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"THE ALL-EMBRACING SYMEOLIC BIRD"

A STUDY OF GLENWAY WESCOTT'S "THEE PILGRIM HAWK"

"We are all hunters," wrote Glenway Wescott in "The Dream of Audubon,"™
"and our heart's desire, whatever it may be, is always somehow a thing of
air and wilderness, flying away from us, and subject to extinction in one
way or another."1

"The Dream of Audubon" was published in 1940. In that same year ap-
peared Wescott's masterful short novel, "The Pilgrim Hawk," a story--really
two stories--about "our heart's desire." Wescott subtitled it "A Love Story,"
and it is certainly that; in fact the main fabric of the novel is woven of
the entangled threads of love and jealousy, fulfillment and frustration, free-
dom and captivity. But to read "The Pilgrim Hawk™ as a love story only is to
overlook the more subtle--and for the student of literature, the more
faseinating--story of the story-teller (Tower), who like Wescott himself,
is an American, an expatriate, a pilgrim (wanderer), and a writer. As Howard
Moss remarked, "We are dealing with two things at once: the story Tower tells
and Tower's story. The effect is something like watching a movie whose main
character turns out to be the cameraman.“2

"The Pilgrim Hawk," then, is a novel about the quest--and the question-
ing--of "our heart's desire," whether that desire be fulfillment in reomantic
love or in the craft of writing. The hawk symbol, which fascinates the nar-
rator, gives snifting meaning to the unfolding drama, and dominates the novel,
certainly includes a commentary on Wescott as a writer. All interpretations
radiate from the perch of the pilgrim hawk, which Wescott refers to as "the

all-embracing symbolic bird,"



A detailed analysis of "The Pilgrim Hawk"™ will be developed shortly,
But first I will sketch those events in Wescott's 1life and writing career
which, I believe, will better enable the reader to understand the symbolic
relationship between the pilgrim hawk and the narrator in the novel. The
hunter-bird analogy, with its suggestion of flight, quest and frustration,
which is given explicit statement in "The Dream of Audubon" passage and which
underlies the action of "The Pilgrim Hawk," will provide me with a criterion
of selectivity in dealing with Wescott's backgroﬁnd.

Wescott!s flight to Europe was preceded by shorter flights indicative
of his restless and questing spirit. He left his birthplace in Kewaskum,
Wisconsin, in 1917 and entered the University of Chicago in that same year.
Here he became interested in poetry and joined a poetry club, After a year
and a half he withdrew from the university and traveled tc New Mexico with

Ivor Winters, In 1920 he returned to Chicago and published his first work,

The Bitterns, a collection of eleven short poems in the Imagist manner. He

was then nineteen years old,
The next five years were very busy and productive ones for Wescott.

He wrote reviews for Poetry (1921-22), The New Republic (1923) and The Dial

(1923-25). 1In 1921 he made a pilgrimage toc Europe which lasted nearly a year.

He published his first novel, The Appie of the Eye (1924); he wrote two of

the stories which later appeared in Good-Bye Wisconsin, and he began The

Grandmothers.

In 1925 Wescott left for an extended eight-year stay in Europe. By
this time he was an author of some experience whe had expressed his frustra-
tion and disappointment with the United States. That he was drawn into his
expatriation for deeply personal and a}tistic reasons was made explicit in

his article in The Transatlantic Review (1925). Here he decried the plight




of the literary artist. He wrote that the literary situation in America was
really dismal, that the artist in America was an expatriate. The article
suggested that his dedication to art compelled him to leave America. ™"'It
seems necessary,' declared Wescott, "'to do something--to deliver a lecture,
to commit suicide, to take the next boat to Paris.'“3

Frederick J. Hoffman gives two prineipal reasons for the migration of
the young American artists in the twenties:

France was to them l{he expatriatq§7 a great center of literature

and art, and its nineteenth-century achievements were as fascinating

to the American writer and artist as the Russians had found them at

an earlier time; and, second, the withdrawal of young writers to

Paris was part of the general strategic retreat from what they

called puritanism.

Wescott was rejecting the Puritanism of his background even before he

left the United States. The Apple of the Eye is a novel of three rather loosely

connected long stories which is a working out and liberating of Dan Strane
(Wescott's persona) from the evasion of experience advocated by his mother,
his religion and his region in general. In the course of the novel, Dan com-
pletes his maturing and realizes that all that remains is departure from the
home and region in order that he might live, i.e., apprehend life in its full-
est. He realizes that to avoid being viectimized by regional Puritanism he

must leave Wisconsin. The Apple of the Eye, according to William Rueckert

in Glenway Wescott, is the reversed Genesis myth which is a recurrent theme in

anti-Puritan literature:

The myth is reversed by making the bitter apples of experience the
food of the self; if there is to be life, the self must pick and eat
the apples. Not to pick anc eat--tc obey the commandments referred
to on the title page in the quotation from Proverbs L"Keap my com-
mandments, and live; and my law as the apple of thine eye.£7¥-is to
evade experience by theory, to.starve the self to death. Or . . .
to eat while still under a compulsion to obey the commandmengs. is

ultimately to be destroyed by a death-dealing theory . . . .



The Apple of the Eye is significant in Wescott's development, not only

because it is his first novel, but also because it introduces the region from
which--despite his expatriation--he cannct separate his works for the next six

years: The Grandmothers (1927), Good-Bye Wisconsin (1928), The Babe's Bed

(1930). Further, it shows that Wescott had apparently found the form, sub-
jects and themes for much of his future writing. There is also the embodi-
ment of the writer in his works as the character Dan Strane (who was renamed
Alwyn Tower in Wescott's later autobiographical fiection). The four mentioned
works comprise Wescott's Midwest regional fiction.

