| .;;" | ‘ 1763! ;

- %

'NATIONAL LIBRARY BIBLIOTHEQUE NATIONALE
OTTAWA ) OTTAWA
A ‘ _CANADA
‘ Sa T p - l‘,/,?' .
ST NNE OF AUTHOR...SH# Ui A, /W ../Zf.Wf/‘i/H’. .......... .
! o ‘TITIE OF 'mes:rs...@7/20‘@4’&\)././.\).@.-'.5';.WOEL.D..;%T..[VAME ;
. ; AND...S.;?zﬁéf..'. Awvige dno. st Lmace Ry A
R ko N .Q%LO, 7’0 Wm
UNJVERSITY ....... ).4’4—.8&.&(‘/9 ............ e FOU o
PR " DEGREE FOR WHICH THESIS WAS PRESENTED. .. .. r /z D .//
N :?4 tYEAR mxs DEGREE GRANTED..J..../..../.773 ....... JETTTY " //
‘ :t?“: - kPermssmn is hereby granted to THE NATJONAL LIBRARY& ‘
> - b , ,(_; OF CAN/J\DA to mlcrofullm this the51s and to lend or sell copxe]s
o l ‘of the film. T L ’
o : - ?\ The author reserves other publicatmn rights, and
I
o o ‘) ‘helther the thés1s nor exten51ve ‘extracts from it may be -
ynte:i or othemlse reproduced without the author's
v E wrilt“t:enf- permission; . | ‘ .
b (Slgned)%iiﬂ M //ZLUD?
- \ | © PERMANENT ADDRESS:
“ o | H b 6. Belvedere.
’ i LB B |
» o | Aenaoxalle., Quebic. —~_,
' DATED...@M...‘??.[...IQ 77 ' |
NL-91 ('°10-i6i§_) . , ‘ A

Ve

) . .. - N
\ .



Ta

.

THE~UNIVERSITY OF ALBERTA

4

BROWNING'S WORLD OF NATURE AND SPIRIT:.

ANIMAL AND PLANT IMAGERY

FROM SORDELLO TO THE RING AND THE BOOK

by
- ~. .
(::::) SHAUNA MARGARET MURRAY °
\
! >
,
A THESIS

SUBMITTED TO THE FACULTY OF GRADUATE ST&DIES AND.“RESEARCH

H!PARTIAL FULFILIMENT OF THE REQUIREMENTS Fog/THE DEGREE

OF DOCTOR OF PHILOSOPHY

>

DEPARTMENT OF ENGLISH

EDMONTON, ALBERTA

FALL, 1973.

Vo ' . h

A



SRS
e

* _ " THE UNIVERSITY OF ALBERTA

FACULTY OF GRADUATE STUDIES AND RESEARCH

to the Faculty of Graduat

l

a thesis entltled BROWNING'S WORLD OF NATUREQAND SPIRIT: ANIMAL AND

PLANT IMAGERY FROM "SORDELLO" TO_"THE RING AND THE BOOK"‘submitted

by Shauna Margaret Murray: in partial fulflllment of the requirements

for the degree of Doctor of Phllosophy

[ Wzﬂ;

/ . Supervisor
o / \§

g - @» ﬁ//;z

~ External Examlner
. . X R



°

ABSTRACT

Previous critics have examined in‘°1ngleA§oems partacular anlmal
and plant images to show their significance, or have compiled lists of
anlmals used for characterlzatlon in maJor poems. But the‘continual

Presence of a multitude of animal and plant imeges in Brownlng s poetry
o ' ?
has never been fully explored or accounted for I argue thaﬁ?ﬁrowning

operates from the partlcularL the world of mat i or, to the universal,

the worldJof spirit, and that the hidden}(unccnscious‘areas Of man are
to be 1ncluded in ! the meanlng of "spirit " Brtwnlng seeks to reve&l
the souls of‘hls personae through the hinutiae of the organlc life
ex1st1ng as a counterpoint to the more conscious reVelatlons of hlS
characters. lhls underworld of ‘animals an&\%lants, however perverse
end‘irrational at’ times, is ultlmatc’" a force for life, although it

may also create a landscspe-indicating sterility and the absence.of

\ [

life. ,

_ The Intxoguction and Chapter I "define"‘Browning's,theory of
1magery——h1s empha51s on the concrete, the natural, and the external
world of nature as sources for hig symbols and 1mages Those parts . of
Sordello are analyzed which probe the relatlonshlp between the poet

and hlS medlum language. Chapter II, concentrating on the (Poems from

Dramatlc Lyr1cs, Dramatlc Romances and Lyrlcs, Men and Women, and

4

Dramatls Personaeg is largely a chapter of Mprocess" in-which'the

argument is built up 1nduct1vely Representatlve keylmages and image

'clusters are traced in the poems of thls middle- perlod Through

close read1ngs of:nonologues and lyrlcs which may be qulte diverse in

v °
. ;
s . . ) N /-.,,
S . o . . :



their overt themes, I show. thdt there are overlapping pattexns of

f A

natural lmapery Wthh unlte them. These patterns culminate! ln_the

\

dream—nlghtmare poem, "Chllde Roland to the Dark Tower Qame " In

ot

v
'

Chapter III this poem is examined in terms of its negative,. unnatural

imagery, and then®explored through. the device of Freudian dream—analysfs

which the poem's COHCepthﬂ and form make appropriate.’ "Chllde RQ;and" .

-

is the link between ,the individual poems written after Sordello with
their multitudinous imagery, and the major long poem of Browniqg!s life,

. - . . - . : :
The Ring®and the Book. This tale of ‘crime and violence fusks tht

rnd1v1dual image patterns established previously, partlcularly as they
~ gfw .
) reveal ﬁhe darker side of man's soul.

It becomes increasingly apparent thrOUghout this study that

phllosophlcal ‘and psychologlcal significance exists in and grows out

[

of the 1magcry For the natural,lmagery not only illuminates the
' )

ch&racters of the dramatlsApgrsonae but on a deeper level it createo

‘Qn underlying pattern which revealb Brownlng s understagting of the

world of man, nature, and spirit.

>
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¢ INTRODUCTION =~ L

BROWNING:” "RECORDING CHIEF-INQUISITOR’

, I only knew one poet in my life: . T L
And thls, or something llke it, was his way '

Hé took such cognlzance of men. and thlngs

If any beat a horse, you felt he sawy

If any cursed a woman, -he took note;

Yet stared at nobody,--you stared at him,

Apd fbéund, less to your pleasure than surprise,

He seemed to know you and ekpe¢t as mich. .

So, next time that & neighbour's tongue was ‘loosed,

It marked the’ ghameful and notorious fact,

 We had among us, not so much & 8pYy,'

As a_recording chlef-lnqulgﬁtor,

The town's true master-if “the town but knew"(l 2, 30- hO)

--"How It Strikes a Contemporary"

It is Browning as "necording¢chief—inquisitorﬁ or'Go&'s "sPy"’who wiote A
the body of‘poetry‘to be examined in this stuéy. Henry'James’entitledx
his short.story'apparently based on Browning, "The Private Face," and‘
it is the prlvate s1de of the poet whlch percelved, examlned;and con--
templated all that canme w1th1n his. scope, and sought out new materlal

constantly. The klnd of imagery he uses, and the ‘role that 1magery .,f'

| plays in poetry from Sordello through The Rlng and the Book bear out A

i that he saw wlth exqulslte exactness ‘the multlfarlousness of llfe in

\

the worlds of m&n and nature and that he took what he S&W 'in nature to:

':_-reflect upon the psychology of man and--ultlmately—-upon God.

L2

What klnd of 1magery 1s domlnant 1n Brownlng s poetry7 The . only

study to date whlch concentrates exclu51vely on thls aspect of the poet s

=

'.;'art has been C Wlllard Smlth's Brownlng,s Star-Imagery The Study of a -

KDetall ;nvPoetlc Des;gn;‘ As.thevtltle'lndlcates,,a readlng of:the poetry
" is made through the recurring star imagery and itsIVQriations. But
. E . . L .o ) i 'n : N - v‘ﬂ R ) )

i
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ﬁ —
what other images besides the star recur so~frequently, though not with

predetermined meanings, as to form-a meaningfMl pattern? William
Whitla afflrms that the Inca;natlon is the central symbol and the
"Central Truth" & Browning's poetry. Barbara Melch10r1 concentrates

~on the imagery of gold in one chapter of The Poetry of Reticence. 1In

Browning's Characters, Park Honan parallels'the.&evelopment'Of»imagery
with the development of character and form; Altick and Loucks in .

Brownlng S Roman Murder Story complle all the 1magery used for charac-

.

a

.terlzatlon in The Rlngiand the Book and devote a chapter to the use’

~of metaphor in that paen. T S S L

_ The kind of imagery I wish to examlne represents a breaklng

down of the pure white light (the stars and the.moon,.perhaps) into 1ts

)

component colours,-at alsp represents a concentratlon on the concrete

,

" embodiment of the infinite in the finite, wlth the emphasis on»the

- .' . . . ‘ . » ) . . ) »\’.9/ . P )
moment 1in this world. I belleve that the great predbmlnance o) anlmal

and plant 1magery in Brownlng s poetry (noted from t1me to t1me but

3

never fully examlned)2 is’ 81gn1f1cant in each 1nd1v1dual 1nstance and in
'a broader psychologlcal pattern commentlng on the llves of men and )

il

"women.w1th1n the poems. Thus 1t 1s upon Imagery from nature from the

'anlmal and plant worlds that thls study w1ll concentrate. The purpose’

2 3 ey

is not merely to cataldéue such 1mages, or even to deflne thelr pure

*

\‘aesthetlc functlon (although I wlll begln from that p031t10n) Rather,'

I want to show that Brownlng operates from the partlcular the world of

k]

tmatter to the unlversal the world of splrlt ththln the world of
e splrlt I 1nclude the psychologlcal exploratlon of the dark s1de of

human nature as well as: the enllghtened moments when matter and splrlt

3



. ' . N . .
- - . : . \ ‘ ) \

P S e e . . . ¢ . .\
time and *infinity fuse in aesthetic and human equivalents to the

religibUs Incarnation.

C. Willard Smith wrltes of Brownlng s 1magery 1n/generalf_é ..;;E
Poetic imagery - is one of the most characterlstlc elements of Robert
Browning's art. But rarely, 1f ever, does Brownlng employ this
escriptive power to adorn: his poetry with purely ornamental- detaily .
he prefers to use Ht .as one of his effective means of expre351on.. The -

. poetic image was for him the oblique way of telling- truth, ‘o d01ng

‘-

ot

f'presentatlon of extremeiy 1llog1ca1 even neurotlc p01nts of view and -

the thlng that shall breed: the thought. 3 o
"~ g - '
Imagery is the language of perceptlon of the Senses, and lS more than

~ -

the clothlng of tﬁ%ught, certalnly more than ornamental detall" for

- . /
o

Brownlng. The 1mage, even if used to glve flesh and body‘to a thought

or feellng, 1mmedlately acqulres a ‘new . meanlng at a new l*el, and wlll

' -

not always allowxltself to become equated w1th g ught Howth“ 'it

"ls also rlsky to 1solate 1magery,from thought 1n the sense that one

-seeks the total meanlng of & poem in 1ts 1magery, a meanlng Wthh mlght
. * K

fall to take 1nto account the readlngs prov1ded by all other levels of

B

the poem s form and- content.~h

/Brownlng creates a drama of metaphor whlch I feel is most actlve
: ; . .,, ] . »

.when bullt around ‘a partlcular category, natural and a partlcular type :
"of imagery, sensual and concrete. Imagery is only one aspect of

..)

»Brownlng s rhetorlc, and because of the dramatlc nature of the poems '

3

o/

';texamlned the context of each 1mage 1s esgentlal the d;alectlc of the h'

fn »:“'

/ bspeaker grows 1ncreas;ngly 1mportant-1n the mature poems of Men and .

fWomen Dramatls Personae and in The Rlng and the Book Itlls necessary

I8

‘ 'to take 1nto acc0unt Brownlng s general themes, phllosophy, psycholo-.

glcal approach to character,oas these are 1nseparable from 1magery. '
Beyond the context of'the partlcular poem the poet's consclous
; ,

i

@



’eﬁl more sensmlve and 1ntelligent

[y

shal crises leads one to” examine the unconScious meanings. of the
-y . : ~ L - :

ifiagery, not only in terms -of the single speaker, but in a broader

...; .‘b . o o . / ’ . *
pattern which links diverse characters, which approaches the whole s

made!gpjof barts, and-whioh attempts to’discover the_multiple‘relat on=

ships experienced'by Browning to constitute his vision of the worl

. There is’'a distinction to be made: Browning understood the art of

“

- SN’ ’ v v . s o )

rhetaric and the poesibilities of drama, both inner and outer. However, .
‘within thé rhetorical considerations are the nnltipléipossibilit}es of -
_ revelation\inrthe,recurrentlimagesffrom nature. - What is'fevealed is the

e

unconscious; Browning's message is to a large extent about.the uncon=- -

scious.
FrOm the tlme of thf Brownlng 8001et1es suntil qulte recently,

Robert Brownlng hés been Vlew’d either as a poet to be read prlmarlly

\ . .

ifor hls message and hlS theology'(deflned in term f nlnetEenth-

'oentnry COnventlonal Qhrrstlanlty), or as a,poet to be avoided‘fdr : :
reasons of'his muddled- muddy thinking,and obsoure:verse. ‘A claSsic,

and 1nfluent1al, crlthue of ‘the second class is F.R. Leav1s' dlsmlssal_”w\

: of Brownlng, w1th the other Vlctorlan poets, as at best a. weak harbln-
. . /

gersxf modern poetlc technlques.' Brownlng, not a poet of w1thdrawal,, 'f

P

‘v;does beloné "to the world he llves 1n," Admlts Leav1s.: "But " he l:unx
continues,’ 1s:thlsialtogethertbyr%eson'ofeQualities that'should recom—jhh
‘ Qvnend”e boet* There are. klnds of strength a: poet 1s best w1thout ’Andt‘
'}lt is too plaln that B wnlng would have been less robust 1f he had been ! ?_
"5 , ‘ _ i

SR 4

Leav1s' fuller account of Brownlng s fallures allgns 1tself

x'closely wlth the crltlclsm of the poet put forth by George Santayana 1n

I



'pendulum to theotherﬂgxxreme from the adulatlon ofthe Brownlng o

S

© . 3
» =

"The Poetry‘of Bag?drism" (which also includes Whitman ih'its indict-
ment ) . Santayang/hrltes, ‘

o B 4

.one may notice in Brownlng many superflcla] 51pns of the deepest v
of all failures, the fallure in ratlonallty and the 1nd1fference to

fperfectlon. Such a sign is the turgld style welghty without noblllty,

pointed without' naturdlness or precision.’ Amother sign is the "realism"
of the pé?sonages who, qu1te like men and women in actual 1life, are
always dlsplaylng tralts of character and never’ attalnlng character ag
whole. _ . g , e o .

xi , When Matthew Arﬁoldhad.¥ofPiaihed fo'Cloughbof the "mult%;udi-
v ] v et e . ® . ' ®
nousness" of Browning's pOetry, it was a similar lack of wholeness or >

perfectlon to whlch he referred 7 Brownlng is also accused by Santayana :

[

of puttlng hlS own. boastful exaltatlon of lust and passlon into the .

-

mouths of hls Eersonae w1th an almost muscular Chrlstlanlty "85 "Thére .

-~

W

1s a serlous danger;, accordlng to the phllsopher,‘"that a mlnd gather-

v : .

'1ng from hls pages the raw materlals of truth the unthreshed harvest : \',

4 .

sof reallty, may take hlm,for a phllosopher, for a ratlonallzer of what A

~he-descr1be§ Awakenlng may be mlstaken for enllghtenment and the f

Y N P

‘,galvanlzlng of torpld Sensatlons gnd 1mpulses for'w1sdom. .

¢"v ’ 4

Santayana 5 cr1t¢c1sm 1n 1ts day representlng the sw1ng of the,f; .
- -

B

‘7Soc1et1es, conta1ns séée measure of truth Brownlng does allgn h1mselff

EY

1mp11c1t1y wlth the "barbarlans," does deal wlth 'rav maferlals, wlth

the eiemental human p3551ons, w1th the phy51cal symbollsm of’Chrlst—-
% .

\7

: .1an1ty.” HOWever, thls does not mean poetlc fallure, nor 1mperfectlon v

l: necessary to say that the qualltlei.wblch Santayana uses to condemn -

G da .
@

wln the sense Santayana 1mp11es._ Hls most telllng charge of ’1nd1ff°r-

° Al

: b
;ence to perfectlon could be answered on ‘one level by Brownlng)s theory

/

m'i fof the 1mperfect whlch he held as well as Ruskln._ For now, 1t is. only ?J'

T
s
’



7Gapproached’tbrough the body, and he had an interest in-“thoughts that

Browningéwill,f@mealitheméelves as reasons to approve his work.

/

Browning, felt there was no question: "Give me Walg’Whitman and ) .

<

. ! .
. William Jamés;‘Who'like his brother was also interested in

Browning ten times over. . . . The°barbarian§-are in the line of mental

4

growth, dnd thOoe who insist that the 1dea£\3nd the real are dynamlcaély

' continuous are ’hose by whom tpe world is to be saved. "tS“G R. Elliott

”5clalms that Browning'should be given-tredit as a "grandfather of our

'New Poetry,d" for, like Whitmun, he believed that the soul could be

< -

~

o . . ‘ _
break through language and escape."ll F.R. Leavis' conclusion is legs *

favourable. Browning's "use, if it had Been finér; of spoken idiom in

Verse might have been worth a gréat deal to later poets: at the end of |
: bt N

the éentury Mr. Pound found it worth study. But so inferior a mind and

spirit as Browning's could, not provide the impulse needed ‘to bring back

b4

into poetry the .adult intelligénde."l2 When we examine Browning's> .
’ aesthetic1theory,“¥articu¥arly with regard to his use ofwlénguaée,

’Pound himself will’ ald in’ refutlng the harshness of Leav1s' cﬁ%rges.

. DaV1d Shaw fears that the "New Crltlcs Wwith thelr _emphasis
a »

¢

on psychology and style rather than upon ideas would have alarmed

k4 ‘<

'Browning more than the Brownlng 8001ety with its stress on the doctrlne

b -

13
and philosophy of the poet. Surely thére is a thlrd phase of criti-

cism in_ effect one’ Wthh balances form and. content as Matthew Arnold
b .
prescrlbed.lq Indeed, 1magery and the psychologlcal reaQ%ng of 1magery

can:only glve’a fuller v151on of Brownlng s total phllOSOphy and world
vieh, . o

‘Imagery is a broad term for figurative language of all types--



[
" o . . & .
whether metapho§;/51m11e‘og symbol. As the discussion progresses, I will

concentrate on the two categg;;es of imagery, animal and plant, rather
\, /
than on specific techniques and types of image-making. I will examine

t

the content of the fmagéry, its recurrépg or variant patterns, as it
offers revelations. of a psychological pature. For the imagery functions
’ ) - %: ) - .
as an expression of the unCOHS$iOUS of the particular speaker. Kenneth

Burke's distinqtioﬁ between symbol'interpretéd in an essentlallzlng

¢

, Way, and symbol used "proportionally,' allow1ng for free—a55001atlonu ¢

to determlne the complex meanlngg,(1o a useful one to mentlon at the

outset. 5F‘orthe purpose of using Freudlan‘methods of analysis to inter- 33
, bret poetry, says Burke, the "important matter . . . is to suggest that
the examination of a poefic workfs internal organization yould bring /

us neafer to a variant ofqthe typicélly Freudian free-association
. methbd than to the purely symbollc method toward Wthh he subsequently
grav1t&ted n16 Freudian methods of 1nterpretatlon applying psycho—
A ana1y51s to poetry, (as I will do with "Childe Roland"), dan be prac-
ticed if ‘they in turn afe seen only as one valid form of 1nterpretatlon.
' With free—a§%9c1atlon, one does not concentrate onfthe éssential, to
_ the exéausion of all concoﬁitant'meanings. Tﬁg,image, rgther than -
(having'one‘fier symbolic meaning; may have multiple meaniﬁgs.“Theée
.give layers of rich'pattérhings to thé poems. Although, aszu}ke NG

'

suggests, a house may be nething more than a house, in a poem it wou%?

o

" then be'a vernylimsy"structuré to keep out the wind and the rain.il

. The 1mages belong to the personae who utter sthem, who experlence

- .
all 1n an 1nstant yet who progress only if they receive 1ns;ght from

the moment's experlence. As Arthu$ Symons explains, 1t is Brownlng s
™ SN '

o

& - : L
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frequent practice to reveal the soul to itself:by the“upplication of a

4 sudden test, whlgh shall condense the long trial of years into a 51ngle

o 8
‘moment , and so 'flash the truth out by one blow.'"l He quotes here

from Pater's The Renaissance. Pater, speaking of the spiritual crisis

of & Browning character, writes: "To realise this situation, to define,
in a chill and empty atmosphere, the focus where rays, in themselves
pale and impotent, unite and begin to burn, the artist may'gfve, indeed,

to employ the most cunning detail, to complicate and refine upon .
. _ . 1
thought and passion .a thousand-fold. . . . Yet, in spite of this intri-

kcacy, the poem has the clear ring of a central motive. We receive from
‘ $

it the impréision of one imaginative tone, of a single creative act."?
Pater's image of rays which "unite and begin toburn"” 'i's not unlike the

recurrent image in Bro&ning's poetry and letters of white light broken

J

down into its.compooents, "prismatic hues," or the reverse image, of
the colours of the spectrum fusing, 1deally to fofm the pure white
C1ignt 0 2 |
But 1f, 1n ‘one sense, it 1§-true as Pater states‘that each poem
creates this sense of wholeness this essence of character, one shoula

:remember that in terms of Brownlng s "theory of the 1mperfect' it is a

18

rare moment when the pure white light truly comes into focus. There

are two levels of imperfection, not to be confused--those poems which,

-

because of a poetic failure, do.not establish a unity'as they set out

to do, or are perhaps too shallow aﬁd one—dlmen51onal to really matter;

~

-and of concern té thlS dlscuss1on, those characters almbst perfectly ‘

CODCElV&d like the BlShOp who orders his tomb, in themselves fragmented

-

“'belngs, their potential imperfectly realized, their earthbound desireS‘

Y 3



| ( &, .
continually frustrated. These frudtrated individuals may be found in

\

poems ‘involving aesthetics, love, or'religion. The exceptional

AN

a8

personae, such as the lover in "By the Fire-side, "who move from the
B Ay

Tgood moment" to‘somethlng richer and more enduring stand -out in relief -

when they do occur. When ‘the moment is made infinite the poems are in

8

themselves beautlful fu51ons of image and thought—-but no more so than

@ ’

the successful - poems about imperfection.
To examine many poems and many personae as neafly simultaneously
as p0551b1e is another way of fu51ng thg colours of the spectrum 1nto a

®

whole. Browning, I argue adhieved this fusion hlmself, in The Ring.

and the Book. In the first three chapters of this utudy I want to ex-
.amlne patterns oflmagery recurrlng in poemsw1th sometlmes qulte '
idlverse contexts. I hope to show that the 1magery which grows increa=
singly complex, and which is integrated with all the other qualities

of the poems in Brownlng s maturlng poetry, is then more fully fused
into a pattern and statement in the major long poem of Bfownlng life.
.Thehearl;er parts of the study will entail some full readings .of j; e
Aioéividuai poems, especially of those which do "flash the truth out'ty-

one blow" by means of multlple carefully constructed details of lang-

uage é@ﬂ 1magery.. Such images are the pale rays which are strong in

~their total sum, ‘thus sheddlng llght even, paradox1cally, as in "Chllde :

Roland to the Dark Tower Came," on the very‘darkness of‘the human soul.

?



CHAPTER I |

THE NATURAL OBJECT AS ADEQUATE SYMBOL

v

. Ha! sir, I have seen you sniffling and snoozling
about among my flowers.
And what, pray, do you know about hort1culture, you
capriped?

¢

--Ezra Pound, "The Faun"

R~

A: Introduction . .

\ . o
We might ask the‘qﬁestion posed in the epigraph of both Pound and

-Browning themselves. In his search for sensory imagery to embody the

ideas and personalltles of his personae Brownlng presumed to "kmow™

plants, flowers;/and petals, indeed all creeplng ahd Crawllng thlngs of

N
..

Creatlon. And Pound stated conscxously in his poetry and cr}t\elsm
that the natural obJect becomes 1dent1f1able, when .chosen w1th preeih\\
'order and de31gn to the cheos of ex1stence vet the underlying meanlng
of the imagery seems to-delineate the disorderiy content of reelitf,
;z___psrtieularly the'reality.of man's and society's inner eiisteﬁcer
M Everyvpoet uses‘imegery. ’ﬁrowping'sgpse“of ip&gery is het e

total innovation, wheh he is‘plgged beside such obvious fellow iﬁage—

- makers as Shakespeare, Donne, and Keats. In the Victorian era, however,

~whenl Tennyson, Browping:&ﬂd}A?ﬂoldJWere\elljexpressing'the new tensions
and divisibns of their age, I'feel that it was Brownihg vho went fur-'

thest afleld and 1nto ‘the future, to forge a new language, espec1ally

1ts 1magery, the more strlklngly and " aptly to express hls world He
also, of course, created a new dramatic form for poetry, a form whlch -
. , L | : ’ . S ‘

lO . ~

v : ’ -

‘t

w

sion, with what it symbolizes.  Both pOets use natural 1magery to brlné\\\\\\\

~



)
»

needed the Victonian period (as the Victorians needed it) to fully find

itself. Browning contributed to the line of poets from Pound through

bRobert Lowell, as they ccnsciously acknowlédge. Also with Hardy, he

was the most obv1ous n1neteenth~century forbear of T S. EllOt- +This

debt was more dlfflcult to recognize for Eliot who was seeklng to leap

A

back in time over the V1ctor1an perlod Slnce it was Pound who so !°

often gave voice to the 1nfluence of Brown;ng s poetry upon his, I W1Jl
review some of his. deflnltlons, as well as the Imagxst manlfestoes, to

clarlfﬁbthe quallty of Browning's 1magery, and to deflne h1 aesthetﬁc”n

2

‘ theory The second sectlon of this chapter w1ll examlﬁe Sordello's

struggle, in part of that. semlnal poem, to dev1se a poeﬁlc theory Wthh
t

' ta 1nto account the poet's only medium, language Flnally, I Wlll

-

giva a readlng through the natural imagery, of two art monologues from

Men nd Women: one, with a Qersona who points to thls world as startlng

pla for the materlal of art and life, and for the transcendent the

Y

other w1th a persona who falls)to make thls discovery, even whlle he .

yearns for the 1nf1n1te.

There are key aspects of Pound's poetlc theorles-—and hlS

relat1on to the Imaglst movement--whlch should be brlefly examlned

»

'Pound, in hlS own poetry and cr1t1c1sm, comments most acutely on

3

o Brownlng s art " We m1ght start with Pound's defence of Sordello

agalnst 1ts crltlcs, in whlch he 51ngles out most spec1f1cally

- hnY

'Brownlng s use of language

¢ | ! ’

« B .

"*It will be seen that the author is telllng you somethlng, not merely

making 2 noise, hé does not gum up the sound. The "beauty" is not .

' applled ornament, but makes the mental image more definite. The author -

is not hunting about for- large high-sounding words, there is a very

'great variety 1n the rhyme but the reader runs on unaware 1



-al complex in'an instant of time" might'define Bro

v

~

Th1° passage could stand as an epigraph to the discussipn og bordello

. . - . N . ~ g ‘ -
to follow, but more than this it is a general statement\ on Browning's
< . \
use of imagery in his poetic development from Sordello on.. Simplicity,;“

" clarity,; and integrity are the qualifies which the Imagists. sought, andfgn

which Powfid found in at least some of BroWning'slwork. Imégism has

been described ES a fresh perceptlon of the relatlon of language to

*
‘

meaning,"2 a descrlptlon appropriate to Brownlng‘s use of 1magery.
Pound, in l9lh, quoting his own definition,_made the following

comments on the image:

The Image,éé/the poet s pigment. The image has been deflned as "that -

which repregents an 1ntellectual and emotional-complex in an instant of
time." The palnter should use his colour because he: sees it or feels.
it. . . . It is the same in wrltlng poems, the author must use his
1mage because he sees it or feels it, not because he thinks he can use
it to back up some creed or some system of ethics or ‘economics.

*

The image is very sensual then, and is baged largely on sealng and

feellng (both in 1ts inception and its realization). Feellng here is
used t6 mean emotion, not the sense of touch, but both meanlngs apply
1n‘spir1t The poet must &hlnk 1maglst1cally, 1n the purest sense of

Imaglsm the image is the poem, not -an extraneous ornament subordlnate'
‘to the‘argument, N o o , , _“ | o,
i Pound's definition of the image as‘"an.intelleEtual,and‘emotion-

o : Co- . .

llng S concept of -

demands concrete r'llzatlon in life and art and must 1n1t1ally stem
from sense’ experlence. Also Pater's 1mage for Brownlng s art c1ted in

the Introductlon, and Pound's def1n1t10n of the Vortex as the p01nt of

- maximum enengy nh- are»further varlatlons'on the-theme (dominant,~of

confse; in variant forms among the Romantics) oﬁ infensity breeding

R
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infindity in an instant of .time, in an image. And here is C.Day Lewis'
impression of metaphor as blending object and sensation in & unique «~
feshion:.

The poet's ré-creation includes both the object and ‘the sensations
connecting him with the object, both the facts and the tone- of an
experlence it is when object and sensation, happily married by him,

» breed an image in which both their likenesses appear, that something -
comes to us with an effect of revelation.” o -

pd

-

The-pure-image coues‘as a revelation to~Pound also. For him, mind‘and
feellng must work togeﬁher, concentratlng dlrectly on'the ;EEE& 1tself 6
"The Symbol, naked and unexplalned " says Graham Hough "tralllng no
clouds . of glory, becomes the 1mage T yet certalnly in Browning's
poetry one must-uot eXpect total“succ1uctness: there are multlple assoc-
‘iations in thg'pbem‘itself‘which ettach themselVes to the iﬁage;zene
: eventually one sees 1mage-assoc1atlons cr0381ng over from poem to poem.

» .

L The other attrlbute of Imaglsm, from. Pound's perspectlve, whlch
is of the essence in Brownlng s poetry is the kind (or category) of
1magery whlch proves most approprlate for its new role, the area of llfe
from whlch 1mages and symbols should be drawn. Here two statements of -

Pound summarlze this questlon and support our- ch01ce of categorles in
Brownlng 8 work'"

‘Don't use such an expression as "dim lands of peace." It dulls’ the image.
It mixes an abstraction with the concrete. It comes from the writer g
- % ‘not reallzlng that the natural obJect is aIVays the adequate symbol

I belleve that the proper and perfect symbol is’ the natural obJect %het
_ 1f a man use "symbols! he must so use them that their symbolic function
*. does not obtrude; so that a sense, and the poetic quallty of the passage,
is not lest tO'those who do not gnderstand the symbol assuch to whom,
for 1nst§nce, a hawk is a hawk , ,
r.p«

' It seems ev1dent that Brownlng s own descrlptlon of the obJectlve poet

e

in hlS Essay on Shelley (1852) contalns assumptlons not unllke Pound's.

et

S
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Ideally, the objective poet must develop to unite his function of

fashioner with the subjective poet's function of seer. Illowever, his

original role of fashioner (and then of "Maker-see" as in Sordello)is

essential in itself. According to Browning, an objective poet is

. . one whose endeavour has been to reproduce/fhlngs external
(whéther the phenomena of the scenic unlverse, or the manifested action
of the human Jheart and braln) with an ‘immediate reference, in-every
case, to the common eye and apprehension 6f his fellow men, assumed
capable of receiving and profiting by this reproduction. - It has been
obtained through the poet's double faculty -of seeing external objects
more clearly, widely, and deeply, than is possible to the average mingd,
and at the same time he is so acquainted and in sympathy with its
narrower comprehension as to be careful to supply it witl no other ma-
terlals than it can combine into an intelligible whole.10

The natural object, which would~1nclude objects from organic nature, the

‘world of plants and animals, was for the objective poet, then, the

adequate symbol." - - S

Pound's, and Brownlng s own, aesthetic manifestoes help to

1nd10ate the reason for focu581ng on anlmal and plant 1magery in thls

.-Study That the choice is by'nO’means an arbltrary one w111 become

:ev1dent as Browning's poetlc canon is examlned from Sordello to The

Rlng and the Book. iThe-partlcular themes to-be stud1ed~are,best

expressed »and contained ‘in sensual 1magery from nature and fr0m all

-

“sides of nature 1nclud1ng the under—s1de.

Pound, as LeaV1s grudglngly admlts, seeslBrowning'as‘thekstep- ‘
ping stoné to the metaphysica135 and as the father of modern,poetry,'tob;

a great extent,.ll However to clalm that Brownlng was an Imaglst born

M .

inan earller age or that he ant1c1pated "stream-of-con§C1ousness “in

-

Sordello, for example would 1nv1te belng charged w1th the "heresy of,

'“modernlsm. Part of Brewnlng s dlfflculty for the Brltlsh Publlc, ye

° (y .
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~ .
who like me not," it 1s fair to say, was that he ant1c1pated the
malleablllty of language which was to e seen, in its flux and process,
in Pound andJoyce partlcularly Although Browning never wrote the

one-image poem of the Imagists, in its purest, barest, sense, he could

make the image contain the essence of the poem, as a '"moment of revealed

‘truth "12 When we examine poetry belng wrltten nearly twenty yvears after

Browning's death~--and later--we see the Victorian poet's advancementggnb

B

his own age, and h1s influence on the aesthetics and thought of ours.’

,"

In 1855 Brownlng publlshed a poem. in Men and Women ﬁhlch mlght

stand as an' example of his own poetic theorles put into practlce. In .
it he uses euccessfully a central extended 1mage to epltomlze these
theories. John Keats 1s the osten51ble subJect of "Popularlty ‘ He,
h1mself a poet who found expres51on in partlcular sensual 1mages and

symbols, is ep1tom1zed by the colour ‘blue, *in the follow1ng dazzllng

and splendld metaphor'

Yet tnere s the dye, in that rough mesh, "V
The sea has only just o'erwhispered! age B T
Live whelks, each lip's beard dripping fresh, “'@fk-‘?h
- As if they still. the water's lisp heard. f ',ﬂ}*fydf
. Through foam the rock-weeds thresh. - 'f'i;.{'? 2
: : ) T
Enough to furnish Solomon Ly e NV
‘Such hangings for his cedar—house, e RPN .
That when gold-robed he took the. throne S

0 In that abyss of blue, the Spouse _ o
'Mlght ewear hls presence shone - =~ .. . - ey

Most like. the centre-spike of gold

Which ‘burns deep in.the blue-bell's womb,
What time, with ardours manifold,
. The bee goes singing to her groom -
Drunken and overbold (36-50) SR

Thls plcture, Wthh we shall analyze 1n a moment, 1s 1tself part of &

metaphor extendlng for the lepgth of the poem The’V1V1d dye whlch



would colour the hangings in Solomon's’temple such a pure and deep
shade of blue is extracted from the rough  shells of the. sea whel;. ‘As e
~seen ln<its natural state, the "thiug itself," the potential of this
creature is notlobvigue to the unimaginativereye; Yet it is notJfﬁ% ;
. fis'lerman'wluo draws the whelks up friomx.thebdeptbs who benefits, but
.rather those who refihe and market the dye. Ey analegy, Keats gave us
the blue in its original form throuéh his imaginatlen but it is the
_ 1esser poets, hlS 1m1tatoro, who galn success W1th‘the1r paler ‘blues:

Hobbs hlnts blue,~-stra1ght he turtle eats:

Nobbs prints blue,-—claret crowns his cup:
“»* - Nokes outdares Stokes 1in azure feats?f-‘
Bath gorge. Who fished the murex up?

What porridge had John Keats? (61- 65)
The source of the blue is Keats; the vein of poetry he Opens.up is the,“g
raw materlal upon Whlch others w1ll feast. The -poem itself ends 1n
language and sound Ieft. dellberately rav, as the shellflsh metaphor
suggests.l3 |

.How,does_the cent?al image of Solomon's throne euceeed as an
_iutegral partlof'the poéu‘uith its-btgadéfnmefaphof?l.Browﬁlng'é-spurCe:
'eis,-in paft.lthe firsf book of Kiués; "the cedarauitﬁiulfue houee’was
carved 1@’the form of gourds and Open flowers, »(I'Kings; vi; 18) and

- also every part was OVerlald w1th gold " The fIOWer and bee 1mage,

_however, 1s Brownlng 5 own and one of many varlatlons on a recurri

e

1

1mage in hlS poetry.‘ The ch01ce of the colour blue for Keats,‘and o
'the blue-bell mlght have been suggested by Keats s sonnet beglnnlng,‘

"Blue' Tls the.llfe ofheaven,*~and contlnulng w1th thls stanza'~"
x . - -Blue! Gentle cous1n of the forest-green K
- DR , Marrled to green in all the sweetest . flowers,-— :
o ‘ b 'Forget-me-not =~the Blue bell, —-and that Queen

of secrecy, the Violet . .



If blue is 1n Feneral symbolic of the romantic ‘imagination (as 1t is 1n

Wallace Stevg s' "Man Wlth the Blue Guitar"), 15 in the flower it is .

i . .
attached" to a real obJect a "natural symbol " to use Pound's term

It is an approprlate symbol, when comblned elgher with its source (the
Sea, mollusk) or the flower which descrlbes its brllllance both for e

the poetry of Keats ‘abdunding 1nc§ensual 1magery, and for Brownlng 5

poetry, whlch extracts so much of 1ts ovn’ 1magery from the concrete

obJect 1n nature. Nelther poet would use the blue dye abstractly, both
would start qlth the "raw materlal" referred to by Brownlng in his

e

- _.dlscusplon o the obJectlve poet

For 1t is w1, “this world as startlng p01nt and ba31s alike that we
“shall alwayé concern ourselves the world is not to be learned and

: throwu a51@e, but reverted to and relearned ‘The spiritual comprehen-
sion may be 1n§1n1tely subtlllzed but the raw mater1a1 it operates- upon

‘must remaln : - v

rIn the expllcitness of the bee—flower metaphor there are. more

,).

llterary and psycholog1cal connotatlons than those of the Blble and
&
Keats. It is" dlrectly sexual the bee comes wlth pa551onate boldness,

sxnglng to her groom;" the gold sp1ke whlch "burns deep in the blue- y

- bell's womb "17 In "WOmen and Roses" thls same 1mage appears in a more

o
_(. >

u

erotlc context s1nce the poem s subJect 1s’love, there the §>e'is

3 ¢ . L

mascullne, ¢he flower femlnlne‘

y. .
W

An 1nterest1ng and 1mportant 31de11ght on the meanlng of blue in

\1
»

‘the. poem is: provlded by Ruskln s dlscusslon of "Nature's" own_use:of,.’
ver '.f7f"714‘.;v R R il
/ v, '| N . . . ,./ . . ) ) v

_ /“}LM} . Nature 1s aust as economlcal of- her- flne colours as T have told

L e R

.you to be of yours. You would think, by the way she palnts that her

- colours cost her somethlng enormous: she will only give you a single °

pure’ touch, Just where the petal turns-into’ llght ‘but down in the bell‘i
all is subdued«f. .,even in the showlest flower. ' What you thought ves
bright blue ms .when you. look. close only dusty grey, or green,"“or pur-
ple, or every colour in the world at once only a 51HEIE*§1eam or -

“"streak of pure blue 1n the centre of 1t 8 _ _ ERE



In "Popularity™ Browning has illustrated what C.H. Herford calls "Joy

- - . ‘.i‘f’)’ . ¢ " . ‘~-
in Light and Colour," a quality of‘allfhis poetry: - '

Brownlng s colourlng is ‘thus striklngly expree81ve of the budld of
‘mind. . . . It is the colouring of a realist in so far as it is always
‘caught from life, and never fantastic or mythlcal -But it is chosen
with an instinctive and peremptory bias of eye and imagination--the
index of a mind impatient of indistinct confusions and placid harmony,
a mind of 1nten51ty, decision, and confllct 19 | ' :

It is 1ron1c that both Ruskln and Chesterton singlgd out

"Popularlty_ as a prime example of Browning's Obscurlty;vfilledelth-‘

.

some eXamples of his multitudinous recondite knowledge, according to

]

Chesterton, missing out. in_connectives;and detail in the eyes of

Ruskin. 1In his‘Critieism of ‘Men and Women in a le%ﬁervonly recently
published ‘Ruskin sendsiBrowning a line by line analysis and'quesfioh-f
- “ EPEIN . . S . . SN - on

: 1ng ‘of "Popularlty,’ and summarizes his total impression of Browning's

t L SR
: work as Gollows EER v], )

There is & stuff and fancy 1n your work whlc assuredly is in no other
llVlng wr;ter s and how far this purple of iy must. be within thls
terrible shell; and only ‘to be fished for afong threshlng of foam &

, sllppery rocks, I don't know. There are truths & depths in it, far -
beyond anythlng I have read except-Shakespeare .o understand you.. .
not, my Lord "e0 - v 5

N

The sea whelks wlth‘the1r pure blue extract turn out to be a mlcrocosm.

of Brownlng 's tof;l world of sensual and psycholqglcal 1mag‘ry, of the‘
- need to start Wlth the er materlal the natural ob&ect the thlng

1tself g theory to bi@expanded upon in the dlscu5510n of Sordello.

