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Elizabeth Smart's By Grand Central 
Station I Sat Down and Wept (1945) i s 
a b r i l l i a n t l y written prose poem cele
brating an intense love affair.(1) As 
a feminist adultery novel, i t is a 
Canadian f i r s t . For this romantic 

tour de force , Smart has created a 
language of feeling—subjective, pas
sionate and extravagant, a language of 
bold conceits and of classical, l i t e r 
ary and b i b l i c a l allusions; of b i b l i 
cal cadences which augment the re
ligious and spiritual dimension of the 
affair; and by i t s incantatory rhythm 
contributes to the portrayal of an 
individual caught up in an inevitable 
process. 

The protagonist and her lover act out 
the age old story of love and abandon
ment; the woman's emotions run the 
gamut from expectancy to foreboding, 
from joy to grief, from hope to des
pair. As emotional intensity builds, 
the emotions themselves shift and 
change—expectancy, fulfillment, guilt 
and ecstasy in early parts of the 
novel give way to grief, suffering and 
despair. 

Smart writes in the confessional modo. 
The voice i s that of the unnamed woman 





p r o t a g o n i s t . From time to time, her 
voic e i s contrasted t o or counter-
pointed w i t h other v o i c e s . The novel's 
antecedents are the s o l i l o q u y , the 
e p i s t l e and the d i a r y . As the story of 
an a d u l t e r y t o l d from the feminine per
s p e c t i v e , and as an e x p l o r a t i o n of the 
complicated emotions such a s i t u a t i o n 
engenders, By Grand C e n t r a l S t a t i o n 
continues a t r a d i t i o n which has i t s 
roots i n a long ago past. 

Most love s t o r i e s t o l d from the male 
pe r s p e c t i v e are s t o r i e s of c o u r t s h i p , 
of despondency and despair p r i o r to 
acceptance, of seduction, and not i n 
f r e q u e n t l y of a "love them and leave 
them" k i n d of r e l a t i o n s h i p , a f t e r 
which the "hero" goes on to f u r t h e r 
conquests. But the woman i s no longer 
heard f r o m — o r o f — f o r we are concerned 
s o l e l y w i t h the male p r o t a g o n i s t ' s ad
ventures i n which the woman i s "the 
other." The conventional feminine 
s t o r y i s one of c o u r t s h i p , of r e s i s 
tance u n t i l the u l t i m a t e p r i z e of 
matrimony i s p r o f f e r e d , and of mar
r i a g e . Samuel Richardson's Pamela 
comes t o mind. This t a l e continues t o 
be enacted today i n Harlequin romances. 

The f e m i n i s t s t o r y d i f f e r s from e i t h e r 
of these as E l l e n Moers has pointed 
out.(2) There are two works i n par
t i c u l a r t o which I wish to a l l u d e t o 
i n d i c a t e t h a t the response of Smart's 
unnamed p r o t a g o n i s t t o her dilemma i s 
i n the mainstream of an honourable 
t r a d i t i o n , t h a t of the f e m i n i s t a d u l 
t e r e r . This author's s i n g u l a r c o n t r i 

b u t i o n to the t r a d i t i o n , I suggest, 
re s i d e s i n her s t y l i s t i c i n n o v a t i o n s — 
s p e c i f i c a l l y i n her use of a paradoxi
c a l s t r u c t u r e and i n her e s s e n t i a l l y 
feminine imagery. 

The t r a d i t i o n to which I r e f e r goes 
back t o ancient Greece. Probably the 
f i r s t western w r i t e r to focus on fem
i n i n e psychology was E u r i p i d e s , who 
gave precedence to women characters of 
passion and c o n f l i c t i n g emotions i n 
plays such as Medea, E l e c t r a and The 
Trojan Women. However, By Grand Cen
t r a l S t a t i o n ' s more s p e c i f i c antecedent 
i s a Roman c l a s s i c , Ovid's Heroides 
w r i t t e n some two thousand years ago. 
The Heroides are e r o t i c elegies—mono
logues i n the form of l e t t e r s , mostly 
w r i t t e n by women who have been betrayed 
or deserted by husband or l o v e r . 

