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INTRODueTION

　It　might　be　inconsistent　to　say　that　such　a　novelist　as

Geofge　Eliot　who　thought　of　herself　as　a　Iealist　is

essentially　a　Romantic．　Of　course　her　works　are　not　so

simple　ones　to　be　classified　into　isms．　Moreover，　she

particularly　tlied　to　provide　her　works　rich　social　reali－

ties　aS　well　as　the　theory　of　science　in　order　to　weigh

down　works　of　imagination。　But　it　must　be　noted　that

this　tactic　in　her　novels　makes　us　tend　to　overlook　the

strong　romantic　elements　which　are　well　concealed　by

the　ballast　fact．　Reading　carefully，　we　realize　the

double　frame　by　which　her　works　are　constructed．　One

is　the　obvious　outward　flame，　the　objective　one　and　the

other　the　inner　frame　which　is　sublective．　This　inner

frame，　though　it　is　usually　concealed　by　the　outward

frame，　is　conspicuous　especially　in　The　Mill　on　the

Flo∬．　As　Leslie　Stephen　suggests，　of　all　hel　works　this

is　really　the　most‘‘subjective”novel　vhich　the　subver－

sive　em・ti・n・and　imp・1・1・・ness　p・rv・d・．1）lt　i・why　I

focus　my　attention　upon　this　novel．

　Ithink　the　fact　is　very　significant　that　George　Lukacs，

the　best　recent　analyst　of　nineteenth－century　Iealism，

excluded　George　Eliot　from　his　list　of　realists，　which

means　she　is　not　primarily　a　realist．2）As　for　the　great

realists，　Calvin　Bedient’s　definition　is　convincing．　That

is　to　say，　they　were‘militant　social　critics，　propagandists

for　a　manner　of　being　that　society　had　forsaken　or　never

attained．　What　oppressed　them　was，　above　all，　the　con－

crete，　total　form　of　their　own　society，　the　inexolable

circle　it　made　for　those　who　had　struggle　within　it．3）In

the　case　of　George　Eliot，　as　contlasted　with　this　defini一
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tion，　we’notice　that　her　society　is　by　no　means　a　real

concrete　one，　but　only　represented　as　antithesis　to　the

individual－the　self．（The　representation　of　the　society

opposed　to　the　individual　as‘‘the　world　wife”in　The

Mill　on　the　FZo∬is，　I　think，　a　good　example．）　As

Bedient　pertinently　says，‘for　her，　any　society　is　prefel－

able　to　the　explosive　egoism　of　the　individuaP．　Socie－

ty’s　function　is　only‘to　contain　man，　and　it　is　not　for

the　prisoner　to　complain’．4）Thus，‘because　of　her　devo－

tion　not　to　a　unique　or　particular　society　but　to　the　idea

of　society壼tself，　George　Eliot’s　documentary　realism

tends　to　function　as　melely　the　illusion　of　a　morar．5）

On　this　point　I　quite　agree　with　him．　It　is，　I　think，　not

too　much　to　say　that　it　is　not　the　society　but　the　self

itself，　or　the　sociahzation　of　the　self　with　its　enormous

and　glowing　self－expansion　that　she　devoted　to．　Briefly

speaking，　all　her　wolks　are　the　illustration　of　a　process

of　such　an　intense　and　painful　struggling　between　the

society　and　the　ego（the　self－importance）．　The　funda－

mental　theme　of　her　novels　is‘the　necessity　of　dying

unto　the　self，　and　the　characteristic　process　is　that　of

・un。selving・．6）　As　Barbara　Hardy　says；・her（George

Eliot’s）prevailling　wind　is　the　human　egoism　which　may

be　damned　or　redeemed・，7）the　typical　characters　are

the　repentant　egoists．　Though　the　illustratioh　of　the

outward　process　seems　simple，　we，　at　the　same　time，　see

that　something　of　the　inner　forces　against　this　process

makes　her　novels　very　complex　ones．

　As　for　the　reason　why　she　strived　so　hard　to　shrine　the

social　self，　we　cannot　analyze　so　simply．　However　I

think　Bedient　might　be　right　in　saying‘George　Eliot

perhaps　suffered　even　more　from　the‘‘evil　pertulba』

tions”of　a　passionate　and　imaginative　nature．　Had　she

not　had　the　making　of　a　great　sinner，　she　would　not
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have　struggled　so　earnestly　to　become　a　saint．　Thele

were，　she　said　when　young，　demons‘‘mopping　and

mowing　and　gibbering”within　her，　inciting　her　into

forbidden　regions・．8）　Isn・t　it　a　very　interesting　and

significant　suggestion？　It　also　seems　to　me　very　in－

telesting　to　think　what　it　would　have　been，　if　she　wele

boln　more　seventy　or　eighty　years　later．　Because　it　is　an

important　fact　that　she　thought　it　was　a　sin　to　Hberate

the　demons”within　her．　On　the　other　hand，　it　is　also

undeniable　that　she　instinctively　perceived　that　to　stifle

the‘‘demons”is　to　stifle‘‘life”itself，　which　become　the

main　cause　of　Maggie’s　frustration　and　on　which　the　im－

portant　theme　of　The　Mi〃on　the　Flo∬is　built．　As

Bedient　says，　the　repentant　characters’misfortune　is

that‘they　know　and　feel　that　their　life　has　become（in

words　from　The　Mill）‘‘a　long　suicide”and　that

‘‘

撃?当ﾐgnation　to　individual　nothingness”－the　common

fate－is　tantamount　to　self　murder’．　So　their　victory

cannot　become　more　than　a　Pyrrhic　victory・・．10）We

can　find　such　lamentation　undeniably　identified　with

Eliot’s　own　one　in　Fianle　of　Mid（Uemareh　which　is

written　　out　of　hel　full　intelligence　and　ironically

considered　as　the　most　successful　book　of　hers．　Surely，
’