Then, too the blue-bell and bee are examples of the cen%ral 1magery

Y x

_ of plants and anlmals to be examlned 1n the body of thls ‘tudy. v

s e o

lee Keats Brownang makes hlS appeal to all of the flve Senses,'

0

‘to touch taste, and smell, as well as to hearlng and 31ght 'We tgnd
| | e

to th1n¥ of the 1mage, in 1ts s1mplest deflnltlon, as. & word plcture,

: o . : .
e - ~ . . L i



implying that'sight'is the primary sense cmployed.?l And indeed, there

°

are few images without some visugl sense.  Browning possessed that '

. sense in good measure, seeing and feeling things with equal passion.

1

' and certalnly.Brownlng 1n partlcular, sees, lrke the Chlld with?above o

average 1nten51ty, 1n extreme cases, an what 1s called by psychologlsts ;

In a letter to Ellzabeth Barrett he - SPeaks of how one g?ould ‘ope
one's eyes and see abroad " and contlnues, o 1 St )
o ) .
A eritic somewhere mentloned that as “my characterlstlc-—were two. other
poets he names placed. in novel cfrcumstances . 1n a.great wood, for
instance, Mr. Trench Wwould: begln opening books to see how woods were
treated of . . thé-other man would set to write poetry forthw1th from
his old stock of a55001at10ns, on the new 1mpulse-~and R. B. would SltJ

. st111 and learn how to wrlte after! 22

‘:/ N

(Th1s approach to llfe and poetry Brownlng later embod}ed 1n the poem

"Transcendentallsm. ) Brownlng dascerned that one of the facultles of"

the poet-was to~ see external obJects more clearly, w1dely, and

d "23

deeply, than is poss1ble in the average min This 1s of extreme

1mportance in e§p1a1n1ng Brownlng 5 1mage-mak1ng capac1ty " The artlst;

(

- eldetlc 1magery, the’ v1sual 1mage Wlll pers1st after ‘the stlmulus has ,

gone, so that the percelver would not have to rely on an after—lmage or :

.on, memory, but would see: for a tlme the 1mage 1tself 2hv It has also

W

.19 -

been shown, qulte expectedly from our p01nt of v1ew that hlghly cfi;, te”

s

words are much more llkely to evoke sensory 1mages than abstract words o

S . . . . 2 “

2
: are;»such 1mages are‘also mOre eas1ly retalned‘ 2 A vlsual and tactlle

translates the perceptlons into concrete hlghly Sensual words-—w 1ch

A
RS - o R i

1n turn stlmulate the reader..

‘4aa

- .’ﬂ All the Senses are in fact a1ds to‘ seelng" the total plcture.'

' The 1nf1n1te varaety of concrete and phy51cal detall 1n hls poems

g ’ o v R .
iple .
i -

el D



\ma551ve and. opaque, tense with solldlty

20

indicates that quwnlnp pra(p - the object through a total sense exper-

4 ’ . N
- p “

e . M M o e
lence. J.K. Bonnell, 1n.199?, presented the theory that Browning was

particularly the poet of touch: "The externéi{wbrld perceived by him
L ] - N

A

,is not soleiy € world of eye and ear, but@a world . . . of nose and .

tongue——alsO of tactual nerves,-a world of palpable Iorms, of touch. "26'

He affirms thét Brownlng has a musclc—and—nerve, or a motor—tactual

type of 1mag1nat10n, in contra t to the primafily ear-and—eye type
e
po ssessed by Tennyson. Browning 1s the "poet: par excellence of the
4 : ’ . . o

»

.third dimensionretbe architiect, SCulptof,fﬁqgt to the finger<tips.'

4

<

On the significance af touch, mere recent rémarks of Marshall McLuhan

o 2

5

v 5 . ‘
‘are worthy of- note: !I wolld suggest that 'touch' is not 50 much a -

Coer K . e .
: - . .. . i 28 ;
separate sense as the very .interplay of ‘the .senses,"  and (using a.

N

. D : . oo 4
1 colors." ? The seﬁse of touch 1s man's first devel-

3

oped senqe, and most basic to our understandlng of today' S world. And,

adds McLuhan, ”Tactlllty is the world of the 1nterval not of the .

[

Browningesquea;fage): "tactility includes all the senses as white-light

. P
lncorporates

®

tconnectlon’ and ,that 1s why it 1s ant;g_theth w visual wox-ld'nBO .

) ot

‘When‘the fractured syntax of Sordello and of théﬁlater poems .is

N a a, - =4 g‘7
considereq,. McLuhan's statement seems most applicable. :

v . - . o @
The stress:which Browning pis&es-ﬁpon the physical in general

and. the sense of touch'in partlcularﬁls summarlzed by Herford
e

.The 1mp11c1t reallsm of his eye and ear was fortlfled by acute tactual
-and muscular sen51b111t1es. He makes us v1v1d1y aware of surface and

texture, of space, solldlty, shape. Matter for him is not the trans- .
lucent, tenuous’, half-spiritual substance ~of Shelley, but aggres51vely

@

s "v,‘v,," {

.The stress on the. sculptor in Browning reml ds; US of Ruskin and of

1_the 1mportance both art1 ts placed %n the "G th. In the section of
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his ook entitled "Joy in Form," Herford speaks of Browning's "plasticity"

and the form of his "j?y":

" Browning's joy in abrupt and intricate form had then a definite root in
his own nervous and muscular energy. . . . In this brilliant visual
Speech sharply cut angles and- saliences, or rugged incrustations, and
labyrinthine multiplicity, Browning's romantic hunger for the infinite
had to find itg -expressiog; and it is clear tgat the bias implicft in
speech imposed itself in some points upon thie’matter it conveyed.
Abrupt demarcations cut off soul from bedy, and man from God. The
infinite habitually presented itself to him as something, not trans-
cending and comprehending the finite, but beginning where the finite
stopped,~-Etérntty at the end of Time. . . . 32 .

3

This passageireads almos® as a précis of the problems to be encountéred

in Sordello, where, in Book the Sixth, appears this query:
. So much was"plaip then, pfbper in the past;

To be complete for. Satisfy the whole ‘

Series of spheres~~Eternity, his soul . :

Needs must exceed, prove jincomplete for; each

_ Single sphere--Time. But does.our knowledge reach

R No farther?  (VI,550-555) : - '

How will the_poet devqldpthe means to-contain the infinite within timeg

o

B: "Sordello" and "The Iméged Thing"

a -

)

In Sordello,'Browning_probes the relationship between the poet

and his language. Although the poem as a whole is a complex re-creation

of the Sordello story with Browning's variation$,33 I wish to extract
i LA . ) ‘

those passages in which Sordello the poet is in the forefront, and in

® [

which one can see Browning ‘struggling to express an aesthetic for the
. : ,\ .
poetic process: If’such passages are examined,vit wi%} be seen that
Sordello is indeed a sefiinal work, both for its developmen't -6f the wtheory
’ . . - ) ’ . .

about the function of language, and for its stress on the role of nature.

N A

If each of’Browning's poems is one"prismatic hue" rather than the "pure

white light," then his, theory of poetry must be the sum of all the-
. : L

o
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;buiij:we'lookfﬁ@'Sérdello, we can see the

poems 1in theéicpéc%rﬁm“
\ » :l M " ' F ':. : ‘ h . ’{:" L! . ‘ .}l,“ ) . . L .
starting po&ah fér Brownah sftheorles, and sometimes the immediate

embodiment of these‘pheorles in concrete language. Sordello is a key,

experiénce and experiment”leading to the poems of the middle period,

. which reach their climax in The Ring and the Book.
Sordello, as we know, attracted Pound's attention (as it had
earlier attracted the praise of Swinburne and Rossetti). It is a

passage from Sordéllo which Poﬁhd quotes as a representative example of

)

e s ' . - e : L
" Mlimpidity of narration" and "lucidity of sound."3 In the poem

Browning shows his awareness (althoﬁgh the persona deviates at times)

of the world as a source of life and as®the starting point for art--as
/

Pound also discusses in his theories about Imagism and the "adequate
. »

symbol." One‘must begin with experience here oh.earth, with the finite,*

“"

before comprehending infinity. In his dramatization of Sordello's

struggles to contain the'infinite,_Browning comes to understand more

v

clearly the process for his own art, the art which is to grow and

A

develop so successfully. He works ,out, in his own terms, the relation-

5
¥

ships and relative significances of nature and self, concrete world

and spirit. S . .

'in Books the First and Second, especially, Browning comes to
~ grips in theme and language wifh the struggle of thé‘artisi to play his‘
role and‘bhoose his poetic form. Many of the troubadour poet's 1nno-

®,

" vations are in language and in theilmage—m&klng function of words.
-TSome of his failures are phe result»of the transience of language aﬁd
new forms, the very aifficulfy‘of’tfansferring pencepfions into images
through the medium of %ordé which "will not stay in plaée;" Sordg}lo.

22



anticibateé Eliot's "Burnt Nortdn," by embodying in poé%ry thisépoetic
problem. Language is dynamic, not static; subject; iike iife, to .
imperfection and failure. On occasion, happily, occur those infinit?
momentsbwhen perfection is attained. As Roma King puts it: "Although
man must forego the pérfect knowledge, the complete vision, he'can
realize some‘saVing portion of Infinity through his‘finite facultieé.
. . The dynamic rather than the static, £pe state of becoming rather
than of being, shapes the amorphous gestalt from which Browning viewed
human experienge." > Thomas Collins also emphasizes thevfluidity of
experience in his'fecent paper.vhich contends thét in éprdelio {and

g ,
then not again until the poetry after 186k4) Browning is writing

synthetist poetry in which the reader is forcéd to participate becauseiw

of the poetry's éomplexity.36 | C
‘ T ,

In Book the Firsf are defined the two classes of poet which

Sordello, with his natural perception and génius, might becém;. One

finds first thé.poets who woréhip beauty, who are the unconsbious 7 .

descriptive poets (I, 505-515). Unfortunétely.they somegimes become

slaves to the extefnal world, and are limited by what they adore. These

poeté ?anpot reagh the heights'pf the alternative class, contalning \\\\

- those poéts who are conscious Qf-éelf (1,523-530){ Poets of this second

type séé everythihg within nature as an extension of th@ir an souls.

They are capab}e of combiniﬁg the colours of the spectrum into fhe pure

white light. But their flaw is egoism’aAd self—wérship; they acclaim

the singér, ﬁot the song. One poet loves beauty to the point where he

loses individuality; the other comes Eg believe that beauty only exists

through him and his songs. Sordello indulges, at cerdain phases of his



poetic life, in both forms(g?\excess.v At the same time he needs the

virtues of both classes: fi;éﬁ\hé must be immersed in what he sees and

senses, then he must immerse himself ig\ths world of men.37'He is on the

¢ . ¢
right path, provided he can devise an approé?ia&ngorm: ]

.on

- I may find a thorough vent
For all myself, acquire an instrument
. For acting what these people act; my soul
. Hunting a body out may galin its whole
' Desire some day'" (I 833 .837)

A poet works by ' re-creatlng human llfe——breathlng Wls own soul 1nto
inert forms in direct imitation of divine creatlon."38 This is, of
course, what 1inks Incarnation, the giving flesh to the Word, with the

poet's act as Browning. expregses 1t throughout his canon, notably in

The Ring and the Book

Sordello in Mantua ubject to the temptatlons of thé second
class of poets mentioned earl er. Hé may on-the one hand fail to |
communicate hl% vision to the rest of humanity, or, on the -other, he
may be temptedAto communicaté on the Ideal, abstract level of reality
only, ignoring human‘limitations:39 |

- + + » Or if yet .worse befail
And a desire possess it to put all . ' h
That nature forth, forcing our straitened sphere
Contain it,--to display. completely here
The mastery another life should learn
Thrustlng in time eternlty 8° concern,—-

‘-.So that Sordello e e n :

' Fool who Spled the mark

S Of leprosy upan him, v1olet-dark

Ce ’ ‘ Already as he loiters? Born just now,

. With the new century, beside the flow |
And efflorescence out of barbarism . . . . (1,561-571)

',The speakér'interrupts himself to ériticize his tendency to leap aheéd
and fToretell that th1s is indeed the fault Sordello wzll fall prey to.

But to thrust "in time eternity's concern" is in fact ‘the poetlc and

/
1
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philosophic problem Browning has been involved withesinoo Pauline, and
the central theme of-éordeilo.ho I£ may oe a ﬁempta%ion, but to strive
to attain the impossible is also the iﬁheg;nﬁ part of the poet's role,
Brownlng recognizes this, and it appears as a theme in many forms.
Perhaps the one most easily recalled is Andrea del Sarto's, "A man's
reach should exceed his grasp '/ Or what's a heaven for." But the
theme occurs at many levels and in'Aore subtle ways throughoup the
canon. It is the excesses of this poetic class which Browniné deplores.

Puttlng it at its simplest, the poet must not forget his aud-
ience; He must be one of the true "Makers—see,' with the gift of
prophecy and the gift to communicate the prophecy; phe two are inter-
related. -Sdrdello, then, could not be a poef of, this more exalted
class if he did not attempt to oontain the "infinite within the finite;“

[

-Browning used this phrase 'in a letter tp Ruskin Wwhich was written in

feply to criticism. of his Men and Women for its lack of logic and
seoUence;: He makes & plea for poetic llcense, thenbaddS' "I know that .,
I don't make out my sconception by my language, all poetry belng a
puttlng the 1nf1n1te wlthln .the finite." nh2 The words conceptlon and

‘"language are key ones to<%he discussion of Brownlng s imagery. Letr

25

us examlne,the problem as it evolves(%?rough Boock. the Second of Sordello.‘

After Sordello's Sgccessful, and'spontaneous, d;splacement of o
Eglamor from his position Es "best troubadour of Boniface," the young,

poet is hard-pressed to ahalyZe his success with the'Goitoﬁ"lay."' He

searches into the intricate reélation between singer agsisong.which
. : L . ' ) o
were one to him at the moment of creation. He finds he can communicate

his beautiful private fancies to his audience through the song. They. "

1



listen to what they know not, because he flnds words for, and links

y

together by song,

Lippo Lippi felt

their own indistinct fanoles (11, 163-169) Fra

this to be the Chlef functlon of art--to show people

what they had "seen" with closed eyes before..

“So much

mind--for a time:

for Eglamor" dismisses Sordello's predecessor from his

.

My own month camej
'T was a sunrise of blossoming and May.
Beneath a flowering laurel thicket lay
Sordello; each new.’ sprlnkle of white stars
That smell fainter of wine than Massic jars
Dug up at Baiae, when the south wind shed
The ripest, mdde him happier; filleted

~ And robed the same, only a lute beside

‘Sordello may be t

" the objective and

the scattered lig
hope to do so by
and nature. C. W

for he feels that

from the pure, "o

.of the stars of e

ties. But surely

belleves (as he d

'stars, the flower

unattalnable heav
through the minut
hubris, his belie

himself as‘ber'ln

1

Lay on the turf. (II 296-30k).
heé poet who, if he could unlte the best of all classes,
subJectlve functlons of poetry too, woula compress
ht_of thev"starniest into_one star,"-but he cannot}‘
ignofing the individual and inpehfect facets;o}:man l
illard Smith judges Sordello harshly at this poinb,
in his present role—playlng, the'poet‘has turned
old stars of heaven" to the 1ntox1cat1ng loveliness:
arth. w3 Sordello has been sedueed by eanth's beau—»_
such a8 seduction is not dangerous unless Sordello -
oes’ now) that ‘the beauty domes from h1m. The earthly
s of organic nature, are as;central to'the poet-as,the
enly stars . The absolute can only be approached ‘
e facets of thls world. Sordello s real error is hlS
f that Nature s beauty only eulsts in isolatlon w1th1n
terp;etor. R | .

(SN

>
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~Sordello has need, then, to adhere to some of the precepts of
Browning's objective poet, who reverts to the "raw material of the

world: "There may be no end of the poets who communicate to us what

they see in an gbject with reference to their own gndividuality: what
it was before they saw it, in reference to the aggregate human mind,

will be as desirable to know as ever."hh Santayana, however, objected

" {

to this "raw" unharvested material which for Fra‘Lippo Lippi means

L

. : %

intensely, and means ioo§
o J. Hillis Miller explains Browning's early works in words

which are apt for Sordello's parficular dilemma: "Back and forth

ang

Browning vacillates between the desire to become’some'one concrete
thing, and the desire to remain permanently uncommltted and therefore

the only materlal mirror of the infinite richness of God. S I feel

.

“that the vacillation may be-v1ewed qulte pQSLt1V61Y‘lf one regards

Sordello, in particular; as a poem about process. To become fixed to-

one star is to écknowledge one's finiteness; to iry to mirror the

‘mulfitndinous‘variety in nature is a step towards containing the infin=-

L}

.itevwithin the finite. Th1s paradox llnks up w1th the theory of the
vlmperfect held,by Brownlng and Ruskln. Mary Rose Sulllvan s commentary

: su001nctly summarlzes the dlchotomw of the poet while at the same tlme

]

S it seems"to transform Mlller’° doubts about Brownlng 1nto.aff1rmatlon: '

" Convinced, almost from the outset that his destlny as a poet depended
upon, his solving the dilemma, upon his brldglng -the gap between the
,unlqueness and permanence .of self and the plenltude and change of the
~universe, he set resolutely about the task of finding an artistic
. medium which would satlsfy both demands: he would learn, on the one
‘hand how to be true to his own individual vision and, on the ptherﬁ-,‘
- how to_reallze 1E6hls poetry all the values of the rlchly various
material world. -

One of the forms which Browning found was the dramatic monologue; but

e

i
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28
'his'experimentation, successfully carried out, to adapt -his only poss-

~ible medium, language, within or as part of the form, was perhapslof

) "',"!ﬁ?

greater importance in bridging the gap.
.In the central passage from Book the Second,'Sordello, having
‘tried .various compromises, and‘having allowed his art to be prostituted
to some extent, 1mag1nes the v01ce in his audlence demandlng somewhat
better," "A pitch beyond this unreal pageantry / Of essences," a voice -
asking that he "present us with ourselves.at least, / Not with portions
of ourselves, mere loves and hates / Made flesh: wait not!" (IT, 564~
568). One detects here the later v01ce of Santayana directed agalnst
BrOWnlng.‘vSordello'v response 1;--1n part--Brownlng s also, and the
following passage voices the theory embodied in Sordello as a whole:
Awhile the poet waits |

However. -The flrst trial was.enough:

He left 1mag1n1ng, to try the stuff

That held the 1maged thing, and let it writhe

¢ Never so fiercely, scarce allowed a tithe

To reach the light--his Language. (II 568-573)
gyThe Language is in. effect the 1maged" and the 1maglned thlng--both
~.mean1ngs\are apt. The.test for Sordello now is to transform the ;ma—
glned idea ypto words'. |

| Sordello, then has reached the heart of the matter the |

_Language.' How 1sfhls v131on to be translated 1nto symbols whlch wlll
communlcate wrth hlS audlenceV Perhaps words can be made more malleable,
‘flexlble to contaln more.meanlng than before;‘ For they have been a’
bprlson around the perceptlons, preventlng them breaklng through .CThe-‘
. ”poet dec1des to rework Languagelln accordance with the new speech v s

After 1t is rewroqght however, (through a process which 1s not re-

ivealed to us), Sordello flnds that,,ln &eatlng the result
4 S
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Piece after piece that armour broke away, ' :

Because perceptions whole, like that he sought _

To clothe, reject so pure a work of thought ' ' sy
As language: thought may take perception's place

But hardly co-exist in any case,

Being its mere presentment--of the whole

By parts, the simultaneous and the sole

By the successive and the many. (II, 588-595)

His hope, in contrast, had been to thrust "in time eterty's concern,"
. 4

to put "the infinite within the finite," to recreate th% pure vhite

’
light by redress to the broken and fragmented hues of the spectrum.

Instead, the fragmented experience has not found expression in the
* linear time of words.
Sordellq's poétic"failure at this point is the other side of

his human failure. He has not come to terms with either his role as man

)
° «

or his role as poet. The alliance of language and percéption'is thus

o

forced, and the armor of words breaks away to reveal less than the
whole. . The use of the words "clothe" and "co-exist" suggests thé§

Sordello thinks of words either as external garments adorning the

percepfion, or that he imagines a one-to-oﬁe correspondence of word to .
_perceptiog._~Languaée is called a "drk of thoﬁght" which is at firs?
cénfusihg, unlesé fylthought is meant a logiéal process of the mind, in
cohtrastvto the‘"simgltaneous">natgfe of the process of perceiving. .
:Thé dicho£omy which éeems tb ekiét-%etween the twp processéé,khbwever,'
iddicates Qneiof:thé reasons for thé.failure.“In Bfowniﬂg'évbﬁn poetic
devélopﬁéht;~as’re§ealéd inﬂsbraello,‘he is’gradualiy,wdrkingiout th; .
infeg;dtion»og.imaginétion and feagbn; v&magés‘gaﬁ,be seen as ékampleSj(
of 1apguaée wﬁich'éOmbihe ideafahd Qord,‘éo"thatithought‘ahd pefCeétiqn
,hgzs_c¥ossédﬂboundariés;‘ R : (

o _‘Wdréé,'hOQé#ef;.continuélfoﬁchallepge énj poet, astliét';‘

i

. c'“



1ines from "Burnt Norton" indicate:

Words straln,

Crack and sometimes break, under the burden,
Under the ten51on, Sllp, slide, perish,

Decay with: 1mpre0151on, will not stay in place,
Will not stay sti11l. Shrieking voices
Scolding, mocklpg, or merely chatterlng,

Always assall them. 4

The armor breeks away; the words Erack and break. There ie,a subtle

" difference, however, between'EiiOt and Broﬁning; and Sordello. For

v

the ?ormer two, words are llmlted in themselves and therefore crack

under the strain of

the language is still understood as ornament which separates from .

the idea which they try to contain; for Sordello,

the idea. But both flgures of speech 1@iustrate the paradox of- a

st

tlmeless moment belng contalned ina moment -of tlme, the word the

problem of the whol

e haV1ng to be broken 1nto parts before 1t can’ be

communlcated Sordello wants elther the total unlty, or an easy klnd

of verse-maklng ' The solutlon rests in en imperfection wh1ch 15

hard-won and whose

1nd1v1dua1 fragments lead towards a perfectlon and

t1melessness whlch are the sum of thelr parts.

Whlle Sofdello rntlmates that he has falled, for the present

©in hlS struggle to make language dynamlc, what he strlves to do is\

o

vhat Brownlng hlmself attempts from thls poem onward Part of the

dlfflculty 11es 1n the reader s understandlng and 1t is 51gn1f1cant ‘

that charges of obs

o

curlty bombarded the poet and destroyed his repu-

tatlon for a'tlme afterthe publlcatlon of Sordello 1n 18h0.v

Sordello s fallure

dlfferent from that W1th whlch Brown1ng was charged?

There is & dlstlnctlon between the poet and the persona here ‘as

thrgughout,the poerm. - But much of Brownlng s defence in a letter to }

30



Ruskin about thesaim of his art.applies to-Sordelio's own aims. And .,
. Brownlng d1d .succeed in 1arge part, where‘hls'persona failed for per-

sqnal reasons, to unlte ‘the many facets of Sordello into the whole mau. =
Ruskin ended a letter io Brownin'g in which he weighed the

8. .
merits of Men and Women (see above, page 18) with the follow1ng critical

-metaphor: "You are worse than the worst Alpine Glacier I ever crossed
Brlght & deep enough truly, but SO full of Clefts that half the ]ourney
has to be done w1th ladder & hatchet. "hY' And here is Browning’s replv,

, o,
standlng as a g ent of his conceptlon of communlcatlon between

'reader and poet and of the nature of l\hguage'

.

~

5 .
You would have me palnt it all plaln out, which can t be but by vari-

ous artifices Lille to make 'shift with touches and bits of out

o 5y bear the conception from me to'you. You ou ht

Fe with the thought tripping from ledge to ledge of
bu call them; not stand poking your alperstock into
_nstratlng that no foot could have.stood there;--

] jover there? In prose you may criticize so--because
that 1s -t hte representation of portions of truth, what chroni-

t . Eyt 1n asklng for more ultlmates you must accept- ~

S L. e 5 A ' e N
,McLuhan; 1n5 -rlblng tactlllty, also polnts to a non-linear mode. of L

Iy

vvcommuuicati; ,55 a: 51multanelty of experlences” to acceptlng fewer"u ' -
’medietes; i; act.h9 ‘As Pound was to do -Browning placed emphasls on
c~'£he ‘sw1ft gremmar of’sense rather than the slow grammar of loglcal |
development "50 T.E. Hulme trled to formulate for the Imagl ts ‘the
\ueans to achleve, in. words, the 31multane1ty of thoughts Mn tlng to_
ﬂform an 1mage in the mlnd 51 Langbaum too, draws ‘8 lengthy parallel
'between Brownlng and Hopkrns, saylng that "both poets are obscure

"because they are trylng to use words in such a way as to overcome the 4

analytlc effect 4

52
'language. Referrlng to the cruc1al llnes 588 to

595, he cont1n 

R

3
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. . . for Sordello, thought and language are -the thlngs perceptlon has
been rent into. They are the dlffu ion and destruction of perception;.
and it is the point of poetic language to give the sense of itself.

Both Browning and Hopkins break up a conventional’ Syntax and multiply

~ associations with bewildering rapidity, in order to make us feel that

- 'the things language has laid out in space and time and in order of
succession are really happening simultaneously--in order to restore the
instantapeous, orchestrated quality of the original perception. Both
poets gre working for an effect characterlstlc of symbolism and the

‘mythical method 23,

E . : . , : ‘

And Sw1nburne'contended that Browning'svso-called obscurity was actu-
r [ .'

'ally the result of his: qu;ck31lver apprehens1on of perceptlons 31mul-

' taneouply, rather than of a slugglsh muddy thought process. The poem.w’

was hard, but not through "obscurlty of thought or language."sh‘

Brownlng for the most part was dellbérately wrltlng in the "new" lang-r

e

uage.

 We see that 1f Sordello had sought "temporal express1ons for

ca his vijzdﬁs, he. would have communlcated them more e351ly He could n
\
t

neglec he.'thing itself " the natural obJect " the wh1te s,arﬂiio ]

“ for the pure white llght of the 51ngle Star. Brownlng hlmself saw that . “:_if

AN \ -
- ‘

| perceptlons orlglnate from the senses, and must therefore appeal to the‘
- same senses when they are transferred 1nto language. As Brownlng s
3maturer poems are discussed, we will see that ﬁhe "stlll p01nt of | the -

. ‘\
| ‘turnlng world " the 1nf1n1te'moment '»can be con%alned in the 1mage."
Even when the’ poems are not aboundlng 1r1 1magery, Brownlng s aim from '
HOW,OH'IS conS1stent. He w1sheseto present ‘as many and varled moments““
;iln time as: pqssrble, u31ng experlmental forms and re-created rewrought[ X
C‘language.e Then perchance, in the mldst qﬂ these multltudlnous exper- 5
1ences, eternety may break across t1me to prov1de the 1nf1n1te moment.

It 1s the crowd who must try to- fulflll the role of the- poet

as they plece together the thoughts whlch Sordello "Has rent perceptlonv-

[N



< : o : B _
" jnto." zﬁ’{ﬂis*ﬁoﬁ*what Browning contiruafly asks his readers to do,

. from\this poem to The Ring and the Book with its address to the —— "
55 | o

British Publlc ‘who like h1m not? ‘The fsilure can be'turned:into’tne

(4

success of & new worklng of’the med;um, as the 1mperfect fragments gain,

" an 1ntegr1ty of thelr own. Thus Brownlng s dramatic monolOSUGB are

“latér to Succeed/ln creatlng characters:who are total belngs.&s Welluas‘
vehlcles for the presentatlon of perceptlons and 1deas, 1And‘in"the'
1yr1c poems in whlch character does not play such & large role, the
1megery is the vehlcle to brlng 1deas to llfe, w1th the multl-faceted
presentatlon of the parts maklng up Brownlng 8 whole "multherse.f.?’
o We leave Sordello then, at the end of Book the Second to all
appearances the f&llEd poet What happens to h1m in the rem&lnder of

the poem seems, on the surface, to concern more the man of actlon

OV.
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than the poet Yet all the germs of thls struggle for self-consclousness,

e

 for the "development of the soui " have had thelr beglnnlngs in h1s

poetlc struggles. Near the end of the poem, hlS de51re to become one
concrete»thlng, te be flxed to one star v1es w1th hls refusal to 'v

| commlt hlmself to elther the Guelfs or the Ghlbelllnes.‘ He wants;.'r"

../-

- rlnstead to glve hlmself to the People, to thelr Now thelr Llfe, 1n

‘. - ; /..

77',order to create e new Rone., He is not strong enough to- brlng thls

“ about, but 1n hls commitment to somethlng out91de hlmself he has re- '__
N v Y " i :
.“4 “3‘ ' ) E e . I B : F‘_' R L :
' thls way overcome. ’.f o ,jfﬁ,’ : j I ,s4¢1

(AN

By the end of. Book theo81xth Sordello has echleved a klnd of

® ,snccess 1n fallure (less clearly deflned than 1n "Chllde Roland") '

a .

Thls is because he has flnally recognlzed the unbalanced relat10n8h1p

L cognlzed tﬁe need for Love and some of hxs earller temptatlonﬂ ere 1n R



. yoke," by death? Does one have to- brutalize-the soul in the meantime?

w0

1 . -

\ between his soul and his body. His failure %o dccept the limitations

t

the body places. on the soul in thie life has made him ,impotent to acﬁ

v

at all. " He has been his own god and pover, which has made him expect

-

. . . {
toc'muq€ of himself, Although/Sordello recognizes the worth of the
"Small" (see VI, 521-528) he still demands an infinite amount of
experience. Thus. his "Soul's absoluteness" puts too great a strain

on his body's powers, and Sordello suffers a death seizure. He asks
, R .

the burning question quoted earlier: "But oBS our knowledge reach /
No farther?" In other words,,is’there nothihg between joy in the in-
compléteness .of 1ife on earth, and the Whole which Eternity offers:

"Is the cloud of hindrance broke / But'by the failing‘bf the fleshly

0

Browning said once that the incidents in "the development of a
soul" were the most important parts of Sordell'o.56 Roma King feels

L4 N . -
that Browning means by this phrase the process of a character achieving

-

self-awareness.. But such awartness has a physical beginning. From
=

Parlexing s(1887), as Klng points out, we learn that the soulfgs equated

, . . . soul's first act
'+ (Call consciousness the soul=~some name we negd) [i%
» ' - Getting itself aware, through stuff decreed -
Thereto (so call the body) . « ("With Francis Furlni "369-372)

v

with consciousness attalned through the body: T

‘Sordello ?nly gradually reaches hlS self—awareness, at the expense of ,

R

”gps llfe. It is not clear at the end whether he fuliy acknowledges the

° - DK

" means whereby he could facé up to hlsfllmltatlons--though the answer 1s

U

given’in the narratlon. He would need to acknowledge Love as one of the

° X !

attributes of God and flnd a representative of God's l@ve on earth. = .

Accordlng to Wllllam Whitla, Sordello (and the poet}»was to be-a

L)

LU
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‘t> "Christ-type," making his thoushts and verceptions incarnate in his art.
Co 9 - .
But he fails to "thrust into time the concern of eternity as happened at

58

the Incarnation."

<

In Book the Third three kinds of poet are distinguishéd, in

Browning's direct commentary: o
So occupied, then, are we: hitherto,
At present, and a weary while to come,
The office of ourselves,--nor blind nor dumb
And seeing somewhat of man's state,--has been
The worst of us, to say they so have seen;

‘ The better, what it was they saw; the best,
— Impart the gift of seeing to the rest . . . . (III, 862-868)
»

The third kind of poet, one—of the "Makers-see," (III, 928) is the

Vigionaf?ﬁprophet.59 He would seem to combifie the roles ofﬁﬂgeer" and

oy

"fa%hioner," distinguished in The Essay on , irmto the whole

Y, N « . by

pogiis function of beholding with an understanding Keenness the universe,

nature, and man, in their actual staszof perfection in imperfection.6o

kel

. Sordello at his poetic best, igphis descriptions, "enables the audience

-to close their eyes and feeldthe 'strings of blossoms' or the arch of

.

' , . 61
'hazels' that they seem to b;ush/{ﬁigassLng." 1 Sordello approaches,
‘ and Browning himself will reéch, the point where they combine the

objective and subjecifve'roles of poet, to become the new poet who is

called upon to get at "new substances by breaking up the assumed wholes

“into parts of 1ndependent and unclassed value, careless of the unknown

«

laws for recomblnlng them. . . 'prodigal of objects for men s outer not

l;
inner 51ght, shaping for their uses a new and different creation from

62 '
the last . . . ." Browning's own words best describe his station‘as )

2

-8 boet.“ .
y N

+ In Sérdello,_DeVéhe writes, "Browning made considerable ‘pro-

gress infdiscévering and curing, at least for a time, his difficulties



in conveying his vast abstract_impressions and conceptions through his
language; and he learned the negéssity of dealing yith sense objects
directly and simply, if He wishéd to be heard."63 For ouf purposes,
certain passages in Sordello have constituted Browning's "manifesto"

and "survey of the fuﬁct;ons and responsibilities of poetry," as Lionel
Stevenson péints out.6h Browning has explored the means éo bridge the . - .
gap, to contain the infinite variety of the universe within his own
uniqueness énd limited capacity. ., Language is the medium for the infin-
ite, and Browﬁing will continue to concentrate upon the "natural object"
as an expression of the abstract in the poems of the middle pefiod and

in The Ring and the Book. Indeed, to conclude this chapter we will move

forward to an examination of the art monologues from Men and Women
which are crucial to understanding Browning's%aesthetics:and psychology,
particularly in relation to the roleof nature in poetry and life.

v ~

C:"The Value and Significance of Flesh

1

The mpnoiogués on art are rather a special case in Browning's-
canon, for the artist's eesthetic conperﬁs are aiso the poet's. Indeed,
G. Wilson Knight sees poetry, a temporal agt; to be so adapted as to
include and blend‘togethgr the other arts, "fusing the visual Q{th the
aural, spéce with tiﬁe,v;t evéry,instant5 One pf its‘favorife.deéﬁces
is to create uiﬁimate symbols which holdvsuCA oppbsing‘qualities in

.

mysterious identity. . . f"65 This statement seems appropriate to
Brdwning's poetry, with its strong tactile, visual senses, and i&?

i

themes in art which apply equally to sculpture and architecture, as well

as painting. In the monologues on painting two of the“problems which
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emerge are the concern of all the arts: F&rsf, the need to understand
imperfection and its place in the scheme of art an life; second, the
» oeed to define and relate body and soul in both art and life. These
themes acquire a heightened significance in two poems 1in pafticulaf,
"Fra Lippo ﬂippi," and "Andrea del Sarto," although they are not
absent from the monologues .on love and religion, either.

)To clarify tHe relationships between imperfection and perfection,'
body and soul, some of the major premises from Ruskih's "The Nature of |
Gothic" should be examined. Ruskin and Bfowniog hive already been seen
to counterpoiﬁt one anooher at various blades in their art. The greatest
oneness of thought may be seen by comparing Rﬁskinfs "Nature of Gothic"

j .

with the concepts (and form) of the art monologues published by

Browning in the same period. Ruskin writes: "But,accurately speaking,
. ; L . _
no geod work whatever can be perfect, and .the demand for perfection is

. . . 66 . .
always a sign of misunderstanding of the ends of art." This dramatic
and absolute statement follows an appralsal of Gothic archltecture,

which Ruskin feels has been condemned for the very qualltles for whlch

3

it should be pralsed, 1ts roughne s and savageness.‘ (Compare the acc-

usation of "barbarism" brought by Santayana against Browning for his

t

_ rough style and,fougher philosophy.) Speaking in bfoader terms, Ruskin
tells.us that Chrisfian art should be seen to sﬁrpass Greek srt, be-
cause the former recognizes the value of f:eedom‘aodlthe‘aCGompanying
imperfection:” "Thefefore to every spirit whfch Christianity SUmmons to

her service, her exhortatlon is: Do what you can, and confess frankly

g

‘what you are unable to do; nelther 1et your effort be shortened for fear

67

of failure, poy your;COFfess1on s11enged for fear of shame." -

=

;t
s
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The Gothic schools of architecture were willing to accept the
imperfect fragments which were the labours of inferior minds and see
thes'e fragmegts raised in an "unaccusable whole." The English mind,

N
Ruskin Meels, desires the greatest perfection any being is capable of,

which is praiseworthy only if ends are not made té\justify means. If
the nature is lower, as that of an animal, it will naturally reach its -

own perfection more easily, but a perfection which is inferior to man's

imperfections. Browning expresses this idea very explicitly in"Too

Late" from Dramatis Personae:

Let the mere star-fish in his vault
Crawl in a wash of weed, indeed,
Rose~jacynth to the finger-tips:
He, whole in body and soul, outstrips
Man, found with either in default.

But what's whole, can increase no more,
Is dwarfed and dies, sinceé here's its sphere,

To the same degree, this is true within the'species man, too. His

works, if perfection is achieved, are less fine in nature than those

works which by their very complexity, richness and individuality

. . 68
preclude the achievement of perfestion. Humanity implies imperfec-

tion, which, according.to Ruskip,

« '« . 1s in some sort essential to all that we know of life. It is the .

sign of life in a mortal body, that is to say, of a state of prqQgress

and change. Nothing that lives is, or can be, rigidly perfect; part of

it is decaying, part nascent. The foxglove blossom,--a third part bud,

a third part past, a third part in full bloom,--is & type of the life

of this world. And in all things that live there are certain ‘irregu-

-1arities‘an%gdeficiencies which are not only signg of life, but sources .

of beauty.( , o //

K

Men should, however, strive for perféction; even though a contradiction
seems implied. Biowning; perhaps more than Ruskin, sees perfection as

-} possible spiritual state at the end of the upward spiral of change

AN .

