r t o o coarse ," 

f o r w h o m "earth-bound m i g h t have b e e n a l e g i t i m a t e c o m m e n t i f 

t h e i r m a n e s a n d tails h a d n o t s t r e a m e d b e y o n d possibi l i ty , a n d 

the skeins o f a c l o u d s h e d by t h e i r flanks a p p e a r e d at any p o i n t to 

c a t c h o n the r o c k s o f h e a v e n l y g o l d " ( 4 5 8 ) . T h e s e w o r d s c o u l d 

serve to p o r t r a y M r s . G o d b o l d , w h o m W h i t e o f t e n d e s c r i b e s as 

g r e y i s h o r p u d d i n g - c o l o u r e d . B u t she t o o r e a c h e s o u t to the 

" h e a v e n l y g o l d " e v e n i n h e r d a i l y act ivi t ies o f b a k i n g g o l d e n 

b r e a d , o r b o i l i n g the l a u n d r y i n h e r b u r n i s h e d c o p p e r . H e r 

n a m e , m e t a t h e s i z e d , suggests g o l d . H e r c o n n e c t i o n w i t h the 

c h a r i o t , however, is r e a l l y m o r e m u s i c a l t h a n p a i n t e r l y : g o i n g 

i n t o the c a t h e d r a l f o r the first t i m e i n h e r l i f e , she is o v e r c o m e by 

the t h e s o u n d o f B a c h s o a r i n g f r o m the o r g a n . N e v e r t h e l e s s , h e r 

e x p e r i e n c e is c o u c h e d i n synaesthesia: the m u s i c is " l a s h e d " i n t o 

"a w h o l e shining s c a f f o l d i n g o f s o u n d . A n d always the golden 

l a d d e r s rose . . . as i f to r e a c h the w i n d o w o f a fire" ( 2 3 6 ; e m p h a s e s 

a d d e d ) . S h e is l i n k e d to D u b b o by these l a d d e r s a n d s c a f f o l d i n g . 

S h e meets h i m o n l y o n c e . A s she t e n d s to D u b b o i n h is d r u n k e n ­

ness, h e l o o k s at h e r w i t h h is artist 's eye: " N o w I t h i n k I see. I w i l l 

get i t a l l i n t i m e " ( 2 8 3 ) . S h e r e m e m b e r s 

sitting i n the cathedral i n her home town, watching the scaffolding of 
music as it was e r e c t e d . . . . N o r h a d she heard a voice issue with such 
certainty and authority out of any m o u t h since the strange gentleman 
referred to that same music. N o w it was the abo o n Mrs Khali l 's 
floor. (283) 

M r s . G o d b o l d first e n c o u n t e r s H i m m e l f a r b t h r o u g h h is w i n d o w , 

s e e i n g h i m at prayer . S h e leaves a f r e s h l y - b a k e d g o l d e n l o a f f o r 

h i m . S h e w i p e s t h e b l o o d f r o m D u b b o ' s m o u t h , cares f o r H i m -

m e l f a r b ' s w o u n d e d h a n d , a n d t e n d s M i s s H a r e i n h e r i l lness . 

A l t h o u g h a l l f o u r c h a r a c t e r s n e v e r c o m e c o m p l e t e l y t o g e t h e r 

as a u n i f i e d g r o u p i n o n e scene , the re la t ive ly i n f r e q u e n t b u t 

nevertheless c r u c i a l m e e t i n g s o f d i f f e r e n t g r o u p i n g s o f t h e m are 

t i e d t o g e t h e r by r e f e r e n c e s m a i n l y to g o l d o r b l u e , o r at least 
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t h r o u g h s o m e aspect o f the art ist ic m e d i u m . T h e r a t h e r furt ive 

e n c o u n t e r b e t w e e n the shyest t w o — M i s s H a r e a n d A l f D u b b o — 

ant ic ipates D u b b o ' s p a i n t i n g o f M i s s H a r e " i n s i d e the t ranspar­

ent weft o f w h i r l i n g , p r o c r e a t i v e w i n d " ( 4 5 5 ) . It is D u b b o ' s v i e w 

o f h e r at the b e g i n n i n g , as she peers t h r o u g h the leaves a n d is 

" p r a c t i c a l l y r e d u c e d to l i g h t a n d s h a d e " (62) that i n s p i r e s h i m to 

try to p a i n t the w i n d . 

A spec i f ic art ist ic m e d i u m k n i t s t o g e t h e r the two r i d e r s , M i s s 

H a r e a n d M o r d e c a i H i m m e l f a r b , w h o have the m o s t p h y s i c a l 

c o n n e c t i o n a n d w h o are p e r h a p s m o s t d i f f e r e n t f r o m the o t h e r s . 

