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Hwang, Chan Hee. “‘Eloquent Eyes’: Lockean Ocularcentrism in Sydney Owenson’s The Missionary: 

An Indian Tale (1811).” Studies in English Language & Literature 44.2 (2018): 205-219. Many of the 

nineteenth century British writers embrace the influence of ocularcentric empiricism including Lockean 

epistemology and their contemporary visual culture, but, at the same time, Romantic poets, William 

Wordsworth among others, reveal their concern over the expansion of visual culture and hesitate to affirm 

the empiricists’ doubts regarding language. By locating Sydney Owenson’s The Missionary: An Indian 

Tale (1811) in the context of Lockean epistemology and Romantic writers’ responses to visuality, this 

paper examines the relationship between two protagonists—Hilarion, a Portuguese missionary, and 

Luxima, an Indian priestess—as a reflection of the tension between vision and language in the nineteenth 

century. Hilarion utilizes his verbal eloquence for his mission as well as his romance with firm confidence 

in the power of language as his best tool; in contrast, Luxima, who is obliged to be reticent due to her 

religious commitment, interacts with other people, including Hilarion, with her “eloquent eyes” (179). The 

trajectory of the two protagonists’ romantic bond, which is interwoven with the clash of their cultural and 

religious differences, progresses alongside the contrast between vision and language and this conflict 

culminates in a tragic ending, the sacrifice of Luxima and the self-ostracism of Hilarion. (Texas A&M 

University)
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I. Introduction

In The Missionary: An Indian Tale (1811), Sydney Owenson (also known as 

Lady Morgan) presents an ill-fated romance between Hilarion, a Portuguese 

missionary, and Luxima, an Indian priestess. Owenson does not hesitate to utilize 

the evident dichotomy in order to foreground her persistent criticism of imperialism 

as she did in her Irish nationalistic novel, Wild Irish Girl (1806). The 

characterization of Hilarion and Luxima foregrounds conflicts between several 

dichotomies that are major topics of eighteenth- and nineteenth-century social and 

philosophical discourse, such as conflicts between West and East, male and female, 

civilization and nature, and Christian and heathen. One of the most conspicuous 

dichotomies embodied by the two protagonists of the novel is the contrast between 

language and vision. 

I want to argue that when Owenson indicates that the ears and the eyes are the 

“organs of intellect, the powerful sources of mind itself” (114), she directly echoes 

one of the most influential philosophies during her time, that is, John Locke’s 

epistemology. This paper explores the relationship between language and vision in 

The Missionary in the context of Lockean philosophy and the Romantic response to 

empiricism. This paper will demonstrate that Hilarion, as a man of language who 

believes in the power of words, reflects his contemporary writers’ anxiety about the 

prevalence of vision through his responses to the visual attraction of Luxima and his 

struggle to resist a fascination with vision. 

During the Romantic period, Owenson gained instant popularity for The Wild 

Irish Girl. As Joseph W. Lew observes, the “success and the fame [the novel] 

created for its previously little-known author are comparable only to the furor at the 

appearance of Childe Harold’s Pilgrimage a half dozen years later”(39). Compared 

to her contemporary Romantic poets’ works that are widely read by readers and are 

extensively researched, however, Owenson’s works have gradually lost their appeal 

to readers and have not been widely studied. Recent recuperation of her works seeks 
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to reestablish “her rightful place as a formative influence upon the radical 

Romantics” (Lew 65). The Missionary in particular is believed to have impacted 

Percy Shelly in terms of thematic development as well as basic plot (Khan 48-49). 

The context of British imperialism explored in Owenson’s works is the main focus 

of recent criticisms, most of which read the contact of the West and the East or the 

Empire and the Colony in the romance between Hilarion and Luxima. While 

Maureen O’Connor reads The Missionary as an “interpellation and enunciation of 

potentially explosive political opinions” (26), Julia M. Wright observes that 

sentimentality in The Missionary is served for a political purpose (30). Another key 

term in recent research on The Missionary is sati, which is repeatedly related to 

Luxima as a widow and her death, as “the gendered site for the articulation of 

cultural resistance” (Botkin 36) or as the symbol of oppression on the female body 

under patriarchy and imperialism (Reynolds 681). Agreeing with previous 

observations of dichotomies embodied in Hilarion and Luxima in terms of political, 

religious, and cultural conflict, I want to add that the clash between vision and word 

is one of the most significant and fatal conflicts represented through the two 

protagonists’ interactions and to draw attention to the epistemology of the eighteenth 

and nineteenth centuries in transition as a main force behind Hilarion and Luxima’s 

conflict.

