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high-readand some in the bed-chamber, andsoon, But we haven't
toread a very large proportion of Tom Jones in orcer to discover the
limits of the essential interests it has t0 offer v, Fieldingsaitudes,
and his concern with human nature, are simple, and not such as to
produce an effect of anything but monotory (on a mind, that is,
demznding more thzn external action) when exhibited at the length
of an “epic in prose”, What he can do appears to best advantage in
]axfp’t Am'rm Jonathan Wild, with it famous rony, eems 10 me
dom (mich as one applauds the d
:xplodc the gangster-hero), and by Amelia Fielding has gone soft
We all know that if we want a more inward intécest it is 10

Rachardson we mustgo. Ard there s more to b aidfo Johnson's
preference, and his emphatic way of expressing it at Fielding's ex-
pense, than i generlly recognized. Richadson'ssteength in the
analysis of emetional and moral states is in any case a matter of
common sccepance; and Clrisas  really impressive work, Bat
it's no use pretending that Richardson can cver be made a current
classic again. Tae substnce of incerestthat he oo hus o offeris i
itsowm way extremely limited in ange ind v1-icty, and the demand
he makes on the reader’s time is in proportion—and absolutely—so
immene 1 to be fousd, in genetl, prolibicive (tough [ done
kaow that L wouldn't soonet readchrough again s thin A la
veceche datans pers). But we can nderstand well ncugh why
is seputaon and nfiuenceshould have been 50 reat thonghtut
Burope; and bis immediely relevan hitorical impartanc is
plin: he 0o s a major icin the background ofJame Austen.
The social gep between them wis (00 wids, howeve, fo bis
work to be sable by ber ditealy’ the more he trie to deal wids

v of

pr vides i illumi
:le :nd sh: :xcmplem beautifully the relations of ‘the individual
alent’ to trdicion. If e infiuences bearing on her hadn't com-
prised something fairly to be called tradition she couldn't have found
herself and her true direction; but ber relation o tradition is a
creative one. She not only makes tradition for those coming after,
but her achicvement has for us a retroactive effect: a5 welook back
beyond her we see in what goes before, and sce because of her,
poteatialities and significances broughr dut in such a way that, for
us, she creates the tradition we see leading down to her. Her work,
Tike the work ofall great creativ writen, ives a meaning fo thepast,
Having, in examinatio:i-papers and undergraduate essays, coine
much too often on the proporition that * George Elot is the first
‘moder novelist’, I finally tracked it down to Lord David Cecil's
Early Victorian Novelts. Inso farasitis possible o extract anything
clear and coherent from the variety of things that Lord David Cecil
says by way of exphaining the phrase, i is this: that George Eliot,
being concemed, nor t offer ‘primarily an entertainment’, but to
explote a significant there—a theme significant in its bearing on
the ‘serious probleuns and preoccupations of mature life” (p. 291)—
breaks with ‘those fundarmental conventions both of form and
mateer within which the English novel up till then had been can-
structed” (p. 268). What account, then, are we to asiume of Jane
Ausien? Clearly, one that appears to be the most commonly held :
she creates delightful characters (‘Compate Jane Austen’s character-
ization with Scotrs'*—a recurrent examination-queston) and lets

* For therelaon of Jane Ausen to cthe wriers se the esay by Q..
Leavs 4 Grikal Thoyof e dse's Wcisgin Sty Vol X, No o1,
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lacies and gentlemen, the more immitigably vulgar he is. It was
Fanny Bumey who, by transposing him into educated Lfe, made
it possible for Jane Austen to absorb what he ad to teach her,
Here we h.m one of the important lines of Englich literary history

* Scort was primrily a kind of inspired folk-lorist, qualified to Tave done
in fiction something m]D&C\li 1o the ballad- hoperay 1 the only live part of
Redgounlet now is ‘Wandering Wilie's Tale, shd ‘The Two Drovers'

remains in ester while the hecoics of the histolcl novels can o longer
command respect. He was a grat and very intligens man; but,not baviag,