T h e y m e e t i n the g a r d e n o f X a n a d u , w h e r e H i m m e l f a r b tel ls h i s 

story to M i s s H a r e i n the o v e r g r o w n mass o f the o r c h a r d " b r o k e n 

by a h a t c h i n g i n grey w o o d " ( g i ). A p a r t f r o m the trees w i t h t h e i r 

g r e e n s a n d t h e i r t a n g l e d b r a n c h e s that la ter a p p e a r i n D u b b o ' s 

p a i n t i n g s , the w o r d " h a t c h i n g " is m e n t i o n e d . " H a t c h i n g " is a 

t e r m c u l l e d f r o m p a i n t i n g t e c h n i q u e s b u t it a p p l i e s also to the 

a c t u a l i n t e r w o v e n tangle o f b r a n c h e s . T h r o u g h the g r e e n leaves 

the " s t r o n g l i g h t " s h i n e s o n "l i tüe w i z e n e d o r a n g e s r a d i a t i n g a 

fever ish g o l d " (91) , c r e a t i n g a f o c u s o f l i g h t as i n a p a i n t i n g . 

W h i t e p u r p o s e f u l l y c o n n e c t s these f o u r c h a r a c t e r s w i t h o u t 

c o m p r o m i s i n g t h e i r u n i q u e n e s s as i n d i v i d u a l s . T h e r e l a t i o n ­

ships a m o n g t h e m are c o n t r o l l e d by the artist 's m e d i u m . I n 

c e r t a i n ways, the f o u r are d i s t i n g u i s h e d by t h e i r o p p o s i t i o n s yet 

l i n k e d by t h e i r v a r y i n g v i s i o n s o f the c h a r i o t . T h o u g h c o m p l e ­

m e n t a r y to e a c h o t h e r , they are also essent ia l ly i n d e p e n d e n t o f 

e a c h o t h e r . T h e y are n o t set u p as the o p p o s i n g halves o f the 

same p e r s o n a l i t y as are the B r o w n twins i n The Solid Mandala. T h e 

fact that they r e p r e s e n t s u c h a variety o f d i s p o s i t i o n s i n d i c a t e s 

W h i t e ' s b e l i e f that the a b i l i t y to see b e n e a t h the surface is n o t 

r e s t r i c t e d to a n y o n e p a r t i c u l a r g r o u p o f p e o p l e . N e v e r t h e l e s s , to 

m a k e h is n o v e l a l i t e r a r y w h o l e a n d n o t f o u r separate stories, 

t h e r e m u s t be s o m e c o n n e c t i o n a m o n g these c h a r a c t e r s . T h u s 

W h i t e uses the m e d i u m o f p a i n t i n g as a u n i f y i n g s t r u c t u r e to 

create a w h o l e d y n a m i c c o m p l e x . T h e r e c u r r e n c e o f t h e c o l o u r s 

b l u e a n d g o l d c o n t r i b u t e to this unity . A n d so d o t h e g e o m e t r i c 

pat terns c r e a t e d as o n e story weaves i n a n d o u t o f t h e o t h e r s — 

p a t t e r n s that are l i t e r a r y p a r a l l e l s o f those u s e d by p a i n t e r s to 

create d y n a m i c , art ist ic w h o l e s . 



P A T R I C K W H I T E 45 

T h e s e f o u r i n d i v i d u a l s are finally u n i t e d n o t o n l y b y t h e i r 

s p i r i t u a l v i s i o n s o f the c h a r i o t b u t also by t h e p h y s i c a l rea l i ty o f 

D u b b o ' s last two p a i n t i n g s . T h e f o u r r i d e r s are c a r v e d by D u b b o 

" o u t o f the s o l i d p a i n t , " e a c h o n e b e i n g g i v e n a shape a n d a 

r e l a t i o n s h i p to the o t h e r s that c o r r e s p o n d to h is o r h e r estab­

l i s h e d r o l e i n the n o v e l : M r s . G o d b o l d " m i g h t have b e e n d o n e i n 

m a r b l e , massive, w h i t e , i n v i o l a b l e " ; H i m m e l f a r b "was c o n c e i v e d 

i n w i r e , w i t h a star i n s i d e the cage a n d a c r o w n o f b a r b e d w i r e . " 

T h e w i n d ruff les "the h a r s h , f o x - c o l o u r e d coat o f a t h i r d . " D u b b o 

h i m s e l f is " c o n s t r u c t e d o f b l e e d i n g twigs a n d s p a t t e r e d leaves, 

b u t the h e a d c o u l d have b e e n a w h i r l i n g s p e c t r u m " ( 4 5 8 ) ; c o n ­

n e c t e d h e r e are his a b o r i g i n a l o r i g i n s i n the forest, h i s tuber­

culos is , a n d h is p a i n t e r ' s pa let te . T h u s the f o u r r i d e r s are j o i n e d 

by the c h a r i o t t h r o u g h t h e p a i n t i tself a n d D u b b o ' s v i s i o n o f 

t h e m , j u s t as they are i n h is p r e v i o u s p i c t u r e by the " w h o r l s " 

( 4 3 6 ) o f c o l o u r s that l i n k t h e m t h r o u g h o u t the n o v e l . 