II. Lockean Epistemology and the Romantic Response

Although the relationship between language and vision has been widely discussed 

in western thought, Lockean empiricism foregrounds the significance of vision as a 

major faculty that facilitates understanding. Locke’s “mechanistic corpuscularianism” 

(Ayers 13), which revolutionized western epistemology, disputes the existence of 

innate and universal ideas and asserts the importance of sensory experiences as a 

crucial source of knowledge. Locke regards sight as the most critical sensory 
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impression from without and perceives ideas as “visual images” (Landow 75). The 

term “enlightenment” connects light with knowledge and emphasizes the importance 

of sight as a source of knowledge as shown in Locke’s frequent use of “the candle” 

as “a symbol of the enlightening power of reason” (Faiella 73).

Locke and his contemporaries’ interest in the relationship between blindness and 

ignorance, in addition, reveals their assumption that seeing is believing and that 

vision is the most critical faculty for understanding among many sensory 

experiences. Blindness has meant loss of sight or vision as well as lack of reason, 

knowledge, or intelligence, which underscores the connection between sight and 

mind. The epistemology of the eighteenth century is especially preoccupied with the 

problem of vision as the main faculty and blindness as lack of understanding. As 

Locke argues, “human knowledge is primarily a matter of labor of vision and 

thoughts,” and thus a “blind” person is “a quasi-natural relict that lacks sensory 

skills and full understanding” (Schillmeier 475).

Locke’s certainty in the function of vision leads him to doubt of the effectiveness 

of language: In An Essay Concerning Human Understanding, Locke argues, “the 

chief end of language in communication being to be understood, words serve not 

well for that end, neither in civil nor philosophical discourse, when any word does 

not excite in the hearer the same idea which it stands for in the mind of speaker” 

(105). Because Locke thinks that language cannot be a perfect medium for 

understanding, he argues that imperfection of words should be remedied, sometimes 

with the help of “showing” (155). 

Locke’s influence on intellectual discourse since the seventeenth century is 

irrefutable. In John Locke and English Literature of the Eighteenth Century, Kenneth 

Maclean asserts, “[t]he book that had most influence in the eighteenth century, the 

Bible excepted, was Locke’s Essay Concerning Human Understanding” (v). Basil 

Willey also observes, “the Newtonian world-picture, and Locke’s picture of the 

mind, came to be, in the eighteenth century, the normal possession of the educated 

and enlightened of Europe” (265). Romantic poets from Wordsworth to Keats were 
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interested in Lockean philosophy as shown in direct mention of Locke in Blake’s 

Milton. In addition, Lockean empiricism influenced some ideas and themes of 

Romantic writers and Lockean political philosophy provided the theoretical basis for 

liberalism during the nineteenth century.1

While many of Romantic writers embraced Lockean philosophy as an inspiration, 

they did not always assent to Lockean ocularcentrism and in fact often revealed their 

anxiety about the dominance of vision over language in their works. As W. J. T. 

Mitchell sums up, the “antipictorial position” and the effort to “transcend mere 

visualization” (115) prevailed among the Romantic poets. Mitchell adds, “Coleridge 

dismissed allegory for being a mere ‘picture language,’ Keats worried about the 

temptations of descriptions, and Wordsworth called the eye ‘the most despotic of our 

senses’” (115). “The Two-Part Prelude,” which is an introduction to Wordsworth’s 

poetics, presents one conspicuous example of how a Romantic poet negotiates with 

the influence of sight and attempts to recuperate the authority of language. 

Wordsworth in this work explores both the process of creating poems and the 

memory as materials for creating them. 

Visual images are the most prominent part of Wordsworth’s memory and sight is 

presented as the center of his perception. It was a visual image yielding a kind of 

sublime experience that led young Wordsworth to realize the gap between what the 

eyes see and what language can represent. Wordsworth sees something beyond his 

understanding and strives to associate the sublime sight with his previous experience 

or language in vain:

And serious thoughts; and after I had seen

That spectacle, for many days my brain

Worked with a dim and undetermined sense

Of unknown modes of being. In my thoughts

  1 In John Locke and English Literature of the Eighteenth Century, MacLean explores the influence of 

Locke on English literature. Even though this book focuses mainly on the eighteenth century, some parts 

give examples of Locke’s influence on the Romantic period. 