Ithink，　she　instinctively　believed・in　the　importance　of

the　self　and　the　natural，　animal－1ike　Ufe　where　impulse　is

fully　released，　as　passionately　as　D．H。　Lawrence　whose

・・eed　i・…thi・g　i・imp・・t・・t　b・t　lif・・．11）A・11・t・・

explain，　Eliot，100king　ahead　with　some　foreboding，

makes　Phi正ip　a　spokesman　of　relativistic　ethics　of　an

age　to　come　with　all　her　free　thinking．

　However，　in　spite　of　this　fact，　we　must　not　forget　that

she　is　a　moral　spokesman　of　her　age．　Moreover　her

intelligence　cannot　but　realize　the　destructive　and

dangelous　nature　of　the　impulsive　power　submerged　in

the　self　which　is　hostile　to　reason，　tradition　and　society．

She　cannot　openly　asselt　emotional　need　which　she　is

unable　to　sustain　with　her　intellectual　conviction．　Then

she　approves　the　Victorian　view　saying　that‘we　must

lose　the　natural　life　before　we　can　participate　in　the

、pi，it。。1・n・・。12）Sh・，　i・the　atm・・ph・・e・f　Vi・t・・i・n

morality，　inevitably　accepts　a　long　suicidal　process　as

Maggie’s．　In　other　words，　it　may　be　said　that　she　is　a

faithful　witness　to　her　age．　Her　inner　struggle　between

the　Victorian　moral　faith　and　her　primitive　instinct，　heI

　　belief　in　the　dynamic　forces　in　the　self，　makes　her

　　divided　nature　as　well　as　Maggie’s．　If　we　see　only　the

　　outward　theme　of　her　novels，　perhaps　it　may　be　right　of

　　Bedient　to　say‘Eliot　is　simp豆y　turned　upside　down　D．．　H．

　　Lawrence’s　tablet　of　values’，　and　that‘where　George

Eli。t　f，ee　f，。m　B，i。g，　Lw，ence，。n、　t・盟d　it・．13）

　　However孟f　we　carefuUy　observe　the　inward　subjective

　　theme，we　notice　that　she　also　approaches　to　life．This　is

　　especially　prominent　in　The　Mi〃in　which　Maggie’s

，　searches　fof　the　clue　of　life　is，　I　think，　to　be　interpleted

　　as　her　attempt　at　self－fulfillment．　So　the　double　frame

　　of　her　novels　makes　Eliot’s　realism　very　unique　one．

　　Bedient　calls　it‘psychological　realism’，　because　as　Lord

　　Acton　remarked，　she　is　an　expert　pathologist　of
。。n、ci，nce．14）H。w。v，、，　I　w、nt　t。，ay　it　is　r。m。nti、i、m

　　disguised　as‘psychological　realism’．　We　cannot　deny

　　such　strong　romatic　elements　burst　out　in　The〃Mill　on

　　the　Flo∬where　George　Eliot　let　herself　go　completely，

　　which　rll　examine　in　this　essay．

　　ITHE　ROMANTIC　TRAITS

　Iwant　to　point　out　here　seven　conspicuous　romantic

tra董ts　found　in　The　Mill　by　which　I　want　to　approach

this　novel　as　a　romantic　one．

1．Reminiscence　and　nostalgia：

　　It　is　well　known　that　the　nature豆yrics　of　William

Woldsworth，　an　English　Romatic　poet，　gave　a　strong

impact　on　the　early　Victorian　imagination　and　that　one

of　his　admirers　was　of　course　George　Eliot．　We　can

easily　discern　hel　affinities　with　the　poet．　Espacially

The　Mi〃whose　property　shares　many　concerns　with　his

poems　was　written　getting　its　inspiration　from　The

Prelude　which　is　regarded　as　the　poet’s　most　genuine

and　the　most　imaginative　work。　His　major　effect　on　her

is　the　contemplation　of　the　past，　the　attempt　to　recover

a　lost　past　－　irrecovelable　child　innocence．　At　the

opening　pages　of　The　Mi〃，　we　see　the　past－the　lost

world　slowly　coming　into　focus，　which　is　also　starting　to

recreate　the　authoゴs　another　innel　real　world：

Just　by　the　red－roofed　town　the　tributary　Ribble

flows　with　a　lively　current　into　the　Floss．　How

lovely　the　little　river　is，　with　its　dark，　changing　wave一
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lets！　It　seems　to　me　like　a　living　companion　while

Iwander　along　the　bank　and　listen　to　its　low　placid

voice，　as，　to　the　voice　of　one　who　is　deaf　and　loving．

Iremember　those　large　dipping　willows．1　renhember

the　stone　bridge．

　・　　…　　　　　　　，　　●　　．　　・　　●　　◎　　6　　．　　o　　●　　・　　●　　●　　●　　●　　○　　畳　　6　　●　　●　　○　　●　　●　　o　　謄　　■　　O

The　rush　of　the　water，　and　the　booming　of　the　mill，

bring　a　dreary　deafness，　which　seems　to　heighten　the

peacefulness　of　the　scene．　They　are　like　a　great

curtain　of　sound，　shutting　one　out　from　the　wolld

beyond．　And　now　there　is　the　thunder　of　the　huge

covered　waggon　com㎞g　home　with　secks　of　grain．

（ch．1）

　　Then　St．　Ogg’s　is　introduced　to　us，　which　is　a　town

‘‘ ?≠高tiar　with　forgotten　years”．　This　attitude　of　George

Eliot　to　speak　to　us　from　places　removed　and　across　the

gulf　of　years　is　very　signlficant．　Balbara　Hardy　remarks；

‘The　voice　here　is　nostalgic，　possessive，　and　personar　‘lt

is　an　affectionate　voice　which　makes　the　introduction
　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　，

and　the　stake　in　the　real　past　gives　the　necessary　excuse

for　the　lingering　affectionateness．　Pity　itself　is　given　the

・x…e・f…t・lgi・・．15）S・・h　f…、a、　hers　up。n　th，

extraordinaly　distance　between　present　and　past，

between　the　inner　reality　and　the　outer　reality，　between

narrator　and　actor，　between　the　active，　unreflective

younger　self　in　his　glad　animal　vitality　and　his　old　self，

wiser　perhaps，　but　also　passive，　somehow　diminished　is

said　to　be　the　characteristics　of　the　central　poems　of　the

English　Romantics　and　many　other　writers　under　their

i。fl。，nce．16）1。、ny，v，nt　b。th。f　W。，d、w。，th、nd

Eliot　are　heavy　with　nostalgia．　However　we　must　not

overlook　something　more　than　nostalgia　is　intimated　in

them．　Wordswoth　significantly　says；‘The　child　is　father

to　the　man’．　The　dynamic　self　must　yield　up　to

experlence，　to　reason．　And　here　they　sincerely　suggest

that　this　loss　is　very　grievable　because　it　is　a　splendor

or　radical　potency　of　Being．

　　　　　　　　　　　　　　　　　　　　　　　　　　　　　’

2．Liberation　of　impulse：　　．

　The　second　romantic　trait　is‘the　liberation　of　im－

P・1・e・17）whi・h，　L・・ner　say、，　i，　th，、i。g1，　el，m，nt　th、t

lies　at　the　center　of　the　Roantic　movement，　and　which，

Ithink，　is　the　most　conspicuous　trait　in　this　novel　too．

As　Pll　explain　later，　George　Eliot　releases　the　powerful

emotional　forces　in　this　nove1，　though　it　is　deftly

co豆ored　by　morality．　At　any　rate，　she　was‘deeply

drawn　to　emotional　surrender・18）and　has　visited　the

deep　places　of　her　inner　real　wolld　and　attained　her　pule

self－fulfillment．

3．　Soul’s　yearning：

　The　third　Romantic　trait　is　the　spiritual　yearning　for

an　unattainable　goal．　In　Maggie’s　case，　the　author’s

profound　ambivalence　toward　her　unconscious　vital　self

characterizes　her　frustration．　Maggie’s　divided　nature　re・

presented　by　her　inndr　conflict　between　impulse　and

duty　as　much　as　that　between　her　inward　desires　and

wha’t　really　happens　to　it　in　real　world　makes　her　yearn

for　transcendental　vision　which　is　the　only　means　to　her

salvation．

4．Self・consciousness　and　self－dramatiZing　as　a　special

　　　Romantic　malaise：

　Maggie’s　impulsiveness　derived　from　the　Romantic

self－consciousness　and　　self－absorption　　is　obviously

expressed　in　her　spiritual　development　which　is　marked

by　the　odd　mingling　of　delight　and　pessimism．　The　fol－

lowing　quotation　clearly　shows　this　tlait：

Her　own　life　was　still　a　drama　for　her，　in　which　she

demanded　of　herself　that　her　part　should　be　played

with　intensity．　And　so　it　came　to　pass　that　she　often

lost　the　spirit　of　humanity　by　being　excessively　in

the　outward　act；she　often　strove　after　too　high　a

flight　and　came　down　with　her　poor　little　half－

fledged　wings　dabbled　in　the　mud．（Book　IV，　ch．3）

And　I　must　add　here　that　this　self－conscious　nature　can

be　said　as　a　mark　of　George　Eliot’s　modernity　which

links　her　with　twentieth－centurY　nove董ist．

5．Root　in　the　ordinary：

　The　impulse　to　recover　and　to　celebrate　the　ordinary

has　roots　deep　in　Romanticism，　which　is　widely　showed

not　only　by　George　Eliot　but　by　other　modern　English

writers　sllch　as　James　Joyce．　George　Eliot　never　shrinks

from　the　comparison　of‘small　things　with　great’（Book

（9）
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IV，　ch．1）．　She　places　Maggie’s　destiny　in　the　everyday

