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PREFACE 

The preparati on of a thesis can be e njo yabl e eve n 

while it is difficult. The di sco very of th e e ss ay s o f H. M. 

Tomlinson has been a r ewarding experience. I o ffe r my 

sincere appre ci ati on to Dr . Au trey Nell Wiley, wh o su gge st ed 

the es s ay s as a subject f or examinati on and wh o a ssumed 

t ha t this thesis could and woul d be writte n . I could not 

fail when behind me were kindne ss , und ersta nding, inspirati on, 

en cour agement, a nd be l ief. Dr. Wiley ha s been all o f these 

to me . 

Other s have c ontribute d t o th e c onsumm ati on o f this 

exper ienc e. My husband be l ieved in me and e ncou raged me 

with his lov e a nd un der st anding. My chi l dren--Barbara, Al ice , 

and Michael--were patient and l oving; th ey helped more th an 

they will ever kn ow. Dr . Constance Beac h, with g oo d humor 

and much pati ence , a ssist ed in the fi nal preparati on o f the 

manuscript. Dr . Gl ady s Ma dd o cks s erved on my comm ittee. 

An ne Guyn es Wear as sist ed with pr oo fread ing. To them I offer 

my sinc ere " Than k you. " 
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______ .;.__ __ •••••••u---------------------
The Last of Tomlinson 

THE TRUMPET - SHALL SOUND. By 
H.M. Tomlinson. 239 pages. Ran
dom House . $3.50. 

This, the author says himself, will be 
the last novel of Henry Major Tomlinson, 
84, the gnarled weathered Londoner 
who grew up among the city's docks 
and in 1912 wrote "The Sea and the 
Jungle," an account of an Atlantic and 
Amazon voyage which is recogn ;zed as 
a modern English masterpiece. \ ·. 'hether 
"The Trumpet Shall Sound" proves to be 
his last novel or not, it has the tone 
of a last testament, and a 
moving testamen t it is. 

,,,.hony and his daughter escape the 
· _ but after a visit to the war front Sir 

y dies, and the girl's mind is all 
unhinged by the complex events. 

1'us 11eheme of things allows Tomlinson 
to M)()k squarely at the terror of total war, 
to ask the fundamental questions about 
it. Hb answers are anything but facile or 
everi definite, but he suggests a great 
working out of the pattern which the 
Greeks knew as hubris ( "wanton arro
gance .. . insolent disregard of moral 
laws") which, so the Greeks thought, was 
bound to meet with re tribution. "We do 
know that Hitler was seen to caper, 
when the message was handed to him 
that France would surrender. Victory! 

holding the gilt pocket ampliJler out be
fore him. Yet he is like a sprig of green: 
His blue eyes, his puffing pipe, aod his 
chuckles bring spring into the room. 
"We11 be down to Dorset soon: he said. 
"The Thomas Hardy country. We look 
from the top of a cliff across Lime Bay. 
To the southwest the first port of call is 
the Bermudas." 

He spoke of his latest journalistic as
signment (in his younger days he was 
a fine World War I correspondent). At 
80 he had covered Queen Elizabeth's 
coronation for a Canadian newspaper 
group. "I got up at 5:30 that morning," 
he said. "At 7 that evening I came back 
and started writing. By 1 a.m. I was 

finished and the messenger 
came and collected 3,000 

Tomlinson has often been 
compared with Conrad, and 
it is true tha t both are great 
writers of the sea. But each , 
in his own wav, is also an 
illuminated stt;clent of the 
human spiri t. Conrad ex
celled in powerful stories 
which exhibit the spirit in 
stress, struggles o~ con
science, and lonely Forti 
tude. Tom linso11 is 11ot a11 
011tsta11 ding storv te ll er ( l1i s 
lwsl works .ll'l' his travel 
writi 11 gs, long or short). But 
hf' has :111 C)-. lraordinary ca
p:1ci t y to t·voke thf' sens uous 
IH' a11 t) ' of the world and its 
cm;111atirn 1s of· lllyslery, t<i 
raisl' th e qnes tio 11 . as lw puts 
it , of "first :111d last thi11gs, 
appearan c<' ,\lid reality. '" 

(' I Was Rich ... I Had the Bible' words. All right, I think, for 
an old man." 

llis new 11ovcl is about a11 
English fam il~- i11 their 
lovch- Surrey home durill g 
tlw portentous last rnonth , 
of the last war. There is Sir 
An th olly Cale . an important 
govern ment figure, his se
renely strong w ife, his 
poetic son who wants to Cll
list but has been injured ill 
bombing rescue work and is 
nwdically rejected. T here is 
also a daughter anguished 
by the wartime world , and a sage, dis
illusioned un cle with a medical past and 
a scholarly present. 

Fears: In a dcceptiv<'ly blithe man
ner, Tomlinsoll introduces the:;e people 
in their pastoral setting, rich with light 
and leafage alld lake water. Then he re
veals their fears and q 11cstioning under 
the droning skies of tlw 1\'azi blitz. In 
the course of Cale famih c\·ents, a pass
ing sailor delivers hirn ,, ·11 of two signifi
cant yarns. Eventually Tnmlinson bring, 
the hlitz, in the form of .1 b111.L bomb, to 
the Cales' beloved borne . J'h,-· place is 
ruined, Lach Cale ,rnd \ · 1 ,c-1, · :\' ick arc 
killed outright . and th e , ,,., " ,, ·\·ereh 
shocked and lie, a long ti,11, · :,, ,. coma . 
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Author'11 .Job: "But re
porting is direct observa
tion," he went on. "It's a 
rapid impressionist painting. 
In a novel, on the ,lther 
hand , you're looking for 
exact symbols tu portrav the 
idea. 'The Trumpet Shall 
Sound' [s t'c rc\·iew I took 
t\\'O years of hard writ
ing, and th:tt dn<>m't in
clude, of course, t I ,e tho ught 
bC'forchancl. It was re
written six times during t.he 
notebook stage. I was al
ways trying to stay as sh ort 
as possible. I don't believe 
in these huge hooks, in 
leaving the choice of epi
sodes to the reader- that's 
the author's job .". 

He exhibited a red note
book which had a penciled 
note on its iusi<le cover : 

('11mera PrOS!t 

"Firs t manuscript of 'The 
Trumpet Shall Sound' is 
somewhere in cottage cup
board under the stairs." He 
explained the note: "Oh, 
the trumpet will sound for 
me someday soon , so I stuck 
that there in case someone 

T omlinson: S tyle mixed with old wisd oms 

He dallcecl. Nobody noticed that the 
immediate happy activity of his legs was 
very like th e spasmodic flexions of limbs 
dangling from a gallows ." 
~Summing Up: Somber statement of a 
literary elder st.ttr-sman. 

VISIT WITH THE AUTHOR 

H enry Major Tomli11so11. the niyager 
who wrott' such masterly sea literatu re 
as "Tidcmarks" and "The Foreshore of 
England,'" 11011· lives \\'ith his \\'ife in a 
ti11y thircl-Aoor London Aat. There he sat 
last week and looked ou t on the budding 
,hruhbery of St. l'der's Sq11ar<'. Tlw 8-l 
,, ., r-old \\'riter uses a hc,1ri11g aicl, often 

waHts the manuscript and 
I'm not around to tell them where it is." 
H e tapped lightly on the edge of his 
chair. "What is reality? How can we sort 
mere appearances from truth? I don't 
know." His blue eves wa tered a bit. 
He went on: "Reality is beyond us ; it's 
an ephemeral something th ,t t's there 
when we're gone. At best, fo1 1hc living, 
it's thl' undPrstanding that the1 .· 1s no 
fi1 1,tl understanding." 

lli«•h Ho~·: H e talk<:'d of the ~( · , n,d 
of sea bnnks . "There's 11<1 book like ' \\ ,, !)\· 
Dick .' It 's-as Conrad said- nut of .1il 
soundings. I \\ as p11t olI by the titl e of 
'The Cruel Sea.' The se,1 isn 't cruel. It's 
just tlw sea. ·You might as 11·<:' II sav tl1 e ;i ir 
is cnwl if it lets \ ou fall dcJ\nl ,Yhcn ~·ou 
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CHAPTER I 

THE FORMATIVE YE ARS 

Little i s rep ort ed ab out the life of He nry Maj or 

Tomlinson bey ond the fac ts of hi s birth in 1873, in Poplar, 

a s ecti on of the shipping area a long Lond on River, and of 

his death on February 5, 1958. This paucity of bi ographi

cal informati on is due, no d ou bt, t o the recency o f his 

dea t h. Bwc ause there has no t been en ough t ime since his 

death f or a bi ographer to collect and arra nge materials 

ab out him, I have culled fr om his wo rk s such aut obiorgaphi

cal references a s a bi ographer might use t o supplement hi s 

factua l acc ount. Materi a l f or this chapter c omes princi 

pa ll y fr om two sources: A Ming l ed Yarn, a c oll ecti on in 

whi c h the fir st e ss ay, ''A Mingled Yarn," is Toml in so n 's o wn 

ac cou nt o f his early years; and London River, a c o llection 

of writings in which " Fo resh ore " and "A Shipping Pari sh" 

depict Po plar as it was in the day s of Toml in son's gr owing 

up. All Tomlinson's e ss ay s, h owever, reveal something of 

th e life of their author ; so additi onal inf ormation has 

been taken fr om them as well. 

We can ma ke two observati ons ab out Tomlin so n : He 

loved reading and kn owledge; he was fascinated by the sea 

1 



and fa r - off pl ace s . Enc ompas s ing both the s e attitude s i s 

the quotati o n fr om "Expl orati on": "The right goo d boo k i s 

always a boo k of tra vel; it is about life' s j ourney. " 1 

An other , equa l ly inc l usive, c omes from " Hi nts f or Those 

Ab out to Travel": " My j ourney s have all bee n the fault of 

boo k s . " 2 Alth ough Tomlins on wr ote much that i s no t c on

cerned with travel or boo ks, he wr ote much that i s . The 

title s o f many of the published e s says suggest a world 

bey ond, a wor l d we reach by travel, either actual o r imag-

inary: " Expl orati on," "South t o Cadiz," " Outward Bound," 

"The Turn o f the Tide, " "The Wreck ," "The Afri can Coast. " 

Other tit l es indicate his c o ncern with kn owl edge and 

writing : " The Art of Writing ," "The Road t o Conc ord ," 

" Th e M o d e r n M i n d , " "Au t h o r s a n d So 1 d i e r s , " " Ba r b e 11 i o n , '' 

" The Po wer o f Boo k s . " We kn ow, t oo, that b oo ks and travel 

fa s cinated him th ro ugh out hi s life. " The Power o f Boo ks" 

wa s pu b l i s hed in 1947 when he was seventy-f our yearso ld; 

" Af t er Fifty Year s , " the acc ount of the " Go lde n Wedding 

v oyage " he t oo k with his wife t o Sicily , was published in 

1950 when he wa s seventy-seven. The c oncern and the dream 

had neither vani s hed nor gr own dim with age . 

1A Mingled Yarn (New York: Bobb s - Merrill Company, 
Inc., 1953 ) , p . 118. 

2The Face of the Earth (New York: Bobb s-Merrill 
Company, Inc.~50),p. 49. 
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In »Ex p lor a tion," an e ss ay pu b l i shed i n 1927, 

Tom lin son s ay s: 

F i rst a nd last a po et may write on l y o f himself. 
The world exists b ecause he se es it . That c an be a ll 
he knows ab out it. Wh at then is he ? For the validity 
of t he world de pe nd s on the kind of a man he is. 3 

3 

The word " poet," a s it i s use d i n this qu otati on, refer s t o 

any writer, f or Tomlinson uses it while writi ng o f Melville 

and Swi f t and Dou ghty. He fee ls the poet is a "seer . 

the c onsummation and rea lit y. " 4 Used thus, "poet " should 

a pply to Tomlinson a s it d oes to any writer. I f the p oet , 

th en, wri tes only o f himself, his word s mu st reveal himsel f. 

In order to know t he poet and to re spon d t o h im, the r eader 

should kn ow something of him, som ething of the influences 

which ha v e acted upon him a nd of th e reacti ons of th e poet 

to those influe nc e s. 

It is no t my pu rp os e in this paper to discuss at 

len g th the in f luences which worked upon Tomlinso n , but it 

-is necessary that we kn ow some th ing of them in order that 

we may understand the f orces a t work withi n him that created 

the man and mou lded the style th at is unmistakably H. M. T. 

The ensuing sh ort bi ographica l s ketch i s ba s ed upon what 

he revea ls in his writings , what se ems t o be a uto bi ographi

cally si gnificant , f or in hi s writing s he revea l ed the worl d 

a s he knew it and a s it affected him. 

3A Mingl ed Yarn, p. 119. 

4 lb i d. 
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Around Toml in so n a s he grew and played were the top

masts of s ai l i ng ve ss els of the East India Company, f o r his 

boyh oo d wa s in the days be f ore st eam had sup p l anted s a il. 

The t a l l masts t owered ab ove the dark war eh ous e wa l l, marki ng 

Lond on River, t he river th at l ed to the wor ld, th e river of 

which Tomlin so n wr ote: 

The ebb and f low of Lon d o n River kept a ll our fr i end s 
and neighb ors meeting it s exacti ons in som e way or 
ot her , bringi ng s ome home again fr om the f oreign at 
high water, and as the f lo w turned s eaward , t aki ng 
oth er s away f or we seldom knew where , perha ps f o r 
years. 5 

Carg oe s came up the river fr om a ll ov er the wor ld, a nd a s 

they mov ed f rom ships to wareh ous es an d to the re st o f London 

and En gl a nd, they told stor ie s of the l a nds bey ond th e rim 

of sp a rs . The names of th e s hi ps doc ked there wer e a s 

exciting a s the cli ppe rs which bore the name s were beauti-

fu l. Many were names of class ica l a ncestry : Obe ron, 

He rmi one , Eut er pe , Therm op ylae; a ll were rhythmi c a l a nd 

·mus i ca l. The st a rs by which the ships were st ee red s h one 

over Po plar , too; and Ori on and the Great Bear were g uide s 

f or those wh o mu st st ay at h ome, yet wh os e th ou ghts wou ld 

trave l wi th th e wind and the tide. All these -- th e ships , 

the stars, t he music--surr ounded the boy a s he grew up . We 

kn ow thi s wa s so because he tells u s so, sometimes in a 

passage o f r eminiscence, sometimes in a s entence e ss ay that 

supp orts a th ou ght far rem oved fr om the d ock s o f Po p lar. 

5 ,.A Mingled Yarn, " A Mingled Yarn, p . 2. 
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Toml in son's maternal grandmother, wh o had el oped with 

a gunner in t he Navy, wa s the daughter of an officer in the 

East India Company. His mother, the daughter o f the ma s ter 

gunner, k new stories of the sea as she knew the sea it s e l f , 

f or she had s ai l ed with her fathe r when he wa s ordered t o 

new st ati ons. His father worked on the West Indi a docks 

and had many tales t o tell o f the cargoes fr om the ships that 

sailed fr om th e we st to th e Por t o f Londo n. " One day, father 

told us, he had s een two musk oxen walk a sh ore fr om a sh ip 

out of the Arctic , a nd he described the fab ul ous creatures, 

a nd the white l and in which they were f ound, in grim humour ; 

f or Po plar, we had t o kn ow, was mor e pleasantly situated."6 

The children knew sai lo r s, and heard st ories fr om the s ea

men themselves o f the lands far away. They wandered a lon g 

the d ocks, pa st the do o rways int o th e gr eat wareh ouses. 

They s aw " the hillocks of c o c onuts a nd hogsheads o f sugar 

on the quays o f the docks. 11 7 They smelled the sp ice s, th e 

wi ne s, the wool, th e hide s, the mola ss es wh i ch some times 

spilled ov er the stones fr om a br ok en ca s k, molasses they 

could smell b ut wh ich they were f orbidden to touch al though 

it had been thr own away. Small wonder that tablet alk f o r 

the young Tomlinsons wa s of "s ea c ommerce, its pol ity, 

meth ods, rewards, a nd a ccidents . 0 8 

6 Ibid. , p. 3. 

7Ibid., p. 2. 

8Ibid . 
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Hi s paternal gra ndfather wa s a co oper , a builder of 

cask s f or the trade that pa ss ed through the d oc k s . Wh ere he 

lived in Popl ar were s ma l l gardens and c ottages with gra pe

vines c overing t heir f ronts. Each year Tomlins on's grand

mot her fill e d a ca sk with th e wine that sh e made fr om the 

gra pes t here. When Tom linson wa s a child , thi s part o f 

Po plar was not t oo far fr om the c ountry, and the children 

knew of sky and grass and trees and grainfie l ds a nd cattle 

a s well as o f d oc k s and sh ips. There was the "i mme nsi ty o f 

trees, th e loss of sk y, the cl os ed vi s ta s, and s ilence" 9 t o 

be f ou nd in Epping For e st . Tomlin so n wa s awa r e o f nat ure 

in his early yea rs . 

Quit e early, Tomlinson went t o a school directed by 

the London Sch oo l Board. There was no nons en s e in th i s 

sc hool, no preoccupati on with extra-curricu l ar ac tivit ie s . 

Boy s were eager t o le arn t o read, and did , and pa ss ed a lon g 

the ex c i t ement t hey f ound in boo ks. The ma s ter s were st ern 

men , but just, c o ncerned that the boy s le arn t o read and t o 

write and " even to spell c orrectly," Tomlin so n add s, " when 

not f orgetful in our attempt s at what wa s called English 

Comp os iti on. " 10 Ge ography, b otany, and h um an ph y sio l ogy were 

al so t aught , and the masters in s i s ted up on a pp lic ati o n. No 

child pa sse d thr ough the Lond o n Sc h ool Board Schools wh o 

9 lb id. 

lOibid., p. 13. 



c oul d not r ead ; no ch il d l ef t sch oo l wi th out kn owing s ome 

t hi ng of t he worl d and o f h i msel f. 

The r e wa s ot her ed uc a t i on f or Tomlins on in th os e 

ear l y day s , le arning not of a f orma l kind. Hi s fath e r " wa s 

a s ma l l de l icate man, ea s ily moved t o laughter , wi t h a n 

in cl inati on t o st udie s he wa s unab l e t o pur s ue a s he 

de s i r ed. 11 11 A l ove of l earning and a sense of h umo r seem 

t o be a heritage fr om hi s father. A we ekly new s paper, 

Ll oy d 's Week ly New s, which came t o th e Tomlin son hous e, 

br ou gh t to the boy hi s 

7 

. ear l ie s t d oubt that the t ruth may not be i n t h e 
ap pea r a n ce o f t hings ; t h a t a fe l l ow may be mi st aken 
t h ough he be rej o icing. The vict ory of Tel-e l - Kebir 
wa s rep orted [ in that paper ) and Sir Garne t Wols ey wa s 
the her o o f i t. I fe l t, that Sunday morni ng , wi l d 
su r mi s e a s fr om high gr ound , and wa s pu zzl ed when 
fa t her , a si de t o mot her , no t only s howed no deli ght, 
b ut wa s st e r n l y c ri t ica l o f something whic h mea n t 
not hi ng to me. Moo nlit charge s over the d e s e rt , s abre s 
bus y , we r e not i n h is l ine. He was on e of thos e wh o 
be f or eh a nd , a nd cooll y , want t o hear t h e r ea son why . 

. He defe rr ed to a ut ho rity b ut not unless h e fe l t 
l i ke i t, f or h e wa s a s strict ove r a ma tt e r of pr i n 
c i pl e a s a no t h er would be ov er the rig ht inh e r e nt in 
pr op e rt y. 12 

The at t i tud e s of hi s fa t her appear in Tomli nson's writin g , 

parti cu lar l y i n t ha t which tr e ats of mo ra l issu e s . 

There were boo k s and mu s ic in the Toml in so n h ome, 

not many boo k s, no fine mu s ic a l in s trumen ts f o r ma k i ng mu s ic , 

but boo k s and mu s ic of quality that remain e d with Tomlin so n 

11 I bid. , p. 3. 

12Ibid. , p. 7. 



all his l ife. There was "an od d assortment of books," he 

says , "from Cook 's voyages t o Art emu s Ward, but the Bib le 

comes first and wa s the most read. It wa s read o f an 

evening, each of us pi p ing u p in turn from the chapters 

under revie w. 11 13 Hi s mother read the Fami ly Herald and 

Dicken s, c ommending Dickens to her son, and that author he 

knew at an ear l y age. For music there was his father's 

old fa shioned harm onium. The father, eager f or his chil

dren to learn mus ic , prepared an instruction boo k o f grad

uated exercises f o r Tomlinson and his brother t o use. 

Tom lins on was never able to pl ay the instrument, a lthou gh 

his younger brother did, but he never tired of listening 

as his fa ther or the br other played. He le ar ned Ba ch, 

8 

Mozart, Hayden , and Handel because his father " adapted to 

hi s ol d harm o nium fr om the great ones some measures and 

harm onies t hat he lo ved, Handel in particular. 111 4 Greene's 

chapel, th e church where the Tomlinson fami ly attended, 

had an organ of fu ll range. Toml ins on remembered his 

father taking a f riend, "o f a sec t s tricter tha n his own, 

wh o th ought a music al instrument in God ' s hou se was an 

intrus i on of the devil, " 15 to hear the Mes si ah. 

When they came out into the night again, majesty still 
echoing, the stern die-hard was asked what he thought 

13 Ibid. , p. 8. 

14 Ibid., p . 9. 

15 Ibid. 



of it. He had been affe cted, it appear s, yet wa s 
grudging . He owned that he had been moved, but 
quickly recovered himself, and decided that, after a ll, 
he would wait till he heard the mu s ic of Heaven. "You 
haven 't g o t to wait," fa the r told him , "you have ju st 
heard it." 16 

9 

Anot her principle of li fe influenced young Tomlins on, 

as i t did no d ou bt most of the children of Po plar ; it was the 

lesson that a fellow must either swim, a nd keep it 
up f ul l stroke with out pause against the str eam, or sin k. 
This, I understood, was what you must face, though you 
might not have the str e ngth f or it. It was not imp o s
sible, h owever, if it was not ea sy. Som e got through 
a nd oth er s did not. . the e l ement s did not care what 
ha ppened to you. And there was no alternati v e. 
There was i n the e nd, onl y the Workhouse, a thought s o 
shocking that it was a l most bracing. To most o f the 
pe op l e i n that pl ace it was the l ast ref uge , this side 
the grave, f or such as they were, when down and ou t, and 
i t was wor se, much wors e, than the threat of death. 
Fai lur e we knew, f or it was c ommo n, then a s no w, yet 
one could try agai n , if alive af ter downfa ll; but that 
ot her was the penalty f o r fail ure ab solut e , hope gone. 
It was l ife 's brand of shame, of t en inflicted o n the 
worthy. 17 

The spectre o f the Wor kh ous e and the tenuous hold most o f 

Poplar had u pon a l iving ; the acquaintance with the s truggle 

of th e workers on th e docks and the sail ors on th e sh ips to 

secure impr ovements in wages and working conditions fr om the 

satisfied status-.9..!!.Q_ minded managers and owner sj th e questi on 

ing by his father o f government po licies a nd o f th e meaning 

and necessity of war; the burden of rearing th e family taken 

up by his mother without complaint upon the de ath o f the 

16 Ibid. 

17 Ibid. , p . 4. 
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father when Tomlin so n wa s only thirtee n--a l l the s e f o rm e d 

Toml in son and Toml i nso n' s attitude t oward life and s o ci e ty . 

The "N ob odie s " o f Popl ar and other d ock area s s tirre d h im ; 

he wa s part o f them. " Yet this is the reef t o which I am 

connected by ti ssu e and bon e. Cut the kind of a l ife y ou 

find in Poplar, and I must bleed. 1118 He must defend the 

Nob odies and ca l l d own the high and the mighty, the fal s e 

her oe s , wh o used them f or their own materiali s tic a d vance

ment. Hi s po litical belief s were Libera l , th os e o f l ate 

nineteenth century Liberalism. He be l ieved , o r at least 

h oped, it was pos sible t o fight dehumani z ing materia l pr og

re ss and greed by o pp osing t o it g oo d. 

Hi s fat h er worked on the West I ndia Do ck at a wag e 

that by " t oday ' s standard would no t s atisfy the keeper o f a 

d ogs' h ome f o r the brief care of a n ice greyh ou nd. . and , 

as he wa s exce ss ively c on s cienti o u s , hi s work di d n o t take 

lo ng to kl.11 h1·m. " 19 A th d h f h. f h T . t e eat o 1s at er, oml1n so n 

went t o work in an office o f manufacturer s a nd trader s , a 

hous e o f Scotsm en, where he learned t o kn ow and lov e Bur ns 

and Sc ot ti s h ver s e and sp eech. Some part of hi s work required 

t he pos ting o f name s o f ship s and o f the far- off place s whic h 

were their de s tinati ons. He went o n errand s d own t o the 

18 11 A Ship p ing Parish, " Lo nd o n River (New York: 
Alfred A. Kno pf, 1929), p . 47. 

19 11 A Mingled Yarn, " A Mingled Yarn, p. 3. 
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ships themselves. It was on on e o f these vi s it s that he 

found in a cabin, with a smell of teak and cheroots wh ich wa s 

f oreign, a paper-b ound c op y o f Ki p lin g ' s stories, printed in 

Ca lcut ta. Of this experience, he says, ttThat man's magic 

had me o n the first page. I can st ill feel it, th ough he 

can s hock, and even repel.tt 20 Another erra nd br ou ght him 

the offer of a berth on the Mulatt o Girl boun d f or Brazil. 

He refused the offer, but something happened t o him on the 

day of hi s refusal, something that became a part of him. 

In the evening hours, after his submission t o the confine

ment o f trade, he stud ie d geology, botany, zoology, even 

mineral ogy. He wa s onc e considered a s a possible ge ologist 

f or an expediti on to the Arctic. He was not ch os en, how-

e ver, f or it was feared he was t oo frail. Being passed over 

wa s a deep disappo intment to the youn g man wh o "had read 

nearly all that had been writt e n in English o f the magnetic 

nort h. tt 2l 

Soo n after he wa s empl oyed in the office of the 

Scott ish manu fa ctur er s and traders, he s aw the other dutiful 

y oun g men st and up to the principals of the office, "aristo

crats, big men, of a sev ere and haughty mein, " 22 and refu se 

to work because Hogmany had not bee n declared a holiday. He 

2oibid., p. 19. 

21Ibid., p. 20. 

22Ibid., p. 18. 



watched on e day "a st raggling column of r ou gh ch aracte rs 

marching west from the ea st durin g a dock str ike, o f 1889 

f or s ixpence an hou r, if work was to be had. 1123 These 

12 

inci den ts and ot hers of rev ol t against privilege created 

memories that were "affecting, irrational, sentimental, and 

decisive."2 4 He stayed in this o ffice of c ommerce lon ger 

than he had p l anned, but all that happened wa s adding to 

the shaping o f the man and his pr os e. 

After he l eft the ship ping of fice, by mutual c ons ent, 

he f ou nd a place on the Morning Leader. He had tried Fleet 

Street , 

. where all the doors were shut- -f or I had tried 
them--thinking of the next move . There can be fru stra
tion in practising the art o f writing f or a public 
j ~urn a l if one ha s not c om e d own fr om Oxford or 
Ca mbridge; a nd it sh ould be expected. Wh at has on e to 
show o f the immediately recognized authentic ? I c ould 
onl y claim that I had contributed trifle s t o a half
penn y radica l newspaper. Yet what of that ? An d what 
did it matter that they were si g ned, when one ' s name 
means noth ing ? 25 

Hi s writing f o r t he paper br ought a freed om of s pirit he had 

not kn own before. He was soon at sea, literally, with a fle t 

of trawlers on the Dogger Bank, and s oo n afte r with the Navy 

on maneuvers. Hi s journeys t o sea and int o the world o f 

write rs had begun. As a j ournalist he travelled to South 

23Ibid. 

24 Ibid., p. 19. 

2Slbid., p . 23. 
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Ame rica, along th e Mediterra nean a nd Atl a ntic coasts o f 

Africa, a nd to the Dutch Ea st Indies. From thes e tr ave ls 

came much of the writi ng f or which he is be st known--th e 

colorful, descriptive, re f lec tive essay . As a war corre

spondent in France duri ng World War I, he wr ot e often o f 

the Nobodies, of th e hypocrisy of th e war , of the s acrifice 

of the l ittle man on th e battlefield to the gods o f pol iti

cal a nd ec o nom ic expediency. His soul wa s distu rbed by the 

f oulness of war which could take fr om th ose wh o had so 

little--with o nly th eir l i v e s t o gi ve--t o bolst er tho s e 

wh o a lready had so much--with a ll their money a nd po wer. 

He c ou ld not f orget as he wr ot e th a t pe opl e are souls a lon e , 

a ll i n their s ingleness o f a worth and a va lu e , wh o must 

not be d ebas ed. In his writing he did not , he c ou ld not , 

a nd he would not c orrupt truth f or the sake o f a fa lse but 

popular g o a l . He wa s the li tt l e ma n expres sing a ll the 

hope a nd despair of the l i ttl e pe ople, ferv e ntl y and 

movingly. 

Boo ks, a ll kind s o f b oo ks, se em t o have been a part 

of Toml in son. "I was a l ways glad to los e my s elf in a g oo d 

st ory , ye t my c los e st attenti on , when a you th, went to 

natural hist o ry and b oo ks of trave l . " 26 He read Alice in 

Wonderland and Figuier ' s Wo rld Bef ore the De lu ge when he wa s 

nine year s ol d, a nd he f ou nd nothing in Alice more wonder f ul 

26 Ibid., p. 20 . 
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than the wonders in World Bef or e the De luge. Ea rly, too, he 

read parts of Kinglakes's Hi story of the Wa r in the Crimea. 

The ideas of war he gathered from the Hi story were to change 

during his stint as a war correspondent in France. Long 

passages fr om Sha ke speare, the verses of Scott, numbers of 

the Psalms were his, f or he memorized them in the upper 

elementary sch oo l. He read the tales of Steven so n when 

they appeared serially. He was st il l a boy when he "wa s 

goin g upward through Sartor Resartus. That was a stif f and 

exciting climb, giving br oad surv ey s o f t he fami liar as 

though a new day had come over the sc ene of life."2 7 A 

fe w years later, he says, he f ound " warrent" f or his "respect 

f or Carlyle in Emerson and Th oreau, and in Whitman with his 

'stars at night and the thou ght o f Carlyle dying. '"28 In 

the early days of his employm ent , he read Aurora Leigh, in 

a two-penny copy, a s he jogged al ong t oward h ome on the two

horse tram after his work was finished at six o'cloc k. He 

felt that the "S eventh Boo k of it is a better av owal of 

the purp ose of art than all the apol ogetics I have read o f 

ar t f or the bare sake of it. . A common bu s h i s never 

afi re with God, these days, as it used to be f or Mrs. 

Br owning, and so i s less ridiculous. " 29 He wrote a review 

27Ibid., p. 6 . 

28Ibid. 

29rbid., p. 22. 
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of one of Conrad's novels, and he felt that You th wa s one of 

the finest short narratives in the l a nguage. As a young 

journalist he discovered Moby Dick, a novel he felt to be 

superbly written, a novel of which in later years he s aid , 

"I have no doubt Moby Dick goes into that small company of 

extravagant and generative works which make other writers 

fertile."30 Something of all of these aut hors and works 

--idea, form , or style --t ouched or influenced him. 