210 Chan Hee Hwang

There was a darkness – call it solitude

Or blank desertion; no familiar shapes 

Of hourly objects, images of trees, (“The Two-Part Prelude” 1. 118-24)

The basic assumption in “The Two-Part Prelude” is that nature is a book that 

“impress[es] upon all forms the characters” (1. 195). Nature is a visual entity that 

prints its hidden signs on every object. The visual memories that are once imprinted 

in the poet’s mind “exist with independent life” (1. 289) and “know no decay” (1. 

290). However, Wordsworth as a poet needs to translate his visual memories into 

the verbal language of poetry. When Wordsworth internalizes the visual images of 

nature, he needs “[c]olours and words that are unknown to man / To paint the 

visionary dreariness” (1. 323-24). Wordsworth makes visual images transcend the 

boundary of physical visibility: “I forgot / The agency of sight, and what I saw / 

Appeared like something in myself” (2. 398-400). While the sun in Part I of “The 

Two-Part Prelude” is presented as both the center of visibility and a significant part 

of nature in that it can help things be visible with its light, Wordsworth attempts to 

replace the sun when he states, “An auxiliary light / Came from my mind”(2. 

417-18) in Part II. What Wordsworth creates in “The Two-Part Prelude” with visual 

images that are stored in his mind is an imagination, which is “to the human eye / 

Invisible, yet liveth to the heart” (2. 453-54). In “The Arab Dream,” Wordsworth 

laments, “why hath not the mind / Some element to stamp her image on / In nature 

somewhat nearer to her own” (44-46) and expresses his dissatisfaction with the 

“shrines so frail,” (47) i.e. books. Mitchell sums up that Romantic poets have 

“animus toward visible language” (118) and Wordsworth expresses his “anxiety 

about the printed word” (119).

The early nineteenth-century literature, moreover, discarded “its alliances with 

painting and found new analogies in music” (Mitchell 115).2 While the concept of 

  2 In The Mirror and the Lamp, M. H. Abrams argues that this shift in “sister arts” is caused by the 

Romantic poets’ understanding that “if a picture seems the nearest thing to a mirror-image of the external 

world, music, of all arts, is the most remote” (50). 
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sister arts, that is, the interrelationship between painting and literature, had been 

widely applauded before the early nineteenth century, the conflict between visual 

experience and the imagination was confirmed and the harmonious marriage between 

the two media came to an end during the Romantic period. This divorce of language 

and vision may suggest the Romanticists’ anxiety about “a common body of 

assumptions about the superiority of word to image, ear to eye” (Mitchell 117). 

III. The Missionary and the Conflict between Vision and Language

Like other Romantic period writers, Owenson was also acquainted with and 

influenced by Lockean philosophy as Mary Campbell observes, “[Owenson] read the 

philosopher Locke, and was fascinated by the problem of innate and acquired ideas” 

(43). At the same time, Owenson shared her contemporaries’ concerns regarding the 

power of vision as a communicative medium. While she accepted vision as the most 

dominant faculty that influences the formation of mind and knowledge, she did not 

consent to the reign of vision over language. Torn between acceptance of vision as 

a major medium and long-standing belief in the power of words as a central tool of 

communication, Owenson created two protagonists who symbolize the extremes of 

two mediums—language and vision.

When Owenson selects both eloquence and imagination as Hilarion’s main 

qualities, Hilarion becomes an example of the Romantic poets. His eloquence is 

conspicuous among his several magnetisms and exerts great influence on his fellow 

Christians; it is “so profound, so brilliant, and so touching” that envy “fl[ings] not 

its venom on [Hilarion’s] sacred character” (74). Moreover, his “irresistible” 

eloquence is effective even on pagans: “[Hilarion’s eloquence] [is] the language of 

fearless genius, of enthusiastic zeal; vehement and impassioned, it ever aspire[s] at 

the pathetic, or reach[es] the sublime” (83). Hilarion is conscious that language is 

his main instrument for his mission and he leverages his eloquence successfully. 
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When Hilarion prepares for his mission in India, the first thing he focuses on is 

mastering the Hindi language: he comes to “s[peak] the pure Hindu with the fluency 

of an educated native, and read the Shanscrit with ease and even with facility” 

(101).