actual　life　and　elevates　it　into　a　common　and　important

problem　of　human　beings．　It　is　very　significant　that

Maggie　who　particularly　yearns　for　an‘ordinary’　destiny

is　destroyed　by　her　extraordinary　intensive　impulse　and

the　flood　which　is　an　extreme　development　of　the

ordinary．

6．　Sense　of　lonliness　and　isolation：

　Though　I　could　not　be　confirmed　by　any　references，　I

still　think　this　is　the　common　feelings　rooted　in　Roman－

ticism．　The　island　in　The　Prelu（ie　is　said　to　be　one　of

　　　　　　　　　　　　　　　　　　　　　　　19）
the　great　Romantic　images．　　　　　　　　　　　　　　　　　　　　　　　　　　　Although　it　may　be　the

perfect　eMbodiment　of　the　idyllic　mode　of　life，　I　think

it　produces　the　other　harsh　meaning，　that　is，　the　sense　of

separateness，　solitude．　We　see　the　same　sense　haunts

Maggie　throughout　her　short　life．　When　she　was　advised

to　leave　St．　Ogg’s　by　Dr．　Kenn，　she　realizes　that‘she

must　be　a　lonely　wanderer’，　for　the　rest　of　hel　life．

And　she　can　make‘no　image　of　rest－except　of　that

far，　far　off　rest，　from　which　there　would　be　no　more

waking　for　her　into　this　strugg董ing　earthly　life’．（Book

VII．　ch．5）　I　cannot　help　thinking　that　because　of

Eliot’s　romantic　nature，　her　life　and　her　age　gave　her

deep　sense　of　alienation．

7．Subord韮nation　to　symbo1：

　It　is　well　known　that　the　dominating　image　of　The

、Prelu　de　are　wind　and　water．　They　are‘images　which　by

their　very　nature－their　flowing　transforming　quality，

their　ability　to　intelact　with　other　natural　elements，　and

also　their　traditional　associations－allow　the　poet　free

range　between　the　observable　world　and　the　higher　trans－

cendental　reality　which　he　wishes　to　make　visible　to　us．

Their　chief　function　is　to　act　as　intermediaries　between

the　two　worlds・．20）In　The　Mill　also　the　river　Floss　and

the　flood　are　the　dominating　images．　They　are　the

symbol　of　ordinary　quality　and　extraordinary　quality　as

well　as　of　life　and　death．　From　the　pastoral　scence

George　El董ot　uses　the　water　imagery　normally　and　at　the

same　time　for　feeling　and　strong　passion．　Garrett　says，

‘it　is　not　unique　to　The　Mi〃；it　seems　to　be　as　much　a

part　of　George　Eliot’s　basic　imaginative　vocabulary　as

th・mirr。、　and　wi。d。w・．21）H。w，v，，，　l　thi。k　it　i、　v，，y

unique　here．　Of　course　it　is　right　that　Eliot　often　uses

mirror，　window，　and　water　as　an　auxiliary　method　of

creating　significance．　But　in　The〃Mill　the　symboIism　of

water　dominates　throughout　the　book　and　the　author

surrenders　completely　to　this　symbol，　which　Pll　explain

here　in　detail．

　At　the　beginning　of　the　book，‘the　rush　of　the　water，

the　booming　of　the　mUr　and　Maggie，　a　little　girl　who　is

watching‘the　unresting　wheel　sending　out　its　diamond

jets　of　water’ale　presented　to　us．　At　the　same　time，　she

is　identified　with　the　white　ducks　that　are　dipping　their

heads　far　into　the　water　which　symbolize　life　itself．

Here　we　see　the　intimation　of　the　focal　significance　of

the　novel．　The　mill　is　not　a　mere　symbol　of　the　lost

world，　but　it　has　mole　positive　meaning，－the　center

of　Maggle’s　inner　real　wolld．　We　see　it　pervades　Maggie’s

total　consciousness　thloughout　her　life．　That　is，　she

realizes　before　death，　the　symbol　of　her　own　identity．

In　this　opening　scene　we　also　anticipate　some　disturbing

element　embodied　in　the　little　girl，　overlapped　by　the

‘unresting’wheel　and　water．　Moreover　we　hear　her

mother’s　anxious　voice：‘Ah，　I　thought　so－wondelin’