T h e scene o f H i m m e l f a r b ' s d e a t h that in i t ia tes D u b b o ' s pa int­

ings o f the f o u r is d o m i n a t e d by w i n d o w s , the artist 's s o u r c e o f 

l i g h t : first, M r s . G o d b o l d ' s , t h e n D u b b o ' s o w n w i n d o w . T h o s e 

c o l o u r s w h i c h p r e d o m i n a t e i n t h e n o v e l p l a y a n essentia l r o l e i n 

l i n k i n g a l l f o u r c h a r a c t e r s i n this scene, as they w i l l also i n 

D u b b o ' s p a i n t i n g o f the scene, the Deposition. A s D u b b o peers 

t h r o u g h the w i n d o w , h e sees t h e " s o l i d w h i t e w o m a n . . . h e r 

d a u g h t e r , s u c h a d e l i c a t e g r e e n i s h w h i t e , " the " p a n e g y r i c b l u e " 

w i t h w h i c h h e pa ints the tree H i m m e l f a r b h a d b e e n " c r u c i f i e d " 

o n , the f lowers " i n p o o l s o f d e e p e n i n g b l u e , " a n d the " c o l d , 

y e l l o w s k i n " ( 4 3 6 ) o f H i m m e l f a r b ' s feet as M a r y H a r e kisses 

t h e m . 

T h e w h o l e s e c t i o n d e a l i n g w i t h D u b b o ' s final two p a i n t i n g s 

w h e r e h e u n i t e s the f o u r p r o t a g o n i s t s is p e r m e a t e d by y e l l o w 

l i g h t . H e r e t u r n s to the " e m p t y r o o m . . . o f the ye l lowest l i g h t " 

( 4 5 3 ) . B y the t i m e h e is r e a d y to w o r k o n h is c h a r i o t p a i n t i n g , his 

s t r e n g t h g r e a t l y r e d u c e d , h is i m a g i n a t i o n rises "to m e e t s o m e 

c o n j u n c t i o n o f l i g h t a n d c o l o u r i n the w i n d o w i n that always 

c h a n g i n g , b u t u n f i n i s h e d , a b s t r a c t i o n o f sky." T h e n o n e "yel low 

m o r n i n g o f r e t u r n i n g s u m m e r . . . the w i n d o w p a n e s w e r e u n a b l e 

to c o n t a i n the b laze . . . " ( 4 5 6 ) , a n d D u b b o gathers the s t r e n g t h 

to c o m p l e t e h is w o r k . 
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W h i l e Voss shows h o w W h i t e b e g a n to e x p l o r e h is interest i n 

p a i n t i n g as a " l i terary" m e d i u m , Riders in the Chariot shows h o w 

the v a r i o u s e l e m e n t s o f p a i n t i n g — c o l o u r , p a i n t , l i g h t — c a n be 

a n effective l i t e r a r y m e d i u m , c r e a t i n g l i fe , s h a p e , m o v e m e n t , 

focus , unity , a n d i l l u m i n a t i o n . The Vivisector, w i t h j u s t o n e 

p r o t a g o n i s t — H u r d e D u f f i e l d — r a t h e r t h a n four , c o n c e n t r a t e s 

m u c h m o r e i n t e n s e l y o n art t h a n the o t h e r two novels . Yet the 

o v e r a l l l i t e r a r y effect o f the art ist ic m e d i u m is u l t i m a t e l y unsat­

isfactory. The Vivisector mani fests t o o great a n ins is tence o n the 

m u n d a n e a n d this d i m i n i s h e s the art ist ic d r i v e to see b e n e a t h 

the surface. T h e c o l o u r s that d o m i n a t e the n o v e l — b l u e a n d 

r e d — d o n o t effectively u n i f y it; they w o r k towards o p p o s i n g 

e n d s a n d t h e i r i n t e r r e l a t i o n is n o t s h o w n c o n s i s t e n d y e n o u g h 

t h r o u g h o u t . 