Hoffman, in his comprehensive book The Twenties, effectively and ac-

curately places Wescott in the total context of the twenties in a chapter en-
titled "Critiques of the Middle Class." Within this chapter Wescott is treated
in the subdivision, "The Midwest as Metaphor.”
Hoffman shows Wescott as the typical Midwesterner who had to go sast
to search for both moral maturity and artistic maturity. For these regional
writers
the Middlewest had become a2 metaphor of abuse; it was on th=e cne
hand a rural metaphor, of farms, villages, and small towns; on the
other a middle-class metaphor, of cogventians, piety and hypocrisy,
tastelessness and spiritual poverty.
Referring to the works of these Midwest regional writers, rford Madox Ford
wrote that he "'was appalled 2zt the sheer boredom of the lives rendered.'"?
Hoffman's outline of the treatmert of the Midwest metaphor in litera-
ture is worth reproducing for it provides a summary of the themes in Wescott's
regional fiction:
The hero grows up ("is reared") on a farm, in a village, in a
colorless, monotonous small town of merchants and ministers . . . .
In one way or another he discovers his parents, realizes them as an
alien, elder generaticn, who have been taught to adhere firmly to a
code that seems inappropriate to the circumstances of their living.

The hero proceeds along two lines of education; his parents (or so
he thinks) have had only one. He is forced to obey the tradition of



the fathers; he searches for another tradition. Books, music, the
arts, become valuable sources of the new--the real--education; but
good literature and good art are hard to come by. There are "sympa-
thetic souls"™: a school teacher perhaps, an aging or defeated
musician or sculptor; an "intellectual" (often a lawyer, a doctor,

a professional of some sort, rarely a minister); or a girl who is
vaguely dissatisfied with the cholces available to her.

As the second education grows in importance, the young man
sharpens his talent for moral classification; he rejects the pattern
of the community--as tedious, hypocritically moral, without taste or
love of beauty, life-defeating, timid and resentful; he chooses in-
stead an imaginary world (a pattern of fictions made out of what he
has read, heard, imagined of a non-Midwestern society), and his
growth consists chiefly of his effort to translate this second
world into an actual occasion. At this point there are several
possibilities: the hero may be frustrated in his efforts to break
away, may suffer the fate of a "trapped sensibility"; he may try to
sustain the second world within the first; he may simply lose his
awareness of the second, or forget his earlier zeal for it, become the
second-rate citizen he despised in others; or he may (and frequently
does) get away--in which case, he begins his journey east, A little
money, carefully saved by a loving mother, a will or an insurance
policy from an unexpected source, an accommedating countess, a scholar-
ship; the means of escape are various, but the impulse toc leave is
invariable.

Wescott's escape to Europe apparently did not lead to the fulfillment
that he had anticipated. Perhaps his heart's desire eluded him because it
was a thing of air and wilderness. This we do know: after eight years he

returned to the United States.

Wescott's works, toc, reflect a2 continuing quest. As Marjorie Brace
observed, his writings are a "kind of aesthetic pilgrimage, resembling nothing

so much as a story Henry James might have written."”

Wescott moved with great
rapidity and ease through various phases of his development.

His first published work was The Bitterns (1920), a book of eleven

short poems of a cold, decorous formality characteristic of the Imagist move-

ment. It was followed by a similar wdrk in 1925, Natives of Rock. For Wescott

the latter work completed his Imagist writings and showed him to be a disciple



of Pound's "direct treatment," "exactness," M"accurate, precise and definite
descriptions."lo Rueckert concluded in his book-length study of Wescott that
the aspiring poet had the theory of Imagism "in his head and was working
toward the perfect realization of it in his poems, that he was consciously
writing a particular kind of poetry, deliberately experimental and, at the
time, very new."ll As one reads more deeply into the Imagist theory, espe-
cially after having read several of Wescott's prose fictions filled with the
author's ubiquitous, thinly disguised self, it ié obvious why Wescott turned
from this experiment with Imagism. He must have come to the realization that
he had a naturally lyric impulse, and that he could not continue to cre=zte,
conforming to the denial of self. There are no more books of poetry by Wescott
after 1925 and very few single poems.12

Between the writing and final publishing of Natives of Rock when he was

in his early twenties, Wescott was writing reviews for the "little magazines."
His Dial reviews in this period are significant for they showed early that
Wescott was a highly subjective and introspective writer--a writer naturally
inclined toward abstraction and generalization.l

Wescott first gained recognition through his regional fiction., The

Grandmothers, a kind of Spoon River Anthology with Alwyn Tower as the sole

narrator, received the Harpers Prize in 1927. After publication of Good-Bye
wWisconsin (1928), a collection of ten short stories, he was recognized as "one
of the golden boys of American Letters," and a most promising young author.la
Even though Wescott had written his literary good-bye, he returned yearly toc
Wisconsin. After his return to Europe in 1930 after such a2 wisit, he wrote

and published his last regional work, The Babe's Bed, which was his last complet

work of fiction for ten years.