up　an’down　by　the　water，　like　a　wild　thing：she’ll

tumble　in　some　day’．（ch．2）Our　anticipation　of　her

drowing　is　gradually　convinced　by　various　episodes．　For

example　we　heaτof　a豆egend　of　the　great　flood　in　St．

Ogg’s．　Also　we　are　told　Maggie　cannot　help　looking　at　a

dreadful　picture　of　a　book　in　which　the‘old　woman　in

the　water’s　a　witch－they’ve　put　her　in　to　find　out

whether　she’s　a　witch　or　no，　and　if　she　swims　she’s　a

witch，　and　if　she’s　drowned－and　killed，　you　know－

she’s　innocent，　and　not　a　witch，　but　only　a　poor　silly　old

woman’ iBook　I，　ch．3）It　is　made　more　prominent

much　later　when　Philip　dreams　of　Maggie　falling　down　a

waterfall　and　when　the　river　carries　Maggie　and　Stephen

to　the　sea，　with　disastrous　consequence　for　Maggie．

　Thus　it　is　clear　the　author，　representing　the　water　as　a

symbol　of　Maggie’s　natural　surrounding，　gradually

makes　use　of　its　symbolic　value　by　introducing　it　on　the

figurative　level．　Hele　I　enumerate　the　symbolic　mean－

ings　of　the　water－the　river　Floss，　the　stream，　the　MiU

－along　the　plocess　of　the　book．

（a）the　Mill－the　center　of　Magie’s　world　during　her

　　　childhood　and　later　the　center　ofher　total　conscious一

（10）
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　　　　neSS

（b）the　river　Floss　and　its　stream＿the　general　stleam　of

　　　　sensation　and　impulsive　nature

（c）the　flood　of　the　Mil1－amain　cause　of　economic

　　　　ruin　of　Mr．　Tulliver　and　a　symbol　of　rashness　of　his

　　　　nature

（d）Maggie’s　deep　apprehension　of　the　life　that　flows

　　　　through　herself

（e）acurrent　of　passion　which　Maggie　can　neither　resist

　　　　nor　control，　which　carries　her　past　the　point　of　no

　　　　return

（f）acurrent　of　circumstances　which　she　also　cannot

　　　　resist

（g）the　fiood－aclosing　symbol

　　This　fatal　passionate　flood　becomes　equated　with　the

actual　fatal　flood．　And　the　ending　drowning　scene　con－

clude　the　elaborate　water　imagery　of　this　nove1．

Maggie’s　complete　yielding　to　the　vital　power　of　the

flood　stream　means　her　desperate　attempt　to　free　her－

self　from　any　of　restriction　and　to　attain　the　perfection

of　her　intense　and　passionate　aspiration．　Here　we

cannot　overlook　the　Biblical　overtones　which　confirms

our　sense　of　the　transcendental　powers　inherent　in　the

water　image，　which　is　common　with　the　use　of　The　Pre－

lude．　Through　the　Biblical　echo　in　the　final　scene，　we

get　the　suggestion　of　a　new　and　higher　order　of　symbolic

meaning．　In　this　point，　we　must　give　much　attention　to

Eliot’s　deep　ambivalence．　That　is，　the　image　of　the

water　has　an　ambivalent　meaning．　Stump’s　remark　is

・very　suggestive　hele：　‘it　is　the　dark　life－taking　flood

water　which　makes　the　only　possible　affirmation　in　this

novel－and　this　life－taking　flood　water　paradoxically

life．gi・i。g　im・g・・．22）M。ggie　att。i。，d　h・，　p。，e、elf－

fulfillment　at　the　expense　of　her　actual　life．　What　does

this　mean？　It　clearly　illustrates　Maggie’s　and　the

author’s　divided　nature．　We　have　aheady　seen　that　the

flood　is　Maggie’s　impulse　and　at　the　same　time　it　is　the

power　of　circumstances　which　dr童ves　her　to　moral

dilemma　and　to　an　impossible　attempt　to　be　a　Dosson．

Here　we　realize　that　Eliot　uses　the　water　image　as　the

same　function　as　the　one　of　The、Prelude．　It　is　used　as　a

means　to　reconcile　two　oPPosed－never　merged　ele－

ments．　It　is　used　as　an　only　possible　intermediary　with　a

Biblical　touch　between　the　inner　reality　and　the　out一

ward，　between　past　and　present，　between　child　and

adult，　between　TuUiver　and　Dodson，　between　impulse

and　duty，　between　Tom　and　Maggie，　between　flesh　and

spilit，　and　between　self　and　society．　During　the　fatal

flood　we　see　Maggie’s　impulse　is　closely　linked　with　heI

instinct　of　duty　which　drives　her　back　to　the　Mill－to

her　death．　She　approached　the　mighty　depth　of　waters

and　attained　her　se董f－fulfillment．　The　water，　the　flood

like　a　Biblical　flood　is　a　means　toward　her　transcen－

dental　vision，　which　symbolizes　the　restoration　of

harmony　in　both　natulal　and　human　relations．

　George　Eliot　though　having　trusted　in　hel　own　deepest

self，　never　allowed　her　intelligence　to　be　satisfied　with

such‘blood　contact　of　life’as　Lawrence．　We　must　say

that　she，　who　knew　her　own　deep　ambivalence，　and　who

used　the　flood　as　a　bond　to　unify　the　separation，　is

really　a　conscious　symbolist．　　　　　　・

　Thus　the　Romantic　traits　deeply　color　this　book．

Presenting　the　romantic　side　of　her　nature　George　Eliot

revealed　a　part　of　the　modern　awareness－the　com－

plexities　of　the　inner　life．

　　　　II．　MAGGIE　AS　A　ROMANTIC　FIGURE－

　　　　　　THE　PROBLEM　OF　HER　CHARACTER
　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　，

　　Maggie　Tulliver　is　the　very　embodiment　of　her

creator’s　deep　ambivalence　toward　the　Romantic　self．

We　can　never　say　she　is　an　idealized　character，　nor　a

victim．　We　are　told　that　Maggie’s　is　a‘troublous　life’

because　of　her　perpetual　frustration。　VVe　can　enumerate

various　causes　of　this　frustration．　After　her　fatheゴs

downfall，　her　character　is　described　as　fol董ows：‘a　crea－

ture　fu　ll　of　eager，　passionate　longings　for　all　that　was

beautiful　and　glad；thirsty　for　all　knowledge；with　an　ea正

stTaining　after　dreamy　music　that　died　away　and　would

not　come　near　to　her’．　‘No　wonder’，　the　author

comments，‘when　there　is　this　contrast　between　the　out－

ward　and　inwald，　that　painful　coUisions　come　of　it’．

（Book　III．　ch．5）As　Maggie　thinks　that‘the　world　out－

side　the　book　was　not　a　happy　one，’her　circumstances

as　well　as　her　hard　lot　deny　to　hel　all　the　satisfactions

that　her　nature　urdently　craves．　At　the　opening　of　the

novel，　the　first　words　Mr．　Tulliver　says　to　his　wife　is　that

‘What　I　want，　you　know－is　to　give　Tom　a　good　eddica一
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tion；an　eddication　as’n　be　a　bread　to　him’．　Howevel，

ironically　we　are　shown　that　Maggie　is　far　more

intelligent　and　ripe　for　learning　than　Tom，　but　that

nobody　is　much　concerned　her　about　an‘eddication’for

her．　Mr．　Tulliver　makes　no　secrets　of　his　opinion　on　this

matter．　Maggie　is　to　him‘too　cute　for　a　woman’；‘But

it’s　bad－it’s　bad，　a　woman’s　no　business　wi’being　so

clever；it’11　turn　to　trouble，　I　doubt．’（Book　I，　ch．2，3）

On　this　point，　Colby　s廿ggests　the　female　education　of

pre－Victolian　days　underscores　the　frustration　of　the
　　　　　　　　　　　　　　　　　　　　　　　　　　　　　23）
gifted　woman　of　Geolge　Eliot’s　age．　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　Actually　Maggie