K a r e n H a n s s o n is r i g h t i n p o i n t i n g o u t ( 2 3 3 ) that D u f f i e l d ' s 

s t r i v i n g after the "never-yet-attainable b l u e " b r i n g s the n o v e l f u l l 

c i r c l e f r o m his c h i l d i s h d e l i g h t i n w a t c h i n g the sky u n t i l h e 

b e c o m e s d izzy t r y i n g to a t t a i n the "otherwise u n n a m e a b l e I - N -

D - I - G - O " (617) at the very e n d . N e v e r t h e l e s s , c o l o u r is less effec­

tive as a n i n t e g r a t i n g f a c t o r i n this n o v e l t h a n are the ye l lows a n d 

g o l d s o f Riders in the Chariot. T o o o f t e n the tones o f b l u e s a n d 

p u r p l e that D u f f i e l d seeks as a s i g n o f e n l i g h t e n m e n t are associ­

a t e d w i t h the p h i l i s t i n e s , a lbe i t h e draws s o m e o f h i s art ist ic 

p o t e n t i a l f r o m t h e m . T o p i c k two e x a m p l e s at r a n d o m , M r s . 

C o u r t n e y wears a hat w i t h " b l u e a n d w h i t e feathers" ( 2 7 ) . A l s o , 

H e r o Pavloussis , a s p i r i t u a l l y a m b i g u o u s character , carr ies a fore­

g r o u n d e d b o u q u e t o f v io le ts o n a visit to D u f f i e l d ' s . C h a r a c t e r s 

s u c h as these, i n spite o f t h e i r d i v e r g e n t assoc iat ions w i t h b l u e , d o 

h e l p D u f f i e l d i n o n e way o r a n o t h e r to r e a l i z e h is art ist ic 

p o t e n t i a l — M r s . C o u r t n e y by p r o v i d i n g the e n v i r o n m e n t , a n d 

H e r o t h r o u g h h e r affair w i t h D u f f i e l d . N e v e r t h e l e s s , i n the e n d 

they are negat ive characters . T h e "strands o f p u r p l e " a n d "the 

l i g h t a n d c o l o u r o f the sea-sky" w i t h w h i c h H e r o is assoc iated 

d u r i n g t h e i r vis i t to the G r e e k i s l a n d o f P e r i a l o s are j u x t a p o s e d 

w i t h the " c o n v e n t i o n a l p i e t y " ( 3 8 7 ) , w h i c h a p p e a r s o n h e r face. 

N o r is H e r o o b v i o u s l y c o n n e c t e d to the r e d o f v i v i s e c t i o n — 

t h o u g h D u f f i e l d n e e d s to "vivisect" h e r to b e n e f i t ar t i s t ica l ly 

f r o m his a s s o c i a t i o n w i t h her. 
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A t a p o i n t w h e n b l u e — the c o l o u r o f t r u t h — m i g h t have 

p l a y e d a u n i f y i n g r o l e , it is s t rangely l a c k i n g . N a n c e accuses 

D u f f i e l d o f b e i n g obsessed by w h a t he l i k e s to t h i n k is the t r u t h . 

D u f f i e l d reacts by e n v i s i o n i n g a p a i n t i n g w i t h n o spec i f i c c o l o u r : 

"he h a d n e v e r b e e n ab le to c a t c h [his past] i n its t rue p r i s m a t i c 

c o l o u r s " ( 2 4 8 ) . W h e r e is the b l u e that w o u l d p o i n t towards the 

p e r c e p t i o n o f the " t r u t h " o r i l l u m i n a t i o n o f that finally a t ta inable 

i n d i g o ? It o u g h t n o t to be f o u n d t h r o u g h the g r e a t e r p a r t o f this 

n o v e l o n l y i n the " b l u e stares" o f l o r d s a n d ladies i n p a i n t i n g s , i n 

hats, i n "strands o f b l u e s m o k e " (321) , a n d o t h e r re lat ive ly 

u n i m p o r t a n t o c c a s i o n s . It is far t o o i m p o r t a n t f o r this . I n Riders in 

the Chariot, the c o l o u r s that a p p e a r i n D u b b o ' s final p a i n t i n g s also 

u n i f y t h e n o v e l ; h e r e , a l t h o u g h f r o m the b e g i n n i n g D u f f i e l d 

strives to achieve h is v i s i o n o f b l u e , the c o l o u r has n o u n i f y i n g 

f u n c t i o n . N o r d o e s W h i t e p r e p a r e us f o r its o v e r b e a r i n g recur­

r e n c e at the e n d o f the n o v e l . 