,\.
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and progress. n aiming higher,. and aChieviné less than the gltimate,
we are more noble than if we are;contentnwith a lower goal. 'The
essence of the infinite.moment *s that it cannot be perfectly held, for
it is both past and future, complete and incomplete.

" The area of art where Browning and Ruskie depart from one
another outwardly, if not in spirit, is the period of the Renaissance.
For Ruskin the Renaissance marks the beginning "of the fall of the arts
of Burope" because of "relentless requirement of perfectlon, inc?pable
alike either of beieg silenced by venefation for greatgess, or softened
into forgiveness of simplicityfﬂo Brownlng, on the other hand, both
admlres‘and flnds afflnlty with the Renalssance as manlfest in Italy
He chooses two Renalssance artlsts deplcted in Vasarl s Lives of. the

\
Palnters, Andrea del Sarto and Fra Lippo L1pp1 to be the personae of

‘

two of his most successful dramatic monologues. And as William Whitla

sgxekin The Central Truth, Browningrsees the Renaissance asg one of the
thﬁee crises in history where_tiﬁe crosses eternity, second in impor-
ténce only:to the Incarnation. Howeve;:’;%ter ch0031ng,the two artis
" who caught hlS 1ntereot from Vasari's El!ﬁi: Brownlng then makes them
non-hlstorlcal in'a sens In fact the theories they voice pertain as
much to the nineteenth century as to the Renaissance. Their essential
‘qualltles as’ artlsts elther mirror Ruskln 's theory of the 1mperfect, or
.set the theory in rellef. | )

Fra Lippo Lippi if one of Brownlng s most gympathetlcally
evolved cheracters. It is onky when we examlne the poem as more than a

-character study that we can-place Llppl in ironic context. Lippi is

Isllghtly the charlatan, the artist whose'lifexbelies his art. But,

\
Eadi

)
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uni%ke Mr. Sludge, he is aware of the dicﬁotomy himself, and he strives
to overcome it, to the point of overreaCting to the uniformity and
lack of realism which oharacterige the woret of Medieval art. (Two
other poems which must be kept in mind for a-true persbective.of "Fra
L1ppo Llppl are "Old Pictures in Florence" inlwhich Browning ﬁraises'
the creations of the Middle Ages and early Renalssance in order to |
criticizeé Greek art, aod "Pictor Ignotus in which the unknown late
Medieval paintet stresses soul at the e;pense*of body.)

The animal imager& in "Fra Lippo Lippi" is very alive,.with
the llvellness of the monk hlmself as he sklps between the c101ster'
and the brothel &t»conslsts of scurrying rats, mlce, and rabbits,
all viewed“sympathetically by Lippi. The plantvimagery oocors chieflyj
-in,excerpts from faintly}nnnofous and ribald”FlOrentine‘tolk;songe

71

which Lippi sings, mourning the transience of sensual pleasures..

Many of the organic images in the poem are of refuse and of food. The

artist-priest knows much about catching»scfﬁp@ of,food; about captur- -

o

ing in a quick-sketch the forgotten; low-cast or criminal elements of |

his society. ThueAhis realistic painting is notffoundedeoﬁ'm&teriaiism

‘but on his own human vision which'sees<SOul in beauty and ugliness
alike. The poem also makes much use’ of hand{éﬂd body imagery, with
‘ their'inherent tactility. They serﬁe to dffirm Lippi's basic physi-

callty, hls need for human contact : , . .0

The speaker of "Sollloquy in a Spanlsh Cloister," the~monk who
‘ .

hateszrother Lawrence w1th;such>a vengeance, makes”a strlklng contrast ‘

to Fra Lippo Lippi. He masks his own sensuality and projects it upon

another;-Lippi would nottunderstand such self-frustration. The

P

4o
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Speeker's imagery tob is oriented towards plants and flowers, but oﬁly
s0 that he can exeress his hatred for them, for their cuitjvqtion.
David Sonstroem provides an interestiqg analysie of the poem which is
appropriate to this erémiﬁation of Brother Lippi. The speaker would
like to be in the world of flesh and blood outside the cloister. He
"is rendered rldlculous not for being a beast, but rather for trylng
to be other than the beast he is, for frustrating hlS own animal
nature. Here, in~the cloister; it ie.the castrated Brother Lawrence.
who bears fruit, the 'Barbary corsair' of a -monk who is'impot'ent."72
His lust and his hatred?both'must be sublimated, and although he pinches
of f #he meloh-buds; it is he who is "pruned perpetually and pednfully,
as his animal nature feebly but contlnually 1ns1sts upon expre551ng
1tse1f. Psychologically he is caged;'beasts come to mind, but only

L}

dpmesticatéd ofixs . Cdught'between jungle and cloister, id and superego,

.

he is certainly an endbugh in‘his{predicament."T3AThuswevsympathize
‘with the animal, pagan.51de of man, represented by the speaker. 'Lippi,~
too, is sllghtly ore domestlcated and hampered than he would llke to
be, 1t is true. But he refers 1ron1cally to himself as a beast, qcorns"
but does not hate the prlor and his klnd and manages to allow some of-

) hlS ‘unconscious des1res to surface--ln hlS palntlngs and 1n hlS occa= ’
"81onal perambulatlons at nlght ','~ . | , j" L ;'/ |

.Th centrel_passage in the poem‘shows.the dégree of Libpi's

. -awareness. -‘He is explaining why he cannot go on .painting saints and

. .more saints, without rebellion:



La. -

For d01ng most, there s pretty sure to come
A turn, some warm eve finds me at my saints—-
A laugh, a cry, the business of the world--
(Flower o' the peach,
Death for us_all, and his own life for each!)
And my whole soul revolves, the cup runs over,
The world and life's too big to pass for a dream
J And T do these wild things in sheer despite, .
And play the fooleries you catch me at, -
- In pure rage! The old mill-horse, out at grass
After hard years, throws up his stiff heels 50,
Although the miller does not preach to him °
The only good of grass is to make chaff.
What would men have? Do they like grass or no--
: May they or mayn't they? all I.want's the thing
Settled for ever one way. As it is,
You tell too many lies and hurt yourself:
You don't like what you only like too much,
You do like what, if given at your word,
You find abundantly detestable. .
For me, I think I speak as I was taught;
I always see the garden and God there
A-maklng man's wife: and, my lesson learned,
The value and. 51gn1f1cance of flesh,
I can't unlearn ten minutes afterwards. (245-269)

" This pasSage can be_breken}intO“two basic ldndscapes, linked by & set

of statements which succ1ncply eApress the theory of repression fwrst
formallzed by Freud.. The landscape where ﬁre old horse is put out to » v
pasture is a metaphor for llfe llved on the sensual level. L1pp1 as

he 1s locked up to palnt hls salnts,‘ls llhe the mlll—horse. He still
feels the need to_kiek up his heels, partake of lifei even.thouéhrhe_

| does»not know that "The only good of grass is to make'ehaff " The

'other landscape is a garden the Garden of Eden, where Eve is belng

created for man. One landscape raises the questlon of hypocrlsy

b about sensual pleasures, grass,' and ends with accusatory statements

directed to "you" the audience; ‘The second garden affirms "The'valne
and 51gn1f1cance of flesh" @o L1pp1,qand nelther lesson 1s he w1111ng

4

to forget Life is too large,“@o pass for a dream ; its reallty is’
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G .
"imaged" in this major passége from ﬁne poem. These images wnich act
as symbols are integral with the whole poem. They expiain the'nature
of Lippi'sltemptations of the»flesh, his lusting for the Eves of the
oackstreets of Florence, where Eden can aiéo exist. But tne 51gn1f1-
_cance of Lippi's heartfelt cry goes beyond his 1ife and 1nto h?ﬁ art.

Here is. how David Shaw describes the "dlalectlc of flesh and splrlt"

bl
which is actlve through the poem:

Near the openlng of the monologue there is a reference to Fra Lippo as
a."beast." But as the monk lifts the dialogue to a philosophic plane

by using the same conceit of men's physical nature: "Being simple
bodies," we see"that the ['beast" is not simply a metaphor for sensuality.
Fra Llppo pasges, from his intercourse with "the girls" to his Socratic
intercourse with the officers on the sacramental status of man's
Creatural realism. . ., . The highest level is regched, ‘and the dlalectlc
of flesh and spirit is momentarlly resolved, as Fra Lippo discerns, in
analogy to the Christian Incarnation, the ‘immanence of a spiritual
power in nature that will enable him to "interpret God to all of you'"'?h

L1pp1 has been: accused and boasts of pa;ntlng "Faces, arms,
J .

legs and bodles like the true / As much as pea and pea'" The Prior
continues hls admonlshment:

Your bu81ness is not to catch men ‘'with show,
‘With homage to the: perlshable clay,
But 1lift them over it, 1gnore it all,
them forget there's such a. thzng as flesh.
,Your ‘business is to paint the souls of men--— '

-o.ot-.oo-ooo-oocq-..

Give us no more of body than shows soul' (179-188)
(Contrast the context of "Let the VlSlble g0 to ‘the dogs" from "Old
flctures in Florence.") The Prlor wants a Gloyto, or even a Plctor V i' .Céﬁl

Ignotus--someone to lead men stralght ‘to God w1thout the~interventron t‘d\ |
| and dlstractlon of "llnes, colours and other reallstlc concerns . of theb'

artlst.“ L1pp1 8 answer 15 that ‘one shows God to men by palntlng man

and nature so’that they seem new to the beholder.

. - ‘ . . . . .
L. o S . . . ' _ 4.




« Now, i3 this sense, I ask?
A fine way to paint soul, by painting body
So 111, the eye can't stop there, must go further
And can't fare worse!
. Why can't a painter‘lift each foot in turn,
Left foot and right fodt, go a double stop,
Make his flesh liker, and his soul more like,
Both in their order? (198-208) .

~ He loves the human form with its frailties, and even excuses his own
fralltles by his ratlonallzatlons on art %@d life. Baker writes, "In

~ this plea for realism in art, portraying both body and soul, Browning

.ynot only catches the spirit of the Renaissance revolt against Medieval .

asceticism, but also defends his own poetic practice. Neither Browping
nor the Renalssan%§¥§w1ngs to the extreme of eliminating. 'soul' en-

tirely, though they conceived of the soul dlffgrently.“75

Beautyimay
exist w1th6ut'soul, Fre Lippo tells us, but even so, you will find the
soﬁl‘within yourself as you acknowledge the beeutxf Lippi has iﬁdivid-
ual soul, life-force, in abundance, <o) that his’cup_runnetﬁ over; it is
impossible to'fully seperate body and soulAas he uses the terms.76
However, it is p0551ble to reconcile the phllosophy of art preaChed"

" here w1th the pralse allotted some of the Medleval palnters in "014 -
"’Plctures in Florence.' Nelther poem calls for perfectlon at the
e;tpense of soul ‘ ’

Dav1d Shaw further explalns how "Fra Lippo L1pp1 combinesi
"phllosophy and drama doctrlne and art. Ideas need flesh to.be con-
v1nc1ng, (in llne Wlth the theory of 1magery which Browhing 1s evolv1ng
'wfrom Sordello onwards) | |
In Fre Lippo's. resolve to "addtﬂuﬂ soul" to his transcrtptlon of the_’
"flesh," Brownlng is clearly anticipating the evolution of the equal
relatlon, a union of substance and splrlt as it appears both in the

,c13531ca1 style oﬁrftallan palntlng and in the doctrlnes of phllOSOpth
"realism". . . : :

T

Ly



.is ironic

letting go / The j}

o

2 resolved for surely he is reachlng towards such awareness. Brownlng

o
The dichotomy or Rowever, is never completely overcome—-in
ideas, inj 1] 2- ife poem. Its presence accounts for bluster
giving way! intr fon in the ‘persona; or forvlmageS'of dreams and

shadow,”in, 5ct10n for example, Juxtapos1ng themselves w1th
‘\‘/>/ . : LA
the artist's shly pleasures. The struggle between flesh and

Spirit is ca;; ~fith1n the frame of Fra Lippo's last palntlng, full
of saints;,bu:; uh the~f1gure of the artist drawn into their‘midst,
imagining that

affirmation thaffill is important among the saints, as their "creaton,"

~

:."Coul-_rgint John there draw-- / His came | -hair make up a

paintingébruSh?"' WP grant Llppl his place and SO do the angels, yet

even there he is b "

7

tscuttllng ‘away from such’ revered company,
:lﬁher, the little llly thlng.y The flesh is
real, and‘Fra.Liiri
embraces all experlence. rFor h1m, in splte of hls 1nternal and ex-

ternal d1alogue, the flesh seems to- transcend ‘the sp1r1t to‘pe the

5
hlgher reallty. However, 1f we thlnk agaln of soul as consc1ousness

o attalned through the body,ksome of the ten51on in L1pp1 s character is

>

belleves that the body does reveal the soul and from the appearance of

\,»,

the naked Andromeda in Paullne to "Parleylng w1th Franc1s Furlnl,

A

Brownlng accordlng to Robert Langbaum, "defends the nude in palnt1ng,

by show1ng that the nude flgure ﬂs more symbollc than the clothed

v“ 78
“figure, and symbollc prec1sely of soul " L1pp1 cannot palnt the

-

| nude woman in hlS art "Just as .God. made them ‘as dld Franc1s Furlnl,

.‘,

but he is nonetheless aware of the value and 51gn1f1cance of flesh " "

i . . . - S

v

s ) : . ) y

ame of "hot cockles" might‘be‘played there. Lippi's °

not; o

's 1mages are from real llfe, -a8 he enthu31ast1cally»

45



'c1llng flesh and e

HQWever there are other abpecto to Brownlng s goal of recon-‘
, J&J;

S

thlng Perhapsxall hlS 1déas are embodled in his concept of Incarnatldn;

'

~mentloned here for 1thas psychologlcal and aesthetlc connotatlons, as.

vwell as rellglous ones. The Incarnatlon transcends any creed or dogma

e ».and ex1sts out of tlme and space wh;le paradomlcally, it is. llnked to

the temporal and spat1a1 Although Wllllam Whltla hae/done a maJor

o

)tudy of the theolcglcal/aspects of~Incarnatlon in Brownlng s poetry,

x N ’

AI want to explaln how it is llnked to Brownlng s other 1magery,‘spec-

‘ w1ll be seen) there 1s a further l1nk1ng not\wust w1th energy 1n‘

: loglcal experlence of Brownlng S Eersoﬁg% however the 1dea of

5plant 1magery to deflne the psychologlcal moment Whlch may be a'

‘:
1flcally to the animal and plant 1mages belng examlned Through them

,r\,
‘ \\

is made as the prev1ous dlscu381on ohONS, a mysterlous but 1ntense» '

‘

suggestlon of llfe and energy burgednlng throughout nature. Man 1is
_/." ; /,

closely, but not totally, 1n alllance wlth thls llfe._ But through the
K

1dea of. Incarnatlon, of the word made flesh\(and the\YOrd 1s Love, as

_‘.\.

' nature, but w1th d1v1ne energy. Incarnatlon W \fh in 1tse1f is. an

" unexplalnable llnklng of flesh and splrlt prOV1dee a phliosoph1cal -

< - Y

J . .
v . v

in complete harmohy w1th nature, the concept of d1v1ne Lovegwould

"make thlS harmony all—encomp3531ng and truly 1nf1n1te.: In the psycho-f

o

\

‘;157%otally absent Then we need to rely more fully on theaanlmal and

1 § >

negatlve, not a- p051t1ve one. S o ‘
: " B f b

A S Y R

y . \/‘ e

' recurrlng symbol and theme in his poetry. The Incarnatlon should be :

»

s

7¥t, of maklng experlence a transcendlng, fulfllllng

-

v-]:scheme for un1fy1ng everythlng If 1n the moment of human lpve man 1s :

"Incarnat1on is sometlmes present only by 1mp11cat10n and at many tlmeS"f

46
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'“'1n hls art. L - H_?.*~r S f"~‘ ' :,,>H gﬁ"ﬁe-

Laba

.~“

xz,‘{

As Dav1d Shaw recognlzes, the Incarﬂ&tlon 1s present by 1mp11- o

570

‘catlon in Fra LlppO L1pp1 ~w1th 1ts 1nslstence on the value of flesh

,1n a,d1v1ne palntlng. lee all the monologues, that poem represents

a crltlcal moment 1n the life of the. persona, a moment: redef1n1ng past ”

4

" and future although 1t may not be an 1nf1n1te one. The settlng is the

' ol

Renalssance, contalnlng withln 1t, accordlng‘to Whltla, the "1nf1n1te ..
, »moment" of the Inearnatlgn.‘ Both are cr1t1cal moments 1n hlstory, both

afflrm 1nd1v1dua11ty, and 1n them the human body and Splrlt can become

one. Of course their 81mllar1t1es are in splrlt more than 1n fact

.e - .
. \J

' But Whitla sees the Renalssance as: a kalros, "t1me-w1th—content " in

A

- the chronos of hlstory The art1st 1s equlpped "to flnd in the Incar-

nat1on of love the means of comlng to the redemptlon of tlme."79::The

1mportance of the Incarnatlon w111 be seen agaln, partlcularly in the . -

..‘dramat1c lyrlcs on human love, 1n the rellglous monologues,'and in The

~

M-Rlng and. the Book. Meanwhlle we move from an artlst wha, although he"'

”:,may not transcend 8- Fra Angellco, does reaff1rm and:recreate 11fe 1n ,

A

.lhls art to the faultless pa1nter who MlSSEB the very meanlng of llfe

.
S o
- "u' l

..

tplaces.

"f A brlef glance at the 1magery of "Andrea del Sarto“

_that tlst on & very dlfferent plane,from Fra Llppo Llpplwu ﬁndre%
r_gtoo 1 -an 1nhab1tant of Florence. Yetuhe llves llke a bat,‘clo ed

'up w1th1n hls four grey walls, not perforce as was L1pp1, but by hlﬁ%'

<.

| own choice and lack of wlll.A The colours whlch domlnate are not the '
,’deep shadows 111um1nated by street lanterns, nor the pure, clear
vcolours of reallsm. Rather, they are tones of' grey, s1lvery tw1llght

.colourlng del Sarto s settlng and hls palntlngs allke. Greyzls

¢ S i -
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}‘ symbol?c of neutralizaliion, egoism,gdepression, 1néertia and indiffer-

ence. Browning portrays'his artist, howevefr sympathetica{ly, as

embodying all these qualities.. There is little animal or plant'imagery
+ .

- s

in this poem, but some interesting patterns of body imagery.

I

»

The hand imagéry in "Fra Lippo Lippi" is very active: "0ld

’

!

. - o r . . o,
Aunt lapaccia trussed me with one hand," hands throw him scraps of food,

- . & :

- his hands are always busy with his brush, imaging real bodies such as

Lucy's, whose hand tries to lead him into the company of angels. By
35 ay ' L . “'
contrast, the hands in "Andrea del Sarto" are either the entrapping
. ) ¢ - A :
ones of Lucrezia or the ineffectual, almost passive, anes of the
' . 2

“painter. The hand is used in protective, encompassing images, symbolic

3

of Andrea's desire {0 shut himself gway from the real world. He shuts
into Lucrezia's "emall hand" the money from his paintings, as a bribe

: ' : )
so that sheiﬁill 5it quietly by him, "your hand in mine." One of the

most evocative images in the poem is this one in which the part stands

for the whole: "Your soft hand is a woman of itself, / And mine the

man's b{fed‘breast she’curls inside "(21-22) It substantiates the
serpent image which follows a few lines later: "My serpentining beauty,

rounds on rounds'!"--her hair, her ears, her hands, coil.about him,

L

sinuous and undulating like a snake. She is the.Eve in his Eden, . .
T ; L J

tempting him; his own desire is to curl up in this Eden, and af it

‘becomes a hell, ‘that is casier to bear thau facing the sun offtside.

. J - . L
The imagery of gold, which is also important in this poem, is combined
v ; 5 . i . . ‘
with hand imagery when Andrea pleads with Lucrezia,
Let my hands frame ydur rface in your hair's gold,
You beautiful Lucrezia that are mine! (175-176)
. | Ad

» »
o
.
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The irony is that he is in no way her possessor. ' Andrea uses his

ot

belief that "we are in God's hand" to Justify his own lac

"So free we seem, so fettered fast ve are!"

/ ’ Lt
Andrea del Sarto's hands become the symboL for his soul S5 1ﬁ ‘
his failure, he SpeakS of "This low—pulsed forthright craftsman s hand
of mine" (82). For he is the "Eaultless Painter," which title'means
in terms of the theory of the imperfect that he has aimed for a lower
goal, and in achieviné it "perfectly" has lost his soul. (One must
be careful to make a fine distinction between Fra Lippo's realism, ande’
~Andrea's stress oﬁ perfect repfesentation.) The climactic tactile

image in the poem is the cry,_"Ah, qﬁt a men's reach should exceed his
grasp, / Or'what's;é~hea;en fe;?" (97-98). This is éhe poetic equi?ﬁi’L
lent for Ruskin's idea of the imperfect, with Brownlng 5 addition that
perfection is a stdte attalned in heaven. Man should strive beyond
his powers, keowlng the results.w1ll show a measure of human imperfec-
:tlon. If he alms lower@ the _perfect whole he may achleve W1ll llke
del Sarto s palntlngs, lack soul and be less than the works of a
'.'Raphael
The perfection of the persona s art is analogous to the per-
5

fectlonhe sees in Lucrez

?

- Buts had yoy-~oh, with the same perfect brow,
And " perfect eyes, and more than perfect mouth,
And the low voice my“soul hears, as a.bird
» The fowler's pipe, and follows to the snareé-—-
Had you, with these the same, but brought a mmd' . (122-126)

“The" simile of bird belng led to the snare reveals the control Lucrezla
had over herhusband's freew111 Fra Llppo Llpplbelleved that oeauty

and naught else was the best thlng God invents, and he could not forget

D’ . ‘ , : . ’ J




£Hb value and significance of flesh as symbolizea by EQe} Thus his
attempt to balance fleéh and spirit tips the scales in favour of the
former. But Qi%.Eve is all women, and leaves him }ree; Andréa's is
one woman without sbul who has snared his own consciousness and
self-awareness. Ironically, he believgs the soul £hat ﬁis paintipgs

lack on eargh will be .added in heaven, that a new chance will be given.

In this life hé is not willing to give up the one thing he possesses
which, "Leonard, Rafael, Agnolo" do not--Lucrezis. ~.
Elizabeth Bieman interprets "Andrea del Sarto" in terms of

: #
Plgtonic and Neoplatonic treatises on love. Andrea is a "half-man,"

a "moon-man," rather than a’ fully rounded figure using both his mascu-

line and feminine capabilities. She concludes: .

His sin is oneof omission--and it is one sin ultimately, the failure
to commit himself actively in love, to his parents, to Lucrezia, to
the king, to his art, to the One he calls God or Fate who did offer
through the king the golden light he has rejected. Andreas has failed
to participate in'the Neoplatonic circuit of love, which streams from
- Rpaven to earth and upwards again in man's aspiration. Self-separated
.from the golden stream, he has so atrophied that gg 1s now a travesty
of all the true lover and great artist should be.

Lucrezia, who»ié perfect body, has eclips%d Andrea's sﬁn. However,surely
'Qndrea's failure in commitment begins with hisqlack of involVément;ih
the world, and the things of nature. The actual_spérsity of life-giQing
imagery attests to_thié failure. Andrea del Sarto seems suspended
in a grey twilight zone in whiéh he‘lacks,botﬁ body and soul.

: To say that the choice facingABrowning's artiét-poets in poems
from Sordello to "Fra Lippo Lippi" aﬁd "An&rea del Sarto" is between
41ife in theabsfract and life in its concreterealities would bé an

N

over-simplification. Howevér, the choice. is critical, as will be more

4

fully revealed in the discussion of a wider selection of poems from‘

1 o
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Browning's middle period. We have seen the relation bétween the woryé
of tangible objeéts and the source material for the,artist, be he
Sordello, Keéts, Poﬁnd—-or Browning. The spiritual world‘islimplied
- for Browning in the éhysical, and at the right moments the two do /
indeed unite., But much of the time theinteresf of artist and reader is
in the process, 1n the reworking and revitalizing of language so that
it captures the perceptions andgideas.. At the same time, however much i
artisf, and fhen reader, bring to the poem, there iSnthat\which eludes,

which is transient and lost in the moment of reading, yet which may

lead to a transcendent moment when words fall into place.

=]
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CHAPTER T1

THE MIDDLE PERIOD: THROUGH A GLASS MINUTELY

A mote of sand, you know, a blade of ErasSe—

What was so despicable as mere grass,

Except perhaps the life o' the worm or fly

Which fed there? These were "small" and men were great.

A L T T e O . . L Tt e e .,

Somebody turns our Spyglass round, or else

Puts a new Yens in it: grass, worm, fly grow big:
We find great things are made of little things,
And little things go lessening till at last
Comes God behind them. Talk of moutains now?

We talk of mould that heaps the mountain, mites
That throrg the mould, and God that makes the mites.(1104-16)

~-Mr. Sludge, "The Medium'"

A: Introduction

~ ’ 3
We discover that it is the particular, the individual, and quite often
\the relaiively'small and insignificant, upon which Broyning“focusses in
his imagery. Thus at times he bears some resemblagce to his "Medium,"
Sludge, who examines micrescopically "each now with its infinitude / Of
iﬁfluences." Alfhough Mr. Sludge looks after his own interest, and
hopes to affigm ﬁis own value by arguing for the worth of the lowliest ‘*-

- :
parasite {even the stomach—cyst)i sometimes bis microscopic examination

{

. does yield him magnified }eeults. The bassage quoted from his apologia
contains at least a'pinpointvef‘truth, (even though Sludge elsewhere
speaks of calling grubs--small lies--dragonflies, for that is what they

grow t0). Here one reads infe the description an "imhge""for Browning's

creative approach and concept of imdgery, and for his concern with the

B l
natural object or organism, be it mountain.or mite. Browning, from
Paracelsus on, has presented variations of the argument from design to
2racelsus : ‘ > 1 &1

prove God'sfexistence, But here the arguﬁent is of psychologiballi

T 52 | \
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~ rather than theological importance. Perhaps even the miscreant Sludge

sees the possibility that the lowliest creature might affirm God
incarnate; or sees that a "Something" might be approached through, or
behind, the smallest miracle of life. |

Browning seeks to reveal.ﬁhe souls of his personae in a very
special wéy, through the minutiae of the organ%c'life which in fact he
uses to embody their souls. Basil Willey says very aptly: "Today we
talkrfamiliarly ébout‘the subcbnscigus,’and thipk we'are'speaking more
sciéntifically than our predecessors who discoursed about 'the_soui."'l
Althoggh Browuiﬁgiin "Parleying with Francis Furini"specifically defines

the soul(as conSéiousneSs attained through the body, it is fair to say

that he is often aware of thevsoul as not fully conscious, and indeed
often ﬁeans the unconscious part of his personae, still awaiting

" development or awakeniﬂg, whén he refers to their souls. ‘The organic
1ife around the'personae often reveals more of'their'soulsror theif
unconscious states than they are aware of as they uttéf the images in
their monologues.. ~Brbwning's characters have an unconscious existence
of which- thelr creator is fully aware, his poetry displays Qhat
Colerldge means by Imaglnatlon, as Wllley tells us: that "whlch
.sprlngs from the energy of the poets' whole being, and.in us . . .
'calls the soul into act1v1ty, w1th the subordination of the facultles
to each other accordlng to ‘their several worth and dlgnlty 12 Iﬁ
contrast? the)pqetry of Fancy.ls merely made or CQg;erEd_ln the ﬁ0p
i.layer of'conscioﬁéness."B“ Broﬁning'prbbés life with the enefgy'of hisf
: "whole belng and alsore-creates 1t on more than one’ level: there is
the dramatlc human world; there is also the equally: dramatlc anlmal and

é

plant world.



. . : /.
- Browning's aesthetic theories about imagery and poetry; partic-

. . . . .
ularly as they involve natural and sensory 1magery, have been viewed in
certain illustrative poems and in Sordello. Now ye move fully into the

"
\5

“mlddle period of his poetry, to.the relatively shorter and more draqatlc

poems published between 1842 and 186L: Dramatic Lyrics (1842), Dramatic

Romances and Lyrics (1845), Men and Women (1855), and Dramatis Personae

(186k), ,where we will explore the abundance of animal and plant imagery
' 4 ) ' "
to be found. ."In his poetry after Sordello," Roma King tells us, .

. Browning for a while gave up hope of achieving the total vision
and contented himself with the patient observation and careful depic~
tion of those fragments of Infinity permitted him. Multiplicity and
diversity rather than completeness and singleness became his aim.
Hence, the dramatlf personae. Each of his men and women re@resents
another fragment of the tantalizing but unattainable whole.

, \ X
King is doubtless alluding to Browning's famous confession to Elizabeth

Barrett, mentioned in the Intrcdduction, but now quoted in full: "You
N\ ) . S

speak out, you,--I only make men & women speak=--give you truth broken

intoaprismatic hues, and fear the pure white light, even if it is in

) b oy S
me: but I am going.to-try . . . ."  Part of his "trying" resulted in

Christmas-Eve and Faster-Day(1850) wherein his wife'slinfluencefmight,
possibly.be deté&ted;'ceftainly the influence of the religi&us/;ontro-
vefsies of the -first half of the century méy be seen. But even in the
' shorfer, éeemingly more objective poems, such‘as those in Mén and
 Women, I reel that .Browning d&éé speag out through his poefry'as a
body, én% that the poems aré mqre'thanfmere facets of light, separated'
from one‘anotﬂer. Béfweenftbe»éarlier mondlégues and thésevpoehs‘

in Men and Womén and Dramatis Personae there is also a decided develop- .

ment and expansiveness, ag‘if Browning were allowing the personae to

reveal more atou® themselves, quite often unconsciously, through their

5,
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\

imagery, and also to reveal their creator's voice beneath the whole.

I believe that Browning is definitely suggesting, in large
. » :

——

measure through organic‘imagery,'what a greater vision of the whole
might be if the light of truth ever shone forthuncovered, rather than
'through chinks in the darkness of 1ts "shade." The poems are units,

but too often this is &ll they are taken to be. Certain key images

repeat themselves in endless variants during this period, then reach a

culminatibn within The Bing and tHe Book. These images I take to be
the embodiment in miniature of the larger'wofld of human.beings,ﬂmen
and women, broﬁght ta life in the poems.

It is because Browning saw the "natural object" as "adequate
;ymbol" that T have chosen the images to be examined from nature,
from the animal éﬁd plant worlds. Natural imagery does néf merely:
illustrate Browning's major themes of the interrelation bétween finite
and infihite,‘perfécfion and iﬁéerfection body and soul. It is
idﬁegral wi%h them. The needito work from the concrete to the abstract
to stress 11fe and creativity over death and sterility underlies the
aesthetic'and psychological-theories df the dramatic lyrics,vromances,
and monologues, and could not be expressed w1thout natural 1magery
Although "Parleylng With Chrlatopher Smart" written about 1885 falls
out51de the Lhronologlcal acope of this dlSCUSSlOH Brownlng admirf
atlon for that poet‘ls Slgnlilcant. Robert»Langbaum writes that for
- Browning, as for Smart (a reallgt or bymbollst poet ),
»}_. . poe£ry is . . . & revelatlon.and should ‘make the effect of a A |
revelgdtion. Smart achieves his effect not by g1v1ng an Lxhdustlve ‘
.cata}ogueﬁoi details like modern naturalists, nor by concerning

' hjmself‘ like the asesthetes with' appearances only. Smart used his
uUlGCth dotq11, as symbols--making them stand for the rest and




'imbuing them with ideas and moral ning. He does not . . . 1liké the
scientists and their followers, start with abstract laws that when
.applied to nature must inevitably devalue it. Smartl ideas are
1nseparable from the palpably rendered objects that embody them. He
glves in his "Song to David" the truth about nature, because he gives

"her lovelinesses nffnlte / In llttle. . . ["Parleylng With
Christopher Smartﬁj

Browning's‘own unwillingness to apply abstractions to his characters
and to his art is evident from Sordello, where indeed the poet learns

that he must give nature's "lovelinesses infinite / In little," through

The Ring and the Book where the poét expresses the infinite soul of /J
Pompilia by means of a succession of natural images.
Browning's poetry is not overtly striving to "hymn"§nature,

although in "Saul," for example, strongly 1nf1uenced by Smart, that

\

function is’ served Rather he selects his detalls from nature in order

e

to convey his ideas about human nature. Browning does demonstrate at
‘ . (
times the scientist's microscopic concern and vision for, detail (witness

the'passage.quoted above from "Mr. Sludge, '"The Medlum'") but these

v
’

‘detalls are stlll selected for a partlcular context or pattern.

»

'Brownlng uses 1mages;of animals and plants, just as he uses other
imagery, to heighten, clarify, and provide new levels of understanding
for the characters he creates in his dramatic poems and the situationsy
in vhich they find themselves at a particular momentfin time. | In;very

. few cases are the 1mages used only in a naturallstlc, descriptive (ay,l

~..unless thelr purpose ‘ig cumulatlvely to bulld up a sensual mood, as in

-

certain parts of "Saul." More often the 1mages, although certalnly
they are real1st1c word plctures evoklng the senses, have dramatlc or
symbollc overtones and perhaps aloo are part of a larger archetypal or -

mythlcal pattern. Thelr meanlng emerges not in mere suggestlveness,

-



bl

but in a most particular and "concrete" exactness. For example, animals
\

and plants may be given human characteristics, and landscapes may be

anthropomorphic. Images used with exactitude may come to embody in

little the whole meaning of a certain poem, or the essense of a

dramatis persona.

-

When one comes to make c@oices illustrating its function,:the
natural imagery in Browningfs'poetry is rather aaunting by its sh;er
vélume. This very abundance must be dealt with, however, as one facet .
" of Browning's poetic affirmation of all~life and of his vision of the
human psyche.;‘In using art to»teli.thé truth obliquely in all of his

1
poetry, as The Ring and the Book does on such an immense scale,

Browning conveys part of the truth in the very presence of hundreds of

animal and plaﬁt images. In the animal world alone there are-allusions

to many species of birds, to myriad insects, serpents, fish,fr&éé;”

scorpions, mice, the;famdus rats of all colours and sizes., sea creatureé,

parasites, goats,\;tags, wolves, foxes, lambs, leopards, lynxes, apes,

cats (wilg’énd domestic), ;abbité, dogs, horses, and even to the fabu- -

ious dragon, the;mdnstfous,vmythical sea-buil; and the_chimaera. To

méke an exﬁaUéﬁiie igvehtory of tﬁis‘bespiary would serve no;illumiﬁa—_

v'ting-function." 3 o B N . L
What is true of the fauné ié,t;ue of the ﬁlofé,also. Brgwning_

knew about hpfticulture ;nd closeiy differehtiated-amoﬁg épécies of

f_plants and flowers. for ﬁoétic pufboéesf His natur;i imagés ;sing

plants a?peal on £ﬁersufface’tolthe sense of.sight; but gra§ﬁally

. reach all our senées artiéularly the‘alléembracing tactile sense.

- Q . : . o . . .
Browning even wrot Miss Fanny,K Haworth: "I have, you are to know,
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such a love for flowers and leaves . . . that T ‘every now and then —-in‘
¥

an 1mpat1ence at being unable to possess mys elf‘of them thoroughly, to
see tiem quite, satiate myself with their scent,--bite them to bits."

Like a Lawrentian character who straddles the line betweén\involvemenﬁ
' ’ - .
in, and possession of, nature, Browning here demonstrates that at timeg/

more than his poet's "aye" was on the object. . F '

Browning indeed observed first-hand, as one cfitic claimed,
‘ 4

what other poets only studied in books.9 - It 1s appropriate to examine
here a poem which argues the need for the artist to have personal

S ‘ . ' ,
experience in order to re-create nature. "'Transcendentalism: A Poem
/

in Twelve Books'" also proves a natural 1ntroduct10n to the sectlons of
‘thls chapter on 1nsecto, the spider and the rose, the bee and the flower,

and on love poems ‘and religious monologues involving such'imagery.

~oe

The poemlcontrasté Boehme, the Protestant mystic of'the late
sixteenth and early seventeenth centuries, with John of Halberstadt, a
Medieval magician or alchemist who conjures up the sztlc rose. He,
llke the poet with his image,'is.able’to capture and re-create the very
‘eééenée of the rbse, whiéh has taken the mystic many harg‘volumes to
défine. ' |

Then, who helps more, pra#, to repair our less—-
Another Boehme with a tougher book
And subtler meanings of what roses say,--
Or some stout Mage like him of Halberstadt,
John, whoAmadézthings Boehme wrote thoughts about?
He with a "16ok you" vents a brace of rhymes,

~. " And in tlierebreaks the sudden rose herself

' Over us, under, round us every side,
‘Nay, in and out the table and the chairs -
And musty volumes " Boehme's book and- all,=-
Buries us with a glory, young once more, _
.Pourlng heaven into this ‘shut hopse of life. .(34fh5).- .
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¥
)ﬁoetry, like alchemy, involves a transmutation of raw materials as

1

! Book I of. The Rlng,and the Book des crlbes Bfowning, like every poet,

we remember from Sordello, must strive to contain the infinite if the
E . .» . . . 1
finite, but he does so by working from the "real" or concrete to the

; abstract or ideal. 1In this way he is more the "mage" thag\the "mystic-.’

'
l
1

A

‘5(‘” He uses words to re-create something which transcends words, in this

'f‘_‘!ase the "Sudden rose herself." What value is 1t the critic asks,
i F : 1

T that Boehme dlscovered "plants could speak" and the "daisy had an eye

Tem - 1

.1ndeed "ir, after readlng h;s long colloqules, we look up to flnd the
ﬂl "summer past"? The poem ends with these words of the persona hlmself

f[:‘ a poet addressed to his brother poet, adv151ng h1m in a musical méta-
i

'
B
-

'\Qphor.to return to what he does best:

{l*f . So coﬁe, the harp back to your heart again!
Lo You are a poet, though your poem's naught.
e - The best of all you showed before, believe,
Sk Was your own boy-face o'er the finer chords
A _Bent, following the cherub at the top

' That points to God w1th his paired half—moon w1ngs. (46— 51)

&

9 It is the poet's place, then, to s1ng, to drape naked thoughts" i
51ghts ‘and sounds," t, cons1der "the 51nger not the song." ™ (Thls

S message must be welghed agalnst that of the consc1ous, 1ntrospect1ve

EY‘? poet. descrlbed in- Sordello who thlnks too much of 51nger and too llttle
R ) .
;iftk of song ) The poem is a transmutatlon: a maglcal 1ncarnat10n, then |
| dof feellng, 1t is the fleshlflcatlon of thought pourlng heaven into our -
‘Vﬂ{; house of 11fe, p01nt1ng to God Brownlng,-eyen whlle he»speaks of |
‘course‘.C-meilnibng_thought‘ and word. He | e
Lﬂtion of‘boet;y,partly.in'answerhtovofiticism _1?(‘

‘; positioh of,poet who seeks for ' 1mages and

fﬁwho presents "reason" and "thought "



A

’ . i . Cy

Tt has been suggested that Browning is criticizing himself as

the poet‘of Sordello, vowing'to write no more tomes "in Six Books."