There are two basic reasons f o r c l a i m 
ing Ovid as E l i z a b e t h Smart's antece
dent. F i r s t , because of the i n f l u e n c e 
of h i s Amores, Ars Amatoria and 
Heroides, Ovid i s recognized to be "the 
f a t h e r of e p i s t o l a r y , sentimental, and 
ps y c h o l o g i c a l f i c t i o n . " ( 3 ) The 
Heroides, as l e t t e r s which, rather than 
f u r t h e r i n g the p l o t , r e v e a l the emo
t i o n s and re a c t i o n s of the sender, 
added a new dimension t o s t o r y t e l l i n g . 
As one c r i t i c of the e p i s t o l a r y novel 
puts i t , "These p o e t i c e p i s t l e s [The 
Heroides] are one of the most important 
sources or models f o r the emotional 
l a y e r i n the st r u c t u r e of modern f i c 
t i o n . . . . The elements of l e t t e r 
f i c t i o n are a l l here, r e q u i r i n g only 



to be combined and p r o p e r l y developed, 
though they had to wait c e n t u r i e s f o r 
the process to take place."(4) The 
e p i s t l e i s , of course, the progenitor 
not only of the e p i s t o l a r y novel but 
of the i n t e r i o r monologue; f o r i t pro
vides the opportunity t o d e p i c t emo
t i o n , r e a c t i o n and thought; to present 
a n a r r a t i v e s u b j e c t i v e l y , w i t h v i v i d 
ness, spontaneity and immediacy, and 
to r e v e a l f l u c t u a t i o n s i n the i n 
d i v i d u a l ' s t h i n k i n g and f e e l i n g . The 
e p i s t o l a r y method i s but a short step 
from the i n t e r i o r monologue i t s e l f , 
which i n e f f e c t , i s what E l i z a b e t h 
Smart's novel i s . 

The second reason f o r considering 
Ovid's Heroides as the p r o g e n i t o r 
of Smart's novel l i e s i n the p a r t i c u 
l a r focus of the Heroides. In these 
poems, Ovid s e l e c t s a c r u c i a l moment 
i n a love s t o r y and uses the voice of 
the woman in v o l v e d to r e v e a l her emo
t i o n s . He presents a p s y c h o l o g i c a l 
p o r t r a i t as the w r i t e r , i n her l e t t e r 
(which i s r e a l l y a monologue), r e c a l l s 
and r e l i v e s her love a f f a i r . Heroide 
v i i i s the poem which most c l o s e l y 
p a r a l l e l s By Grand C e n t r a l S t a t i o n . 
In t h i s poem, which i s based on Book 
Four of V i r g i l ' s Aeneid, Dido w r i t e s to 
Aeneas i n one l a s t attempt t o persuade 
him not to abandon her. Ovid a l t e r s 
both the episode and the character of 
Dido; Ovid's Dido i s g e n t l e r and more 
persuasive than V i r g i l ' s ; she i s angry 
but not v i n d i c t i v e ; her arguments are 
reasonable and, as Ovid presents her, 
her a t t i t u d e i s j u s t i f i e d . By s h i f t i n g 

her address between second and t h i r d 
person, Ovid makes her appear t o ad
dress Aeneas, then o t h e r s , then her
s e l f . This technique allows f o r more 
f l e x i b i l i t y , more s h i f t s of mood, than 
would a s t a t i c s i t u a t i o n . F i n a l l y , 
Dido k i l l s h e r s e l f w i t h Aeneas' sword 
— a symbol to her of t h e i r l o v e , t o 
the reader of Ovid's time of the f u t u r e 
enmity of Carthage and Rome. To the 
p h a l l i c - c o n s c i o u s twentieth-century 
reader, the sword i s an e f f e c t i v e sym
bo l i n d i c a t i n g that Aeneas, by h i s 
abandonment of Dido, i s r e s p o n s i b l e 
f o r her death. 