I n this n o v e l , the a b i l i t y to see b e n e a t h the surface is essential ly 

negat ive , destruct ive , o r " v i v i s e c t i n g , " r e p r e s e n t e d by the reds 

a n d c r i m s o n s o f b l o o d . I n its ro les as a l i n g u i s t i c a n d a n artist ic 

m e d i u m , t h e n , r e d o u t w e i g h s b l u e , w h i c h f r a m e s the b o o k . T h e 

c o n f l i c t i n g l i n g u i s t i c f u n c t i o n s o f the two c o l o u r s is n o t r e s o l v e d 

i n a satisfying way. T h e i r o b l i g a t o r y i n t e g r a t i o n ( the i n d i g o o f the 

f i n a l s c e n e — i s s u i n g as a p r o d u c t o f r e d a n d b l u e ) is n o t effec­

t ive ly s h o w n . R e d is left h a n g i n g a l m o s t i n l i m b o after the Duf­

field r e t r o s p e c t i v e , w h e r e its r o l e is a g a i n c o n t r a d i c t o r y , a n d b l u e 

has t o o m a n y d i v e r g e n t m e a n i n g s . 

O l i v i a ( B o o ) H o l l i n g r a k e , w h o is i n t r o d u c e d as a " d a r k - g r e e n , 

s m o o t h g i r l " (139) a n d la ter as " g o l d e n " ( 1 5 0 ) , p r o b a b l y has the 

greatest p o t e n t i a l o f a l l the s e c o n d a r y characters ; b u t after a 

s e n s u o u s e n c o u n t e r w i t h h e r as a c h i l d i n the C o u r t n e y ' s g a r d e n , 

D u f f i e l d ' s m e e t i n g s w i t h B o o are d o m i n a t e d by the stark, c o n ­

t r a s t i n g b l a c k a n d w h i t e o f h e r c l o t h e s a n d p r e d o m i n a n t l y by h e r 

" c r i m s o n t a l o n s " ( 2 8 6 ) i n d i c a t i n g a p o t e n t i a l f o r v i o l e n c e . Duf­

field leaves h e r h o u s e o n e n i g h t u n d e r "the c r i m s o n sky-mark" 

( 4 2 0 ) a n d later b e g i n s a p a i n t i n g i n s p i r e d by h e r r o s e b u s h . I n it, 

t h e r e are " f l u c t u a t i o n s o f g e l a t i n o u s l i g h t , i n w h i c h a t h r e a t o f 

c r i m s o n was st i l l s u s p e n d e d " ( 4 2 5 ) . T h e s e reds serve i n p a r t to 

e n h a n c e W h i t e ' s c r i t i c i s m o f the " w o r l d o f a r t " — t h e cr i t i cs , the 
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dealers , the b u y e r s ( n o n e o f w h o m h e p o r t r a y s w i t h any r e d e e m ­

i n g q u a l i t y ) — w h i c h p e r v a d e s m u c h o f The Vivisector. 

W h i t e ' s v i t r i o l i c attack o n t h e art w o r l d o p e n s the D u f f i e l d 

r e t r o s p e c t i v e , b u t r e d h e r e has l i t t l e to d o w i t h the r o l e o f the 

artist as v iv isector , n o r d o e s the final i n d i g o issue f r o m this r e d . 

D u f f i e l d t h i n k s o f h i s r e t r o s p e c t i v e as a " s l a u g h t e r " (574) a n d 

those w h o a t t e n d as p h i l i s t i n e s ; to t h e m D u f f i e l d ' s p i c t u r e s are 

s i m p l y a n i n v e s t m e n t . H e r e we e n c o u n t e r B o o f o r the last t i m e . 

A l t h o u g h she has a " c e r t a i n p r i e s t l y a i r " ( 5 8 4 ) , h e r e a r l i e r p o t e n ­

t i a l is b e l i e d by h e r m o u t h " o v e r f l o w i n g w i t h a n a c h r o n i s t i c c r i m ­

s o n " ( 5 8 4 ) . I n the past, e v e n t h o u g h she has b o u g h t m a n y o f 

D u f f i e l d ' s p a i n t i n g s , d o n a t i n g t h e m to the m u s e u m , a n d even 

t h o u g h she has b e e n i d e n t i f i e d (by the g o l d a n d g r e e n tones that 

W h i t e u s e d i n the e a r l y d e s c r i p t i o n s o f h e r ) w i t h the e n l i g h t ­

e n e d , she is n o w m o s t d e f i n i t e l y assoc iated ( a g a i n by c o l o u r ) w i t h 

the rest o f the guests. H e r c r i m s o n l i p s t i c k , t h e "f ire o f r u b i e s " 