Actually, it is 1mpos51ble for a poet to be elther only 51nger ‘or: 7

‘only thlnker faor the twopart are . 1nterdependent It is 1nterest1ngo

: that Boehme, who is msed here only'as an example of a heaVy pedant, is

'more recently descrLbed as the'"theologlan of the resurrected body"

who 1nf1uenced Blake and, in. ilne of successlon Freud 12 In fact

what Boehme dlscovered and w1shed to express in numerous volumes was

_ What Brownlng expressed in poetry accused of belng llke prose, in-a

"~ ‘work as long}as the original "Transcendentalism,' The Rlng and the Book .

‘The natural 1mage central to"'Transcendentallsm'" is the rose,

-used as a symbol for the creat1Ve act of the poet. The rose has other”

ﬂ-more dramatlc roles to play in terms of the Eersonae in. Brownlng 5
poems and we w1ll examlne some*of these’ roles, for,the‘rose w1ll be
B selected as the representatlve recurrlng plant 1mage. - Other inhabi-

Qtants of the garden, although they are more ublqultous, 1nsects, and*
] . o

in part1cular the sp1der Wlll also be’ examlned The 1nterplay be-

I3

_tween ‘good and eV1l, 1nnocence and experlence, Wthh goes on through

'h the medlum of splder and rose. 1mages will be 1nc1uded The followlng

.

S e
sectlon w1ll concern 1tself with bee—flower 1mage clusters for they

fsymbollze the transformatlon or transltlon between 1nnocence and o

experlence occurrlng in thevvarlous Eersonae. Poems here are malnly

o about love in 1ts phy31cal aspects (symbollzed in nature) leadlng to

the splrltual Therefore, two dramatlc lyrlcs on love w1ll be closely ‘

‘examlned as they 1ntegrate the varlous plant and anlmal 1mages already

<.

‘-seen., Flnally, exegeses /JEEIQ be made- of four maJor rellglous #

. : . P . I3 . ! . . co
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monologues in which, the gerSOnae,'through the'partiCular,naturef-images
they use, reveal very startlingly the "image" each of them has of God.
J

B: Insects: A Microcosm .

% ‘. e -

2

At the lower‘end of the'aﬁimai ehain of being,tthe insect = .-

' occuples a place in Brownlng 8 1magery out of,all proportlon to 1ts

E

size. I want to look brlefly at the 81gn1f1cance of thls multlple _'

insect life as a whole. It is, 1nterest1ng that for Brownlng hlmself

. : W)
the 1nsect world 1s not g 81nlster one: he wrltes to Elrzabeth Barrett

1n 18h6 of his "odd llklng for 'vermln'" as well as for the waterreft.\
He continues: ' : I R N { T

o . L B . - N ‘ g . N ) - .

I always loved all those wild creatures‘God 'sets up for ‘themselves"
: 'so independently of us;, so success&uiiy, wlth their strange happy: ‘
minute inch of a candle, as it were, td llght them} while we dum atout

~ and against each other with our great créssets gnd flre-pots. ‘T once

S&W a solltary bee ripping a leaf round till it exactly fitted the
front of a hole, his nest, no doubt; or tomb, perhapsr- . . JWell it
‘seemed awfua-tO'wamch that bee--he seemed 50 1nstant1y from the teech—.
' 1ng of od' ) ‘ . L j -

Thms 1etter afflrms the message of "'Transcendentallsm'" and -

P
.

A-also is most relevant in’ terms of an earller poem, "Slbrandus

’f“Schafnaburgensis" in whlch the undercurren?’of 1nsect llfe overrldes
3

'man 8 learnlng. In that poem nature is pltted agalnst the prlnted
'word--and nature w1ns. A book whlch 1s wearlng down the Eersona

: A(perhaps Brownlng) one warm summer day is summarlly dlSpOSEd of through

€

x;burlal in the crev1ce of a plum-tree, and then covered w1th blossoms.v

B
\

Next mornlng,A"A splder had spun hlS web across, / And sat in the f
‘.:mldst w1th arms aklmbo.,_ The speaker 1maglnes the author to be covered

llke his book w1th the creeplng, crawllng thlngs
-

IR . B . o . " N .o

SO

°
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flow 4id he like it when the live creatures
Tickled and toused and browsed him all over,

And worm, slug, eft, with sericus features '
Came in, each cne, for his ri,ht of trover?

--When the wafer-beetle with great blind deaf face
Made of henr eggs the stately deposit,
And the newt borrowed Just so much of the preface .
As tiled in the top. of his black wife's closet? (h9-56)

‘The bock is unoomfbrtably full of "life" in a way that 1t and the

I

persona were not before. Tn this humorous poem the insects need i

‘for nothing but. themselves, although }hey may parody the itinerant,

"

blind, human "browser."' To deny the senses is to be as blind as the

- . 7 - - ‘ o - . . :
beetle who grones only with the lower senses. Browning i1s deliberately ,
. A - R

-

irreverent as he imagines "All that 1ife and fun and romping, / And
that frisking and twisting and coupling" (57-58) between the pages of
the book, although he eventually has ‘it rescued from its plight.

Miss ‘Barrett, in ”“plying\tp Browning's letter, refers also to
this poem when she writes,
Your letter weuld be worth them all, if you were less youl-— I mean,
Just this letter, . . all alive 45 1T 18 w1LT“tT5W1Lng buzzing wrig-
gling ddld-blooded warmblooded creatures . . as all alive as your own
pedant's book i the tree. . . . So . . love me a little, with the
'spiderslﬁithe toads & the lizards! love me as you leve the efts-—~v

o

T feel, like Miss Barreit, that the pvem and the letter are at least in
some measure representative of Browning, - David Shaw sees the pqem'as

more objective, the "close-up of a 'primitive' who keeps focusing upon

.oq : . o kb . . ’

the crawling side of nature. e sees’'the world in terms of the splder's

N N \ :

arms. and water beetle's face, and even uses sexual metonymy to transfer
15 :

to the body of nature parts of the human anatomy.' However,’ShaW~
4

) .
thinks that the laughter eventually turns agalnst the speake , and that.

- 16
the poem expose~ the aberratlon of any merely sen;ﬁal point of view: "
/

© .
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Prowning would surely not <ec such o vigion of the hurar n the 1nsect-

1ife around him as an "aberration."

#

Other poems with an abundance of "crawling buzzing wriggling!

v

creatures include "Caliban Upon Sctebos' and"Mr. Sludge, 'The Medium.'"
‘ - 1 ' L .
Mne pood example from the sccond poem is this passage with {hd recur-
. .. R
rent image of the ant-egter; (for Sludge insinuates his way into, and
feeds off, the lower elements of suciety as the ant-eater feeds off

nature):

You must take
A certain turn of mind for this,--a twist
I' the flesh, as well. Be lazily alive, y
Open—moutﬁea, like my friend the ant-eater, !
Letting all nature's loosely-guarded motes
Settle and, slick, be swallowed! Think yoursell
The one i' the world, the one for whom the ‘world
Was made, expect it tickling at your mouth!
Then will the swarm of busy, buzzing flies,
Clouds of coincidence, break egg-shell, thrive,
Breed, multiply, and bring'you food enough.  (1056-66)
‘ j _
The ant-eater's world which is a micrgcosm of Sludge's, throws that

world into painful focus. Indeed the;reader because of the intense’
f

{

realism of the descriptions views th#t world from the ant-eater's
~ / / S ‘

perspective,

|
|

‘
i

Fven As we examine the inseft life of such poems as these, with
N . 2

: . D | , \ _
its naturalistic descripticn, 1t b?gins to take on a sharply heightened,

{
|
!

acute life of.its own with a new level qumeaning. For Browning the
insect world especially, aithough‘all animals may be indiuded at iimes,
becomes & microcosm of the humaﬁ world above it. Tﬁere_is an energy to
the insect life, even when it takes on sinister dvertoneé, which

Browning envies. He seec its dramatic potential for his dramatis

.personae, those "real" men and women of whom, Santayana complained, who

- -/ ,



Jpossess a well-masked unconscious or id.  The intensity of the animal
imagery, its concentration, its tactility, its complex cound holding
back the smoother surface of the speaker's "songh are Browning's
means of pnmaskigg hié personae. And further, this imagery depicts

. B
the world thriving underneath all of hum@nity's pretensions. Tt is

not always a pleasant world—flife is iYs kéynote, however. The animal

. . 3 . P . T . )
world 1s irrational and uninhibited, speaking to the unconscious areas

of the mind that teefwith unacted, unspoken thoughts and feelings.

Sometimes the very control and microscopic detail in the descriptions

£l

of animals or plants indicates suppression of the unconscious; a

A

lhelghtened and acute perception on the part of the persona can mask
fear, guilt, hatred, even madness. This psychological microcosm
reaches its culmination in "Caliban Upon Setebos,” "Childe Roland," and

The Ring and the Book, but it is present in the many-faceted world of

.

the dramatis personae in the other monologues and lyrics. In other

poems, however, there is such an out-pouring of rich, abundant animal

and plant imagery that we may see the life force acting itself out in

the speaker; some of the love poems depict such fulfillﬁent.
Although insects are used as simpie metaphors of character .
types in poems such as "A Toccata of Galuppi's" (the butterflies who

\ .
dread extinction are the fickle and gay women of bygone Venice); or as

straightforward symbols #s in "On the Cliff" from James Lee's Wife (the -
, .

exotic cricket and butt rfly symbolizing the transforming quality of

i

a woman's love); usually Browning is reaching further in his meaning,
to show man's unconscious desires and frustrdtions. The flies in the

folloq;ngvcouplgt are the speaker's metaphor for the parasites clinging

K
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around the "ripe" woman whom he picks like 2 pear: "7 was quenching a

’,

dozen blue-flies thirst / When I gave its stalk a twisp." A similar
disapproval isvindicated gy this similé used to-describe the gipsies
in "Th% Fiight of the Duchess" who are "Born, no doubt, like insects
which Breed on / The very fruit they are meant to feed on" (359-360).

At times; in the early poems, insects only contribute to the
genéral sense of the bounty and abundance of life, and serve 10 create
a Eertain atmosphere, as in "Waring," where "God's creatures crave

their boon,"

And young gnats, by tens and twelves,
Made as if they were the throng
That crowd. around and carry aloft
The sound they have nursed, so sweet and pure,
< Out of & myriad noises soft,
Into a tone that can endure -
Amid the noise of a July noon '

~

1 .~. - o : '(’ﬁ,’ . '
At first, in "Up Ata Villa--Down In the City" the roise of insects
seems to serve only to create an atmosphere of late summer abundance,
much as in "Waring":

Some think fireflies pretty, when they mix i' the
. corn and mingle, . . .

Or thrid the stinking hemp till the stalks of it seenm
a-tingle. _

Late August or early 3eptember, the stunning
cicala is shrill,

And the bees keep their tiresome whine round the
resinous firs on the hill.

But there is a weariness in tone, an evocation of dry, parched country-

- side which reveals more about the speaker than about his setting. The

N

vibrant, unceasing insect life plays on his mind, repels him, and

reveals his particular inhibitions. The ™illa" fills him with boredom;

the artificiality of the "City" calls to him. In "A Serenade at the

-k



Villa" it is the absence of insect sounds and sigits which conveys the

atmosphere of stillness and Qithholding,\the frustration of the would-

L

be lover:

+_Not a twinkle frem the fly, v t
) \,\ Not a glimmer from the worm; , . ' l
When the crickets stopped their cry, ‘ }
" When the owls forebore a term,
You heard musicj; that was I.

The speaker is outside in the silent. insect world, cut off frgp love.

- . e . . LR .-.Ah -
Disturbing sensual and psychological csuggestions .are explicitly

s/

made through the insects in Broyning's poems which are there for more
R : AN
than atm&fphere, as in this stanza from "A Lover's Quarrel:

What of a hasty word?

Is the fleshly heart not stirred:

- By the worm's pin-prick

When its roots are quick?

See the eye, by a fly's foot blurred--

" Ear, when a straw is heard )
» Scratch the brain's coat of curd! (106-112)
S ]

@

Here we sense a contact, strange and uncomfortable, between the insect
and the ﬁind. Clearly the insects are more fhan themselves, Sinée‘they
have a magnified effect on the senses. Thus they aré ; metaphor for
the "hasty.Qord" which has results out of all proportion to its moment
in time. There is no generalization here; the cgoiée of partiéular
words and a specific "natural object" creates the almost maddening
effect oh the mind and the senses. This same effect is produced in
"Mesmerism" where "the wood-worm picks" and in Part II of Jémeé Lee's
. Wife where, like the lovers of'"A Lover's Quarrel," the wife sgés'thét
ships "safe in port" can also rot and ﬁufn to dust, for "Allth?dugh

worms i' the wood, which crept, / Gnawed pur hearts out while we slept:

/ That is worst" (43-45). The images in these examples are as tactile .




.

P

and auditory, through their consonantal sounds, as they are visual. J.

Hillis Miller, discussing lopkins, expands on the nature of Browning's

language, on its physical sense, which is especially pertinent to the /
| .

imagery :

Browning, too [like Hopkins], likes words which, as they are pronounced,
give a kinesthetic possession of the thing named. But Browning is most

interested in the rough, solid weight of matter which all things share;

consequentlv his onomatopoeic words are thick harsh consonants eYpress—

ing the universal density of material substance.

Browning's insect images certainly have density and substance.

<

C: The Spider in the Rose Garden

R

Browning's garden, in which the rose and-the spider are fre-
‘quently found, is a variatién of Eden. As in FEden, the fwohuman
inhabitaﬁts,'the mgn and the woman; are nearly always presentvin the
na;rativesﬁ monologues,and lyrics on love. In Browning's Eden evil is
omnipfesent, almost as if the garden had beenvinverted and shaken up,
allowing the hidden elements to‘Become intertwined with the SXffaCP
: beéuty and innocencg. The juxtaposition between the two states, between
the dream in the ;osegarden, and the nightmarish side of nature im-
pinging from underneath, or, as in "thﬂde Roléna," from the wasteland

,_/””‘ﬁ '

outside the garden, is a crucial and exciting one.

Tﬁfoughout Browning's poetry there are frequent allusions fo
~ the éarden'of Fden. Eden -and its inyabitants cgn'symbolizé manyg
things: both innocent and evil. The speaker in "Women and Roses"
'would like to "make an Eve, 58 ﬁﬁe artist that began her, / Shaped |her

to his mind'" In "A Woman's Last Word" the woman keeps her love ih an

Eden-llke state by shutting her eyes to the truth, rather'than kllllng '
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lcve by dwelling on her lover's imperfections. VFor it was the fruit of
knowledge that ended the state of innocence for the archetypal man and

woman:

Where the serpent's tooth 1is
- Shun the tree--
PR :
Where the apple reddens
Never pry——
Lest we lose our Edens
Eve and I1.¢ °

Such a heaven 1is precaridus at best, a self-deceptéén, as 1s Andrea del.
Sarto's Fden. In "Fra Lippo Lippi," by contrast, Eden is the joyful
place where woman was created, and the imagery of Lippi is full of
fleshly overtones.

If the spider and the rose are both inhabitants of the sa?e
garden, then Browning's‘Eden contains at the oﬁtset the,ingredients,ér

‘at least the suggestions of both evil .and innocence. These qualities

are two states of man's existence, two sides of the garden necessarily

» . v

_existing together. How does Browning want us to think of innocence,

pgood, experience, evil? -Briefly, we must always keep. inmind the

ambiguities of these qualiﬁies. Innocence may only be a mask for

_ immobility and unwillingness to act; in its more active sense it is

associated with beauty and good. To plunge ifito experience may result
in evil; another kind of evil may result .from the death-in-life stasis

when no action is taken. However, an exalted type of innocence may

" spring to life out of both experience and evil; Pompilia's innocence

is of ithis kind. . A B N
It is toé_qun to attempt a definiti?n of evil itself, as

Browrting depicts 1t in his poems. Why, we may ask, doéf Browning want

-
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to thake us so avare of evil? IHe gives us part qf the answer in Sordello

(an answer given more completely in The Ring and the Book). For in Book

the Third the poet himsm;i breaks imto the narration, from his vantage

poinht on a canal bank in Nenice. His poetry must not ignore the sordid,

poverty-~stricken, unhappy existence around him, with its own measure of

merit; from now on "his poetry must deal with vice and ugliness as much
18 B
as with virtue and beauty': o

'T is Venice, and 't is Life~--as good you sought

To spare me the Piazza's slippery stone

Or keep mé to the unchoked canals alone,

As hinder Life the evil with the good

Which make up 'Living, rightly understood. (III, 726-730)

He adds, a Tew lines further on, "Becide, care-bit erased / Broken-up

beauties ever took my taste / Supremely" (IIT,747-749): from this poem
' ’ - : 1 ) ‘

on, he will not‘seek tcy hide this taste. The‘c9ncern with vice and
uéliness is also partfof Browning's‘belief in the neéessity of émper—
fection. Man, like the artist, wants to create someﬁhing uniqueﬂéﬁd
perfect. Paradox%célly, he can only do sony loving what is imperfect,
and even at times by facing what is evil in man and the univérse: Even
languageAas used byithe poef mist reflect these flaws and Hgggrfections.

This is not to.say, as Sordello rationalized near his death, that the

artist deliberately seeks out the low water mark of evil, or rests

content with what is most easily acquired, or justifies his-pesition

by saying Evil is as valid as Goédﬁj It is only thét'they are both part

~of life and must be challenged a$ suCh.  ’ ‘ N

“Marianne Moore, whose poetry evokes the animal world even &ore

than does Browning“s;speaké~of "Imaginary gardens with real toads in

them." For Browning both the gardens and the creatures in them are

69
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very real in one sense. He poses & question in "Gold Hair: A Story. of’

Pornic" (from Dramatis Personae) which describes the horror of diséover—
ing corrUpt%qn in the midst of apparent innocence: "ﬁad a spider found
out: the communion—cup,‘/ Was a toad in the;christéniné-font?" Although
tﬁese images are not a symbolic eguation for poe£ry as is Miss Moore's,

they do epltomlze Browning's imaginative bellef that in llfe beauty is
closely linked to ugliness and the grotesque, and that in poetry,
Lo '

consequently, toads, spiders, and other'crea@ufes which have acquired
sinister ovet$ﬁés4by association cannot be kept away from -the purity or

beauty of alcharacter,a place--or an image.
The spider itself was one of Browning's particular creatures,

for he once kept one as a pet, living "in the jaws of a great scull

. . (&)
[éig], whence he watched me as I wrote."l9-0ne of the roles the spider

does play «in Browning's poetry is that of guardian of the poetic muse,

Swinburne uses the spider for a similar purpose in his description pf

Brownfng's poetic process, that technique of embodying .his brilliant
spirit in words. = Swinburne argues that Browning's work is not the
obscuré prodhct of a disturbed chaotic mind, and continueé,

Now, if there is any great quallty more perceptlble than another in Mr
Browning's intellect it is his decisive and incisive faculty of thought, -
his sureness and intensity of. perception, his rapid and trenchant
resolution of aim. . . . He is something too much the reverse of ob-
scure; he. is too brilliant and subtle for the ready reader of a ready
writer to follow with any-certainty the track of an 1ntelllgence which
moves with such incessant rapidity, or even to realize with what
'spider-like swiftness and sagacity his. biilding spirit leaps and
lightens to and fro and backward and forward as it lives along the
“animated line of- its labour, springs from thread to thread and darts
from centre to circumference of the flittering and quivering web of
living thought woven from the inexhaustible stores of his perceptlon
and kindled from the 1nexhaust1ble fire of hlS 1mag1nat10n

Sw1nburne with hlS own "breathless prose, may be thlnklng prlmarlly

| of Sordello (pote his praise of ﬁhat poem,.above).‘but.thjs passage '



' fears upon it. Thls w1ll be. )

" gﬁn‘e when he 1nter3$ts, o _ - . /

71

comprehends Browning's overall technique, and the cpider's attributes
make good metaphors for the poet'; qualities. 1In a senso,>B}owning is
always the spidef spinning out the th;eads of his thoughts for rhymes
té catch at and 1e£ g0, as the speaker says in "Two in the Campagna."
Sometimes, however, the web is not luminous and revealing, but

obscure. In "Master Hugues of Saxe-Gotha," for example, the spider's
web becomes a metaphor fg;tﬁe web woven by the complex fugue of

Hugues. By analogy, somewhere behind the web is the gilded roof of the

-

church, while behind the intricacies of the fugue which "broadei and

" thicken," there must be the music, the meaning of it all. Or is it

only Follow, fragile illusion which exists?gl

The spider, however, is not to be seen primarily as an aesthe-
tic metaphor, but rather.as a psychological one, representing certain

N

character traits or fears. For the spider, more than any of the other

* 1ngects, suggests that the world inhabited bv these myrlad creature"‘
is in some way 31nlster and mocks the upper—51de of life in a

_sinister fashion. Hence, 'in "Mesmerism," the spider is given demonic

and human connotations in the image: o
And the spider, to.serve his ends,
By a sudden thread, v o
Arms and legs outspread,
On the table's midst descends,
Come to find, God knows what friends! (16-20)

;

The splder 1n 1tself is neutral; 125 the speaker who projects his own

arly evident in the spider images

- from The Rlng and the B Slmllarly, in "An Epistle. . .of Karshishﬁ

“the Eersona seems ‘on the%surface to be 51mply g1v1ng th reé!pe for

6 .
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. . . there's a spider here

Weaves no web, watches on the ledge of tombs,

Sprinkled with mottles on an ash-grey back;

Take five and drop them . . . . (L5-48)
But Karshish's particular choice of words further reveals his p;eoééu—
pation with death, after hearing about thé alleged coming back to life
from the tomb of one Lazarus. What could the spider,thiS' watcher &f
tombs, reveal of the mystery?22 ' -

What of therose~garden which is invaded by the spider? How do
the_ros;.and the garden function in Browning's poetry? In confrast
to the spider, the rose is generally a symbol of innocence and beauty,
although sometimes of iransienCe too. Yetlin Browniﬁg's poetry it
seldom holds a single sytnbolic significance for very long; 1ts meaning,
like the spider's, is cénstantly shifting in conte;t, and the two
images cross paths in some poems. The images in.individual poems are
a'péychOlogical invention of the persona; “in the body of the ﬁgétry they
~may be read as Browning's microcosmic world, commenting on, sometimes
colliding with, the world of men and women. Therefore if the spider 1is
ﬁartichlarly evil,‘it is be;ause the persona projects his own fears onto
this creaturé. And tge rose plays*a‘similar role;.its meaning varies
, _ ¢ :

accordingAto the speaker's conscious or unconscious intentions.

~ The garden is inhabited by other flowers and insects than the

“rose and spider. -But the rose in the garden of innocence is an -opera-

tive imagé for Brbwningkas it is for Eliot in Four Quartets. There the '

4

garden signifies gden on.one level, and the rose symbolizes in turn or
| Jsimultaneously innocence, heaven, the past, the tree of life, forget-
. ; ' ' - - Y 23 »

: fulness and memory, immortality and transience. For Browning, too, :

many of ‘these meanings hold. %he underlying thémeémoét often embodied

}
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by ihe rose is that of life xersus death, a vnrlatlon of good versus
. ] ; .

evil. ' ' v ' \

Lo

In "Women and Roses" the rose andg ne garden aré both part of

" a dream; thls poem was written at the same tlme as the nlghtmare coem

<

"Chllde Roland to the Dark Tower Came,' 50 that_tne two poems make
significant comments on one another in terms of the,themesv'of inno=- '

cence, experience,and transformation.' In the dream, past, present,
L o
and future for the rose are analogous to the three stages of women who

LA

encircle the dreamer's rose tree. The fading rose, "loose and bleached,"

\ N :
corresponds to women who have been preserved in art, and who exist

L . . T, Ve r o T
only in. mecmory; the blooming rose, with "cup's heart nectar-brimmed," -
. g ’ P , s .

is symbolic of the women who are alive now, whom the speaker would know .

by‘experienoe;‘the roee-bna is all the beautiful'WOmen to-beiborn, and
Awho,exist'now dniyfiﬁ tnebimegination. Thus‘we.end,at the‘beginning:
: . ¢ , ; R A :

"Dear rpee Withoyt a thorn, / Thy bnd'eftne babe unborn;be The—neun%ing

_ , g ‘ e : o
refrain asks the dreamer's qnestion, "I dream'of a‘wildléggg tgeen‘/w
vAnd‘whlch of . the roses three /: Is the dearest rose; to.mef" Sinée-ali

“is a dream, the speaker cannot\capture and pOSSess the roses wh*ch

fade, emhraée those Wthh bloom, nor create a new beauty 1n the roses .

to ‘come. ¢~ ._ : “ '. :"" . ‘. ::‘:A o

Two 1mportant Brownlng themea or questions are. embodled in.

. : ' . b‘ .
"Women and Roses. How can one capture and prevent the\good moment

-

fromcpassing? And encompa851ng thls questlon 1sthe 1arger concern how7.'

does one wake from the dream 1nto reallty, and 1s lt necessary to do

so? Two other poems from Men and Women where the rose is- a maJor 1mage.’

help ‘to expand and answer these questlons..f' L j;’JA f"f>. C-o-fe_“;j

. Y
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In "The Statue and the Bust" the immortality, or life-after-

death attribute of the rose functions ironically. The Duke and his

@ . - * ‘ -
lady, in "capturing" each other in art, believe they can maké beauty

permanent, even as they see the dream die in their own aging faces.
They thought'love, too, would be permanent, that "The rose. would blow

»

" when the t y pa“sed Ly "Meantime they could profit in winter's

dearth / By store of fruits that supplant the rose." But a rose un-

3

£y

plucked withers on the stem, fades as does a woman's beauty in "Women

and Roses." 'Fra Llppo L;ppJ knew this, for his world was too blg to

am—

pass for P dream he dqanP from his cup of bliss as it ran over.

'

! ‘
A rose when plucked-is not immortal either, as we will find in

[R—

"Two In the Campagna." But in "A Prctty Woman" we find that it is

better to pgather the rose in'gﬂliits living beauty than to try to pre-
. ‘ v 3 . h. ] -

serve it in artistic imitation. 'The rose symbolizes a woman and her

usefulness.. }

Thus the craftsman thinks. to grace the rose y=-
Plucks a mould- flower
For his gold flower, :

Uses fine things that efface the rose:

: Rosy rubles make its cup more rose,,
- Precious metals
Ape th petals,—— ‘
'Last, some ‘o0ld king locks 1t up, morose'

Then how grace a' rose? I know a.way!.
Leave it, rather. A . e
Must you nga.ther'7 -

Smell klss, wear it—-at last throw away
, P

» Thls poem is a cyn1ca1 commentary, in, effect on "My Last Duchess..

«Better far to appre01ate a rose. (or a woman) in its natural state of

) )
perfectlon in 1mperfect10n than to transform 1t by art to an obJect
v

to. possess and. lock up, like the palntlng of the Duke'! s, former- Duchess;

- . ‘ ,

B 4
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wifh-no therne. The "thorns are‘bered‘in the final stanza, iﬁ'which

75

Beauty is destroyed EEIOUgh-fulfillment when it is used, yet its

immortaiity lies in that fulfillment. The third way is to savour the

rose’s potential by leaving it blooming, untouched, to wither in its

L]

J

own time -
The companion poems, "One Way of Love"and "Another Way of Love,"

each’ takes the June roze as its motif. -In the first, the speaker N

\ (]

strews roses;inthe paihvwhere'his Pauline might pass, for he is willirg.
’ L
to risk all in unspoken love .for a woman. There is 1rony in thls poem, ¢

‘ % «
but:ﬁé; theme is not so clear as in 'Ane*her Way of Love, " written from .

a woman's point of view. She ' oomparbs her perfectlons to thosé ofit i

June, and Speaks scornfully of the man who could tire of them merely

2h

because they are always the same." - If s&ﬁb be his feelwng, Dhe can,

. like June, "mend her bower newf’?gz; hand left un51ghtly / Ey plucklng

the roees," and offer her besguty anew to someone -who apprecxates it:
L S . .
If June be refulgent i o o ,
With flowers in comple%eness, Co
All petals, no prickles,’
Delicidus as trickles |
Of wine poured at mass-time)
And choose One indulgent:~ .
To redness and sweetness®. . . . (24=30)

7
V..

Her love is like ihe,red,,red.:oseg with its sweetness like wine, but

June (the woman) W1ll use.her June—llghtnlng to rid herself Gf these

'"insects," men, Just as she ‘would prevent splders from spinning. In

¥
/

this case the splder would seem to be the v1ct1m of the rose which 1s e

not passive and’ppwerlesslagelnst_marauders,_ o = T e

_’The'mostfgrotesque,reée,metaphor of this period occurs ine"TQe -

,Heretlc's Tregedy," > when John the heretic, as he is burned, 1is



‘ Jmefrmerphosed 1nto o hete flaming roce which oo Tae a0 his heart '
o Ha, Hfl., 'Io}.m plucks now at hio roce
. To rid himeelf of a sorrow at heart!
Iw,~==petal on petal. Cicree raye uncloge;
i” Anther on anther, sharp spikes outs 1ntrt, »
And with blood for dew, the bosom boils - L
' Antt 4 grust of salphur isoall it ;m<11, PR
Avd 1oy he i, hoervibly, in the toils S ‘ ;
: Of g conl-black ;1ant flover of hell! :
- . ) .

the 1nversion of Lhe

This rose iu

before,  Thes image g sal

]

Sesen

cynical ébservers.who tave sent J

) . . 1] i \
puns in their 'pluck" ana

.

use of

plucking a rose in other poem:.

»

Hn

Ollloqlv of the

his lack of ‘Christian charity as

ALLC,

Spanish*Cloister,"

vose sabt ol the parden which we hove
. .
=z JU appears to the gloating
‘ﬁ‘ . . .
ol to liis fate. There are macabre

'

" 1] - v :
heart " in torms of the meaning of

T an early dramatic monologue,
’ -

the. surresedly devout monk reveunls

he views the roses of Brother Lawrence

. Y b
in the light of the flamed of ne1l1:
o ‘ 0, that rose hds,%yior clain-- . |

+ Needs 1ts leaden vace
. : Hell dry you up wit

In these last three examp

) ; \

garden of innocence to the yarden

the grotesque.and the horrific iy

-than t}u 12 as 1h0 tu

socilated with
reatoer

apagery will, agsume g signt

“ {
Roland to. the Dark Tower Camo,"wa

it dOPh not-consciously predomina

v

Browrniny

2 [
's middle perigd, that da

ence 1,5

o}

We are wpelng th

’L

. BrowniAg 1,0

- N

show Qrder and design

-~ : Ve

I

pften QQVC.uIJkpr“S:nt.ihrOL

t alifoughon one level nature is ﬁsed:by

fiiled\b‘imming?
h 1t Iltmeo.

leg, thon_ the rose ‘has moved from the
. %
. . NN . - \
of expericnce, bringing, in a gonun,
toite sphere in more perverse forms

N »

cpider. . unﬂordhrld' of -
: i s

d or This

o . . Wy 20
Treance I1n the examina tlon of Chll;
nd in The Bing and tire Book.  Altkough

o i
te i thevlyrics and monologues of:
r'a £

rkersside of nan's hatlure and experi-

$ome of the IMATery .

R N ¢

n -
in an otherwise chaotic existence,

s «
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on another plane the complex animal and plant imagery functions quite
differently-—td-show, in fact, the chaos and complexity, the immense
detail, the flux of existence. It functions, then, to mirror man's own

complexities and convolutions, the irrational, rather than the rational

side of his spirit. \

D: The Bee and the Flower: Imagery of Transformétion

a2
The rose and th@ spider are part of a larger image-cluster

which includes images of transformatign, initiation, experience. These
. images operate on a slightly differenw tangent to the innocence- evil

" images, for experience in itself is not necessarily evil, although it

&

may be, and a state of renewed innocence sometimes arises from exper-

ience. The transformation imagery is predominantly sexual in diction

w4

and context, quite deliberately so; therefare the bee and flowen\imdgé

is "symbs\ic" of all the analogous imagery which is sexual in nature.

For Browning & physical experience is often symbolic <bf or leads %o

a spirigﬁal one just aéjbody may symbolize or embody soul.: The

change involved may be afi awakening from death—in-life to a total, .
joyful experience of liviﬁg,_a_life-after—death. Life must be lived,

which means that de;th;mdSﬁjals§ $g faced, glthéugh in the poems in
o e g » ‘ .
this section it is most ofﬁeg a éymﬁglic;death. Life and creativity'
are'pitted agai;st éeath a;d st@ri;iﬁy;;conscibusngss is attained
;ofténlby.means of the body‘and iﬁ%%erms ofptﬁe physﬁcgl imagery

3

of. ‘thie poems. T . - . . )
' ‘ N\ C vy 3 - s . - :
The bee ‘and flower 1magé\i? well exemplified in "Women and

2

Roses" when the speaker dreams of his union with the rose in bloom,

L4

7



v

"

vt N [ W gt .
atid imagines the nfow' of faltlnent:
J .

. Decé, as drops from a statue's plinth
- The 'bee sucked in by the hyacinth,
S0 will T bury me while burnine g
Quench like him at a plunge my yearning,
Fyes 1n your eyes, lips on your liips.

A similar im@gw'is used in "Popularity,”" as discussed Parlifr, bat it
does not evoke the stroug sense of being drawn into and suffused in
physical sensation that this poem 1s able to do. Barbarg Melchior}
chooses this poem, with the other dream voem, ”Childg Roland," to

illustrate her contention that Browning was not‘consquus of the /

/
What emerges from the dream poems seems . . . 1o be the exact reverse
of the consclous position assumed by Browning at the time of his public
statements. In "Women and Roses," perhaps the most openly sexual of
his poems, with the, exception of those written towards the end of nis
life, Browning, the faithful husband, is discovered pursuing erotic
dreams projected also into the past and future: dreams in which his
imagiya?iogémﬁwaces statues, and wherelove has certainly nothing of
the davine. : :

desires and fears in his own nature:

» F

There 1s no more reason to identify the dreamer with Browning than to
identify any of the other personae with him, although to seek for what
. 1s subconsciously revealed in dreams is valid. Furthermore, Browning
: ¢ 7
. " » ) .
wvrote many non-dream poems which were explicitly sexual in. their
- —— . - e . -~ i

imagery, and of which he was fully conscious. The imuzery, like the
personae, 15 part of the mask Rrowning deliberately created for his
own thoughts and emotions. In the case of Sgsual imagery, to use

e . . : 2
erotic 1images of plants and animals would bLe an acceptable way to

epresent human sexuality for the Victorian public; it is their fears,

J—;

and not Browning's, whigh are hidden:  But even this argument is
secondary to what Browning really secks in his poetry: a rerresentation

of the union of physical and spiritusal, body and-soui, ) ﬁnion'which'

.

’
1]



-occursuonly at rare epiphanic moments.

Flowers, plants, and parts thereof, also function by themselées
as sexual, sensual images in Browuing's poetry. Thoy are not alwgvs
the overt @ale end female}repfesentations of cups, clefts and hollows,

or sharp angularity and spikes, referred to W C.H. Herford in 1905

(Robert Browning). Plents and landscapes &re often used to suggest the

human body, and more broadly to refer to man's;psychological nature, a

" andscape" of itself. We always return to the importaﬁce of the

concrete and the "natural object" in poetry, for the image as Browning
- . .
uses it is an embodiment of an idea or perception. (The externalization.

v

of "inner" landscapes is, of course, a characteristic of both Romantic
and Victorian poetry, and conﬁinues in Lawreoce‘s deliberate translation
of ero%ﬁc experlence into anlmal and plant imagery.) If the sexual
image connopes‘the body, then it is 1naeed the ides mede "flesh." In
‘miniapure,.such.an imege-is an incarnation. Browning's poems which are
overtly about the Incarnation aieo rely on multiple }ncarnations

* < through 1magery within each poem to convey the largef message. The

.body for Brownlng is 1mportant in human passion and divine love; like

[y

Donne he djd not separate the two.

o

The sexual 1mp11cat10ns of the flower—bee'image emergevstrongly
. in many poems. The;most‘striking, and central, image 1in the early . ,

\

) S . : . ¢ : ..
Wpoemm"?orphyria's Lover" perverts the usual image of the shut bud being >

: opened by’ glVlng it a new connotatlon:
As a ‘shut bud that holds a bee,
* T warily oped her 1lids: again
N Laughed the blue eyes w1thout a stain.

Porphyrla S 1over passive in his love, seems to use murder as &

¢ symbol of the act Wthh would capture and bind his. mlstre%s”to him.

2 ' .
’ SN e



He "acts out" murder by fantasizing that he has strangled the girl with

" her own long yellow hair. That the murder is symbolic, or only exists

¥
1

within his mind, is made clear by the absence of struggle, and by the
laughing blue eyes when the lover peeps into them. Not only does she
look "as if alive" as does the portrait of "My Last Duchess," but in

°

fact Porphyria seems to have had her will of her lover yet again. The

T e
. . . .t

romantic blue eye i1s dangerous for 8" moment, has a sting in it. The
simulafed strangulation is a mefaphor for the sexual.act, but the
gifl‘is still not really under the pefsona's control. It should be
remembered that the effect of "Porphyria's Lover" hinges“oh the ambi-
guity of the action and of the imégerx goo. The lover, like the Duke_b
///’//S in ™y Last Duchese," is an upholder of stasis and death-in-life

t

‘ That Porphyria's lover and the Dukedin "My Last Duchess" both
stultlfy rather than uphold llfe is ev1dent in the spar51ty of Their

1magery, whlcllseems measured out with greg selfdconsc13usnessfrom .

frustrated minds. David Shaw in The Dialgctical Temper feels that the

early monologues 1nd1cateuthe failupé of the aesthetlc man, as opposed

L

to%the ethical man to follow in l@ter monologues:
We have seen that the aesthetic man's ennui renders him highly impress-
ionable. 'Withou% any mediating mind? his masks are like negatives on
which' images are permanently pr;nted\ Deprlved of all ‘the devices of
“the subjective poet, these early monologues avoid potential monoteny
"and exert a strange fascination,.in the manner of qube—Grlllet s
novels. The speakers see and hear, but their minds cannot judge.
Though they celebrate the power of sensuous obgects, the speakers,
%*caﬁnot'prOJect significance into these objects and cannot compare one
object with another, for fear of' suggestlng a connectlon that does not
o % xist. Becausenothing is altered by the'observer's attitude toward
iﬁbJects Qr by his COnceptlon of them, thege monologues seldom use
%ilguratlve 1anguage. ¢ :

-

"The BlShOp Orders HlS Tomb" is included under this d rlptlon, t

-

i ' 3 . . P A



~awakened by love: Co

. N . N . -y -
because, in 3pite of the abundance of cencual description, the Bishep
has reversed and confused the meaning of most of the imagery he uses.

©

1 would agree with Shaw's description of some ot tne personae In this

period, bute not with his ultimate diagnocsis. The aeéthctié-ethioai

“man is really one, in either his fallures or his sucdesses.
b

In "The Flower's Name, by ziving a "soft meandering Spanish
i -

name" to an insignificant rock plant, the woman immortalizes the Tlower,

in her singing voice, for her lover. . Now he wills the flower to stay

: %
fixed, as the symbo> of the eternal moment of his love: o
Flower, you opanldrd look that yeou grow no},
Stay as you are ‘and~Be loved for eveér! Pad .
Bud, if T kiss 't 1s that you blow not: o

Mind, the shut pink mouth cpens never!
For while it pouts, her fingers wrestle,
Twinkling the audacious leaves between,
Till round they turn and down they nestle-- .
Is nbt the dear mark still to be seen? (33 Lo)

. . '

The"shut pink mouth" implies the innocence of his Mistress and he

wishes no one else- to touch her, just as she alone leaves her ‘'mark on
bﬂ S
A
the flower.:

What Lafacadio Héarn has called the "very best we have in . . .