The second work i n t h e , f e m i n i s t a d u l 
t e r y t r a d i t i o n which I wish t o r e l a t e 
to By Grand C e n t r a l S t a t i o n i s The 
L e t t e r s of Abelard and H e l o i s e . 
Heloise was the b r i l l i a n t young woman 
of t w e l f t h - c e n t u r y France who became 
the mistress of her t u t o r , the r e 
nowned scholar Peter Abelard, had a 
son by him, and l a t e r , t o p l a c a t e her 
f a m i l y , married him. Her f a m i l y , some
what legs than p l a c a t e d as i t turned 
out, arranged f o r Abelard's c a s t r a t i o n . 
Thereupon, H e l o i s e , at Abelard's behest, 
entered a convent, where she was t o 
lea d a d i s t i n g u i s h e d and s u c c e s s f u l 
l i f e as p r i o r e s s and l a t e r abbess. 

As her l e t t e r s c l e a r l y i n d i c a t e , 
H e loise had no wish to marry Abelard, 
p r e f e r r i n g , r a t h e r , to be h i s m i s t r e s s ; 
nor was she pleased w i t h the unseem
l i n e s s w i t h which he t h r u s t her i n t o 
the convent, p r i o r to h i s own w i t h 
drawal i n t o a monastery. His urgency 



appeared t o her (quite r i g h t l y , no 
doubt), to h i n t at m i s t r u s t of her and 
possessiveness. H e l o i s e ' s l e t t e r s i n 
d i c a t e t h a t she was an a r t i c u l a t e and 
h i g h l y educated woman at a time when 
most women were not educated at a l l . 
L i k e Ovid's Dido, she argues from a 
c l a s s i c a l viewpoint. L i k e E l i z a b e t h 
Smart's p r o t a g o n i s t , she quotes S c r i p 
t u r e s and the c l a s s i c a l w r i t e r s i n sup
po r t of her arguments. 
These three women—Ovid's Dido, the 
medieval H e l o i s e , and Smart's protagon
i s t — h a v e much i n common. A l l three 
are a d u l t e r e r s . A l l three give t h e i r 
love f r e e l y and r e j o i c e c o n s c i o u s l y 
i n t h a t love. A l l three are d i s 
traught when abandoned by t h e i r l o v e r s — 
Dido k i l l s h e r s e l f , H e l o i s e takes the 
v e i l i n a mood of t r a g i c d e s p a i r , 
Smart's n a r r a t o r contemplates s u i c i d e 
but then determines to go on alone. 
These are not conventional women: they 
are bound n e i t h e r by contemporary mores 
nor by concern f o r appearances. None 
considers marriage as needful. Where
as Dido says, " I f you shame to have me 
your w i f e , l e t me not be c a l l e d b r i d e , 
but hostess; so she be yours, Dido w i l l 
endure to be what you w i l l ; " ( 5 ) H e l o i s e 
says, " I looked f o r no marriage bond, 
no marriage-portion, and i t was not my 
pleasures and wishes I sought t o 
g r a t i f y , as you w e l l know, but yours. 
The name of w i f e may seem more sacred 
or more b i n d i n g , but sweeter f o r me 
w i l l always be the word m i s t r e s s , o r , 
i f you w i l l permit me, that of con
cubine or whore."(6) 

Each of these three i s p a s s i o n a t e l y i n 
love and e c s t a t i c i n love making. Dido 
says, " I am ablaze w i t h l o v e , l i k e 
torches of wax tipped w i t h sulphur, 
l i k e pious incense placed on smoking 
a l t a r - f i r e s , " (p. 85) and H e l o i s e , "In 
my case, the pleasures of l o v e r s which 
we shared have been too s weet—they 
can never d i s p l e a s e me, and can scarce
l y be banished from my thoughts;"(7) 
Smart's n a r r a t o r , "And I l a y down on 
the redwood needles and seemed to flow 
down the canyon w i t h the thunder and 
confusion of the stream, i n a happiness 
which, l i k e b i r t h , can a f f o r d to ignore 
the blood and the t e a r i n g . " (p. 26) 

With each of these three, there i s a 
sense of wrongdoing but i t i s a sense 
of s i n and g u i l t acknowledged and f u l l y 
accepted. "Exact the penalty of me, 0 
p u r i t y undone!—the penalty due 
Sychaeus! [her husband i n Tyre, now 
dead] To absolve i t now I g o — a h me, 
wretched that I am, and overcome w i t h 
shame.'" (p. 91) says Dido, adding 
s h o r t l y : "He was worthy who caused my 
f a l l , he draws from my s i n i t s h a t e f u l -
ness." (p. 91) Heloise confesses, " I 
should be groaning over the s i n s I have 
committed, but can only s i g h f o r what I 
have l o s t ; " ( 8 ) a n d Smart's p r o t a g o n i s t , 
"So hourly, at the s l i g h t e s t n o i se, I 
s t a r t , I stand ready to f e e l the roof 
cave i n on my head, the thunder of 
God's punishment announcing the l i m i t 
of h i s endurance." (p. 29) 