The scope of this paper d oes not permit further 

expos iti on of the i nfluence o f literary fig ures upon 

Tomlinson and his writing, o f his relations with contem

porary literary fig ures, of hi s opinions and evaluati ons of 

literary figures and their writings. A fruitfu l field f or 

further investiation and study seems apparent here. 

But Tomlinson's reading was not confined to boo ks . 

He read and studied map s and sea c ha rts and lithographs of 

fa mous sailing ships, the stars and constellati ons as they 

sailed ov er Po plar, and the spars on London River as they 

r ose ab out and ab ove the d ocks of his shipping parish. He 

studied the wind ows of the shop marked by the picture of a 

s ai ling ship, the compasses, pat e nt logs, sounding-machi nes, 

signalling gear. He haunted the s helve s where books of a ll 

ki nds " f or the eyes of s ail o rs"31 were sorted by chance: 

3 o .. On the Chesil Bank ," The~ of the Eart h, p. 115. 

31 " The Foreshore," London River, p. 14. 
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Castaway Q.!!._ the Auckland Islands, Typee, Knots and Splices, 

~ Your Own Ship, the South Pacific Direct o ry. He studied 

log books o f ships home fr om the sea, journa ls o f trade that 

posted the name s of ships, their cargoes, and their destina

tions, and Lloyd's Register 21. Shipping, that fabul o us listing 

of adventure around the world. 

Reading and London River all around him, kn owledge 

and far-off place s always seeking his attenti on --the s e were 

the influences o f Tomlinson's early life that f ormed the man 

and shaped his prose. 



CHAPTER II 

THE CRI T IC 

Al t hou gh Tomli nso n s ee ms t o write eff ort l e ss ly, 

sometime s a lmos t a rtl e ssl y , he has expended eff or t and care 

in composition . I n what we may regard a s ap pr ox imating 

a s ide s , he comme nt s on the writer, the writer 's genre s, the 

writer 's cra f t, the practiti oner s of the cra ft , and critics. 

He not e s wha t must be t he ba s is f or sou nd writing, and what 

g oo d writing s h ould do. He refer s t o t y pes of cr ea tiv e 

wr iting . He di scuss e s j our na l i s m in magazine s and new s 

pap ers . He be com e s the critic with words f o r an d ab ou t 

crit i cs. 

Tom lin so n be l ieves, fir st , that the wri t er o f pr os e 

must have a talent f or words, becau s e word s are i mp ortant . 

In "The Failur e, " he pre s en ts a sc holarly ma s ter reminiscing 

ab out a r evered f or mer headma s ter : "T he fact is, I s upp os e, 

he wok e us up t o the impor tance of word s, ordi nary word s . 

If word s d idn ' t fit th e fact s they wer e bad. They might 

l ead pe op l e a s tray. 11 1 He s ay s in an other plac e, ho wever, 

that "r ightne ss i s exempt fr om the difficulties of intrigue. 

Th ough we may be a ss ured that in the beginning wa s the 

lA Mi ng le d Yarn, p. 115 . 
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creative word, even now the va l ue is a s baffling to exact 

description as the inn ocence o f a child , or as faith in 

moral order."2 Words whi ch cre ate are 

. exactly the same as those words which do not. 
They might be uttered by a child or a seaman . 
A man will be telling his tale when suddenly luck 
touches him, and then . . hi s words take o n a 
meaning th at is startling if hard t o define; they have 
another impact and a li ght which does not bel o ng to 
them.3 

18 

This light is "n ot a trick, so it cannot be learned." 4 

Unfortunately, too, "th e light g oes out if y ou f oo l with it. ,. 5 

Nor is the secr et o f good writing in the sent ence 

form: "Th e effect is not translated by arranging in or der 

a number of se ntence s."6 It is the indefinable somethin g , 

the something we can only call talent that turns words and 

ideas int o creative writing. "The be st writing ," Tomlinson 

adm onishes the reader, " must come o f a gift f o r making magic 

out o f what are but common commodities t o us, and that gift 

is not distributed by the gener ous gods fr om barr ows which 

2" The Power of Books," Atlantic Monthly, CLXXX 
(December, 1947), 116. 

3H. M. Tom lins on (ed), Preface, Great Sea Stories o f 
Al l Nati o ns (Barden City, New York : Doubleday~oran and 
Comp any, Inc., 193 0), p. xiv. 

4 Ibid. 

5 H. M. Tomlinson, " El Grec o , " South to Cody (New 
York: Harper and Brothers, 1934), p. 65. 

6Tomlins on, Pre fa ce, Great Sea Stor ie s, p. xiv. 
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g o t he r oun d s o f t he neighb or hoo d s where babie s are b or n, a s 

are fai t h, hope , and cred ul i t y . " 7 It is , mor eov er, imp oss i ble 

to f or c e t hi s ind e finab le some thing; goo d wr i ti ng cannot be 

f orced. Be st-s e l ler s may be written on an e ight-t o-f our 

schedu l e ; ye t su ch a sc hedu l e a lo ne cann ot pr oduce g ood 

wri t ing . Goo d writi ng ha s .c om e fr om th os e pre ss ed f o r t ime 

and pre sse d by e co nom ic needs, but neither the nece ss ity of 

pr odu ct i on nor the de s ire t o create ha s a lo ne fa s hi o ned t he 

pie c e . Some other c om ponent is needed. The mind , t he s pirit, 

mu st be ope r a t ive . In " The Art o f Writing ," Tomlin so n t e l ls 

a st ory o f his own s truggle f or creati on . The c ompul s i on 

fr om wi t h out --the edit or ' s te l egraphed reminder--wa s t here ; 

t he s ubjec t matter was ch osen--again, the edit or 's te l egram; 

the " lucky " piece s a ll were arranged; the writing t ool s-

pens, pa per--we re a t ha nd; bu t t he word s were gon e. An d no 

am ou nt o f s ear ch ing ca lle d them back. 

I rai s ed my v oi c e , ca l ling d own the hollo w, d ust y , and 
unfurni s hed s pace s of my mind , summoning my serva nt s, 
my c areful ly chos e n but l azy and wilful s taff o f words , 
to my imm ediate aid. But there wa s no an s wer; only 
t he c obweb s mo ved t here , th ough I th ough t I heard a 
fain t buzzing , wh i ch might have been a b lo w-f l y. No 
d oub t my staff--sma l l blame t o them--were dreaming 
somewhere in the s un , di s per s ed over s evera l seas and 
c ontinents.8 

And then something hap pened, s om e s ecret unl ocking of the 

re serves o f the mind, and the words began t o take their 

7 "P r o se Writing ," Waiting f or Day l ight (Lond o n : 
Cas s e l l and Com pany, Ltd., 1922 ) , p . 4 2. 

8 " The Art o f Writing, " Old Junk (New York: Al fred 
A. Kn opf, 1923), p. 94. 
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ordered places. I t i s the secret something, the magic of 

ta le nt, that succeeds where f orce cann ot. Perhaps the magic 

i s imaginati on , f or " a s soo n as imaginati on begins to sp ort 

with our language, then ou r words that were familiar seem 

strange; their imp ort s eems different; y ou cannot quite se e 

through them. They s uggest something bey ond. " 9 

However , thi s concern f or talent do e s not indicate 

that talent is the on e and all o f c omp os iti on. Tom linson 

a ssum e s, and so states in s everal place s, that t he g oo d 

writer i s equipped to write g oo d sol id pr ose. The equipment, 

he fee ls, should be acquired early in life. "Children, of 

c ours e , s h ou ld be taught t o expre ss themse l ve s in writing, 

and s imply, lucidly, and with sinc erity ,"lO he s tate s in 

"P r os e Writing." He sugg e sts in "A Min gled Yarn" that goo d 

f orm and dic t i on may be the result of reading al oud g oo d 

writing , particularly t he Bible. 

They [t he Vict or ian s] were slower, reading by ear as 
we ll a s by s ight. A practice not unusual then in house 
h ol d s, and I have menti o ned it, was that of a cc ust oming 
the v o ice to the rhythm and cadence of Biblical prose; 
and that may acc ou nt f or the dignity even hu mble reader s 
in t he pa s t accep t ed a s pr op er t o Engli s h dicti o n. 11 

Not a l l children could go to school, but in London there 

were schools under the directi on o f the Lo nd on Sc hoo l Board 

9 " 0n the Chesil Bank, " The Face tl the Earth, p. 116. 

10waiting f or Day l ight , p . 41. 

11 A Mingled Yarn, p. 10. 



for the poorer pe ople, t o wh om Tomlins on bel onged, and 

reading wa s a treasured accomplishment. Recallin g those 

days, Tom lins on says in "A Mingled Yarn ,""~ never met 

an ot her y ou ng s ter who c ou ld no t read." 12 Early in life, 

by the beginning of their teens, schoolboys were reading 

in the be st l iterature of the language. "Still, by the 

2 1 

age of thirteen we knew Julius Cae s ar and the Merchant tl 

Venice by heart , furl on gs o f Scott's narrative ver s e, and a 

number o f the Songs of the Ps almist." 13 Masters were dis-

ciplinarians, demanding and accepting only the best. Stu -

dents learned to read, and t o write pr os e that no doubt 

was in most instances simple, lucid, and sinc ere. 

such a ba s is a g oo d pr os e s tyle c ould be built. 

Up on 

To a ta l ent f or creating with words up on a ba se of 

simple, luci d and sincere style, Tomlins on add s an other 

matter . I n "P r os e Wr iting " we find these words : "T he fir st 

thing expec t ed o f any literary expressi on is that it s hould 

be faithful to what is in the mind." 14 In thi s pa ss age 

Tomlin so n po int s t o a recurring theme o f his-- som ething to 

s ay t hat i s worth s aying. Hi s use of the word mind i s sig

nifi cant, f or we a sso ciate the mind , the healthy mind, with 

con sider ed judgments, evaluati ons , wi s dom, if y o u will. 

The re, then, are two marks by which the writer and his work 

are judged: mind and integrity. 

12Ibid., p. 11. 

13 I bid., p.13. 

14 waiting f or Daylight, p. 14. 
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Toml in son, wh o va lue d ·Emers on and Emer so n 's j udg

men ts , e x pre ss e s hi s appre c iati o n of the qua l ity o f Emer so n' s 

-
mind in the s e l ines fr om " The Road t o Conc ord ": 

I have c ome again t o t he fact that Emers on had p ower , 
f or he had so mething of va l ue t o say . I n re cent year s 
I have read a goo d de a l o f his J ourna ls, and it has 
st ru c k me that he had a qua l ity which ha s alway s 
di s tingui s hed the superior mind; he had pre s cience , 
previ s i on , divinati on (call it whatever y ou like) : 
he ea s ily pa ss e s that test of a s ound and full intel
ligence , an ability t o see the implicati on o f thing s, 
and lo ng bef ore hi s fell ows are aware of a need f o r 
s ec o nd th ought .1 5 

Sound and fu l l inte l ligence , an ability t o s ee the impli-

ca t i on o f t hing s mu s t be at the heart of writing. Thu s 

Tomlin so n re-empha s ize s hi s c o ncern f or inte l ligence , an 

in t e l ligen c e t hat mu s t be a part of the writer' s eq uipment. 

And having " mind ," he say s, the writer mu s t expre ss what 

i s i n " mi nd " ho ne stl y. Hone s ty he a ss ume s t o be an e ar l y 

c omp onen t o f pr os e wri t ing a s sh own in hi s s ta t em en t c on

cerning t he chi l d 's wr i t ing and in other pa ss age s a llu ding 

·t o h one s ty . One o f the s e c o nfirming s tatemen ts i s f ound 

in t he f ore wo rd to Great Se a St orie s .Q.f Al l Na tio ns, " f or 

hone st y must be a t t he ba ck o f a l l litera t ure , whether it 

co n cern s s hip s and the s ea o r anything e ls e. " 16 Honesty 

implie s, t oo, that the writer mu s t be willing t o examine 

carefu l ly and eva l uate hone s t l y all s ide s o f hi s idea s o r 

15H . M. Tomlin so n , So uth t o Cadiz ( New York : Harper 
and Br other s, 1934 ), p. 184. 

16 p f · re a c e , p. x1. 



percepti on s. He must kn ow truly what he writes of. A 

fami l y pet--a br own owl, J oey--illustrated f or Tomlin so n 

this idea . The owl " when he sees something qui t e novel t o 

him ha s a curi ous habit o f moving his face in a circle . 

I used t o think that r ot ary perf ormance of hi s head was a 

f ool i s hne s s of his . . Now I kn ow that when Jo ey plays 
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that caper, he i s bu t obtaining evidence of an object fr om 

different angles ; he is trying t o give it s o lidarity. He 

c ould teach any y oung writer a point or tw o at that game." 17 

An active mind and honest portrayal are marks by which th e 

wri t er mu s t be judged. 

The c ore of Tomlins on' s feeling ab out writing is 

thi s : There can be no goo d writing with out talent and 

th ought; more over, the th ought must be h one s t and the 

a ut hor 's t a l ent mu s t ref le ct thi s integrity. Few are 

b l e ss ed with t he ability to c o nvey t o readers emot i on s t hat 

hav e tou ched so u ls , s igh ts that have reached deeper than 

.the mind , sou nd s t hat have stirred harm onie s within the 

spirit . To s how t o an other that which ha s mov ed the writ er 

deep l y demand s mor e t han p o lished technique. To possess 

any t hing worth s h owing t o an other require s more than super

f icial evaluati on, superficial em oti onali sm. Ta l ent , th ought , 

and integrity ar e the imp l ements o f the writer, and no one 

of t he s e c an create with out th e other s . 

17 "A Br o wn Owl," A Mingled Ya rn , p. 48. 
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Although Tomlinson as an essayist is the concern of 

this study, I can scarcely discuss his views on writing and 

good writing without touching not only the essay but various 

other literary genre s with which a writer i s concerned. He 

co mm en t s upon b ooks , poetry , the no v e 1 , tr ave 1 books , the 

essay. He was a creator of novels, travel boo k s, and essays. 

That he was not a creator of poetic f orm would seem to be 

accidental, for surely the soul of the poet was in him. 

Genres 

Bo oks were a lways a s ourc e of pleasure and inspira

tion f or him. He read so widely that his kn owl edge wa s a 

match for those with un iversity educati on . He relates, in 

"A Mingled Yarn," an incident which amused him yet served to 

give him pleasure. 

One day, a t the beginning of my liberty in the 
edit orial rooms of a daily newspaper, the chief leader 
writer met me on the stairs, and stopped me. This was 
an honour. He wa s a small but lofty pers on, and of 
Oxf ordi and I was still uneasy, feeling the vagrancy o f 
an intruder. "Aren't you H. M. T. ? Tell me . I want 
to be sur e I'm right. You had a classical education?"l8 

Writing in the Atlant ic Monthly, in 1947, he says: 0 Books 

may be of no use, but they have good in them . There is no 

use in the happiness of a child, but we li ke it. "1 9 In the 

same essay we find these words: "By books I mean the words 

18A Mingled Yarn, p . 1. 

19 "The Power of Books," p . 117. 
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that quicken with t he sense t hat we are in the family of 

fe l l ows hip under t he rem ot e and apparent l y a l ien st ar s." 20 

Tomlin so n su gge s t s that one functi o n o f b oo ks i s t o 

pr ovide e sc ape , an e sc ape t hat result s fr om the a ut h o r 's 

abi l i ty to tr an s port t he reader out of hi s own wo r l d and 

in to an ot her. The re ade r mov e s out of him s e l f . He e sc ape s 

a nd travels to an ot her wo r l d that i s f o r t he time o f hi s 

reading mor e rea l th an the life ar ound him. Ye t in this 

new wo r l d he may face reality , may awaken to re s p on s ibility, 

may be moved to s erve an ideal or t o face an evil. He 

di scuss es t hi s idea o f re le a s e at some length in "Se a Light. " 

He su gge s ts that " e sc ape " literature is but an o ther expre s -

si o n of man loosin g his b onds. Each year many pe ople go out 

t o s ea-- or ov er t he s ea, we may now say--t o get bey ond t he 

horiz on. We read f or the s a me rea son, t o se e bey ond. Failure 

o f critics to re co gnize t hat there is som ething inherent in 

man 's re s po n s e t o "c uri os ity [ that] has again s et ou r mind s 

. 21 
adrif t" leads Tom lins on t o comme nt rather causticall y: 

Th ose o f us wh o are in the habit of exp lo ring 
l i t era tu re --some lo ng v oyage s out o f sou nding s may be 
made that way--kn ow th at inte l lectual crit i cs will 
de scr ib e some ex cellent reading- s tuff , and with hauteur 
which di sm i sses it fr om fur ther notice, a s " b oo k s o f 
e sc a pe." They mean, I suppose, t hat those boo k s a re a 
f orm o f cowardic e; a tt empt s t o get away fr om reality t o 
the Isle o f No-Land. On that plea, those critic s made 

20 I bi d. 

2 1sout h to Cadiz , p. 168. 



an at t empt t o pu s h St even so n out of our s ight. But , 
if t hei r charge i s j us t , away t oo g oe s Th e Pilgrim 's 
Pro gre ss . Is not t ha t a boo k o f escape ? It lo oks a s 
t h ough much depends on what is meant by rea l ity.22 

He co nt inue s wi t h an other pr ick f o r the cri t ic : 

26 

A worthy definiti on o f Reality, h one s t l y attempted, 
would keep an inte l lectual critic s o l ong br ooding with 
a wet t owe l that we mi ght de s pair o f getting so much a s 
a mumb l ed and indi s tinct rep l y fr om him. For a l l novel s , 
at lea s t , are mean s by which we can escape fr om the 
in s i s tent pre s ent, perhaps only t o meet wor s e tr ouble. 
If th os e nove l s truly are b oo k s, and give the mind a 
s en s e o f preci pitancy and danger , then they mu s t have 
been d o ne by poe ts wh o had freed themselve s fr om what
ever ha s u s in bond; boo ks, no t s o much of e s cape , as 
of re l ea s e . 23 

Boo ks then offer re l ease. Poetry offer s this and 

more a s he define s it. Po etry i s " that f ortunate lighting 

of an idea which delight s u s with the belief that we have 

surpri s ed truth , and have seen that it is beautiful. " 24 

Thi s we u nder s tand, f or a l l a ckn owl e dge truth and beauty as 

a pa rt o f poe t ry . Bu t when we find the s e word s in the e s say 

wri tt en af t e r t he dea th of Hardy, "Poetry i s an irrelevant 

s o lace a t l ei su re , which is p l ea s ant , a s i s wine , after th e 

du st ine ss of a har s h and insistent wor l d ," 25 we kn ow by his 

irony that Tomlin so n is te l ling us what poe t ry i s not. Such 

wri t ing wo u l d be div or c ed fr om the wor l d because it would 

deny to the poet and t o poetry the right t o admit what is 

cha ll enging and what might be disturbing; it wo uld deny 

22 I bid. , pp . 170-171. 

23Ibid. , p. 171. 

24 "Pr o se Writin g , " Waiting f or Daylight, p. 40. 

25Th oma s Hardy (New York : Cr osby Gai ge , 1929), p. x. 
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truth. And truth so often i s not practi cal. " Po litic s can 

be practical , bu t no t poe try" 26 i s the c omm on fee l ing . 

The poet justifies us because he him s e l f i s su blimated 
humanity. He em obo di es and exa l t s what i s best in men 
and wom en , and f or th at very rea so n hi s poetry, becau s e 
i t expre ss e s o ur be tt er sel f , give s us the illu s i o n 
that it is not pr actica 1. 27 

But Tomlins on s uggests th at alth ough p oetry may s eem 

not to be practica l, it a lso s erves. In a c omprehensive and 

movin g st atement published in the At l antic Mo nth ly o f 

De c ember , 1947, tw o short year s after the end o f Wo r l d War II, 

he t e lls us this: 

Po etry, whatever its uselessne s s, has never cau s ed a 
war , if it ha s never br o ught ab out a railr o ad track. 
It has never br ought d own a city, caused a financia l 
cr a s h , raised the rent , no r the price of a l oaf. But 
it s irr elevant value has s teadied the sou l o f many a 
youn g sol dier when be s et by f oulness br ought ab out by 
c al culat ed f o lly, and by the instrument s o f techn o logy 
so hard t o underst and that few of us can mak e head o r 
tail o f i t .28 

To th e p oet a s to poetry Tomlins on gives part o f t he world 's 

de s tiny . 

bri stl ing 

In a wo r ld th a t subm it s t o the " di sciplin e of 

. tanks, and to the moulding of publi c opini on 

in t he machinery o f the po p ul ar new s pap e r pre ss to the f orm s 

of t h ou ght which money find s most pr ofitab le,"29 in that 

world a " g~eat p oet i s uniqu e and definite l y alien . Hi s 

26Ibid. , p. xxv iii. 

28 " The Po wer of Books," p. 118. 

29 Thoma s Hard y, pp. xxvii-xxviii. 
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pre senc e is a challenge to its power. He keeps in heart the 

l e sser men wh o opp os e the things o f the mind , t hou gh with no 

apparent succ e ss, t o both the i ns o lence o f auth ority and the 

noise of the market place. " 3 0 

The novel, a f orm Tomlinson tried several times, wa s 

the form that prov ed lea s t s atisfying to hi s readers, 

a lthough Galli o ns Reach was widely prai s ed when it was fir s t 

published. Per hap s the smaller measure o f success wo n by 

hi s nove ls wa s due t o hi s literary predilecti o n f or non

ficti on pr os e, suc h as the e ss ay and travel pie c e s, which 

are excellent f or the descriptive writing that g lows bey o nd 

our immediate reading; or perhap s his novel s were not 

fa shioned in the currently accepted f orm of the novel , a 

f o rm that showed great c oncern with characterizati on. The 

fir s t sugg e stion is a specul ati on o n my part; the s ec o nd 

re s ts up o n an intimati on gained fr om the e ss ay Thoma s Hardy. 

In that essay, Tomlins on discu ss e s the co ntemp o rary estima

ti on o f Hardy 's novels, an estimati on which placed them 

bel ow Russian novel s because o f a l ack of the " virtue" o f 

characterizati o n. Excellent authority would say that Russian 

novels have characterizati o n while Engli s h novels are less 

likely t o exhibit it. Tomlins on 's defen s e of Hardy, which 

may explain hi s own c oncepti o n o f the novel , f or him self, at 

lea st, is this : 

30rbid., p. xxvii. 
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Yet su dden l y we reme mber that there is mo re characteri
zati o n in the l a s t pop u l ar novel by a candid youn g lady 
than in a ll Greek dra ma. Where are we now? Ther e is 
mor e particular characterizati on in Pr oust t han in a ll 
Shake s peare. So what o f it? Modern novels are full of 
characterization, and, g oo d and bad t ogether , they all 
soo n die. Their candid revelati ons of character d o not 
s ave them. So there is a chance, a s the st ory ca l led 
Macbe t h stil l lives on, that we are deceived by what 
the fa s hi on o f the hour de clares to be chiefly goo d in 
a stor y . 31 

It was t he inability of-- or at any rate the fai lu re of-

Tomlin so n "to create characters interesting t o us f or their 

own s ake s, irre s pec ti ve of their po litical, s ocial , and moral 

s ign i fican c e 11 32 that br ought adver se critici sm of hi s l ater 

nove ls . Tomlin so n would seem here t o be both ju s ti fyi ng hi s 

own manner of writing and stating his attitude t oward the 

nov e l. 

I n "M irage fr om the Esc orial ," a part o f the lo ng 

e ssay, Sout h t o Cadiz, Tomlins on discu ss e s at greater lengt h 

hi s th oughts ab out the nove l . Thr ough a dia lo gue wi t h 

Tobian , a n ove lis t, Toml inson revea ls hi s c oncepti on o f the 

nov e l and hi s fee ling a s to what the modern reader i s s eeking 

in a novel. He s ay s fir st that no one kn ows exactly what a 

nove l i s. 

How s h ould I kn ow? I fancy nobody kn ows . But it 
i s s upp os ed, wor s e luck, t o tell a st ory. Fo r further 
guidan c e, t here are Pilgrim' s Pr ogre ss , Ro bin so n Cru so e , 
Tri st am Shandy , Pickwick Pa pers, Vanity Fair , Moby Di ck, 

3 lr bid. , p. xxi. 

32Frank Swinnert on , The Geo rgian Literary Sc ene (New 
York : Farrar , Strau s and Company, 1949 ), p. 136 . 



War and Peace, The Ordea l of Richard Fevere l, Tess , 
Crim e and Puni s hmen t, Penguin Isl and, Mr . Je e ve s , 
Ul yss e s, and Mr s . Da llo way ; and perhap s the Boo k o f 
J ob. When y ou' ve st ru ck a f ormula out of t ha t l o t , 
l e t me se e i t .33 

He di s pos e s of critici sm s ometimes leveled at hi s no ve ls , 

charging him with wandering ab out at leisure in e xpos it ory 

st y l e. He fee ls that be cause o f the demand s o f modern 

reader s , the auth or los e s his place as "h ost" in his nov e l 
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and his right to make l ei s urely transiti ons t o hi s philosophy 

becau s e " a l l that woul d gr ow tedi ous t o the reader s wh o have 

been qui c kened by the revealing of indirectne s s o f symb o ls."34 

In the film presentati ons of modern novels, " chapters can be 

as abrupt a s a fla s h. An epis ode i s no more than a symb o l. 

Pe op l e are getting used t o the ec onomy of the a l leg ory and 

the pa rab l e. " 35 Fabian c omments: 

I be l ieve the novel o f p lo t and acti on i s obso -
lete. It ought to be ea s y en ough t o see that f orm 
i s g overned by the unexpre s sed implicati on o f a work. 
I t ari s e s; that is , it ari s es if a nove l i s t i s no t 
dodging l ife . Not many pe op l e see that , th ough. Yet 
everyb ody i s s ure t hat the quality of the writing d oes 
not com e fr om t he impers ona l gravity of the s ubject . 
They see i t ari s e s fr om many per so na l fa ct or s, a l l well 
kn own. All we l l kn own; but ah ! if on l y the magic of 
t heir c o incidence c ould be caught like a bu s .36 

Tomlin so n rep l ies : 

I t ' s no g ood trying to catch it. You may, if you 
do n ' t try. Otherwise, the only virtue f or a nov e l these 

33 Pp. 68-69. 

34 l b id. , p. 69. 

35 rbid. 

36Ibid., p. 10. 
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day s, f or it t o d o we l l , i s a mystica l something which 
i s ca lle d vitality . What 's that ? I d on' t know 
what it i s, but I hear one ought t o have it . Certainly 
it exi sts, this vita l ity , f o r I ' ve had a n ove l thrust 
into my hand with the j oyous cry, " You must read this," 
only t o find that it had the c onsi s tency and attracti on 
o f ye st erday 's porridge, pale and lumpy. Nourishin g 
st uff , too , with tr ea c I e , f or th os e wh o can manage it . 
Not every nov e list wh o i s sure he needn 't b oth er ab out 
his transiti onal passages and draughty area s, in which 
the urge of his spir it is feeble , has the di s arming 
gust o, the c omic spirit sparkling in him fr om unflagging 
and uncanny power , o f impr ovident Dicken s . That f e llow 
went on talking with out a st op while adding t o the pe ople 
we kn ow by shaking his sle eve s over the f l oo r.37 

Again Fabian s peaks: 

I think som etimes, that the adverturing o f the mind 
in t he novel has ceased. The urge of our sp irit i s only 
f or strolling ab out. So much of the writing of ficti on 
seems littl e more than the de s igning of labels f o r 
se ductive confections. They stand in r ows on the s helves, 
and st ir no em otions, but o nly a hesitating desire.3 8 

Then Tomli ns on su ggest s that " it is a lmost f o rg otten th at the 

novel is a f orm of lett er. Do y ou kn ow, " he a sks, "o f a 

character in mo dern ficti on, all o f it , wh o is as notable a s 

Mrs. Battle , and wi ll live as long? Sh e wa s portrayed, t oo 

by an e ss ayi s t. »39 He reminds us that the novel i s narration . 

. "A nove l," he says, "sho uld tell a story; but what a very rum 

story it could be , with reality as it i st" 40 He feel s that 

there should be som e r oo m in the nove l f or the discipline o f 

intelligence. But, he observes , n ovel writing has become a 

3 7 .!..Q.ig_ . , pp . 70-7 I. 

38 I bid., p. 7 I. 

39 I bid., p. 71. 

4 0 .!..Q.ig_ . , p. 73. 



t r ade r a t her t han an ar t, a "p r ofi t ab l e medicin e f o r the 

mu l tit ude which su ffer s fr om s pe ed, no i s e , and anxiety . 

Reader s need soo thing and t he nove l i s f or t hat . . The 

nove l, li ke t he drama , ha s be come sol ace ch ie f l y ." 41 Such 

qu otati on s revea l Tomli nso n 's the orie s ab out nove ls and 

ab out hi s react io ns to modern nov e ls. 

Two c omm ent s on t he e ss ay co nclude t hi s di s cu s si on 

of Tomlin so n 's thinking ab out vari ou s literary genres. We 

have not ed his remark s up on pr os e and writer s o f pr os e. 

Basica l ly , the p o int s that he made apply dire c t l y t o the 

32 

essay. In any g oo d essay, for example , there mu s t be a c on-

c ern f o r words, f o r th ought sincere l y expre ss ed , and f o r a 

sincere sty l e o f writing. To the s e requiremen ts of all pr o se, 

we may add specifica l ly f o r th e e ss ay the s e c omments: 

Yet a l l edit ors kn ow the de l usi o n is c ommo n with begin
ner s in jo urnali s m that t he e ss ay , a f or m in which 
perhaps only six writer s have been s ucce ss ful in the 
hi s t ory of Engli s h le t ters, i s but a pre lu de t o s eri ous 
work, a hol iday bef ore the realities have begun. Th ey 
a l l attempt it . Ev e ry edit oria l letter box i s l oaded 
with essays every mo rning. Yet the lo ve o f l earning, 
and wisd om, and h umo ur, are no t usu a l, a nd the g ods 
still more rare l y give with the s e gift s the abil ity to 
expre ss them in .the written word ; a nd h ow of t en may we 
c ount on learning, wi s d om, and humo ur being no t o nly 
ref l e c ted thro ugh a delightfu l and orig in a l character, 
but miracu lo usly condensed int o the c ontro lled display 
of a bright and rev ea l ing beam? It i s no wonder we 
have but s ix essayists.42 

41 Ibid . , p. 71. 

42 "Pr o s e Writing, " Waiting f or Day l ight , p. 4 1 . 
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"Learning, wisd om, hum our, reflected thr ough a delightful 

and original character " are s urely the mark s o f Tomlinson's 

own essays. We add one more qu otati on : "The novel is nar-

rati on. So is the e s say, and I ' d say th at both are aut o-

biography, the critical re l ati on o f s elected experience, 

that should have that s ignificance f or other s . " 43 We see 

the whole o f this phil oso phy reflected in the works o f 

Tomlinson. 

J ournalism and the J ournalist 

Althou gh Tomlinson was himself a j ournalist, he was 

never addicted to what we call "j ournalese. " He rec ognized 

it, though , and was most critical of it. He fe l t that much 

journalistic writing was uns ound , uns ound as writing, unsound 

as responsible reporting and discussion. Newspapers and 

magazines had sold their birthright and had substitut ed 

"sl ick " writing for f orthrightly honest rep orting. Words 

ran too g libly fr om the pen; phras e s were t oo neatly composed, 

promising much but t e lling nothing; sentences c ombine d to 

convert unthinking minds to valueless ideas. His quarrel 

with journalism was, then, o n two counts, styl e and con

t en t, criteria which he used ofte n. 