. .. 28 . . ' X .
the 'literature of kissing'" ~ occurs in "In a Gondola." Tﬁmapqem is

3

a love-duet between the man and the woman. Her first song uses the <

image of moth and flower to declare, first, her reddiness to be e

_ The Moth's kiss, first! . S
. L - Kiss me as if you made believe
‘You were not sure, this. eve
How my face, your flower, had pursed - LY :
{ It pptalo up;- 50, here and thefe - E R
Y *ww~*~w5Y®u brustat-, 111 T grow aware = PR .
©_ Who:wants me,iand’w1de burst. ' (49-55)

v

: . _ - I C
Then the bee~flower image expresses her total commitment to and desire
. o . . » ‘ - :-v..

R . e : <



for immersion in love:
The Bee's kiss, now! .
Kiss me as 1f you entered gay
My heart at some noon day,
A bud that dares not disallow
The claim, so all is rendered up,
And pacsively it?::huttered cup
Ower your head to ciecp T bow.. (56-67)

——

Although the woman comuares hercelf to the passive flower, it ic a

Defu1v1 LV f“llOWln? complete and active surrender. One 15 never sure,

in tne contexti of the poem,if such desire ig reall v acted upon, Or

" merely yverbalized. The man himself tends to abstract-their love, to
- " ; ) * B
fﬁ idealize it, until the end of the poem when he is stabbed and dies
) v

while embracing the woman, with these words: "I / Have lived indecd,

s \ L. N
and so--(yet one more Kiss)--can d19'"»(230-231) Togan Williams cug-

gests that the "fierceness and intensity with -which this passion strives

foran ultimate fulfillment, which mocks the finality of death, carries

. . 29 ’ :
suggestions of destructiyveness." ~ ° The wounds of love.are moasksubtly

=

‘contdined in a four4line passage, not quife a haiku, in which the ‘
s -
woman's bird fulfills the role of the bee in the previous images: o

; : Dear lory, may his beak retain
. . .- * Bver its delicate rdse stain
« As if the wounded lotus-blossoms :
' Had marked their thief to know again! (%35—158)

4

The words.are tHGZManfs~andithe simrﬂicity-théy}hoﬂd has more neaning

>
’ N . . 4
u

than hlc more oxt?avagant flights of fancy in the rest of the poem.

Tﬁg theme, -on oqé level, is "that commhtmnnt to the trurh of emot’ons

4 Al

: - ' 3 - |
.~-is sufficient to overcome even death?" . ' : o o
‘. ’ . *

“ B f ce
.

r The awakening to love and the blossomiﬁg-into womanhood of = .-

oomeone wbo, llke the Duke'ﬁ la t Ducheas, is,aireadv verv alivelto
AR lifg itseli, is a major theme 1n UThe Fllght of. the DucheSQ.' .This

' . = L. "

. S - T N . . 1



o+

theme 1s sustalned by twe major imapee patferns, which have cexual
overtones. The first occurs at the time of the nunt, in the passage
dﬁ‘.‘l'f“r‘;h;vyr? the ceaacnn: ) \

Well, early in autumn, at firut winter-warning,
When the stag had to breask with his foot, of a morning,
A drinking-hole oul of the fresh tender ize .
That coverefl the pond till the sun, in a trice,
Loosening it, iet out a ripple of gold,
‘ And another and ‘anokher, and faster and faster,
T111, dimpling to blindness, the wide water rq,led e ~a
-0
(216-202) P

Although on the surface thesce lines are simply descriptive and
o [
naturalistic, the mood conveyed demands a closer reading. Barbara
M ’ :
Melchiori calls this passage the introduction to the theme of sexual
N _' . ) > 31 ‘ .-
avakening and loss of innocence *for the Duchess. This awakening

may be spiritual, however,i well as physical. The sexual connota-

[

z

‘tions ecome stfonger as the Duke forces his wife to play the role of
lady 8 the castle, as decreed by the Mancient authors™: T
. ' . - \ :
"When horns wind a mort and the deer is at siege,
Let the dame of the castle prick forth on her jennet,
And, with water to wash the'hands of her liege
In a c‘ean ewer with 'a fair towelling,
Let her preside at the g@isembowelling." (263-267)

The ewer is a female symbol, and disembowellinghas traditional associa-

tions with the séxual act, Mrs. Melchlorl points out Apart from the

)

! . A !
oad]Jtlc character of the Duke Wh}Lh gupn commandq QUggest ~1t would
seem that the victim of‘the hunﬁ, the deer, is at the same ﬁime;a"
. . e % N . . ) ’ e : v .

'Symbol;for the Duchess,; The ceremony ot the hunt is, at_1éastffigura—

é

i.»' i . L | c . . : N Al [T \'.
Jdavely speaklngg-to'reoresent a forced éon;ummatlon.’L,_ : Sl .

It 1" 51gn1flcant that b% thlb p01ut the Duchess rebels, and for

‘. . -

S dellvered lnto the hands of the old glpsy, presumably

RS : . 9 1.‘ ) 3
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He was contra ting, 't was piain from hig gesture,
The life of the lady so flover- -like and delicate

With the loathsome saualor of this helicat. (437-439)
' ®

The Gipsles are characterized as taking the bare tacts of earth, the
1 . - - N . . .
é? "thing itself," and making them anev. They are described by active
images, while the people of ithe castie Are passive (except for the
. A A
Duke and his mother, the latter bearing many of the animal qualities

of o Goneril or a Regan). The recurrence of sexual symbolismin 2z

. i . . . . L A
conzcious manner link$ up the earlier imagery of breaking ice. Tor

one of the skills of the Gipsies is "imagzed" in the following passape:

L

- 0 Glasses they'll blow you, crystal pﬂeaf o,
' Where just a faint cloud of rose shall appear; . '
L As if in pure water you dronned and let die i
. A bruised black—blooded mulberry; . E
ot B And that-other sort, their crowning pride,

With long whlte threads distinct . inside,
Like the lake~Tlower's fibrous roots which dangle
' Loose such_a length and never.tangle,

N Where the bold swegd- -1ily cuts the clear waters
And, the cup- llly.cnpuches with all the white daughters .
<M.‘_ﬁp‘, : ... .(375-384)
' " The glasses are imitatidps of flower qualities, Wthh in tu?n zvnbnl A

rthe body. Brownind revedrsed these similes in "Up At @ V111a——Down Iﬂv\\J)
(4 ' h . . N
the-City," where the speaker conveys the intense, quick gmmﬂ?zchargc_

tbrizingvsummef's arrival in these words: ) : !
"%1d the gharp snort emvrdld wheaT scarce, risen ]
' : three fingers well, . ‘
L : , ‘The Wlld tulip, at end of gts tube, blowé out its
B ’ great red bell. ) ~
Like a thin cleur bubble of bload, lor ﬁno children
. .to plck and. e&l )
. s RS . <.
In thi& oondenoed_”lmlle w1th its “leax fgmale rymboliiﬁﬁ the flower -
5 M’blows.out like blood, not as glass tinted w1th a blood colour. A, LA

most effective image, 1t h&u been. refexred to by J. K(’Bovnell in his

ke s N 0




-

the bogomrbounded.ﬁ (Ha;r is frﬁquanglf qi?

@

1" > t .
Necassion of PBrownine's touceh imacery:

i)
In cuch lines as these the poet projects hig own perconality into the
thines described, so that when he salys the tulip blows out its great
i erouth yathor thon tho mero

red bell, we have a feeling af acti
: 2
surface appearance of the flower

Arnin, we have the h01ph+0rmd acute awareness of the.speaker, sisnify-

Ae L]
.

ine his State of sturbed by the guickening of life around him.

1 " - - P - ~
The imagery of sword-111y" and"eup-1i1y" ia the passage from

" fam = 5 . , .
Tre ‘F1ight of the Duchess™ carries out’ the theme of séxual awakenirz.

. * . 7 -
. =

The implication of submission of female to male 135 covchéd in less
o ©

violent and More natural imagery than the rules cited by the Duke,
v N : K

4 .
R . B

above, to be followed by his Du%pess. The remainder of the poem, with

~
.

abundant imagery of weanh” nature,and the body, is concerned with

N

tracing the Duchess's full awakening to 1ife~through the verbal and ,

<

-

- * . u ” °

vicual "seduction" by the cld Gipsy, who, durine her chanting, is :
. &

5 -‘& . -1, 33 a .49 .Aﬂ,‘
metamorphosed 1mko.a beautiful woman. . She infuses the Duchess with
the life procéss as she teaches her about carth, love, andé}reatlvlty,»

~ ‘ ’ A SRR |
5o that the Duchess receives "--Life's 'pure fire" into her heart and ¢

breast, "her very hair" moves "to the mystic measure, / Beunding as
‘ ' [ 5 .o '
1 Brrwnﬂnr 5 imagery in

- IR

‘its tradit 1onul way io Jndlgﬁxé ﬂéﬁugﬁnfy fhg The. a\akeulng is morg

'} * i %
tf'an sexual, for *bﬂ Duﬂh yié vrw&éﬁl]v b eing-unified with px1stenﬂ

. O E : R f- 4 R *
afcomple“; 1ifetime procéss;f‘ ST "' . | “.\ )
: . S ‘ . R

" The ”elqtlonghln betwegn CIDS{ ann chbe is am@igpous ai one
. e : B
%s d&sgribe& as the tree and the othér as the b] 1b:sungorted by | 1he
. s . B k'} _D

trecy; the two may grow into one.. In an ab"trdcf Qense ;n ocenPe has
- . - s | - 7» . —.‘ " -

merged\with,experience. ds the Duchess ig be the stronger natzre?

N

: N . c _ . . X

. )

o

.ﬂ .
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ship.)

1t

(SN

"Shdll some one deck theé, over and down
Up and about, with blossoms and leaves
®ix his heart's fruit for the parland—crowu
Cling with his soul as the gourd-vine cleaves,
Die on thy boughs and dlsappedr -
While not a leaf of thine is sere?" (636-641)

This is more than a metaphor; it is a natural metamorphosis. The

‘sexual imagery here suggests that the Duchess may dominate the man in

N

a relationship (ia contrast to her subjugation to the Dﬁke), may
become the devouripg female, upon whom the male is dependent and
cventually dies. The Gipsy adds, huQcVCr, Lhat Lhe.bpposite situation
may as easily®prove tfug. (Browning was writing this péem qﬁriné his

courtship of Elizabeth Barrett, and Barﬁ%ra‘Melépiori discusses the

. . »

\

imaééry mn the light of the, as yet, unformed nature of their relation-

3

N i . i

. ) , ST . q
The Dachew 1s from this moment of encounter transformed, and

2 L4
.

will be free now. to flee with the Glp ies and partake of life's

east." .Then at her death, in the future,’ \___/

N

. e . 4@ gleam
of yet -another morning breaks,
- And like the hand which ends a dream,
Death, with the might of his sunbeamn,
Touches the flesh and the soul awakes, ¢ »

Then - - - " -(684-689)

Here the words end, #nd the Gi sy's viice ‘becomes pure music, no lénger
» 8 Ps) A : , ong
Yo L .Y
dpeech. Thus we areinot, shown beyond this® 1ife. However, the poem
. N . . . . . s .

-

<

]

* has already givef_us a long,s llmpqe. Life proVes"tOfbe a dream, and

-

N

when the flesh dies the soul vz ke into drdth, dnd also from dtdtg

: ; v
But, paradoxically, only by refusing to .let life ' pa"t for a dream"
v ' S \b,
by finding its meaning throush’ 4otal immersion in it, is at, p0°51b7e
g Y ‘ . / . : Lo a
to pass from the feast of the Tlesh to the awakening of the soul. The

86
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#

two are interdependent, and life 1s a gradual progress towards unifi—x”

catioﬁgi So that . the gentle awakening which is described in the passage
og'the deer, and the sun breaking the ice to free the‘frOZen-waters; -

i{s symbolic of, and necessary to,1this final awakening by Death with

& . ' N [y

Y Mhis sunbeam.”" The message, given in "pagan" terms by the Gipsy, is

H

a recurring theme in)Browning's religious monologues which are overtly

Christian in context. ~ : .

i

>
*1 Ce E: The Camparmaﬂ and the'MOun:cain: Two Love Poemé '

i

In the precedlnn section it may be seen that sexual 1magery is

not 81mply 1501ated or decorative, jput 1is 1ntegral to the whole effect

;'3 and meanlng of -the poem. There are two major love poems, one a drama-
2 - . . N

tic lyric, the othercloser to a dramatic monologue but with lyrical

qualities, which use animal and plant imagery in explicitly sensual

. ’ - s ‘U 3 .
contexts, td - convey two diverse attitudes and resolutions to life
N . L : -
¢ 3 -
and love.. "Two In the Campagna" and "By the Fire-side" were both == <

publlshed 1n 18 5 in Men ‘and Women, and are therefore examples of

P o o . ’ . \ .

Browning's consummate control over the shorter poem -in his middle

pericd. The two' poems both Wave imagery which justifie% their.inclu—
4 . !

:éyA in the prccnding two uectlong of thl Cnapter, but thay are 1m—

i . & Lo

A

ﬂorvant enough-to be® °ln€ltd out; e >ﬂpdrate readlnms. g . :
,/ N o .

B : The;most'perfect represeutaxlon "by an 1mape of the failure.

-

of tie Foed moment to become th¢ lnflnl e moment"}occurs in"Two

' 'x’ . . L N . . / . )
In the'Campagna." Vdn S flnlteness and the barrler be1ween °nt101ua—
. . 4 I . ) a .
N t;ﬁgaand realization are epltomlzed Wn the JKPGS’ -

. e K + ¥ - R

° : . i L . ) . . M s



. - - ‘f. . oo T -
- . occurg overtly or indirectly 1in numerous poems, as has already beep

: ] _ ' ) . !
--1 pluck the roze
And love 1t .more thal tonsue can ¢peak--
Then the good minute Yoes.

o~

esented by the imape of plucking a

’

The minute of love, physically rep

" rose, 43 2 silent one, where words cannot, convey the love contained.

. T OO\ - . ; - .-
However, @ barrier 1s sti11] present which makes ithe moment Tieeting
. o _ [

and Nt fulfilling. Wnet .er the barrier is the fault of ‘the woman_or'
N ' L4 *
‘the ma “(whq\isethe speaker) is dif 10u1t to ascertain, Or is the-
s ' . i . S~ I
barrier the ong inherent between thought or feeling and words which
. 5 2 g //#;,//////

' .

~was, ot guch-conecern tothe poet Sordello?
. . . o

The opening of "Two In the Campagna," which puts ws in medias

° 3
»

res, paradoxically succeeds in linking the ‘parts, the images, of the

Lo . '
t .

“poém together, but fails to unite the thoughts of the speaker: T /
. ‘ ~ . X . ‘ LR . ) .

. For me, T touched a thought, T know, ' ‘
Has "tantalized me many times, : '
(Like turns of thread the.spiders throﬁ K
Mocking across our path) for rhymes -~ ‘
To catch at and let go. )

1

-

The image of the spider recalls Whitman's similar image in "A noiseless
. . N , o

. . 36 L _ L ) o ‘
patyentlsplder.VB Erowning's poém,"llﬂe Whitman's, 1s on one level
gbout. poetic process. The vetry process becomes the theme, one which

N . . . : "

. : : \ , \ .
seen. Like the spider's weéb which attaches ante objects in the .
- S : . B SR v

tcampaéna,‘the fhought of* the 1ov§# moves. elusivg}y aﬁd'randomly»ffom

Qone‘poiﬁt‘&o‘tﬁe ne;%; He can ﬁever seefﬁﬁe;wﬁgle ﬁhréad at’dncé,
and7thejsudden.change of mood ‘from'$tanza to éfahza indicdtes how
.diffiéultvhe fiﬂcs it to clothe his thoughts in language,~'1n the |

'“ﬁoeﬁ\itself howe er; a‘pantern of 1mag@ry and rhythm\nad been\:cf

Y
F s

88
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whlch\does create ékunltj of’ 1mage/?ﬁa idea. Sy e E T~
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The speaker, then, is a h1ghly»consc1ous Eersona who is ¢
desperately trylng t0~art1culate a sltuetlon.- He extends the metaphor

of the spider's web over the next two Qtanzas.

Help me to hold 1t' Flrst it left
The 'yellowing fennel, run to seed o :

There, branching from the brickwork's eleft, : &
Some” old tomb's ruin: yonder weed E

Took up the floating weft, - L o

» "

.as the thread, like the mlnd Of the ‘lover, is caught onto by nature's

"\

weeds and man's ruins. (gii? settlng has analogleb with the- one in :
. Y ,

’A"LéVe Among the)Ruins.")™ The focus becomes concentrated on the weed

dtself, .
Where one small orange cup amassed - i
Five beetles,—-bllnd and green they grope o g@
Among the honey-meal: and last, e o
Everywhere on the.grassy slope
I traced it.‘,Hold'it fast!

.
m,‘. » P

<

. ..‘. .

This highly partlcularlzed 1mage shows 1in mlcroscoplc detF'lthe'"thjng

1tse1f N The desire for sensatlon is.a- groplng quest "Aﬁong the honey~

* v -
a e . \

y !

meal," carried out by flve bllnd beetles Sn the female flower thh its

small orange cup.' The 1mage, recelllng the blind beetle of "Slbrandué
Schafnaburgensis,"1mp11es that the lover s quest is bllnd and groping /

.

too. Tt "means" the, 1ntense effort, elther physlcal or loglcal to / S

fo———

[

make the physxcal moment meanlngful The speaker wants

v P v
“

‘"flxed" 50 that he Wlll have tlme to understand the m

kS

the same 1ntense but stream-of—consc1ousness, fashlon. Agalnst the
& :

campegna of'Rome, where "nature has her way w1th hef/"prlmal naked

I7

~forms of flowers;" the sgeaker beglns the arduous task,of deflnlng :5  7A‘J'

a L . ‘
e ] AR o .
. : S [T

w

R



.
.

a setting love should have

where the Icve nas failed. Surely 1n sudh ‘
: ¢ . A
) come upant aneous ]/ and unconscinusly. The poem neems to describe a .
JndU?VIOF 111rofroﬁp9ct so that perhaps like Donne's "The Extasie"
| thorﬂ is the same_ironic interplay between body and soul. Here, . P
e agithough the ceritieal moment is planned for and then seized, by the, .
L B . } \ LN
© - next stanza the men is already asking, "Where does the fault lic?" .
M * L4 K PRy ’ . ' . ' ]
“Unlike the woman of "in a Gondola" who asks that ner lover break down
E . - . .
the partitien wall between them, the woman spoken to in this poem, is
. /0 . ‘ . ) . -
- not "all" toher lover, but rather, "just so much, ro more." The man, ~
I ’ N \ . N 9
. A N e 1 .
y - seeks to drank 'his fill at her soul's springs, but .the unspoken answer R
» . - /
L «comes, | . . . /
Ve v, %, £ w e 8 . ‘ ' ‘ ‘ . !
& . SRR, . , ‘
: (,_5( . & No. I yearn upward, touch you close, ¥ - . y
L - - . ' - Lo il
A, L oa L ”he& gtand away.' I°kiss your cheek, < Y o
p S8 - Gatch your soul's warmth,--T pluck the rose : |
' ) ‘- And love it more than tongue can upeak—— Do i
Lo} - .
v Y Then the good mlnuhe goes.
< v ¢ ) ? ﬁ i : -
. The:b' senf 1mmed1ately beuomed the past the speaker 1is
¥ " .
- ‘alreadwaaﬁ Out of that minute," s he laments;-
¥ . ’ ‘\ . .- . g ¢ ?
oo LA Must I?FO _ ‘ .
Still llke the thlstlc—ball no bar .
’ Onward, whenever light wznds blow, .
. Fixed by no friendly star?t ' - o i '
{ . . oL . o .
. His®self-imapge is of an unrooted, rolling plant, which links with the
image of the groping beetles. He has wanted the woman to be his fixed
. * s
star, >¥Ving direction to his life. In looking exond the present
he has falled to grasp its veryasignificance., The clue to the flaw is
. o 13 . . .

in the imagery which seems to separate soul and sense, an{ in the very

Hel\consciously

articulation of the moment which the speaker attempts.

dwells on self;

immortalize the moment in words.

1t is he who is to Concéptualize the experiy

o



The predicament embodied in the poem is pot unique; if man
n

f o .
wants complete ¥nowledge, unending love, perfect art, he is pound to

disappdintment. He must learn to enjoy the incomplete, imperfect

moments of time. These are recurring variations on a central, theme
throughout Brownipg's poetry. In "Two In the Campagna' the thread of
thought, the spider's thread, is picked up in the last stanza, only
to be lost again:
Just when T ceemed about to learn!
Where is the thread now? Off again!
The old trick! Only I discern--
_ - Infinite passion, and the palin
Yy .- Of finite hearts that yearn.
¥ ' &> :
The thread, the thought, ‘has neither an end nor a logic. In the

- . . 2 d . .
realization of man's situation, the speaker immortalizes the unful-

fillment of his own love in the final two lipes. We are able to com-

\ . S ’
prehend "Infinite passion, and the pain / Of finite hearts that

yearn" because of the pattern of imagery of which these lines are the

Y B
necessary conclusion. An otherwise abstract image is given concrete

meaning through a total reading of the poem.37 \ o

L William.Wﬁitla summarizes the.meaningraf h@wé Tn the Campagna'
| as follows: "The lover strives to hold fast to the iove' that moti-
| vates him, but the baérier of;%he two selves seems to interrupt the
y ihsight,fhat should belshared."38 The lovers share the yearning, but ~\\\\

. the sense of §elfprevents the moment of union. "The love which comes "

'}from incarnational individuality gives all,]gi?es up all, and forgives

\

390 NN o : -
, %11." Whitla means that in perfeqt union of human beings the moment
b?comesleternity, and this union is analogous with the union of human

§
1

'aﬁs divine in the Incarnation. But it is analogous, too, with the
. ¥ _

-

~
o
. .
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/,f ' ' “
oneness of image and 1dea in action of .the gelf is required, and we
i ’

‘are reminded of Hopkins' creative concepts of "sclving" and"individu-
ation."  The rose image represents the nearest. approach to the infinite

moment, “vet it really symbolizes the transience both .of lifeand human

passion. But the other images gfe cither Yooanalytical for love,ac in .

the{beetle "cluster," Or}20 ghstract, as in the "friendly gfariﬁ The
t,oodk moment ‘is oot glvon the physical reulity of 'Tn;lfondola yet
the moment in that poem ended in death. Can the good ﬁoment become
infinite and still allow » continuance of life? "By the Fire-side"
will prov%de another aspect of the answer. _ » .

To approach "By the Fire—éide" it is useful to examine first
an.e%rlier poem, "The Englishman in Italy," in which the same kind of
sexual imagery, usiqg,landscepe and plants ag body; is used abundantly
for the imaéery's o&n effect and to create an atmosphere. The drama-
th sntuatlon and Eersona seem secondary in this poem to the wealth
of lavish imagery. In both poems we move throughlexpaﬁées of Italian
lanﬁscape;'the setting for many of Browhing's poems. The rich detail
of natura&.imagenyaccumuiates to form total pictures and moo§s. In
:“\\\‘"By tﬁe Fire—eide" the imagery is directed, however, while in "The

~. o
E;giisgman in Italy" a sense of rehdomness pervades. TIn both poems
«bﬁ the partiehlerizing in BrOWniog'v‘use of plants and enimels.ﬁaﬁes

the 1mages come to mean somethlng more than themselves, just as in

\.
A3

" the insect imagery mentloned earller

"The Engllshman 1n Italy" is really a love poem directed to-

L4 ;I

wards a,country landscape, rather than to the young Itallan girl who

‘

1sfaddress d ‘the ersona. : drama lies t in character revelsg-
] ed by the p v }ts r .no : : 7 a
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P o . .

tion but in the mood of the Italian countryside at the end of surmer ,
when nature is dry and fruitful and expectant: . Ry

Time for rain! for your long hot drv Autumn

Had net-worked with brown s
The white skin of each grape on the bunches,
¢ Marked Jlike a quail's crown,
{ Fhose crratu1e° you make such account of', .
- Whose heads--speckled white - Sl
Ovor brown like a great spider's bdck ¥ -
As I toll you lact night,--
Your mother bites off ior her suppet. { :.21)
The exp11c1t detail which the popt'o eye sees evokes il the senses; . .
we see, taste,and touch.. Thé poem is seductive on a secondary level;
“ ' . ' . NN
one does begin to feel that the audience (the young girl) governs the -

speaker's choice of such images as,
Red;ripe°as could be, ) e
Pomegranates were chapplng and splitting
In'halves on ‘the tree. . . (22-2k)

Here the fruit is almost per°on1f1ed as it suggests red cheeks or iips..

40 ' '
(Pomegrandtea were a favourite symbolice frult for Browning.) Every—

thlng is rlpened and reedy to be savoured. The next flguratlve .pessage,

3

a, variant of which appears in "Two in the Campagna " is one of

s 4

Brownlng S structural 1mages, with substance, texture, and body to 1t: i

And betw1xt the loose walls of great fllntstone,
Or in thé thick dust

On the path, or straight out of thp rock-side,

v Wherever could thrust s
Some burnt sprig of bold hg?dy rock- -flower
0 Its yellow face up, !

For the prize were great butterflles fighting,

Some five for one cup. (25 32)

These images, rather than revealing the speaker's character as did the .

beetlezweed image in "Two in the Campagna," suggpst nature's abundance

o

and sensuality. The various fruits of harves

9
£
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. vink and grey iollies, your gea-fruil -

. ~You touch the strangse lumps, .
: And mouths gape there, eyes open qﬂj manney ~
Of horns and of humpu e o . . (57-60)

The imnges continue: blood-like Julce which is squeezed from the.érape,
"the love apple,” "pulpy and red,"or the "gourds fried in greet purple
‘slices, / Thatiholout‘of popes " The language and metaphor become
incnensingly ﬁich and censuous, 2nd more clea%ly connotative of the

human body.
: ' -

* . The culmination of the imagery depfhting fruitful and bountiful

nature occurs in these lines:
: y - 9
ﬁnantlme, see the grape bunch they ve brought you:
‘The rain-water s slips
O'er the heavy blue bloom of each d¢lobe

| Which the wasp to your lips

Still follows with fretful persistence:
Nay, taste, while awake,
This half of 'a curd-white smooth cheese-~ball
That peels flake by flake,
Like an onion, each smoother and whiter
Next,‘51p this weak wine
From the thin green glass flask, with- 1ts stopper,
. A leaf of the vine; . .
And end with the prickly- pear’s red flesh
That leaves thro' its juice ’
The stony black seeds on your pearl-qeeth (101-115)"2

t‘;’
(Although the 51gn1f1cance of thls feast does not extend beyond the
moment , 1t is preparatlon for the imagery of food whlch runs a pattern
through The Rlng and the Book. ) 'Phe love offerlng (although the

y

personae’ are not so deeply or clearly presented) is as seductive as

the midnight feast of "The Eve of St. Agnes," ewen if Browning‘s set-

t1ng is in brlght Itallan sunllght In symbollc terms a feast from

nature .particularized w1th such bodily attr1butes as "red flesh" and
"eurd-white smooth" (as Qk%n) obV1ously afflrms, and identifies as one,

the sensual appeal of mar and nature. There is a variation, too,tef'

~—

9k

\
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the bee-flower image cluster, in the image of the wasp which follows

e, \

the grape's "globe" to the young girl's lips. When she eats the

]

grapesAit is a much more erotic,act than when her mother does (see.
lines thirteen to tﬁenty-one, quoted above). |

Suddenly, at the height of the sexual imagery, to climax and
dispel the tension, the stord o;eaks!

Scirocco is loose! ’ 7

Hark, the quick whlstllng pelt of the olives .
Whlch thick in one s track, - \

Tempt the stranger to pick up and bite them, '
Tho' not yet half black!

How the o0ld twisted olive trunks shudder,

. The medlars let fall _

Their hard fruit, and the brittle great fig-trees’
Snap off, flgs and all,

/ For here comes the whole of the tempest' (116-125)

The poet has taken us from the close contemplat}on of a girl eatlng
* ] L4

grapes to the broader scene of nature! s bounty and force. Now he
recalls the feast ;magery on a lower, but still explicit, level. We

come, now, . 4 .
) . to feast on the myrtles -
That offered, each side, o
Their fruit-balls, black, glossy~and luscious,-—
Or strip from fhe sorbs - S
A treasure, ‘or., rosy and wondrous, C ~ s
‘Those hairy gold orbs! (l36-1h0) a

The wooing 1s obllquely conducted in the male-female 1mages of summer,—

-
" and f}ultlon The endlng of "The Engllshman in Italy" is parallél»ey

‘to 51m11ar passages 1n "By the Flre-51de," to whlch we now: turn
Some of the most effectlve and dellberate passages of sexual

imagery 1nvav1ng plants and . landscape 0ccur in "By thel Flre—51de.

Their use, in the dramatlc frameﬁbrk of the poem, makes 1t one of

Ni
€ s

iBrownlng s most 1mportant expre851ons of the good moment merglng w1th.-‘
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. .

- the infinite moment. Like so many of Browning's poems more overtly

/ . .0 . . ‘ '
about~poetlc process, this poem too makes 1ts measage out of process,

L T

out of the 1mage patterns themselves. In a sense, oﬁe could say that

¥
i .

" "The Engllshman in Italy" contained its statement in its 1mage patt-

eyns; the love for that country is ' manifest in and’explalned by the
Ttalian richness of landscape. -The emphasis ,on the particular,
whether a fruit, or a pearly tooth, is again the poet's way .of aealing’

with infinite variety. But.Browning does more- thanre create a sSensual

&

and erotlc landscape in" "By the Flre 51de", he recalls a crucial

moment of his persona s ex1stenCe, a'moment.which in part at least is

symbolic of a similar’transforming'moment:in his own life. Thus, in

this poem ZBrownlng comes near to ach1ev1ng theperfect union of
dramatlc moment, characterization land 1magerys_3

e

What ‘is the context for'the passages which we want to examine

—‘

in detail? - The narrator 1mag1nes hlmself in his 1life's autumn (still

°

“to. come) recalllng the moment which gé&e meanlng to all his life. (As

the poem beglns, this moment is in the very immediate past, and

" Browning dlsplays his skllful use of time and the sense of regre3510n )

i

The man wlll take a jourpey of ‘the mlnd into the past and as time

‘future and tlme‘pastAbecome time present, the imagined journey will

“become a conscious quest‘fof that one moment which focusses the paét,

: : ‘ . . . o
gives meaning to the'present and orders the future. The landscape
. .y
whlch the narrator recalls evokes the psychologlcal and phy31cal mom~

3 -

ent of perfect union. From the v1stas of Italy, that "woman-country
'\

wooed and loved;by earth 8 male—lands;' wlth the tower,'mlll, and

iron forge, and the ruined chapel'in'the'distancev(all_veétigesjof

RS
)
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civilization) the panorama narrows suddenly until, "A turn, and we

stand in the heart of things." Everything becomes immediate, crowd-

ing in on the man and woman. The thread of trickling water functions

.more effectively for these personae, as a link between discondected
thoughts, than does thg spider's wehlofr"Two In the Campagna."
The path which must be taken.ih "By the Fire-sideﬁ is & narrow
" one between the gorge and the''straight-up rock," and is kept,

. By boulder-stones where lichens mock o
The marks on a moth, and smell ferns fit
Their teeth to the polished block.” (148-50) ‘
. AN
The path bears a resemblance to the path into an even wilder iandscape
. AN . ) ‘
in "The Englishman in Italy":
. ) v
Though the wild path grew wilder each instant,
- . And place was e 'en grudged
. 'Mid the rock-chasms and piles of loose stonds
Like loose broken teeth L
Of some monster which climbed there to die
From the ocean beneath--
Place was grudged to the silver-grey fume-weed
That clung to the path, ‘
And dark rosemary ever a-dying. . . . (151-159)

&

And the landscapes of both poems, in their grotesdueness as well as .

their beauty, also have echoes in passages from "Karshish"-ahd "Childe;

Roland." Brownlng uses. gexual 1magery of plants along the paths with

great dellberatlon. In the most str1k1ng passages, anlmals, plants,

n

- and rocks all 1nterchange features and afe transformatlons of one

another as wellvas of the human body

e Mov1ng closer to the heart of “the poem then, 1n the central

1maglst1c passage we flnd parallels w1th 1magery noted from other poems*’

Oh the sense of the yellow mountaln-flowers,
. And thorny balls, each: three in one,’
" The chestnuts throw on our path in showers:
For the drop of the woodland fruit's begun
! .~ These early November hours, '

7

97



_That crimson the creeper's leat acros
Like a splash of bigod, intense, abrupt

O'er a shleld else gold from rlm to boss,

. And lay 1t for show on the fairy-cupped

Elf—needled mat of moss, . - S

By the rose-flesh muvhrOOma, undivulged
last evening--nay, in to-day's Tirst dew

Yon suddﬂn coral nipple bulged, T/ ‘ .
Where = freaked fawn—coloured flaky crew

or toadstool peep, indulged. (51-65)

The imeges flow out ih a contdnuous line, for there is no: break througHL

out the three stanzas. However rich and complex the imagery and syntax,
. : Y ) . ’

there is noné of the obscurity for which Browning was often criticized.
‘ : A '

The pdetry is, rather, extremely"pérticulafized; and the natural des-

. criptions are so acute as to mean something about the speaker's life. .

-
-

In his eyes, then, the approaching monent of f&lfillment is mgtéhed by
the 1andscape which is sensual, f?uitful,’and violent. Here,.too,‘is.
a culminatioh of ﬁhe variocus natural images and landscapes, particular-
ly sexual, that Have bgen referred to préviously. The same éenseiof
life which the Duchess escaped.to find; and wvhich characterizes the
setting'of "Phe Englishman in Ttaly" works specifically here to bf;ng
about fhéxnément of love. The fruition of éutuhn, occurring‘élmost |
ofernight, lays itself out before the eyes the imggesisuggest h‘wgman's
body}éhowihgritéélf natﬁrally'and in a state of expeétaﬁcy. ‘ | |
The_khoﬁledgé that the/éerfeét mbment‘ig imminent comes - for
‘thg mén and woman, as they;créss the bridge éftefihaﬁiné exaﬁin@é the
'bhaﬁelg with»its'primiti;é frééco depiéting hﬁéhn in;the.Deserﬁ": “

/. N .o : ¢

Oh moment, one and 1nf1n1te. -
The water slips o'er stock and stone, e

The West is tender, hardly bright:

" How grey at once is the evening grown--

One star; the chrysolite!  (181-185)

v\\ ,_. ~'f; E }: - m  lt.'.: ; |  1
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-and woman must be wholly conscious of the moment. The man could not

€

In the midst of the silent woods where. other scenes have been enacted
occurs the infinitesimal,infinite moment, which, if taken will prove

) . . b . . '
life, if lost will be lost forever. : It means. the difference be-

iftweenfconténtment and bliss, being friends and being lovers. Both man

-

touch the "last leaf," he tells us, for it must fall of its own wccord.

A}

The moment cannot be forced, but rather, the 51lent speaking word
removes the bmrrler of .the "flcshly ,creen" coming between lovers s

5 v ¢

in "The Last Ride Together' ﬁand"TwolIn the Campagna." ‘Leaving «

leaf (of restraint) to fall of its own accord is quite different}from-
pIuckihg_the rose, seiéingtthe good'moment (eee Stanza XLI).
Yet ultimately a,sense.Of irony oervades this poem, "t00. .'"The

l\ A ! '
1mmorta11ty ofthe moment is 1n part dependent on the memory of the two

concerned and on the man's artlculatlon ‘of what the moment has meant

‘1mmortdl1ze the good moment as did the lover of "In a Gondola ")

' Is
and will mean in years to .come. He was silent when 1t mattered and. ;/

re~createsthe moment now, rather’ than analy21np it as dld the epeaker

-

of "Two In the Campagna. (Nor does he have to die, dramatically, to

\\\ . . N
o
D)

Also the man and woman in "By the Fire- slde" dlsplay greater loss of

self and lack of self-cons01ousneqs than the Eeroonae of the other

L2 . -2

‘poems. The dramatlc 51tuat10n coupled w1th the v1brdnt sexual 1magery

¥

AR}

'whlch is the "landmark" of that good moment makesthls poem most nearly

0w 7

a reallzatlon of fulfllled love
Wllllam Whltla calls the event in "By the lee-81de" the
perfect 1ntegratlon of ‘the gOod minute," the llfe of s1gn1f1cant love

whlch has become for th\/speaker h1s mode of knowledge,’ motlvating-’

3

.6‘
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llng of man and nature and the effect nature can have on man, is a

N ) ' . h)

A . I ' . . .
his aetlona and ennobling his being. ln a physical sense, and in time,

"~ the moment isTonly a moment, for 1mmed1ately afterwardu the feellng of

suspension and of unity with nature disappears: v
" A moment after, and.hands unseen | B
Were hanging the night around us faot
But we knew that a bar was broken between-

Co .- Life and. life; we were mixed . -at last 7,jA a
- In spite of the mortal ccreen : (231 235) g4

N

LN
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,The Pounle are\stlll separated phySJLally, but there 1s no lonper a »,'

barrler between the1r souls ThlS union of souls, however waa f1r° ER

>

dependent on thelr recognltlon of body 1n nature and 1ih, themselves.-ﬂ
For Brownlng feels that the eoul is consc1ougneos attalned through the

body, and that such consclouqnes ~would be even more itcevuary’fof the:
unioen of- two - people AN ;' )

-

For a moment then the vlnflnlte pa351on" has_been recognlzed:
- The" forests had done it there they stood
¥ N 1 caught for a roment -the powers at” play;
' They had mingled us so, for once.and good,, T
Their work was done——we might go or stav,
e They relapsed to thelr an01ent mood . a<Jb—Luu)

Thl" stanza, because it shows the fe331b111ty for the ultlmate 1nterm1ng—

/‘ L

:key to more than thls one poem._ We have learned that the worlds of man . .

1

:=fjand nature do sometlmes meet 1ntersect and become part of one another,

et

mbeven as do ‘the two human belngs 1n the landscape..

-'descrlptlon of the forests 1s paralleled 1n "The Engllshman in. Italy"

ﬂThe anthropomorphlc »

g ,-~-

A

- where the mountalns COntrlbute to the sense of unlty : i}‘ o 3;-G

S e 5 . ,
R ’Oh those mountalns, thelr 1nf1n1te movement'f

"? B ‘. SRR Still moving with you; "

For, ever some. néw head and: breast of them»

- ‘Thrusts. into view

.' " To observe the iptruder; you seexlt DA
S If qu1ckly thex escape you SUrprlse them. (lBl—l??)_‘

P ;,.’.*:

3
4 ame

>

o
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Tet the mountains are more threcatening and removad from the speaker

Y

.\ .

than are the forests in "By the Fire-side": ‘they ‘are like''the mou .
’ ) s .v" ‘ . v » ._ . ‘ ' N -
tains which threaten the protagopist,of "Childe Roland."™ 1In all ’

Kl

-
-~

three poéms the sense of a living cantinuum, instingt with energy, is
retained.
- T’he ability of the man ,and woman to act, silently and without

‘gelf-cansciousness, vt the propitious moment, has made it infinite in

itz Influence on the remainder of their lives, for "a soul declares
itself . . . by',;ts fru1t’ the thing it does." 5 Geoffrey Hartman -

re’ “es the moment to the artlatlc form in Browning's poetry by

2

say i (referring'also to HOpkins),

- eticr or not the religious cause ig fundamental, each poet intro-
2§ a nevw den81tyof diction and strdcture into the lyric. Browning
51t prlmarllv by the dramatlc method, by speaking through charac-~

ters Caught in a moment which is the’ equlvalent of thﬁ6iru1tful or //.-

haracterlstlc‘moment prescribed for the visual.arts. -, . .
: . VU T N : .o »
 Within the- pcem the fruitful or infinite moment is achieved through the

unity‘of imagery and thought. It is the momeht of ~atonement or
incernetion which_parallelsetﬁe‘oneness of the two'traVellers through‘

. the Italian iandseape.