The three women i n d i c a t e a c l a s s i c a l , 



humanist outlook. One would expect 
t h i s w i t h Ovid's heroine but not neces
s a r i l y w i t h the medieval nun, He l o i s e , 
nor the twentieth-century Canadian 
woman. As a matter of f a c t , even 
Dido's c l a s s i c i s m i s unconventional, 
inasmuch as i t i s Greek, ra t h e r than 
Roman. Howard Jacobson, i n h i s study, 
Ovid's Heroides, notes that the Greek 
dramatist E u r i p i d e s "must be considered 
the d i s t a n t ancestor of the Heroides, 
not merely because he so e f f e c t i v e l y 
and i n f l u e n t i a l l y u t i l i z e d women's 
speeches, but a l s o because i n the 
Heroides, Ovid—whether consciously or 
n o t — i n h e r i t e d many of the i n t e l l e c 
t u a l and moral a t t i t u d e s that were 
Euripides'."(9) Jacobson sees E u r i p i 
des' moral r e l a t i v i s m as having "a 
major impact on Ovid's thought and 
s e n s i b i l i t y . Trapped i n an age of 
d e l i b e r a t e and imposed p u r i t a n i s m , 
himself by d i s p o s i t i o n a l i b e r a l s p i r i t , 
Ovid was only too ready t o adopt a 
Euripidean pose i n h i s o p p o s i t i o n to 
Augustan p o l i c y and dogma. The 
Heroides, a spectrum of love and 
l o v e r s , i s almost i p s o f a c t o i n i t s 
deheroization of the mythic m a t e r i a l 
and i n i t s r e j e c t i o n of the male view
p o i n t , a d e n i a l of the Augustan (and 
V e r g i l i a n , at l e a s t as envisioned i n 
the Aeneid) i d e a l . " (p. 7) 

Heloise's a t t i t u d e a l s o i s c l a s s i c a l . 
She and Abelard were re p r e s e n t a t i v e of 
the best of t h e i r time i n t h e i r combin
a t i o n of c l a s s i c a l knowledge w i t h de
v o t i o n to the C h r i s t i a n church. 

H e l o i s e ' s n a t u r a l manner of expressing 
h e r s e l f i s c l a s s i c a l . She argues from 
the standpoint of the humanist i n 
clai m i n g t h a t the i d e a l r e l a t i o n s h i p i s 
tha t achieved through love f r e e l y g i v e n , 
c l a i m i n g t h a t marriage can add nothing 
to the union, and indeed arguing w i t h 
her l o v e r , Abelard, t h a t she p r e f e r r e d 
"love to wedlock and freedom to chains." 
(10) H e l o i s e c i t e s C i c e r o , Seneca and 
Lucan, as w e l l as the Old and New Tes-
aments and the Fathers of the Church, 
i n support of her a t t i t u d e s . E l i z a 
beth Smart's p r o t a g o n i s t , too, quotes 
c l a s s i c a l and B i b l i c a l analogues. 

In her use of mythology, i t i s i n 
t r i g u i n g t o see how Smart reverses 
Ovid's method. I t has been remarked 
t h a t i n h i s Heroides, Ovid " r e 
creates the myth by f o r c i b l y p r o j e c t 
i n g i t i n t o a new world: of elegy, of 
the e r o t i c , of an i d i o s y n c r a t i c 
psychology."(11) Smart, on the other 
hand, p r o j e c t s her i n d i v i d u a l and her 
s i t u a t i o n , w i t h ir.s e r o t i c and 
e l e g i a c elements and i d i o s y n c r a t i c 
psychology, i n t o the world of myth, 
by a l i g n i n g her heroine w i t h the mythic 
heroines of love. Thus, Smart's pro
t a g o n i s t can say of her l o v e r and 
h e r s e l f , " J u p i t e r has been w i t h Leda, 
I thought, and now nothing can 
avert the Trojan wars;" (p. 27) and 
a f t e r she has been abandoned, "By the 
P a c i f i c I wander l i k e Dido, heaving 
such a passion of t e a r s i n the break
i n g waves, that I wonder why the whole 
world i s n ' t weeping i n c o n s o l a b l y . " 