( 5 8 4 ) , a n d the " p i g e o n ' s b l o o d " ( 5 8 5 ) r i n g c o n n e c t h e r w i t h the 

b l o o d o f the " s l a u g h t e r " that D u f f i e l d has a n t i c i p a t e d , a n d n o w is 

c o n f i r m e d by the r e d p r i n t i n w h i c h h is n a m e is "carved o u t " 

(571) o n the cata logue . H o w e v e r , these reds are destruct ive o f 

art, n o t creat ive . T h e t h e m e o f the artist 's se l f -v iv isect ion latent i n 

this passage is n o t m a d e m a n i f e s t i n the text as a w h o l e . T h i s is a 

n o v e l o f v i o l e n c e , n o t o n l y o f the art w o r l d , b u t also o f the artist 's 

o w n w o r l d . T o see b e n e a t h the surface, the art ist m u s t v iv isect 

a n d be v i v i s e c t e d . T h i s t h e m e l e g i t i m i z e s the o m n i p r e s e n c e o f 

r e d a n d c r i m s o n , b u t the necessary c o n n e c t i o n s b e t w e e n vivisec­

t i o n a n d u l t i m a t e e n l i g h t e n m e n t l a c k art ist ic e x p r e s s i o n . 

A p a r t f r o m the essential ly negat ive reds o f the r e t r o s p e c t i v e , 

the reds o f v i v i s e c t i o n p r e d o m i n a t e i n the n o v e l . D u f f i e l d ' s sister, 

R h o d a , is the q u i n t e s s e n t i a l " r e d " p e r s o n . D u f f i e l d i m a g i n e s 

p a i n t i n g h e r h a i r i n "sticky p i n k " (81); h e r ve ins are " p i n k i s h -

b r o w n " ( 8 3 ) . H e real izes e a r l y that " [ r ] e d o r p i n k , R h o d a h a d 

the s m e l l o f r e d p e o p l e " ( 3 4 ) . R e d a b o u n d s i n m a n y o t h e r 

places . E v e n o n h is first vis i t to the C o u r t n e y s , D u f f i e l d discovers 

a " b i r d w i t h a r e d beak, " "a g lare o f m a h o g a n y , a b laze o f c r i m s o n 

l e a t h e r " ( 2 6 ) . H e p a i n t s the L a t i n t u t o r ' s s u i c i d e i n r e d , large o n 

h i s b e d r o o m w a l l . N a n c e , o n a visit to h i m , b r i n g s a c r e a m h o r n 

w h o s e " r a s p b e r r y b l o o d h a d b e g u n to s t a i n " (201) . 
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S h a r p k n i v e s a n d razors , i n s t r u m e n t s that c a n easi ly d r a w 

b l o o d , are f r e q u e n t images . F i r e images , r e d h o t a n d b l a z i n g — 

thus c o m b i n i n g l i g h t a n d c o l o u r — p e r v a d e D u f f i e l d ' s h o u s e by 

the g o r g e . I n d e e d , w h i l e b u i l d i n g the h o u s e , D u f f i e l d watches 

"the g o r g e s n a p a n d g n a s h at its o w n flames, as the trees w e n t u p 

i n a c lat ter o f fiery b l i n d s " ( 216) . T h e v i o l e n t i m a g e r y o f l i g h t a n d 

the r e d suggested by these passages c u l m i n a t e i n the s p l i n t e r e d 

glass a n d v i o l e n t s u n p r e s e n t w h e n D u f f i e l d d iscovers N a n c e ' s 

b o d y i n the g o r g e . B u t the reds o f v i v i s e c t i o n d o n o t l e a d to the 

i n d i g o o f t r u t h : 

. . . the sunlight had sharpened. Its glass teeth met with glass. . . . an 
explosion had taken place, he realized, of glass, and less spec­
tacularly, flesh. T h e splintered glass almost rose f rom the rock to 
smash his conscience. . . . H e couldn' t look at her face: the sun had 
golded it with too savage a bri l l iance. (252) 