Tomlinson would not have subscribed t o the popular 

cant that newspapers and magazines, radio and t e l evi s i on give 

4 3 ~. M i r a g e f r om E s c o r i a 1 , " Sou t h ll Ca d i z , p . 7 3 . 



their reader s and hearer s what they want , not what is 

nece ss ari l y goo d. He be l ieved that pe o p l e read what they 

did be cause often they had no choice. In "Magazines" he 
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su gge sts this idea and says that readers are f orced "t o 

stuff t heir l iterature behind them so that owner s hip of it 

s ha ll not ope n l y shame them." 44 "With s evera l excepti ons," 

he s ay s, "the mass of Eng l ish magazine s and reviews may be 

dismissed in a few s ec onds. The excepti ons usu a ll y a re not 

out yet, o r one ha s seen them." 45 Th o se word s were writt en 

in 1918; it i s no t likely that he would find much cha nged 

in 1959, when much popular j ourna l ism is c omment up on the 

c ommentat o r a nd the comment. In 19 18 he d id ap pr ove of two 

magazine s, neither of which wa s Engli s h : La Vie Pari s ienne 

and t he New Yo rk Life. Both were hum or ous ma gazines with 

hu mo r t oo broad f or the family circle. Both wer e magaz i ne s 

popular wi t h troops at the fr o nt. But Tomlins o n believ e d 

their popularity l ay not with their usu a l risque hum o r but 

with a certain quality of pr oducti on . About La Vie h e s a id: 

What makes it pop ular with y oung Engli s hmen in 
France i s not the audacity of it s abbrevia t ed under 
clot hing , f o r there are English print s which 
specialize fn th ose in a more leering way , and they 
are not widely popu l ar l ike the French print . But La 
Vie is pr oduced by intelligent men . It is not a he a vy 
lump of stupid or snobbish ph oto graphs . It d oes not 
leer. There i s nothing clownish or furtive abou t it. 
It i s t he gay and frank expre ss i on of artists wh os e 

44 waiting f o r Daylight, p. 49 . 

4 5 Ibid., p. 49 . 



humo ur i s t oo br oad f or the general , bu t, as a rule , 
t here i s no d oub t ab out the f ine qua l ity o f their 
dr awing s and the deftne ss of their wit. That is what 
make s the French print so liked by our men.46 

His eva lu ati on o f the Ne w Yo rk Life i s similar : 

. It s u s ua l s urvey o f the world 's affairs has a 
merry expan s ivene ss which would make the c o nventi onal 
edi to ria l mind as giddy as grandma in an aer op l ane. 
It i s not written in a walled encl osure of idea s. It 
i s not darkened and circumscribed by the du s ty noti ons 
of the cl ubs. I t does not draw poo r pe ople a s s ub
specie s of the human. It doe s not rec ognize cla ss 
di st incti ons at a l l , except f or comic purp ose s . It is 
brighter, better-informed, bo lder, and more humane 
t han anything on thi s s ide, and our men in France find 
i ts s pirit in acc ord with their s .47 
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In the l atter we see what sh ould and sh ould no t be guide 

l ines f or a magazine f or intelligent pe ople. The magazine 

sh ould be bright and bo ld, well inf ormed, and humane. It 

s hould not be c onventi onal, sh ould no t be c ontained by 

ca l cified ideas. 

Toml in so n wa s critical of news papers and newspaper 

writing. Muc h of the s ty l e o f j ournalism annoyed him 

great l y. I n "Bed Boo ks and Night Lights " he sugge s t s that 

news paper wri t ing i s debi l itating t o the reader : 

A lo ng co urse of t he ordinary faci l e s tuff, such 
a s o ne get s in the Pres s every day , thinki ng it is 
Eng l i s h , s ends one th ought l e s s and head lo ng among the 
bit t er herbs and stark boul ders of Doug hty 's burning 
and s paci ous expan s e; only t o get bewil deredA an d the 
s hin s broken , and a great fatigue at fir s t. 4~ 

46 Ibid. , pp. 51-52. 

47 Ibid. 

48 0 1d Junk, pp. 72-73. 
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An even harsher indictmen t i s f ou nd in "An Aut umn Morni ng": 

Cons ider the newspaper s as they are now! A ca s ua l 
inspecti on o f the mixture o f their hard and c onge s ted 
sentence s i s en ough t o sh ow that what i s wanted by our 
writer s fam ous f or their virility, their power o f 
"graphic descripti on" a s their outp our i s ca l led by 
their discip l e s , and their knowledge of what everybody 
ought t o be d o ing, i s perhaps no more than an occa
s i ona l br omide. They would feel better f or a l ong 
sl eep . 49 

Har s h as were hi s comments up on the j ourna l i s t and 

hi s practice, he wa s even more cau s tic in his eva l uati on of 

the newspaper s themse l v e s. It was the use t o which new s -

papers had been put that tr oubled him deeply. He felt the 

new s paper s of 1918 had been reduced t o l eading cheer s f or 

" Great Men of Acti on ," f or envel oping and stif l ing g overn-

ment , f o r heartles s materialistic pr ogre ss . Corre s pondence--

war corre s pondence--was deceitful and actua l ly criminal. He 

fe l t new s pap e r s had been filled with " r om antic n ons en se dur

ing t he event [Wo r l d War r ] . " 5 0 

The War wa s ' written up ' f o r the benefit o f rea ders wh o 
made a l uxury of the s igh, and wh o were t o ld and no 
d oubt preferred t o be l ieve that the y oung s o ldier went 
int o ba t t l e with the l oo k we so admire in the picture 
ca l led The So ul 's Awakening. He wa s g o ing t o gl ory. 
There are no dead. There are only mem oria l cr osses f or 
her oe s and the La s t Pos t. The opini ons o f mos t civilian s 
on the War were a s agreeab l e a s stained-g l a ss wind ows . 
The t h ought of a tang l e o f a boy' s in s ide fe s to oned on 
ru s ty wire would natura l ly have s po iled the so ul's 
awakening and the luxury of the sigh. I heard o f a 
civilian official , on hi s way t o Pari s after the 

49 w · . f D 1 . 7 2 a1t1ng --2.!. ay 1ght , p. . 

5 011 The South Down s," Waiting f or Daylight, p. 195. 
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Armistice, wh o was just saved by rapid explanati o ns 
from the dra st ic attenti o n of a crowd of Tommies wh o 
mistook him f o r a War Correspondent.SI 

The death of Th om as Hardy occ asioned an other c omment up on 

journalistic behavior: 

Then again, the London daily papers, by their 
various placards on t he morning after Th om as Hardy 's 
death, betrayed the fact that not every one o f them 
was prepared on the instant t o estimate the importance 
of the news. Som e of them did not consider his 
passing to be more important than some other subjects, 
which surprise compelled us to note. One paper was 
anxious that we should "Read our new seria l: 'Frail 
Wives'." Anot her asked: "Who will give Jix ~1 00 , 000? " 

. And later in the day one afternoon paper of the 
capital of the British Empire, a paper on ce fam ous for 
its liberal outloo k on the world, gave a bare half 
column to the news that the greatest fig ure in Eur o
pean l iterature , who happened t o be Eng lish, had died, 
apparently because its editorial staff was too 
a stonished by Mrs. Snyder's New Lease of Life . 52 

Near the beginning of The Sea and the Jungle he relates with 

ir ony this memory: 

I have a clear memory of the newspaper s as they 
were that morning. I had a shea f of them, f or it is 
my melancholy business t o know what each is saying. 
I learned there were dark and portentous matters, not 
actually with us, but l oom ing, each already rather 
larger than a man's hand. I f certain things happened, 
said one half the papers, ruin stared us in the face . 
If those things did not happen, s aid the ot her half, 
ruin stared us in the face. No way appeared out o f it. 
You paid y our half-penny and were damned either way. 
If y ou paid a penny you g ot more f or your mone y . 
Boding gl oom, full-orbed, could be had f or th at. There 
was you r extra value f or you.53 

51 Ibid. , pp. 195-196 . 

52Th omas Hard y, p. xxi. 

53The Se a and the Jungle (New York : 
n.d.), pp. 3-4 . 

Random House, 
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Thomlinson made perhaps the most vitriolic o f his c omment s 

about the pr oducts of journalism when he de scribe d his 

reaction to "a week~ bound numbers o f the Daily Photograph," 54 

opened after he had just fini s hed six months' travel thr ough 

the Ma l ay Islands: 

But by the China Sea I fe lt a sudden despair f or 
Eng l and as I turned those page s, and saw the home life 
reflected o nly in su ch pictures , un qua li fie d anywhere 
by a wo rd that was not addre ss ed t o the mentally 
deficient. To ope n those p opu l ar sheets seemed to let 
fly an insane and fatu ous blare. There was no se n s e in 
the packe t. It was only a silly no i s e. Without a 
single hum orous or seri ous comment t o c orrect th em , 
those ph oto graph s and idi ot ic paragraphs gave me the 
first real sc are I had had in nearly six month s' 
travel am o ng the Malay Isl and s.5 5 

He is little kinder to edit ors and j ournalists wh o 

exhibit lurid style in simi lar fa lse endeavors. Pract iti oners 

of journalism have gr own t o love themselves and the p ower 

th at they wield. It is the newspaper men who she pherd th e 

oftentimes unprotesting hu man race into the path that it 

should like, the path t o dulled mediocrity. Edit ors, he says, 

have raised themselves t o Olympian heights. Only when they 

are in their heaven can things be right with the world. In 

the "A rt o f Writing" he refers t o a te le gram which he had 

received fr om his edit or. The telegram " fini s hed with a 

studied in s ult after the manner of the edit or-kind, wh ose 

assurance that the fun ct i on o f the universe is only fulfill ed 

54Tidemarks (New York: Harper and Brothers, 1924 ), 
p. 277. 

55 Ibid., p p. 278-279 . 
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when they have publi s hed the fact makes them behave a s would 

J ove with a thick-headed mortal . " 56 Of j ournalistic rep or ters , 

Tomlin so n s peak s bitter l y. In "News fr om th e Fr ont" he c on-

demn s the l eader writer of the daily paper which he ir oni c a ll y 

entitle s the Daily Du st pan. He had just fini s he d reading a 

letter fr om France , a letter fr om a friend wh o had been kill ed 

after the lett er wa s mailed. The dead friend had " alluded in 

contempt t o hi s noble pr ofe ssi o n and ta s k ," 57 killing. But 

cle arly "the leader-writer o f the Dustpan wa s a bo lder and 

more martial man. I t is but fair t o a ss ume , h owever, that 

a s that journalist in the no rmal r outine of a day dev oted t o 

hi s c ountry had not had the g ood f ortune t o run up again s t 

the machine gun s of the Hindenburg trenche s, naturally he wa s 

better abl e t o speak than a s o ldier wh o wa s i dly s winging 

there . . J ournali s t s have the hard fate merely t o indi-

cate t he duty o f other s . " 58 It i s not with jou rna lis m, it s 

purp os e s, o r its practiti oner s in the ab s tra c t that Tomlin so n 

i s criti cal , b ut with j ournals and journali s t s wh o have 

pr ost ituted their re s pons ibilitie s and their t a len t s . 

Critic s and Criti c i sm 

Tomlin son the writer was often ann oyed by "b oo kworms " 

and crit i cs . Both , he felt , were a lmos t unnece ss ary append-

age s t o the writer 's craft. Boo kworm s often exhibited minute 

56 Old Junk , p . 93. 

57 waiting f or Dayligh t, p. 81. 

58 I bid., pp. 82-83. 



kn owled ge of the infinite s ima l detail s of a work t o the 

neg l ect of the maj or concern. 

their own virtue s. 

Critic s wer e enamored o f 

4 0 

Boo kwor ms, he th ought , were t oo much concerned with 

minutiae. They must find in boo ks tiny unan s we red que s ti on s 

while the probl em of the wh ole remained unrec ognized . " But 

boo kworming ha s the s ame relati on t o literature , even when 

it i s d o ne by a l earned d octor in the Bodleian , a s flie s in 

a dairy with our milk su pply. 0 59 As an acc ompaniment to 

literature it i s alm os t a match f o r jig s aw puzz les. 

In many place s in his works Tomlins on s hows an ann oy

ance with critics. He d oe s not s eem t o be an swe ring critics, 

f or hi s own work s were all we ll received. He s imply believe s 

them t o be trying t o make an intangible tangible. " The can ons 

o f criticism," he s ay s, " are no more than the ap o l ogy f o r our 

pers ona l preferen ce, no matter h ow gravely we back them. 06 0 

The critic re l ie s up on hi s own li ke s and di sl ik es . Bey ond 

the criteri a o f g oo d sol id pr os e--unity , empha s i s , c oherence-

there i s little in the pr o cess o f judging that is mea su rab le, 

and the pr oc e ss is not measurable becau se it i s not a lway s 

the s ame. 

The means by which we are able t o s eparate what i s 
preci ous in boo ks fr om the matrix is no t a pr ocess , a nd 
is nothing measurable. It i s instinctiv e , and not only 

59 " Boo kworms, " Waiting f o r Daylight , p . 124. 

60"Literary Critics," Waiting f or Da ylight, p. 19 0. 
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differ s fr om age t o age, but changes in the l ife of each 
of us. I t is as indefinable as beauty it s elf. An arti s t 
may kn ow h ow t o create a beautiful thing, but he cann ot 
c ommunicate his kn owledge except by that creati on. That 
is all he can te l l us of beauty, and, indeed , he may be 
inn ocent o f the mea sure of his effort . 61 

The critic may examine and analyze and pos tulate ; but when he 

ha s fini s hed, he wil l s till find it hard t o explain satis

fact orily ju s t why one piec e of writing is t o be preferred t o 

an other. He must carry hi s idea s t o ano ther mind, and there 

is a difference in minds, " a difference, we see at once , 

[t hat] i s even deeper than that o f language. I t i s a dif fer -

en c e in nature; and we may s et up any criteri on o f literature 

we like , but it will never carry acr oss such a ch a s m. " 62 

Many of hi s s tatement s ab out critic s a re ironic in 

t one. Tomlin so n is not re s entful of critic s, but he wonders 

whence c ome s their cert ai nty . He fe lt him s elf unequ ip ped t o 

be a cri t i c . 

I will c onfe ss that I have no handy rule, not one I 
can de s cribe which can be run over new work in poetry 
or pr os e with unfailing c onfidence. My credentia ls a s a 
literary critic would no t , I fear, bear fi ve minutes' 
s crutiny : but I never cea s e t o l oo k f or that defined 
and adequate equipment , such a s even a carpenter call s 
hi s t oo l che s t, each de s igned f or a particular ta s k and 
every implement named. It i s sad t o have t o admit it , 
but I kn ow J poss e ss only a home-ma de gimlet t o te s t 
f o r dry r o t , and an other implement , a very ancie nt heir
l oom, s natched at only o n blind instinct , a st one axe . 
But the s e are poo r t oo ls , and s oo ner or later I shall 
be f ound out . 63 

61 r bid., p. 189 . 

62 rbid . 

63 I b i d . , p . 18 6 . 
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There is gentle modesty here, a simple mode s ty that made him 

he s itate t o judge others. Because of this modesty he looked 

to find that cert ain ty of decision which other s seemed t o 

find: 

There was a time when I wa s very hopeful ab out di s 
cover ing a boo k on literary criticism which wou ld make 
the r ough place s plain f or me , and encourage me t o feel 
le ss embarrassed when pre se nt where literar y f o lk were 
e st imating poe try and pr os e. I am suc h a si mple on these 
occ a s i ons. I f one cou ld only disc over the means t o 
attain t o that rather easy a ssur ance and empha s i s when 
making literary compari so ns.64 

He l oo ked within the writings of de s ignated critics f o r s tand

ard s , but he felt that alth ough he had l oo ked f o r s tandard s, 

he remembered only a fe w--the st andards of "Ari s t otle , 

Longinus, Tolst oy , and Anat o le France--pr obably becau se it 

i s easy f o r the inn ocent t o agree with dominating men . 11 65 

He did enj oy one cont emp orary critic, "Q", but the plea sur e 

that he experien ced came because of "'Q's 1 f ull , friendly, 

ir onic , and humour ous mind. 066 It i s difficult at time s, he 

s ay s, t o determine just what it is that critic s are trying 

t o s ay . In South 1.Q.. Cadiz, he discusses the painter El Grec o . 

Commenting up o n art critics he uses the literary crit ic a s 

the comp ari son po int of his simile: "I t i s a s hard a t times 

t o learn what critics are talking a bout as t o get the mean ing 

64 Ibid . , p. 187. 

65 Ibid., p. 188 . 

66 Ibid. 



of the no i s e when literary critic s are rattling sch oo l 

de s ks. 1167 Again he uses literary critici sm a s a po int f or 

c ompari so n when in " Travel Boo ks" he remark s that he fear s 

Eothen a s a travel boo k ha s been over-prai s ed. "C ompare 
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it a s a travel boo k, f or subst ance and style, with A Week 

on the Conc ord, though that i s a silly thing t o a sk , if no 

s illier than literary cr itici s m usually is. 11 68 The be s t 

critici s m, he fee ls , may be inciden t a l . "I begi n t o fear 

that mos t of the goo d things s ai d ab out literature ar e s aid 

in ca s ual a s ides. u69 

He d oes not reserve all hi s goads f o r literary 

crit ici sm a s a pr ocess. Some of his sharpe s t barb s are 

re s erved f or literary c ritic s . " As f or literary pundit s," 

he s ay s in " Bed Boo k s and Night Li ght s , " " the high prie s t s 

of the Temple of Lett er s, it i s interesting and helpful 

occa s i onally f or an ac o lyte t o s wing them a hard one with 

an incen s e burner, and cut and run , f o r a change t o s omething 

out s ide the rubric s . " 70 I n " On Being Out of Date " he says 

he may have realized he was out o f date on the day 

. when the pos t-m o rtem critic s di s c overe d that 
Steven so n , once greatly admired , was no goo d , f o r he 
ha d nothing t o s ay; or when D. H. Lawren ce be c ame a 

67 " El Grec o," p. 64 . 

68 waiting f or Daylight, p. 3 0 . 

69 " Literary Critic s , " Wa iti ng f or Daylight , p. 188 . 

70 Old Junk, p . 69 . 
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ma s ter, wi th so much t o s ay t hat nobody c ould be s ure 
of it s imp ortance, o r wh e n a learned don di s pos ed of 
Mi lt on , a poet t oo l ong offen s ive f or our c omf ort with 
hi s cl a ss ic al dignity . Or it may have be en the yea r 
wh e n the more a lert and better inf orm ed , wh o ha d hea r d 
the timbre l s s oun ding the advent of an o t her and bet t er 
age, advi s ed us t hat Anat o le France wa s wor s e than dead , 
f or h e had nev er been mo re than a mi s erable mist ak e . I 
recall a l so the s hoc ks of an occasi on wh en Charles Lamb , 
fr om be in g a her o a s well as gentle , wa s turned int o so 
s ad a subject under a newly di s c overed ana l ytical pr obe 
f o r the so ul t hat he had t o be pu t where he c ould d o no 
further harm t o c onf id ing inn o ce nt s . 7 1 

More bi tt e r eve n than that is an other s tatement fr om " A 

Mingled Yarn. " Thr ough Emer s on , Th oreau , and Whitman he had 

f ound ju st ificati on f or hi s re s pe c t f o r Carlyle . Then he 

di s c overed that he had only imagined Carlyle and Steven so n 

were g oo d reading: 

So t oday I lea rn with grief where the s ag e i s in 
the opini o n of l a ter a nd better judge s ; I wa s mi s l e d . 
I re a d St e ven so n with a reli s h , a s an uninf or me d yout h , 
t o le a rn o nly thi s ye ar , fr om c riti cs wh o are kn o wn a s 
s eri ous th at thi s was becau s e of my vulgar t a s te. 

The world of letter s has impr oved and I ha v e gr own 
t o be aware of it with the better light f o r reading 
g ive n by electricity; but the mos t powerful electric 
light bulb has no e f f ect o n ta s te , the wor s e the luck 
of some o f us. 72 

In yet an o t her cau s ti c c omment made in the e s s ay Th oma s Hardy , 

he discu ss e s the critici s m which some of Ha rdy' s novel s 

ev oked and the attack s whi c h hi s poe try s uffered. 

i n particular enraged him . 

On e crit ic 

Hardy gave u s many value s of ver s e; and ye t, exclaim ed 
a damaging critic recently , it i s doubtful whether he 

71 A Mi ngled Yarn , p. 147. 

7 2 I bi d . , pp . 6-7 . 
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wr ote more than thirty poems. We are c onstr ain ed t o put 
t he humbl e questi on "when is a poe t not a poe t?" It 
might he l p us t o und erstan d the rea so n f or poetry i f we 
kn e w h ow often th e poet must perf orm the miracul ou s 
bef or e we co nfe ss the miracle.73 

Th e la st of that qu ot ati on c an s ugge s t that crit i cs may 

s tultify t he creative writer. I n " The Road t o Conc ord ,•• 

discu ss ing Th oreau and the mean i ng of a particular pa ss age 

whi ch so me cr i t i cs had decried becau se the meaning wa s not 

cl e a r, Tomlin so n tells of an o ther wh o had damned Th oreau 

becau s e hi s writing s we re all " moo nshine. " He replie s that 

ther e i s a pla ce f or moo ns hine. "I am a ll f o r freed om in 

moo nshi ne. " 74 As t o the fir s t charge, he s ay s he i s no t 

s ure he kn ows [ the meaning] , but "I think I re c ognize goo d 

wri tin g, at lea s t , and that mu s t me an something . 11 75 He 

co ntinue s: 

But a s a se verely intellectual cr iti c o nc e exp os tu
lated: " Tak e the poetry out of Sh ak espe a re, an d what 's 
left?" Doubtless Th oreau would hav e t o ld us that if we 
did no t catch hi s meaning , then he wo uld no t catch it 
f or us. He had got a s ne a r a s he could t o a difficulty. 
And surely it is su ff ic i ently difficu l t in writ i ng t o 
thr ow a net of wor d s a r ound the intangib le, ar o und t he 
very gh os t of a th ought, with out afterward making an 
eff ort t o empty out th e gh os t so that it may be handed 
ab out f or in s p€ct i on , t ogether with a pla n of Spau ldi ng 's 
farm wher e it was c aught , and a ph ot ograph of a pi ne 
tree a s evidenc e ! If we s crutinize any piece of poetry 
f or t oo l ong , and ar e t oo curiously s keptical thr ough a 
belief t ha t earth i s mor e a ccurate ly s urveyed by the 
rules of trig onome try, then that net of word s will be 
empty en ough. Ta ke thg poetry out of it and what i s 
left ? All moo ns hine l 7 

7 3Thoma s Hardy , p . xxvii . 

7 4 so uth !..Q_ Cadi z, p . 179. 

75 Ibi d ., p. 188. 

76Ibid. , pp . 188-189. 
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But a l th ough he i s c ritical of criti c i s m a nd critic s 

a nd their c onc ern with imp oss ible intangibl es, Tomlin so n 

d oe s have so me word s t o s ay ab o ut evaluating literature. 

Guid es t o under s tanding and evaluating writing oc cur in his 

" ca s ua l a s ide s . " In hi s judgment the critic mu s t s ee him s elf 

as a part of the judgmen t . "When we criti c iz e o ther s the 

in s tan t penalty i s that we unwittingly confe ss what we are 

ours el v e s . 11 77 There are o ther gleanings ab o ut critic s and 

criti c i s m, so me of them alm os t ep igrammatic . I n " Cote d ' Or , " 

f or example , he s ays, " In all a s pect s created beauty i s our 

chief ju s tific a ti on bef ore Heaven , and so it s care i s the 

charge o f any man up on wh om the light ha s fallen a s a s ign. 11 78 

In " Barbellion" he a s ks, "Is there any doubt s till o f the 

s uperi ority o f imaginati on over hard-headedne ss? 11 79 In 

"Outward Bound ," he po int s at over-ana ly s i s: "Still all the 

analy s i s cann ot rem ove the in s tant impre s si o n of the beauty of 

the earth and the gl ory of the s kie s , a s the s un ri s e s on a 

fir s t appr oa c h t o a tr opi cal land of the rain s ; or when night 

fall s there f o r that matter. 11 8 O 

One o f the princi pal c omplain t s whi c h Tomlin so n bring s 

against criti cs i s that they f orget the purp os e o f the ir own 

writing. " In time, they f o r get they are s erving letter s and 

77 " News fr om the Fr ont ," Wa i ting f or Daylight, p . 82. 

78A Mingled Yarn , p. 96. 

79 waiting f or Daylight , p . 216. 

80A Mingled Yarn , p . 35. 
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not the trade."81 As a re s ult, he says, "There i s a l mos t a s 

mu ch cl ott ed nonsen s e written ab out literatu r e a s ab out 

the o l ogy. 11 82 He di scusses a fell ow write r 's c omments up on 

critici s m. The critic had c ome t o the end with thi s s tate

ment , casually made : "' It s eem s t o me you c an bring all art 

down t o one te s t .' He gave me the te s t, whi ch i s a pa ss age 

beginning , ' Consider the l ilie s o f the fie ld' . 1183 

Perh ap s we had better not. Perhap s a c onsiderati on 
which began with a l ily might tarni s h , if it were 
a ll owed mor e than t he g lo ry of wise king s. To begin 
wi t h suc h a c ha lle nge t o one• s opini ons i s unwi se, 
be cau se it might not al l ow the c onse quen t argument a 
c han c e t o find appr ov a l f or the thing s we most adm ir e . 
But evidently th os e lilie s of the field were of imp or
tan c e t o the c ommentator wh o once begged hi s f ell ow men 
t o c ons ider them , or obje c t s so c omm on by the way s ide 
c ould no t have been marked by him with fav our. He so 
exalted th os e c ommon we ed s that they dimini s hed, th ough 
that was no t their aim , the cherished nati ona l c ondi
tion of a great monar ch. Is that an appr oach t o a ju s t 
criticism of art ? It may be so. . I am alm os t pre
pared t o believe there may be s omething in it . I t i s 
poss ible that scientific critics, wh o judge by fixed 
crit eria of ana l y s i s and compari so n , and wh o ar e ann oyed 
a s mu c h by a show of life in a b oo k a s an anat omist 
would be if the co rp s e moved under hi s knife, had better 
regard it; unle ss, like the gir l in mel odrama, they would 
prefer t o take the wr ong turning.84 

A summa tion of Tomlin so n' s ob se rvati ons ab out cri tic s and 

their pr od ucts would se em t o s ay that critic s have pr e ferred 

"to take the wrong turning ." 

8 111 Mirage fr om Esco rial ," Sout h 1..2. Ca d i z, p. 72. 

82" Be d Boo k s and Night Light s," Old Junk, p. 69 . 

8 3" 0n the Ches il Bank," ~ Face tl the Earth, p . 126. 

84 I bid. 



CHAPTER III 

THE STYLIST 

If style be, a s Swift says, "proper words in pro per 

p l ace s," it would seem pr oper in analyzing the essays of 

Henry Maj or Toml in so n to look f or words and place s . There

f ore, we must exam i ne words, word patterns, and words com

bined into sent ence s. We must s ee h ow the words chose n and 

the word pattern s fit together to construct the sent ences. 

Bey on d these manifestati ons of style, we must se ek to find 

the idea or ideas which the auth or wants to share with us. 

We sh a ll not be able to s eparate the man fr om hi s th ought 

or his thought fr om hi s st yle, f or "as a man thinketh in 

his heart ," and a s he thinketh, so must he write. We shall 

draw some general conclusions ab out Tomlin sonts writings and 

sh al l attem pt in a de t ailed analy s is t o show the ba s is for 

these conclusions. 

Aest hetics 

The ~re cise words that make Tomlinson's essays 

entrancing d o not result fr om accidental choice. In "Sail or 

Language" Tomlinson tells of a friend wh o could write easily 

and popul ar ly ab out any event, one wh o had made fun of 

Tomlinso n 's Roget . "I envy him. I wish I could d o it, but 

48 



there are time s when every word I try i s opaque." 1 The 

re s ult s of Tomlin so n's efforts, however , are s eld om, if 

ever, opaque . We s ee clearly what he would have us see by 
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a s eries of picture s so s harply f ocused that we feel we kn ow 

the place or the idea or the moo d he ha s exhibited. 

Even a curs ory reading o f the es s ay s awaken s the 

reader t o Tomlin so nr s mastery o f words. Yet the words se em 

so par ticularly right that we a re not c onsci ous o f hi s dic

ti on until after we have read hi s works exten s ive l y . Then 

we s uddenly bec ome aware of h ow right the word s are , and 

only then d o we begin t o examine them more cl osel y. We dis-

co ver the v ocabulary t o be exten s ive , far bey o nd the s peaking 

and writing, but not under s tanding , range o f mos t of hi s 

reader s, yet the voc abulary se em s the familiar one of daily 

co nverse. It may be that a lack of sel f-c o ns ci ou s ne ss on 

hi s part let s him dare t o handle words unc o n s ci ous ly. Wo rds 

have bu s ine ss t o d o and plea s ure t o give. Where we might 

he s itate t o u se the voc abulary which he us e s becau se of our 

fear le s t we be markedly os tentati ou s or dramatic , Tomlin son 

a ss ume s the word s t o be g oo d f o r talk and d oe s us e them f o r 

hi s conversat i ons with u s. We find words s uch a s '' penumbra " 

in " The penumbra of the unfath omed deep s of hi s mind ''; 2 

''t umulu s" in "t he man wh o unwittingly l i e s d o wn t o s leep on 

1Waiting f or Daylight, p . 126. 

2The Sea and the Jungle , p. 66. 
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· d · ct . h " 3 t he tumulu s wh e re the little pe ople ance o n m1 s ummer m1g t ; 

" l itt oral" in "he wa s s aid t o go mad, and t o r oll tramp l ing 

and trumpeting thr ough the s qualid litt oral of the world"; 4 

" integument" in "gr i mey raiment which by the loo k of it , wa s 

. f If " 5 .,f 1· · " an integument never ca s t a ter we et port ; u 1g1nou s 

in "He wa s a so litary in the s ky, monstr ou s and fuligin ous 

under hi s l ov ely can opy 11 ;
6 "sibilati on" in "the faint s ibila

ti on o f in sect s wa s only as if in the silence you heard the 

s harp ray s of the s un impinge on the earth ."7 The s e word s 

are n o t unu s ual but are f o r the dignified but friendly type 

of writing we expect in the e ss ay . The vocabulary does not, 

however , c a ll attenti on t o itself . It is when we examine 

the fabri c of the e ss ay s that we bec ome c onsci ous of it . We 

are drawn out o f our own pattern of speech and writing , and 

we fee l impelled t o widen our s en s itivity and our re s pons e s . 

We re co gni ze in the voc abulary the thread f or the fabric of 

the e ss ay s . Tomlin so n may have fe l t so ab out vocab u lary , f or 

he s ay s of Donkey, a s eaman on the Capella of The Sea and the 

Jung·le v oyage, "For now Donkey i s co nvinced it is very bad t o 

3 I bid . 

4 r bid . I P • 71. 

5 r bid. 

6Tide Mark s , p . 203. 