Before Wescott left Europe in 1933 to become an "exile returned,” he

published two works which were immediate failures.l5 Fear and Trembling,

according to Rueckert, was cultural criticism on a grand scale, a "truth-
telling book which would convey both specific and summary truths about the
present and future conditions of 'Christendom' and of mankind in general."16

A Calendar of Saints for Unbelievers was for all purposes ignored by the

erities. This chronicle of saints shows people who died for God, or denied

the world for love of God. EBEecause of their fanatical idealism the saints met

horrible deaths in which they were tortured, boiled, flayed, quartered. Those

who were not tortured imposed self-mortification in extreme forms, all for the
3

love of God.>'

And then silence. These two books were received with either adverse
criticism or silence. For seven long years Wescotl answered silence with
silence which was surely nurtured by his disappeintment and bitterness. DBefore
1340, several reasons were acvanczd for Wescott's non-production, chief among
which was that he was a regional writer who had used up his material. MNalcolm
* Cowley points up the dilemma facing Wescoti and other American authors in the
early thirties.

They had been uprooted from something more than a birthplace, a
country or a town. Thelr resl exile was from any scciety to which
they could honestly contribute and from which they coulé draw the
strength that lies in shared convictions.l
In 1933 Granville Hicks wrote that ihere was no promise for Wescotti who was
W ; : 2 TR 5. gl
looking the world over for his idezl pecple,

g pbect

In 1940 the silence was broken, and because the year was a highly pro-
ductive year for Wescott, we can lcok at the silence as a gestation period,
Ideas had been working toward fruition for the author, and as a man he had

successfully found his home in the United States. He had never really left

his home, for his work was filled with it. The year 1940 was the year of



Wescott's finest work and of his finest single work, “"The Pilgrim Hawk.," Other
publications included the ballet libretto "The Dream of Audubon," and the poem

"Summer Ending."

In 1945 Wesecott published his war propaganda novel, Apartment in Athens,
which I rank as his second best work. This novel is different from Wescottt's
Vother work. The cbjective third-person narration does net contain auto-
biographical material. The straightforward, realistic war story's simple
grandeur reminds one of Malamud's The Fixer. Like Malamud's herc, the Helicnos
are essentially unheroic people who act in heroic ways. Wescotl uses these
simple Greeks and their part in the Nazi resistance to show what resocurces -of
spirit and mind the individual coulc eall upon in the belligerent forties.

Much of the appeal of the work is surely due tc man's need for a reaffirmation
of his resources under zny or ali cvpressions. The didactic purpose of the
novel is to show that fascism has disastrous effecis on society because it is
dehumanizing., The political testamenis of the two ideclogles, democracy and
fascism, are given in two lengthy discussions between the German officer and
the middle-class Greek.

After another publication drought of seven yeazrs, Wescolt published

Images of Truth (1962). This cocllection of eight critical and personal essays

mzkes apparent that Wescott had moved away from writing books to writing about
cooks. The work is a summation of the images and truths seated deep within
himself. The entire work is united by the author’s voice rather than by any
formal principles of criticism or systematic theory of literature. There is as
much ir the book abcut Wescott personally as there is about the prose fiction
of the six authors he discusses at length., As schelarly criticism, the book

is disappointing; it is filled with péfsonal anecdotes about the authors and

not particularly concerned with them as writers, and it is generally about what



wescott liked rather than what he judpged good within a canon of criticism,
Only if one is interested in Wescott's ideas on the novel, ideas which are
idiosyncratic and personal to the extreme, is the book of value.

The entire work has a powerful irony for Wescott denies the very art
that underlies his best work, the lyric, deeply involuted personal narrative,
"Tre Pilgrim Hawk." The following succinet statements of the conclusions

which are drawn from the first two essays in Images of Truth show to what ex-

tent Wescott, late in his career, denies the typé of novel he is best able to
write. Wescott asserts that novels should present realities with Mprosaice
simplicity . . . brevity and explicitness." Truthful rezlities, he maintains,
are distorted by "brilliancy of ego, headstrong and headlong display of intel-
lect, powers of elaboration, poetical afflatus and that frenzied znd exalted

20 Images, behavior, actions, and plot,

artistry which is like drunkenness.,™
with an absolute minimum of intrusive comment by the author, provide the direct
non-abstract communication of the ideal "truthful narrative.," This maximum
impersonality can only be achieved by means of a "disengagement from the auto-
biographical point of view, the pride and willfulness and narcissism and ex-
citability by which the lifework of most modern fiction writers has often been
beclouded, enfeebled, blemiohed."zl Complete objectivity and maximum imper-
sonality, sccording to Wescott, are essential to a truthful narrative.

Many writers and readers look upon Wescott's position as untenable,
They are in agreement with Hugh Kenner's statement that national assent, but
no real belief, was given to Eliot®s tradition of the anonymous. The tradition
of the anonymous is essentially the theory Wescott is presenting in Images of
Truth. Kenner writes that we do not really assent to the idea that a poem

comes into being . . . untovched by the personality that held the pen. In a

perfectly anonymous work one is lead "to intuit behind the words on a page
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a person and an intention: 1if necessary, invent that person and extrapolate
that intention."22 The point to be made, then, is that Wescott's art has re-
ceived and will continue to receive wider acceptance than his theory of nar-
rative technique,