Hello and welcome to yet another session of this course on literary criticism. We are looking at
FR Leavis' work The Great Tradition which became very fundamental in laying the foundations
of modern literary criticism, and also for professionalizing literary study in multiple ways, that
was something that he had been doing from the 1930s onwards. We find the continuing influence
of Eliot's idea of the tradition in his notion of literary tradition as well. And we had been looking
at how he had primarily focused on just a hand full of select English novelists to talk about the
great literary tradition that novel has. And while talking about Jane Austen which is what we
shall be looking at in this current lecture, he talks about her relationship with tradition as a

created one.

We find that just like Eliott did in his essay Tradition and the Individual Talent, here also Leavis
is taking a very interesting look at the idea of the tradition. It is not in the traditional sense that he
wants to look at tradition, but as something which is in continuity, which is in flux, something
which has the power to encompass the past and the present, in that sense, while he is taking

about the relation that Jane Austen has with tradition.
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This is what he says: “She not only makes tradition for those coming after, but her achievement
has for us a retroactive effect: as we look back beyond her we see in what goes before, and see
because of her potentialities and significances brought out in such a way that, for us, she creates
the tradition we see leading down to her.” So, we find a certain sense of continuity, and also
about the way in which the past and the present and the future ahead, merges in a certain kind of

a historical streamline.

“Her work, like the work of all great creative writers, gives a meaning to the past.” So, when we
are looking at the oeuvre of Jane Austen, it is just not about her own work, her body of work
gives meaning, gives potentialities, gives a trajectory, gives a positioning to the writers who went
before her. Like Leavis was trying to establish in the previous passage as well, all the other great
fiction writers, the pioneers, who went before her, their stature, their positioning and their
significance becomes more accentuated when we look at how Jane Austen has used this tradition
to her advantage. Jane Austen here is being seen as someone who gives meaning to the past

writers.

Jane Austen's work becomes significant not just for the present era, not just in setting a standard
for the future, but also for us to make sense of the kind of writings, and the kind of work that
went before her. This continuity, this historical sense that Leavis gives to tradition, the
understanding of tradition is something that we find him taking from Eliot's time onwards, and
that is also extremely important in our understanding of canon formation, and our understanding
of the ways in which particular writers are positioned, and their significance getting accentuated

at various points of time.

As mentioned before, Leavis had worked extensively towards the professionalization of literary
studies. As part of that, we find this 1948 work contributing much towards the canon-making
process, towards solidifying many things in terms of curriculum, in terms of university teaching.
We do find him using some of the text, and using certain kinds of frameworks, which would be
useful for framing the ways in which this discipline has been emerging as well. This is what he
says at the opening of the next paragraph: “Having, in examination-papers and undergraduate

essays, come much too often on the proposition that ‘George Eliot is the first modern novelist’,
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I finally tracked it down to Lord David Cecil's Early Victorian Novelists.” We find him trying to
reassess the cannon, we find him trying to engage with history, engage with the canon-making
process, and also reassessing the works based on the framework that he is proposing. “In so far
as it is possible to extract anything clear and coherent from the variety of things that Lord David
Cecil says by way of explaining the phrase, it is this: that George Eliot, being concerned, not to
offer ‘primarily an entertainment’, but to explore a significant theme, a theme significant in its
bearing on ‘the serious problems and preoccupation of mature life’—breaks with ‘those
fundamental conventions both of form and matter within which the English novel up till then had

299

been constructed.”” Based on that, he is asking, “What account, then, are we to assume of Jane
Austen? Clearly, one that appears to be the most commonly held: she creates delightful

characters.”

Now, after having told us extensively how he would like to position Jane Austen, and how she is
very conveniently positioned in such a way that her presence, her body of work, gives a sense to
the past, he now goes on to the examine Jane Austen's works in detail. First of all, he agrees with

other critics who have mentioned the same thing: that she creates delightful characters.