F: : God in Nature: Imagery in the Religious Monologues.
In: the relngous monologues whlch llke "Fra LlppO L1pp1 and
- , G ,
"Andqya del Sarto," have more fully developed arguments the same
‘i Lo iy PR ..‘ \a

"3§1mage patterns functlon as 1n the shorter poems.; They suppoft the

-

’ central themes, but also ex1st as 1mages too——that 19, they contaln B w

leea 1n 1mage, as Pound would say .

g ‘Ir_l‘"Saul,'.' "An"vEpistle ;f . of Karshish," "Cleon," and '
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"Caliban Upon Setebos," Browning presents four diverse but not'uncom—
N, o )

plementary</pews of God's role 1n creatlng man and the unlverse, and,
-}

in the. flrst three, the embodlment of God in Chrlst in the Incarnatlon. ‘{
. The natural 1magery in these poems is as approprlate to each persona, v

in gpantlty, type, and partlcular empha31s, as in any other of Brownlng s o

R ¥
poems from this perlod One sees the beast in man abstracted and ﬁi&

.’

: transcended in "Saul " reCOgnlzed and nearly admitted in "Karshish,"
P

totalIy sublimated in "Cleon,' and wallowed 1n, in "Callban Upon = ®o-
~ : "

. ] Setebos.%' The ablllty, or lack of it, to see one's real self, seems FLEES

'.' 4 ) . h . ) v

to be closely ﬁllgned w1th the ablllty to recognlze God!s: love.‘7 5 .

.

Imagery in "Saul"lls malnly mood—1nduc1ng, untll the cruc1a1

. )

stanza in whlch an eplphany occurs and nature mlrrors the prophecy of -

o s
Da id - that Love enters creatlon Wlth Chrlst' "new law. The 1mages

.

do not stand 1ndepend£nt1y as do the more sparlng flgures of speech
1

in the other rellglous monologues. However thls part-narratlve,

part-sollloquy, 1nfluenced by Chrlstopher Smart as well as the Bible,

-

» . “

is worth examlnlng for 1ts treatment of nature and the Incarnatlon,

o and as a hymn to all creatlon.b S, R e A PR LT
Dav1d, whb he&omes more central to the poem than Saul, is

descrlbed by Abner 1n 1magery whlch is nearly PreéRaphaellte
] e "Yet now my heart leaps, 0 beloved' God' T *;v'/i"
: \fj~e'ch11d with his dew ' ‘ T
0¥ +"On thy - gracious gold hair, and those 1111es stlll ST
- living and blite ,
o : - "Just broken to twine round thy harp-strlngs as
e AR if no wild heat - K e
E . "Were now raglng to torture tﬁe desert'" (ll-lh) ST e
We can see the wasteland theme of the poem, w1th 1ts desert and 1ts |
q K ‘o T
o slck klng, although 1t is not fully developed. The poem 1s ostensxh&y
) ,_\,:_ .‘

’ -
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about Saul, but it -is David who is the ‘active one in the drama,

especially in the second half. In the secpiop first written, there

/ lo a partially understood interplay between the king and the shepherd

» boy who tries to arouse Saul with music and temptlng words f?he king, ;
in his passive agohﬁ; is first 5een as a "kihg-serpent," hanging on
his tent—pole in a p031t10n of cruc1f1x1on, awaltlnghhls dellverance

aq the spr;ng. At a latercﬁuncture in the poem,’Saul is shown partly
- ) .

risen out of hisllethargy, out of his‘brute state, and it is David‘who‘

is in the passive position:
Thén first I was 'ware . "
_That he sat, as T say, with my head just gbove
‘ hlé-vast knees - -
o Which were thrust out zﬁ‘EEEE—EEE;—;hound me, , ) \
< : o like oak-roots which please : ' :
To encircle a lamb when it slumbers. (222-225)

§ A ,
- THe imagery here prefigures Christian symbolism of the lamb of God. 9

L f The nine stanzas which open "Saul" werewritten for Dramatic

T,

cRomances and Lyrics, publlshed in 1845, They have a richness and abun-

.

- dance of natural imagery, because they in large part are descrlptlons

.

s w7

(noﬁ in monologueiform) of %he SoRgs Dav1d played and sang for‘the aglng
v ’ « m

king. David enjoys an almost hedonistic affinity:witl nature, as the
. follawing ljnes illustrate: . , - . S
» Oh,. the- 'wild joys of 11v1ng the leaping
. - — from ro¢k up to. rock -
' The strong rending of boughs from the fir-tree, the

P cool silver shock - ”\ .
. - Of the plunge in a pool's living water the
v hunt of the bear -
," ” And the sultrlness show1ng the lion is couched in
B h;s la1r. .
- , P R T T T SR TSR ST Y
’ e .. How good is man's life, the mere 11v1ng! how fit
~ E ~ to emmploy .
o , TR All the heart: and the soul and the senses
) B T forever in pr. (T70-79) °

;) Dav1d s1ngs of thepurelx’lnstlnctuai and sensual pleasures here.

. -

[ S v L ° . LI . .



These stanzas of natural description bear a similarity to the‘passages

~

ddscribing landscape which were quoted from "The Englishman in Italy."
Both poemi\have no fully d@GeIOped dramatic structure, although there

is drama in the very images themselves, and in the joy in life they

3

s~

convey .

‘Althgugh the rhythm remains the same in the part of "Saul"
e
added for publication in Men and Women (1855), the structure becomes*

~

much more argumentative.as David rhetorically develops "proofs" for

the existence of God: o -

Do I task any faculty hlghest to 1mage success?' .
I but open my eyes,--and perfectlon no more
and no less,
In the kind T imagined, full-fronts me, and God
K is seen God ’ '
Tn the star, in the stone, in the flesh, in the soul and
the clod. - (247-250) ‘

David arrives at his perception of God's perfection without the intern-

al struggle of some of Browning's more fully developed personae. God's

design is seen in everything, from the humblest finite object, to the

éoulhitsélf. .

What finally gives David his clinching argument is his sudden
vision of-a God whogproves He is aiso All-Loving by becoming mortal.
This prophecy,of the Incarnation is believable if we take its concep-
tlon to be Browning's at this stage of his life, but perhaps 1t is

too complex to come from the shepherd-poet. David, who' is neither a

sceptical scientist.like Karshish, nor a cultured rationalist;li&g

H
4

Cleon, is the most likely of the three, Jowever, to have such a vision

- . 2 i O 1 . . ‘
and to accept 1t with no doq%&gs5 e language he uses 1s,6still
sénsual, and his proof is the proof of the senses, of the Word

.‘ ‘f} . T ’

———

IENEN

10L



3 105

éctuélly made flesh:

'"T is the weakness in strength, that I cry for!
: ,my flesh that 1 seek
4 : In the Godhead! 1T seek and I find it. O Saul,
it shall be
A Face like my face that receives thee; a Man
like to me, » s
Thou shalt lébve and be loved by, for ever:
A Hand like this hand :
Shall throw open the gates of new llff to thee!
See the Christ stand! (308-312)

Hereythen, 1is the completion in an infinite moment, Incarnation, of
man's perfect animal sta%e, the answer to the divisionﬁgétween body
and soul. David alﬁost wills this revelation as he sees it aé the
psychological answer to Saul's dilemma. For Browning, the Word embod-
ied ip Christ 1is Lg{e,-wi@h its_implications of grace, forgiveness, .a
new innocence after a terrible experience, immortality in the body.
The ne% life which will be Saul's if this gift is given is the equi-.
Valen£ of the life-force, Eros,[ééking,qver from the now dominant
death-wish. Death.and night will give wai\to life ggd "dayspriqg,"
and ‘Saul wifﬁ}be bid awake "Frém the dream, thé probation, the prelude"
(281)- into eternal life, both after deafh and in this world. Al-

thoughlmore explicitly Christian, the message is much like that of”’
\ : ’
the 0ld °Gipsy in "The Flight. of the Duchess."

The sudden knowledge which comes intuitively to David that God
will bring love to_earth thrqugh Christ produceg a kind of vertigo, as

if “the world were turning at the point of commitment, of total self-
. \:

immersion. “In the final stanza there is a return to the live imagery

of the earlier sections, together with a\return to greater symbolic

%uggestiveness; The beasts and bisz are all étjff with terrg} and

[

ave, yet thegmoment is also one &f ecstasy:
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(‘ In the ohudderlng forests' held breath; in the

sudden wind-thrills; y

Tn the startled wild beasts that bore off each with
eye sidling still

Though averted with wonder and dread; in the .
birds stiff and chill - : B

That rose heavily, as I approached them, made
stupid with awb:

E'en the serpent that glid away 511ent,—-he felt the
-new law.

The same stared in the white humld faces upturned
by the flowers;

The same worked in the heart of the cedar ,and
moved.the vine-bowers:

‘And the little brooks w1tne981ng murmured, persistent

and low, .
With their obstinate, all but hushed voices--"E'en so,
it is so!" (327-335) {

At éﬁ epiphanic moment created by human love and oneness in "By the °
Fire-side" there.was a sinilar stillness and timeléssness in the

. forest before the moment passed, This treatment of nature is not
simply a use bf,pathetic fallacy, however: Browning believes strongly
that nature is nore than an’extension of man's feelings,Aand actually
may contribute to brlng about those VErynfeellngs - This is evident in
Childe Roland," for example, even though the protagonlst prOJects

. much of himself 1nto the landscape. Here the serpent recalls us to -

e description of Saul as "klng-serpent " waiting for dellverance in
the Sprlng. The serpent, often associated Wlth~eV1l and knbwledge, in

. tH@s case is more closely linked with heallngt Indeed, in "Artemis /.
Prologizes" Browning has Art;mls greet Asclepios, the healer, as //

. "Divine presenter of the healingvrod / Thy sneke, with ardent‘throat

) and lulling eye, / Twines his lithe spires around'" (113-116) Saul

is only partly resurrected ~we 'do not see the effect of the new

“law” on him, His body must be rejuvenated,rid dfits 0ld skin, and

simultaneously his soul will be reborn. 'If he chooses life over
N , .
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. death with his heart then his body will heal . and he will be allve to
physical sensatlon. So that body and soul again emerge as inseparable.
The poem ende, however, with -the quiet revelatioh ofDayld's God ofLove.<52

The“progressioq in time between "Saul" and "An Epistle. . . of

Karehish" creates a completely new pointcof view. The David of the

.poem creatles his mystic vision with unekpleined foresight, but

Kafshieh writegs after the eévent, the\Incarnation, which David has
foretold. The manipu}ation of time is more complex in the second

. . . » . s
poem, for time 1s-regressive and the event is not viewed directly,

elther thrpugh personal eXperlence or vision. Karshish hears, in his

4

- foreign journeyings in the pursuit of medlcal knowledge, of the

supposed rdising of Lazarus from the deéd..;He also meets Lazarus in .

person and asks a scientist's questions of him. However, he learns

only by hearsay of the strange man who has given Léza;us“his second

-

life. Karshish retells his.experiencgs to Abib, hiS’mae%eg, and

we in turn read the eplstle/poem. This makes the reader fifth iﬁ\\\\
line to hear of the "fact." Art in such clrcumstances 1ndeed must

tell the truth obliqueiy. Each retelling has. changed the tale some-

[y

what, and certainly Karshish's'letter reveals the language and per-

. /
spective of & questloning, but open-mlnded man of sc1ence.

Imagery of the body naturally fllls KarsHTﬁh s eplstle as he

e -

expresses a fasc1nat10n/’/;h the phy51ca1 side of man--and nature.

- 4

When he comes to reveal the heart of the matter he blushes to confess
? / w'«
"What set me off a-wrltlng flrst\\f all / An itch I had, a stlng to

write, a tang'" (66-67).  There are frequent allu51ons to the flesh,
'~ such as "man's flesﬁ"\and "As saffrén fingeth flesh, blbod, bones and
111" (106)..for Karshish is a doctor whom we expect to couch his

n“'
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tale inmedical terms. - Before Lazarusv;p mentioned, Karshishdrops
many clues‘that‘somethiﬁg is tfoubling him beyond cures for scalp- \
disease and leprosy. He betrays himself by over-speaking, and later

by protesting too much. Oneé of his cures for "falling-sickhess",is

given in the following "prescription:

. there's a spider here 200 .
Weaves no web, watches on the ledge of tombs, | E
Sprinkled with mottles on.an ash-grey hack; ' y s
Take five and drop them . . . but who knows his mind, .
The Syrian runagate I trust this tQ?' (L5-49)

Here he breaks off, protestlng that the cure 1s secret.“ Yet the

' &
image of the'splder watcher of tombs, suggests that somethlng more y

. than a cure is 1nvolve§. (We,-of course, .examined this image in the

section on spiders, above.) ILazarus will rise from the tomb,:and;ﬁis_
"thread" with the surface reality of this world will have been broken.

In his journeying towards Jerusalem Karshish receivee an omen
or portent in the threat to his own life by a lynx. “As poftrayed,ithe
1lynx symbolizes the potential for lust and hestructipn in the animal

man as well: f‘ _ i 7
' ' ‘ D . - ,
A black lynx snarled and pricked a tufted ear;
K . Lust of my blood inflamed his yellow balls:
: ' I cried and threw my staff and he,naﬁ gone. (29-31)

This 1mage has far greater dramatlc and psychologlcal 81gn1f1cance than

"the lion . .couched in his lalr" descrlbed 1n "Saul." Park Honan

)

'1n hlS study'of Brownlng s characters, 1nterprets these llnes as follows.

Karéhlsh relates that' he has defeated the lynx in qulck combat, crylng
. and throwing his stick; the lynx has met its equal, for its own "lust"
“.and "yellow balls'] :fymboiically reflect the passionate int ensity of
,Karshlsh hlmself. . o ¢ v '

Karshlsh 1ndeed recognizes the anlmal in hlmself the 1mageny ‘and

d1ct10n is dellberately sexual in connotatlon and the dlfflcult
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consonant sounds connote the frustration of thé énimal’s potential.

s

But T would emphasize the threat the lynx offers to K&rshish, and the

fear with which the physician reacts. This becomeé doubly meaningful
| v

]

When he also disperses, mentally, the threat of God embodled on earth
which the presence of Lazarus' bogdy brought back to 11fe by Chrlst
seems to mean. Ironically, the man of med{cine whosé languege is of
the flesh fears the unknown powers of the body.5 ’ N : L
| Karshish comes face to face with the reborn Lazarus in a '(5/
3
surrealist setting, where the mottled spider's back is metamorphosed * B
‘intolthe moon's fa?é: |
| I met him thus--
I crossed a ridge of short sharp broken hllls
Like an old lion's teeth. Out there came -
A moon made like a face with® certain spots
Multiform, maﬁlfold and menacing. . . . (290-29k)
'In addition to the anthropomorphlc qualities of the landscape, ("1maged"
similarly in "The Engllshman in Italy") the mena01ng wild .animal of
Karshish's prev1ous encounter is recalled to h1m b& the appearance of
the hills. S1m11ar 1mages are used w1th even greater psychological
‘force ln‘”Chllde Roland." But they are equally approprlate to Lazarus,' .
that flgure who has seen the 1nf1n1te and.who is forever halfway be-
tween life and death. In terms of Browning’s philosophy it is 51gn15‘
ficent that he chooses Karshish as'his-ﬁersona and not Lazarus. '
, Lazarus has seen and can only be silent about his perfect knowledge,

55
the Absolute.the ‘Perfect cannot be- commumcated Nor cen he any

longer look at life from this. side of ‘the grave. He is able to .see

~ e

ythe dlfference between whet is real and important and'what is unreal

and of passing significance,

-'Karehish; by contrast, has the exploring, doubting mind which ,;
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sees truth in fregments, in parts of the whole. He doubts the Nazarene,
the "learned leech" who- cured Lazarus, and he calls Lazarus "mad" and
a "beast." Yet, doubting his own doubts, he sees that Lazarus' ‘tale
may not qualify him as erazy and apathetic:

. Contrariwise, he loves both old and young, ’
Able and weak, affects the very brutes
And birds--how say I?flowers of the field--
As a wise workman recognizes tools
R In a master's workshop, loving what they make
: (227 231)
. N |
Karshlsh flnally admlts, apologetlcallv to, Ablb (and himself) that,
3 This man so cured, regards the curer, then,
As-~God forgive me! who but God himself,
. Creator and sustainer of the world
‘That came and dwelt in flesh on it awhile! (267—270)
Karshish's Slmple and‘homely description of the Incarnation is more
® o . c
dramatically true to his character than David's vision is to his. The
. . . . a.
physipianbbredks off these speculations to-ask, - PR .
o A - ‘ N p', . . 1 .
Why write of trivial matters, things of price
Calling at every moment for remark?
I noticed on the margin of a pool
Blue-flowering borage, the Aleppo sort,
Aboundeth, very nitrous. It is strange'(278 282)
~ The scientific analysis'of'a'floWef'is not strange; what is strange to
Karshlsh is the thought always present in his mind, pf Lazarus who 3
seems to enter into the "flowers of the fleld." Karshlsh is deliber-
ately amblguous atthis Juncture. It is only in the next to. last see— E 'g
tloghof the- letter that Karshlsh describes hls strange meetlng w1th

°

R Lazarus then begspardon for wastlng Ablb 8 tlme. Yet,a pestscr;pt,

'_gnbldden, Lgpttached_to the letter, revealing Karshish'spersonal need

*

» : .
e to believe:



The very God! think, Abib; dost thou think?
So, the All-Great, were the All-Loving too--
So, through the thunder comes a human voice

*  Saying, "O heart I made, & heart beats here!
Face, my hands fashioned, see it in myself'
Thou hast no power nor mayst conceive of mine,
But love I gave thee, with myself to love,
And thou must love me who have died for thee!
The madman saith He said so: 1t is strange..

(304-312)

'

Karehish's'"vision" makes the Word of God sound very much’like-ﬁhe
physician's own language. Again, as in "Saul," the emphasis is on
God's fleshl& presence, on hands, hedrt, and face. |

Karshish, in the first century A. D., has doubts like those‘/
of Brownlng 5 contemporarles in the nineteenth century. He examines
these doubts in concrete terms, and expresses through his imagery part
of the truth he begins to resdlve, still incomplete at this time. The
confebt-of an "All-Loving" God who is made incarnate on earth is of
fourse centrél to Browning's religious imagination, and therefore it ’
_is a recurrent theme in'his.poetry.57' But he allows each ﬁersona to
express his understanding of such an event in his own terms, fre~
quently, as with Karshlsh the. character s physical, knowledge of the
nworld and nature prov1des a support for hlS growing splrltual know-
ledge; lee Brownlng Wlth hlS "0ld Yéllow Book," Karshish: *akes a .
moment in tlme and refocusses 1t re—creates it for hlmself The

moment llke the Incarnatlon makes an 1rrevocable change in Karshlsh s
ll\\h~“

life: thls is- understood by the postscr1pt, in splte of the prev1ous

'of. the eplstle is. multlplled an 1nf1n1te -
number of tlmes ln our readlngs of the poem, it would have to be
'_relived in. Karshlsh s, llfe; oo, to hold its 1nten51ty Because he
‘1s of t 1s morld he is able to embody the message 1n a- communicable=

language and paptern of 1maéery.
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" complacency, whiéh Sordello;and‘Andrea'del Sarto each in his way

“failed.tofdo.b He is a sort of god hlmself as he explalns, :

112 ,

Karshish, the Arab physician, gives place toxleon, the cul-
tivated Greek, 1living amidst the decline of Greek creativity, who
unconsciously contrasts his own philosophic position with the teachings

of St. Papl. He is a little further removed from first-hand contact

with the historical Christ, and certainly more detached from the event

J

_of Incarnation. Nevertheless, in spite of his sophistr&, he represénts

the need and readiness of a dying culture for Christianity. Cleon is

a poet too, and his images and other figurative devices are much more e

sophisticated and extensive than those of Karshish, though not cor-

s
s

' - 1 - b -
respondingly more effective. There are fewer direct natural images,

but some passages which evoke analogies fram nature are central to’

+the largument. ‘ 7 o —

] A. W. Crawford has evaluated "Cleon" in the following way:
] . ' v

,..._

" By brlnglng hleflmaglnary Cleon in contact with the new doctrine of

Chr13t;an1ty, Browning is enabled to put the Greek view of the world f
and af | man that regarded all as finite, in contrasg with t5§
Chrlstlan view that looks upon man as an immortal Splrlt.

Perfect;on in life begins Qo look ‘barren to Cleon at the end of,hls';v

era, though he comes "from the sprlnkled 1sles, / Lily on llly, tﬁd%
WY

o] erlace the&ea, /And 1augh their. prlde when the llght wave llsps ; *=ggi?jv

L\. vh

fGreece '",(1-3)" At one level he ha° achleved the perfectlon w1th o

gt

"I, Cleon _have: effécted all those thlngs
,Thou wonderlngly dost enumerate.
That epos on thy hundred plates of . gold
Is mlne,--and also mine the little -chant,
v So' sure-to rise from every flshlng—bark :
e ""When llghts at prov, ‘the seamen haul thelr ned. (hS 50)

’

‘He has made an 1mage or statue of Apollo he.knows the "true pro- \

portlons of a man and has also wrltten "thiee books on the soul." v

'-.

- SR ' - : ' R o .
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He is master of anything that is cultivated andcivilized.

e -
-

But Cleon

is too much the aesthete who does not recognize the barbarian hovering

beneath the surface.

contrast to the'"vhole man of the heroic age."

He does recognize his narrow specialization in

Yet, rationalizes

‘Cleon, the individual and perfect parts are each necessary to, make up

a whole, so our greater skill is a fact.

unless to grow?" we cry out in our relative position. .

4"Why stay we on the earth

The cry is a

nineteenth~century one, as much as it is a character’of Greek civili-

zation. Cleonvhas written & poem about this problem too:

Al

UCleon reveals that he dreams of somethlng more ‘than th1s mortal llfe,

\

Lohg since, I imaged, wrote the fiction out,
That he [Zeus] or other god descended here
And, once for all, showed" 51multaneously

What, in its nature, never can be shown,

Piecem or in succe581on,—-showed I say,
The worth both absolute and relative :
Of all his children from the birth of tvime,

‘His. 1nstruments for all app01nted wark. (115-122)

- some absolute knowledge of the worth of: 1nd1v1dual man.‘

Cleon now develops a natural analogy to 1llustrate the pro—_

gress’of Pl 91cal ‘life: o - - . d.',," S f‘ ~p ,'

- The grapes whlch dye: thy wine are richer far‘
- Through culture, than the wild wealth of the rock

The suave plum than the savage-tasted drupey

“The pastured honey-bee drops choicer sweet;

.. The flowers turn double, and the leaves turn flowers *

»Are ve to say ‘that the soul has deterlorated 1n dlrect proportlon to’l

(130-13h)

rphy31cal 1mprovement? Rather he, Cleon, 1s able to run all .the souls

'of hls artlstlc forebears 1nto one soul

Say, is 1t nothlng that I know them all?

' The wild flower was the larger; I have dashed

f,Rose—blood upon its petals, pricked its cup's
- Honey with wlne, end driven-its seed to fruit,

And show & better flower if not so large:

T stand myself. (1h6-151)

7.

1

1
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heart of his argument phllosophlcally

. R g .

‘The flower metaphor conwéys, with 1ts blood-red petals fllled w1th

wine for their nectar,,the essence of the n1neteenth—century aesthete,

as well as of. the Greef decadent. The flowers, llke Cleon . may be '

sald to suffer from over-cultlvatlon. That is why & modicum of 1rony

.F,F’
K

must be seen .in’ Browﬁ1ng 8 seemlng agreement with Cleon 8 argumenh

e -

Cleon 18 a soPhlst albelt reveallng some attltudes Brownlng would ¢
adhenefto, the poet is as multlfaceted asohls corporate personae.
-]
‘Since Cleon leaves 80 many great works of art behlnd h1m, how_

can,he fear death Protos asks. Cleon answers w1th what lB at the -

.v/

Is. thls apparent when thou turn'st to muse -

Upon the scheme of earth and man in chief,

That!: admlratlon grows as knowledge grows?

That 1mperfect10n means. perfection hid, - S .
e Reserved in part to grace the after-tlme? (182—186)

J

.

Qleon loglcally, poelts a supp081tlon to Protoa. Suppoee you could T

«

have Been, An pnehastorlc t1mes before man, the range of earth s
tenantry,.from worm to blrd. You would see them as perfect 1n them- d

sel%es.~ If thep, Zeus had asked you, "Shall I go on a step, 1mprove

J'

"on thls, / Do more for v131ble creatures than i8 done?" you would

“~

RS i

probably have answered. . e o : '
o . .'f“»'. o s by maklng each
b Grow conscious in: hlmself--by that alone.
’ All's perfect ‘else: the shell sucks fast the rock
The fish strikes- through the sea; the snake both swlms Lo
. And slides, forth range the beasts, the birds take fllght, '

‘;Tlll 11fe 8 mechanlcs can no further g0=~. ;‘4', ,

- SRR (197-202)

(The anlmals here are not symbol;c, but rather support an argument\from .

deslgn for a god's ex1stence ) These creatures are perfect,but "mere

4',

, 7,i Qa;ter}" rece1v1ng godls f1re (llfe) For Zeus s 1ast work Protos

‘5,,3

I T : B
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A o ;- “ o ,
would chOOSe man to have a "third thing," a quality within his soul

‘ whlch knows, feels, and views iteelf; and so is happy .
Q .
Cleon rebuts this argument in his own super-cons01ousness of

self. Protos mlght w;th better reason havevsald: o . . . ‘iE
"Let progress end at once,--man make no step"'
Beyond the natural man, the better beast,

I U31ng his senses; not the sense of sense." (222-22&)

C It'is e paradox Cleon contlnues, that man has only k?own fallure 31nce

’

he left the ungonsc1ous forms of life. It was cal}ed'an."advance" for

"man s splrlt" to grow consclous of his life,. taklng each step hlgher

over the brute's head." But the end/result ‘may be seen in CleOn as a
' representatlve of h1s c1v111zat1on, 11v1ng out his years. He now sees

‘man as dylng, not progresslng, 1n soul and body, and deplcts thls in

3

an 1nvent1ve metaphor (wlth mavy parallels to Tennyson s "Palace of

Art™): T
o T | T
... This grew the only life, the pleasure-house,
",Watch-tower and treasure-fortress of the soul,
,Whlch whole: surrounding flats of natural’ llfea¢-’ . :
 Seemed only fit to yield subsistence to; . . - v
A tower that crowns a country. But alas! .. P
‘,The soul now climbs 1t just to perlsh there,
For thence we have discovered ('tis no dream— .
We know this, which we had not elge perceiv d)
That there's ‘& world of capablllty ,
r joys spread round about us, meant for u ,'U
"7 Inviting usj’ and still the soul craves all,
. “And. stltl the flesh replles,"Take no- jot more .
- ™han ere you. climbed the ‘tower to look abroad!
- "Nay, so much: legs, as thap fatigue has brought
"Deductlon to 11-. '_ (231-2&5) I

| J.'Cleon 's metaphor 1s en expan81on of "Inflnlte pasaion and ‘the paln /

[

'; 0£ f1n1te hearts that yearn ‘and Of "What w111 but elt the fleshly, .

screen?"’ There 1s no. d1v1slon, in other words, between the central Co

1ssues of. the lovv poems and the poeme deallng overtL;,W1th nﬁllglone”.: f i

. N
R
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and philosophy. 'Moreover4_the passage above,'perhaps Cleon's most hon-

éstieyaluation of what is missing in man's life, reads almost as &
counterpart to the long central passage which was quoted from "Fra Lippo

L1pp1 The resblutionvof the tﬁo sets of feelings and images'bill be
) s " % s )
approached in the next chapter where Ch1lde Roland's tower will be ex-

¥ -

plored as bddy-soul and sensuallty, not as soul and 1ts "sense "of sense."

Cleon 8 dllemma prov1des great Justlflcatlon for Brownlng s
use of sensual 1magery, for the sensual level of man' 8 ex1stence must
‘not be cut off from his "higher" exrstence, A klnd of schlzophrenla ‘
is. the ineVitable result;of such a dissoclatxon. Cleon blames 1t'on.
our consciousness; he cannot bear to recognlze man's llmltatlons. Heb
| clalms that "'tls no dream for we know, w1th our - soul (con301ousness)

\

that there is a world of Joy around us, yet we cannot encompass 1t all’k
\ g,

1
H
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'»phys1cally. Indeed the hlghfr we cllmb the less we actually come in

»vcontact ‘with sensual llfe ‘Cleon s earller metaphor of the hybrid

v " i

flower ‘now becomes an 1mage of the over-cult1vat10n of the mind, Whlch

prevents hlm from fully enJoylng 11fe. Our 11fe then, is. 1nadequate

.lto our capaclty for Joy, Vthh 1s ever unfulfllled the more 80 the

»l” hlgher‘our sens;blllties are;developed;‘,We-ggg_Zeus>stoy,;but-ve,
,.¢an”only know'nanls;kff’ S | \ o

L Protos makes Cleon an- exceptlon to thls fallurelln and through

S : B ~ : Joe L ,
’progress, because Cleon is the artlst. All 1s flnite 1n thls non-'

"Chrlstlan world but the artlst's works glve hlm, at 1east, 1mmorta11ty.i

)

o i

"ﬁ'Cleon denlesthls emphatlcally ',M. : 3' '%3:\ 'u-h;;_>.-

“'What? dost thou Verlly trlp ‘upon &, word,
—Confound the accurate v1ew of what\Joy 1s

u:v'W1th feellng Joy? confound the knowlng how

WO




o

L0 ) o

And shbw1ng how to live (my faculty)
With actual living? (278-283)

n in his seeming quecﬁivity Cleon'é bifterness emerges :
] " W :
. . : .
I can wri&e love-odes: thy fair slave's an ode.
I get tosing of love, when grown too grey
For belng beloved: she tuggs to that young man.,
The muscleg all a-rlpple n hla back. (296~ 299)59

If Sappho and AEsChylus 1ndeed stlll llve,

&

.+ . let them come and take
Thy slave in my despitéﬁ drink from thy cup,
Speak in my placé: . . . (306—308) e e

Cleoq.s fate is the deadllest of all although of his age and kind he

v

Ls the perfect example of cultlvqted man, for hls "sense of Jéy and his

-soul grow every day, yet, his bodf correspondlngly decllnes

1 ‘
Rt

B % A
The horror - qulckenlng(stlll'f;om year to year,

- The consummation comiag .past escape
When I shall know most, and yet least enJo -

.,  WHen ., . . g

I, I the feeling, thinking, acting man, ! ‘

/fmueman who loved his life so over-much, (
Sleep in my urn. - (315- 323)

Cleon, %hep, fears death. All his knowledge and cultivation will not

-

. . : . e . . al 0
explain‘to -him, nor prepare him for, this inevitability.. .

[
2

quIeon Sublimates his real feason_for‘thié lettendo his master

for an even 1onger time than did Karshish., Now Cleonﬁsfkotive begins

to emérge, al%hough opur only clue up ‘to this point has'’ been -the eplgraph

taken from the teachlngs of St. Paul of Athens.F Cleon dares imggine

,‘Some future state revealed to us by Zeus

Unlimited in capablllty -
For joy, as this is in de51re0for Joy (325-327)

i L]
» ~

qp w1ll be forced by our hunger foroJoy to seek “this state where, I

Freed by the throbblng impulse we call &eath
We burst there as the worm into the fly,
'Who, while a worm stlll wants hys W1ngs %331-333)

.
» Y; . N ! " B
t PN . N vl - X
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The P g o

The simile, with, its components taken from the lower end of the animal

scale, reveals the urgency of Cleon's need to shed his "mortal coil."

Yet, he sighs, if this were possible, it would have been revealed by
Zeus. On this-pensive'note the letter proper ends. —~ %

But, like Karshish, Cleon.adds a most significant codicil,

< ©

revealing what unconsciously has brought forth this monologue on his .

reason for being:

o

*Thou canst not think a mere barbarian Jew
As Paulus proves to be, one circumcized,
+ . . Hath hccess to a secret shut from us? . [
Thou wrongest -our philosophy, O king, '
i In stooping to inquire of such’ an one, .,
As if his answer could impose at all! (343-348)

~

. A man who has created:-a statue of Apollo, god of reason and form,,

could not stoop to hear a barbarian, as Cleon views Paul.

Oh, the Jew findeth scholars! certain slaves

i Who touched on this same isle, preached him and Christ;
And (as I gathered from a bystander)
Their doctrine could be held by no sane man. (350-3539)

Cleon only knows this "Christus” by hearsay, and has no close contact,
. \ [y

" as does Karshish with Lazarus, with one who has known Jesus. He

Sl

"ﬁ@libgraﬁely has tried to disregard the reference to Christ and his

“

4

teachingsbwhich we now learn has begun to intrigue Protus. The irony T

0 .

of Cleon's preceding rationalizations and sincerer needs dis-shown in:
. g . ¢ 2 .

i ¥

.. o, . L
clear relief now; the answer he seeks is only kept from him because

of his "sanity," logic, and reason. He has no vision such as -the
. et * IS

practical XKar8hish gives voice to. "Yet the very form and function of
. Q

the monoiogue, with its parti%plar analogies. from nafurg'and its

~ .

‘ . . . )
structured gnalysis of the one thing missing from man's existence,
makes it an "infinite moment" in the persona's life, which has been

affected by what his reason refuses to hggr.
A ) o
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«  David, Karshlshpland Clﬁon B?e &hle to und¢rstand a God of Love

v\
A

entering their world i# ﬁirect préporhabn to thein afflnlty with the

sensual, living aspects of these worldai“ av1d's nearness to nature,

his "preaching" to Saul in psalm—llke praise of nature, make him very

open to the propheey or vision which comes to him. However, Karshish
"is dramatically a more successful creation, and his carefully uttered
images are most appropriate-and individualized. He is a sceptic and

a . rationalist who in a sense uses nature; his encounter with Lazarus

maked him "seg nature anev, and within his world the Face of a loving

\ . N .
)
God is nearly admitted. Cleon's sitpatlon is the most complex of
r

the three. His images from nature afe contained in elaborate analogies;

his desires and frustrations reveal him, strangely enough, to be a

P

’ ’ I's .
hedonist. But he has actually cut himself away. from the senses, and

the spirit. Egﬁgcioqsness of self needs a physical‘basis.while at
the same time it should lead to & ;ggé of self, a losing of self-
consciousness. Bis images of a'supeferefined world of plants and
animals feveal on.that microcosmicllevel his real peed for proof of
immértality of body and soul;.his genuine fear of death. Zeué cannot
provide the answer. |

If Cleon‘is & man yhd has)forgotten his links to the énimal
world, the Eersoga of "Caliban'ﬁpon Setebos" is‘Qne of the fortunate
creafures (in Cleon's termsi &ﬁg has not grown consciqus of himself,

who:has not developed a sensé of sense, and, as his imagery.reveals,

who 51mply lives in a primitive, beastly state. A struggle is in

process during the poem, however, as Caliban seeks to attaln a measure

5

of personal 1dent1ty, to evolve in other spheres than the physical,

o

/
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to experience his god, Setebos.
It should be mentloned that "Caliban Upon Setebps is the- only

poem from Dramatis Personae (186h) to be con51dered at length in tﬁls

study, although others are referred to. I am not specifically studying
Browning's shorter poems in chronological order, but a word of explan-

ation is needed for the seeming neglect of this later volume. In .

Dramatic Lyrics, and Dramatic Romances ard Lyrics, 1magery abounds, but
: J _
is less integrated with situation and character than in the major

dramatic monglogues and lyrics”of Men and Women. Dramatis Personae "is

marked," says C.R.Tracy, "py a wearing thin ofﬁthe_dramatic,mask and a

tendency to refer gmore or less openly to subjects which were agitating

the world at the time. A Death in the Desert, for example, grew out
of the controversies which were then raging over the authorship of the
fourth gospel, and Mr. Sludge out of the spiritualist craze."6l

The shift to controversial, argumentative monologues perhaps explains

the dearth of love lyries; for the‘most part, if it is dealt with, love

has culminated in disiliusionment;(see_James Lee's Wife), which may, in

turn, account for the scarcity of imagery depicting life, blossoming,
? . .

Y

and transformation. "In "A Death in the Desert" there is some natural

ylmagery, but it generally functYons as -analogy or example.

€

However, two exceptlons to a 1essen1ng of imagery 1n proportion.

to a growth in "message are "Mr. Sludge, 'The Medium'" and "Caliban
Upon Setebos.” The c1v111zed Mr. Siudge reveals by his indulgence. in
pseudo-intellectual anlmal imagery that much of his 01v111ty 1s‘on1y a’

' veneer. His entlre apology 1s couched in metaphors and similes from

‘ the animal aﬁd plaﬁt worlds.. One understandsé%allban s use of an1mal

, ) @
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imagery and straightforward‘references to the more lowly of his fellow

creatures. But such language is less expected inyMr.-Sludge ﬁntii we
understand the psychologieal unmasking fhieh is taking place through
his -continual 'references’to creatures he tends “to despise, or to like
for the wrong reaeons. In terms of human dignity ﬁe and those whoﬂ
pander to him grovel with the parasites of life--grubs, cysts, flies—-
ih.the "siime" and"dung-heaps" of society. Sludge is like Calibah in
that "he sees 'the supernatural' everywhere, and everywhere concerned
with himself. But," continues C.H.Herford, )

. . . Caliban's religion of terror, cunning, and cajolery is more esti-
mable than Sludge's business-like faith in the virtue of wares for which
he finds so profitable a market, and which he gets on 'such easy terms.
Caliban trembllngly does his best to hitch his waggon to Setebos's star
--when Setebos is looking;’ Sludge is convinced that the stars are once
for all hitched to his waggon; that heaven is OCCuplg? in catering for
his appetite and becoming an accompllce in his sins.

Sludge is interesting to sfudy, too, in his role as artist, albeit .
charlatan,and 'medium'; B owning's-harshness does not blind him to the
affinity between poet and spiritualist, as tellers of lies that contain

] . ) ‘
the truth, more or less. The difference, of course, is more than one

of degree. ‘ -,
. ) Y ‘ " F
We turn, then, to "Caliban Upon Setebos," subtitled "or,

Natural.Theology in the Islend,” and Caliban's anthropomorphic under-

standing of his gdd, The boem is,suggested,'say both Tracy and DeVane, .

by the controversy over "the missing link Wthh Darwin's Orlgln of
, 63
Spec1es(1859) had recently made a subgect of general dlscusélon.