7 r bid ., p. 142. 
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s leep out s ide hi s curt ai n [mos quit o bar], and when he trie s 

t o tell us h ow unwh ole some such slee ping can be, j u s t at the 

poi nt when he get s mos t entertaining hi s vocabulary we ar s 

int o h o l es and tatter s . " 8 

Color 

Th e reader is a lway s c onsci ous of co l or a s he rea ds 

Tomlins on 's pr ose. Of ten the c o l or s eem s t o be pr es ent 

mere ly bec a use of the moo d or a tmos phere , but there is much 

use of color. Gray and br own and ha l f l ight s a re often s ug-

gest ed. Chr omati c c o l ors--red , green, purp le , br own, pink--

s imple c o l ors are frequent. The s e plu s th os e desi gnated a s 

p s ych o logical primarie s --red , yell ow, green , blue , black , 

and white-- s erve f or many of hi s de s criptive pa ss age s . 

We are very consc i ous of the s e unm odified co l or s in 

The Sea ~ the Jungle, a s in th e f oll owing : 

. And here , a t la s t, was I tac oatiara o r Serpa . Fr om 
o ne of the infrequent, l ow, fer rugin ous cliff s of th e 
river the jungle had been cleared, and on the s hort range 
o f modest undulating height s which di s place the green 
pali s ade with soft gl owings of r ose, cherry, and orang e 
r oc k , t he s ight e s caped t o a di sorder of arb oured house s, 
like a di s array of little white cube s; Serpa wa s , in 
appearance, half a baskeg f ul of white bri ck s s hot i nt o 
a portic ~ of the f orest . 

The v a riati on of hue i s here in r os e and cherry, but g reen , 

white and or a nge make more l a st ing impress i ons. We find 

fur ther examp les in this same work , s uch a s "We g o t t o a 

8 rbid . , p. 138. 

9 I bid . , p. 140. 
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s teep bank of red clay, fi ssu red by the heat , and a s hard a s 

bri c kwor k . Gr een and br own lizard s whi s ke d bef or e u s a s we 

br oke the quiet ." 10 Near the end of th e s ame paragraph are 

the s e word s: " Cl oudland lo w d own over the f ore st t o the 

so ut h , a far di so rder of vi o l e t [ purple ] height s, waiting 

to fill the s ky and s un s et and t o s h ock our unimp ortance then 

wi t h co nv uls i ons of blu e flame s , did not s e e m more a loo f and 

ina cc e ss ibl e t o me than our imm e diate s urr oun d .ing s." 11 The 

co l or s are he r e nam e d alm os t a s they ap pear in a chi l d 1 s 

fi rst co l or box . The r e are variati o ns , of co ur se, s uch a s 

t hi s one i n the paragraph ju s t cited : " The Ama zo n wa s an 

imm e n s i t y of water , a p l ain of burni s hed s i l ver , wh er e head

l and s, i sl and s, and l in es of cl iff s we re a l l cut in one le ve l 

ma ss of em e ral d vein e d with white. " 12 We fi nd thi s varia t i on 

i n The Sea an d th e J ungl e, t oo: Another [ tre e ] whi c h I 

s up pose d to be of t he l e gumin ou s order had a s ilve r y bo le , 

and a tex t ur e of pal e green l eafage , open and l igh t." 13 

Thu s, we s ee t here are modifi cati ons . Ye t t h e re a r e more of 

t he s impl e co l or word s than of the modifi e d. 

It i s poss ibl e that s uch u se of s imple co l o r appear s 

bec au se thi s writing i s rep orting the e lemental jungle. We 

lO ib id ., p. 141. 

11 I bid . 

12Ibid. 

13 Jbid., p . 181. 
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find, however, the s ame use of primary colo r in other writing s, 

in reflective writ ing s , suc h a s " Tran s fig urati on": " On a 

clear da y, a t su nd own , the i sl a nd behave s so muc h l ik e a 

lum p of se pa r ated e arth, a p i ece of the b l a c k worl d we kn ow, 

t ha t I c an be l i ev e it i s l an d, some thing t o be f ound o n the 

ma p, a pla ce where I could get a s hor e , af ter t oil and adven 

tur e s. At sundown a lo w yell ow planet mark s it s hiding 

pla c e ." 14 I n .,The Voyage of the Mona " we find the s e aman 

Ye o wore a " blue jersey," no t a navy b l ue jersey a s we might 

expect , a nd "t h e s ea wa s blue and white . 11 15 

But not all co l or word s a re s ing le o r un combin ed. 

There are variati ons in f o rms, var i a ti ons in t one names, 

variati on in combinati on s of colo rs . The ess ay s wh i c h tr eat 

of v i s it s t o the tr opi cs or s ubtr opi c s ar e, o f c our s e, fu l l 

of var i a tions a s well a s of chr omatic c o l o r word s , while 

color wor d s used in t he e ss ay s ab out the northern l and s a re 

l e ss varie d. Thi s i s a s one wo uld expect, f or there s eem s 

to be more quantity of colo r in the tr opic s, a lthou gh t here 

i s color to be f ound in a l l par ts of the l a nd s and s e a s 

where man may travel. The Se a a nd the Jung l e i s the dis p l ay 

boa rd f or many exampl es o f co l o r pa tter ns. As a part of 

image ry, colo r recur s in an other s ecti on of this paper , but 

c o l or require s treatm e nt of it s elf. 

1401d Junk , pp . 75 -7 6 . 

15Ib id., p . 120 . 



There is colo r in all t he face s of nature, and 

Tomlinson i s eager a nd able to sho w th a t color to us. In 

many places we find the play of primary color with th at of 

hues a nd tones . He tells o f takin g ab oard ship a 
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. coryphene, the dolphin of sailors. It ga ve us in 
its de a th agony the fam ous display, beautiful but rather 
painful to watch, f or the wonderful hue s, a s the y changed 
to the eye, and sent to the mind onl y a me ss a ge o f a 
creature in a violent de a t h struggl e. 

So there the dolphin was, gl owing and fading with 
the hue s of faery. Its li fe re a ll y illuminating it fr om 
wi thin. As it s l ife e bbed , or stove convulsively, its 
colors waned and pulsed . It was gold when it c ame on 
board, an d d a r ke ned to ultramarine a s it thrashed the 
deck , a nd its br oad dorsal fin s howed vi olet eye s . Its 
bod y changed t o a pale metallic green; and then its l ight 
went out.1 6 

Combination of s imple color c oncept is sh own i n : "A moderate 

north-east wind and s ea, and a brigh t mor ni ng; but far out a 

dark cloud f ormed, an d dr ew , an d driving towar d us, cover ed 

us presently with a blue:..black can op y."17 Blu e-b l a c k is us e d 

a lso in " The se a ran in br oad heavy mounds, blue-black and 

vitre ous, which hardly mov ed our bu l k. "1 8 

The primary colors ye llo w a nd re d seem to h a ve been 

a part o f the Amaz on jungl e vi s i te d by th e Ca pella . In the 

f ollowing qu ot ati on we fi nd red with two var iations: " More 

rarely the riv e r cuts a section thr ough some undul atin g 

height s of red conglomerate . . an d again the bank may be 

16The Sea and the Jungle, p. 97. 

1 7 lb id. , p. 104. 

1Brbid ., p. 76. 
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o f cherry a nd s affr on c l ay which give s a name t o Itac oatiara. " ~ 

Poised again s t this s tudy in red is one in yell ow: "Th e p lane 

o f the dingy yell ow fl ood wa s variegated with tran s ient area s 

o f bright s ulphur and ch oc o late. 1120 Varia ti o ns of hue 

c omplete the pattern . 

An exotic image i s s h own by the detai ling of colo r in 

this exampl e: "Suddenly the sunrise ran a l ong band of 

gl owing s affr on over the shad ow t o port , a nd the vague s ummit 

became r emarkabl e with a parapet of black filigree , cr own a nd 

fr ond s of palm s and s trange tree s s howing in rigid pattern s 

o f eb o ny . " 21 There are t wo o ther f orms o f thi s image t o be 

f ou nd in the s ame boo k . On e emp lo y s simple c o l or s; one makes 

use of variati on. The first i s this: " The orange s unri s e 

behind a f orest was t opped by a b l ack design of pa lm fr onds. •22 

The sec ond is thi s: " Where the luminous s ky wa s behind a n 

i sl and , gr ou p s of diminutive pa l ms s howed , a s tiny and di st inct 

a s the f orms of mildew under a magnifying g l a ss, delicate 

b l ack penci ll ing s al ong the f oo t of the s ky wal l. 11 23 

Another ex otic image created by a few c olo r words is 

thi s o ne f ound in " The African Coa st": 0 The gr ove of pa l ms 

19 Ibid., pp . 180-181 . 

20 ibid ., p. 133. 

21 I bid. , p . 111. 

22 Ibid., p . 186. 

23 Ibid ., p . 109 . 
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ho l d ing their plumes ab ove a white vil l age might be de l i cat e 

penc i ll ing s on t he yel lo w s heet of the de se r t. The heat i s 

a ba l m. Th e sh ad ows ar e st a ins of indig o o n the ro ads a nd 

24 pa le wa lls ." The repet i tion of the figure " de l icate 

pen cill ing s" we note . Anot h e r o f like t one i s this: " They 

might have been Dryad s, th ose sle nder and moti onle ss f orms 

in r obe s of scar le t, orange , and emera ld, wh o wer e in tent on 

some rituai am o ng the trees." 25 

Hi s travel s to the i sl and s o f the Ea st I nd ies re sul ted 

in pl e a s ure f or us. The co l o r s are a s pu re and a s inten se 

there a s they are in t he Amaz on picture s , a lt hou gh t he colo r s 

met are different. Crab s al ong the bea ch of o ne of the s e 

far- off i sl and s a re the so urce of thi s g rou ping : "I s at on 

a stump an d watched the g l i s tening mud . I t wa s riddle d with 

th e burr ows of little crab s. Some were vermi l li on, o thers 

were white and one sort was vi o let with legs o f b l ue. " 26 

Th e colors o f the interi or o f a vo lc a no on Tern at e, o ne o f 

the Malay i sl and s, su gge sts br ooding dan ger a s we ll a s gi v e s 

us a cle a r line s ketch of the scene: " The cra gs were ca lc ined 

red a nd b l a c k , and they were bl otched with su lphur and 

verdigri s." 27 

2 4 Old Junk, p . 35. 

25Ti d e Mark s, p. 69. 

26 Ibi d ., p . 190. 

27 I bid., p . 205 . 
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Mem ories c a l led ba ck fr om far away p l ace s during a 

winter of war are clear and are a break in the gl oom of an 

ex pected eremy attack. The fir s t example i s very brief, a 

mem ory of an i s land "on a fl oo r of ma l achi te which had st ai ns 

of orange drift-weed. 11 28 The sec ond mem ory remained so vivid 

that he d oubted hi s mem ory: " Yet even now, a s I shall no t 

ha ve that la ndfal l again, I have a d oubt that water s c ould be 

of the co l o r s which were radiant ab out that i s land, that r ock 

could be of r os e and white, that tree s c ould be so green and 

ar omatic . 11 29 

Another example s hows c o l or hue s that seem particu l arly 

fitted f or the pre s ented idea: 

A f itful display of ruby and emerald light in which the 
sh ap e o f palm trees waved attracted me out s ide , f o r it 
wa s fairly remini s cent o f the bright i llust rati on s t o 
you th' s newly expurgated editi on of the "Th ou s and and 
One Night s." 30 

Alth ough the tropi cs are the source of ma ny expre s

sions of color, the l a nds of the temp e rate zon e s, too, are 

expressive in colo r. A simple effect i v e figure appears in 

the s e fe w word s: "A ca scade of r ose , purp le, yell ow, white 

an d green was held narr owly by th o se c onverging slo pe s o f 

bracken and oak scrub. 113 ! 

28 11 Is land s," Waiting f or Daylight, p . 27. 

29 Ibid., p. 28. 

30Tide Marks , p. 95. 

3 1 "A North Dev on Estuary ," The Face of the Earth , p . 9 . 



We are not surprised t o find many of our examples 

draw n fr om the s ea, f or mu ch of Eng l ish life i s t ou ched by 

t he s ea . Blue and green are , o f c our s e , c o l or s a sso ciated 

wi t h water. The f o l lo wi ng qu otati on c ontains bot h co l ors: 
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" The s ea was blue and whi t e. The frail c oast now far away 

wa s gree n and go ld. " 32 Another green and white figure is 

f ou nd in " The Derelict ": 0 The s ea whir l ing and leaping past 

wa s far be lo w our wa ll s ide . It wa s l ike peering dizzily 

over a preci pice when watching th o se green and white cata

ract s . " 33 The same essay has this pictur e : " Loo ki ng sea

wards , I saw receding the br oad green hill , s n ow-capped, 

wh i ch had lifted us and let us down. The s ea wa s getting 

up. " 34 Ano ther representati on of green is this : 0 Her green 

hull has the sheer of a sea holl ow. " 35 The c o l or and the 

f o r m are s ugge s tive o f the sea itself. 

White--and white may be called a c o l or--is a part o f 

the co l o r pattern of the northern skies. It is c ombined with 

blue or black or gray t o suggest the everla s tingness of th e 

breaking sea. We find it used with blue in thi s s electi on : 

"A cr oss t hat patch of blue, which was a l oo k int o eternity , 

I saw a bird drift as white as sanctity. " 36 Again we find 

3 2 " V o y a g e o f t h e M o n a, , " 0 1 d Ju n k , p . 1 2 5 . 

33 01d Junk, pp. 113-114. 

34 I bid., p. 115. 

35 " 0ff Sh ore, " Lond o n River , p . 219. 

36Ibid., p. 217. 
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white and blue: "The vault was turqu oise, and the moving 

fl oo r was c obalt. The white islands of th e Olympians were 

in the sky."37 White with anot her hue appear s in a most 

effective picture: 

The triumphant water s s h outed over her , and occupied 
her with every breaker, then left her f or a minute, with 
her deck a deep cl e ar amethystine bath , thr ou gh which 
all her white paint g l i mmer ed till the instant when 
an ot her wall of water fr om the o cean bur s t over all but 
her upper works.38 

But there were land c o l ors t o be rec orded as well as 

se a colors: "I came to a tree at the bot t om o f the s treet. 

. The tr ee never had anything t o s ay t o me. But o n that 

mornin g it had. It must have had a t ouch of the s un. It was 

a bird-cherry , and at that movement was an a s t oni s hing mix

ture of sno wy white and pale translucent green , with r o sy 

chaffin ch es darting am ong it s pendul ous fl ower s . " 39 There 

are colors on the moo rs, too , and the c o l or wo rd s permit us 

t o s hare the plea s ure Tomlinson f ound there. Tw o of the s e 

patterns will s uffice t o s h ow hi s arti st ry in words : " The 

fur z e made vivid i s lands of new green and g old in wide lakes 

of purple f or the heather was in bl oom . " 40 The seco nd is 

thi s : " th os e cushions of r osy heath pendent in half 

37 Ibid., p. 218. 

3 8 " The Wr e ck ,"! Mingled Yarn , p. 107. 

39 " The Litt le Thing s," The Face tl the Earth, pp. 243-
24 4 . 

4 o" On the Chesil Bank, " The Face tl the Earth, p. 122. 
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circles over a sc ar in the gr oun d where white flints were set 

in buff colored earth which se emed self-luminous." 41 

Tw o more exa mples, these of autumn, and then we are 

d one. Each is poetic in fee li ng: "The branche s of the 

tamarisk, u su ally troubled, f or they face the Atl antic , were 

in com plete rep os e. Their green feathers were on young stems 

of s hining coral."42 The final example is this : 

And there was that blade of gra ss under the tamarisk. 
There are many blade s o f grass there, of course, but 
t his one stood out. It topped the rest . It was arched 
ab ov e its fell ows . Its blade, of blui s h-green--was set 
with minute bead s of dew , and the angle of the su nlight 
was luck y. The blade wa s ir edescent. It glittered 
with many minute suns. It f lashed at times in a way to 
which grass has no right, and the fla s hes were of ruby 
and emerald.43 

We note in the qu ot ed passages no complicated flights 

of de scr ipti on, no unusual hue s or tones. The effectiveness 

comes because we are convinced that Tomlinson's observati o n 

is preci s e , t hat hi s color sense is true, that his col or 

word s are right f or the picture he exhibit s. We not ice a 

difference between the color scenes fr om the tropics and the 

color patterns o f the temper ate z one s . This co incides with 

our own experience, either real or vicari ous, and we ackn owl

edge the validity of his observati ons becau se they reinforce 

our own. We are willing, then, to accept hi s color picture s 

41 Ibid., p. 123. 

42 I bid., p. 124. 

43 Ibid., p. 125. 
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and to compose ou r image s with his pai nts. We are conscious 

of his word ma st ery. 

Imagery 

For Tomlinson, words served to reveal the i mpressions 

of life around him. He was acut e l y sensitive to all th at is-

people, pl a ces, ideas. Wo rds were t oo ls t o create images by 

which ot her s could shar e hi s i mpre ssio ns. He combined words 

to produce images th a t are finely f oc used. The image s are 

definite , althou gh some pi cture s, particular ly in ima ge s of 

t he s ea , may have a vague limit o f definiti on. Thi s f orm 

s eems to expand t he scope o f the image. He uses no one method 

of devel oping hi s images, a l th ough many of h is most effective 

efforts a r e developed merely by catal oging . Yet c a taloging 

in Toml ins on 's hand s i s creative , f o r fr om hi s own experience 

the reader sy nt he s ize s with Tomlinson's image-bearing words 

a new whole. 

It i s e v ide nt f rom th e previ ous section that th e use 

o f color is on e o f the chie f c omp onents of image s th at 

Tomlinson sh are s with us. As we examine the selections to 

note his choic e of color, we realize that ima ge s are devel

opin g. Fleeting i mages may occu r i n numb er s, particularly in 

re lation to color, when the mind resp onds t o suggestions. The 

auth or makes his suggesti on by word s, the carefully chosen 

words. Our re spons e t o his sugge st i ons defines th e image. 

II It is by means of imagery drawn fr om experience and 
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combined by imaginati on that an author creates; and it is by 

imagery drawn from his own differing experience that a reader 

re ads." 4 4 

A careful examination o f the images used by Tomlinson 

and of the composition of those images s hould le ad t o some 

c onclus i ons ab out his style. We have seen that Tom linson 

obj ec te d to post - mort em dissection o f literature, bel ieving 

th a t th e beaut y of a piece could be de s tr oyed by ov er-examina-

tion. It s eem s rea so nable, however, that anything which we 

can do t o inten s ify ou r awarene ss of beauty s h ould pr ove 

worthwhile. "L iterature is the interpretati on of life 

through the medium of words," Rickert tell s us in New Meth ods 

f or t he St udy of Literature. " Externally it i s n othing mo re 

than t he arrangement of words."45 In this st udy of imagery 

and figure s , I d o not pr opos e t o examine by c ounting s yllable s 

o r content word s, or by a detailed ana l y s is of thou ght , t one , 

o r rhythm pat t ern s; I do prop os e t o examine image s and figures 

with t he h ope of determining why the image s Tomlins on created 

are effective and h ow th ey contribute t o th e t ot al effect of 

his writing s . 

Alt h ough much of his most effe ct i ve imagery lie s in 

hi s portrayal of the s ea , Tomlin son wa s not a se aman. He wa s 

44Edith Ri ckert, New Methods f or the Study Qi_ Litera
ture (Chic ag o: Univer sit y of Chicag o Pre ss, 1927), p . 25. 

4 5 I bid., p. 2 . 
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fascinated by the sea and was ever drawn t oward it , but he 

feared it. He did not like the sea. In "Hints for Those 

Ab out t o Travel," he say s thi s : 

I 'm a little bit afraid of the sea. . That is one 
thing, at le a st I have l earned in travel. I do not 
l ove the sea. The l oo k o f it is di s quieting. There i s 
something in the very so und of it that stirs the pre
monition felt while we listen t o no ble music; we become 
inexplicably troubled.46 

Tomlinson was attracted to the sea, h owever. He say s : "I 

sh ould not enjoy an English h o liday away fr om the c oast, and 

I s hou ld be glad if s ome wise pers on c ould explain exactly 

why. " 47 He tries t o explain why he , and others , may be 

attracted t o the sea: 

It i s not the sea it s elf, n o t all that salt water, 
which we find attractive. Most of u s , I supp os e, are a 
l i t tle nerv ous of the sea. No matter what it s smiles 
may be, we d oubt its friend liness. It is ab out as 
friendly a s the v olcano which is benign while it d oes 
not feel like bl owing up. What draws us t o the s ea is 
the light breaking over it. Try li s tening , in perfect 
s afety , t o c ombers breaking am ong the reef s on a dark 
night , and then say whether y ou enj oy the v o ice o f great 
waters. I think it must be the wonder of light with out 
bounds which draw s us to the d ock s t o over co me the 
di s tracti on s and disc omf orts o f departure. We s ee 
there is liberty in the world , after all , if only we 
had the will t o take it. And unfailingly we make stran ge 
landfall s during an escape, c oast s of illu s i on i f y ou 
like, and under incredible s kies , but sufficient to 
s hake our o ld faith in th ose realities we had supposed 
we were obliged t o accept. There are other worlds.48 

46 " Hint s f o r Th o se About t o Travel ," The Face of the 
Earth, p. 36. 

4 7 " on the Che s il Bank, " The Face tl the Earth, p. 111. 

48rbid., p. 48. 
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He had travelled in most of the sea waters o f the world , and 

hi s ability to recreate f or us his ow n view s and feelings in 

regard to those waters is responsible f or the ass oc iation of 

hi s name with the sea and writings of the sea. 

Particularly effective, certainly f or the traveler 

wh o is content to travel by book, is the acc ou nt of the storm 

at s ea a s the Capella crossed the Atl antic to the Amaz on. 

Swinnerton s ays ab out that passage: "~omlinson s hows us 

the storm] not as a sailor sees it , but a s we our s elves (wh o 

are not s ail o rs) would see it and feel afraid and not very 

com f ort able. " 49 The experience is created f or u s in a 

se ries o f images that f oll ow one after an ot her. The first 

image i s of the sea in storm. The second directs attenti on 

to the ship. The third i s o ne of sound: 

These western ocean waves had a differ ent character. 
They wer e the s ea. We did not have a multitude of wave s 
in si ght , but the sea f loo r it s elf might have been 
un dula tio n. The oc ean was pr of oundl y convulsed. Our 
outloo k was con fined to a few heights and hollows, and 
the moving heights were swift, but unhurried and stately. 
Your alarm, a s you s aw a greater hill appear ahead, 
tower, and bear d own, had no time to get more than just 
out o f the st age of s urprise and wonder when the " Capella 's" 
bows were pointing sk yward on a long upslope of water, 
the broken summit of which was t oo quick f o r the " Capella"-
the b ows di sappeared in a white expl os i on , a vo lley of 
spr ay, a s hard a s s hot raked the bridge , t he f oredeck 
filled with raging water, and the wave swe pt al ong our 
run , dark , s evere , and immen s e ; with so 1 i t t 1 e no i s e too ; 
wi t h but a faint hissing of f oam , a s in deliberate silence. 
The "Capella " then began to run d own a valley. 

49 Frank Swinnerton, The Georgian Literary Sc ene (New 
York: Farrar and Rinehart, 1934), p. 158. 
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The engines were reduced to half speed; it wou ld 
have been danger ous to drive her at such seas. Our wet 
and sl ippery decks were bleak, wind- swe pt and deserted. 
The mirror o f water on the ir o n surfaces , constantly 
renewed, reflected and flashed the wild lights in the 
sky a s she rolled and pitched, and s omeh ow th os e reflec
tions fr om her po lish made the steamer s eem more deso
late and f or l orn. Not a man showed anywhere o n the 
vessel's length, except merely t o hurry fr om o ne vantage 
to an o ther--darting out o f the ship's interi or, and 
scu rrying to an other h o le and vanishing abruptly, like 
a rabbit. 

The gale was dumb till it met and was t orn in our 
harsh opp os iti on, sh outing and moaning then in anger and 
t orment a s we st eadily pressed our ir on int o it s p onder
able body. You could imagine the flawle ss fl oo d o f air 
pourin g silently express till it met our pillar s and 
pinnacles , and then flying past rift , the th ousand punc
ture s instantly spreading int o l ong shreiking lacerati o ns. 
The wo unds and mout h s were so many, l oud and po igna nt, 
t hat y ou wondered you could not see them. Our st ructure 
wa s full o f v o ices, but the weighty body which dr ov e 
again st our s hr ou ds and funnel guy s, and kept them 
stro ngly vibrating were curi ously invi s ible. The hard 
jets o f air s purted hi ssi ng thr ough the winche s. The 
soun d in the s hr ouds and st ays began like t ha t of some
th ing t earing , and r os e to a high keening. The deeper 
notes were amid s hips, in the alleyway s and r o und the 
engine-r oom casing; but the ship it s elf contribut ed a 
not e , a metallic murmur so pr o f oun d that it was felt a s 
a tr emor rather t han heard. It wa s alm os t bel ow hu man 
hearing. It wa s th e h o ll ow s hip re so nant , the st eel walls , 
decks, and bul kheads quivering under the drummin g o f the 
s ea s, and the regular thr ows o f the crankshaft far 
bel ow.50 

The image o f the s hrieking air ha s something o f Greek tragedy 

in it. 

A simpler and more quiet impre ssio n o f sound fr om the 

s ea is f ound in " Off- Shore ": 

There was the monody, confidant but s ubdued , the mos t 
ancient so ng in the world, o f invi si ble water s . Some
t ime s there was a s ho ck when she dr opped int o a h o ll ow, 

5 0T he Sea and the Jungle, pp . 34-35. 
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and a vicious shower whipped acr oss the gla ss of the 
wheel-h ouse. I then g ot the s ad feeling, much t oo soo n , 
that the inhospitable North was greeting u s. It is 
after su nd own at s ea, when l oo king thr ough the dark to 
the stars, listening t o sou nds that are as th ough 
ancient waters were sti ll wandering under a sk y in 
which day has not been kindled, seeking c o a s t s not yet 
f ormed.51 

Im ages created by reference to taste and smell are 

not so common, in any writing , as are those which are built 

u p on sight and sou nd. There are tw o of th e s e in ''O ff- Shore." 

The image s are c o nc om itant, individual , yet c ombined : 

Wh en I left the wheel-h ou se t o g o bel ow, it wa s near 
midnight . As I ope ned the heavy d oo r o f the h ou s e the 
nigh t h owled al oud at my ap pe arance. The night smelt 
pungen tl y of s alt and seaweed. The wind wa s like ice t o 
my n os e and it taste d like ir o n . Sometime s the nex t 
st ep wa s at a c orrect di st ance bel ow my feet ; and then 
al l t hat was under me wo uld be swept away. I de s cended 
int o the muffled sal oo n, which wa s a little b ox encl os ing 
l ight and warmth partially s ubmerged in the water s . 
The re it s melt o f ho t engine- o il and s tale cl othe s . 52 

A sim ple image drawing but very effective i s th e 

picture o f the trawler Susie: "S he was po ised a s kew, in that 

ar r e st ed in s tant, on a glassy sl ope of water , with its cre s t 

f oamin g ab ove her. " 53 Surely there are few wh o c ould read 

the s e paragraphs, ab out s ea p ower , with out an em ot i onal 

re s pon s e o f som e s ort, a thankfulness f o r having mi sse d such 

turm oil, an appreciati on o f th ose wh o must make their living 

in such danger, a wish that o ne might have experienced such 

wild danger. 

51 Lo nd on River , pp. 199-200 . 

52 Ibi d., pp. 200-201. 

53 I bid., p. 205. 



Vivid , t oo , are the pictures of s t orms over land , 

natu r e ' s s t o rm s o r man 's war-made storms. The pictures of 
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nature ' s s t o r ms are the re creation of the experience. Th ose 

which de s cribe man ' s bla s phemy , however, induce Tomlin so n 's 

horr or at the acts that c ome t o pass within civilizati on and 

thr ough material pr ogre ss . 

We find this acc ount of a s t o rm which fell upon the 

Capella when she wa s many miles inland fr om the se a , s ailing 

up t he Am a zo n river. Exactness c om e s fr om the u s e of the 

figurative "c an opy" and "curtain, " the "yell ow light . 

t raced shapes , " "the inverted black bowl," a nd "Ni ght 

co nt rac t ed and expanded": 

There was one sun s et when the over s preading of vi olet 
cl oud s would hav e shut out the day quite , but that the 
can opy was no t cl osely adjusted t o the l ow barrier o f 
f orest t o the westward. Thr ough that narr ow chink a 
yell ow light streamed, and traced shapes o n the lurid 
wa l l s and r oo f which narr owly encl os ed us . This was 
the begi nning of the most alarming of our daily electri
cal st orms. There was no wind. Serp a and all the c oast 
facing that rift where the light entered our pris on , 
st oo d pr om inent and strange, and surpri s ed us as much 
as if we had not l ooked in that directi on till then. 
The curtain dr opped behind the f ore s t , and all the light 
was shut out. We could not see acr os s the s hip. Kn owin g 
how s tr ong and bright could be the electrical discharges 
(th ough they wer e rar e ly acc ompanied by thunder) when not 
hera l ded in s o portentious a way, we waited with som e 
anxiety f or this display to begin. It began ove r the 
trees behind Serpa. Blue fire f l ickered l ow d own, and 
was quickly d oused. Then a crack of light s prang acr oss 
the inverted black bowl fr om east t o west in three quick 
movements. Its instant ramificati ons fractured all the 
r oo f in a network of dazzling blue lines. The reticula
ti ons o f light were fleeting, but never gone. Night 
c ontracted and expanded, and th e sharp s ounds, which were 
no t like thunder, might have been the tumbling flin ders 



of night' s r oo f. We s aw not onl y the river, and the 
s hapes o f the tree s and the village , as in wavering 
daylight, but their colours. One flash s heeted the 
heavens, and its overbright glare extingui s hed every
thin g. It came with an explosion, like the firing of 
a great gun close to our ears, and f o r a time we 
th ought the ship wa s struck. In this eff ort the storm 
exhausted itself.54 

Anot her inland storm is shown in this image: 

68 

At f our in the aftern oon the sky grew om inou s . We had 
just time t o noti c e the trees a st ern s uddenly convulse d, 
writhing where they stoo d, and the storm s prang at us, 
r oaring , ripping away awnings and l oos e gear. The no i s e 
in the f orest r ound us was that of cataclysm. The rain 
wa s an ob s curity o f falling water, and the trees turned 
t o s had ows in a grey f og. The s hip became full o f 
water s p outs, large streams and jets curving away fr om 
every pr ominence. This lasted f or but twenty minute s. 55 

A creation o f a different sor t is drawn in "A Raid 

Night. " Here is a man-made s t o rm, mo re frightening than the 

ot her s because over the "o b scu re and unimp ortant s treet," we 

s ee " a celestial portent illuminate briefly a little of the 

fu tur e o f mankind'' : 

The sky was sus pect , and we watched it , but s aw on ly 
vacuity till o ne l ong beam s h o t int o it , se ar ching slo wly 
and deliberately th e wh o le my s teri ous ceiling , yet 
he s itating sometimes, and g o ing back on it s path a s 
t h ough in telligently suspicious of a matter it had 
passed over too quickly. It peered int o the immen s e 
cav ern s o f a cl oud t o which it had returned , illumi
nating to us un s u s pected and h orrifying poss ibilities 
of hiding-place s ab ove us. We expected to se e the dis
covered enemy bo ldly emerge th en. Other beam s by now 
had joined the p i oneer, and the ni gh t became bewildering 
with a dazzling mes h o f light . Shell s joined the 
wandering beam s , those sparks o f orange and red. A 
worl d o f fanta s tic chimney-p ots leaped int o being 

54The Sea and the Jungle, pp. 156-157. 