(Refer Slide Time: 5:35)

THE GREAT TRADITION

Whynot? A man's mind—what there is of it--has always the

advantage of being masculine,—as the smallest birch-tre is of

a higher kind than the most soaring palm—and even his ignor-

ance s of  sounder quality. Sir ames might not have origin-

ated this estimate ; buea kind 2rovidence ?urmshcs thelimpest

personaliy with aitle gum orsarch n the form ofeadiion.”

“The kind of irony here is phinly akin to Jane Austen’s—though
itis characterisic enough of George Elot; what she found was
readly asimilated to her own needs. T Jane Austen herself the
irony has 2 serious background, and is no mere display of *civiliza=
tion’, George Eliot wouldn't have been interested in it if she hadn’t
peeceived its full significance—its relition to the essential moral
interest offered by Jane Austen’s art. And here we come to the
profoundest kind of infuence, that which is not manifested in like=
ness.One of te supreme dkbis one great witer an owe another
is the realization of urlikeness (thete is, of course, no significant

lik thous the common concern—and h serious-
ness of concern—with essential human issucs). One way of putting
the difference between George Elio: and the Trollopes whom we
are invited to consider along with her is to say that she was capable
of undersanding Jane Austen's greatness and capable of kaming
from her. And except for Jane Austen there was no novelist to
learn from—none whose wark had any bearing on her own essen-
tial problems as a novelist

Hanry James also was  greatadmirer of Jane Ausen,!and in his
case too there is that obvious aspect of influence which can be
brought out by quoration, And there is for him George Eliot as
wwell anmine haomwan T sasin him i an Balich osadivinn 1 ane

THE GREAT TRADITION

New England ethos in ts last ohase, when 2 habit of moral strenu-
ousnes; remuined afier dogmatic Puritinism had evaporatedand the
vestigial moral code was evaporating too. This throws a good deal
of light on the clusiveress that attends James's peculiar ethical sensi-
bility. We bave, characteristically, in reading him, a sense hat
important choices are in question and that our finest discrimination
is being challenged, while at the same time we can't casly produce
for discussion any issuer that have moral substance to correspond.

It scems relevant also to note that James was actually a New
Yorker. Inany casz, he belonged by birth and upbringing to that
refined civilization of the old European America which we have
learn from Mrs. Wharton 10 associate with New York. His bent
wastofind a feld for his thical semsiblity in the appreciaive study
of such a civilzation—the ‘civilizator” in question being & matier
of personal relaticask nerbersofa dsophisticated
Society. Itis doubeful whether at any tme in any place he could
have found what would have satisfied his implici: demand: the
actual fine art of civilized social intercourse that would have justified
the flattering intensity of expectation he brought to it in the form
of his curiously transposed and subilized ethical sensibilty.

History, it is plain, was alrcady kaving him déreciné in his own
country, so that it is absurd to censure him, as some Amerian
critc have done, for pullng up s octs. He could hardly become
deeply rooted elsev,here, but the congenial soil and climate were in
Europe rather than in the country of his birth. There is still some
idealizing charm about his English country-house ! in The Portrait
early work shows Havahorre 28 o majo ifence—as the majr infrce.

“Compare Jane Austen's characterization with Scott's—a recurrent examination question.” He is
also making his discussion in alignment with the discussions within the classroom, as far as this

discipline of English literature is concerned. And then, having said that, he also dwells at length
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on some of the comparisons that Cecil also makes, in terms of the comparisons between George
Elliot and Jane Austen. And he also quotes some passages on which we will not be spending

much time.

Then he moves on to say that Jane Austen's plots and her novels in general, “were put together
‘very deliberately and calculatedly’ (if not ‘like a building’). But her interest in ‘composition’ is
not something to be put over against her interest in life: nor does she offer an ‘aesthetic’ value
that is separable from moral significance.” Here we come to the most important point that Leavis
is about to highlight about the moral preoccupation that he thinks Jane Austen had. And that,
according to Leavis, elevates Jane Austen above all the other writers, and this is how he goes on

to talk about her craft.