In 1945 Wescott did successfully create within the bonds of the theory

23

he recorded in Images of Truth, but no other works have followed. One is

tempted to many speculations about Wescolt's position and creative problems

at this point in his career. The fact remains that after 1940 he denied both
in practice and theory the mode of storytelling he had so obviously mastered
in "The Pilgrim Hawk." "The Pilgrim Hawk" is a testament to Wescott's mastery
of the lyric form. But it is more than that. It is a testament to Wescott's

continuing quest and frustration as a literary artist.
THE PILGRIM HAWK

", . . It was in France that I met them . . . in May of 1928 or 1929;
vefore we all returned to America . . . -“zh In the opening passage of "The
Pilgrim Hawk" it is apparent that Wescctt is using his usual first-persocn
narrative technique, and before very long there is definits proof that the work

is autobiographical. Alwyn Tower, the rarrator, was established as Wescott's

persona as early as 1927 in The Grandmothers. That the narrator is the author

is further evidenced in the initial paragraph. Alexzndra Henry of the story
is Barbara Harrison who married Wescott's brother in 1935. Wescott and his
companions, Barbara Harrison, Mcnroe Wheeler and George P. Pynes, did in fact
return to the United States in 1933,

The guotation above initiates the lengthy recall that is the short
novel "The Pilzrim Hawk." What triqgérs the remembering of an entire day so

many years later? The 1940 story is explicitly about that by-gone day. The
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narrator first mentions the Cullens, then Chancellot and Alexandra, but surely
the hawk socars everywhere in the memory. Thoughts do not come tumbling ocut;
there is an orderly, segquential narration of the dramatic events which lesds
to the conclusion that, even though there may have been dim or partial recol-
lections of these events throughout the intervening years, after eleven or
twelve years Wescolt reconstructs the day in its entirety to make public why
he cannot be the writer he wants to be. He shows how he habitually engages in
building a labyrinth of symbolic meaning from whét occurs about him which re-
moves him further and further from reality. He sees this "kind of inexact and
vengeful lyricism" as “the whisper of the devil" for the storyteller.z5 And
his symbolie structure comes crashing down in the final dialogue when he is
told that he had misunderstood the events of the day which to him means that
he has not seen and perhaps is not able to see the truth around him., He thought
he was educing the itruth of love and marriage in his lengthy, self-conscious
abstracting of meaning from the central symbcl of the story--the pilgrim hawk,
The theme of love and marrizge is given in the opening sertence when
Tower says he remembers the Cullens' love, but the reader is everywhere exposed
to Tower's interpretation of love. His tenderness toward Alex never developg
beyond the rebulcous suggestion of love which subtly titillates the reader look-
ing for romaznce., It is impossible to say exactly how he feels about Alex, but
there is a wistful regreti pervading the passages wherein she is mertiored. It
is evident he has a deep affection for her. Is there some pidden clue in the
story of why this great friend Alexandra is his brother's wife? Isn't the
reality of love as Tower sees 1t that day such that he cannot leve or does not
care to love? And with his near-sichted view of love it is understandable
why he cannot love. The essence of thé story is Tower®s painful realization

that his view of love and human relationships has been so out of focus that he
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has failed to see reality. How then can he hope to be a2 writer? He must re-
ject his habit of symbol making, which, ironically, he does so well in this
story.

The action of the story takes place in France in either 1928 or 1929,
The narrator cannot recall the exact year. Alwyn Tower, an American writer,
has been the guest of his friend Alexandra Henry, and it is her villa that is
the setting for the story. The Cullens, a perenially touring Irish couple,
drop in to renew an old acquaintanceship with Aléx. Mrs. Cullen has brought
her pet hawk, Lucy, with her. Much of the action and conversation revolve
around the hawk. As the afternoon passes revelations are gradually made about
all the characters.

Mr. Cullen unburdens his problems on Tower as the men spend several
hours at the liguor cabinet. Mr. Cullen drinks heavily, while Tower listens,
observes, and analyzes him. t is apparent that Cullen is jealous of the bird,
and while Mrs. Cullen is resting, he sets the hawk free. Mrs. Cullen skill-
fully retrieves the bird but is so upset that she cancels their plans to remain
for dinner, The Cullens, their bird and their chauffeur make a hasty departure,
but moments later they return. Mrs. Cullen jumps from the car, walks to a
pond on the property and throws a revolver out into the water. In several con-
strained comrents, she tells the surprised Alex and Tower that Cullen brandished
the gun--to commit suicide, tec kill her, or to kill the chauffsur, she does
not know. ©She had managed to take the gun from him before he had a2imed it.

She steps intc the car and they again depart. Tower and Alex comment briefly
on the events,

4 subplot--the age-o0ld triangle-<is worked out among the servants.

Eva flirts with the co-operative Rickétts, Cullen's chauffeur, while her irate

husband, Jean, looks on. He retaliates by going out to get drunk. Eva then
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fezrs that she has overstepped her limits and that Jean will beat her when he
returns, But their day concludes in a peaceful reconciliation,

It is not the action but the symbolic constructs which make this story
most interesting. One such symbolic construct which gives the entire stcry a
formal beauty is the paradox of love evelved from the hawk. The events of the
day are all positioned in the love paradox. The paradox simply stated is that
love is a tender trap, or the bliss of love is the enthrallment of love,
Wescott illustrates this paradox by using falconfy. He develops the analogy
as follows: The normal state for bird (and man hy implication) is a free and
wandering state, The captive bird (the wedded husband) then is living in an
unnatural state, but he is trained to this new role through his appetite (all o
man's appetites must be considered). To tame either bird or husband one uses
oatience, gentleness and care. But occasionally the hawk will bate, i.e., make
a futile plunge for freedom, but it is held tizht by its jesses and the leash.
Man's jesses then are either the marriage vow or an acquired dependence. The
analogy is clear enough but Wescott makes it obvious in the closing scene.
“When Mr. Cullen "bates" for a second time in a dubious attempt at freedom,
Mrs. Cullen says with some satisfaction, "He has bated, don't you know."