B l o o d a n d v i o l e n c e , t h e n , c o m m o n l y assoc ia ted w i t h r e d , 

d o m i n a t e the major i ty o f The Vivisector, a n d to a great e x t e n t serve 

to u n i f y it. B u t the b l u e o f the final " t r u t h " r e q u i r e s a m o r e 

posi t ive r o l e . T h e v i o l e n c e s y m b o l i z e d by the r e d s d i s r u p t s , b u t 

the b l u e d o e s n o t e m e r g e f r o m it as the g o l d o f Voss's s p i r i t u a l 

g r o w t h e m e r g e s f r o m the b l a c k materia prima a n d " g r e e n i s h 

d u n g . " It is o n l y at the t i m e o f his s t roke (a m e r e seventy pages 

f r o m the e n d o f the o v e r - s i x - h u n d r e d - p a g e n o v e l ) that the d o m i ­

n a n c e o f b l u e b e c o m e s m a n i f e s t s ince D u f f i e l d ' s e a r l i e r obses­

s i o n w i t h the sky. T h e v i s i o n o f the " e x t r a i n d i g o sky" ( 5 4 9 ) w h e n 

he tr ies to t e l l h i m s e l f to " [ h ] a n g o n to the last a n d first secret, 

the i n d i g o " ( 5 4 9 ) is c a r e f u l l y i n t r o d u c e d by a n ins is tence o n the 

b l u e p last ic b a g R h o d a has g i v e n h i m to carry h o m e the sheep 's 

heart . T h e b l u e b a g a n d the r e d h e a r t d o l i n k the two c o l o u r s . 

T h e r e d h e a r t is a l i k e l y i m a g e o f v i v i s e c t i o n , b u t t h e plast ic b a g is 

n o t a n a d e q u a t e i m a g e to u n i t e the p h y s i c a l w i t h the s p i r i t u a l , as 

d o the r e d a n d g o l d e n b l o o d o f D u b b o ' s disease. T h e b l u e plast ic 

b a g partakes t o o m u c h o f the crass, p h i l i s t i n e w o r l d that W h i t e 

s a t i r i z e s — t h e w o r l d that D u f f i e l d hates. T h e j u x t a p o s i t i o n o f 

D u f f i e l d ' s g r o w i n g awareness o f the t r a n s c e n d e n t i n d i g o w h i l e 

h e is l y i n g o n the p a v e m e n t w i t h the op p r e ss ive b a g i n f r o n t o f 

C u t b u s h ' s g r o c e r y store strikes o n e as inef fec t ive ly m e l o d r a m a ­

tic. O n s e e i n g D u f f i e l d l y i n g h e r e , C u t b u s h ' s wife cries: " O h , 
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L o r d , C e c ! It's h i s sister's b l u e p l a s t i c b a g . I r e c o g n i z e d it . R h o d a 

C o u r t n e y ' s " ( 5 4 8 ) . R h o d a C o u r t n e y ' s n a m e i n s i s t e n t l y associates 

D u f f i e l d f u r t h e r w i t h the p h i l i s t i n e w o r l d . 

R o d n e y E d g e c o m b e q u o t e s the last seven l i n e s o f The Vivisector 

that m o v e e m p h a t i c a l l y to the final " i n d i - g g o d d d " as a successful 

e x a m p l e o f W h i t e ' s " m o d e r n i s t p r o s e " ( 8 5 ) . H e be l ieves these 

l i n e s have " b e e n s u b s u m e d to a c o m p r e h e n s i v e v i s i o n " ( 8 5 ) . 

" C o m p r e h e n s i v e v i s i o n " i n d e e d c a n be f o u n d i n b o t h Voss a n d 

Riders in the Chariot, b u t it is n o t t h e r e i n The Vivisector, c e r t a i n l y 

n o t i n the s y m b o l i s m o f b l u e w h i c h p u r p o r t s , because o f its r o l e 

at b e g i n n i n g a n d e n d , to be the o v e r r i d i n g o n e . B l u e a n d its 

assoc iated tones t o o o f t e n have negat ive assoc iat ions scat tered 

t h r o u g h o u t the text. B l u e is n o t pervasive e n o u g h as a pos i t ive 

s y m b o l . T h e p r i n c i p l e o f u n i t y i n this n o v e l is a r e d o n e , o n e o f 

b l o o d , d e s t r u c t i o n , a n d v i v i s e c t i o n , t h o u g h e v e n r e d , as we have 

seen, has two d i s s o c i a t e d ro les . 

W h i l e the e n d i n g w i t h its a p o c a l y p t i c v i s i o n d e m o n s t r a t e s that 

i n d i g o s h o u l d serve to u n i f y The Vivisector, the t i t le , t h e images , 

a n d the m a n y d i s p a r a t e c h a r a c t e r s f o r c e d by s t r a i n e d i m a g e s o f 

c r i m s o n a n d r e d i n t o a c o m p r e h e n s i v e v i s i o n o f v i v i s e c t i o n m a k e 

i n d i g o a p p e a r to be l i t t l e m o r e t h a n a w e l l - i n t e n t i o n e d s p l o t c h 

n o t ef fect ively i n t e g r a t e d i n t o the " p a i n t i n g . " 