55Ibid., pp. 204-205. 
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between us and the s udden expan sion of a fan of yellow 
flame. A bom b ! We just felt , but hardly hear d, the 
s hock o f it. A furi ous succ es s i on of s uch bursts of 
light f ollowed, a c onvulsive opening and shuttin g of 
night. We saw that when midnight i s cleft a s under it 
has a fiery in s ide.56 

We note the "convulsive opening and shutting o f night; is 

c omparable to the "Night c ontracted and expanded" of the image 

of nature ' s upheaval previously qu ot ed. 

But not all images are of storm and vi o lence. The 

f o ll owing , f ound in The Sea and the Jungl e , i s a conti nuati on 

of the paragraph of storm. We rec ognize in it the poet ' s 

clear vi s i on and his s en s itivene ss t o impre ss i on : 

But the impending cl ouds remained t o ha s ten night when 
we were in a place which, more than anything I have s een , 
wa s the world bef ore the co ming of man. The river had 
br oadened and s hall owe d. The f ore s t encl ose d us. There 
were i s lands, and the rank growth of s wamp s. We could 
se e , through breaks in the igap o, exten s ive lag oo ns 
bey on d, with the high jun gle br oo ding over empty s ilver 
area s . Her ons, storks, and egrets were white and s till 
ab out the tangle of aque ous r oo ts. It wa s all a s s ilent 
and ot her world as a pictur e.57 

This on e , too, s ugge s t s quietne ss, relaxati on : 

In the ea s y swell of the bay our mo vements became 
rhythmic, and we s ettled d own quietly in a l o ng reach. 
A vault o f blue had sh aped over us . The Foreland was 
bor n int o the world. It l oo ked towards the new day, an d 
wa s o f amber; but ov er the moo r s to the north-ea st the 
rain cl ou d s, · a gathering of s ullen battali o ns, challenged 
the dawn with an entrenched regi on of gl oo m. Ye t when 
t he sun r os e and l oo ked straight a t ' them, they went. It 
was a g oo d morning . Now we could see all the bay 
coloured and defined in every hanging field, st eep, and 
combe. The waters danced.58 

p. 22. 

56 wai ting f o r Daylight, pp. 22-23. 

57 P . 205. 

58 "A North Devon Estuary, " The Face of the Earth , 
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Another image of quietness, this one o f night, is here: 

" 

Before me then should have been the Thames , at the t o p 
of fl oo d tide. It wa s not seen. There was o nly a black 
v o id dividing s ome clu s ters of brilliant but rem ote and 
diminished lights. There were odd stars which detached 
themselves fr om the fixed clusters , and moved in the vo id, 
so unding the pr ofundity o f the chasm beneath them with 
line s o f trembling fire. Suc h a wandering c omet drifted 
near where I stood on the verge of nothing , and then it 
was plain that its trail o f quivering light did no t 
so und , but fl oated and undulated o n a travelling r oad-
t hat chasm bef ore me wa s black because it was filled 
with fluid night.59 

A de l ightful example of poetic im agery is this; 

the fireflies which flit ab out the dark shi p a t night 

in myriads, tiny blue and yell ow gl ow-lamp s which burn with 

puzzling inc onstancy a s though being sw itched o n and off. 060 

Anot her is this : 

It was evening bef or e we were abreast of that most 
pictur e sque t own I s aw o n the river. Obyd os re s t s o n 
o ne o f the rare Amaz on cliffs of ruf ous clay and s and
stone. The f ore s t mounts the hill ab ove it , and the 
sc attered red r oo f s of the t own s h ow in a sur f of 
f ol iage. The cliff s gl owed in cream and c herry tints, 
with a ca sc ade of vines falling over them , th ough no t 
reaching th e shor e . The dainty little h ou s e s s it high 
in a loop o f th e cliffs. We left the city behind, with 
a huge cumulu s cl oud resting over it, and the evening 
l ight o n a11.6l 

One more example bel ongs with the s e sel ecti on s o f p oetic 

phra s ing : "W e have suc h days, with out a breath o f air, and 

two vivid wall s o f st ill jungle, and between them a yell ow 

59 "A Midnight Voyage, " Lo nd o n River, pp. 34-35. 

6 0The Sea and the Jungle, p. 136. 

61 Ibid. 
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river s erpentinin g under t he tor rid su n, and a s ilence which 

i s like deafness."62 

The sensi tivi t y of an artist i s sh own in t he cat

aloging of detail s t o construct this image, in which the 

arrangement and presentati on of detail are not pedestri an, 

but artistic: 

There is an avenue o f o ld trees leading up to the 
house, in which the full day is but a greeni s h twilight. 
Wh en the hous e i s s een in s unlight bey on d t he fra min g 
end o f th e avenue, its fr ont , of Caen limestone , l oo king 
to the south, s eem s self-luminou s, and of the placid 
shi ne and c o l ou r o f a newly-ri sen harvest moo n. The 
ri dge o f the steeply pitched tiles of the r oo f is a s 
c a su a l along the blue of the s ky a s an outcr o p of co ral 
r oc k , which fr ost ha s mo ulded , and the tiles too 
pre cip i tous f or verd ure are immemorial wi th l ichens. 6 3 

A like approach occ ur s in this select i on fr om "Morning in 

Madri d": 

The l a ne bel ow had more sunlight th an it could hold. A 
team o f mu le s tr ampl ing slo wl y thr ough were not sle ek 
but brightly polis hed, and t heir resigned ear s worked 
loose as they hauled two h og s head s of wine , on which 
maro on stains marked the staves of new oak. A man wh ose 
head and breast showed he got a s muc h su nligh t a s the 
vines s ang an outl andish son g to hi s team.64 

The simp le images are effective , t oo, in s howing the 

artist's feeling f or center o f f o cus. Three example s will 

s erve to sho w th e beauty of s impl i city. The fir s t is f oun d 

in "A No r t h Dev on Estuary": " Our craft st ill mov ed in , pr o-

jected f orward o n vehement bill ows, pa st bleak j ag s in 

62Ibid., p. 137. 

63 " Cote d ' Or, " A_ Ming led Yarn, p. 97. 

6 4 so uth t o Cadi z, p. 40. 
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blister s of f oam, and then anchored." 65 The seco nd is fr om 

the same e ssay: "The ocean ou tside wa s exploding on steeple s 

and tables of rock."66 The thir d is taken fr om The Se a and 

the Jungle : "In the west wa s a st eep range of cl oudland, 

rising fr om the s ea, and again st it was inclined the flame 

of a rainb ow. " 6 7 

The f o ll owing paragraph dem onstrates several of th e 

features of imagery that are a part o f Tom lins on 's prose: 

hi s sensitivity to light and color--grey, ultimate blue , blue

b l ack, milk y blue , purple; his sensiti vity t o pr o porti on--

the high d ome with its circular fl oo r; the limitle ss frame 

of hi s univ erse: 

Then it was Augu s t. The s ea ran in br oad heavy 
mounds, blue-black and vitre ou s, which hardly moved our 
bulk. In the aftern oo n the oc ean , a s h ort distance 
fr om the s hip , grew filmed and opaque , heaving , was 
smooth and flaw less . No light entered it s deeps , but 
the radiant heat was mirr ored on it a s on the pall or 
of f luid lava. The wa ter pl oughed up by the b ows did 
not break, but r ol led ov er vi s cidly. The sun dr opped 
behind the sea ab out a poi nt west o f our c our s e. Night 
was near. Yet st ill the high d ome with it s circular 
fl oo r the s ea was magically illuminated, a s by the 
pr oximity of a wonderful pre senc e. We , so litary and 
privileged in the theatre, waited expectant. The d oo r s 
of gl ory were som ewhere ajar. The western wall was 
clear, s hining and empty, encl os ed by a pr os cenium of 
amber flame s : In the north-east, a st ern o f us were 
some high fair~weather cl ouds, like a fain t host of 
little cherubs, and fr om their supe ri or ga lleries they 
watched a li ght invi s ible t o us; it made their face s 
bright. Even our own pr os aic ir on gear was s ublimated; 

65The Face tl the Earth, p. 23. 

66 rbid. 

67 p _ 89. 
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our s hip became lu s tr ou s and strange. We were the 
Arg onaut s , and our world was bright with the veritable 
s elf-radiance of a world of romance where the things 
t hat wo uld happen were undreamed of , and we watched f or 
them fr om our arg os y 's s ide calm and expectant; my 
fell ows were tran s figu r ed, l ooked huge , were r osy and 
awfulA imm ortals in that light no mortal i s given to 
s ee.6~ 

The paragraph als o de mo ns trates an effective use of metaphor 

in t he c o nst ructi on of the image. The image o f the world as 

a t hea t er wi t h men waiting f o r the play t o begin heightens 

particularly the auth or ' s feeling of his place in the world. 

The simile completes one metaphoric image. The second 

metaph or , t he identification with the Arg onaut s, i s inter

e s ting because by identifying the seamen with the sail ors of 

the legendary Argonauts he explains the change in their 

appearance, their apparent increa s e in s ize. 

I pre s ent a final selecti on with out c omment: 

Day returned briefly at sunset. It was an aston
i s hing gift. The clouds rapidly lifted and the sky 
cleared, till the sea extended far t o a bright ho rizon , 
hard and po li s hed , a clear separati on o f our planet and 
heaven. The waves were still ponder ous. The Windh over 
lab oured heavily. We rolled over the bright slopes 
ai mle ss ly. She would rear till the f orward deck stuck 
up in fr ont o f us , then dr op over , flinging us again s t 
the d od ger , and the shock would s urr ound her with f oam 
t ha t wa s an er upti on o f greeni s h light. 

The sun wa s a c o ld rayle ss ball halved by the dark 
s ea. The wall of heaven ab ove it was flu s hed and t rans
lu c en t marble. There was a silver paring o f moo n in a 
tincture of r o se. When the sun had gone , the place it 
had left wa s luminous with s affr on and mauve , and f or a 
brief while we might have been al one in a va s t hall with 
i t s crystalline d om e penetrated by a gl ow that was with
out. The purple waters t oo k the light fr om ab ove and the 

6 8The Sea and the Jungle, pp. 76-77. 
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the b ows and fell inb oard came a s showe r s o f gems. 
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And n ow, having made a ll I can of s un set and ocean, and 
a spray of amethy s t s, jacint h s, emerald s, zirc ons, rubies, 
perid ots , and s apphire s, it is no l onger poss ible f o r me 
to av o id the s a loo n, the thought of which, f o r an obscure 
reas on, my mi nd l oathed.69 

Figurative Imagery 

Tomlinson often uses figurative imagery t o give clarity 

and empha s i s or to inten s ify em oti onal appeal. Becau s e of hi s 

early a ssoci ati on with things of the sea, and because of his 

many tr ips over the se a, we would expect many figure s to be 

drawn fr om the sea. Thi s d oes no t s eem to be so. Rather he 

uses land figures t o more clearly explain or exhibit s ea images. 

We find two figure s only that are built up on a ba se o f the sea . 

One is used in variati on s everal times. In Tide Marks we find 

this: "At s un s et on e day the sea wa s a fath omle ss mirr or 

be c au se the hul ls of the cumulous cl oud s had sunk in it beneath 

the inverted vi o let peak s of the Celebe s. 11 70 The same metaph or 

a pp ear s in "T ran s figurati on" : "Bel ow the high moors which 

en close the bay, those distant sleepy uplands where the keels 

of the cumulous clouds are gr ounded. 117 1 A third f orm i s f ound 

in "The African Coa s t ": "I was a s tranger there but I kne w 

the language of th os e dark clouds driving int o the bay. 

The nort hern sky wa s full o f their gl oom y hulls. 11 72 The 

69 11 0ff-Sh ore, " Lo nd on River, pp. 206-207. 

7 0Pp. 142-143. 

71 01d Junk, p. 97. 

72Ibid., p. 28. 
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seco nd figure is a familiar one: the ship of s tate o f 

soc iety. We find it us ed in "Great Stat e sm en" : 

All wen t well until the War. Now the pr opeller- s haft 
o f indu s trial s ociety is fractured, ou r s h ip is 
wa l l owing in the tr ough o f the seas , and the men wh o 
sh ould put thing s righ t for us d o no t even kno w that 
it is the main s haft on whic h they shoul d c oncentrate. 
They are irritating the passengers by changing the 
ca b ins, confiscating luggage , insisti ng on higher fare s, 
cutt ing down the rati o ns, and ins tructing the s ail or s 
in the goos e- s tep; bu t the ship ha s no way o n her, and 
t he sou l o f break e r s gr ows l ouder fr om a s ombre, 
precipit ous , and unkn own c oast. 7 3 

As we would expect, we find figure s drawn with c o l or 

fr om th e experience s of his travels. A coll e ction o f the s e 

figure s fr om The Sea and the J ungle and Tide Mark s indicate s 

something o f the stylistic effe ctiven ess Toml ins o n makes of 

fig ur a ti ve f orm. Fo r example, "Drag on flie s were sus pended 

invi s ibly ov er our awning, jewel s in shi mmering ename ls."74 

The figure is brillian t because the three figurative word s, 

"s himmering," " jewels, " and " enamel" have brilliance inherent 

in th em . The s ec o nd example a lso de s cribe s insect s: 

" . and t he fireflies which flit ab out the dark s hip at 

night in my riads, tiny blue and yell ow gl ow-lamp s which burn 

with puzzl ing inc onstancy as th ou gh being s witched on and 

off. " 75 This me taph or is pa rti cula r l y striking , f or it picks 

up c olor our untrained eyes usually do not see, the " blue" o f 

73 wait i ng f or Daylight, p . 165. 

74 The Sea and the J ungle , p. 113. 

7 5 Ib id., p . 136. 
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the "glow-lamps." Another metaphor empl oys the base "lamp": 

"They wer e hung with fruit , pendant lamps lit with a pale 

greeni s h light. "76 Still an ot her example of a figure of 

colo r which uses "lamp" as a ba s e is this: " There were 

cuttlefish that day l ooking like opalescent lamps in which 

the light wa s hardly yet extinct. " 77 These figures are 

effective because, as we not ice, t he co l ors applied in su re 

their effectiveness. 

A very intere sting gr oup o f figure s combines c o l or 

and weap ons. The fir st example comes fr om The Sea and the 

Jungle: "Tangers s hot am ong the bushes like blue proj ec

tiles."78 The sec ond empl oys an other modern weap on , the 

torpedo, f or its ba s e: "A red gurnard , with its s taring 

eye s of vi o let , and the vi o let margin t o it s pect oral s, never 

su gge s ts anything f or the pot. Those steady eyes look at 

you wi t h di sco ncerting interest. There are red mullet and 

grey , garfi s h like green s nake s, ho r se mackerel, herring , 

p l ai~e and dab s, and fry that might be leaping shavings of 

bright metal. The ot her aftern oo n a salmon came in with the 

r e s t , a v e r y k i n g , a r e s p I e n d e n t s i I v e r t or p e d o o f a f e 11 o w . " 79 

Two figure s of metallic hue are set off by the colo rful 

gr ou ping o f the ot her fi s h. Still an other figure c om bine s 

76 rbid., p. 144. 

77Tide Mar ks, p . 132. 

78 P. 154. 

79°0n the Chesil Bank, " The Face of the Earth, p. 105. 
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c o l o r and we ap on s: "Between the plank s I c ould s ee the tide 

under our fee t, but if a s warm o f fish had not pa ss ed bel ow 

l ike bl u e arr ows and like gl obe s o f yell ow ligh t, the water 

would no t have been there ." 8 0 Thus the image o f t he lamp 

j o in s the figure o f c o l or and weap on. A final example al so 

s hows three c om p onent s --lamp , c o l o r , weap on--plu s other s . 

I t i s an ext~nded figure , bri l liant and de l ightful: 

The c oral was tall and branched . It appeared t o be 
n ot mu ch below the s urface o f the glass , but b onit o s 
like t orpedoes of blue light glanced over it in mid s pace 
e nd changed the il l us i on, and other fish, like oscil
lat i ng s ilver c o in s, like tinted gl ow lamps inter
mittently charged , like s wooping black and yell ow butter
flie s, like the petal s o f fl owers quivering in a zephyr, 
deepened and extended the sight.Bl 

The building o f the i mage by the accumulati o n of s imile s give s 

u s a remarkable picture o f undersea life. 

The interpretati on of hue is difficult t o gather fr om 

word s . Tomlin so n u s e s figures to s uggest a depth of black, a s 

in "The n oo n s had ows of the hut, and the tree s, were deep a s 

the s ta i n s of i nk. " 8 2 Another example tell s o f a jungle friend: 

"[The mo nkey ) with a so oty and hairle ss face , and black hair 

parted in the middle o f a frail f orehead , wa s a pal o f our s , 

and knew i t. . He made friendly twittering s . and per-

fectl y s elf-p oss e ss ed, hi s pure so ul giving hi m quietude , 

exa mined u s in a friendly way with an eb on paw which wa s a s 

80T i de Mark s, p. 168. 

81 I bid. , p. 186. 

82The Sea and the Jungle, p . 148. 
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small and fragile as a black fairy's." 83 Alth ough the simile 

i s not ba s ed up o n black but upon size, we appreciate th e dep th 

o f color tone from the construction of the simile. 

A figure o f a different kind is f o und in "A Raid 

Night." Tomlinson stands with his ne1ghb or s watching the 

sk y , l oo king f o r a Zeppelin . The Zepp elin bec omes plainly 

visible, caught in the cr oss wo rk o f s earch light s . He writes : 

There it was, at fir s t a wraith , a suggestion on the 
point of vanishing, and then illumi nated and emb odied , a 
cele s tia l maggot s tuck to the r ound o f a cl oud like a 
caterpillar t o the edge o f a leaf. We gazed at it 
s ilently , I cann ot s ay f o r h ow l ong. The beam o f light 
might have pinned the bright larva t o the sky f or the 
in sp e cti on of interested London ers.84 

The metaph or appears again near the end of the e ss ay : " The 

very heavens had been f ouled by the ob sc ene and pallid worm , 

crawling ar ound over those eternal verities t o which eye s had 

been lifted f o r light when night and tr o uble were over-dark. " 85 

Becaus e figures o f speech are very frequen t and imp or

tant in the artistic s tyle o f Tomlinson, it i s imp oss ible t o 

exhibit in detail all of the figure s that I have f ou nd. I 

have shown examples o f s imiles and metaph or s . Tomlin so n u s e s 

other figures a s well, principally per so nificati o n , a s in "A 

Midnight Voy age '': " Bel ow us a s wirl o f water br ok e int o mirth, 

instantly s uppressed. We c ould se e the Lizzie no w. The 

83 rbid., pp. 149-150. 

84 waiting f or Daylight, p. 16. 

85 rbi d ., p. 19. 
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r i pp le s s lipped r ound her t o the tune of they- ' avn't-f ound

' imLyet , th ey - ' avn ' t-f ound- ' i m-yet-they 'avn ' t."86 The per

so nificati on i s hei ghtened by the excellence of o nomat opoeia. 

I n an other example we learn that " The boat and the tide were 

murmuring t o each other s ecretly. "87 Two interesting exa mple s 

of pe rso n i ficati on center ab out tree s . Th e fir s t i s in Tid e 

Mark s . A st or m c omes s udden ly up on Tomlin so n and hi s party: 

" The t ree s s uddenly s houted and turned white, and th en vanished 

in the f a l ling water. " 88 The sec ond exampl e i s fr om The Sea 

and t he Jung l e : " Th ere were s ome mantis wh ich c ommence d t o 

run on the tree wh ile I was examining it s bark. They wer e 

like flake s of the bark. For a momen t the tree s ee me d t o 

qu i ver it s hide at my irrita t in g t ouch. 11 89 

A fina l exa mp le of p er s onificati o n , which i s likewise 

fr om Tide Marks , de scribes the fish marke t at Maca s s a r and 

Tom l i nso n 's reflecti ons up on the s cene and the pr o ce ss of 

creati on with the s ea a s the dire ct or of cr ea ti on : 

Yet each mo rning the di spl ay in Macas s ar 's fi s h mar
ket i s differently ordered. Th e pr ogra m is never repeated. 
I c ou l d never think of it as a market place , o r that I wa s 
l oo king at mere pr ovender. It was manife s t the s ea wa s 
s till exper i menting with its work each day a s s oo n a s the 
de s ign s were fini s he d , and s o threw them out t o us a s 
wa s te. Then it began on other effe ct s . That place in 
Maca ss ar , ther ef ore, was hard ly a market. . Ma c a ss ar 

86 Lo nd on River, p. 37. 

87 " The Dune s," Old Junk , p . 166. 

88 p _ 258. 

89 P . 143. 
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was merely getting daily what the rich and vast work s h op 
outs id e considered was not quite what it meant t o do. 
An d th a t works h op ha s, o f c ourse , plenty of time and 
li ght in wh ich t o satisfy it s elf. The su n and the warm 
seas have a ll eternity in which t o play with li fe, t o 
shap e and color it to the likene ss of whatever perfec
tion was once hinted. The Italian jeweler of the 
Renaiss an c e never appro ached the ea s y opulence, the 
merry vari e ty of idea s, and the wild ornamentati o n , 
which can be se en any br i ght morning on the sl ab s of 
that fish market of Celebes. There I s aw the oc ean 's 
last hilari ous but puzzling jokes . Fun was being pok ed 
at us--derision mad e of our own dull a nd mono t onous 
efforts at creati on.90 

Not all f igures empl oyed by Tomlinso n are s eri ous o r 

dra mat ic. In a f i gure that is t ouc hed with gentle hum or he 

de scri be s a trip fr om Singap o re t o Java. His cabin, he s ay s, 

was " fil l ed with flie s like devi ls, and moth s like jewels. 11 91 

From suc h a st atement we understand somet hing o f the p ro blems 

of his tr avel s. An other figure with hu mou r ous c o nn otati ons is 

this on e which concerns an American who came ab oard the Capella 

when it wa s far up the Amaz o n: " He wa s a tall y oung s ter , a n 

Ame rican, and hi s slow body itself was but a t hin s all ow 

drawl. 11 92 Tomlinson's c omment reveals the almost cla ss ic 

En g l ish c onception of American spe ech. 

Wi th examples of dra matic writing revealing awe some 

sights, I con c lu de this s ecti on of my study. Both are s ymb olic, 

suggesting an eve ntual vi o lent end t o the world. Tomlinson 

d oe s not predict su ch an end, but the experience s he had had 

are revealed t o us thr ough the eye s o f a man wh o was fa mi liar 

9 0 P . 132. 

91 I bid. , p. 85. 

92The Sea and the Jungl e , p. 209. 



with t he Boo k o f Revelati o n. 

Marks. The first is this : 

Both example s are fr om Tide 
81 

By such chance aid s I would learn where in the world 
I was. There was no ot her way. All with out warning one 
day our st ea mer, our pla cid and practical Dutch s teamer, 
st eered toward what I c ould see plainly en o ugh was the 
s ack and ruin o f Mount Zion. We were appr o aching a 
cele s tial war. Battlement s were tumbled and in flames, 
sm oke r o lled fr om th os e s treets o f jasper, and the 
banners of it s defeated h os ts were s inking t o final con
fu sion and the last night. A native s hip was fly in g 
fr om there. Its urgent s ails were s pread like wings too 
big for its b ody; perhaps it was bearing away survivors. 
Nothing else was in sight.93 

The s ec o nd im age f ollo ws th e first almost as th ough it had 

been written as a sequenc e: 

At suns et one day the sea was a fath omless mirr or 
because the hulls of the cumulous cl ou d s had sunk in it 
beneath the inverted vi o let peaks of Celebes. Celebes 
fl oated athwart two heavens. Over Borne o , where the s un 
vani s hed, the basaltic h o riz o n clouds were the br oken 
ramparts o f a worl d wrecked and l ost. The fire s of the 
final calamity were nearly out. Only fr om the ba se o f 
that wall did the last day o f earth bur st in o ne thin 
expl os i o n o f sc arlet. It s pread no distance. Night 
quenched it at onc e. I st oo d at the ship's rail, 
watching the place where the f orl orn hope had failed.9 4 

Only a man of talent, a man sensitive t o s ight, so und, a nd 

atm os phere , a man with a mind p oss e s sing trea s ures of mem ory 

and experienc e , a man wh o cared f o r words and word patterns 

c ould create such prose. 

The univer se as a sphere i s a recurring image. Usually 

c om bined with s omething o f the sea, as in this example: "N ight 

was near . Yet still the high d ome with its circular fl oo r the 

93 p _ 86. 

94 I bid., p. 143. 
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sea was magically illuminated , as by the pr oximity o f a 

wonderful pre s en c e. " 95 The same s ugge stio n appear s in a 

description o f the sensation felt by Tomlinson when he was 

asked to ta ke the bridge o f t he Capella 96 f or a brief relief : 

"Th ere was me, and t here were the st ar s . They were my 

nearest neighb ors. I stood f or you am o ng them al one. When 

t he l a st man hear s but does not see t he dee p waters o f this 

dark s phere in th a t night to which there wi ll be no mornin g 

sun, he shall know what was my sens a tio n al oft in the s a ddle 

o f the 'Ca pe lla. , .. 97 Anot her example is taken fr om The Sea 

and the Jungle: "This ' 'Capella, ' a lw ay s under the heigh t of 

a blue d om e , always the c en tre o f a circular fl oo r o f water s, 

waters t o be s een beating again st the st eep and lumi n o us 

wal ls en com pa ss ing us, th ugh nowhere finding an outlet , was 

a ll my experience. 11 98 A f in al example is fr om " Hotel Ba lc ony ," 

a descripti o n o f Gran ada at which the s phere im age appear s 

again: 

Beyon d that lamp, and th e black ravine s ab o u t it, the 
spr ead of Granada was the inver sio n of the lighted hea
ven s . It wa s a l ower density of s tars , unwinking and 

95The Se a and the Jungle, p. 76. 

96 The apparent inc ons istency in the f o rm o f de si gna ting 
name s of s hips, e. g. , Capella, " Cap ell a ," is due t o the use in 
Th e Se a and the Jungle of qu ot a t i o n marks to indicate name s of 
ships. In the writings published later underlin i g i s used. In 
qu ot ati o n I have f ollowed the f o rm used by the auth or. In all 
o ther writing I have used t he f orm c omm on tod ay. 

97 The Se a and the Jungle, p. 92. 

98 Pp. 93 -94. 



glacial. The univer s e was a ho ll ow s phere, and the 
c onstel l ati ons continued bel ow me uninterrupted . 
Granad a was part of the Galaxy. 99 

Many of the image s which relate t o the sea and the 

s ky have a vague limit of definiti on, a f orm which ext ends 
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the scope of the image. The re s ulting images, parad oxically, 

are bot h clear and uncertain. They suggest idea s and ideals 

bey ond the co nfine s of pre s ent human intelligence. The image s 

s ugge s t the "s ublime " of Lon ginu s, the elevati o n of th ought 

wi t h an intensity o f em ot i on that move s the reader to nob l e 

t houghts. Thus, the s ea, the universe, and man ' s future are 

often interlaced in the mind of Tomlins on. 

" The Dunes," a ref lectiv e and descriptive e ss ay , c on-

t ain s two examples of indefinite extensi on. The fi rst is this: 

The dune s are nothing. They are the horiz o n. They are 
only s een in idlenes s, o r when the weather i s s canned, 
or an inc oming ship is marked. The dune s are but a pallid 
phant om of land so delicately golden that it i s s urprising 
to find it c on s tant. The fain t gl ow of that dilated sho re, 
quavering just ab ove the sea, the s ea inten s ively blue and 
positive, might wreathe and vani s h at any moment in the 
po ur of wind fr om the Atlantic, wh os e endle ss s trength 
easily bears in and over us va s t inv o luted co ntinents of 
white cl oud. The dunes tremble in the bro ad fl oo d of 
wind , light , and se a, diaphan ou s and fading , always o n 
t he limit of vi s ion, the po1nt of di s appearing , but are 
e st ab 1 i s hed . They are s ound 1 e s s , i mm ate r i a 1 , and far , 
like a plea s ing and per so nal illu s i on, a lumin ous dream 
of lasting tranquillity in a better but an unappr oachable 
place, and the th ought o f c r oss ing t o them never s ugge s ts 
anything so obvi ous a s a boat. They l oo k like no coast 
t hat can be reached.1 00 

99 11 Hotel Balc ony, " So uth t o Cadiz , p. 157. 

lOOOld Junk , pp. 165-166. 



The instability or tenuousness of this image depends much 

upon the choice of words. "Pall id phant om," "delicately 

golden," "faint gl ow," "quavering , " "vanish," _ "tremble," 

"diaphanous and fading ," "limit of vision," ,.point of dis-

appear i n g , '' "sound I es s , " "i mm ate r i a I , " "i 11 us i on , " and 
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"luminous dream of l as tin g tranquility" dem ons trate very 

cle ar ly that the effectiveness of an image is dependent on 

many factors such as color, imaginati on, vi s i o n, sensitive

ness, and words which must be woven in correct pr oporti ons 

for the creation of the perfect tapestry. The completed 

image has the paradoxical quality, clarity o f meaning but 

uncertainty of outline. 

A figure that well exemplifies the suggestion of 

indistinct f orm and f oc us appears in "The Extra Hand'' : 

Old Ge orge Galsworthy and I sat on the headland 
above the e stu ary, looking into the vacancy which was 
the At lantic on an entranced si lver evening. The sky 
was ov ercast. There was no wind, and no direct sun . 
The light was refined and diffu se d through a thin 
veiling of pearl. Sea and s ky were one. As though 
they were suspended in sp ace we s aw a tug, having a 
barque in tow, far but distinct, in the light of the 
bay, tiny models of ebony set in a vast brightne ss . 
They were po i s ed in the illuminati on, and seemed to be 
motionless, but we knew they were moving down on us.IOI 

The secon d example suggests eternity--timelessnes s: 

The green mounds of water were flawless, with s had-
ows of mysteries in their clear deeps. . The b oat s 
thwarts were hot and dry in the sun. The serene 
immensity o f the s ky, the warmth and dryness of the 
boat 's timber s, the deep and translucent waters, and 

lOlibid ., p. 144. 
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the coast so low and indistinct th a t the sile nt f l a s hin g 
of the combers there might have be en o n not hing sub
st antial, were a ll timeless, and could have been but a 
thou ght and a desire. 102 

Po i sed again st these examples of unl imi ted proj ecti on 

are two which show magnitude a nd de fini tion. The fi rst i s in 

The Se a a nd the Jungle: 

Here on the Madeira I had a vision in ste ad of t he 
earth a s a great an d s hining sp here. Th er e we re no 
fence s and priv a te bounds. I saw f or the first time an 
hor iz on a s an arc suggesting h ow wide is ou r ambit. The 
bare should er of the worl d effaced regions a nd co nst el
l a tions in the s ky . Our earth had celestial magnitude. 103 

There is magnitude of sp a ce suggested here, but it has s ha pe; 

ther e are l imits but they are not pri vate limits set a part 

f or only the few. Thu s the eliminati on of th e bo undaries 

has in cre a s ed the pro porti on of the image. Anot her image 

that suggests magni tu de , this one in time, is in "A North 

Dev on Estu ary ": 

The range of sand hill s a cross the Estuary i s not l and , 
nothing th at could be c a lled soil, bu t is a promise , 
faint but golden , far in the f uture. You kn ow somed ay 
t hat y ou will land there . But there i s plenty of time. 
There is n o need to hurry. On e may rest.1 04 

Color a nd beauty mark the fig ure f rom " Off Sh or e " 

which suggests time an d sp a ce: 

A new time was beginning in such a worl d. There was 
a ma ss ive purple battlement on the se a, a t a gr ea t dis
tance, the last entrenchment of ni ght; but a multitude of 

102"The Dunes," Old J un k , p. 144. ---
103The Se a and the Jungle, p. 17 1 . 