“The principle of organization, and the principle of development, in her work, is an intense moral
interest of her own in life that is in the first place a preoccupation with certain problems that life
compels on her as personal ones. She is intelligent and serious enough to be able to
impersonalize her moral tensions as she strives, in her art, to become more fully conscious of
them, and to learn what, in the interests of life, she ought to do with them. Without her intense

moral preoccupation, she would not have been a great novelist.”

He is here underscoring what he thinks is the greatest contribution, the greatest quality that made
Jane Austen a great novelist—her intense moral preoccupation. And this is something that Leavis
continuous to emphasize on throughout this discussion of the great tradition. “This account of
her would, if I had cared to use the formula, have been my case for calling Jane Austen, and not

%9

anyone later, ‘the first modern novelist’.
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el —are v
representative.  ([ts consistency with what has been siid about
Gorge Eliot earlier in the same e say isn’t obvious, but that doesn't
disturb the reacer by the time he s got here.)

“Itis also easy to see why her form docsn't satisfy s s Jane
Austen's does.  Life is chaotic, art i orderly. The novelist’s
problemistoevoke an orderly composition whichisaso acone
vincing picture of life. e is Jane Austen’s triumph that she
solves this problem perfeatly, fully sucisfis te rival chims of
life and art. Now George Eliot doesnot. She sacrifices life to
w1t. Her plots are too neat and symme:rical to be true, We do
not feel them to have grown naturally from their sitation like
aflower, butto have been put togerher deliberately ind calcu-
latedly like a building.” (. 321.)

out his own form and break swsy from the bad tradion of the cightcenth
century romanse. ﬂ(lvs \wv)\ T‘: le of Midlothian cores the nearest

T b made. Gt of ot bad ton ac. [t spoled Felave

Cau t, who had new and firsthand nteests and the makings of a distia-

ed ovelist. And vith Sevensonit ook on “leary’sophistication and
ﬁm-wnnng

“As for the revol against Niture”, be continued, “thay, 0o, has s

e It conues 1o e e of the e, e conenionled, e

" Civlization?" 1 asked, A(v.m pnm btrwezn ‘barbarism and dmd

o o e papsion, s g o el o,
i viiton el desable! Aetetic preocupos e ot i

with cectain problems that life compels on her zs personal ones?
She s intelligent and serious enowzh to be able to impersonalize her
moral tensions as she strives, in her art, to become more fully con-
scious of them, and to learn what, in the interests of life, she ought
to do with them. Without her intense moral preoceupation she
wouldn't have been a great novelist,

‘This account of her would, if had rared to use the formul, have
been my case for calling Janc Austen, and not anyone later, ‘the first
modern novelist’. In applyingit to George Eliot, Lord David Cecil
says: ‘In fact, the laws tonditioning the form of George Elior's
novels are th same laws that condition those of Henry James and
Wells and Conrad and Amold Bennett” 1 dor't know what Wells
is doing in that sentsnce; there is an elementary distinction to be
made between the ésscussion of problems and ideas, and what we
find in the great rovelists. And, for al the generous sense of com=
mon humanity to be found in his best work, Bennett seems to me
never to have been disturbed enough by life to come anywhere near
greamess. Butit would certainly be reasonable to say that ‘the laws
conditioning the form of Jane Austen's novels are the same laws that
condition those of George Eliot and Henry James and Conrad".
Jane Austen, in fact, s the inauguraror of the great tradition of the
English novel—and by ‘great tradition’ 1 mean the tradition to
which whatis great in Englih fiction belongs.