has　long　yearned　for　a　systematic　education，　some

significant　knowledge　to　help　her　in　life．　Then　it　may

be　right　that　Paris，　objecting　to　Leavis’argument，　says

‘Maggie’s　spiritual　hunger　is　not（as　with　Dorothea）

th，、。u，ce，，　b。t　th・p・・d・・t・f　h・・f…t・ati・n・．24）

However，　I　don’t　think　she　would　be　content　even　if　she

had　all　the　thing　such　as　beauty，　gladness，　knowledge

and　the　sensuous　delight　of　mus玉c，　along　with　love　and

undelstanding．　In　fact　Maggie’s　is　not　the　same　as

Dorothea’s　aldent，　theoretical　yearning　‘after　some

lofty　conception　of　the　world　which　might　frankly

include　the　parish　of　Tipton　and　her　own　rule　of　con．

duct　there’．　（ノlfiddlemareh，　ch。1）　In　the　description

。f　h，，　b，havi。。，，・h，，　t，nd・n。y　t・ward・xcess・25）i、

implicit．　We　see　she　herself　confesses　to　Philip：‘I　was

never　satisfied　with　a　little　of　anything．　That　is　why　it　is

better　for　me　to　do　without　earthly　happiness　altogether

＿Ihad　never　felt　that　I　had　enough　music－Iwanted

mole　instruments　playing　togethel－Iwanted　voices　to

be　fuller　and　deeper’．（Book　V．　ch．3）She　really　has　an

excess　of　sensibility，　an．excess　of　expectation．　Walter

Allen　remarks；‘one　can’t　help　feeling　that　Maggie’s　de－

mands　on　Tom　were　in　theil　nature　excessive・．26）Of

course　she　has　much　to　give　others，　but　she　wants　much

more　in　Ieturn．　She　surrenders　to　Tom　because　she

wants　much　mole　affection　in　return．　That　is　why‘she

is　too　ardent，　swerving　passionately　from　the　extreme　of

d・・i・et・the　ext・em・・f、elf。b・・g、ti。n・．27）It　i、

obvious　she　can　never　know　harmony，　still　less　peace．

Even　if　she　had　everything　she　wants，　she　would　never

be　satisfied　with　them　and　would　yearns　for　something

different．　This　savage　appetite　is　characteristic　of　the

Romantic　nature．　Then　I　think　we　must　say　the

spiritual　hunger　is　both　the　source　and　the　product　of

her　frustration。

　This　nature　we　are　told，　she　owes　to　hel　hereditary　tie

＿something　embedded　in　her　Tulliver　nature．　How，

ever，　she，　Bonaparte　says，’‘seeMs　to　be　the　first　of　her

line　who　questions　the　goals　themselves’．　She　is‘the

first　Tulliver　who　pursues，　with　increasing　conscious．

ness，　the　richer，　more　human　life　of　the　Tulliver　instinct

toward　the　fulfillment　of　the　real　impulses　of　that　gentic

h，、it。g，・．28）H・・ew・bec・meaw・・eth・th・・n・t・・ei，

clearly　identified　with　her　creatoゴs．　It　is　obvious　her

frustration　is　not　explained　by　the　mere　materialistic

cause．　It　carries　a　wider　meaning　than　that．　It　Iaises　a

more　serious　problem　of　human　hfe，　that　is　to　say，　the

collision　between　self　and　society，　between　impulse　and

intel豆ect　in　one’s　own　natule，　for　which　we　have　had

none　of　good　solutions．　Eliot’s　ardent　longing　for

solution　drives　Maggie　to　take　an　impossible　attempt　to

be　a　Dodson（a　symbol　of　the　requirements　of　society），

to　let　impulse　surrender　to　reason，　though　it　is　obv童ous

that　for　her　to　be　a　Dodson　is　utterly　impossible．

She　set　out　to　take　the　path　of　martyrdom　with　its

false　vision．　Her　creator　welk　knows　this．　Martydom

is　none　of　heroic，　romantic　acts　as　Maggie　thinks．

‘Maggie’s　is　the　path　we　alHike　when　we　set　out　an　our

abandonment　of　egoism’；it　is‘the　path　of　martyrdom

and　endurance，　where　the　palmbranches　grow，　rather

than　the　ste．ep　high　way　of　tolerance，　just　allowance，

and　self－blame，　where　there　are　no豆eafy　honours　to　be

gathered　and　won’．（Book　IV．　ch．3）　However，　the

author　herself　cannot　but　feel　that　this　is　really　an　im－

poss孟ble　attempt　for　hel　as　well　as　Maggie．　It　is　very　sug－

gestive　that　Maggie，　immediately　after　she　said‘I　have

received　the　Cross（a　symbol　of　martyrdom）＿Iwill

bear　it’，　reveals　involuntarily　her　unwillingness；‘But

how　long　it　will　be　before　d6ath　come！’From　then　on

the　Cross　changes　in　its　meaning．　It』 b?モ盾高?刀@a　symbol

of　a　ritual　for　her　rebirth－to’　be　herse董f　again．　George

Eliot　rapidly　shifts　in　mode．　Maggie　is　again　energetic

and　strong　enough　to　refute　the　values　of　the　Dodsons．

She　instinctive豆y　clings　her　real　identity－her　sense　of

home．　However，　it童s　significant　that　Eliot　never　meant

that　we　should　rejoice　in　the　triumph　of　Maggie’s

impulse．
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IIL　IMPULSE　VS．　MORALITY

We　are　shown　that　Maggie’s　behaviour　is　a　riddling

mixture　of　abasement　and　self－assertion，　which　Tom

realizes：

Inever　feel　certain　about　anything　with　you．　At　one

time　you　take　pleasure　in　a　sort　of　perverse　self－

denial，　and　at　another　you　have　not　resolution　to

resist　a　thing　that　you　know　to　be　wrong．　There　was

aterrible　cutting　truth　in　Tom’s　words－that　hard

rind　of　truth　which　is　discerned　by　unimaginative，

unsympathetic　minds．（Book　VI，　ch．4）

　　　This　passage　is　very　significant　because　it　obviously

　　illustrates　Maggie’s　divided　nature，　which　determines

　　both　the　shape　and　the　meaning　of　this　novel，　Really

　　such‘ridiculous　flights　first　into　one　extreme　and　then

　　into　another’（Book　V，　ch．5）of　hers　shows　her　deep

　ambivalence　toward　her　own　self　which　is　identified

　　with　the　author’s．　On　this　point，　I　think　Colby’s　remark

　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　g

　is　very　suggestive．　That　is：‘to　appreciate　Maggie’s

　　‘‘tragedy”，　one　must　sympathize　with　Calvinistic

　scrupulousness　and　sense　of　sin　that　to　us　seem　to　verge

・nth，　m。・bid・．29）lt　i，　n。　d。ubt　th。tご，。，g。　Eli。t　di、．

　covered　in　herself　primitive　longings　and　the　final

．holror．　So　it　nn　ight　have　been　inevitable　for　her　to　arm

　her　impulse　with　moral　ideas．　We　can　say　that　in　the

　storms　and　struggles　of　Maggie　there　was　much　in　the

・・i・・fCh・・1・tt・B・・nt・．3°）H・w・v・r，　B，。nte，ec。g．

　nized　the　inational　only　as　a　phase　of　the　human　condi－

　tion，　while　Eliot’s　insight　into　this　is　far　more　precise

　and　her　analysis　of　it　far　more　complex．　I　think　it　is

　with　justice　that　Lelner　says：‘’the　moral　pattern　of　The

Mill　does　not　square　with　the　creation　of　Maggie．　They

　often　overlap－often　enough　for　the　disbrepancy　not　to

　show　too　obviously　－　but　they　Iead・independent
li・…．31）lthi・k　Eli・t・、　c。n、ci。。、ness。f　thi、　di、p。，ity

　between　feeling　and　reason　deeply　affects　most　of　all

　her　novels，　which　is　conspicuously　revealed　in　The　Mi〃．

To　catch　theτeal　meaning　of　this　nove1，　we　have　to　give

　due　attention　to　this　antithesis　－　the　juxtaposition　of

　vital　young　self　and　older，　wiser，　diminished　self，　on

　which　this　novehs　b口ilt．

　　Thus　Maggie’s　history　is　to　be　interpreted　as　both　of　a

strugg亘e　for　moral　survival　and　a　spiritual　journey　of　a

Romantic　self　into　fulfillment．　However，　the　former　is

her　illusion　to　cover　her　real　nature．　She，　from　the

beginning，　instinctively　leams　it　means　self－murder．　We

can　say　her　real　history　is　the　latter．工erner’s　remark　is

fitting：‘Maggie　breaks　free　of　the　book　that　contains

her：she　has　a　kind　of　independent　existence　that　I　can

best　indicate　by　saying　that　the　terms　in　which　the

action　of　the　book　is　best　analysed　do　not　tell　us　much

about　her．．＿But　Maggie　never　needs　to　awaken　from

restraint：the　Maggie　who　surrenders　totally　to　impulse

is　there　from　the　beginning．　This　is　the　Maggie　who　cuts

her　hair，　pushes　Lucy　in　the　mud，　begs　Tom　for　forgive－

ness，　feels　the　‘‘bitter　sorrows　of　childhood，　when

、。rr。w　i，　all。，w。nd、t，ang，1．32）A、t。、lly　w。、e，　i。

Maggie　the　typical　Romantic　self　with　its　strenuous，

glowing　pride　in　life　which　is　unable　to　be　stifled．　It　is

not　surprizing　that　the　ending　has　been　the　most　critical

part　of　this　novel　whele　Eliot　revealed　her　deep　am－

bivalence．　It　is，、in　a　sense，　an　impossible　attempt　to

stifle　the　younger　vital　self　and　accept　the　older，　reason－

able　self－an　impossib藍e　attempt　to　bring　the　inner

reality　contact　w孟th　the　outward　reality．　Here　the

　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　’
author　reveals　heHomantic　impulse－the　inner　secrets