Ironically Tower is startled by Mrs. Cullen's transition "from hawk to
human, cbjective to subjective" when irn fact it is the interpretive pattern
“e will use all afiternoon to impose meaning on the svents of the dav.’ He

takes the reader per visibilia ad invisibilia (Romans I, 20) 25 he uses the

visible reality of the hawk's captivity to express the invisible bonds of love.
In the lengthy discussions of falconry, which come mostly from Mrs,

Cullen's "voluble little lips," the hawk-human analogy is made clear so that

it can elude neither reader nor story éharacter. Mrs. Cullen hushes her husbar

or hawk with a soft murmuring. Later Tower comments that the hawk might have
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heen a baby and Mr. Cullen a lover, "or was it the other way around."z? Mrs,
Cullen also says, "Some of the mad people reminded me of hawks, exactly.“28
The analogy is continually developed throughout the story.

Needless to say, when a caller arrives bearing Falco Peregrinus on her

wrist the topic of conversation is set, and the entire scene takes on a subtle
coloring of humor arising from the incongruity of it all--four adults com-
pletely absorbed or pretending to be absorbed in the hawk's every move and
bodily function. It literally "rules the roost.h At one point Tower comments,
"I think Mrs. Cullen was the most talkative woman I ever met, and it was hawk,
hawk, all afternoon."29 Meanwhile enough background has been given about the
Cullens to see, and Tower tells the reader certainly, that there is a double-
entendre in much of what is said of the hawk and that Mr. Cullen is the ob-
vious point of comparison with it. Mrs. Cullen says that hawks never die,
they starve to death. There has already been a strong suggestion that Cullen
is a love-starved husband., Mrs. Cullen continues:

They cease to be able to judre what guarry is worth flying at; or

their flight slows up so that even the likely quarry gets away. Or,

because they have lost weight, the vietim is but stunned by their

swooping down on it. Or when they have clutched it they cannot

hang on long enough to kill. Day after day they make fools of

‘themselves. Then they have to depend upon very young birds or sick

birds, or little animals on the ground, which are the hardest of all

to see; and in any case there are not enough of these easy conquests

to keep them in flesh. The hungrier they get, the more wearily and

weakly they hunt. And the weaker they get, the more often they go

hungry, in a miserable confusion of cause and effect. Finally what

appears to be shame and morbid discouragement overcomes them. They

simply sit on the rocks or in a tree somewhere waiting to die, as

you might say philosophically, letting themselves die.30

For falcons, hunger is the greatest pain. The implication is that
sexual hunger is the greatest human pain and the "aik-aik" of the hawk gets

all confused with the Mache-ache" of the human lover. Tower reflects that sex

"at least in good countries such as France and the United States during
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prosperous periods like the twenties . . . must be the keenest of all apretites
for a majority of men most of their liVeS."31

Perhaps a more personal analogy with the hawk was uppermost in the nar-
rator's mind during Mrs. Cullen's remarks about old hawks. It is possible
that he realizes that, as a writer, he is somewhat like an old hawk; he, too,
can misjudge what quarry is worth flying at. When an author fails two suc-
cessive times, has he made a fool of himself? One need only recall that the
successes of Wescott's early regional fiction wefe followed by the failures

of his next two works (Fear and Trembling, A Calendar of Saints for Unbelievers

Not knowing if he should try again causes his miserable confusion. Ancther
try could mean another failufe; yet if he does not try, the author part of him
would be like an old hawk sitting somewhere waiting to die.

Because of the multiple possibilities of interpretation, the whole of -
the hawk-human analogy is intellectually stimulating., C. E. Schorer finds the
analogy "tantalizing":

One's difficulty lies in deciding how much of the hawk's apparent

significance applies to the humans clustered animatedly about it. The

difficulty w?th meaning here, that is, ?s ?OF in simgle grammatical
matters but in the deeper and overall 51gn1flcance.3

This mental stimulation, a most satisfying aspect of the story, comes
about because there is always the suggestion that the analogy could be further
developed or that the comparisons are jusi stepping stones to deeper analyses
of love. There is much said in the story that troubles the reader and forces
him to view the entire paradox in relation toc himself. One such statement

from the story that invites speculation and testing for validity is Mrs.

Cullen's comment, "L'appetit vient en mangeant."33

The reader accepts the truth of what Tower sees as one view, one side

of the coin of marriaze. Love and marriage, trapped and trained, appetites
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and dependence, obviously present only one viewpoint. The reader knows these
are the possibilities in a man-woman relationship, but for Wescott they are
the only realities he sees in 1929. Tower comes to recognize that he can see
only the one side of the coin. For some reason the coin is so weighted that
he cannot turn it to the other side which shows the pleasure for the pain, the
getting for the giving. Tower says that he learned early in life that

“ e unfequited passion; romance put asunder by circumstances or

mistakes; sexually pretending to be love--all that is a matter of

little consequence, a mere voluntary temporary uneasiness, compared
with the long course of true love, especially marriage. In mar-

riage, insult arises again and again and again; and pain has to be

not only endured, but consented to; and the amount of forgiveness

that it necessitates is incredible and exhausting. When love has

given satisfaction, then you discover how large a part of the rest of

life is only payment for it, installment after installment.