But in fact the satire of the poem touches representatlve aspects of

the development of men s rellglous thought from the Greeks onwards to-~

[

v>Calvin‘and‘Natural_Theologw6h Byxnmtlng such thoughts in embryo

121



naturalistic form in the mouth of the "primitive" Caliban, Browning ie
able to cbmmentvdh the affiﬁity between so-called primitive‘supersti—
tion and advanced eivilizations——if %2d7$ Love and Reveleéion are
lacking. ) ' ' | ' y
The poem needs to be set in its intellectual.centext. Theqv

reputation Browning gained as a °cept1c about knowledge because of his -

opposition to the field of histprical cr1t1c1sm is somewhat redeemed by

" his scientific aptltudes-and interests. In spite of hls Evangellcal

background, Brownlng s essentlal non—orthodoxy made 1t&p0551b1e for him

across sects and -intellectual controversies of the period. He

' was, it is trup, in the vanguard of those who expressed dismay at the

implicapions of the 1860 Essays and Reviews, growing as they did out of

v

the evolutionary spillover into ot#er aréﬁs?s aéd who were scandal~
zed by Bishop Colenso's (of Natal{ examination of tﬁe 0ld Testament
in the light of matﬁematiesvand.probability, and by his attempts té;-'
adapt.Chriétianity to the Zulus.66 Browning referredfdirectly to these

snts in "Gold Hair: A Story of Pornic;"'In fact, as W.0.Raymond

ation of Dramatls Persongé in l86h ‘coincides in point of time
h e signing of the Oxford Declaration by eleven thousand clergymen
of the establishment [a pledge supporting th crlptures as divine

4' Revelation and the Word of God] .. It was a tless and troubled SR
'epoch in the religious thought of England, ‘when the theological controver-

sies stirred up. by Blbllcal Cr1t1c1 m were reachlng an acute stage. 1

122

~ But Brownlng was not 51mply belng reactlonary, or fearful for

the state of 'the establlshed Church, or antl-lntellectual H1s own

B
.

concept of God hlnged not on what could be valldated hlstorlcd@5y, or

J[

even on what could be observed in nature, but on the revelatlon o? Love

- comlng to earth in the Incarnatlon. In Splrlt he was not utterly
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removed from Jowett and the Broad-Churchmen, some of whom were ‘respon—

sible. for Essays and Reviews,who wanted to face the issues of evolution

~and Biblical Cpiticism head-on, and who did not remain satiefied with' a
" "God of the gaps"--another n;me for Natural Theology. "Comvinced as they
were.that the Incarnation influenceq all aspects of the created world,
they believed they could presept the. Gospel to a sceptical»geceration
in terms other than those used by"conventional Christianity into which
no one"ls to enquire. . . 3"68 Browning's approach was still of course
jdetermined by feeling,rather than rational evideﬁce, but Incarnation
vas at tpe centre of his theology also. K
p"Caliban Upon Setebos" pakes ho overt references to Eesazs and
Reviews,. Bishop Colehso or "Higher Criticism." Yet it is conceivable
“that "Natural Theology in the Island" could be motivated by BlShOp
Colenso s attempts to adapt Chrlstlanlty to.a prlmltlve people. In any
case, Caliban's mlnd leads him naturally to form, 31mply, many of the
structures of belief more civilized man has prided himself onf.‘XS:
Michael Timko séye, "Caliban éimply is,representative ofvone ;ho‘fails
to approach God in the rlght way iHe lacks the emotiocal résponse"
necessary for the dlrect, 1ntu1tlonal knowledge of the God of Lovea
kHe 1s, in short, a ratlonallst ‘he. belleves in natural theology.
This'leaQS.eventually to Caliban' sphedonlsm, and gltlmately to scepti-
cish and atheism. | | | |
| | lvwant.noﬁ.toveﬁamihe‘the natural’imagery inb"CalibanﬁUpon

vSetebos" to. show how Callban s’ language supports the various rellglous ,
: ’ . v\‘:~
stances satirized in the poem, but also to show that Callban 1s not‘ ‘

just a mouthpiece for;these 1deas, He 1s a fully created dramatls |

! T ’ [EE I
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persona revealing through his choice of images‘andlpnalegies far more
about himself than he consciously understands: Caliban's ladguage is
indeed earthy and on'thesurfaee'natural, but ﬁe reveals some pervefse
sidee to his nature. Yet he is not the subhuman beast made out‘ey some
Acrities.To' Rather, according to Herford, "Cal%ban is one of Browning's
ﬁost:conSummate'realists; te‘has theiremorselessly vivid perceptions of
. a Lippo Lippi or a Sludge nTl Caliban's metaphors and similes are
v1sua1 and more 31gn1f1cantly 1n terms of Brownlng s 1magery, tactile.
They are certalnly Very concret .f But it 1s not for his sensuality .
‘as such that Callban is to be proven either rlght or wrong. .
When we'first meet Caliban, the "efts"‘foriﬂhich Browning‘ﬁro- .

.o

fessed suctlfondness are Caliban's intimate‘companions_aé~he feels'them
course "abodt ﬁis spine." He lies in the mire and slush s1mply letting .
nature flow around hlm, as pomplon—plants tlckle hlm, 'a flever,drops
wlth a bee 1n81de, / And now a fruit to snap at, catﬁh and erunch,-—"
}(10-11) all seemlng to empha81ze Callban s animel nature. In trﬁth"

he 1s a budd1ng Eplcurean. Hls make—up dellterately‘qéestlons our
’understandlng and presumptlons about man, espec1ally c1v111zed man. His

e

is a strange Eden for he seems already to have eaten of the bltter
"frult of. knowledge, yet his restlng place lS not in fact full of»horrors,k
and,lt is certalnly not a wasteland-.. - ,

Brownlng s Callban, stlll the slave of Prosper whlch he is as
”Shakespeare s Callban ("thls thlng of darknesé I / acknowledge mine" in
Prospero s words7?5, sollloqulzes in ﬁhe thlrd person, as. 1f hls ‘sense

’of nn was-notlyetdeveloped Indeed because of thls hls eg01sm or _ P

hubris is unbounded in an almost pre-AEschylean'sense,- Therells no -
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'visible audience but he addresses himself to Setebos-his god and his.
alter-ego. He argues with him, taunts him,'final‘y~prostrates himself
before him in fear (aS‘ShakeSPeare's Caliban do¢s before'Prospero, but
also as.the Calv1n19t mlght do mentally, befdre his God) .’ Caliban |
lets bas rank tongue blossom into speech' to vex him "whom his dam

called God"--Setebos.

From the iﬁage of sunbeams crossing one another above the sea
ntill they weave & spider-web / (Meshes of fire, some great fish breaks
atltimes)" (13—1&), we are given one naturalistic figure of speechr
after anotﬁer, in Caliban's attempt to render‘whet.is-unknown, and

therefore to be feared, into concréte terms. Setebos is likened to
. . » ¢

"jcy fish,"

That longed to 'srape the rock-stream where she llved

And thaw herself within the lukewarm brlne

0' the lazy sea . . - !

“Only, she ever 51ckened found repulse,

At the other kind of water, not her life,
;(Green-dense and dim-delicious, bred o' the sun)
‘Flounced back from bliss she was not born to breathe,

And in her old bounds buried her despair,

Hating and lov1ng warmth alike: so He. (3h—h3)

.

Setebos remains in his cold element but creates creatures to live on
this isle beneath'the sun; then he env1es them. Mrs. Melch10r1 feels
that this poem is full of sexual symbollsm, and'enimal and plant imagery

1table to both Callban and Ddeln. "And readlng the symbollsm ve flnd

i k]

*that the reason glven for Setebo"' creatlon of both men and an1mal°' 3
_51mply S0 that they can supply the faculty of réproductlbn-whlch_the god;
. < % o .

- 3 ; . . . ‘ .
does not possess 7 However, 1f we - remember Callban'S'hlstory.from

k ‘The Temgest he has "been punlshed ior hlS own lusting after'Mirenda;

" the envy he pIOJGCta orto uetebOf 1s h]S own. lA godiwho wishes nature

R



and man to reproduce themselves unccasingly.is a‘perversion of fhe my th
of creation found in Plato's Timaeus. '

Melchiori and John Howard both tend to stress Caliban's animal-
istic, naive qualities which of course are quite evident in the monologue.
But I see an important connection1betweeﬁ-Caliban, the primiti&}, and
the super-cultivated man, Cleoh. ,IThey‘ appear to be opposites ;éliban’
is like the beast oithout consciousness to whom Cleoh.refers. Yet
Cleon's ebstract articulation and his "sense of-sense," do not give
him what he needs. Neither a Calioan at one end of the scale nor a
Cleon at.the other is experiencing joy in life; Both Zeus and Setebos
fall to give their worshlppers vhat they, w1thout fullyreallzlng 1t
most yearn for:a scheme that would include Love. .

The creation Calipan dé%cribes_contains ; rich abundance of
life, andﬁshoulé beiike Eden before‘man's expulsion. Butuunlike}the
world which David, sang about foQSaul, all warm, beautifui, and “
oountiful? Caliban's imagefy,suggests if not "Nature, red in tooth and
claﬁld:at least a Very»greedy, hungry , unfeelingQ and quick-witted (in_
order to insure thelr surV1le no., doubt) gfouo of'animals. vaeerved

neutrally, the anlmals which cavort about oallban are not totally -

o»grotesqueand loathsome, but Callban seems. torellsh thelr sometlmeo

R .

cruel or paraoltlc meano for attalnlng sustenance from the mlsfortunes

126

of others or from decayed. matter. Thug the otter is. "llthe as a leech R _},7

the auk 1s "one flre—eye in & ball of foam,“ the badger watcheu by

-

_night with_hlsv"slantvwhltefwedge eye' “and_the magple‘s‘longftongue
‘searches "deep,into‘oakwarts for~a'wormﬂ"' We-are,reminded of SludgeYs;,

. ant-eater mentioned earlier. Caliban's sardonic vision invests these

o

®.
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animals and the insects on which they may feed with a power out of
pr0portioﬁ, once again, to their size. Caliban claime_that Setebos

made all these creatures out of "envy, listlessness or sport" because

<

he could not make himself a mate in his own 1mage. They are admired
Qa

by their creator for their bravery, yet mocked in their 1mpotency

in face of his real plagues. " Thus Caliban seeﬁ his maker.

In order to put himself 1n a state in whlch his 1mag1nat10n will

Lo

really run rampant Caliban in Brownlng s poém ant1c1pates the llquorous
state into whicthaliban of The Temgest is led by the 1nj%uders from

civilization, by making a home brew: ' o

. ;, I melt a gourd-fruit into mash,
Add.honeycomb and pods, I have perceived
Which bite like finches when they bill and kiss,—-
' Then, when froth rises bladdery, drink up all,

Quick, quick, till maggots scamper through my brain;
Tast, throw me on my back i' the seeded thyme

And wanton, wishing I were born a bird. (68- Th)

i

) Callban is not to be scorned as a prlmltlve for hlS state; 1t 1s very
analogous to hedonism and Eplcureanlsmu He presumes that the god s
motlves'for maklng man arose out of sueh mental fanta51es as are 1ndueed
‘by liquors. If hecould not be a bird, he would (trylng to put himself

in Setebos place) makeaone out of clay, a. Callbanw1th W1ngs and 'a
' ' Yy

stlng to do his foes offence.

There, and I will ;hat he begin to live,

Fly to yon rock~top, nip me off the horns

Of grigs high up that make the merry din, -
Saucy through thelr ‘veined wings, and mlnd me not (81-8h)'

Setebos must use hls creatures to get at one Pnother, thus Callban would
'tplt the b1rd agalnst the crlckets whlch annoy h1m. But 1f that blrd‘
legvbroke, Callban would 1augh and 1f begged to repalr the wrong he

}“mlght arbltrarlly dec1de to glve the bird three legs, "Or pluck ‘the

Ty
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other off leave him llke an egg, / And lessonedhe was mine and merely

clay" (93-94). We see then, how Setebos is partly the Ca1v1nlst God

who electsrto save or damn 1nd1v1duals equally he is a product of~
e
Darwinian natural seleetlon or surv1val of the flttest" whlch in splte
¢ - B -
or because of its rellance on acc1dent can seem determlnlstlc also.

Caliban's analogy plays‘on man's flesh being like clay, malleable and

. mortal: . ‘ : ) )

Were this no pleasure lying in the thyme,
Ca : Drinking the mash, with brain. become alive, .
Making and mov1ng clay at will? So He." (95-97)

Caliban's next 1mag1np makes Setebos . even more arbltrary as he .

gives or w1thholds cruelty or salvatlon at w111 John Howard feels that .

ed from the rude forces of the nature that he

\

} like an.animal huntlng fOrvfood.7h‘Surely"
i . . \ . © '

»Vprojected‘onto his god at'one“ievel onto the

" Caliban's crue{
. inhabits," that
the crueltyjis i

It 1s a crueltj resultlng from hls own fears,
. . = g l_ -

:éSlreS. For Brownﬁng is not deallng llteralky\

LY

animal world at tf»

;Qﬁl&,fﬂﬁhﬁﬂpg

.

with a pgimitité iallban s, state symbollzes that of c1v1llzed man.’j7fn\;
LSetebos'isf Jral 1n a sense belng nelther rlght nor wrong,. .
AN

k1nd nor. cruel bui ;erely omnlpotent and °trong,‘"lord1ng it over g véf

i v
Callban as’ Callban can: have power ovqr the crabs Wthh ‘file past him--

%\*V ‘. he may let twenty pass in freedom,ltien stone the twen y—flrst or,»

vaay the flrst straggler that boasts purple spots S
' Shall join the'file, one/ pincer twisted offi - . .

'Say, thig bruised fellow shall receave atworm, -
~ And two worms he whose nlppers end in red; /
As it likes me each’ tlme, AT do 50 He. : (th-lOB)

The whole scheme is a commentary/on voluntarlst Calv1nlsm w1th 1ts

-

doctrine‘of ele&tlon.{ 1>1ban sees Setebos in the worklngs of nature.

4 '
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| For,vlron1cally, the fence he.bu1ld8 up to prevent she;tortojses'/
Crawling to lay therr eggs here" (206-207) is washed away by one wave,
like & snake, sent by Setebos to "ick avay his work." Caliban even

~ imputes a fossiliZed newt to Setebos'benvy*(lines'th-QIS)

Could one please Setebos, and prevent his destructlveness (as
Prosper.does; since he_1s favoured by the gods)?: But it seems imposs-‘.-. -
iblerto discover the way.to please hln asSetebosVac pts one type'of
apneesenent one day, another one the nexttl One must nevervgrow‘confié-

dent that onekmows"Hls ways, and pley Hin off / Sure of the issue”

~

(22h-225) Just as Callben may spare the squlrrel Wwho boldly steals
» Y

the nut from underneath my thumb~ / And when I threat bltes stoutly in

r

defence" (227-228) or llkew1se I ) o ' : - Ex

'Spareth an urchin that contrar1w1se,
Curls up:into a ball, pretendlng death-
.For frlght at- mw approach u (229-231)

/

s

.so is Setebos a? erbltrary.: But should the squlrrel take hms safety

for granted then wreth would fall on h1m Obedlence»does'not necess- v
L\
SN

arlly brlng:reward, in Celvinist doctrlnethe elect are. predestlned to

be saved and do not elter thelr sxtuatlon by good works.f‘Tfﬁ
| One'thlng 1scerta1n and conslstent. whet 1s :111 now. and for-.-fe

“ever be as longas "He 11Ves. Caliban does not belleve that the pa1nd |

contlnues after-death,“srmply because "He d6/h Hls worst in thls our-

=/ P

’11fe, reserves wOrst paln for the lest end then-nnotblng. Zeus, too, ;'”
had reveeled nothlng to Cleon,‘both V151ons are bounded and f1n1te.
And for nlneteenth-century man, Calvinism and the materlallsm brought
“on by the new sclence and phllosophy could equall; 1eave h1m w1th
nothlng 1f‘he were not naturalky"selected to be aﬂong the elect j::’.

Meanwh1le, the hard- reelltles of llfe adV1se that .one not seem too

LR



happy, Just as Callban kills the ornamental flles and alds the palnfully

labourlng beetles,?so‘does.Setebos~treat his creatureo. Pleasure 1g not

, . ) o - -
to be engaged in except surreptitiously. ’

v o .

'Caliba@ is perhaps free, if thaé»is the correct term, to express

what is ﬁsualiy veiled in.nineﬁeenthécentuny man. His primitive frank-
: i‘ .. “ ’ . i : ] X . ’ . .“’
ness means that he hides none of his own hates, ifears, feelings of

X T
3

impetency which he projégts and externalizes upo ' Setebos and natpgez/

iteeming‘life.which

By ihpotency I mean a sense of frustratioh amids
seems "to, flourlsh or die at the vhlmsy of some external force What
r . :

I

‘would Caliban really like? We are glven 1n51ght into his de31res when

we see him trying to emulate.Prosper, a nobler being who is lord of -
/ . o
him. ‘Calivan = = o ' . o s :

“ W' .~ Weareth at whiles for an enchanter' s robe
The eyed skin of. a supple oncelot; o
 And hath an ounce sleekér than youngling mole, ; ot
A four-legged serpent he makes cower and couch,

Now snarl, mov hold ‘its breath and mind. hls eye, ‘ S
'And.saitl she is Miranda and my wife: . = .

~ 'Keeps for his Ariel a tall pouch—blll crane

'He bldS go wade Tor fish and stralght disgorge;

} Bllnded the eyes of, and brought somewhat tame,
A f; And split its toe-webs, and riow pens the drudge o _
" . .In a hole o' the rock and calls ‘him Callban o : L
o A'bltter heart. that bldes its tuneand bltes (1554167)

o

_ 55 usual thls passage is reveallng not of PrOSper but of Callban who

*

' f;1s lacklng 1n hlS mastef's senSe of Justhe and mercy. Hls "eranda is .

a serpent whlch shoﬁ% hlS fear and dlstrust of the glrl "Arlel" istf:

1Y

" Also a sea-beast, lumpish, whlch hes snared, A

130

f‘merely a- creature to be used And "Callban -~ bllnded\Iqu}sh sea—v:v -

Arbeast kept captlve 1n a rock hole. He could not have a more degradlng

self-lmage, for he seems to be regress1ng 1n hlS blologlcal make—up..

;It 1s the zreatment of the Sea-beast Wthh is- most degradlng to 1t‘“

~ T ey
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~

+,Caliban chooses thisamorphous. creature, all its 'eyes blinded, its few

powers gone, to'‘represent himgelf whe- "Plays thus at being Prosper in
| G . . ' .
a way, / Taketh his mirth with makelbelieve: so He" (168-169).
hWho.dbes Setebos pllay at Being?u Caliban believes that there is

a being who transcends Setebos, who has 'the peace'and calm the demi-god

. e

is lacking--known as Quiet. Caliban's conception here seems to mirror

=3 < . b

another garlier development of civilized man, for it is‘like’the Greek
myth of Chrono;"énd Saturn, and of Fateicontrolling_even the gods. "But
wherefore~rouéh, wh& cold-and {ll at‘eaée? / Aha, t&é% is a»questiop!"‘
(126-127). The only being who can anéwer such a question is the one who
mad%;Setebos, the "sdmething quiet o'er His head, /-Out of His reach
. .%K . This Q;iet" (132-133, 137). Cali?an's "dam held that the Quiet

| made all tyings / Which Setebos-vexed oniy“ (170-171) .. It has no need

RO

to envy, ‘and only cares "for Setebos / The many-handed as a cuttle-fish"

(141-1k42) . Setebos, realizing he cannot reach that quiet, @appy life, ., .

Next looks dowr here, and out of very spite
Makes this a bauble world to ape yon real, .
These good thiggs to match those as hips do grapes, (146-148)

Here Browning seems definitely to be mimicking, Ehrough Caliban¥ﬂtQ§b\
) " ’ ) ’ N 3 . . h-J
.Platonic concept of ideal and bauble worlds, real and imitation. .Baker

[

" _writes, "8etebos is something ®f a Platonic demiurge, creating the
’ . )

R

" world in‘imiﬁatia% of e¢efnal and perfect ideas. Quiet,'on the other

hand § is more:likeAristotle's God, an Urmoved Mover. 'To'say that

Callbajlgfnnku like Plato, Arlbtotle, andCalv1n doec not mean that

Brownlng Gommitted gross anachronlsm "75 Rather, as we salé before,"

\ , L .

Caliban is led.naturally to these b%llefs,‘whlch W1Fhoutreve1?)10n are °

not much better than primitivism, no matter how civilized they may °
appear on the surface
M e 3

W - . '
. . : , &
Ve B . . .

°
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" latter to doze away, decrepit (as if Setebos were material and not

»

Although Caliban obviousl§ yearns for Quiet, he believes that

Setebos 1s in coptrol. He wishes Quiet to conquer Setebos, or for the

/ "
spiritual). Whoevermade weak creatures made them to be vexed. Other-

wise why was npt Caliban provided with armour like the orc? This would

spoil "His" sport. Caliban sées himself as the most vulnerable of all’
the creatures,' as, indeed, maniwithout his adaptive mental processes

would also feel himself to beé Caliban seems to cry out for something

»

_ more. .Either his god intentionally created him to be a victim, or

else there id no "Divine" plan. It is much like modern man's cry: Why

is suffering included in the scheme of things?

s

To placate Setebos, and trick him, Caliban pretends always te-y

%

. work hard and be envjous. "He only'dances on dark nights, "Moans in tHe

.

sun, gets under holes to laugh, / And never speaks his mind save housed
as now: /Outside, 'groans, curses" (267-269). If he were to be caught
he would offer a sacrifice--cutting oﬁf@a finger or giving up some of

his favourite treats--just as man, 1n his guilt over enjoyed pleasures,
~ 0 ’ .

offers appeasement. Yet.gifh an idea is an -anciefit one, in line with

Greek tragedy, in.which those who are too proud or happy are struck

down. Caliban, as was mentioned before, seems to be unconcerned about

hubris. His self-mutilation is in placation of a god of power, for that

~is all his god is. Caliban mocks Setebos from bis hiding place,

claiming he does not envy the god wﬁo_éan enjoy no Qenéual pleasures.’
. '
vt how close is Setebos to Calibah's ownsense of frgstration? ¢
.A_sﬁdAén silence, in which crickets and bifds cease their songs, «
as before a.Stoém; seems a wérning to Caiiban“that Setebos has hear?
o ‘ - ,

i
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his soliloquy, that there has been an audience. Or perhaps Setebos'

raven messenger (like the black bird of Apollyon in "Childe Roland")

has told of Caliban's impudence.

N

It was fool's play, this prattling! He! The wind
Shoulders the pillared dust, death's house o' the move,
And fast invading fires begin! White blaze--

A tree's head snaps--and there, there, there, there, there
‘His thunder follows! Fool to gibe at Him! (287-291)

Tn mortal terror now, Caliban promises anything "so he may 'scape!"

It is natural that the anthropomorphic god whom Caliban has created
should then appear to reveal himself through the power and might of

the storm. And it is Sruoialjthat this is no moment of epiphany, sucﬁ,

-

" as the onewhich revealed loving God to David--when nature was
strangely hushed. Caliban has depended on a very elemental form of
rationalism, and has been granted ho revelation. . Surely this is what .

Browning feared would be the outcome of any form of Natural Theology,

A

.
be it Paley's, Butler's or Colenso's.TO The epigraph of the poem

. : N \
defines Browning's position: "Thou thoughtest that I was altogether

'such a one.as thyself"(Psalms i, 21). Even though Browning feels some

pity for and even identification with Caliban, he disagrees implicitly

T

with the anthropomorphic god of Caliban's making.

There can be no connection bétweén the spitefﬁl gqd projected
wfrom Caliban, and the God. of Love revealed to Browning. When compared
with "Sgul," for example, Qe see that althoughuboth poems begin with $:~
reasonipg from the self, Caliban étays there, while David becomes a
seer gnd goes far beyond himself. The poem is a commentary on man's .

) N - .o ‘ - "’ -
rational means of dealing with the unknown, from ancient f%eologles,

to Celvinism and the doctrine of eyectidn, to Natural Theology. There
~

4
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can'bé no bridge from natural theologies‘to true theology, no connection
between Caliban's God of angry power énd the Christian God of Love.
What Cleon at one end of the scale, and Caliban at the other

both seek is a divine being such as the God of John in "A Death in the
ﬁesérf."_'John belﬁeves that ﬁan's understandihg of God has evélved;
therefore Caliban's materialis%ic concept could be a logiéal first
step. But John ppnders that very question:

Befo£e the pofnt.was'moétéd 'What is God?/

No savage man inquired 'What am myself?' _

Much less replied, 'First, last, and best of things.'(549-551)
That ,progression has been re?efsed by Caliban since hé worksvfrom\him-
self dutwards; Seeing him, Cleon'wouldxsgy it were better for man not’
to ﬂave been.given consciousness,not to have been made the "better beast."

Caliban's ffustrations, purely phyélcal thouéh they appear, -emphasize
Cleon's own predicaiént: his ability to "know" é’god's joy but only to ?
_ be capable of the finite, flesh-weakened joy of man. Caliban is in
the mire seeking télrise; Cleon is in his tower of fhé sodl seeking
communication with earth. /8 (
Calibaqfﬁs a gersona immersed in neture, suffused with the

plant and animal elemehts which form the buik of his idiom and figureS'
4of épeech. That he is not happy, not fully aware of himself,‘and;that

\

he is strangely deluded about the nature of the universe, are indica-

tions that the senses by ﬁhem;elves will‘nét‘lead man o;£‘of,his wilder=
ness, nor enaﬁle'him té‘achieve a frue affiﬁity with nature. quwever,‘
wé.haﬁe s;en that Caliﬁén i*‘snly on one level a primitiVef his éhief‘

arguments parody many of evoiyiﬁg, civilized man's rational éxplanétions

of the universe and man's place in it. For example, civilized man may

be a hedonist who uses, mahipulgtes, but does not love nature or his
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. .
Meker, .whatever form his God might assume. The‘r;otousness of Caliban's
nature may in the end portray the riotousness of the mind which sees
the immediate parts only, énd never thg whole design or atonement in
which body and sp%ﬁit are one.x Lifé is around\him in all forms, but
there is fear and trembling in Caliban's heart,\io that he misses the
, meaningvénd essence of his world. In this péem the animal-plant world
is literally a microcosm for man's world;‘the relations between himself
and nature,-or between Setebos and man, as.far as Caliban is c5nce;ned,
are exac%iy thoée deterministic relationships which exist getWeen
animal and animal, or animal and ﬁlaﬁt in nature. |

In Browning's minute investigation into this microcosmic world
through the Vglaés" of his sen;es and the medium of language, he has
given us moments of evil-~spiders, wild animals,and murderous>states of
hiﬁd. ‘Just as the infinité for Bfowning is a continuation of the finite,
so are good and evil part of the same world, and the savage an undeni-
able part of éivilized man. Knowing quwniné's predilection for thef
grotesque, andlhis "ba}barism," to use Santayana's term, we expect to

see a poem where these elements dominate. They have been apparent in

"Caliban Upon Setebos.” But "Childe Roland to the Dark Tower Came"

and The Ring and the Book probe more deeply ‘and fully iqto man in fe-
" lation to his inhernature, The souls‘of his personae in these poems
are expreséed by:Browning‘g&;h more vividly and'revealingly in terms
of'orggnic néture; aﬁd‘of‘imagery from'the»plént and animalbkingdoms,

Out of the descent underground will come an innocence arising from, -

and in spite of, an experience of darkness, evil, and the demonic.”



CHAPTER ITT -
THE DARK TOWER
. . .

To the spectator the horrific images are background. To the dreamer
they are foreground. You can't dream pictorially but only iconically.
Does the psychiatrlst form story lines for dreams9' »

--Marshall McLuhanl

A: Introduction

1n "Childe Roland to the Dark Tower Came" one becomes involved in the
horror of the nightmare, and cannot remain a spectator. The brute and
the beast which have been on the_periphéry of Browning's poétry now |

become overt and impossible to ignore, taking a "foreground" position

in the persona 's mind. 'The kind of transformation Roland undergoes
i’ &
is from a death ¥n-life exploratlon of his own psyche to a 11fe—1n-

.éeath conduering of his worst fears. Natural imagery in the dream

o) i
becomes unnatural, perverse, cruel, even death;bringing. But the ulti-

——
mate funct1on of Brownlng s anlmal and plant imagery is to affirm llfe.

It is only that when all eloe fails, it becomes necessary to turn from

/

~the dream of what mlght be, in the garden of 1nnocence, to the nlght—

mare\of what is, in the garden of experlence. We will explore some

- 1

(p0551ble "story llnes for Chllde Roland' nlghtmare, then, not rlgldly

gbut flexibly, as the nature ‘of poems and dreams demandc \

Although "Chllde Roland" is often con51dered atyplcal of
Browning's poetry, Roland is not far removed from any of Browning's

personae met with 70 far. Each is consciously or unconsciously ex~

plorlng hls own psyche O{ soul, and thls exploratlon is separated from
~
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. Roland's inner monologue only by degree. ‘However; the poetic presen-

tation does differ. The animals and plants which are such central

images continually act as & kind of counterpoint to the cohscious level

of each persona's narrative.or monologue. Now the image indeed be-

comes the medium for experiencing; in a sense,experience is all, as

perceptionsfoverride logical thought patterns. But after the dream,
vhich in this case is the poem, may come the dream=-analysis. By such

a process one returns to the approximate dream-thoughts which first

| gave rise to the dream. Ultimately the dream poem is seen to be closer

to Browning's more consciously conceived,pOemsithan-has generallyvbeen
¢ .

After con31der1ng some of the specﬁlatlon which "Childe Roland"

has already aroused I w1ll present in effect two readlngs of the poem

: On Wlll examlne the 1magery 1n the llght of the functlon it carries

out in Brownlng's poems examlned above, and the ' message whlch we

have seen growing out of the 1magery, the. second w;@l seek a deeper
© .
1evel ofxneanlng bylooklng at the poem 1n the llght of 1ts afflnlty

with. surreallsm and Freudlan psychology (w1th some a881stance from

) Junglan archetypes) Both readlngs rely to 8 large extent on the other .

,:‘\f

, poems 1n Brownlng 5 canon for thelr verlflcatlon and also for a

¢

p0851ble resolutlon to some of the problems encountered in them.

More has been wrltten about "Chllde Roland" than perhaps about

anw' other Brownlng -poem .2 It is reassurlng to know,.however, that o

frequent dlssectlon has not destrqged the poem's 1ntegr1ty, nor has 1t ,

solved its essentlal*mwstery. It is & partﬁcularly dlfflcult poem to-

interpret because'it‘originated“in a dream-state. No matter how many -

-8 . . e
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words are used to exband and interpret a single iﬁage, one always
returns in the end to the bare image itself. The.poem's complex
symbolism, with its surface directness, makes it a key for, almoét_an
archetype of, the rest of the éanon. |

_Browning claimed to be conscious of no allegorical intention
in writing the»poem; at fhe same time he‘did ndt'repudiate'the possi~

£

bility of such én analysi;.3 Itris the pdet's prerogative not to
’ésSess his work accordiﬁg_to "intention.“. In the strictest sense the
-poem is:not, in any case, an allegory, thoughpsome critics feel other-
wise.h The poemcis lésé objective, less rational, than may be supposed
by its framework. Here, as in‘the'othér drématic‘monologues, Browning
aoes seek to objectif& the experignée, it is true. But in this poeﬁ
more than in any other, we feel the "I" of ﬁpe poem may be the "I" of
ourselves or even of £he coliecﬁive ﬁﬁconscioﬁs, and we cannot escape,
ul%%ﬁately; from mékiﬁé_the quest withvﬁhé knighf.'

What is the nétufé éf Roland‘s:quesf? Té:ansﬁer this question
.iﬁ'is first necessary,td examine the ﬁbéﬁ‘s backg;0uqd and some-of its

central critiques. The quest-has'ndt beén_an overt theme thus far in

the discussion of animal and plant imagery. Nevertheless, it recurs

»

as theme and image in many"of:the poems. The quest for the~infinité
momentlor the perfect answer to an inarticulated riddle, for instance,

in the web which;the'spidef weaves in "Two In the

Campagna." Also, w ‘saw that in "By the{Fire-sidé"the‘action involved

a

"a personal quest thro gh-very real country_po_diSCOverithé good minute,

in the_heart; as well as in»nature,r Childe ROiand'skquest,encompasseé

all these quests,vas well'aé’questsiqutside Bfowhing's’poetry. "It is not

.
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necessary to discover exactly what gaveBrowning the conscious idea

for the total poem and its individual scenes. However, essential
allusions and their possible sources will be reviewed.

The title of the poem is from this three-line song of Edgar in-

- ©d 5 v
King Lear: . .

"Child Roland to the dark tower came;
His word was still, 'Fie, foh, and fum
T smell the blood of a British man.'" 5

Charles Woodard writes of this conscious source for the poem's title: - ¢§‘ 

Apparently somethlng in that line, with its p0331b1e 1mplicétion of .a
quest undertaken and nearing 1t§1.p3ect awoke in Browning's unconscious
mind the approprlate archetypal response, in which the gquest and the
waste-land imagery are indissolubly associated. Behind.the poem we
glimpse the prﬁgeval mysterles of vegetation myth fertility cult and
rltual murder.

T would like to examiheimore clooely-the context of)the line from King
ngi, forvI be}ieve‘the environments of both the knight~errant and
Edgar may be seen as projoctions of their inner turmoil and searching.
In this scene in which Edgar ahpears as Mad Tom there is an intense
concentration of hnimal ihager&, signifﬁcant_to Edgar, and to Roland
who is a'figment;‘one»might say, of Edg;r's imagination. Browning's. .

poem becomes a regressive image for the Shakespearean character. who

chants the title. - ' } e S

The "hoary crlpple" who directs Roland onto the tract Whlch

'ohould c0nta1n the Dark Tower is archetypaily related to Tom ] foul '
Iflénd "Who glves anythlng to poor Tom° whom the foul fiend-hath led‘

' through flre and through flame, and through ford and whirlpool o'er

T

... bog and quagmlre.‘. s Only the. fire 1s.abSentas<a physical fact

(ﬁfrom Roland's Journey, but even iﬁ is.present by suggestioh, and

1n actuallty at the Journey S end ~ The transformation-of»his landscapé



T aH
& A .

must have been the work of a moody fool, again akin to the foul fiend,
. . . \

for.the river is described as a bafh for the "fiend's glowing hoof."
Water popolated by horrid creatures is ;ot unfamilier to Poor Tom,
. . . that eats the sw1mmihg frog, the toad, the tadpole, the wall-
newt, and the water; that in the fury of his heart, when the foul
fiend rages, eats cowdung for salads, swallows the old rat and the '
‘ditch dog; drinks the green mantle of the standing pool . . . . ¥
Rolena spears what may be a water-rat as he fordé‘the river; 1in |
- spirit the other animals match Browning'screatures from this and other
poems. Finally there is the famous string of animal-characteristics
which Edgar, as Mad Tom, attributes to‘himself.' These images are not
unlike the iﬁages of lust and frustration in "Childe-ﬁoland": Edgar |
utters, "Wlne loved I dearly, dice dearly; and in ‘woman out—paramour d
the Turk: false of heart, light of ear, bloody of hand hog 1n sloth
fox in stealth, wolfin greedlness, dog in madness, lion in prey."
Rolané like.the "Band" who have éreceded‘him also has left his former
life, with all its gu1lts, to test himself in this strange quest, much
.as Edgar is tested when confronted with his darker nature on the heath.
‘The title of- the poem then prov1des one valuable and. far-
reachlng ;erspectlvc for viewing Chllde Roland's quest However, there

T 1is tanglble ev1dence for other sources to. whlch Brownlng had access, as

\]
) -

DeVane polnts‘out,for us. Some of the images for the poemuwere sug-

gested to Browning from reading Gerard de Lairasse's The Art of Painting’

in A1l Tts Branches. In'thi%—book'were.liéteduihe squécte conSidered

R I : ' <

» horrible and'undesirable;én painting: "the,oid_cripple, the pathlese
~fiald) the desperate vegetation, the spiteful'little river, the killing

| of'the‘weter;rat; the eoclosiog mountains;”the leering sunset, and many
SR 10 T -
- other details . . . ." 7Tt is relevant to see that such a visual poem
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was partially inspired by art criticism. But Browning's uge of these

e

images is imaginative rather than prosaic, Symbolic as well as literal.
As a verbal painting, then, this poem may be called & land-

scape of the unconscious.- It is clear to Robert Langbaum that the
o

knight's "journey across the devastated landscape must be treated as

nll

experience, because it cannot be judged morally or logically. Or,

in an important essay entitled "Chllde Roland and.. Brownlng'e Journey
F ]

v

to Evil," Roppen and Sommer write that the poem,

. llke Tennyson s Ulysses exp101ts the theme of a quest that is not,
strictly speaking, teleological, but an unfolding experience pointing
to human fulfilment in terms of moral dedication and courage. . . .
[The] meaning of the goal lies outside the expressed ayareness of the

' protagonists, and it is necessary to the emotional dynamic in the poems

that this shouldbe so. ¢fRé&" experlence out of which they grow is one
that can be more effective w explored through symbols of landscape and
discovery, but even if fully understood it could not yigld an ultimate

‘destination or arrival, because such a complete resolution of the

" underlying emotional confllcts and impulses would cancel out the very

uncertainty on which the poems depehd for their total me&nlng. More-
over, there are strong reasoms for thinking that the experience. . . was
not fully nor even well understood. 2 : N ' ,

Although these critics and Langbaum agree on the essential "experience,"

‘they dlverge on whether or not the experlence can be Judged morally.
This only exempllfleb one arm of" the continuing debate surroundlng the
_ poem Barbara Melchlorl, for 1nstance, says that thepoem is blackly

13.
« pesslmlstlc in contrast to Brownlng s general trend to optlmlsm. Other,

' earller cr;tlcs have seen the poeﬂ';s a literal Christian allegory about

.-

the v1rtues of courage, endurance and salvation.: No one answer" i§ whol-

1y true yet there is no- need to turn the poem 1nto an afflrmatlon .of -

: relat1v1sm, As can be seen, Brownlng has ‘an absolute centre to his

world, though he does not often‘expect ;t to be galned. * He balances

on the precarious.line,between‘optimism and pessimism.
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tually‘deprived;

, 1&2"

The imagery is ; ?that of the quest; as well it alludes

to specific quest ‘,Two such llterary sources are

y anson de Roland.\\Mrs Melchiori

Malory's tale of}
develops the para&‘ | bed :j‘Bunyan and Browning,"with Specific ref-
erence to ﬁChilde ﬁ{ :;; F' The quest naturally leads to theme and

inagery of the wastéi er old‘cripple who,directsrtne narrator, the

othervknights who havd e before and failed, the, long wanderings over
many years, imagery of}

4

ber and fire to suggest death and purging, , .
the tower, and the plid

sick wilderness which is itself an anti-

N
=

thesis of the Garden of] ;‘. It 1s“the desert which was once a

garden, innocence transforﬁed by experience. _15 Curtis Dahl has sub~

jected "Childe Roland" to “‘s level of interpretation in his eSsay

"The Victorian Wastelanrr .relates the poem to other wasteland -’

poems, empha51z1ng the c¢ ge, the need to go on at any cost the

phy51cal nature of the trials, as Chllde Roland traverses the "barren F

Vwaste that 11e51n the shadow of the valley of death "16 For Dahl, the

s .
land&cape 1s almost 1nc1denta1 to- the positive outlook ‘of Roland

undaunted, here by ch01ee, dlrected to a definite goal, and not Spiri— :

- i

- B
. H

B: "Such Starved Ignoble Nafure": A Negative .

s

s

An extended analy51s of the. 1mages Wthh have been focussed
upon in the prev1ous chapteré is now’ in order. We will® see them unlte

to p01nt towards the pos 1b111ty of 8 psychoanalyt1cal readlng which

.. will glve essentlal 1ns1ght 1nto the artlst1c uncons01ous, and 1nto the'

deeper mean;pg_of "Chllde-Roland" and other poems. Although the 1magery



fs

does present a wasteland plcture, ashas been noted, it contalns more

L

than that one metaphor, rﬁ%ﬁpr the image patterns are manlfestatlons

o .

of the uncon501ous deslres of ‘the persona. . Paradox1cally, these e .
de51res are revealed by the great stress on the negative, whlch through

‘ 1t5_plctor1allzatlon2 eventually opens the way for a p051t1vevaff1rma-

" tion. ' ; ‘ ' ~

Here, now, Childe Roland pursues his path-across the plain,
having left the Tormal road at theﬁinstigation of the "hoary‘cripple"tm

So, on T went. I think I never saw v
Such ‘starved ignoble nature; nothing throve:
For flowers--as well expect a cedar grove!l:
But cockle, spurge, accordlng to their law -
Mlght propagate their kind, with none to awe,,
You'd think; a burr had been a tréasure—trove. (55-60)

In the eyes‘of thequester the’ landscape 1s a negatlve one, harsh and:

unklndé? To see the ‘way Bfownlng\\\s used landscape to evoke mood one

\

must only contrast 1t with the more consc1ously eyoked landscape in

"By the.F1re-s1de. ‘In that- poem, where the quest ;s p051tive and
. \ A
successful the plant llfe is. mature, frultful, sensuous and evocatlve

Wi
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v of de51re fulfllled In "Chllde Roland" thefew plants\thch 4o appeardi

e

o take on v1c1ous human characterlstlcs; and appear'emasculated rather '

' -obstacles.preventlng smooth enunc1atlon. A s1m11ar landscape may. be

Y

than v1r11e . j" . b , S ', R 6,.¥\
If therepushed any ragged thlstle-stalk v -
Above its mates, the head was ¢hopped; the bents
Were Jealous else. ‘What madejghose holes’and rents
In the dock's harsh swarth leavesy 5brulsed as to baulk
“All hopé of greenness? 't is a brute must walk
Pashlng their: llfe out, with a brute s 1ntents. (67*72)

The sound.of theconsonants echoes the sense oI the passage, w1thomany
1 . : . ,.\
LY

found as early as Sordgllo, where "The- thoroughfares vere overrun with -

~

A
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weed /- -—Docks, qultchgraSS, loathly mallows no mag’ plants" (1v, 22-23)

v

:l_There are’ clear suggestlons,'ln "Childe Roland," of rape\of the land °
by ‘the "brute,' who is never 1dent1f1ed; but who has numerous symbolic

and psyehological‘oonnotationsl The'sexual impotence and sterility in

nature is conveyed further by these“lines, which again present a

shaxj)contrast to-the stanzaspevoking:the body‘iﬂ "By the Fire-side":
As for‘thebgrass, 1t grew.as scant as’ ha1r
;o In leprosy, thin dry blades prlcked the mud
Which underneath looked kneaded up with bldod. (73-75).
~ Here sickness and horror are conveyed in.the human images.’ R

Roland's journey is Gne without logical direction, and is un--

governed by time in a chronological sense. Succeeding scenes,’ people, .