of　hers－in　the　most　complicated　way．　It　is　no　wonder

readers，　particularly　the　Victorian　readers，　took　this

novel　for　a　moral　fable．　In　fact　the　cross　image　in　the

final　Book　strengthens　this　impression－that　ls，　the　in－

telligent　and　passionate　person　as　Maggie　who　well

knows　what　it　means　to　lose　her　own　deepest　self　＿is　to

be　put　upon　the　cross．　It　is　also　natural　that　Victorian

readers　wele　disappointed　in　the　ending，　where　under

the　cross　image　the　author　prepares　to　release　fully　her

romantic　impulse．　In　this　scene　we　must　notice　the　im－

portant　fact　that　the　author　cannot　but　present　Maggie’s

victory　through　the　Iife－taking　and　life－giving　flood

which　is　the　greatest　unifying　symbol　in　this　nove1．

‘What　the　impulse　leads　to　overlaps　largely　with　what

reason　apProves，　but　it　is　only　an　overlap　or，　a　coin。

cidence・．33）

IV　DEATH　AS　A　TRANSCENDENTAL　REAHTY

It　is　no　doubt　George　Eliot　wrote　this　final　scene　in
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her　most　excited　mood．　The　heat　and　the　glare　pass　to

us　from　the　Romantic　self－Maggie’s　identity　as　well　as

the　authoゴs．　It　is　natulal　that　most　of　the　critics　found

the　artistic　faults　in　thjs　scene　because　of　theiτwrong

viewpoint．　Maggie　who，　they　assume，　has　awakened　to

amoral　vision　along　the　tide，　rejected．Stephen　and

survived　the　crucial　temptation　is　swept　along　providen－

tially　by　the　flood．　The　last　scene　offers　us；‘The　boat

reapPeared　－　but　brother　and　sister　had　gone　in　an

embrace　never　to　be　parted：living　through　again　in　one

supreme　moment，　the　days　when　they　had　clasped　their

little　hands　in　love，　and　roamed　the　daisied　fields

togethel’．　Her　final　experience　immediately　before

death－cearly‘the　emotional　fulfillment’－has　been

said　to　batter　the　confidence　in　Maggie’s　rightness　and

undermine　the　moral　scheme　of　this　book．　However，　as

mentioned　befole，　Maggie　did　not　awaken　to　any　moral

vision，　that　is　to　say，　never　needed　to　awaken．　The

M、ggi・wh・・xp・・i・nce・th…up・em・m・m・・t・34）i・

completely　the　same　Maggie　who　rejected　Stephen．　We

realize　this　final　scene　is　never　an　easy　cQnclusion　nol　a

refuge　in　its　untroubled　ways，　Rather　we　have　already

anticipated　from　the　very　beginning　through　the　images

of　water　this　final　moment＿the　fitting　moment　for　the

completion　of　the　Romantic　self　through　the　emotional

images　of　water，　the　detail　of　which　really．reminds　us
　，

what　a　skilled　craftman　E1重ot　was．

　　Having’rejected　Stephen’s　final　appeal，　Maggie　survives

the　final　temptation．　However，　her　estimate　of　the

climax，　her　vision　of　heroic　martyrdom　is　a　false　one．　In

direct　contradiction　to　the　climax　George　Eliot　prepares

for　the　final　moment　by　more　direct　emotional　means．

Maggie　feels‘a　starthng　sensation　of　sudden　cold　about

her　knees　and　feet’．　And　in　this　sc．ene　the　sensation　of

horror　completely　overlaps　the　sensation　of　her　child－

hood　recollection．　From　then　on　all　Iapidly　goes

toward　the　end．　Unhesitatingly　the　fetches　the　boat　to

resque　Tom　and　is　driv．en　out　upon　the　flood，　a　supleme

image　for　being　swept　away．　The　flood　is　equated　with

her　passion．　She　is　swept　away　figulatively　as　well　as

literally．　The　author　remarks：‘The　who豆e　thing　had

been　so　rapid－so　dreamlike－that　the　threads　of

ordinary　association　wele　broken’．　When　all　the　artifi－

cial　vesture　of　her　life　is　goen，　she　is　all　one　with　her、

primitive　needs．　Her‘unhesitating’behav童oul　clearly

tells　us　it　is　her　impulse　to・go　back，　to　be　the　old　impul－

slve　Maggie　again　that　she　is　really　Iesponding．　Maggie

was‘alone　in　the　darkness　with　God’．　It　is　no　doubt

‘God’is　hel　own　identity．　It　is　why‘the　dim　loneliness’

on　the　water，‘the　widening　of　that　dismal　watery　levep

was　so　welcome　to　her．　Her　act　to　fetch　Tom　in　the

boat　tends　to　mislead　us．　However，　we　should　not　take

it　for　a　molal　act．　We　must　notice　that　Maggie　says；

‘Yes，　Tom：God　has　taken　care　of　me，　to　bring　to　you’，

As　mentioned　before，　God　is　herdeep　self．　It　is　obvious

her　act　is　strongly　backed　by　her　own　impulse．　It　is　why

her　final　union　with　Tom　is　presented　as　the　emotional

fulfillment．，　It　is　never　the　victory　of　love　over

eStrangement．

　In　the　scene　in　which　Maggie　cries　out，‘O　God，　whele

am　I？　Which　is　the　way　home？’，　the　image　of　home重s

successfully　used．　In　her　bewilderment，　she　herself　is

not　yet　sure　what　she　means　by‘home’．　Nonetheless，　as

Lerner　suggest，　it　is　nothing　but　her　real　self　－　her

divided　nature．　To　tuln　back　to　it，　she　must　attain　her

　　　　　　ロ
reunion　with　Tom　who　is，‘to　her，　a　symbol　of　love　and

duty．　Also　th孟s　reunion　is　doubtless　to　mean　the　only

solution　for　hel　divided　nature．　Maggiサand　Tom，　who

each　inhelited　different　strains　of　the　Tullivel　Dodson
　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　

line　and　never　accord　with　each　other，　cou正d　grow

toward　one　another　only　through　their　death．　Because
　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　・

it　is　clear　that　while　she　is　alive，　as　child　or　adult，　the

complex　Maggie　cannot　l重nk　herself　with　Tom，　with　any　・

past．　Also　we　see　this　is　the　only　means　for　George

Eliot　to　reconcile　her　Romatic　self　wi‡h　her　intellect－
　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　o