‘The great novelists in that tradition are all very much concerned

/]
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with “form"; they are al very originl technically, baving tored
thee genius o the working out of thix ovm appropra: mehds
and procedures. But the pecoliar quality of their preoccupation

thaught may be subtle and yet wrivd; and polihed imercourie may e
singulaly unineresting”.'—L. H. Myers, Tie Roct and the Fowa, p. 418
Myes by he g oveliss il et in, et and preen
nh:mh he slips very easily into using the novel as a vahicle, Thatis, we feel
that b s not primarly 2 noveis. Vet h s suficenty one o have made of . g i o
The Roor ord the Flower a very remarkable novel. Anyum seriously fer- * See *Lady Suson’ ini* Mansield Park’ by Q. D. Leavis in Seruiny,
ted in | ly to have found the Vol. X, Ne. 2
erhe mdwhlve found also that repeated re-readings g g D, W, Hudirg deds llambaingly wih ths mater in Reguited
it Hatred: An Avoetof the Work of e Auste (st Serutiny Vel VIIL No. o).

So, he is departing her from one of the point that Cecil made where he calls George Elliot as a
first modern novelist and here Leavis begs different and he says according to him the first
modern novelist would be Jane Austen and in applying it to George Elliot he finds it very
problematic that Cecil applied to George Elliot and by the end of this paragraph he almost
concludes and categorically states Jane Austen, in fact, is the inaugurator of the great tradition of
the English novel and by great tradition. I mean the tradition to which what is great in English

fiction belongs.

So, here this is a 1948 work and novel still a young genre but as we discussed in the early outset
of this essay Leavis finds it very imperative to take stock of the work and also to pronounce
some greatness to this young genre which had been seen as something without the baggage

tradition, here he is trying to establish.

He is trying to construct a tradition into which the other novelist could be included. Now, he is
discussing about the integral part of fiction form. The great novelists in that tradition are all very
much concerned with form they are all very original technically having turned their genius to the

working out of their own appropriate methods and procedures.
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THE GREAT TRADITION

with “forn’ may be broghs out by 4 conrasing reeenc: 0
Flaubett. Reviewing Thomas Mann's Der Ted in Venedig, D. H.
Lawrence *adduces Flaubertas figuringto the world the ‘will of the
witr to be greatr than and widipated lord over the suffbe
writes', This attitude in art, as Lawrence points out,is indicative of
an attitude in ife—or towards e, Flauberr, be comments, ‘stood
avay fom fe s from a lptory”. For the ter Aeetc wrtrs,
Who, it gener) epresent i a wieak kind of way the attitde thit
Flaubert maingained with a perverse hetoism, ‘form” and ‘seyle"are
ends to be soughe for cheselves, and the chi preoceuption i
with chborating 3 beauiful style o apply o the chesen subjet
There is Gorge Moot who n the bst cics, 1 gathe (om a
distance), s sill held to be among the very greatest masters of prose,
though—1 give my own liited experience for whatitis worh—
icis very hard to fnd sn admirer who, being pressed, villay his
hand or his heart and swear be has read one of the ‘beautiful” novels
hrough. “The novelis's problemis to evolve an orderly composi=
tion which is also a convincing picture of ife'—this s the way an
admiter of George Moore ses it Lurd David el atrbuting
this way t Jane Austen, and crediting her with a superiority over
George Elotin “stifying thervalcims of fe and art’, explins
ks supeiriy, e gthe, by  feedos from ol preoccupaions
that e supposes ber to enfoy. - (George Elo, he tlls s, was a
Puritn, and eamestly bent o insruction )

THE GREAT TRADITION

interestin life. For, fac from having anything of Flaubert's disgust
ot discain ot boredom, they are all disunguished by a vitl capacity
for experience, a kind of reverent openness beforelife, and a marked
mon inensiy