Even though Tower realizes that he sees only one side of the coin, to
return to the metaphor once again, he does not come to terms with the fact that
a successful marriage cannot be a continual balancing of the giving and the
getting.

To this point the hawk has predominated the discussion. Such is not
the case in the story. Although the hawk holds a pivotal position in the nar-
ration, all the narration becomes a reflection of the storyteller himself,
Rueckert saw that "much of the force of the story comes from the reader's
realization that a later self is examining an earlier one in action.“35 Cnce
the reader has observed that everything that happens generally falls back to
tell us something about the narrator, who is Wescott's fiectional self, then
"The Pilgrim Hawk"™ can be seen as an important chapter in Wescott's auto-
biograpny of himself as an author and as a person.

The choice of a first-person narration and the artful handling of time

provides the author with unlimited opportunity to move from hawk to symbolic

meaning, which he applies mostly to himself. His view becomes more and more
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abstract which leads to the powerful conclusion of the story when Tower real-
izes that he has over-abstracted too often, too habitually. A1l this viewed

from a post Apartment in Athens and Images of Truth position shows definitely

why Wescott feeis he fails as an author. The confession is in fact in the
final scene when Tower finds that he has not seen the truth of the day's
events; he has abstracted meaning from all that has happened and has missed
the reality., "Half the time, I am afraid," Tower confesses after the final
departure of the Cullens, “my opinion of people is just guessing; cartconing.™

Again and again I give way to a kind of inexact and vengeful lyricism;

I cannot tell what right I have to be avenged, and I am ashamed of it.

Sometimes I entirely doubt my judgment in moral matters; and so long

as T progose to be a storyteller, that is the whisper of the devil

for me.J
Tower, in fact, was fearful of the effect of the "fantastic bad object lesson"
of the afterncon on Aiex. "'You'll never marry, dear,' I said, to tease Alex."
"!"You're no novelist,' she said, to tease me. 'I envy the Cullens, didn't
you know?'37 If he cannot see love for what it really is, Alex is right in
telling him that he is no novelist. Ircnically, both ihe narrater from his
retrospective vantage point in later time and the reader know he is making one-
sided, or lopsided interpretations of the events. We now have the answer to
why one day from the past was so vividly recalled in 1940, It was the un-
happy time when Wescott decided that he could'no longer write (symbolically)
as he had in the past and had no right to write in the future if he could not
see truth.

Tower obviously is not the failure he makes himself out to be. This
artistic story attests to the contrary. His psychological probing of his own
mind shows the true loneliness, troubles and hurts that he was reminded of that

day. The hawk's hunger leads him to other hungers, "mental and sentimental

and 50 on":
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For example, my own undertaking in early manhood tec be a literary
artist. No one warned me that I really did not have talent enough,
Therefore my hope of becoming a very good artist turned bitter, hot,
and nerve-racking; and it would get worse as I grew older. The un-
successful artist alse ends in an apathy, too proud and vexed to fly
again, waiting upon_withheld inspiration, bored to death . . . '
[Wescott's ellipsié?. My writing had gone badly all spring . . . .
And hirhly sexed men, unless they give in and get married and stay
married, more or less starve to death. I myself was still young then
and I had been lucky in love. But little early quarrels and failures
warn one; and in the confidences of friends and in gossip about other
men, one discovers the vague beastly shape of what to expect., Life
goes on and on after one's luck has run out. Youthfulness persists
alas, lonz after one has ceased to be young. Love-life goes on in-
definitely, with less and less likelihood of being loved, less and
less ability to love, and the stomach-ache of love still as sharp as
ever. The old bachelor is like an old hawk,35

This particularly poignant passage is followed later with a phrase
that flashes through the narrator's mind--"old bachelor hungry bird, aging-
hungry-man-bird . . .," and then he makes an obviously personal comparison of
a hawk's hunger and man's amorous appetite. He recognizes that he is like the
old hawk, because since he was unsuccessful in love once, he fears that his
Jjudgment in falling in love or his ability to love has been impaired, and all
he can do is fly back to his perch ashamed and frustrated, "Your cry of de-
sire, ache, ache, rings in your own ears, No one else hears it; and you get
so tired of it yourself that you can't wait tc grow old . . . LWeSCott's
ellipsig]."Bg

The portrait of a bitter young man emerges: a young man who could not
communicate with his father, = young man disinclined te live, a2 man whose God
has apparently failed him, whose writing is going badly, whe has failed twice
in love., His attitude toward humanity is reflected in the following statement:
"Perhaps all pets, all domesticated animais, nc matter how ancient or teautiful
or strange, show a comic aspect sooner or later; a part of the shame of our

humanity that we gradually convey to them."uo
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Thus the internal monolcgues of Tower show that this story is not so
much about the Cullens, their hawk, and the nearly tragic outcome of the day,
as 1t is about a tormented author who is publicly examining the "self and
author self." The reader cannot be long misled, and Tower certainly dces not
intend for him to be mislad into thinking the main concern of the story was
what happened to the Cullens in that far-off May. The ubiquitous author is
writing about himself using an artistic technique whereby the older Wescott
can znalyze the younger Wescott,

This technigque is one of the artistic highlights of the story. The
retrospective, first-person narration makes a complex time order possible.