her　faith　of　Victorian　mora豆ity。　Thus　it　is　clear　that　we

should　not　exaggerate　the　sibling　love，　re：1ating　it　with

Eliot’s　estrangement　from　hel　own．brother，　owing　to

her　unconventional　union　with　Lewis．　Maggie’s　reunion

with　Tom　is　only　the　symbol　of　her　unattainable　des童re

for　solution．　It　may　be　said　the　direct　cause　of　their

death　is　of　course　the　flood，　but　the　indilect　cause　is

Maggie’s　fetching　of　Tom　in　the　boat．　That　is　to　say，

she　or　her　impulse，　in　a　sense，　forced　Tom　to　reunion

with　her．　It　reminds　us　of　the　Maggie　who　in　her　child－

hood　used　to　claim　Tom’s　love　much　more　than　she

gives．　We　already　see　here　the　eruption　of　the　savage

appetite　of　Maggie’s．　self－absoring，　self－expansive

（14）
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Romantic　self．　Lemeゴs　fitting　remarks　seem　to　confirm

this：‘What　makes　Maggie　fetch　Tom　is　what　made　her

cut　her　hair　off，　run　away　to　the　jispies，　meet　Philip

Waken，　protest　at　the　bible　oath－the　fact　that　she　is

what　she　is．“Which　is　the　way　home？”The　answer　is，

Th，　w、y　t。　y。urself・．35）H・，　c，eati。n。f　th・im・g・・f

her　old　home　in’her　mind　is　not　the　actual　Tom　nor　the

actual　home　in　St．　Ogg’s，　but　is　closely　related　with　her

adolescent‘blind　unconscious　yearning　for　something

that　would　link　together　the　wonderful　impression　of

this　mysterious　life，　and　give　her　soul　a　sense　of　home　in

it（Book　III，　ch．5．）．　Now　she　at　last　has　attained　the

transcendental　vision　through　death．　Adding　to　this，1

　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　．must　say　that　in　this　scene　none　of　the　religious　touches