(p. 108) Smart's woman and her l o v e r 
are never named. This f a c t i n i t s e l f , 
along w i t h the a s s o c i a t i o n of theti 
w i t h Zeus and Leda, T r i s t a n and 
I s o l d e , Dido and Aeneas, lends them 
ar c h e t y p a l or mythic s t a t u r e . 

There i s a strong f l a v o u r of f a t a l i s m 
i n these three t r a g i c a f f a i r s . Each 
of these women views love and the 
s u f f e r i n g i t e n t a i l s as i n e v i t a b l e . 
Dido speaks of the f i r s t day she gave 
h e r s e l f t o Aeneas, " I heard a v o i c e ; 
I thought i t a cry of the nymphs— 
'twas the Eumenides sounding the s i g 
n a l f o r my doom:"(p. 91) Abelard r e 
c a l l s H e l o i s e ' s prophecy, when he i n 
s i s t e d on t h e i r marriage: "We s h a l l 
both be destroyed. A l l t h a t i s l e f t 
us i s s u f f e r i n g as great as our love 
has been."(12) E l i z a b e t h Smart's 
p r o t a g o n i s t says, " I am possessed by 
love and have no opt i o n s . " (p. 42) 

Each of these women i s caught i n a 
ten s i o n between g u i l t and love, and 
f i n d s t h a t her excessive joy gives 
way to excessive g r i e f . H e l o i s e , i n 
her despair a t the l o s s of her beloved, 
Abelard, c o n t r a s t s the i n t e n s i t y o f 
past joy w i t h the i n t e n s i t y of present 
g r i e f . She employs the c l a s s i c a l con
cept of Fortune r a i s i n g man to the 
peak of success only to cast him down: 
"What g l o r y she [Fortune] gave me i n 
you, what r u i n she brought upon me 
through you'. V i o l e n t i n e i t h e r ex
treme , she showed no moderation i n 
good or e v i l . To make me the saddest 

of a l l women she f i r s t made me blessed 
above a l l , so that when I thought how 
much I had l o s t , my consuming g r i e f 
would match my crushing l o s s , and my 
sorrow f o r what was taken from me 
would be the greater f o r the f u l l e r 
joy of possession which had gone be
f o r e ; and so the happiness of supreme 
ecstasy would end i n the supreme b i t 
terness of sorrow."(13) 

The p o l a r i t i e s to which Heloise here 
r e f e r s , of good and e v i l , g l o r y and 
r u i n , supreme ecstasy and suprev- sor
row, form the bas i c s t r u c t u r e jf 
E l i z a b e t h Smart's novel. And here I 
come to what I see as Smart's o r i g i n a l 
c o n t r i b u t i o n to the f e m i n i s t a d u l t e r y 
novel. She manipulates these p o l a r i 
t i e s to c o n t r i v e a continuous s t r u c 
ture of paradox. Smart creates t h i s 
s t r u c t u r e out of her own awareness of 
the simultaneous existence of the mun
dane and the magnificent, the s q u a l i d 
and the marvellous, and the existence 
of these oppositions w i t h i n the same 
experience. In By Grand C e n t r a l 
S t a t i o n , love i t s e l f i s portrayed as 
both sacred and profane, s p i r i t u a l and 
earthbound, s p e c i f i c and u n i v e r s a l , 
purveyor of joy and g r i e f , ecstasy and 
des p a i r , death and l i f e . 