Tt might be zommented that what [ have said of Jane Ausier and
her successorsis only what can be said of any novelist of unqualified
greamess. That is troe. But there is—and this is the point—an
Englishtadiion,and iese grea lsicof English cton el
it; 1 tradition that, in the talk about ‘creaing charactes' and
“aeating warlds', and the appreciation of Trollope and M. Gaskell
and Thackeray and Metedith and Hardy and Virginia Woolf,
appaars to go untecognized. It i not merely that we have no
Flaubert (and [ hopt-] haven’t scemed to suggest that a Flasbertis
1o moe worth having than a George Moore). - Posicively,thereis
2 continuity from: Jane Austen. It s not for nothing that George
Eliot admired her work profoundly, and wrote one of the carliest
appreciations of it to be publihed. The writer whose intellectual
weight and moral camestness stike some eritcs as ber handicap
certainly save in Jane Austen something more thaa an ideal contem~
porary of Lytton Strachey. What one great original artist lrams
from another, whose genius and problems ate necessarly very
diffeert, s the hardest kind of ‘influence to define, even when we
sez it 10 have been of the profoundes: importance. The obvious
manifestation of nfluence is to be seen in chis kind of passage :

o
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preoceupations that characterize the novelis’s peculac nterst in 1o produce what neithershe norany e els wantec, wasthen
Jie. Thote who suppose it 0 b an ‘asthedi matter', a beauty of the rsource of many a welbors and urhappy woman.

*composition’ that is combined, miraculously, with “truth to life’,
can give no adequste rezson for the view that Emma s a greatnvel,
and ma intallimant aremine af e norfaction of form. It s in the same

Asa matter of fact, when we examine the _fu.mzl perection of *Alicle daily cmbroidery had been  constan clement in Mrs. e Y
B, wefind thatit can be appeciated nly n tems of the morl Toamone’s le; tht soothic cecupation of king sitches q = S
=
d

Inskor, he el himself to be in love in the righ place, and

waseady o endure a great eal o pedominatce, which, atet i
% crel gl S i i
v :
4

reference to Flaubert. So, form becomes extremely important here when Leavis is discussing and

even over here there is a superiority that he is able to attribute to Jane Austen as we see towards

the end of this paragraph.

The novelist's problem is to evolve an orderly composition which is also a convincing picture of
life this is a way an admirer of George Moore sees it. Lord David Cecil attributing this way to
Jane Austen and crediting her with a superiority over George Elliot in satisfying the rival claims
of life and art explains the superiority we gathered by a freedom from moral preoccupations that

he supposes her to enjoy.

So, there is a certain fine balance also which is being brought over here, there is a intense nor
preoccupation because of which he Leavis argues that Jane Austen is best fit to inaugurate this
tradition and she is considered as a great novelist and she is considered as the, as someone who
has set this tradition in place but there is also a certain superiority of form that is being attributed
to her. And he goes on to talk about the formal perfection of Emma and about the aesthetic

matter a beauty of composition that is combined miraculously with truth to life.

So, there is aesthetics and life coming together and if you recall the definition that Henry James
also attributed to fiction it is something which is competing with life fiction, something which is

forever competing with life there is a way in which fiction tries to overtakes life, stimulates life,
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imitate life and there is a very strong competition in real life. So, having said that truth to life and

this perfection of form both become extremely important in Leavis framework as well.

And now, Leavis is also conscious about a certain flipped side of this (genre) friction. It might be
commented that what I have said of Jane Austen and her successors is only what can be said of
any novelist of unqualified greatness. Truth of life or perfection in form or this preoccupation of
moral intensity this could be very loosely identified and attributed to any novelist perhaps. So,
what is it about Jane Austen and this great tradition that he identifies what is very significantly

different about them but there is and this is the point an English tradition.

So, this is extremely important look at the way he has italicized, so there is and this is a point an
English tradition, and these great classics of English fiction belongs to it. A tradition that in the
talk about creating characters and creating worlds and the appreciation of Trollope and Misses
Gaskell and Thackeray and Meredith and Hardy and Virginia Woolf appears to go on

unrecognized.