104The Fa ce tl ill Earth, p. 13. 
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rays had stormed it, pour ed through clefts and chasms in 
the wall , and escaped to the Windh over on a broad r oad 
that was newly laid fr om the sky to this planet. The sun 
was at one end of the road, and we were at the ot her. 
There were onl y the two o f us on that r oad.105 

Impermanence and unearthlike s pace abound in the concluding 

example: 

And certainly it was stran ge and a little fearful, all 
that air and light to se award. It was va s t and bright 
and with out sound . . Out bey ond our f oot hold the world 
did not seem real or safe, so much space, and so shim
mering a brightne ss . Even the sands were shining, and 
shivered in a breeze , like the s kin of a bubble. If we 
trod on it , that bubble might burst, and d own we s hould 
go to the clou ds , which we could see floated bel ow the 
beach as well as above it. Out there the air quivered. 
The worl d was too far and radiant to be safe. It did 
not look like the earth at all, but only the wide sile nce 
bey ond the earth. If a wave moved in, it was only a 
brief shadow; it broke, and you could not hear it. It 
only glittered f or a second. If we went down into that 
light, we might be like that white gull, which was soaring 
there for a moment, and then turned with a fla sh, and was 
not there.106 

Humor 

The writing of Tomlinson is not with out hum or. Much 

of the hum or is gentle humor, sometimes alm ost s ly. Such humor 

i s often hidden, and we discover it with pleasure , finding 

an ot her delight in his writing. Some humor is expressed iron-

ically, revealing bot h tolerant amusement and impassioned 

bitterness. Much of the bitter humor appears in his comments 

up on men and g overnments. Examples of that will be shown in 

the discussion o f his th ought and phil oso phy. 

105London River, pp. 197-198. 

I06"The Turn of the Tide," A Mingled Yarn, pp. 69-70. 
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A delightful example of hu mo r i s in "Off-Sh ore." 

He re t he fun is directed at hi ms elf, f or Tomlin so n believed 

every one sh ould be able t o la ugh at himse l f. He had s hipped 

on a t raw l er s ailing t o the Dogger Bank. I t wa s hi s first 

voyage ; and when the trawler was unab l e t o rendezv ous with 

t he re s t of the fleet, a l l e ye s were turned t oward him a s the 

poss ib le f oc us of the s hip 's bad l uck. "My c ompani ons , I 

b e 1 i e v e , '' h e s a y s , " r e g r et t e d I h ad n o t b e e n om i t t e d . I tried, 

theref ore , t o be inc ons pi c uou s, an d went up t o sec l ude my s elf 

a t t he back of the boat on the poop , there t o under s tudy a d og 

h . h . 1·t d1"d 1· t . 11 107 w 1c 1s s orry Thi s same voyage present s a 

most vivid picture of incipient seasickness , a c onditi on that 

i s not amusing t o one in the depths of it, but one that is a 

so ur c e of merriment t o th ose wh o are no t stricken. Tom lin so n 

i s not t oo certain of hi s own status, but he i s ab l e in rec ol

lecti on t o f u rni s h us with amusement: 

Did I wan t my t ea ? I no ticed there were two men between 
me a nd the exit , and no r oo m t o pass. The r oom wa s hot. 
The bench wa s ri s ing and falling. My so ul fel t pale and 
faintly apprehen s ive , c ompelling me , now I wa s be s et, t o 
t ake h o ld of it firmly, and t o tell it that thi s wa s no t 
t he t ime t o be a mi s erable martyr , but a c oar s e brute; 
and t hat whether I liked it or not, I was g o ing t o feed 
a t on c e on fi s h , ham, and s ickly liqu or, and heave n help 
us if it failed me bef ore the s e s ail or s . I t made no 
re s pons e, being a nonc onf ormi s t so ul, so I had t o leave 
i t, and a lo ne I advanced on the f ood.108 

107 11 0ff Sh or e ," Lo nd o n River , pp. 213-214. 

lOS i bid. , p . 208. 
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He laughs at his own mishaps. Another selection fr om 

"Off-Shore" describes his troubles with his berth at sea: 

It was my bench which properly woke me. It fell away 
from me, and I, of course, went after it, and my impres
sion is that I met it halfway on its return journey, f o r 
then came the swooning sensation one feels in the immedi
ate ascent of a lift. When the bench wa s as high as it 
could go it overbalanced, canting acutely, and, grabbing 
my blanket, I left diagonally for a corner of the saloon, 
accompanied by some sea-boots I met under the table. As 
I was slowly and carefull y climbing back, the f loor 
reversed, and I stopped falling when my head struc k a 
panel. The panel slid gently along, and the matets 
severe countenance regarded me from inside the bunk. I 
expected some remonstrance fr om a tired man who had been 
unfairly awakened too soon. ''Hurt yourself?" he asked. 
"It's getting up outside. Dirty weather. Take things 
easy."109 

There is a lso humor in his experience with a mule far 

up the Amazon River: 

The mule stood deep in thought till I was mounted 
again; then instantly bolted back along the path which 
led to the ravine. The idle hombre had mishandled the 
reins, and I could get no pull. I went across that 
clearing like (so Hil l said afterwards) Tod Sloan up. 
The beast, his ears back, was in a frenzy, and the con
vulsions of his powerful body made my thoughts pallid and 
ghastly. Nothing but disaster could sto p him, and the 
black mouth of that steep tunnel in the forest yawned 
before us, and grew larger, though not larg e enough. He 
took the opening as clean as a lucky shot; but I was laid 
carefully along his back. Why we missed the tangle of 
woods and the rock in that precipitate de scent i s known 
only to my lucky stars. I had my feet from my st irrups, 
my toes hooked on his rump, one arm round the horn o f the 
sa~dle, and the other stretched along his sawin g neck. I 
saw the roots and stones leap up and by us, close to my 
face. Sev eral things occurred to me, and one was that 
some methods of dire fate were fatuous and undignified. 
I wondered also whether I s hould be taken back to the 
ship, or buried there. -The impetus o f the brute, which 
I expected would send us somersaulting among the r ocks of 

I09 Ibid., pp. 201-203. 
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the b ottom, took him partly up the hith er sl ope, and 
soon he had to gather hi s haunches for the upward le ap s . 
I sl ipped off. He swun g a ro und at the len gth o f the 
reins, and eyed me , c oc king his ears deri s ively. A 
hors e's ne rv es are human l ike , and a horse wou ld have 
been in a muck, but this murderous mule wa s calm and 
mockin g. I watche d him, a nd l istened f or an obsc ene 
and con fi dent guffaw. 110 

He bec om es a l most playful in a sol il oquy on daytime 

sleep: 

As y ou kn ow where I had c ome fr om we d o not dare t o sleep 
during daylight with out fir st arguing with the consc ience , 
which we usually fail t o c onvince. Thi s c om es of our 
mental trick which takes a plea su re we wh o lly desire and 
puts on it a prohibitive l abe l. Self-indulgence, you 
und er st and; so f ten ing of the character; courage, br o thers, 
d o not st umble . The solemn f orefinger wags gravely in 
ou r face s . . Remembering that I wa s secure in a 
sunnier wor ld I cried out with ribald mockery acr o ss the 
abys s I had s afely crossed, kn owing my ol d self could not 
f ollow, and shut my eye s happily.Ill 

We smile a s we read , and wi s h we c ould join him. 

Hi s s ympathy and deep understanding f o r th ose ar ou nd 

him enable him to see weakne ss a s well a s str ength and to find 

hum or in both. He reveals this ability in an ac count of th e 

sto ker 's mishap wi th gin: 

There wa s one of ou r sto ker s, and on e night he was drunk 
on stolen gin , and l atituctinous, and so a ttempte d a cu ri ous 
an s wer t o the second engineer, who sou ght him out in the 
f oreca stl e conc erning work. Now the second engineer i s a 
young man who had a number of ph oto graph s o f himself which 
di s play him clad in vanity and shorts, back , fr ont, an d 
profile, arms f ol ded tightly to swell his very lar ge 
muscles. He has really a model figure, and he knows it. 
The cu t over the stoker's nos e was a bad one. 

llOThe Se~ and the Jungle, p. 272 . 

111 Ibid., p. 90. 
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To the surgeon the stoker went, early next morning, 
actually f or a hair of the dog, but with a story that he 
was then to go on duty, and so would miss his ration o f 
quinine, which is not served till eleven o'c lock. The 
quinine, as you kn ow, is given in gin. The surgeon 
complimented the man on such pr oper attention to his 
health, and willingly gave him the quinine--in water. 
He a lso stood at the door of the alleyway to watch t he 
man retain the quinine as far as the engi ne-r oom 
entrance.112 

Tomlins on als o enjoys a pun. 

J ungle, he discusses the change in ihe mental equilibrium of 

the voy ager s since they have bee n at sea. "Wh en we left 

Eng land we were tense, and sometimes white (th ough there were 

others who went red) ab out a Great Crisis in our Country's 

History. 0113 Another pun i s f oun d in " The Road to Con cord": 

"I fancy I kn ow why Thoreau went off to his pond to watch the 

chipmunks. There was too much concord in Conc ord. "114 

The use of humor in his writing reveals two important 

fa cts about Toml1nson, fact s that react upon his st yle. First, 

there is genuine sympathet ic understanding of people, f or 

unle ss he possessed underst anding he could not have se en 

clearly pe ople as they are with all their weaknesses. Second, 

his ability to see ciearly is reflected in hi s ability to 

ch oose fr om wha t he sees that which will create th e picture , 

a nd in his ability to select word s and word patterns to show 

to us what he sees and selects. 

11 2rbid. , p. 201. 

l l 3 I b i d . , p p . 73 - 7 4 . 

114 s outh !..Q. Cadiz, p. 190. 



Rhythm 

We are all consc i ous of rhythm when we find it in 

p oetry. We are less conscious of it in pr os e. Formal 

metrical pattern s are usually absent, but in word combin a

tions and arrangement s of sentences there is a rhythm that 

cr ea tes an emotional re s pon s e in the reader. I t is no t my 
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pu r pos e to examine at length the exp osi t ory writin g s o f 

Tomlinson f or suc h rhythm, alth ough that should pr ov e a 

fe rtile fie ld of study; but t here a r e some examp l es o f rhythm 

and rhythm-patterns taken fr om his writings which show rhythm 

a s an oth er com ponent of his style. 

The English language, which falls easily into metrical 

pat t ern s because of accent, may al so create me trical pat t ern s 

in prose that are not strained but are preci s ely fitting. We 

rec ognize s imple rhythm in gr oups of words, such a s these: 

" we st ern o cean ," 11 5 "in that wind and exp osur e , 1111 6 " Except 

the distant hills ther e was no sh ore. " 117 More inv ol ved gr oups 

al so exhibit a rhythmic movement. For example , we find this 

selection in "S ign s of Sp ring" : "Th e edge of the spad e was 

like silver with use, and the big hand which grasped it was 

br own with dry earth ." 118 Rearranged this bec omes a stanza : 

115"The Wreck, " A Mingled Yarn , p . 104. 

11 6 Ibid. 

1 1 7 " Vo y a g e o f t h e M o n a , " 0 1 d Ju .n k , p . 1 2 6 . 

11 8 "Si gns of Spring," Waiting f or Daylight , p. 37. 
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The edge of the s pade 
was like silver with us e, 

and the big hand that grasped it 
was br own with dry earth. 

Even the punctuati on reinforces the form. A second quotation 

will suffice t o dem onstrate that metrical passages in Tomlinson's 

pr ose are a c om ponent of style. The image-qu o tation is taken 

fr om The Sea and The Jungle. In the pr os e sentence it stands 

thus: "We have such days, with out a breath of air, and two 

vivid wall s o f still jungle, and between them a yellow river 

serpentining under the torrid sun, and a s ilence which is li k e 

deafness." 119 With a rearrangement by line-length we hav e 

this: 

We have such days, 
with out a breath of air, 

and two vivid walls of still jungle, 
and between them a yell ow river 

s er pentining under the torrid sun, 
and a s ilence 

which i s like deafness. 

A different kind of rhythmic pattern exists in sen

tence s wh os e composition reinf orces both th ought and image. 

These occu r frequently when Tomlins on is describihg movements 

of the s ea. The eff~ ct s~ cured is appr opriate, f or the 

building and the breaking of the waves s eem t o be rhythmic 

as we watch them in their endless movements. For example, we 

find this gr ouping : II . ponder ous glassy billows cease-

le ssl y ar os e, pr oj ected wonderful curves of translucent 

119 The Sea and the Jungle, p. 137. 
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parapets which threw shadows ahead of their deliberate 

advance, lost their delicate poise , and became plunging 

field s of blinding and hissing snow. 11120 The image is 

clear and effective. The structur e of the sentence rein

forces the image; it gr ows like a wave, building and piling 

water until the mound must break of its own weight and come 

swiftly down. The sentence begins to rise with "ponderous 

glassy billows," acquire s more height and substance with 

"wonderful curves of translucent parapets," begins to reach 

the point of inevitable breaking with "shadows ahead" and 

"deliberate advance," breaks with the f oam of "delicate poise," 

and falls quickly in "plu nging fields of blinding and hissing 

snow." Twenty-three words create the wave; nine words bring 

it d own, and three of these words--"plunging, " "blinding," and 

"hissing"--are words which must move quickly. 

A very short s entence exhibit$ the same wave rhythm 

through eleven syllables to pr oduce acti on and f ou r staccato 

words to bring it down: "But the f orl orn object lifted high 

again, and sank onc e more." 121 An intere sting p oi nt to be 

noted is that the pr onunc iati on of the word "high," if the 

sentence is read al oud, will have a pitch above all other 

words, including " again, " which is the last word before the 

comma, and will thus mark both the high point o f the wave-

l 20"The Voyage of the Mona,'' Q1..g_ Junk, p. 127. 

12111 The Derelict, " Old ~. p. 115. 
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figure and the rhythm. Furthermore, "again," which is the 

la st wo rd before the comma, st anding in the place of the wave 

beginning t o break to initia t e the imperceptible de s cent, ha s 

a pi tc h that al so is beginning the falli and "sank once more•• 

not only moves quickly to the bottom of the figure , to the 

end of the s enten ce, but al so moves to the lowest ton e pitch. 

A fina l ex ampl e of wa ve movement occurs in "The Wreck ": 

In the north-west, over the waters of the bay which 
open s to all t he western oc ean , we could se e a lo w buff 
cloud , which wa s really an island. The gyrati ons o f the 
Hawk made this l an dm ark i nco nst ant. We were lifted up, 
quiv ering in the wind, to s ee it far away , and then 
s wa she d int o a cold hollow with a near view o f a glassy 
wall falling pa st us . Down those faintly s had owy 
declivitie s we went, and then up again f or an other short 
glance ar oun d t he horizon . 122 

The marked rhythm-though t-image of the paragraph begins with 

"We were lifted up . " This beginning has only five sy l lable s 

f or the ri s ing movement, but " lifted " ha s more count ed time 

ex t ending the time of ri s ing moti on. The mom ent o f pitch is 

held , a s the wave prepare s to break, with " quivering i n the 

wind , to se e it far away." The break c omes with " and then," 

which i s f ol l owed by the downward movement in ''swashed int o 

a cold hol low with a near view of a gla ss y wall falling past 

us." The r o lling of the wave is acc om pli s hed with the end of 

the se nt ence and the beginning of the next until it reaches a 

hol ding peak again at "up again f or an other short g l ance," 

wi th the breaking of the wave beginning then and c on tinuing 

1 22A Mingled Yarn , p. 104 . 
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to the end o f the s e nten ce. The fir s t two s entences of this 

paragrap h d o no t bel ong wi t h the image pr oper, yet by reading 

t hem al oud we di scover that t hey t oo have the same wave move-

men t. There are two peak s in the first sentence : "north-

wes t " and " s ea ." "Ove r the water s of the bay" begins the 

de sc en t o f pi tch; "o cean " marks the tr ough of the wave; the 

r is e begin s again wi th " we c ould see a l ow buff cl oud"; the 

f o lding o f th e wave starts with "cl oud." The d ownward action 

and the s ound f o ll ow with "gyrati ons" marking the crest of a 

wav e of rhythm and wi t h "o f the Hawk" beginning the descent. 

Thus we s ee t hat such a movement can carry thr ough more than 

one sen t en c e and can be the basis of a paragraph form. 

Rhy t hm i s us ed in an o ther way t o reinf orce an idea. 

The mov emen t i s no t obvi ous ; it is more the perfect accom

paniment wh ich is not heard but which is missed if it is not 

the r e . An example o f thi s is f ound in "The Marne." I begin 

t he quot a t i on wi t h t he preceding paragraph in order that the 

figure may be e s tabli s hed : 

And that very same night I st ood at the outer gate 
wi t h one wh o a s ked me , why, when there were stacks of 
jam in our gr oc er 's s hop, we c ould not buy any because 
the Foo d Contr oller had omitted to put up the price. I 
had no time t o rea so n this out , because at that moment 
we he ar d a l oud buzzing in the sky. We gazed up in to 
the velvet black night, that was like a skull cap ov er 
the world. The buzzing c ontinued. " Perh ap s," said my 
c ompani o n, " what we can hear is our great big Bee. 0 

That buzzing overhead did not develop. It merely 
waned and increased. It was remarkable but inconse
quential. It alarmed while giving no good cause f or 
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alarm. In t he invisible heaven s there might have been 
One who wa s playing Bogi e to frighten poo r mortals for 
f un. I went in to continue my reading of Charles le 
Goffic ' s boo k, Ge neral Foch il the Mar ne. Thi s wa s all 
in acc ord with the Boo k o f Daniel, a nd the jam that was 
une a t able because it was not dear enough. My reading 
continued, a s it were , the mysterious buzzing.123 

The s e nt ences o f the second pa ragra ph are s hort, and the 

accen t ed , unaccented s yllables have a n intere st ing pa ttern 

whi ch serve s to em pha size an idea imp lant ed--the senselessness 

of war--and the inability of the mind to bl ot ou t the unending 

specul ati ons upo n war. The sentence patterns , because o f the 

sl igh t v ar i a tion in pit ch and a rather marked mon ot onous 

pattern o f acc en t, re s emb l e the bu zz ing that is the backgr ou nd 

of Tomlins on 's thinking. Sentences two, three, and f ou r of 

the s e con d paragraph are particularly re s pons ive to the accent 

pa tt e rn. 

Rhythm i s thus exhibited in several f orms --in word

ac cent pattern s, in phrase-patterns that su ggest the poss ibility 

of metrical f orm , in phrase-and- se nt ence gr oupings that su gge st 

the rhythm of nature (th e se a ), and in acce nt-p atter ns and 

sentence structure s that are an a ccom paniment t o th ought. The 

pr esence of these patterns i s anot her st yli st ic mark of 

Tomlin so n' s wri t ing. 

Thought 

We have not ed that his ear l y years s pent in Po plar were 

the f ormative year s f or Toml ins on. It wa s then that his 

123 11 The Marne, " Waiting for Daylight, pp. 53-54. 
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sympathies f or hi s fe llows, the Nobodies a s he called them 

later, began to crystallize. It was then that he learn ed 

from his father 's attitudes that what was written and spoken 

in The City was not nece ss arily gos pel , that it might, indeed, 

be false doctrine. It was then that his attitudes toward 

government , ec onom ics, and privilege devel oped. Toward gov-

ernmen t and privilege and toward laissez-faire capitalism he 

wa s antag o ni st ic. His remarks ab out them are o f t en tinged 

with ir ony; so metimes they are contem pt uously sarcastic. He 

can s peak ab out government with som e hum or but seldom wi thout 

irony. 

Fr om his writings we feel that Tomlins o n tho ug ht 

g ov ernment to be a faceless set o f decrees pr om ulgated by men 

c oncerned on ly with power and pos iti on, the Great Men of 

Act i on; that he castigated th ose wh o de mand ed privilege f o r 

themselves while denying it to others ; that he believed the 

world is a goo d world if man does not destroy it in his 

at tempts t o tamper with it. 

Hi s su ggesti on for the eliminati on of potential Great 

Men reveal s hi s feeling s, ' a s ex pre ss ed in "A n Au tumn Morning": 

Ah l the Great Men of Acti on ! What the world has 
su ffered fr om their inspired efforts to she pherd humanity 
int o worried fl oc k s hurrying nobody knew whither, every 
sc hoo lb oy reads; and our strong men t o-day , without wh ose 
name s and por trait s no peri odical i s considered attractive 
woul d s urely have been o f grea ter benefit t o us if they ' 
had remained abs orbed in their earlier skittl e s .... 
Boys s h ou ld be warned again s t and pr ot ected fr om Great 
Career s . Be tter still if embry ologists could di scov er 
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something which would enable midwives unfailingly to 
recognize Strong Men at birth. It woul d be easy then to 
issue to the se ladies sec ret but specific instructions.124 

He feels Great Men of Ac ti on love war and the power they derive 

fr om it. Later he comments that these same Great Men have 

put up "those her o ic dummies which are not soldiers but idols 

set up in a gl orious battlefield that never existed exce pt as 

a romance am ong the unimaginative. 1112·5 A very bitter estima

tion of such men lies in this excerpt fr om "The Nobodies" : 

Yet their augu st governors and popular guides, frantic 
and afraid thr ou gh the dire retributi on which had fallen 
on that monstrous Eur opean society which so many o f us 
had thought eternal, abjured and abu s ed the c ommon sort 
wh ose eff ort s were all that could save us. What did they 
call the Nobod ies? Slackers, c owards, rabbits, and 
field vermen; mean creatures unable to leave their f oot 
ball and their drink.126 

In an ot her comment, taken from a discussion of boo k s, he again 

poi nts the finger at the ineptness of those wh o were leaders. 

He says: 

The pub l ishers may send out what advice they choose to 
auth ors concerning the unp opularity of boo ks ab ou t the 
War--always excepting , of c ourse, the important reminis
cences, the so ft and heavy masses of wo rds of the great 
le aders of the nations in the War which merely reveal 
that they never knew wh at they were doing.127 

Ir onic hum or is in evidence there. In a discussion o f the 

thought and writings of two young idealists, Keelin g and 

124waiting f or Daylight, p. 73. 

125"Authors and So ldiers, " Waiting f or Daylight, p. 90. 

126waiting f or Daylight, p. 112 . 

127 " The So uth Downs," Wait ing f or Day light, p. 193. 
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Barbe llion, he compares the leaders with the y ou ng protestors 

to the disadvantage of the leaders: 

When we know that in the elderly, the shrewd, and the 
practic a l, the desire for material po wer and s afety, 
quali f ied only by fear, serv ed as their substitute for 
the City of God during the War, it is heartening to 
remember that there were select though unknown young men, 
mere subjects f or "combing" like Barbelli on, who made 
articulate and immense rebellious pro te s t that was in the 
best o f our boys; wh o showed a mocking intuiti on into us 
and our motives . . a scorn of the world we had made 
f or them, a cruel knowledge of the cowardice and mean
ness at th e back of ou r warlike minds, and a yearning 
f or th at world of beauty which might have been, but which 
the acts of the clever and the practical have turned into 
carrion am ong the ruins.128 

In a quot a tion, taken fr om "Lent, 1918," we see his condemna

tion of those who wielded power over their fell ows to the 

destructi on o f all. Tom linson had believed that there wou ld 

be no " great offensive." He had thought that "Th e o ld and 

indura t ed Importances in authority , safe far behind the l ines, 

would shrink fr om squanderin g humanity's remaining gold of its 

life , even though their ignoble ends were yet unachieved." 129 

Bu t the offensive had come. 

But it had been ordered. Age, its blind jealousy f or 
control now stark _ mad, imp ot ent in all but the will and 
the p ower to command a nd punish, ignoring every obvious 
lesson o f the past, the appea l of the t ortured for the 
sun again and leisure even to weep, and the untimely 
bones o f the youn g as usual now as f l ints in the earth of 
Eur ope, h ad deliberately put out the glimmer of dawn.130 

128" Barbe llion," Waiting f o r Daylight, pp. 216-217. 

129 01d Junk, p. 202. 

130ibid., pp. 202-203. 
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In his dislike f or encroaching government Tomlinson 

does find amusement. In Tide Marks he tells o f a Dutch 

citizen who called his attention, during a train trip across 

Java , to a curiosity of nature. He writes: 

Black monkeys dwell on one side of the line, and gray on 
the other. The black monkeys never leave their palms to 
cross the metals to mix with the grays in the opposite 
pa l ms. The grays carefully observe the same etiquette . 

. My train had not gone far when a Dutch traveler 
drew my attenti on again to the curiosity. . I wa s 
going to ask him whether they would f or feit the govern
ment subsidy if they broke the contract and spoiled the 
story; but the Dutchman looked so kindly, and so pl ain ly 
wished to save a f ore igner fr om bored om, that the ques
tion would have been a rank crime.131 

Th e prerogatives of privilege wer e ever a n object of 

his scorn. Tomlinson admired Kip ling at his best, but Kiplin g 's 

"deplorable view of human society••l32 and his intimation of a 

caste system among even th os e wh o were the bearers of "th e 

white man~s burden " were anathemas in Tomlinson's soul. He 

did not blame Kipling f or the pr omu lgation o f such an idea of 

caste, f or th e conception was a common on e , but he abh orr ed 

its presence in writing that should oth erwise b~ e njoyable. 

His bitterness toward ''p r oper place " and the "privile ge o f 

' 
privilege" is inseparable from much of his exposition. He 

refer s to the snobs thus: 

I mean that amusing gravity of the snob who is sure o f 
the exclusive superiority of his caste mark, with not 
the trace of a smile on his face , and at a time when all 
Europe is awakening to the fact that it sentenc ed itself 

131 Pp . 90-91. 

13 2 11 Authors and Sold iers ," Waiting f or Daylight, p. 93. 
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to ruin when it gave great privileges to hi s kind of 
folk in return f or the guidance of what it thou gh t was 
a finer culture, but wa s no more than a different accent. 
It was, we are now awar e, the mere Nobodies wh o wo n the 
War for us; and yet we st ill meekly accept as the 
artistic repre sent ati on o f the Briti s h so ldier or 
s ailor an embarrassing guy that would disgrace panto
mime.133 

Thus we see that it was th os e who were the poss e ssors of 

privilege by b irt h wh o angered hi m. "T he well-b orn, the 

clever, the haughty, and the greedy , in their fear, pride , 

and willfulness, and the perplexity of their schemin g , make 

a general mess of the world." 134 In a st ate me nt bitterly 

ironic, in "Barbelli on ," we find these wor ds: 

Our decendants may learn fr om these innocent revelati ons 
[memoirs of General French , Mrs. As qui th' s boo k , Colonel 
Pepin gt on's Diary] wh a t quality of knowledge and temper, 
to be f ou nd only in a superior caste, guided the poo r 
and lowly, and shaped ou r fate f or us. They will kn ow 
why wars and famine s were inevi t able f or us, and why 
nothing cou ld avert doom fr om the yout h o f our Eur ope. 135 

In "Old Junk" we see further his ann oy ance with those who 

exhib it the airs of superiority: 

He, that mod e st ol d man, can create s uch a being as 
that [a boat, beautiful and se aw orthy]; and I have heard 
visitors to t hi s village , leisured and cultured f o lk, 
whose own creative abilitie s amount to no more than the 
arranging o f som e decorative art in st rata of merit, 
talk down to the ol d 'fell ow wh o can think out a vessel 
like that after supper, and go out after breakfast to 
direct the l aying of her keel--talk d ow n to him, kindly 
enough of cours e, and smilingly, a s a "working man."13b 

133 Ibid., p. 94. 

134"Holly-Ho," Old Junk, p. 187. 

135 Waiting: for Daylight , p. 213. 

136 01d Junk, pp. 60-61. ---
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He includes i n his scor n th os e wh o held privilege 

through c ommerce. Of fell ow passeng er s on an ocean voyage 

he observes: "I thin k my fell ow-traveller s were men of 

c omm er ce, f or they were familiar with the habits of our line 

and of many other lines ; they c ould judge the ho ur when we 

shou l d be h om e ; and they were a ss ured that t o relieve human

kind of pov erty and of war would be t o invite God's punish

men t for unfa i thfulne ss . 11137 There is no doubt o f Tomlinso n 1 s 

feelings there. In "Bin ding a Spell " he not es : 

Look at o ld Brown, f or example, wh os e only enotions are 
e vok ed by being late f or dinner, the price o f building 
mat eria ls, the scanda l ous incapacity of workmen, and the 
restriction of the l ibe r ty of the subject by trade unions! 
He will sit , everyb ody k nows, while wearing plaid trousers 
and sidewhiskers, on the right hand of a peer, in full 
v iew o f th ous and s , at a political meeting, untrouble d , 
bland , c onsc i ous of hi s worth , and wi ll rise at a word, 
thumbs carelessly thru s t int o his waistcoat pocket s, 
begin with a jest (the s a me one), and f o r an hour make 
a sp irate s a s unc ommon as are bathr oo ms in hi s many ho uses. 

He has nothing to say, and c ould not say it if he had; 
but he can speak in public.138 

This feeling of di s gu s t in the pre s ence of feelings o f 

superiority s h ows in another light--in his so rr ow because o f 

man's tearing at the earth f o r pr ofit. In "Hints f or Those 

' About to Travel," h ow ever , he is critical rather than bitter. 

In this e ss ay , Tom lin so n d is cus s es the conversion of lands to 

use s oth er than th os e indigenous t o an area. In the pr o cess, 

many ti mes, th os e pe ople who were native were displaced. Such 

l37"Hints f or Those About t o Travel," The Face o f the 
Earth, p. 55. 

13801d Junk, pp. 175-176 . 
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»be nefi c ent » devel opm ent had le d t o a s aying o f the Murato 

Ind i ans: »whe n the wh i te man c om e s with wings we are going 

t o die. " 139 The wh it e man a ssume s that he i s all-wi s e. "We 

s hal l never doubt t ha t wha t has been revealed o nly t o the 

su per io r race of whi t es--o r , a s Mr . E . M. For s ter describes 

us, t he ' pinko-g r ey s'--is bet t er than any idea o f an inferior 

colou r. " 14 0 He co ntin ue s by e xamin i ng som e of civilization's 

ad va nc e s : 

Wh en the mo unta i n is a ma ss of slag on which a c ommunity 
c r owd s int o back- t o-back hovel s, living there in the 
s ur e and certain hop e of the Poo r Law a s the cr own to 
it s lab our s, the man of We s tern culture l ooks at the 
f i gures in a Blue Bo ok , and kn ows that he has fulfilled 
t he di vi ne i njun~i on . He never s uspect s that he may be 
wr ong in that. Impo s s ible that the Murato Indians in 
their f orest may be as plea si ng a s his fly i ng machines 
an d a l c oh o l ! Yet pe rhaps the f irs and pine s of New
f oundla nd a re no t ne c e ss ar i ly wor s e than the r olls o f 
pa per in t o which t hey are c onverted. The c onversion o f 
a f ore s t int o a popular Pre ss may be inevitable, li ke 
war , bu t we s houl d not deride the tree s which help us 
t o ou r enlightenment by calling them savage. That s eems 
hardly fair. Let the Murat o and all other Indians 
per is h , if there is no o ther way of getting our alc oh o l , 
but t o s ay they a r e unci v ilized a s we ext i nguish them 
s eems a l ittle prigg is h . 14 1 

The weakne ss of men which led them t o accept injustice 

to th ems e l ves a nd t o ot h~r s with out pr ote s t pained Tomlinson 

and i s t he occa s i on of comm ent c ons tantly re current in his 

writings. In " Old Sunlight " he s ee s a continuity of action--

or i nacti on--reaching back int o the seventeen hundreds and 

139The Face of the Earth , p. 80. -----
l 4 0 ibid . , pp . 80-81. 