From the beginning of the novel, love 
i s l i n k e d w i t h both v i o l e n c e , pain and 
death, and with b i r t h and l i f e , as i n 
t h i s passage: "But t h a t huge shadow 
[of her l o v e r ] i s more than my only 
moon, more even than my d e s t r u c t i o n : 



i t has the innocent s l i p p i n g advent of 
the next generation, which enters on 
one n i g h t of joy;" (p. 23) and l a t e r , 
" I am m o r t a l l y p i e r c e d by the seeds of 
love." (p. 35) Smart plays one p o l a r 
i t y against the other, juxtaposes one 
w i t h the other; counterpoints one with 
the other. A l l of the elements of the 
n o v e l — l a n d s c a p e , imagery, l i t e r a r y 
and B i b l i c a l a l l u s i o n s — c o n t r i b u t e to 
t h i s t e n s i o n of opposites i m p l i c i t 
w i t h i n the emotional context. For 
example, the lush C a l i f o r n i a w i l d e r 
ness i n which the love a f f a i r begins 
m i r r o r s the woman's emotional dilemma: 

Up the canyon the redwoods and 
the t h i c k leaf-hands of the 
c a s t o r - t r e e forebode d i s a s t e r by 
t h e i r beauty, b u i l t on too grand 
a s c a l e . The creek gushes over 
green boulders i n t o pools no 
human ever uses, down canyons i n 
to the sea. 

But poison oak grows over the 
path and over a l l the banks, and 
i t i s impossible even to go i n t o 
the damp overhung v a l l e y without 
being poisoned. Later i n the 
year i t f l u s h e s s c a r l e t , both 
warning of and recording f a t a l i t y . 

When the sea o t t e r s leave t h e i r 
p l a y i n g under the c l i f f , the 
kelp i n amorous c o i l s appear to 
p i n down the P a c i f i c . There are 
r a t t l e - s n a k e s and widow-spiders 
and mists t h a t r i s e from below. 

But the days leave the r e c o l l e c 
t i o n of sun and flower s , (pp. 19-
20) 

L i k e the impending love a f f a i r , the 
landscape i s b e a u t i f u l , but " b u i l t on 
too grand a s c a l e , " and i t i s danger
ous, i t "forebodes d i s a s t e r " and 
"poison oak grows over the path;" i t 
inclu d e s sea o t t e r s p l a y i n g and kelp 
"in amorous c o i l s , " but i t i n c l u d e s 
a l s o " r a t t l e - s n a k e s and widow-spiders 
and mists t h a t r i s e from below." That 
t h i s s e t t i n g i s l i n k e d w i t h the pro
t a g o n i s t ' s own dilemma i s made q u i t e 
c l e a r by the f o l l o w i n g passage: "His 
foreshortened face appears i n p r o f i l e 
on the car window l i k e the i r r e g u l a r 
graph of my doom, m e r c i l e s s as a 
mathematician, l e e r i n g accompaniment 
t o a l l my good r e s o l v e s . There i s no 
med i c i n a l t o he obtained from, the 
d r i e d herbs of any n a t u r a l h i l l , f o r 
when I tread those upward paths, the 
lowest vines conspire to abet my 
path, and the poison oak t h r u s t s i t s 
i n s i n u a t i o n under my f o o t . " (p. 22) 

Throughout the n o v e l , the immediate 
backdrop—the sensous C a l i f o r n i a 
landscape, the c o l d Canadian w i n t e r , 
the desolate A r i z o n a p o l i c e s t a t i o n , 
the impersonal and bleak r a i l w a y 
s t a t i o n — a n d the more remote landscape 
of the s u f f e r i n g and death of the 
Second World War, m i r r o r the pro
t a g o n i s t ' s i n t e r n a l s t a t e . 

Smart sometimes counterpoints two 
voices to i n d i c a t e the e s s e n t i a l l y 
p a r a d o x i c a l nature of the l o v e r s ' 



s i t u a t i o n . The most notable example 
of t h i s use of voice occurs when the 
two l o v e r s are stopped by the p o l i c e 
at the A r i z o n a border. Verses from 
the Song of Songs are interwoven w i t h 
the i n t e r r o g a t i o n s of the p o l i c e t o 
i n d i c a t e the dichotomy between the 
l o v e r s ' view of t h e i r a f f a i r and t h a t 
of the staunch upholders of conven
t i o n a l m o r a l i t y : 