So, we find this trajectory fully forming, fully developing over here, there is an English tradition
then this assertion this is very very important, this is very very important to further the ambitions
in terms of the literary tradition this is very very important in order to separate a particular kind
of an English tradition as far as novel is concerned and from being a genre without any baggage
of of tradition he is here able to nativize this tradition Leavis is able to provide a very nativist
kind of tradition to the emergence of novel an English tradition could be identified regardless of
the other important writers who existed in different languages and different cultures and what

Leavis here is concerned is about this tradition.

This sentence it is a very categorical statement it is not ambivalent it is very very assertive in its
quality. But there is and that is this is a point an English tradition and these great classics of
English fiction belong to it. And there is no debate this is not an open-ended thing that he
proposes before us. The presence of an English tradition or something that he is able to assert,
that he is able to position here beyond any kind of debate and the annealing politics of this and
the many biases which are inherent in this that something that we should take a look at after we

have gone through the first chapter.
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Whynot? A man's mind—what there is of it--has always the Ncw Enghnd cd-o in m last uh:st whm 1 }ulm of moral strenu- X r
advantage of being masculine, —as the smallest birch-tree s of dogmatic dand th i
a higher kind than the most soaring palm—and even his ignor- ‘,cmg“l moral code was evaporating oo, This throws a good deal NPTEL

anceis ofasounder qualiy. Sir James might not have origin-

ated this estimate ; buta kind 2rovidence ?umishcs the limpest

personality with alittle gum or starch ia the form of tradition.”

The kind ofirony here i phinly akin to Jane Austen's—though
itis characteristic enough of George Eliot; what she found was
readily assimilated to her own needs. In Jane Austen herself the
irony has a serious background, and is no mere display of *civiliza-
tion', George Eliot wouldn't have been interested in itif she hadn't
perceived its full significance—its relaton to the esential moral
interest offercd by Jane Austen’s att. And here we come to the
profoundest kind of influence, that which is not manifested in like-
ness. One of the supreme debts one great writer can owe another
is the realization uf unlikeness (there is, of cous, 10 significant

lik ithout the common
ness of concern—with essential human ISSII!'S) One way of putting
the cifference between George Eliot and the Trollopes whom we
are invited to consider along with her is to say that she was capable
of understanding Jane Austen's greatress and capable of lraming
from her. And except for Jane Austen there was no novelist to
lesen from—none whose work had any bearing on her own essen=
tial problems as a novelist.

Henry James alo was a great admirer of Jane Auscen,!and in bis

of light on the elusiveness that atiends James's peculiar ethical sensi-
blity. We bive, characteriscally, in teading him, 4 sease chat
important choices are in question and that our finest discrimination
is being challenged, while at the same tirme we can’t easily produce
for discussion any issuer that have moral substance to correspond.
It scems relevant ako to note that Jumes was actually a New
Yorker. Inany casc, he belonged by birth and upbringing to that
refined civilization of the old European America which we have
learnt from Mrs, Wharton to associte with New York. His bent
was to find a field £ his thical sensbility in the appreciative study
of such a civilization—the ‘civilizatior” in question being a mattet
of personal relaticas between members of s masure and sophisticated
Society. Ttis doubtful whether at any time in any place he could
have found what would have satified his implicit demand: the
actul fine act of ivilized social intercourse that would have justified
the flattering intensity of expectation he brought t0 it in the form
of his curiously transposed and subiilized ethical sensibiliy.
History, it i phain, wa alrcady kaving him déacné n his own
countey, so that it s absurd to censare him, 35 some Ametican
ciitics have done, for pulling up his roots. He could harcly become
deeply rooted clsev.here, but the congenial soil and climate were in
Europe rather than in the country of his birth. There s still some

caie 100 there is that obvious aspect of influence which can be
brough: out by quotation. And there s for him George Elit as
well,coming between, Tn sccing him in an English raditon 1 am

netsligating th fict of s American origin; an origin that doesa't d-‘erhv;wf ;ﬂﬁ;ﬂl nr;‘ ;“’m'::'q o ;L:K oy u;:a:g e am“ i
make him les of an English novelst, of the great tadicon, than Mkl o dow
Conrad later. That he was an American is a fact of the first imoort=

idealizng charm about his English country-house  in The Prtait

exly work shows Havtborre o & major influence—as she major inflesce,
‘The influeace s apparent there in James's use of oy sod s v

dy, the Touchetts, are Americans, and that there
is critical siomificance in rlw dﬂerrw— between the aumosohere of intellcnual