The Vivisector c o u l d have a c h i e v e d the same results as the o t h e r 

two novels . A f t e r a l l , Voss is as c o m p u l s i v e a m o n o m a n i a c as 

D u f f i e l d , i f n o t m o r e so. B u t i n Voss, W h i t e is successful i n 

m e l d i n g the d i f f e r e n t w o r l d s o f the two m a i n c h a r a c t e r s t h r o u g h 

the m e d i a o f w o r d s , c o l o u r , a n d l i g h t . T h e a l c h e m i c a l c o l o u r s 

g r o w f r o m b l a c k to g o l d w i t h i n the f r a m e w o r k o f the c i ty a n d 

desert . T h e art ist ic m e d i a w o r k w i t h , n o t against , the v i s i o n , as i n 

Riders in the Chariot, w h e r e the t r a n s c e n d e n t a l g o l d a n d b l u e o f 

the c h a r i o t r i s i n g i n t o the heavens, i n c o r p o r a t e s the art ist ic a n d 

l i n g u i s t i c m e d i a , subt ly u n i f y i n g the f o u r otherwise very d i f f e r e n t 

c h a r a c t e r s . P e r h a p s the i s o l a t i o n o f the o n e m a i n c h a r a c t e r i n a 

b o o k t h e l e n g t h o f The Vivisector, w i t h its m u l t i t u d e o f s e c o n d a r y 

a n d m i n o r c h a r a c t e r s , leaves t o o m u c h r o o m f o r e l e m e n t s dis­

r u p t i v e o f its u n i t y f o r the b l u e s to w o r k b o t h against themselves 

a n d against the reds . 
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T h u s , i n the first two o f P a t r i c k W h i t e ' s t h r e e "art ist 's" novels , 

the a u t h o r uses the m e d i a o f l a n g u a g e a n d p a i n t i n g , p a s s i n g 

t h e m t h r o u g h the s c r u t i n y o f h i s artist 's eye to create satisfying, 

u n i f i e d structures . T h e t e c h n i q u e s evolve f r o m the m a t e r i a l , the 

art ist ic a n d l i n g u i s t i c m e d i a , w i t h o u t a p p e a r i n g to be i m p o s e d 

f r o m w i t h o u t . I n these two novels , W h i t e uses h is s k i l l w i t h 

l a n g u a g e a n d his interest i n p a i n t i n g to e x p l o r e t h e i r d o m i n a n t 

facets: i n Voss, the characters , the h a r s h desert , the t r a n s c e n d e n ­

tal g a r d e n s , the s p i r i t u a l d e p t h s a n d h e i g h t s ; i n Riders in the 

Chariot, the f o u r very d i f f e r e n t c h a r a c t e r s u n i t e d finally i n v i s i o n 

a n d p h y s i c a l l o c a t i o n . I n The Vivisector, o n the o t h e r h a n d , the 

o v e r r i d i n g ins is tence o n the c e n t r a l character , the artist, isolates 

h i m i n a way that separates the v i s i o n f r o m , r a t h e r t h a n c o n j o i n s 

it w i t h , its m e d i u m ; a n d the reds a n d the b l u e s t e n d to w o r k 

against n o t w i t h e a c h other . T h e w h o l e d y n a m i c c o m p l e x o f 

v e r b a l b e h a v i o u r a n d v e r b a l e x p r e s s i o n d o e s n o t p r o d u c e a 

c o m p r e h e n s i v e v i s i o n i n W h i t e ' s m o s t a m b i t i o u s t r e a t m e n t o f 

the artist 's w o r l d . 

N O T E S 

i T h e connection between Delacroix and Redon is not arbitrary, or based solely o n 
Redon's connection with The Eye of the Storm. In her commentary o n the first o f two 
pastels of A p o l l o that appear in Odilon Redon: Pastels, Roseline Bacou states: " F r o m 
1905 o n , R e d o n favoured the theme of Apollo's chariot, whose wide-ranging, 
symbolic significance he had analyzed in 1878 in a reflection o n Delacroix s 
treatment of it on the ceiling of the Gallery o f A p o l l o in the Louvre: 'This is the 
work he made in the fullness of his talent a n d power. What is its great expression, 
its most important characteristic? It is the joy o f full daylight opposed to the 
sadness o f night and shadows, like the happiness of feeling better after great 
distress' ( To Myself p. 145) " ( 150). In her commentary o n the second of the two, 
Bacou points out that this chariot picture shows A p o l l o "exorcising darkness, a n d 
giving birth to light" (152). T h e literary equivalent, in the hands of White, is to be 
found in the symbolism of the "coherentvision" of the chariot and horses in Riders 
in the Chariot. 
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