Did you sleep i n the same room? 
(Behold thou a r t f a i r , my l o v e , 
behold thou a r t f a i r : thou hast 
dove's eyes). 
In the same bed? (Behold thou a r t 
f a i r , my beloved, yea p l e a s a n t , 
a l s o our bed i s green). 
Did i n t e r c o u r s e take place? (I 
sat down under h i s shadow w i t h 
great d e l i g h t and h i s f r u i t was 
sweet t o my t a s t e ) . 
When d i d i n t e r c o u r s e f i r s t take 
place? (The king hath brought me 
to the banqueting house and h i s 
banner over me was l o v e ) . 
Were you i n t e n d i n g t o commit 
f o r n i c a t i o n i n Arizona? (He 
s h a l l l i e a l l n i ght betwixt my 
b r e a s t s ) . 
Behold thou a r t f a i r my beloved, 
behold thou a r t f a i r : thou hast 
dove's eyes. 
Get away from there.' c r i e d the 
guard, as I wept ,by the crack of 
the door. 
(My beloved i s mine). 

B e t t e r not t r y any funny business, 
c r i e d the guard, you're only 
making things tough f o r y o u r s e l f . 
(Let him k i s s me w i t h the k i s s e s 
of h i s mouth). 
Stay put! c r i e d the guard, and 
struck me. (pp. 51-52) 

The dichotomy between the world's a t t i 
tude to t h e i r love and that of the 
l o v e r s , themselves, i s underlined but 
more than t h a t , the imagery of the 
Song of Songs which i n the S c r i p t u r e s 
provides an e r o t i c analogue f o r a 
s p i r i t u a l love here serves the r e 
verse purpose, l i n k i n g what i s 
o r i g i n a l l y an e r o t i c love w i t h the 
s p i r i t u a l , transmuting a profane love 
i n t o a sacred love; g i v i n g i t a r e 
l i g i o u s dimension. 

Throughout the novel, then, landscape, 
voice and a l l u s i o n s c o n t r i b u t e to the 
tension of opposites inherent i n the 
pro t a g o n i s t ' s inner experience. The 
c e n t r a l images Smart employs, which 
are blood and water, a l s o c o n t r i b u t e 
to t h i s t e n s i o n ; both are associated 
w i t h b i r t h and death, c r e a t i o n and 
d e s t r u c t i o n . Here are some examples: 

" W i l l there be b i r t h from a l l 
t h i s blood, or i s death only 
exacting h i s greedy p r i c e ? " 
(p. 34) 
". . . a happiness which, l i k e 
b i r t h , can a f f o r d to ignore the 
blood and t e a r i n g . " (p. 26) 



"Lucky Syrinx, who chose legend 
instead of too much blood!" (p. 
26) 

"Not a l l the poisonous ti d e s of 
the blood I have s p i l t can i n 
fluence the t i d a l s of love." 
(p. 41) 
"He also i s drowning i n the 
blood of too much s a c r i f i c e . " 
(p. 127) 

". . .my face floated away on 
that haemorrhage of sorrow. . . . " 
(p. 119) 

"0 the water of love that floods 
everything over, . . ." (p. 41) 

"Even the precise geometry of his 
hand, when I gaze at i t , d i s 
solves me into water and I flow 
away i n a flood of love." (p. 41) 

"I thought i t [love] would be l i k e 
a b i r d i n the hand, not a wild sea 
that treated me l i k e flotsam." 
(p. 45) 

"But the sea that floods i s love, 
and i t gushes out of me l i k e an 
a r t e r i a l wound. I am drowning i n 
i t . " (p. 118) 
"Where are we a l l headed for on 
the swollen r i v e r of my undamned 
g r i e f ? " (p. 118) 

El i z a b e t h Smart manipulates a l l the 
resources of language—of rhythm, voice, 
imagery, a l l u s i o n and she mirrors i n 
t e r n a l with external landscape—to 

weave a complex emotional drama, one 
which continues i n a noteworthy t r a 
d i t i o n to voice the dilemma of the 
abandoned lover, whose emotional jour
ney embraces such p o l a r i t i e s as hope 
and despair, f a t a l i s m and g u i l t , 
ecstasy and anguish. Her unique use 
of language i s her major contribution 
to the feminist adultery novel, and, 
she creates a feminine protagonist who, 
rather than being driven to suicide or 
to the convent, survives an experience 
which i s as o l d as humanity i t s e l f . 
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