Hilarion uses his power of language in his relationship with Luxima as well as in 

his mission. While Hilarion uses the language of “the priest of a religion” for his 

mission, he “drop[s] the language of his mission,” and speaks the “language of 

sentiment” to Luxima. Hilarion addresses Luxima “as a man, [to] whom it [is] 

impossible to listen, or to behold, without interest” (119). Even though Hilarion 

selects a different kind of language for his conversation with Luxima, his eloquence 

in both the language of religion and the language of sentiment holds the power of 

“the pathos”(119). While Hilarion’s eloquence of religion captures “popular feelings” 

(87), “the solemnity of [Hilarion’s] address to impress and touch her mind” (127) is 

his main appeal in his relation with Luxima. 

In contrast to Hilarion’s verbal eloquence, Luxima possesses “eloquent 

countenance” (183). Her name springs from “lux,” which signifies the light, and 

represents her status as a priestess who shows the glory of her gods through vision. 

Not only Luxima’s religious undertaking but also her romance with Hilarion is 

realized through her visual image. Luxima exerts her influence as a priestess through 

visual glamour: her “perfect form . . . c[atches], from the circumstance, a mysterious 

charm and seem[s], like one of the splendid illusions, with which the enthusiasm of 

religion brightens the holy dream of its votarist” (90). Moreover, the regulation of 

Hinduism “seal[s] her lips” (120) and Luxima’s reticence may strengthen her 

religious influence: her “vague answers are looked upon as decisions, which, 

sometimes verified by chance, are seldom suffered by prepossession to be considered 

as false” (97).

Even though Hilarion is a follower of language, he is attracted to Luxima’s 

“elegant and picturesque form” (124). Hilarion’s fascination with Luxima’s 

appearance is repeated several times. For example, he repeatedly “throw[s] his eyes 
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over the perfect loveliness of her form and countenance” (151). When Hilarion is 

with Luxima, he cannot take his eyes off her and thoroughly scrutinizes her with a 

gaze “penetrating, with his eye, into the interior of the room” (121). While 

fascinated by her heavenly beauty, Hilarion realizes the limitations of verbal 

expression: “a rapturous vision ha[s] given him such forms of heaven to gaze on; 

but on earth he ha[s] seen nothing to which he c[an] assimilate, or by which 

compare [Luxima]” (124). 

Owenson portrays the romantic moment between Hilarion and Luxima with an 

exchange of gaze rather than a verbal exchange of romantic words:

Their eyes were only withdrawn from heaven, to become fixed on each other. The 

beams of both were humid, and both secretly felt the sympathy by which they were 

united. Luxima withdrew in silence; and the Missionary, as he caught the last glimpse 

of her form . . . (Italics mine 120) 

The description of their communion focuses on their eye contact and vision and, at 

the same time, resists the interference of language: Hilarion’s eloquence does not 

exert its power at this moment and the “beams” from their eyes become their only 

communication. Owenson later repeats this description of their communion through 

the “beams” of eyes: “A soft and unrepressed transport beamed in her eyes, which 

at once expressed joy, surprise, and apprehension; and the changeful hues of her 

complexion resembled the dissolving tints of an iris, as they melt and mingle into 

each other, blending their pale and ruby rays til the vivid luster fades slowly away 

upon the colourless air” (148). Hilarion experiences this visual ecstasy repeatedly 

and “his soul” comes to rest “in his glance” (138). 

To Hilarion, who has faith in the power of language—especially the language of 

God—, the imagination should be the primary means of realizing the divine. 

Considering that, as Ernest Lee Tuveson observes, the “imagination c[omes] to be a 

means of grace within the world of actual, physical sense impressions”(2), Lockean 

epistemology may not totally erase the possibility of the abstract and sublime mind. 
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However, the imagination that is emphasized in Lockean philosophy is “visual 

imagination” (21). Likewise, the imagination that Hilarion seeks and worships is 

heavily imbued with visual senses: “His ardent imagination bec[omes] his ruling 

faculty, while the wild magnificence of the scenes by which he [is] surrounded, 

thr[ows] its correspondent influence on his disordered mind” (76).