Again, while talking about the greatness of George Elliot. We find the way in which that is again
connected to Jane Austen, look at this one way of putting the difference between George Elliot
and the Trollopes whom we are invited to consider along with her is to say that she was capable

of understanding Jane Austen's greatness and capable of learning from her.

So, this is another significant thing about tradition one great writer is able to recognize the
greatness in another writer. One great work is able to imitate or follow or set way itself in the
greatness of other. And in that continuity he also states and expect for Jane Austen there was no
novelist to learn from none whose work had any bearing on her own essential problems as a

novelist.

This is very very important and in George Elliot's identification of Jane Austen as a only novelist
from home anything could be learnt this effective tradition further accentuated and here Leavis is
also not loving certain other kinds of dialogues to exist over here there is not inherent greatness
that is being attributed to Jane Austen for her essential moral preoccupation for the perfection of
form for one for characters that she created and for her ability to imbibe from the past and also,
more importantly, her ability to stand as an imitable figure her ability to stand as this pillar of

tradition which the others can imitate which the others can amulet and take off from.

So, Jane Austen here becomes not just the first great novelist but also someone on whom this

entire foundation dress not just her appearing, but the past, the present, and the future. Henry
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James, he says, also was a great admirer of Jane Austen and his case too there is that obvious
aspect of influence which can be brought out by quotation and there is for him George Elliot as

welcoming between.

In seeing him in an English tradition I am not slighting the fact of his American origin an origin
that does not make him less of an English novelist of the great tradition than the Conrad later.
That he was an American is a fact of the first importance of the critic and as mister, Yvor Winters

brings out admirably in his book Maule curse.

Mister Winters discusses him as a product of the New England Ethos in its last phase when a
habit of strenuousness remained after dogmatic puritanism has evaporated and the vestigial
moral code was evaporating too. This throws a good deal of light on the illusiveness that attends
James's peculiar ethical sensibility. I want you to see the politics over here the very evident
imperialist politics which is also talking about the nation about nationalism whether the way it
attributes and we find literature in spite of its humanist tradition in spite of this aspirating look
that it seems to advocate there also a certain way in which ownership is being taken in terms of

nationality in terms of ethnicity.

And, the base in which this dialogue is being able to, this dialogue is being promoted over here
and two writers are being discussed over here writers of English origin, writers of American
origin and there is a way in which the American writer the American critic has also been

appropriated into English tradition.

And this is what I want you to see in terms of the idea of the tradition that Leavis is trying to
foreground and you may also here very conveniently recall that even Elliott was of American
origin and there is a way in which some kind of appropriation takes place when it comes to the
framing of tradition and we find that finally at work over here as when Leavis is trying to
establish an English tradition when he says there is an English tradition and that is something
which is not open for any kind of a debate and based on that assumption he moves forward with

the other kinds of discussions as well.

And here it is also amazing the way in which within the context of literature many of these things

are coming together it is not just about aesthetic it is also about the politics, it is also about the
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politics of the identity and we find all of this coming together in this discussion of canon

formation that Leavis undertakes in his work the great tradition.

So, with this, we wrap up today and then we will continue discussing this text and we should also
look at the implications of this work in forging this great tradition and implications of this work
not just in terms of understanding the tradition of English fiction but also how this provided
larger frameworks, how it provided ample methodology for other cannon formations for other
processes of canon formation to take off from twentieth century onwards. So, with this we wrap
up the discussion over here and I look forward to seeing you in the next session. Thank you for

your time and attention.
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