Te begin with, the first person allows for two lines of story progression:

the azctual dramatic movement and the psycrological, internal meovement of the
story. In addition, Wescott capitalizes on the possibilities of time the
retrospective view allows for. He establishes the present time and place of
the narration (United States, 1920), but then the narrator immediately estab-
lishes France, 1928, 3s the time and plzce of the dramatic action. This mocde
is perfect for the inveluted artisiry of Wescott. Tower can tell us something
which occurs in the dramatic present (1928-29), then mentally comment on it

in trkat present; but he can zlso review, re-interpret, and comment con the
eérlier occurrences from his Olympian position of 1940. This artistic handling
of time is what has enriched the bock for many studernts of literature.

The formal besuty of the work 1ies in its coherence. There is zan
exactness of integration accomplished by the love theme and by the narrator's
self, The hawk symbol further binds the work as it symbolizes various char-
acters. Schorer thought that all seven indivicuals are thus symbolized, but
re does nct develop this thesis., To Qee this relationship for all seven

characters requires much forcing that does not seem particularly justifiable



or satisfying. Wescolt positively develops several character-hawk compari-
sons, and these after all are the most important. Much has been said already
of Mr. Cullen and the hawk. One of the harshest statements with its strong
suggestion of Pavliov's experiment comes from the narrator in his description
of Cullen as z "greedy man, whose eyes turned golden when he loocked at her,
whose spit ran at the mere mention of his dinner.“ul The hawk's try for free-
dom leads Tower to realize that "Alex wanted freedom mere than :azr;;,rth'mg."i‘L
Just as the hawk's equilibrium is disturbed as she is jostled about by the
necessity of circumstances, so is Mrs. Cullen's equilibrium cdisturbed by
Cullen's insane attempt of murder or suiecide, and they both jerk about with
their hats askew., What the hawk symbolizes in Tower himself has been illus-
trated and is paramount to the story which is, in the final analysis, a creatior
for self-critique,

The love triangle is another unifying feature, There are three sepa-
rate triangles, There is the triangle smong the servanis, Jean, Eva and
Ricketts, which establishes the subplot of the story. At one time the narrator
mentions the Cullens' triangle meaning the hawk, and Mr. and Mrs. Cullen,
Because of Mr. Cullen's bizarre behavior in the car, ancther triangle becomes
a possibility: Ricketts and the Cullens., There is alsc the rather nebulcus
triangle of Alex, Alwyn and his brother.

These triangles set up contrasts, several of which develop in a tri-
angular manmer. In fact the triangle of women, Alex, Mrs, Cullen, and Eva, can
te positioned opposite the triancle of men, Tower, Mr., Cullen, and Ricketts
ars Jean {combined to form one angle)., This conirast shows, and the action
szems to bear cut the terrible "power woman has over a man,""u’3 which is Jjust
another irony of the steory, for the coﬁc]uding events show that obvicusly

Mr, Cullen has been bullying his wife, and Eva weeps in fear of Jean's possible
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eprisal. Another such triangular comparison would be the vpper-class husband

who is not limited to intramarital relationships, the lower-class husband who
is sustained by marital relztionships and the unattached Ricketts whe is
always rezdy for a llaison. Eva's lover-class lustiness contrasts with Mrs.
Cullen's scphisticated indifference to the bedroom, Tower sees Eva as the
sensuous female who plays out her role as the daughter of Milton's Eve,
She had a way of cobviously reveling in the sense of her own beauty
whenever a new man appeared in the kitchen; a lock of being at the
mercy of eircumstances, or perhaps at the man's mercy, Neighbor or
workman or tradesman would appear; and casually Eva would come up,
and stand close by, with a sleepy stare, letting her eyes drop side-
wzys in thelr wide sockets and African eyelashes, giving off her
sweetness like a flower bed--while Jean watched her, admiring and
suffering, until his storm brcke.
There are several interesting discourses within the work. When Lucy

bates, freedom becomes ithe topic of conversation which has managed to remain

banal most of the afterncon. Mrs, Cullen recalls "L'individu suel est esclave;

1'espece est libre.™ Alex asserts that people are slaves en masse, that the

freedom-loving man is the exception. Cullen spezks up to differ with Alex:
"Love of likerty is the deepest instinct we have." And later he declares,
"Indepencdence is the only thing that is human aboult hawiks." Tower ponders
man's need for freedom but has no answer for the gquestiocn he poses himself.
"How much liberty is a true human motive, and how much is wasteful and foolish?!
The subject is never raised again zard it is a disappointment of the bock that
the narrator does not even attempt to formulate an answer to the always per-
tinent gquestion éf freedom, 2 question that was especially pertinent in 1940.
Tower's lyrical discourse con drurks is both thought-provoking znd enter~
faining., The entire monologue is a cold, heartless dissecting of Cullen as
an individual and as just one of so many men who lose themselves in alcohol.

The entire scene illustrates Tower's habit of alcofness.
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Much has been said here of how the author speaks through Tower, but
now it is time to look at the author as craftsman. Glenway Wescott is rec-
ornized as a stylist and his exquisite use of the language in "The Pilgrim
Hawk" shows why he has gained this reputation. He pared and polished each
sentence until there is a erystalline economy in the entire work. The follow-
irg passages illustrate the beauty of his sentences, especially his talent for
-wivid descriptiohs and the apt simile:

The moon that night was not a fine carved.shape. It hung under a
little loose cloud; only a piece of pallor, a bit of anti-darkness.

Ve ecould hearu%heir hunting horns which sounded like a picnic of
boy sopranos.