In addition, Hilarion depends on visual imagery during his sermon and his fellow 

monks perceive his purpose through “the picture which [Hilarion] ha[s] drawn” (76). 

Although there are various reasons for Hilarion’s decision to devote himself to the 

conversion of Indians to Christianity, a powerful motive behind his determination is 

a kind of tiresomeness on “the reiteration of the same images” that fails to create 

“the same vivacity of sensation as had distinguished their original impression” (75). 

What Hilarion expects to find in India is a revival of sensation by “visions, which 

has entranced his dreaming youth” (75), and, indeed, what Hilarion finds at the vale 

of Cashmere is the “sensation” that surpasses “all power of perception” (105).

Even though Hilarion struggles to resist Luxima, his effort is doomed to fail from 

the start. Before Hilarion meets Luxima, he has already been attracted to the power 

of vision as a faculty that forms the mind. Contrary to his own religious principle 

that depends on and respects the power of language, Hilarion experiences his own 

religion through a medium of vision: he is “impressed by the grand solemnity of the 

images by which he [is] surrounded” (73) and “the ceremonies of his religion 

occup[y] his imagination, and its forms, no less than its spirit, engage[s] his whole 

existence” (74). When Hilarion strives to differentiate invisible vision from visible 

reality, he is more attracted to the power of vision.

Hilarion, however, does not easily succumb to visual magnetism and implies his 

deep revulsion against pagan sight during his discussion with Luxima on the true 

religion. Pundit also shares Hilarion’s negative attitude toward the visual aspect of 

religion. To Pundit, the “forms and ceremonies” of his own religion are “the objects 

of his secret derision” (87). Moreover, Pundit attempts to manipulate the Indian 

tendency “to receive every impression which came through the medium of their 
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senses” (250) when he helps Hilarion to escape from the Inquisitorial Court. There 

is a huge gap between Hilarion and Luxima in their attitudes toward vision, 

especially the visibility of the divine image: when Hilarion prays that “the light of 

the true religion [may] effuse its lustre o’er thy soul, as the light of the sun now 

irradiates thy form” (125), Luxima replies, “I adore that effulgent power, in whose 

lustre I now shine, and of which I am myself an irradiated manifestation.”(125). 

God as light is a longstanding metaphor and the Enlightenment recognizes light as 

a source of knowledge. Locke observes, “the world of the mind should be flooded 

with a white light which reveals the ideas” and “correction of error in opinion is 

largely a matter of bringing more light to bear on ideas, and of making people see, 

and want to see” (Tuveson 21). While Hilarion abstracts God’s invisible existence 

from light, Luxima perceives gods in the form of light through her own visibility. 

Luxima explores her religious piety through her adoration of vision, saying, “I adore 

the sun as the great visible luminary: the emblem of that imcomparably great Light, 

which can illuminate our souls” (126). While Luxima implies that the visible light 

of god creates her existence, the idea of a visible God makes Hilarion shudder with 

disgust. 

Hilarion defines Luxima’s attraction as a fatal poison to his religion, and he 

regards her visual image as an invitation to her religion, that is, the religion of 

splendor: Luxima “appear[es] as a splendid image of the religion she professe[s] –

bright, wild, and illusory; captivating to the senses, fatal to the reason” (147-48). As 

a result, Hilarion makes up his mind to “leave the idea of her beauty and her 

softness behind him” and strives to “form an abstract idea of her character” (129). 

Hilarion, whose ideal of life and religion is found not in sensory vision but in 

spiritual vision, cannot stand the fact that he is fascinated by a visible pagan image 

and attempts to transform her visibility into an abstract and invisible idea.

In addition, Hilarion’s repugnance and horror toward pagan visibility leads to his 

reluctant rejection of Luxima, who is the epitome of pagan beauty. When Hilarion 

first encounters Luxima, she is in a Hindu religious procession as a chief priestess. 
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Hilarion reveals his anxiety regarding vision from the beginning: “the splendour of 

the extraordinary procession offend[s Hilarion’s] piety” and “[a]s he passe[s] the 

portals of the pagoda, he [is] struck by the grotesque figure of an idol . . . he 

turn[s] away his eyes in horror” (91). Likewise, Hilarion ceaselessly attempts to 

“fle[e] from the sight of the dangerous Heathen [Luxima]” (146). Hilarion even 

curses the beauty of Luxima when he wishes, “that infidelity [Luxima] could assume 

an appearance more appropriate to its own deformity” (146). 