are　exaggerated．　We　know　that　God　in　her　childhood

was　any　adult　in　St．　Ogg’s，　G6d　in　hel　adult　years　was

her　memories，　and　God　in　the　final　scene　is　Maggie　her－

self．

V．GEORGE　ELIOT’S　ATTITUDE　TO　HER
　　　　　　　　　　　　　　　HEROINE

　In　spite　of　George　Eliot’s　perpetual　Ieferring　to　the

individual　lot，　Maggie’s　frustration　oweゴrather　to　her

own　divided　nature　shared　by　her　creator．　Baptized　by

the　Victorian　ethos，　Eliot　presents　Maggie　to　be　a

little　skeptical　to　the　inner　forces　in　the　self．　Though　in

the　early　scenes　Eliot　seems　to　be　delighted　in　depicting

strong　and　wild　feeling　of　Maggie，　she　also　presents　her

as　a　weak　individual．　We　are　told　she　is　weak　in　self－

trust　which　partly　accounts　for　the　vagueness　of　her

aspirations　and　thought．　Adult　Maggie　vaguely　senses

the　destructive　elements　of　the　inner　dynamic　forces＿

passion．　It　seems　to　her　a　straying　from　the　right　pubhc

path　to　a　wrong　unsound　path　which　means　utterly

darkness．　Maggie　says　to　Stephen：‘We　can　only　choose

whether　we　will　indulge　ourselves　in　the　present

moment（a　wrong　path），　or　whether　we　will　renounce

that（a　public　path）’．　We　can　understand　Eliot’s　circum－

stances　never　allowed　her　to　assert　the　power　of　a　full

　　　の
b盈ooded　nature．　Just　as　we　see　that　Maggie　perpetually

appeals　to　God，一‘divine’motives，　Eliot’s　Calvipistic

Yiew　cannot　but　consideτimpulse，＿passion，　as　some．

thing　diabolical，　or　as　an　affront　to　the　human　spirit．

If　we　sympathize　with　the　Victorian　moral　faith　saying

that‘without　morality，　a　man　is　utter　nothingness・，36）

we　can　understand　Maggie’s　unnatural　self－abnegationプ

ーher　mortification　of　a　dynamic　self．　However，　it　is

intelesting　that　eventually　Eliot　reveals　that　Maggie’s

God　is　her　own　identify．　The　Romantic　self　of　hers

with　its　strenous　and　sensuous　pride　in　life　rooted　in　her

earlier　experience　of　natural　life　instinctively　senses

something　wlong　in　a　faith　of　selflessness。　How　can

one　believe　in　the　social　self　without　believing　in　his．

own　self？　It　is　significant　that　Philip’s　inteligence，　not

Maggie’s，　does　point　out　the　unnatural　state　of　human

being　who　is　metamorphorsed　and　held　captive．　It

means　that　Eliot’s　reason　believed　in　morality，　while　her

instinct　believed　in　life．　We　can　weU　understand　that

such　Maggie　once　astride　the　stallion　of　imaginative　im－

pulse，1@inescapably　returns　to　the　dull　public　path．　We

may　say　that，　for　her，　passion　and　pieties　or　delight　and

sorrow　are　two　sides　of　the　same　coin．　In　other　words，

her　impulse　is　in　distinguishable　from　her　sense　of　duty

（which　is　considered　as‘sacrad’）．　However，　what　is　worse，

for　her　both　the　sense　of　duty　and　the　impulse　are

extravagent．　It　is　inevitable　for　her　to　be　driven　to　con－

front　with　the　dilemma　of　either／ol．　Maggie，　who　is　too

much　alive　to　pretend　to　be　dead　can　never　be　in

harmony　within　herself，　much　less　with　the　world．　It　is

the　only　means　to　attain　the　ideal　whole　for　George

Eliot　to　send　her　heroine　to　the　bottom　of　the　Floss

locked　in　Tom’s　arms，　who　represents　the　family　and

her　earliest　memories．　Though　it　seems　inconsistent，　we

must　realize　Maggie’s　final　going　back　is　the　manifest昂一

tion　of　the　inner　forces　that　Ient　her　soul．　It　is　also　the

manifestation　of　the　ideal　vision　of　George　Eliot　who，

placed　between　the　Romatic　self　and　the　Victorian

moral　faith，　ardently　desired　to　be　a　whole，　sought

moral　order　in　the　ilrational　elements．　It　is　why　she　let

Maggie　reject　Philip　and　Stephen’≠獅п@come　back　to　her

old　home．　We　realize　how　ardently　did　Maggie　yearn　for

the　‘ordinary’destiny．－　harmony。　Thus　through

Maggie’s　complex　character　George　Eliot　honestly　pre－

sented　us　the　deep　inner　truth　of　one　intelligent　woman

in　her　age．

（15）
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CONCLUSION

　　It　is　already　mentioned　that　the　psychological　ideas

and　scheme　of　The　Prelude　exerted　an　important　in－

　fluence　upon　The・、Mi〃on　the　FZo∬．　Both　works　show，

　‘the　impingement　of　sensory　experience　on　the　sensltlve

mind，　the　storing　associations，　the　persistence　of　child－

hood　memories　into　adult　Iife’and‘the　intellectual　pro－

，gress　from　childhood　to　folmal　education　to　completion

of　moral　education　by　friendship，　love，　and　society’．　In

　The　Mi〃as　in　The　Prelude，‘The　child　in　effect　leads　the

man　back　to　his　grass　roots，　and　the　cycle　qf　nature　ends

with　it、　b，ginni。g、・．37）H・w・v・・，　th・ugh　the　affi・iti・・

are　clear，　we　also　see　some　diffelence　between　them．

The　analysis　of　which，　I　think，　makes　an　approach　to

the　Ieal　meaning　of　Geroge　Eliot’s　Romanticism．　That，

is　to　say，　the　vislon　of　Wordsworth　is　subtly　changed　in

　mode　in　The　Mi〃．　George　Eliot’s　is　psychologically　far

more　complex　and　far　less　optimistic，　which，　I　think

antidpates　the　nihilism　of　modern　romantic　writers　such

as　Joseph　Conlad，　James　Joyce，　Virginia　Woolf，　and　so

　on．

　　The　ending　scene　of　the　novel，　with　Tom　and　Maggie

　drowing　together　in　the　river　they　have　known　since

　their　childhood，　is　in　spite　of　the　intimation　of　martyr－

　dom，　in　every　respect，　the　culm㎞ation　on　Maggie’s　life，

　the　fittest　ending　that　George　Eliot　had　ever　written．

Though　the　meaning　of　the　connection　between　their

　shared　childhood　and　the　shared　death　may　seem　to　be

　ambiguous，　we　can　at　least　see　one　overt　element　is

　manifested　hele，　which　is　predominatly　plesent　flom

　the　beginping　to　the　end　in　this　novel．　It　is　the　intensity

　of　Maggie’s　impulsive　nature．　Then　perhaps‘it　is　not

　upon　her　relation　with　her　brother，　nol　the　childhood

　itself　to　which　we　should　give　our　first　careful　attention，

but　to　the　meaning　of　this　intensity，　which　makes　hef

act。n。1，v，l　b，1。w　th、t。f　m。，al。。ncept、㍉38）・nd

　makes　her・return　to　her　Iecollection　of　her　childhood

and　experience‘one　supreme　moment’．　We　see　that　this

　intensity　is　also　the　cause　of　her　failure　not　only　in　her

　childhood　but　also　in　her　adult　years　to　live　up　to　the　re－

　quirements　of　other　people　which　are　practically　repre－

　sented　by　the　rigid　ones　of　the　Dodsons．　For　Maggie

Tulliver，　her　childhood　was，　unlike　Wordsworth’s，not

always　hapPy，　but‘comparatively’hapPy・Because　heI

童ntensive　natule　always　makes　her　blunder，　she　comes　to

question　about　her　own　identify．　As　aforesaid，　hers　is　a

life　of　aパimpossible’attempt，　to　be　self－less，　to　efface

the　Romantic　self．’ nn　this　point　Jones　says　suggestively

as　follows：‘we　do　not　have　to　approve　of　Maggie’s

inability　to　extend　hel　life　beyond　what　Tom　might

consent　to　if　he　understood　it　properly；but　the　novel

does　make　us　understand　how　this　constriction　comes

i。t。　b。i。g・．39）Hi・w・・d・al…eem　t・・xpl・i・G…g・

Eliot’s　own　dilemma　between　hel　moral　faith　and　her

impulse．　Though　both　ofthem　ale　hostile　to　each　other

and　each　of　them　is　extravagant，　they　both　unmistak一

　　　　　　　　　　　ね
ably　come　to　being　for　Geolge　Eliot．　Fol　such　a　divided

character，　it　is　no　doubt　Wordsworth’s　cycle　scheme

offered　a　fitting　idea　for　solution．　We　know　Maggie　who

in　her　childhood　and　in　her　adult　years　somewhat

passively　surrendered　to　Tom，　comes　to　leam　that　loya1－

ties　and　obligations　operate　deep　in　herself．　Pieties　are

also　her　own　inevitable　童dentity．　Now　that　she　has

realized　both　hel　impulse　and　pieties　are　her　unmistak－

able　identity　which　she　owes　to　her　past，　she　must　come

back　and　regain　her　past．　It　is　no　longer　a　mere　past．

Confilmed　by　the　cycle　idea　of　Wordsworth，　George

Eliot　affirms　the　supleme　value　of　the　lost　past，　It　be－

comes　for　her　a　tranquil　world，　a　transcedental　reality　in

which　the　disturbing　elements　can　be　in　harmony　with

　　　　　　　　　　　　　　　　　　　　　．each　other．　It　is　not　surprising　that　she　let　Maggie　come

back　to　be　the　old　Maggie　who　had　been　identified　with

a‘Skye　terrier’which　repTesents　something　of　the　inten－

sely　loyal　and　spontaneous　emotional　response．　Maggie，

compared　with　Bob　Jakin　in　whom　there　is　a　constant

growth，　may　seem　on　the　backward　belt．　In　fact，

Harvey　thinks　so：‘George　Eliot’s　attitude　to　Maggie　is

the　Ieverse　of　mature．　I　would　prefer　to　view　the　novel

as　in　itself　a　struggle　towards　maturity，　towalds　an　im－

personal　workingout　of　very　pelsonal　dilemmas　and
、，i、i、・．40）H。weve，，　it　m。y　b・・aid　th・t．G…g・Eli・t

helself　is　enough　mature　to　be　able　to　realize　her　own

problem　through　Maggie　who，　in　her　difficulties，量s

painfully　trying　to　come　to　Being．　I　think　she，　looking

ahead　with　some　foreboding　to　an　age　of　free　thinking，

covertly　believed　in　the　Romatic　self　of　hers．　Just　her

Calvinistic　scrupulousness　forbade　to　assert　it．　Also　it　is

（16）
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no　doubt　her　intellect，　too，　told　her　that　without　the

restrlction　in　the　release　of　impulse，　in　the　world　there

would　be　no　longer　an　olganic，　harmonious　whole．

　Then　why　one　cannot　say　she　is　a　positive　Romantic

with　modern　real　agonies？　Maggie’s　cries　clearly

confirm　it：

Oh，　it　is　difficult　life　is　very　difficult！It　seemS　right

to　me　sometimes　that　we　should　follow　our　strongest

feeling；but　then，　such　feelings　continually　come

across　the　ties　that　all　our　folmer　life　has　made　for

us．　If　life　were　quite　easy　and　simple，　as　it　might

have　been　in　Paradise－（Book　VI，　ch．11）

　Ithink　Bedient’s　words　are　fitting　to　coclude　this

essay：‘George　Eliot　was　more　than　a　mirror；she　was　a

burning　glass。　In　her　the　Victorian　ethos　came　to　an

inflammatory　focus．　One　has　but　to　hear　the　exigency

of　her　appeals，　the　solemnity　of　her　accents，　to　compre－

hend　that　she　wrote　from　deep　and　compelling　necessi－

ties　of　her　own・．41）Really，　through　Geolge　Eliot・s

statement　of　the　female　dilemma　in　her　age，　we　can

clearly　see　why　and　how　she　suffered　and　loved．
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『フロス河畔の水車場』におけるロマンティシズムについて

　　　　　　　　　伊　藤　　　節

　　　　　　　（昭和59年10月15日受理）

　ヴィクトリア朝のモラル・スポークスマンであり，リアリズム作家と見倣されるジョージ・エリ

オットの作品には，背面からそれを突き崩していくようなロマンティシズムの遜りがみられる．特に

その要因の濃いrフロス河畔の水車場』においてこれを考察し，同時に，時代の制約を受けとめなが

らも目覚めた一女性の意識の様相を照らし出していく．
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