The movement of the followinz sentence effectively brings Tower down
to the ground from the heights, the position from which he viewed what went on
arcund him. The line moves from heaven to a hen house in a spiral motion:

The all-embracing symbolic bird; primitive image with iron wings

and rusty tassels and enameled feet; airy murderess like an angel;

young predatory sanguinaﬁg deluxe hen--now she was funny; she had

not seemed funny before.

Wescott's sharp wit occasionally enlivens his slow-moving, detailed
descriptions reminiscent of those of Laurence Sterne. In the midst of one of
these exact and vivid deseriptions--this one happens to be of Mrs. Cullen--
the reader is startled by the witty observation: "How rare pulchritude is
among the Irish; therefore what a trouble is made when it does appeen:-.“z‘L9

A frequent comment on Wescott's style is that he has a penchant for
aphorisms. This comment, with its suggestion of time-worn thought, can be
misleading, for Wescott gives the aphorism a fin2l flair or a midline twist
that makes it both witty and interesting; or, in other instances, he uses only

the skeleton of an aphoristic phrase:

Any woman greatly in love must know how a flattery in time saves
trouble . . . .
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A1l the world loves a lover, and especially I do.

There are a number of circumstances in which the truth does no
zood; and oh, this was one.

Satire, often manifested in = cliché improved upon, is another source
of Wescott's wit: "[ﬁeopl§7 who know all about human nature, nevertheless
orefer to cecnverse about animals, perhaps because it is the better part of
conversational valor."51 And the Cullens' sons were M"still engared in that
rreat postponement, educsation . .“52

Wescott's use of the languzge is just part of the artistry in his
writing which led Marjorie Brace to write in 1945: "'The Pilgrim Hawk' is one
of the most intelligently conceived and realized novels written by = con-
temporary American."53 Few authors have accomplished their intended purpose
in writing a work so well as Wescoit has. He records for himself and his
readers that he will no longer write personal narratives such as "The Pilgrim
Hawk" is, But his commitment to objective literature is contsined in his
most personal of narratives which he suggests is another attempt to produce a
zood literary work. Will he again fail, he wonders, and then, like the cld
hawk who misses his quarry, withdraw and allow the artist in him to die?

In the 1light of Apartment in Athens and Images of Truth, we can con-

clude that Wescctt, the author, like the hawk, is going to bate. He is going
free nis works from his self., There has been no more fiction since 19L5;
herefore, we can Jjust as wvalidly ccneclude that he is trapped by what he can
do, and does so well with his first-person approach, and that in his strain-
ing toward freeing the author, he is, ironically, destroying the author. He
is 1ike the hunters in the opening quctation: "his heart's desire . . . is
siways somehow flying away . . . and subject to extinction in one way or

arnother."
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"THE ALL-EMBRACING SYMBOLIC BIRD"
A STUDY OF GLENWAY WESCOTT'S "THE PILGRIM HAWK"

In Images of Truth (1962), Glenway Wescott wrote that a novel needed

maximum impersonality which could not be achieved through an autoblographical
point of view. He further asserted that the ideal "truthful narrative" must

be a direct, non-abstract communication with the absolute minimum of intrusive
comment, Thus Wescott, as critic, rejected the creative technique that he, as
author, used in writing fiction from 1924-1940. The novels written during this
period showed Wescott to be a highly introspective writer who was naturally
inclined toward abstractions. Throughout the first two essays in Images of
Truth, the author denied the very art that underlies his best work, "The Pilgrim
Hawk." Ironically, this short novel succeeds as an involuted, personal narra-
tion and as an artistically developed symbolic structure.

"The Pilgrim Hawk" published in 1940 is really two stories, It is a love
story played out or suggested by the people who surround the narratcr at a coun-
try villa in France in 1929, It is also Alwyn Tower's (the narrator's) story,

a story about the storyteller, who, like Wescott himself, is an American, an
expatriate, a pilgrim (wanderer), and a writer.

All the conversation and all the events of the day evolve from the pet
hawk of one of the visitors. Love, marriage, {reedom, captivity are seen in
relation to the hawk, which Tower calls "the all-embracing symbolic bird." As
the external drama unfolds around the hawk, Tower interprets and reinterprets
the events so that the meaning is always shifting for Tower and for the reader.
The narrator sees the hawk's captivity as a symbol of marriage. He abstracts
the "truths" of love and marriage from this central symbol, and as abstraction
is layered upon abstraction Tower realizes that he can no longer distinguish

the real from the imagined,



This habitual abstracting of meaning is the center of the narrator's
story about himself. Tower tells the story of the day's events and of his
failure to interpret them £ruthfu11y from a poini in time more than a decade
after their actual occurrence, so that there are two concurrent times in the
story. The dramatic present of 1329 is reviewed and reinterpreted in the actual
present of the narration, 1940. The latter narration is Wescott's confession
that he is subject to a "kind of inexact and vengeful lyricism" which is the
"whisper of the devil" for a storyteller. "The Pilgrim Hawk"™ is the author's
farewell to writing the kind of fiction he is best able to write,

By focusing on this short novel, the reader discovers Wescott's expert
eraftsmanship in the handlirg of the dual times and in his ability to write
beautiful lyrical prose. The central symbol is used effectively; both the love
story and the author's story are developed from a hunter-bird analopy, with its
suggestion of flight, quest and frustration, Much of the formal beauty of the
work lies in the integration of the love analysis and the author's self-
analysis. The reader who recognizes and accepts the artistry in the formal
and thematic development of "The Pilgrim Hawk" can do no less than reject the

author's denial of this kind of artistry several decades later.