Hilarion’s resistance to his attraction to Luxima’s beauty is also revealed in his 

repeated endeavors to erase her visibility. When Hilarion decides to convert Luxima 

to Christianity, he refers to his determination as his “pious plans to shade the brow 

of the Heathen Priestess with the sacred veil of the Christian Nun” (100); her 

conversion is visualized through the masking of her face with a veil that will erase 

her fatal heathen beauty. To Hilarion, Luxima is a “vision of ethereal mildness” 

(116) and “a vapour which a sunbeam lights, floating amidst the dark shadows of 

the surrounding trees” (118). While Hilarion strives to impose invisibility upon 

Luxima and to reduce her into an illusion, Owenson, ironically enough, depicts 

Hilarion’s devotion as another illusion. Hilarion’s life is compared to “the pure and 

holy dream of saintly slumbers” and it is a “splendid indeed, but visionary” (75) 

dream. In addition, Hilarion’s days are wasted “in visions of holy illusion” (75).  

However, when Luxima is perceived as a speechless image, her visual image 

overwhelms the communicative function of verbal language. Luxima’s mind is “only 

visible in her countenance” (243) toward the end of the novel and only “eloquent 

though silent expression” (232). Luxima’s visual eloquence as a priestess does not 

fade away even though she becomes an outcast; at the Inquisitorial Court, Luxima 

is “bright and aerial” and she looks like “a spirit sent from Heaven” (248). Indians 

are provoked into a riot not by the power of language but by this “singular 

phantom” (248). Luxima’s mute but eloquent presence moves people’s minds.

In addition to its loss of status as a main means of communication, Hilarion’s 

language is suggested as an evil medium in The Missionary. As Wright observes, 
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Owenson makes “the parallel between Cashmere and Eden, as well as Luxima and 

Eve” (273), and Hilarion and Luxima who are wandering in the desert can be 

regarded as Adam and Eve. Lucy Newlyn strongly asserts Milton’s influence, 

indicating “Milton as political, moral, and spiritual guide; Milton as exemplar of 

sublimity and imagination; Milton as sublime phenomenon; Milton as God” (4) in 

Romantic traditions. Considering John Milton’s influence and popularity during the 

Romantic period, allusion to Paradise Lost is not difficult for Romantic readers to 

find. However, Hilarion, who causes both Luxima’s fall from grace and her exile 

from paradise, can be compared to the serpent, which tempts Eve to desire a 

forbidden fruit. In one of the scenes in the desert, Owenson describes, “close to the 

brow of the innocent slumberer l[ies], in many a mazy fold, a serpent of immense 

size” (212). At this moment, Hilarion may realize his role as a serpent when he 

watches Eve-like Luxima.

IV. Conclusion

When Luxima faces her impending death, Hilarion sees “before his eyes the 

retribution of his error” and feels guilty on “the zeal he ha[s] abandoned, the 

principles, the habits of feeling, and of thinking” (255). Hilarion realizes that his 

errors cost him the object of his fascination, Luxima. In the last moment of her life, 

Luxima’s eyes are “ardently fixed on the rosary of her idolatrous creed” (256), that 

is, the idol that Hilarion vehemently attacks, and Luxima proclaims that she dies as 

“Brahmin women” (257). Luxima’s return to her religion of “illusion” and “lustre” 

(259) gives sharp contrast to Hilarion’s “fad[ing] into death” (260). Hilarion totally 

deserts his religion of language and “a cross stained with blood” becomes both a 

visual remnant of his abandoned religion and visual evidence of his sin. Hilarion 

loses and abandons the power of his eloquence when he does not seek “any 

intercourse” (260). Instead, the object of Hilarion’s “secret worship” is “a small urn” 
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(261) which has Luxima’s name on its surface and contains her ashes. 

Hilarion’s insistence on imagination as an abstract vision and his appeal to the 

power of eloquence echo literary arguments during the Romantic period. Owenson 

reflects her contemporaries’ anxiety over the dominance of vision through Hilarion 

and the death of Luxima. When Owenson revises The Missionary into Luxima, the 

Prophetess: A Tale of India, which was published in 1859, the year of her death, 

the significance of Luxima, a priestess of vision, over Hilarion, a priest of language, 

is foregrounded and affirmed.
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