141.!12.i!!.. , p . 81. 
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following through to the present. He says this: 

Looking back at those times, of all the thunderous 
events which then loosened excited t on gues, caused by 
high - minded men of acti o n expertly conjuring crisis 
after crisis while their docile f ollowers scrambled out 
of on e sublime tr ou ble into an other , heated and exhausted, 
but st il l gaping with obedience and res pect , we can se e 
that nothing remains but the burial parties, wh os e work 
is yet unc omplete in France.142 

The "Reward of Virtue" carries the same theme: 

On the chill and ov ercast spring morning when the Treaty 
was published, it was significant that those very few 
men to whom we c ou ld go for courage a year ago were the 
only people dismayed by the terms of the Peace Treaty. 
And the timid, wh o once went to those stout hearts f o r 
assurance . . were the bright and cheerful souls. It 
was ominous. Yet those careless and happy hearts are 
not so trying to me as the amiable but otherwise sensi ble 
men who were sure our statesmen would not betray the 
dead, and who are incredulous ov er the Treaty now they 
see what it clearly intends to convey. They cannot 
believe that the War, which they thought began as a 
way of liberation, a struggle of Europe to free itself 
from the intolerable bonds of its past, con tinue s in the 
Peace Treaty as a f orce mali gnantly deflected to the 
support of the very evils out of which Au gust , 1914, 
arose. Then did they imagin e the well-meaning leopard 
would oblig e by changing his spo ts if spoken to kindly 
while he was eating the baby? l 43 

In this selection we find unit ed thought and word. His con

cern f or the world in sorrow, his dismay at the heedlessn e ss 

of some , and his despair ,ov er the continuation of the malig

nan cy of the past are bound by the precise word and the phrasal 

units into a whole that alth ou gh written almost exactly forty 

years ag o could have been taken fr om today's newspaper. The 

same feeling is expre ss ed in "A Raid Ni ght." 

142waiting ill Dayligh t, p. 151. 

143Jbid., pp. 161-162. 

After describing 
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an air attack he s ay s thi s: "It filled me, no t with wrath 

at the work of Ka is er s and Ki ngs , f or we kn ow what is possible 

with them, but with d ismay at the disc overy that one's fellows 

are so d ocile and credul ous that they will obey any order , 

however ab omin able." 144 Again in "The Cathedral" he writes 

o f the apathy of thos e wh o are will ing t o accept without 

question the st ate of the world. This l ong qu o tation cries 

out again s t bo th leader s and foll owers in their f oll owing : 

And it is ea sy t oday t o l os e faith in the cro wd , and 
to c ea s e t o expec t resolute intelligence and intrepid 
fe llowship t o come fr om that. The a ppearance of our docile 
neighb our in a dutiful ga s-m ask will do the trick . 
We must find the cou rage t o ad mit it . Brains have turn ed 
to bl owflies if, in the c ommon r outine of the home , we 
must be sure we get our anti-vesicant and chl ori de of 
lime with the bread and butter , and beside the infant's 
cot at ni ght leave with our ble ssi ng and the doll the 
babe 's dear little gas mask . Th e Magi never th ought of 
t hat gift. . Our present casual indifference t o 
corruption lying at the very brink of the f ou nt of life; 
our acce ptance of diabolism a s a natural stink and 
infecti on in the comm une, no mo re av oidabl e than rain or 
Christmas Day, woul d s ho w that min d has ceased its 
aspiration t o light and lov e liness, being f ou1.145 

In an other stat ement which depl ored both the apathy o f th e 

multitude and the encroach me nt of government , he has th is to 

say , wh ich su gge sts, · som~what, Brave New World: 

The surr ender of the multitud e everywhere , disheart ened 
and apathe ti c , t o governance which ann~unces its purpose 
t o refine fr om kn owledg e and int elligence all surprises 
till there issue s on ly a unif orm and reliable drive f or 
nation al ma chinery, and t o thr ow mercy t o the dogs, has 
made many of u s wonder whether in future dem o cracy will 

144 Ibid., p. 19. 

14 5 so uth 1.Q_ Cadiz, pp. 115-116 . 
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have in the choice of a sl aughter - house.146 
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Tomlins on believes, however, that the hope of reclaim

ing th e world lies in the c ommon pe ople wh o seem apathetic. 

"To lose faith in· ou r fell ows," he says, "is to empty the 

earth of meaning . I f i t is with out meaning , then it is a bsurd 

t o maintain hop e f or c i vi lizati on, becau s e there is n o value 

in a soc ial virtue wh ic h i s inap plicable t o society." 147 

Democracy can be th e a nswer. St atesmen may have failed . 

"Democr acy , however, has never yet been tried; it has only 

been f oo led . 11148 Those wh o are the str ength o f a democracy 

are ordinary f o lk, c ommo n men. Of them, he s ays : 

Luckily, we know that the g oo d nature of ordinary f o lk, 
who are in the ma jority, readily re s pond t o the si mple 
and magnani mous a ppeal, if it c omes. Th ey are the la s t 
to be cor r up ted. The c ommo n man , nearly always, i s a 
kindly and helpful fell ow. Th e power o f a government 
is never c omp lete with out his c orrupti on o r subjecti on, 
f o r power has no continuance but in the credulity and 
obedien c e of the simple.149 

Thus he suggests both the strength of the pe ople and the 

balance o f power which they h o ld . 

The futility of war sickened his very soul. As a war 

' corresp ondent Tomlinson saw war a s it was and no t as the people 

o f England knew it fr om the r omantic effu s ivene ss of some 

146Ibid., p. 116. 

147 Ibid. , pp. 11 4-11 5. 

14 8 Ibid., p. 117 . 

149 Jbid. 
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correspondents. His views on war were not popular, even with 

some of his friends. He remembers an incident in his early 

life: "To ma ke matters worse, just as I married, a Boer Wa r 

began. It was then that some of my friends advised me, quite 

genially, yet with heartfelt conviction, that though I would 

not improv e a lamppost if hanging to it, that was a proper 

place f o r me." 150 Yet he expressed himself without fear of 

unpopularity. He attempted to waken th os e at home by his 

factual rep or ting of battlefield conditi ons. An example o f 

this rep ort ing is f ound in "The Nobodies" : 

I recall one sombre winter 's day of the first Nov ember of 
the War, when a c o lumn o f wou nded Belgian so ldiers 
shambled by me, c om ing ou t of th e Yser line, on the way 
to succour which I knew th ey woul d not find. The doc tors 
and the hos pitals were fe w. These fell ows were in rags 
which were plastered t o their limbs with mud. Their eyes 
had the vacant l oo k of men wh o had returned fr om the 
grave and wh o had f org ot ten this wor l d. The bare fee t 
o f some of them left bl oo dy trails on the r oad. Others 
clutched their bodies, and the bl oo d drained between 
their fingers. One dr opped dead at my feet.151 

He ha s much t o say ab out war and ab o ut those who are 

inv o lved, the Great Ones, the soldiers, the correspondents. 

Of the last he rep orts a soldier saying, "' I knew so little 

about the war then that I ' m sorry I never tried to be a 

military expert. '" 15 2 The same soldier als o had this pertinent 

remark rec orded : "'Do n't tell me, sir, war teaches you a l ot . 

It only shows f oo ls what they didn't know but mi ght ' ave 

150"on Being Out o f Date ," A Mingled Yarn, p. 143. 

15lwaiting f o r Daylight, 'p. 113. 

152"I n Ypres," Waiting for Daylight , p. 6. 
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gue ssed." 153 Tomlinson s ays , "War a s a means of deciding 

ou r luck is no more scientific than dicing f or it. 01 54 

He endeav or s to s how that war in all its horror comes 

to be accepted by some a s a natural phen om en on. 

tion dated November 11, 1918, we find this: 

In a selec-

Yet "The Wa r " has become a lethargic stat e of mind 
f or u s. We accepted it fr om the beginning with green-fly, 
influenza, margarine, calling-up notices, and death. It 
is as much outsi de our control as the death procession of 
the equin oxes. We believed confidently in the tumultuous 
first weeks of the affair that mankind could not s tand 
that strain f o r more than a few months; but we have 
l earned it is possible t o habituate humanity t o the long 
elabor ati on of any f olly, and f or men to endure 
uncomplainingly racked by any cruelty that is devised by 
s ociety, and f o r women t o support any grief , however 
senselessly caused. Fol ly and cruelty bec ome accepted 
as - normal conditions of human existence.155 

Thus the poisonous thought seeps into daily activity and eats 

away at ou r sensitivity. He rep orts upon his visit to an 

office in Fleet Street upon his return from France. He had 

hoped to find som e security in familiarity. Instead, he 

f ound that the news paper office was in a state of tension: 

I had not expected it , and it came with a shock. Not 
onl y the compulsion, but the bewildering inc onsequence 
of war was suggested by its activities. Re as on was not 
there. It was iuled by a blind and fixed idea. I 
realized in that mom ent o f surpri s e that this o ffice 
w a s a n e s s e n't i a 1 f e a t u re o f th e W a r ; w i t h o u t i t , t h e 
War might bec ome Peace. It pr ovoked the em otions which 
assembled civilians in ec static support of the sacri
fices just as the sta ff o f a c orps headquarters, at 

153 I bid., p. 5. 

154"The Maine," Waiting ill Daylight , p. 56. 

1 5 5" The Nobodies , " Wai t in g f or Day 1 i g ht , pp . 1 04 - 1 O 5 . 
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some comfortable leagues behind the tr en ches, maintains 
its fighting men in the place where ga s and s hell s tend 
to engender common sense and irre so luti on.1 56 

Writing in 19 15 in the early year s o f the war , he 

sho ws us the progressive movement of t he scop e o f war, a 

modern improvement that reached its full devel opme nt in World 

War II: 

That is the way with us; never to be conc erned with th e 
newest clever tri ck of o ur enterprising fell ow-men till 
a su dden turn of affairs s h ows us, by t he immediate 
thr eat to our own existence, t ha t that clev erne ss ha s 
added to th e peril o f civilized so ciety, wh os e house ha s 
been built on the verge o f the p it. War now would be 
not only be twe en soldie rs. In future wars the p l ace o f 
honour would be occu pied by infant s, in the ir cr ad l es. 
For war is not murd er. Wh at treacherous ly i ng i s all 
the he roic poetry of bat tle! Men will now creep up after 
dark, ambushed in s afety behind the celesti a l curtains, 
and drop bombs on s leeper s beneath f or the greater 
glory of some fine fig ment or oth er. 157 

Pa tro iti sm a nd nationalism, Tonlin son fe lt, were 

ex pressions of the wor st that is in nati ons rather than the 

be st. He expre ss e s his sentiments on patri ot i s m in the s e 

wor d s: 

The t ruth, I fear, is that ardent patriotism anywhere 
is s h ow n in a pride which expre ss e s it s elf, f or the mos t 
part, in but an ugly, loud, continuous, and nons ensical 
noise· nati ons care l e ss f o r their best achievements and 

f ' 

traditions, wh i ch belong to all the world, than they d o 
f or th e ir Sun day newspapers and chickens.158 

In discu ssi ng his own pacifi sm, he inc lu de s a remark on 

na tionalism: "I think Nationalism has bec ome a name f or an 

156 "A Raid To night ," Waiti ng f or Daylight, pp. 11-13. 

157Ibid. I pp. 18-19. 

I S8 11 c ot e d ' Or, " A_ Mingled Ya r n, p. 97 . 
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affecti on in the head."159 

Thi s qu ot a t i on comes fr om "The Ra j ah." Tomlinson 

had been traveling by rail acr oss the Malay States. A fell ow 

tr ave 11 er , a y oung , stout , co mm uni cat iv e Eng 1 i sh man , com -

mented as they traveled al on g. He felt trade was reviving , 

that everything would be all right if only those wh o knew 

what to do were left al one. The natives were lazy and had 

to be made t o work, but they liked it that way. The selec-

tion, with out comment by Toml in so n , epitomizes the wh o le o f 

imperiali sm: 

We ran int o our la s t station. I l oo ked fr om my 
carriage wind ow on the st range s t figure of a Malay I 
had se en . He was an old man, but as stout as my English 
fell ow-traveller. He wore a yellow s ar ong , and yell ow 
i s the r oyal c o l ou r; but hi s tunic wa s the ol d sc arlet 
affair , with yell ow facing s, o f an Engli s h infantryman. 
Instead of the hat of a Mohammedan he wore a white 
regimental helmet. He had a blue sash. On hi s breast 
were di s played a number of orna t e dec orati ons , bra ss 
regimenta l badge s, and medals won by other pe ople in 
the past f or the most diver s e things--for s wimming at 
Plym o uth and running a t St amf ord Bridge. And central 
on hi s brea st, hanging by a cord, was a conspicuous red 
reflect or fr om the rear-lamp of a bicyc le . 

My English friend knew him well. He gree t ed the 
Malay cheerfully , an d be stowed on him an other de co rati on, 
a silverplat ed mono gram he had f ound . The o ld man was 
s o delighted that he 1egarded my contribution of a 
dollar with no j oy whatever. He continued hi s conversa
ti on with my friend, in Malay , while he crumpled my 
currency note in hi s hand. 

The Englishman turned t o me, a s we left the ancient, 
and chuckled. 0 See his battle honou r s and dec orati ons, 
and all that ? Quite mad , you kn ow . He used to be a 
rajah till we turned him out. He think s he 's a rajah 
now. Just a s welJ t o hum o r the poor old thing.160 

159"on Being Out of Date, " A Mingled Yarn, p. 143. 

lbOA Mingled fil!!_, p. 136. 
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Toml in son wa s fundamentally a s ocialist. The r oo ts 

of his econ omic beliefs went back t o Po p l ar and the dock 

area s. Hi s concern f or the Nob odies and their use as 

whipping boy s by the Great One s and the Pre ss in explana

tions of ec onom ic lag was r oo ted in the mem orie s of early 

days. Hearing that the worker s were no t working but were 

dri nking, he went to an engineer wh o would kn ow the truth . 

He rep orts thu s : 

I f ou nd him a sl eep in hi s overall s, where he had dr opped 
af t er thirty-six hou rs o f continuous duty. Afterwards, 
when his blasphem ous indignati on over pr ofiteers , poli
ticians, and news paper s had worn itself out , he t o ld me. 
His men , using dimmed light s while working on the de cks 
o f urgent ships, of t en f o r c ed t o work in cr amped pos i
ti ons a nd in all weather s, and while t he s hip was und er
way t o l oading berth, with no refre s hments pr ovided 
a~ oard , and dr opped at any hour l ong distances fr om h om e, 
were s till regarded by empl oyers in the old way , no t a s 
defenders of their c ountry's life, but a s a mean s to 
quick pr ofit s, again s t wh om the usu al deba s ing trick s 
of ec onomy c ould be devi se d. . And again we might 
have remembered , as a c orre ctiv e , how many grave s peeche s, 
which hav e s urpri s ed, sh ocked, and directed t he nati on, 
have been made by Great Me n t oo soo n after a noble 
dinner , words winged by the Pre ss with ou t an accompanyin g 
and explanat ory win e list.161 

In that qu ot ati on are f ound his e conom ic idea s and hi s l ove 

f or the Nob odies wh om he ~efended. Som e of th i s same feeling 

is in a s electi on f rom " The Real Thing. " He had been talking 

to "an ardent student of life and letter s" wh os e pr ofe ss i on al 

career had come t o an end becau se of war and a wound. Tomlin so n 

had remarked that Torh aven s eemed unchanged. The young man 

161 " The Nob odies, " Waiting f or Daylight, pp. 116-117. 
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suggested that Tomlinson was wrong in su pp osi ng that things 

were as they had been. Tom lin so n rep ort s: 

Motor-cars were now as commonly owned as bicycles used 
to be, though he admitted that it did not seem that the 
queue waiting to buy books, was in need of c ontrol by 
t he po lice . But farmers wh o had been tenants when 
Germany violated the independence o f Belgium were now 
freeholder s . Men who were in e ss ential industries, and 
so could not be spar ed f or the gun s, were now ship
owne rs. We could se e for ourselv e s h ow free and 
enc our aging was the new wealth in this new world; true, 
th e size of his pension did not fairly reflect the new 
and more liberal ideas o f a better world, but we must 
admit he had no need to travel to Bond Stre et to spend 
i t . "Why fear , " he a ske d me , point in g with h i s c rut ch 
up the bu sy High Street behind us, "that what ou r pals 
in France le ar ned wa s wrong with that ol d Eur ope which 
made the War , will not be known there? . 

Near us was waiting a re s ple nde nt moto r-car, in 
which reposed a young lady whose face dec o rated the 
covers of the popul ar magazines every month, and as the 
wounded soldier fini shed spe aking it moved away with a 
rauc ous hoot.162 

Again, we s ee that what Toml ins on has t o say is shown t o us 

in pertinent detail , and in this case the effect is intensi

fied by the dramatic juxt ap osit i on of the final ob s ervation. 

His comments upon ec onom ic confer en ces are something 

less th a n mild: 

In such a gratefu l leisure, with the mountains so 
lucid, odd thoughts afflict you . Why suppose the sun, 
being innocent, ripen s corn merely f or f oo d , and not f o r 
any ot her pr ofit ? I wondered whether the Lo nd on Con fer
en ce had thought of that, in its unanimous opin i on that 
goods are not good unless pr ofitably scarce; th at goo d 
is bad when it is plentiful; that go od sh ou ld be 
destr oyed when there i s en ough of it f or all, and it is 
therefore unsuitable. Could ri ot conferences give notice 
to th e sun? Less fertili ty, if you please ! Not so much 
of your impartial gener os ity; it needs control! This 

162waiting ill Daylight , pp. 183-184. 



fecundity i s c ontrary t o the science of ec onomics-
loo k at the way you up s e t th e rate of ex change! 

Sin c e we co nt r ol nature, can not we ch oke off a 
l ittle hea t ( of ] t he heat of the s un , and adu l terate 
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the merit of rain ? Why no t try? Tha t pr oblem ought not 
t o be bey ond t he combined wit of Wa l l and Threadneedle 
Street s , of Downi ng Stree t and Washingt on. If reducing 
the earth nearer to the st onine ss of a barren, where 
price s wou ld be h i gh and he l pfu l, i s the way of politi
cal sagaci t y , t hen plainly the armament c o ntract ors are 
right in their devices; f or th e en l argement of Iyddite 
on t he communicat i ons o f mankind , t o quicken the slow 
and meagre effect s of qu ot a s, embarg oes , and other 
judicu ous hindrance s t o c ommerce, would bring the barren 
ab out us, and high price s, much soo ner than we could 
dare h ope f or in t he pre s en t rate of our dr op t owards 
the New Jeru s a l em.163 

He remembered Po plar, t oo , when he first met primitive 

man , and he c om pare s that poo r native of the Amazon with th e 

p oo r man in merry England. 

I had never seen primitive man in his native place . 
and I s aw with a new respect fr om what a s plendid creatur e 
we are derived. It wa s, I am glad t o say , t o cheer the 
existence of these peo ple that I had put money in a church 
p l ate a t Po plar. Po p l ar , y ou may have heard , i s a pari s h 
i n ci v i l i s ati on wh e r e an organized community i s ab l e , 
throu gh i t s heritage of the be s t of two t h ousand years of 
religi on , science , c ommerce , and pol itic s, t o eke out to 
a fini s h the l ive s of it s member s (warped as they s o o f t en 
are by th e ari d dispen s ati ons of Pr ovide nce ) with th e 
h umane Poo r Law . The Poo r Law i s the civi l ised man's 
ir onic rebuke to a par s imoni ous Creat or. It is a jest 
which will ruin the so lemnity of t he Judgment Day. Only 
t he man of l ong culture c ould think o f such a shattering 
insult t o the All Wise wh o made this earth t oo small f or 
the children He c ontinues t o send t o it, trailing the ir 
c lo uds of gl ory which pr ove a s ad hindrance and get so 
f ouled in the fight f or standing r oom on their arrivai.164 

He later c onsider s thrift and Lord Rosebery , with no kind words 

for either: 

163 11 0utl oo k on the Sierra Morena, 0 South to Cadiz, 
p. 96. 

l6 4The ~ and the Jungle, pp. 146-147. 
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Ther e in merry En g land the poo r wretch is, whe re t he 
riches of earth are no t br oad cast largess as I s e e they 
are here , but are stacked on each si de of the r oad, a nd 
guarded by police, leaving to him but the inclement 
hi ghway , with nothing but Lord Rosebery's advice and 
benedicti on to help him kee p t he wind out o f the holes 
in his trousers; th at benefit, and the bleak considera 
tion that he may swink a ll day f or a handful of bean s, 
or go with out . What is prudence in th at man? It is 
his go odwill for the police . To be b lue nosed and meek 
at heart, a nd to hoard half the crust of y ou r stint ed 
bread, is to blaspheme the King of Gl ory. Some men 
will touch their crowns to Carnegie in he a ven.1 65 

Mec ha nism a nd the c orr os i on of man and the world by 

materialism al so receive attenti on in this th ought. We 

examine this selection fr om "Expl orati on": 

We have been f orced of late to devel op theories explain
ing this age of ma chin e s, a nd to see omens of its 
impending doom. When ou r machines stop, so sh all we. 
Civilized man, it appear s, has pas se d out o f the pha s e 
of imaginative expl ora ti on a nd experiment; he ha s 
cr eated engine s to do his work f or him, but hi s soul 
has lost it s daring , a nd h e is now a subdu ed captive, 
chained to th e whee ls, a helpless sl av e in the mechani-
c a l e st abli shment he cr eated . . Th e machine sto ps. 
The subservience of men to the desp otism o f the po lished 
st ee l r ods a nd the ordained rev ol utions of t he wheels 
may weary. The boy may tire of his engine.166 

Toml i nson has dou bt s th at th e age of mac hi ne s h a s brought any 

greater happiness to th e world . The "h appy multitude" has 

bec ome no mor e awate of . beauty be cause of th em. But the 

machines are no~ per turb ed by thos e who rec ognize them for 

what th ey are , c om pu ls i ve f orc e s without soul. 

s om e of th i s in " The Road t o Con cord": 

165 rbid., p. 169. 

l66A Mingled Ifil:..!L, pp. 125-126 . 

He expresses 



115 

It wou ld be an awful mi stake t o assume that the concret e 
base of the age of machines s uffer s in the least because 
we have lea rn ed t o rec ognize it and heartily t o hate it. 
On the contrary i t appears t o extend, a s much like 
living matter as a coral reef. The Persian rose-garden 
becomes an o il-field, and even Buddhist temp les, by the 
look of it , are us ed by the Chinese f or the manufacture 
of machine gun s; they g o t the pattern of that automatic 
sl ayer f rom us becau s e we had perfected its virtue, and 
we have taught them the right ap plicati on o f that virtue.167 

Wha t is more, acc ording t o som e observers, this is 
al l t o the goo d and nothing t o worry ab out . But I sho uld 
see no reason to repine if a mi racul ous change, a di spen
s ation of All ah the Comp a ssio nate , t oo k p lace in the 
nature of oil -well s every where , and thereby caused the 
world 's expl os ive engine s t o j oin the bone s of the 
mast od on. Bu t there will be no s uch luck. We shall get 
what we have asked f or. We are evidently in a sec ond 
industrial rev olution ; the fir s t wa s when we gave being 
to the machine s, and with them ref or med the world ; n ow we 
f i nd the machines have run away with us, and our pr oblem 
is t o gain con trol, if we can , bef ore they wreck the 
ci vilizati on we built with them. At the moment, it l oo ks 
like l ong odd s on the machine s .168 

Two pungent c omments leave no d oubt a s t o his feeling s 

on materiali sm . The fir s t is f ound in "The African Coast " : 

" Of all the inf er nal uses to which a country can be put there 

is none like devel opment. 11 169 The sec ond ap pear s in The Sea 

and the Jungle: "I beg in t o thin k the commercial mind is the 

most dull, wasteful, and ign orant of all the sad wonders in 

the pageant of hu manity. 11 17O 

It is not that Tomlinson i s in love with the past, but 

that he remembers some of the distillates of the past which 

167south .!..Q... Cadiz, pp. 181-182. 

168" The Ro ad t o Concord, " So uth t o Cadiz, pp. 181-182 

16901d Junk, p. 34. 

1 7Op. 194. 
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t oda y' s racing wor l d of materiali sm f i nd s no r oom f o r. It 

is not that th ou ght s i n med i tati on were clearer, o r finer, o r 

more pr o f ound ye s terday ; it i s that t oday there are no th oughts 

in meditati on f or there is no time f or meditat io n. It is not 

that the eye s of ye s terday s aw more clearly; there i s not 

t ime t oday f or eye s t o l ook . 

To ml i n s on was a deeply religi ons man , yet ritualistic 

r eligi on and many of the acts .perf or med in the name of reli

g i on often d is gu s ted hi m. He felt Chri s t would be misunder

s t oo d if he were to com e to earth t oday, would be a criminal, 

" f or the religious and political leaders of hi s day rec ognized 

what his teaching wo uld lead t o as ea s ily as would any magis

trate t o-day wh o had bef ore him a carpenter accu s ed of per

~u ad i ng s o ldiers that killing is murder." 171 Pious Christians 

d i d not want t o face realitie s . He rec ounts hi s view thu s: 

How often have I li s tened t o the c oo l and haughty c o n
tralt o of ladie s of education and refinement who were 
c learly unaware that what they were enc ouraging, what to 
them aff orded so much pride , what deepened their convic
ti on of righte ous sacrifice , was but an obscene outrage 
on the so ul s and bodies o f y oung men. How i s one to 
co nvey that t o ladie s? All that a timid writer may d o 
i s t o regret the aw£u l need t o challenge the pious 
a ss urance of Chri s tians which is sure to be turned to 
a nger by the rea l ities . 172 

I n Cord ova he visited a mosque which had been turned into a 

cathedral after the defeat o f the Mo ors. He was impressed by 

what had been beauty , but says that " one would find it hard 

17l " Great Statesman, " Waiting for Daylight, p. 163. 

172"Auth ors and Soldiers, " Waiting f or Daylight, p. 91. 
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t o believe that the artists wh o created that s ecluded lace

work of gems we re of a culture supporte d chiefly by intrigue, 

t ortur e , treachery , and the scimitar; and then o ne remembers 

the nobility of the Go thic, and by what meth od s, at times, the 

auth ority of J e s us ha s been impressed on the mem ory o f the 

careless." 173 

He feel s, however, that there is a promise of good. 

He describes an oc currence at sea when the "horizon expand ed 

t o a s urpri s ing distance , " and the "ch a nge in the quality o f 

the sun and air became most marked." "Th e se mani festati ons," 

he says , " fil l ed the few of us privileged to witness them with 

awe , and a new faith in the pow er and c omp assi on of God . " 174 

He believes there are s om e verities of life : 

143. 

Anyh ow, one thing is certain o f time , whatever Einstein 
may say of it , of ti me that was , and is, and is t o be: 
with out the laughter of children, and the singing of 
birds , heard a s if ech o ing fr om everla s tingness, and 
del i ght as g oo d as new wh en apple and cherry bl ossoms 
are out again , and a right t o the use of one 's ow n mind 
as unquestion ed a s a free share in air and sun, then 
earth 's best woul d be as the garden of Pros erpine. Wh at 
may be the tr uth about the ap pariti on of existence I 
wou l d d o no mo re than venture a private word, but so 
mu ch o f that truth is s urely in l oveline ss ; f or if joy 
i s not a partial revelati on of the Abs olute, then g ood
ness is no more than a c onvenient fig ment , like Greenwich 
mean time , a nd the worst is as the be st; and so awful a 
c onclusi on won ' t bear l oo king at.175 

173"Cord ova, " South t o Cadiz , p. 93. 

174The Sea and the Jungl e, p. 94. 

175 " on Being Out of Date, " A Mingl ed Yarn, pp. 142-
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He believe s that the world can be renewed. In "The 

Ruins" he te lls of hi s thoughts after finding an ol d account 

book in a town that had been destr oyed by gunfire: 

Yet a mid all the misery and horror of the Somme, with 
its shattering reminder o f finality and futility at 
every s tep whichever way you tu rn ed , t hat ledger in the 
road, with no one t o read it, was the gos pel pr omis ing 
that life shoul d rise aga i n; the suggestion o f a for
gotten but surviving virtue which would return , and 
cover the dread we knew, till a ploughman o f the future 
woul d stop at rare relics , h olding them up t o the sun, 
and dimly recall ancient tales of woe .1 76 

The s ame feeling came to h im as he went home t o England after 

his trip to the Malay States. He felt ' a new awakening of 

understanding when he fir st made out the outl ine s of the coast : 

We got under way again, and night fell on the coast 
and sank at last over all the waters. Leanin g on the 
bulwark s and gazing landward, I could just make out a 
deeper shadow athwart the seas of night , f ormless under 
the faint glimmer in the meridian. It had no bounds. It 
wa s immense and intangible. I felt the inward gl ow of a 
new and deep desire. I cannot tell you what that s had ow 
was, f or, th ought transcendently it was there, it was dim 
and mysterious, alm os t bey ond visi on; England ! That 
shadow was the indenture on the very stars of an old 
grandeur, the memory impressed on night itself, blurred 
but indelible , of an ancient renown. It was the eman a
tion o f an idea too great for u s t o know; the di mme ring 
through the gloom to me in my is olation a nd misgiving o f 
wonderful things almost f orgotten, of the dreams and 
exaltati ons of splendid youth, of the fidelity of comrades, 
of noble achievements, o f our long-p a s t intimate so rrows , 
of precious things unspoken but underst oo d , of ou r dead~ 
No. Not even old night could hide that presence. It was 
indefinable, maj e stic, severe, and still . And it may have 
been resign ed and communing, its age-l ong work done, in 
the fall o f a darkness which it knew to be ultimate . Or 
it may have been retired within the night , dominant on its 
s ea s, making no sign knowing the supreme test o f all its 

17601d Junk, p. 200. 
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l ab ors wa s at hand, vigilant but composed, waiting f o r 
another morning to dawn in the heart s of men when there 
shoul d be light t o build the City of God.177 

Thus we close with a selec ti on that exhi bit s many o f 

the manife st at io n s o f Tomlinson's styl e. In it we find i dea , 

im age , figure , rhythm, and dicti on. In it, t oo, we reco gnize 

the ge nius who can s ee , who can feel, and wh o can s elect fr om 

al l the words th os e that so precisely present idea, im age , 

f i g ure , and rhythm. 

177Ti de Marks, pp. 294- 295 . 



CHAPTER IV 

THE ARTI ST 

In the pre c ed ing chapters we have ex p l ored the 

writings of Tom lins on in an attempt t o di s c over something 

of his phil oso phy of life , of hi s philos ophy o f writing, of 

his artistry as a s tylist as revealed in hi s writings. We 

have seen that Tomlins o n wa s a man sensitive to the physical 

world and t o man and manrs pla c e in the universe. He was 

not a f ormally religi ous man, b ut he felt that the God o f 

the univer s e must be goo d and that He must be pained th at 

man has s o misused the world. Tomlinson sympathized with 

the commo n pe ople be cau s e he was one o f them. He di s tru s ted 

g overnment an d man rs ability t o handle pr ogre ss. He abh orred 

privilege f or the privileged few. He was ou traged that the 

phy sic al world which he saw clea rly and which he revered 

shoul d be ignored or de stro yed by man and so -called civiliza

ti on. We have f ound that hi s style en compasses hi s phil oso phy 

and r epre s ent s bi s mi nd , and that it c onvey s t o the reader 

th os e idea s wh ic h were im por tant t o him. Hi s s tyle makes 

clear t o u s the phy sical world a s he sa w it and the realms of 

hi s mind and spiri t. We have di sco vered som e o f the influence s 

o f hi s early life , suc h a s Po plar, ship s, poverty, boo ks , 

early empl oyment. We have f ound what he him se lf s aid ab out 

120 
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writers and writing. We have seen his sensitivity reflected 

in th e use of colo r , in the creati on of images, and in the 

devel opment o f figures of speech. We have examined his choice 

of words and his c onst ructi on o f sentences as fact ors of his 

s tyle. All o f t hi s we ha ve attempted to dem onstrate. In 

this chapter we s hall analyze two essays of ri omparable length 

but of differen t s tyle s and subject matter. The analyses 

will be based up on th os e marks which we have di scov ered to be 

representative of Tomlinson's exp os it ory s tyle , and upon those 

aspect s which reflect hi s backgr ound and phil oso phy. 

The e ss ay s t o be examined are "The Pit Mouth ," written 

in Nov ember, 1907 , and "Transfiguration," written som etime 

between January and Nov emb er of 1907 , probab ly in September. 

"The Pit Mout h " is a j ournali s tic pr oduct written by a 

rep orter cov ering a mine disaster. "T ransfigurati on" is a 

reflective essay in the best f orm of the pers onal es s ay. "The 

Pit Mouth " reveals Tomlinson's abiding concern f or the No b odi e s; 

" Transfigurati on" s hows his delight in the world thr ough his 

resp ons e t o phy s ical s ensati on. If we have le arn ed anything 

ab out Tom lin so n 's skill, our examinati on of these e ss ays should 

dem onstrate the validity of the co nclu s i ons we have drawn. 

" The Pit Mouth" 

The ten paragraphs of " The Pit Mouth " are o f sim ilar 

length except f or the s eventh, ninth, and tenth. The first 

sh ows the rep orte r 's feeling that he is an intruder in this 

place of s orr ow. The second de scribes the appr oach to the 
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colliery; the third su gge s ts the quietness at th e mouth of 

the mine and the coldness and emotional steeli ne ss of the 

countryside. The f ourth again suggests the feeling o f 

intrusion; the fifth adds to the description o f the mout h 

of the shaft; the sixth t e lls of the arrival o f the rescue 

experts; the sev enth , the long paragraph, describes the 

return to the surface of the rescue party and the gr owing 

sense of tragedy; the eighth is a prose ode to the common 

people; the ninth tells of his departure fr om Gr eat Barr; 

the concluding paragraph is the pictur e of Gr eat Barr on 

the day after the tragedy. 

The kinds and forms o f the sentenc e s used in "The 

Pit Mouth" are revealing. There are sev e nty-two sentences 

in the piece, f or ty of them simple sentences, ten of them 

compound; the oth er twenty-two are distributed thus: f our

teen, complex sent e nce ; five, c om pound-complex; thre e , 

sent e nc e fragment. The simp le , pe riodi c sent ences average 

only 16.4 words to the sent ence. Only three sentenc e s possess 

more than f orty words. There are many four-w ord s entences. 

Short s en t e nc e s me a n, of cours e , that modi f iers must be 

simple. We find simple modification. There are few parti-

ciples a nd only two participial phrases. There are three 

adjective claus e s and a few clusters o f adjectives. Modi fica

tion, then, must be achieved by simple adjectives or by very 

short un ad orn ed prepositi on al phrases, and this we find to be 

true. The result i s a moving toward a center with the 
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eli minati o n of most, but not all , of the patterns of reflec

tive writing that we sha l l find in "Transfiguration." The 

auth or is rep orting. He must get t o his subject. There will 

be time en ough at the end o f the piece f or the philosophical 

reflecti o n that we u s ually a s s ociate with Tom lins on ' s works. 

But in the first part of the e s say, we see a rep orter of 

integrity doing the j ob a j ournali s t should d o . 

The first sen t ence of the e s say introd uces the sc ene 

o f t he accident: "There was Grea t Barr , id l e, still, and 

quiet." 1 The three s hort adjectives could apply to an idle 

grist mill or a housewife in rep ose or a worker r etired after 

many years of lab or. They suggest peace, and yet there is an 

inten s ity in this peace even when it is not as s oci ated with 

this particular event. The second c ombination of three adjec

tive s c onsists o f har s h, bleak words that reinf orce the feeling 

of the fir s t sentence that all is not well. " Raw," "bleak," 

" winter" c onn ote tragedy. We see next the drawing o f interest 

t oward the center: " Thr ough the Birmingham suburbs, out into 

the raw, bleak, winter r oads between the hedges, quite beyond 

the big t own . one approached the village o f calamity . 

Young men streamed by on bicycles in the s ame direction, gr ou ps 

were hurrying there on f oo t."2 Not only is the movement to the 

center, but the center is circumscribed by the many people wh o 

are embraced by the disaster: " The road ran by the boundary, 

10ld Junk, p. 80. 

2 Ibid. 
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and was packed with people, all gazing abs orbed and quiet 

int o the grounds of the colliery; they were stacked up the 

hedge banks, and the walls and trees were loaded with boys."3 

Briefly the situation is this: A fire has broken out 

in the coal mine hundreds of feet underground. The word ha s 

reached all in Gr eat Barr, f o r all who live there are bound 

to the colliery by employment. The fire sends up smoke 

through the ventilating shaft. At tempts are made to rescue 

the miners trapped bel ow. A rescue party returns bringing no 

hope, only a "moribund cat . .. 4 The day passes without news, 

but with the increa sing certainty of death. It is evident 

that those who try to _s ave the trapped ones will onl y die 

themselves. An d the people who die or who will die are com

mon people. 

This is a rep ort of tragedy in the life of a c oal 

mine. Tragedy must be shown to us--if the rep orter is to 

succeed in his effort- - so that we feel in ou r own souls a 

reaction such as Tomlinson knew. The means which he uses t o 

secure o ur resp onses are these: word ch oic e , sen tence pat

terns, figures of speech and images , organization. As we 

examine each feature, we shall not e that the fact ors are 

interlaced. 

We have discussed the introduction o f the scen e and 

of those concerned. We now turn t o his interpretation of these. 

3 rb id., pp. 80-81. 

4 rbid., p. 83. 
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In the second paragraph and again in th e last two paragraph s 

we find a figure drawn that d om inates the pictur e. This i s 

a skeleton, the raw black timbers of t he above-ground part 

of th e mine structure. The impre ssion we gain a s we see the 

ima ge is one of height, narrowness, darkness, destitution, 

implacability, relentlessness , mer cilessness. Al l these are 

found in "Thr ee high, slim chimneys were leisurely pou ring 

smok e f rom the gr otesque black skele t on s tru ctu re s above the 

pits. 115 Th e word "gro te sque" reminds us that the world f o r 

Gr eat Barr is out of joint o r deflected fr om cent er. Tomlinson 

ends his piece, after reporting the action ab out the pits and 

eulogizing th os e wh o attempt re scu e s, with a rephra sin g o f 

th e sam e figure of d oom. He s ay s, "I left that place where 

the starshin e was sh owing the gri m skeleton o f the shaft-work 

overh e ad in the night 11 ; 6 he then adds, "A gr ou p of wome n were 

still gaz in g at the gr ot esque ribs and legs of the pi t -head a s 

h · . h h .. 7 tou gh 1t were a monst er wi t out rut . One can see, in that 

structure outlin ed against a cold morning sky, an ot her t ime 

and thr ee empty crosses against an ot her sky . I believe that 

is what Tomlins on me ani f or us to r emember, f o r here again the 

common man had been sacrificed t o privilege and mat erialism . 

En gli sh winter weather intensified the effect of the 

disaster, and this Tomlinson shows us. The words which we us e 

5 Ibid., p. 80. 

6rbid., p. 85. 

7 Ibid. 
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to describe tragedy are more often the words of winter than 

of summer . "Raw," "bleak," "winter" su gge st impersonal 

sympathy, the withdrawal o f emotion. There is a like sug

gestion in the "roads between the hedges, quite beyond the 

big town sm oking with it s enterprising labours." 8 We realize 

intellectually that not all industry can stop because of an 

accident in one small part of the industry, but we feel at 

the same time in the heart that failure t o stop is an indica

tion of call ousness. 

In the descripti on o f the landscape, whic h includes 

the colliery buildings, we see more of coldness. The colors 

used are brilliant c olors, but they are colors that suggest 

the emptiness of emotion rather than the pre senc e of feeling. 

"Around us, a lucid landscape (f o r it had been raining) ran 

to the distant enc ompassing hills which lifted like l ow ram

part s o f cob alt and amethyst to a sky of luminous s affr on and 

ice-green, acr oss which leaden cl ouds were mo ving. The 

country had that hard, co ldly radiant appearance which always 

impresses a sad man as this world's frank expression o f its 

alien disregard ... 9 · The, picture is crystal clear; there is 

nothing to soften either the image or the emotion al coldness . 

One of these color words alone would mean little. Another 

combination of them could awaken a different emotional resp onse. 

But the pattern here sugges t s only the impers o nal inscrutability 

8Ibid., p. 80. 

9Ibid., p. 81. 
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of the universe. The hills are metal and gem, hard sub-

s tances, silver white and bluish purple mass. This figure 

i s full of c o l or. The green, however, is ice-green, and 

the heavy grey cl oud s emphasize the feeling o f "alien dis

regard." Tomlins on did not cho o se col ors f or his image that 

were no t there; he saw the c o l ors and was able to choose 

words t o c onvey the c olors as his sensitive eye saw them. He 

t ook what he saw and what he sensed and drew the picture for 

us. 

Hi s de s cripti on of the c olliery and the land ar ound 

it may be s ymbolic; he suggests the power of privilege as 

represented by the mine in this passage: " and bey ond 

the far dip was the village, an almost amorphous group of 

mean red dwellings stuck on ragged fields ab out the dominant 

c olliery buildings." 10 The mine where " the new red-brick 

engine-h ous e s st oo d" 11 is strength, and the well built engine 

house i s d ominati on. The h omes of th ose wh o must work far 

bel ow the gr ound i n order that the c olliery will pr osper are 

unidentifiable , one fr om an other. The house s, like the 

pe ople wh o live in them, are almos t s hapeles s and nameless. 

Simple sentences d om inate the s eventh paragraph, 

depicting the re s cue team at work, and the eighth, the eulogy 

of the c ommo n man. Many o f the s e s entences are very short: 

lOibid., p. 80. 

11 I bid., p. 82. 
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"There was a signal"; 12 "The air smelt of iod of orm"; 13 "They 

entered the sage, and down they went ."1 4 Some are not so bald, 

but even they have no dec orati on : ·~ cloth was laid on the 

gr ound from the shaft t o the engine house, and stretchers 

were placed handy"; 15 "That quickly uprunning rope was 

bringing the fir s t news."16 We see i n these examples the 

simple s e ntence performing as it should to suggest the sig

nificance of time, the action of strength, the building of 

em ot ion. These sentences convey the threat of tragedy. 

Details are selected ; sent ence s are construct ed a s sen tences 

must be. But the effectiveness of the sentences does not 

depend al one o n type. The effectiveness lies in the rhetor

ical f orm as the vehicle and in the ch oi ce of words together 
,. 

with ":·,the order of presentati on. Details crammed into a long 

sentenee would no t have been effe ctive; we woul d have lost 

that feeling of horror within us. Short sentences with vague 

images woul d have been inef fective. It is both word and 

sent ence that bear the idea. We read, "A n hour and more 

passes in nervous and dismal waiting. " 17 The word "d ismal" 

is the key t o the effectiveness. Tomlinson has use d the word 

12Ibid., p. 83. 

13 Ibid. 

14Jbid. 

15 Ibid . 

16rbid. 

17 Ibid. 
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in an ob solet e me aning: ill- omened. ~W oeful," " dreadful ," 

"gl oomy," "cheerless," d o not de sc ribe the waiting , d o not 

s ugge st the end of the waiting; dismal does. In an other 

place, attent ion t o the detail s of an acti on i s use d t o move 

us. "The d oc t ors t oo k of f their coa t s, and arranged bottles 

and tinkling apparatus on chairs stuck in the mud. " 18 The 

phr a s e , "chairs stuck in the mud," remind s us o f the rain, 

the impersonal r ain that ha s fallen that day , the expre s sion 

of a universe that coul d not care ab out the s e tragic pe ople

figures. 

Alt hou gh Toml in so n is capable of ar ou s ing em oti ons 

within us, he is never s enti me ntal. He reports a s a g ood 

journalist should, and we kn ow of the dread in the heart s o f 

t he wom en who watch at the mout h of the mine. In a sin g l e 

paragraph are three reference s t o the - women , references that 

are t er s e but more movi ng than an elab orate interpreting o f 

t heir fear s c ou ld be. The three reference s show the breaking 

of a circle a s well as the dea t h of a hu sb and or so n. The 

fir st i s thi s: " th e women , some carrying infant s, br ok e 

ranks . " 19 The image of ' the wo men reaching f or news i s height

ened by t he pre s en c e of the babie s . The sec ond: " They knew 

nothing; and the white-faced women , with hardly repress ed 

hy s teria, t oo k again their places by the engine hous e. " 20 As 

18 Ibid. 

19 Ib id. 

20 rbid. 
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again their place s by the engine house . " 

" . t oo k 

The " hardly 
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repr e ss ed hysteria" does no t mov e us as does the picture o f 

t he wom en returning to wait. In the third of th e s e s electi ons, 

he makes sure we feel the poi gnancy of th e scene . " Occa-

sio nally a child, too you ng to know it wa s adding to a 

mother's grief, would wa il querul ously. 1121 We are t o realize 

t he piercing pain of a double grief. 

Throu gh out we are i mpre ssed by th e a ccur a cy of 

reporting. Tomlinson gives this descripti on o f the mine fire : 

Not hing showed of the fire but a whiti sh smok e fr om a 
ventil a ting sha ft; and a s tranger would no t kn ow what 
that si gnified. But the wome n did. Wet with rain 
showers they had been watching that smok e all night, and 
were watching it still, f or i ts uncea sing pour t o di mini s h. 
Constant and unr ele nting , it s treamed steadily upward, 
as th ou gh it drew it s volume fr om central fire s that 
would never cea s e.22 

The smok e of a min e fire behave s in jus t such a manner. It 

i s not a j ournalist with his i maginati on who draws the fire 

by th e smok e, but a sensitive man who is mov ed bi th e devel oping 

t ragedy. The wom en--figures of tragedy waiting--are watching 

th e sm oke. The smok e of a mine fire is whiti s h smoke. It 
' 

moves upward , seemingly with out end. The use o f "u nrelenting" 

rather th an an oth er word such a s " unce a s ing " sho ws the st rengt h 

of th e fire underground, a f orce that wa s bey ond man. 

21 Ibid. , pp. 83-84. 

22 I bid., p. 82. 
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Another picture that adds to the painful effective

nes s of the acc ount is this : "I left that place where the 

st ar-shine wa s s howing the grim skeleton of the shaft-work 

overhead in the night, and where men moved ab out bel ow in 

the indeterminate dark like di smal gn omes . " 23 Here are two 

contrasting images: a har sh, br i ght "star-shine" ab ove the 

sharply out lined coal-shaft scaff oldingi and an image that 

is indistinct because of the "ind eterminate dark" and "dismal 

gn om e s." One i s bright, st ark , impers onali the ot her is dark 

and de so late, f o r th ose wh o move in it are in a limit l e ss , 

dismal land of fail ure. 

Tomlinson d oes not s ee the miner s impersonally. He 

s ee s them a s the inherit ors of the mantle of chivalry. The 

salut e to the c ommonman miners and their commonm an rescuers 

is al most an ode , a pr os e ode, o f cou r s e , alth ough there are 

some parts o f it that are poetic in f or m. It i s not poetic 

pr os e, which he did not believe exi s ted, but it is pr ose in 

it s finest f orm. He dub s the miners and their rescuers, the 

common men, knights be cause of their servic e and val or. He 

sho ws their greatne ss by a ll the mark s the so phi st icate s 

wou ld call vulgar or uncivilized. They were c oar s e, unwashed, 

p oo r. He sees them a s knights, as he s ees Welsby of Normanton 

wh o " buckled on hi s harness and went to th e a ss ault,"24 g o ing 

f orth to save one o f their own . He epit omizes them all in hi s 

23rbid., p. 85 . 

24Ibid., p. 84. 
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salute to Welsby of Normanton; he gives them title as well as 

h onor. 

The comm on pe op le! Greatness is as c omm o n as that. 
There are not en ou gh ho nor s and dec orati o ns to go round. 
Talk of the so ldier ! Vale of Welsby of Normantonl He 
was a c ommo n miner. He is dead . His fell ows were in 
danger , t heir wive s were white-faced and their children 
were crying, and he buckled on his harness and wen t to 
the a ss ault with no more thought f or self than g reat 
men have in a great cau s e; and he is dead . I saw him 
go to his death. I wish I could tell you o f Welsby of 
Normanton.25 

Thu s he salutes a c ommo n miner who went out t o try to save 

those wh o were als o common, as Tomlinson was c omm on. He dubs 

him knight named in hono r o f hi s expl oits on the field of 

combat. Thu s he saw a ll common men , knights wh o gave of 

themselves f o r ot hers. 

"Transfiguration" 

"Transfiguration" is a reflective ess ay. Ess ay s of 

re f lecti on do not drive directly toward a po int; they are not 

unad orned expositi on. A reflective e s say i s like the reaction 

fr om a pebble dr opped int o a quiet poo l. Wavelet s move up on 

the surface of the water ; other s ripple ou t fr om the falling 

stone as it glides d own • finally t o rest. Ri pple s meet and 

touch others; the pulse blend s or merges or su rvive s t o stir 

again. The swirls jostle, drift away, retreat , weave in and 

out, reinf orce other wavelet s . Each movement , each merger, 

each deflection reveal s new patterns o f movement. So each 

word pa ttern c onveys new t ones of meaning. The ripples on 

2s1bict., p. 85. 
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the sur face of the water are the thought-stirrers; th os e 

rocking bel ow are the reflection bearers. We see from many 

angles; we examine many viewpoints . We reflect upon our 

views and so receive the writer's stimulus f o r ou r own compre

hension. Th oughts are renewed and reinforced by emotional 

response. 

Sentences are an indication of the pace of this piece, 

f or a sentence must bear th ought. Many of the sentences in 

"Transfiguration" are short. They move the essay forward. 

They present fact s or indicate substance. They put bef ore 

us ideas which the auth or would have us examine. But the 

examinati on is another matter. As the auth or holds al oft the 

th ou ght bef ore us and turns it so that we may examine it in 

all its variegations, he lengthens the sentence; he refuses 

to permit us to st op in the midst of shifting tones and 

insists that we must go on until we see the idea reflected 

wholly. 

There is wide variati on in sentence length in "Trans

figuration. " There are eighty-three word s in on e sentence, 

f our in an other . Nine sentences have more than fifty words, 

e leven sentences fewer than ten. Such extreme variation in 

length is unusual. The sentences are divided alm os t equally 

between simple and complex sentences, with eighteen being 

simple sent e nces, fourteen complex; on e sentence is compound, 

a nd on e , comp ound-complex. The great number of longe r 
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s enten c es suggests that we should find much modification, 

many images, and idea s examined and co nsidered. The short 

s entences suggest the germ of the idea ; the longer sent ences 

eva l uate idea s and construct image s. For example, we find 

an idea in the short sent ence "The appariti on o f that island 

depends upon t he fav our of the sun."26 We learn more about 

t he appariti on in the long sentence that f oll ows, a sent ence 

which ha s five figures of appari t i on: "gh os t," " alluring 

and immaterial frag men t," "visi on of s anctuary, " "fra i l 

mira ge of land," " r os e ous spot."27 The fact of the appari

tion is not ed in twelve words; the image i s examined reflec-

tiv e ly in eighty-f ou r words. As expected, we find l ong 

s entences laden wit h modifiers and image s . "Tran sc endent 

and mounting qualities," "passionate azure of the bugl oss ," 

" the h ot and arid sand, " " distant sleepy upland s , " "saline 

m.ead ows, lush and warm" 28 are clustered modifiers. Ther e 

are in o ne sentence, a s entence that is a paragraph, five 

images - -the bay, the coast, the cliff s, the fie lds, the 

streams of gossamer, each image drawn with phra s e s or adjec

tives or b oth.29 

rhythm. 

The moo d of reflecti on moves ea s ily int o patterns of 

The r e a re a c c e n t p a t t e r n s i n " b 1 u e w a t er - w o r n p e b b 1 e s , ": 30 

26 " Tran s fig uration," Old Junk, p. 75. 

27 rbid . 

2erbid., p.77. 

29 lli,g_. , p. 76. 

30lli,g_. ' p. 78. 
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"the wet strand over which she came wading, 1131 "the thought 

of a haven of peace."32 There is one l on ger metrical run: 

" . there are saline mead ows, lush and warm , where ditche s 

serpentine between barriers of mead owsweet, briers and fat 

grasses." 33 A rearrangement of line length pr oduces this 

interesting pattern: 

there are saline mead ows , lush and warm, 
where ditches serpentine 
between barrier s of bitter swe et 
brier s and fat gra ss e s . 

The e ss ay "Transfiguration" is an expanded image . 

Many image s make up th e completed picture, but all are a par t 

of the wh ole, a s cene bathed in alm os t ethereal light. There 

are po int s of definite figure drawing, but these s erve only 

to provide a means of determining pr oporti on. This is a sea

sc ape, a landscape painting of a bay with an island, vague 

in ou tline, a shore of "delicate cliffs and frail tinted 

field s," 34 with moo rs and meadows ab ove the s hore s extending 

fr om the cliffs . The moo r s and field s are of s ub s tance, as 

the island is at s und own (alth ough not at midday), and these 

images have outliie an~ s om e preci s e detail. The rest of the 

picture a ppear~ t o be merely s ugge s ti on, constantly chan ging 

or appearing t o change. The object s of the l and , and sea do 

31Jbid. 

32Ibid. , p. 75. 

33Ibid., p. 77. 

34 Ibid., p. 76. 
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not seem to be what they are; they seem to be what they are 

not. A suffusion of light s eems to exalt the earth . 

the sublimati on of the earth." 

"It is 

The essay exhibits many of the qualities of su b limit y 

which Longinus di scusses in his treati se on the sublime . 

There is grandeur of conception together with elevation of 

mind that inspir e s . By the choice and combination of si gni f 

icant details, by vivid i mages and figures, Toml inson mak es 

us consc i ous of th e two-world scene we are beh olding , the 

material world and th e immaterial world. 

The e ss ay is a se ries o f images, on e f o ll owin g anoth er , 

one af ten ab sorbin g another. The images are vivid alth ou gh 

often of indistinct outline. There are many images of tex

tur e, fewer images of color. Few of the images are chromatic; 

most of the colors have been transformed by light. There are 

"th e black world,"35 " a low yell ow planet,"36 " blue wa ter-

worn pebbles,"37 and th e children 's "b r own limbs. 0 38 All 

oth er co l ors a re dr owned in light s o that their sharpness is 

l ost. We se e "a r ose ous spo t, " 39 "pa ssionate azure, " 40 

" lev e ls that ar e not gieen like fields, but golden and o f a 

t extur e that r ef lects th e li ght. 041 Th e light i s so int e ns e 

that the colors of the spectrum which compose it are lost in 

it . 

35 Ibid . , p . 76. 39 Ibid. , p. 75. 

36 Ibid . 40 rbict., p. 77 . 

37rbid . , p . 78 . 41Ioid. 

38 Ibi d. 
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Images of texture ab ound in the e ss ay. The images of 

the real world are substantial: "sundered granite,"42 "a 

lump of separated earth,"43 "solid and unquestionable stones,"44 

"hot and arid sand," 45 "a high ridge of blue water-worn 

pebble, 046 "a cl os e matting of thyme, and herbage as close 

and re si lient as moss."47 (Here resilient moss influences 

the image, f or resiliency is not substantial.) But ther e 

are many more images of texture fr om the world of illusion, 

a suggestion of cl oud-like substance. We find these: "Th e 

island is an alluring and immaterial fragment of the 

coast, 11 48 "delicat e cliffs and frail tinted fields, 049 "T he 

coloured fabric of th e bay becomes diaphan ous,"5 0 "tear 

fr om their places and stream inland as t orn flimsies and 

goss amer," 51 '' a frail mirage of land ," 52 "o palescent haze,"53 

"an impalpable dust of gol d, 11 54 "ripens the clouds,"55 

"distant sleepy uplands,"56 "shiny entrance to the deep,"57 

" bright vacuity, 1158 "radiant void . 11 59 All o f these suggest 

fragility that will disappear if touched or examined. 

42rbid., p. 75. 51 Ibid. 

43 Ibid., p. 76. 52 Ibid. , p. 75. 

44 Ibid., p. 78. 53Ibid. 

45 Ibid., p . 77 . 54rbid. , pp. 76-77. 

46 Ibid., p. 78 . 55Ibid., p. 77. 

47 Ibid., p. 77. 56rbid. 

48 rbid., p. 75. 57 Ibid. , p. 78. 

49rbid., p. 76. 58rbid. 

50 Ibid. 59 Ib id., p. 79. 
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There is another pattern of images whic h suggests 

the scene to be merely apparent, not real. These are figures 

of mystery, a s in "The apparition of that island depends upon 

the favour of the sun. The island is only a gh ost there, 

sometimes invisible."60 "Again, [it] fl oats there only 

while the thou ght of a haven of peace and secure verities is 

still in the mind."6 1 Because "the island in the bay is 

usually but a colored thought in the mind, a phantom and 

unattainable refuge by day, and a star by night,"6 2 we feel 

that this is only a momentarily visible world, and that as 

we have called it int o being by our th oughts, our th oughts 

may diss o lve it. In this pattern we fin d the images of air, 

an idea which is invisible but which may have substance, a 

seeming contradiction in terms. "Th e west wind pours am on g 

th e dunes, " he writes, " a warm and heavy t orrent. " 63 We 

find an other reference, "the quickened air. 11 64 Thus by 

suggesting the invisibility of what we see and the appearance 

of what we do not see, Tomlins on has successfully carried us 

al on g the bord er which divides the real fr om the unreal, the 

visible fr om the invisible, the material fr om the immaterial . 

And because we are up on this line of division, it i s difficult 

f or us to determine which is the real, the visible, the 

material . 

60Jbid. , p. 75. 63Ibid. , p. 77. 

6llbid. 64Jbid. 

62Jbid., p. 76. 
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"Transfiguration" is an essay, t oo, of the wonder of 

In it we find the spirit of Tomlins on, the man awed by 

the world ar ound him and c onsci ous of the good which life can 

best ow. He uses a figure fr om myth o l ogy to suggest that the 

sea is life giving : 

Here in the bay on a September morning, if our world till 
then had been with out life and voice, with this shine 
that is an impalpable dust of go ld , t he quickened air, 
and the s eas moving as th ough j oy ous in the first dawn, 
Er os and Aur ora would have kn own the moment, and a child 
would have been born.65 

He turn s the figure then that we may examine it fr om another 

side : 

I n thi s de s ert y ou may pre ss a hand int o the body of the 
earth , and feel its heat and pu l s e . The west wind pours 
am ong the dunes, a warm and heavy t orrent. There is no 
need t o make a miracle of the appearance of life on our 
earth. Life was at the happy incidence of the potent 
element s on such a s trand as this. Aphr odite was no 
myth. Our mother here gave birth t o her.66 

He places the children in the image a s figure s of s ea-generated 

life: 

The Boy and Mi ss Muffett be s ide me are no s urpri s e. They 
are pr oper t o the place. The salt water and the s and are 
still on the i r br own li mbs, and in the Boy ' s s eri ous eyes 
and Mi s s Muffet 's smile there is some t hing out s ide my 
kn owledge; but I kn ow that in the depth o f that mystery 
is s ecurity and c ontent.67 

More over, he feels that the s ea which ha s given life t ouches 

o n a s trand that has no sub s tance : 

65 rbid. , pp . 76-77. 

66rbid. , pp. 77-78. 

67 r bid., p. 78. 
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Their feet move over a v o id in which far d own I see 
an other sky than ours. They go where I doubt that I can 
f o llow. I cann ot leave my ho ld up on the r o cks and enter 
the place t o which their late and aerial s pirits are 
native . ... As their bodie s , moving over the bright 
vacuity , gr ow unsubstantial and e l fin with distance, 
and they appr oach that l ine where the surf glimmers 
athwart the radiant vo id, I have a sudden fear that th ey 
may vani s h quite and only their laughter come at me 
mockingly fr om the near invi s ible air. They will have 
gone back t o their tiwn place.68 

We find th e se i mage s of life bathed in li ght. The 

island in the distance lies on the horizon "like an inexpli

cable brightness at s ea when no island can be s een."69 He 

sh ows us that " Our own shining g l obe fl oats with others in 

a sea of light."70 He s peaks of "this shine that is an 

impalpable du s t of go ld."71 With an other figure, he inten

sifies the light, "the generative day which make s the surf 

dazzling."72 With an other, he sugge s ts light fr om within, 

" levels that are no t green, like fields, but g olden, and of 

a texture that reflect s the light, s o that the s e plains s eem 

to have their own brightne ss . " 73 We find the s e figure s , 

" The bright vacuity , 11 74 and the "radiant void. " 75 Each of 

the s e figure s --figures used with other implicati ons , already 

discussed--may suggest ' variant idea s . It i s the auth or

artist letting us view fr om many angles the i mage s that pulse, 

68Ibid., pp. 78-79. 72Ibid. , p. 77 . 

69Ibid., p. 75. 73Ibid. 

7o Ibid. , p. 76. 74 rbid. , p . 78. 

71 lb id. , pp . 76 - 77 . 75 rbid., p . 79. 
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perceived picture may be whole. 
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Over all we have the feeling of sublimity, of earth 

lifted out and beyond, transformed. Tomlinson tells us this 

in the meaning of the title "transformed." He repeats the 

thought fu "It is the sublimation of earth."7 6 He tells us 

the island floats only while the "thought of a haven of 

peace and secure verities are still in the mind." 77 We have 

a sense of far seeing, of reaching beyond, in the image 

"lying upon the horizon like a faint sunken cloud, 0 78 in a 

"frail mirage of land," 79 in "the strand has no substance 1180 
' 

and in "down that shining entrance to the deep." 81 "The 

transcendent and mounting qualities of our elementsn 82 sug

gest "life uplifted. 1183 

No one of these qualities, images of brightness and 

filigree, appearance of light and life, harmony of the sen

tences, suggests sublimity. It is the symphonic arrangement 

of all that is the artist which elicits our emotional response 

to the essays of Henry Major Tomlinson. 

76 Ibid., p. 76. 80 rbid., p . 78. 

77 rbid., p. 75. 81 rbid. 

78 rbid. 82 Ibict., p. 77. 

79 Ibid. 8 3 .!.!?JJ!.. 
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