"objects animals, encounterediin fhe journey contmdict each ‘other.’ The

’landscape changes suddenly, as 1t would 1n a dream, w1thout the speaker
.,hav1nr seemed to move:

A sudden llttle rlver crossed my path
T Asunexpected as a serpent comes.- U
e , . No slugglsh tide congeplal to the glooms,
' This, as it’ frothed by, might have been a bath ‘
For the fiend's. glowing hoof-=to" see the wrath
- Of its black eddy bespate Vlth flakes and spumgaa
S / @,, (109-11h)

’The dlctlon here, as in- other places, is almost Hopklnesque, and f'

51m11ar dlctlon in- "Up At a Vllla—-Down In the Clty"'although the key

o0

‘of that poem is 1n theamaJor rather than the mlnor.' There are 1mmed1ate

° :t - R

‘parallels, ofcourse, w1th The Waste Land where the riverrecur° through—

out, There ‘have been other rivers. and many paths in Brownlng s poems,
'but none so angry, so possessed of a dark or evll force as" thls one.
- jThe rlver is also compared to a serpent a remlnder to us ‘that. the land

\ .
'_(as,was,Eden)ls bllghtedﬁby some form of év1l.

B Joo
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As t%f "@ld mill-horse" in "Fra Lippo Lippi" is the most impor-
i ¢ - R A =y, .

. . . . L4 - .
tant animal image for the révelation aof theme, sugegesting. the uncon-

®
\

scious enjoyment of life for its’own sake through the senses, so is the

£ e Tor The o e

horse & focussing symbol in "Ghilde Roland." However, this horse is

dyiqg_andlnechanicai; his masculinity has'becomeimpotent:
— fOne stiff bllnd horse, his every bone a—utare, .
Stood otuplfled however he' came there?
Thrust oWl past service from the devil's stud!

‘Alive?. he might beaggsd for .aught I know,
'With that red ga®it, and colloped neck a-strain,
“ And shut eyes underneath the rusty mane;
Seldom went such grotesgueneso with such woe,'
I never saw a brute I hated so;
He must be wicked to deserve such paln. (76-84)
: 5
Contrast this with the wild sexual passion conveyed in the horse imagery

2 v

in "A Lover's Quarrel." The speaker of the’poem is describing to his

mistress the Pampas,
- Where the sun-flowers blow
In a solid glow,
And to break now and then the : %reen——
Black neck and eyeballs keen,
Up a wild. horse leaps between!

It is a seXuaﬁV"life force" in contrast to the dying horse encountered -

"

by Roland. As a parallel the cypress in "De Gustlbus-— is physically

4

very like'this'horse, for it 15 "red-rusted, / Rough lroﬂ-Splked ripe
fruit-o'ercrusted." In a sense, every image in "Childe Roland" is
death-like, every figureor portion of the landscape only a different

TN .
a - < "
visual projection of the same fantasy. The river, the horse, theps

landscape are all harsh and brutal, or "grotesque."  Why must the

horsé be "wicked," or "deserve" such ‘pain? Why is he such an object
of hatred for Roland? - . 8

When .crosising the river, where willows fling themselves "in a

b5

[
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fit / Of mute despair, a suicidal throng," he fears to step on.a dead
, | . *
man's cheek, and is horrified when he strikes something in the water:

"__It may have been a water-rat I speared‘/ But ugh! it sounded like

. a baby's shriek! (125—126).17 In Sordello that grotesque image of

mutilation appeared in variant form, in one of the sections on war.

Then, the metéphor depicted the son unearthing his own mother from

the groﬁnd:

i Now both feet plough the ground, deeper each time,
At last, za za, and,up with a fierce kick
Comes. his own mother's face caught by the thick
Grey hair about his spur! (IV,104-107)

Everything 1s seen in terms of death. On the opposite bank_of
the river, where Roland had hoped to find a bettér country, the land-

scape 1s beaten andbattle-scarred:

Who were the strugglers, what war did they wage,
‘ Whose -savage trample thus could pad the dank
R Soil to a plash? Toads in a poisoned tank,
Or wild cats in a red-hot iron cage--, | | .(129_132)18

The éo}our red brings a;sociations with th; "Red leer" wﬁich the dying
day "shot" out as Roland ventured on the plain, and with the gaunt

red horse. ”If‘the lynx in "An Epistle. . . of KarsyjAsh" suggests‘the
potentiél of sekﬁal strength and forces of the unconscious ready to be

unleashed, the animal images here of toads and wild cats in terrible

captivity would symbolize frustration to the point of madness.

That this is a diseased coud%ry through which the knight-errant
(S, : . +

@ / .
Journeys is already evident. There is another starza to substantiate

the physical human sickness in this unnatural nature, which ends in a

death image with the grim personification,of the oak tree, ‘truly a

death-mysky, . : o S )
K -
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Now blotches rankling, coloured gay and grim,
Now patches where some leanness of the soil's
Broke into moss or substances like boils;
Then came som€ palsied ocak, & cleft in him
Like a dijstorted mouth that splits its rim
_ Gaping at death, and dies while it recoils. (151-156)

“The fiprst half of this stanzé recalls the setting which was_thé meeting

place between Karshish and Lazarys, that figure who has seen death,

19

. . ‘5 . ’_ B
and who now hovers betweel 1life gnd death.

+

The imagery contiNues to present a state of purgdtory, even
an inferno, and the_kniéht is "ag far as ever from the epd!" With
N0 warning, however, the first portent of journey;s end, a "great black
bird, Apollyon's bosom f?iend" sails past, perhaps Roland's guide. The
plain gives way to mount@ins which come into focus as if they had been
there glways:

Yet half I seemed to recognize some trick
Of mischblef happened to me, God knows when--
In g pad dream perhaps. Here ended, then,
Progress thiS Way. When, in the very nick
Of giving up» One time more, came a click
As whep & trap shyts--you're inside the den! (169-17hj

He, like the wild cat he€ imagined; ;s also in a trap, but a trap which

. : " . . . 20
- will prove, paradoxicallyY s the means of his deliverance, his freedom.

the stanzas in which the

. The climax of th€ poem ig reached in,
)

reVelationcomestb Rolend, when the knowledge gained from experience
) suddehly focusses op this one moment. It is not the moment in the
promised land of an Eden bPut an equally valuable one:

)Burningly jt came on pe all at once,

This was the place! those two hills on the right

Crouched like two bulls locked- horn in.horn in fight;
While to the left,.a tall scalped mountain . .. Dunce,
Dotard, a~d0%iug at the very nonce,’ '

After 2 life spept training for the sigit! (175-180)

With the end of Roland'$ Quest upon him, whether failure or success,
d , : . X whether

5
/
’,
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the language is once more sexual in connotation, as he sees hilis/{ikc
animals, and later like giant men. His vision tﬁroughoup has been

strangely anthroppmorphie, attributing as it does the baser human
characteristics to all the elements of the landscape. (Similag anthro- ]
pomorphic imagery of landscapes taking on animal features was seen in

" gbove. But there

"By the Fire-side" and "The Englishman in Italy,
. the descfiptions Aegicted beauty more thgn the grotesque, although
that element alwaysbhovers close béneath the surface.)

The tover which Childe Roland seeks and finds has thé blindness
of ignorance, yet it is this tower for which he has left the main
thoroughfare and risked everything. He acted of ﬁis freewill, although
he later feels frépped. Philip Raisor suggests that there was a "coun-
terpart," a Whife Tower which Roland, in leaving the path and following
the old cripple's directions) deliberately forfeits. 21 Why, we may
ask, if the Dark Tower itself has nothing to réveal?- In appearance,
although "without & counterpart," it is singularly nondescript,
assumlﬁg little more visual slgnlflcance than the tower the lovers

pass by in "By the Fire-side ," or"the strangé“Square black turret /

"-

With never a door, / Just a 100p‘to admlt the.qulck lizards," which

can be .seen on.anlslapd off the coast in "The Engllshman in Italy. '
The square black turret becomes in "Chllde Roland" a round brown one.22

To comprehend the Dark Tower, we must first return to another
kind of tower, the one Protos builds as a monumént to art and civili-
zation in “Cleon." Cleon‘useé this tower as a_meﬁaphbr for the

position of over—cultivated man, as we‘have'seen. The soul, looking

© from its tower ("the pleasure-house, / Watch-tower and treasure-fort-

ress ") craves all the joy in the‘woﬁld. But the flesh allows no
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greater capacity for joy than when the soul was living on a more earthly,
less~-advanced level; Thus Cleon's tower, mofe a;giract than actual,
rep?esenfS‘mankind reméving itself from-é full 1ife which involved a e
unity of body and soul. Man's imperfection and the gap which egists
between désire and attainment have been recurring. themes in all the
canon, whether in the life of the painter Andrea del Sarto, in a love ’
poem such as "Iwo In the Campagna," or in the religious monologues
discussed. On the unconscious level these\themés are the problems
. 4 -
bf the protagonist in "Childe Roland.” The tower which Cleon uses;as
his metaphor, his image, is less visual and "conerete" than thé Dark -
lTowerj But in the context of the philosophic argument suggesting as
it does thes;lit between body and soul, it is important evengas the
inverse of Roland's tower, symbolically. Ali Roland's frustrations.
and guilt are projected outwards in the "concrete" objects of his
Iandécape. But the tower itself comes to represent the reality of the
aream ana the atoneﬁentlof body and soul, through the body. The
meaning of the tower, ﬁgen as the finai frame of the‘séfies of photo~
graphic negatives whichlhave mad?wup Rolaq&tslandscépe, will be

£ ; _ .
.intently focussed upon in the next.section as will be the animal and

plant imagery brought thus far into relief.

- C: "A Bad Dream Perhaps"--And A Way Out ‘ , ' v

‘For Browning, "Childe Rgiand" was a dream which he hgé_fo write
down, much as Coleridge had to write "Kubla Khan." Browning explained
that, "The poem céme aéla kind of dregm.'.I had to writeﬂit. .. I
did not know thén what T meant ngqnd that, and I'm sure T don't know

ol Rt

. _ ; :
: ST .
~ - \
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3 In the sense that it is a dream, 1t arose spontaneously from

“now."
ﬁhe p§ét's unconscious, later to be transformed iAto words. Even in
more consciously inspired'poetry, there has proven to be a stroné
conhection between the péet énd the dreamer, the aitist and the
childhood from which dream imagery originates: "Our theory of dreams
regards wishes originating in infancxas the indispensable motive force
A

for the formation of dreams."gh There is doublg reason, then, to
'analyze the dream elements of "Childe Roland." At the same time, the
poemﬂméy be -treated as one of the early examples of surrealist art,
'a form which.sprang from the Fréudian interpretation of‘d;egmé.

Roppen and Sémmer, speaking‘of the new critical approacn?in
their essay on "Childe Roland," write: "That the poem arose in and
from a dream, that it drays on subconscious sources is, naturally, an
invigation to read its‘exPerience in.terms of guilt, repression,
sexual taboos, and ’displacement.'"25 Quoting ffom Cohen and Betty
Miller, respectively, the essay continues, "At the core of the poem a
nightmare 'guilt' has been found,.variously explained as the 'obverse
side of the poet's humanity,' or again, as a guilt arising from the
poet's faiiune'to deliver to mankind the full burden of the message
with which he'has'been;entrustéd.‘"gé Cohen and Miller have used the
psycﬁological framework which dream conveys fo impute subconscious’
feeling and motivation to Browﬁing, as if he suddenly revealed ; hidden
asidé of hinself, unrscbgnized by his conséious mind and.absen; from his
other pogtry; Melchiori varies this appfoéch.sdmewhaf by -tracing
horrific images inﬁthe~poems from»Paulinevonwards. But she falls into :

the intentional (or unintentional) fallacy when she concludes, after’

guoting a stanza of "war" imagéry from The Ring and the Book:
g .

<
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This passage and the one from Sordello are, I feel, expan51ons of the
idea contained in "Childe Roland," stanzas xxi and xxii, showing that
~all Brownlng s most 1ntensely personal ideas of horror were assembled
behind and ‘concentrated in these stanzas: the horror of war, the sense
of soc1al gullt the horror of unchastity, and, above all, the horror
of death.w PRI Childe Roland is called upon to face everythlng vwhich
,most fllled Browning with horror: last and not least death itselr. 27

Although‘gw‘readlng may agree at p01nts with Miller-and Melchiori's,’I \

propose neither to prove that Browning had ovérriding eversions to death,

28

1

uﬁchastity, and war, nor evgnﬂthat Roland's ultimafe emotion was fear.
I will, as Roppen and Sommer express, work with the "nightﬁare substance"
of the poen, Eut link the nightmare much more positively than is
generally the case with the ;ebirth, the awakening out of the dréam.
] Although there cannot be tQﬁai innocence after éxperiencé, and although
vthere mayfflways be a spider in the communion cup, the two facets of
. human exbe}ience~are compatible, necessarily in con%éct with one
another, just as "Childe Roland" is needed to "explain" the other poetry

and be explained in turn by it. Of course the evil which is recognized

by Browning in life comes almost to dominate the world of The Ring and

the Book, a condition for which Browning was criticized, but which, as
we will see, he was able to defend. 4 -
Much of the analysis of animal and plant imagery in the preced-

ing chapters has proved quite naturally the value of Freudas an aid in ’

W

defermining'the sexual nature of the symbolism. However,one is not

]

limited to such an interprefation, nor need one read into Browning's
" poems anything that he was unconscious of himself,.either_aesthetically
or psychologically. Freud provided his own.justificationlfor the use

of the psychoanalysis of dreams to analyze poetry: "The poets and
- B g B R = L o
. philosophers before me{%éﬁcovered’the unconscious. . . . What I dis- T
covered was the scientific method by which theunconscious can be studied."?”

t
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The following analysis of "Childe Roland" adheres more to the spirit
than to the rule of Freudian analy31s, but goes beyond scientific
psychological boundaries, to discuss art, religion,and philosophy.
Joseph Baker wrote in his Introduction to a 1947 edition of -

Browning's poetry:
Freudian psychology today has found expression in Surrealist art.
Can it be said that Browning anticipated this movement? The answer
;s affirmative. His "Childe Roland" has been claimed as the first
Surrealist poem, and, as yet, it is unsurpassed by any contemporary
effort. 30 , - ' , -
While I do not wishto claim that the first, and unsurpassed, Surrealist

poem is "Childe Roland to the Park Tower Came,"t

I feel that‘to look
at the surrealist-dream elements of the imagery in detail will give an
added dimension to the poem. The form, then, is surrealistic in its
effect; the content is open to psychoanalysis, or, Specifically, to
dream-analysis. .Dreams and poems, especially surreallstlc poems, 4o
have similarities, and therefore psychoanalftlc reading is doubly |
appropriaté.

Surrealism is‘the name given to an art movement arising from
Freud's interpretation of dreams.32 What features of the dream prooer
most concernBrOWning;s poem? Roppen and Sommer write that the "unique-
necs of the‘poem’iflthe Browning canon isrdme to ‘the compelling force
of a dream experience; or of-an experience that acted upon the poet's

33 The medium of allegory is not

imagination 'as a kind of dream.
more important, they add, "than the nightmare substance out of which

the poem 'is made. "3h The nlghtmare bubstance of thls dream, as iﬁ‘any

dream, is const:;uted of 1mages.» Slnce it is Brownlng s imagery on’

thch this dlscu351on focusaes, the next step is to,link poetic imagery

- with dream 1magery.: If in the more con001ously formed poems ‘there is

152
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a connection, it is not surprising that in "Childe Roland" the dream
. =5 \
and the poem have a common origin, and that the imagery may be approached

aS'imagery in adream. Herbert Read writes: .

w
~

To tﬁe plastic objects which we find by the aid of our eyes correspond
on another plane of consciousness, the images found in dreams. The
direct use of dreamlmagery has not been frequent in the past, for- th
good psychological reason that the conscious mind is a jealous guard§zn
of the secrecy of this world. But now we turn to the dream with the
same confidence that formerly men placed in the objective world of

sensation, and we weave its reality into the synthesis of our art.

To learn that "poetic inspiration has an exact parallel in dream-
formatipn"'is not as new, nor aé{inclusive, as 1t seemed to Read.3 Its

validity still exists, however.

In The Interpretation of Dreams Freud writes: '"Dreams . . .

think pfedominantly in visual'images--put not e*clusively. ‘They make
use of auditory images as well, and, to a lesser extent, of impressions
Beiongiﬁg to the other senses."3! Browning, we have seen, uses imagery.
involving all the senses, not visual\only. 'Freud continuee that al- .,
though there are some ;esidual though s and ideas, "what are truly.
characteristic of»dreams are on{y'those eleﬁents of their content which
behave like images, which are more like perceptions, that is,lthan'they'*

38

are like mnemic @resentatiohs." It is useful here to look at some

”passages under the headlng "Dream-Work " 1nclud1ng the distinction

Freud makes between dream—thougnxsand dream—content

The dream-thoughts and the dream-content are presented to us like two
versions dfthe same subaect-matter in two different languages. or,
more properly, the dream-content seems like a transcript of the dream-
thoughts into another mode of expression, whose character and oyntactlc

" laws it is-our bu51ness to discover by comparing the original and the

translation. The dream-thoughts are immediately comprehen31ble, as soon

" as ve have learnt them. The dréam-content, on the other hand, is
expressed as it vere in a plctographlc scrlpt the characters of which

have to be. transposed individually into the language of the dream-
thoughts. If we attempted to read these. characters according to their
p1ctor1a1 value instead of according to thelr symbolic relatlon we

~ should clearly be led into error.39 E ‘ .
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Freud considers a dream as a puzzle for which we must find a word or
meaning for each component part, rather than as a pictorial composition -

to be treated as a whole.  "Childe Roland" in this context is both a

h . .
poeém which is analogous to a dream, and yet an actual dream too. The

component parts, the "pictographic script” or image patterns, must be
translated as symbols in poem-analysis as well as in dream-analysis.
But the consciousness of the poet, even in this poem, means that the
images have anbintegrity and meaning in themselves. We see,then, that
Freud was concerned with the translation problem which was encounﬁered

aesthetically in Sordello.ho He speaks further, on the role of imagery
\ B v K

in dreams, of a factor,

. . . whose share inthe transformation of the dream-thoughts into the
dream~content is not to be underrated: namely, considerations' of repre-
sentability in the peculiar psychical material of which dreams make use--

~for the most part, thatis, representability in visual images.  Of the
various subsidiary thoughts attached to the essential dream~-thoughts,
those will be preferred which admit of visual representation; and the
dream-work does not shrink from the effort of recasting unadaptable’
thoughts intc a new verbal form . . . provided that that process facili-
tates representation andhfo relieves the psychological pressure caused
by constricted thinking.

¥ : Y ) ) .
There are many dream-processes which transform dream~thoughts

k3

into dream-content. We have to recognize these processes in order to

’ o

proceed with the analysis (of dream or poem) .
The dream-thoughts which we first come across. . . often strike us by’
the unusual form in which they are expressed; they are not clothed in
the prosaic language usually employed by our thoughts, but are on the
contrary represented symbolically by means of similes and metaphors,
in images resembling those of poetic speech.*2 '

Thus the figures of speech are alreédy present in dreams; the poet
translates them as directly as he can, making his qwn creative emenda-

tions which the layman is n igable‘to do. 1In Freud's terminology

dream-content is known asfﬂlh inifest content, ﬁhile dream~thoughts.



constitute the latent costent of dfeams.. A dream is essentially &
regression to a primitive or childhood state. While in sleep,'our

repress1on—re51stance" decreases, which has governed the unconscious
while awake.“The dream which originates in this way is'a;ready a

. ) ‘ .

compromise structure, but it does aliow some of the "repressed in- //
stinctual impulses" to obtain expression; censorship is still- present, §
however.)43 Thus the disguised form of the unconscious wishes, in the
form of images and visual situetions.‘ The latent dream-thoughts which
motivated the dream eontain or hide the repressed.elements; psycho-
analysis seeks tO'uhravel what has beeﬁ repressed.

/ ' -
The foregoing theory of analysis must now be applied to "Childe

Roland." We must keep in mind that there is oniy the poem, to begin
~¥uith and end. We cannot ask Browning for his free associations for
‘each image or picture in the’poem. the primordial beginnings we seek
are not those of the poet, but of the poetic elements and tﬁe persona..
More crucially the links with'dream-elemepts in other of’hislpoems neeé
to be traced, although not "forged" in any way.
| Dreams retrace oﬁr thoughts regressively to the first sénse-

impressions. But translating the visual contents back into language

- is not the next step,”since this would have to involve psychiological

o
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interpretation. We do not know that the original dream—thought was ever'.

expressed in language, and to presume it was is to treat the dream as
a cloak hiding the real truth.' Accordlng to Taylor Stoehr (who has
subJected chkens' novels to analy51s partlally through thelr dreaﬁ‘
elements) "the only truth we have is in the telllng of the dream, and

1t is that telllng 'which we want to understand interpretation is
betteq\viewed_as understandlng than as unvelllng."hh

s ' I
. ) L

Such a reservation
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is a saféfone to make, especially in the light of criticism such as Mrs.

_CMelchipr%fs which tries to force a psychalogical link between the

‘poet 's unconscious and the poem.h5

/" Because of the verse form Browning'uses to isolate~the inci-
. , v
B denté;of‘tﬂe dreém, "Childe Roland"emay be seen as a kind of surrealist
mooéégeftrlcollage. Each verse acts‘es a "frame," (although eome~
timeé;one verse will flow into the next) so that a series of 1mages is

presented, each frozen in the instant of time. Slmultanelty of events,

as ls felt in the poem, is also one of the qualltles of dream. Al-

l

though ﬁrownlng 1mposes a chronologlcal order on the single pictures,
thex could all occur at once, or the beginning of the poem could be
’ : Y. r .

the ' énd, and vice-versa.
',.' "4

fIn frame I we are dropped on the road with the narrator and.

thephhoéry cripple" in medias res, for there is no.prologue to a dream.

In‘@bé'hidst of‘this‘static grouping, dramatic action occurs. This is
/.,\Y

-~

not’unlque to the dream—poem but is a characterlstlc of all Brownlng S

drémat;c monologues. In a palntlng as grotesque as a Breughel we are

. yi ‘
,glven‘%he charact r of ",

That Hoary cripple, with malicious eye
Askance to watch the working of his lie
On mine, and mouth scarce able to afford
- Suppression of the glee, that pursed and. scored
' Its edge, at one more v1ct1myga1ned thereby . (2-6)

m\

4The qupple p01nts w1th hls staff to the frame of that plcture to "that

i gklnous tract whlch oo / Hldes the Dark Tower" (1k- 15) And the

*ﬁbe31de the knlght w1th the 1nev1tab11—
}-e dreamen and the knight‘are one., "/o
z'g'flashes.backvin'time to the sickness-

nced in searching without any.end;f‘
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in view, either success or failure. He sPeags of his "world-vide
wandering,” the words cenveying the drawn-out ggggi;of the éuest. A
philosophic, but still visual, metaphor intervenes, of the man on his A
deathbed. Death is already present by implication before this overt
reference to the state of quand'e mind. At the'end of this seqdence
of recall and introspection we are infrbduced to "The Bandﬁ of "knights
who, to fhe'Darchower's seafch éddreseed'/ Their.s£eps . . "(39-&0)
These are his brothers, if not llterally,'at least in splrlt and he
1s linked to them by strong bonds. Yet as everything in a dream is,
“part of‘the dreamer, so are the other gnights a.part of Roland, and he
cannot exclude himself from any of their crimes of emission~of E w
.comgiesion_geee stanzas XVI apd‘XVII).

Here a-dié&inction may be ﬁade between those imbges in the poem
which are direct "tellings" of‘dream‘pieturee in‘language and‘imagery;

and the elements of the poem which are conscious elaborations. There

is a process in dream-work called "secondary revision" which comes

into play : )

e .efter the dream has ,been presented béfore consciousness as an o
object of perception. At that point we treat it as we are in general h W

",accustomed to treat the contents of our perceptlon we fill in gaps

and introduce conantlons, and in do;pg so are often gullty,of gross,
‘mlsunderstandlngs C ‘ o R ~f. : ‘.é

T

~Somet1mes thls ratlonallzlng process does not take place and we see .

_fall the gaps and 1ncon51stenc1es Whlch form the reallty of the dream.
However although Brownlng has fllled in many of the gaps 1n the dream
fthrough his creatlve art -we cannot accuse him of "mlsunderstandlngs '
- since the artist is both dreamer and dream-teller as oﬁe.l’fhere is aﬁ‘f‘:_,
_dlfference 1n thp quallty 1n some of'the 1magery whlch makes the- reader
feel 1t may have.been,added to the manlfest dream—content, though there

o o R L o ;Q*/LA\Q,‘ o “ o o e

s
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. a way of takidg account of whatis repressed; indeed, it is
actually a removal of the repre581on though not . . any accept-
ance of what is repressed . . . . Negation only 3581sts in undoing
onghof the Conseouencec-of repre551on——name1y, the fact that the ,
subgect-matter of the image 1is unable to enter consciousneSs.

Thus th% negative, perverted, qualities with which Roland invests

B

nature have their function in beginning to free him from repressions.

The repugnance, sterility, disease of all the plants and animals is

"

. perhaps a form of "desexualization," which like sublimation, is a

negation of bodily Eros.  Everything is concentrated narcissistically

51

within the libido. Yet the dream images,&however denuded and barren,

N

are at least the means for the unconscious to affirm the body in spite

of sublimations.  Roland's ultimate goal is & concrete and posiﬁive one,
" “to find the tower, evenif he admits earlier in the poem that just to
reach the end wodld be‘sﬁccess‘enough.

- That Roland loses the safe road once he steps off 1t is crucial

to his success/failure. For su..enly he is surrounded by(?grey plain,"

\

a nothingness. Yet upon closer examination the barren tract is seen to

have some plant growth, even if it is. presented negatively and unnatur-
r

-

alfy?

v - . 1 think I never saw
Such starvéd ilgnoble nature; nothing throve:
For flowers--as well expett a cedar grove!
But cockle, spurge, according to ‘their law
Might propagate their kind. . . . (55-59)

v

a . - h . - 4 .
The poet's camera eye moves in for a close-up here, and the impression

it makes is one repellent to the dreamer-errant. G. K. Chesterton has

called "Chllde Roland" a poem "celebrating the poetry of mean land-

scapes. That sense of scrubbiness in nature, as of a man unshaven, has
4

never been conveyedeith this enthusiasm and primeval gusto before."
- L

In it we have "a perfect realisatiod of that eerie sentiment which

° .
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comes on us . .. on some half-starved common at twilight, or in walking

down some grey mean street." Tt is "the song of the beauty of refuse.

e Chesterton's description captures very well the moo‘g of the

poem. In his image of the unshaven man he is not far removed from
: 4
saying that the landscape is like a body. Consider the following liwes:

As for the grass, it grew as scant as hair W

In leprosy; thin dry blades pricked the mud
Which underneath looked kneaded up with blood. (!—"{5)

The body is not only unkempt, it is also diseased; in truth it 1is a

q.23

wacstelan The process of desexualization is here in evidence,

although it may exist, contrarily, along with images of sexual poten-
tial.

In dreams, the landscape ag body may>be either male or female,

or hermaphroditic. The landscape‘in "Childe Roland" is ambiguous,

althbugh there are specific male énd femalé‘images within 1t, culmin-
ating in the symbolism of the to@;r ;tself. Of more signifiéance is
Roland's exploration ; simultangbusly, of his inner psyche projected
extefnally into the wasteland, égg_the qomﬁonents of his own body in »

the plant and animal forms aroqhd him. The landscape is therefore
/

both soul and body for him. Hé.rejects it only to acknowledge,

eventually, his total being. /Northrop Frye, in reference to Blake,
, .
makes a connection between bohy and spirit, to be developed further

in the poem: "Thé true Ark of God is the human body, as Jesus implied

when he identified his body with the temple.")h

In the eleventh stanza there is a fantasy-regression which

x

turns "Nature" irto a figure of guardian and imprisoner:

°
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No! penury, inertness and grimace, . \_)3
~ 'In some strange sort, were the land's portion. "See
Or ghut your eyes," said Nature peevishly,
"It nothing skills: I cannot help my case:
'Tis the Last Judgment's fire must cure this place, .
Calcine its clods and set my prisoners free." (61-66)

[P

Is Roland one of the prisoners., or is he himself responsible for the

5

imprisonment of ‘the land and the creatures he encoﬁniefz? In a seﬁse
he has entered freely into this land, and can go thre he has to.
Physical freedom does snot mean freewill, of cburse, and the landscape
acts on himlto spme extent even as hé creates it., luring him to the end.
In any case the Last Judgment's fire does occur in the last "scene"

<

of tpgkpégm to set the prisoners'free. a \
fhe symbolism of castration is present in the neéativity of tbe
,Aext lines:
If there pushed any ragged thistle-stalk

Above 1ts mates, the head was chopped; the bents

Were jealous else. (67-69) 2>
The personification of plants.in the dream is again a projection of
the protagonist's own mood. He continues by askiﬁg and answeriqg his
own question‘about the brute who "pashes" out the life of the thick
plant leaves--the bfute who 1s to some degree both Mad Tom's"foul fiénd"
and éaliban's "Setebosf"w Just as they see things in their owh imége,
so does Rbland embody the brute from'his own unconscious. .For he him-

self is walking on the ground trod upon by his fellow knights before

him. He is stalking| his Doppelginger, who well may be the brute he

imagines to have kiJled the land. Yet here, as in Yeats, "Nothing can

o

N

be sole or whole / That has not been rent."56 Once death is accepted

|

-the death-wish can jurn into a life-wish? Childe Roland's dream journey,

psychologically as well as metaphorically, 1s a journey from death-in-

A .
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life to life-in~death, from sickness to wholeness of body and spifit.

The hérse in stanzas XIIT and XIV becomes a convincing symbol N
of death'and atrophy, and strengthens the imagery of death throughout
the poem. Even as we read it this way, however, ;t must be remembered
that anything in a dream may well mean its opposite. The recurren£
allusions to death are, through the process of negation, at least:f%e‘
first step towards an affirmation of life, portrayed vividly by Fra
Lippo's "mill-horse." (Although it, too, is involved in dying, since
that 1s the end of the life-process.) The horse in "Childe Roland" was
suggested by, among other\things,‘a'tapesfry Browning remembered from
his own drawing-room. That tapestry was perhaps the original image he
perceived, which latef provided the manifest dream-content for this
particular dream. Yet one may delve elséwhere, like Melchiori, for ¢
poééible origins of the horse, such as a short story by Poe;?7 We

Q

can never fully analyze the horse outside the dream since tﬁe poem is
our only guide. Within .the poem the horse appears on the surrealist
landscape’with the suddenness of a dream. However, it fits in with other
elements of the landscapé. Thereis the archetypal horse of Revelation,
t00, not the horse. of death, which is white, but "another horse, bright
red; its rider was permitted to take peace from the earth, so that men
should slay one another; and he was given a great sword" (vi; L-8). 1Ir
Browning's horse was ever a war steed, he has long since been phrust
out of service, the devil's S?rvice. He is both victim and "brute."
Roland "hates" the horse because he seéé part of himself in the "brute,"
and he too suffers, inwérdly. If the horse has "sinned," througﬁ his

N

: . ¥ , . . .
desires and instincts (which he also symbolizes) so Roland has sinned,

Vo



although his own desires are stilY unconscious and repressed:
\

At the very beginning . . . the external world, objects, and what is
hated are identical. LN :

In so‘far as the objects which are presented to it are sources of
pleasure,--it [the egd] takes them into itself . . . and, on the other
hand, it expels whatever within itself becomes a cause of unpleasure.

(. . . the mechanism of projection.)

Roland also projects maliciousness onto the hoary cripple, spitefulnes?

and Wath onto the river; sees the wiiiows as a "suicidal throng," the
tqyér "bliﬂd as the fool's heart," and‘gge anthropomorphic "hills, like
giants at.a hunting." The symbols:form unconsciously frém his own
person. . L. | | | N

In stanzas XV -through XVII we are given & "flash-back" to the
fraternity -of brother-knights in the wilderness.' Childe Roland's first
impression of thepast as he shuts his eyes and looks igward to his heart

is of "happier sights" which will spur him on in his soldier's role.

For the basiec dﬁfinition of a dream is that it is "a (disguised) fulfil-

ment of a (suppressed or repressed) wish,"?? (Does Roland really

%ish for death, then, rather than fear it?) Quite consciously (in
the dream) the protagonist wishes for a change of écene from the

present harshnesss. Howéver, each image recalled fades out in disillu-

‘'sionment. ' For the knights he remembers in their former glory ended

their days (in Raland's eyes) as traitors and in disgrace:

Giles then, the soul of honour--there he stands
- Frank as ten years ago when knighted first.
What honest man should dare (he said) hé durst.

Good--but the scene shifts--faugh! What hangman hands P

Pin to his breast a parchment? His own hands ' ‘
Read it. Poor traitor, spit upon and curst!  (97-102).

In the stanzas on Cuthbert and Giles a whole lifetime is capturediin

an instant, and the scene is described as if it wére from a play. This
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also illustrates a process in dreams known as "condensation," or

1 -
compression."

It is this that ismainly responsible for the bewildering impression
made on us by dreams. . . . In the process of condensation . . . every
psychical interconnection is transformed into an intensification of
its ideational content.

This “intensification" is equally characteristic of poetry. Freud
_expands on the work of condensation:

Dreams are brief, meagre and laconic in comparison with the range and
wealth of the dream-thoughts. If a dream is written out it may perhaps

£ill half a page. The analysis setting out the dream-thoughts 61
underlying it may occupy six, eight or a dozen times as much space,

Browning, as the artist creating a poem out of a dream, has already
.expénded the dream somewhat , by adding certaih:connectives and giving
the dream a modicum of pattern or logic. However, this poem still
consists largely of the basic perceptions and‘actions of the dream, if
we compare it with the other dramatic monologues.

Cuthbert and Giles, then, are Jjudged by their peérs and found
wanting. Yet the judgment against Christ, a'traitor'too, also resulted
in him being "spit upon and cursed." If man 1is fallen, as Adam, the \
first man, he 1s made alive in Christ, the second man.62 So Roland's
fate, if it be that of his brothers, need not. be called failure and
disgrace. He ié,'at this stage, 5till blind to the real nature of

his quest; thus he can rationalize, "Better this ByéSent than a past
like that" (1033. He separates hfmself‘from his péers, as well as from
his‘environment. “On the §ther hand, the projected guilt;of these
"brother-kqights".is élosely connected with Roland's own guilt. He

calls them traitors, yet earlier in stanza VII he has expressed a

wish "just to fail as they"—~"The Band." He perhaps fears that he has
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traitoféﬁs impulses and desires within himself.

With the irrationality of a aream the scene shifts to "the
darkening ﬁath again," with qothing to be seen or heard.‘ But suddenly,
"something in the dismal flat / Came to arrest my thoughts and change
their train" (107-108). A Chaﬁge of sc?neLin the surrealist landscape '
indicates a change of ma;d. For in the dream, time and space do not
exist in a real, but in a surreal, sense. They @ppéar in the telling
of the dream, or the poem, as embroidery to thé'manifest dream. Thus
the river in stanza XIX appears as sudden and unexpected as a serpent, -
a symbol which brings to mind innocence and experience? paradise and a
fallen world. In the same stanza there isAan allusion to the devil
in the "fiend's glowing hoof"; the river itself seems to be activated
by the fires of hell. The river can be an archetypal symbol, like the
hidden path of Roland's quést, for the unconscious. The inferno-like
over£ones sometimes makeohis Journey appear as an underworld experience,
as if he must make his wéy back from the earth's womb, to be born again,

into this world.?3

Again, the labyrinths of hell in physical terms
would represent, psychologically, the meanderings of the uhconécious
mind. There are many ,images of imprisonment wiﬁhin'the poem, too.
In stanza.XXiI,the protagonist enters tﬁe swirling river to
. : i o
experience a baptism, a death by dfowning. The tgctile quality of
Browning's imagery is manifest in the "reel" of the "dead man's cheek" .

which Roland fears tostep on, and in the baby he hears shrieking when

he probes a water-rat with his spear. (Arcﬁétypally rats symbolize the

underworld and disease.) This stanza evokes.Roland's (and our) worst

_ : ; . ‘ .
nightmares, for the baby and the dead man arg two phases of man's life.
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"The dead man may symbolize simultaneously Roland's fellgw knights, his
father, himself; that is, fear of fratricide, patricide, and suicide.6
(In Sordello, as was noted, it is th¢ motngr who is dug up out of the
gréund by the warrior's spur.) This passagé should be quoted fully
for its effect: '
1 . . . while I férded,-fgood‘saints, how I feared
To set my foot upon a dead man's cheek, _
Fach step, or feel the spear I thrust to seek
For hollows, tangled in his hair or beard!
-~It may have been a water-rat I speared,
But ugh! it sounded like a baby's shriek. (121-126)
In psychological terms a dream operates like fantasy. Boﬁh
seek unconsciously to return to childhood, to a wish which has been
loﬁg repfessed. Fantasy is‘the mechanism whereby the body-ego becomes
a soul,and it is only a "substitute-gratification"?%or the instinctual (;\~
" demands of the iiszﬁic% seeks’bodily erotic unionwit%_the WOrld.65 The
fantasy is regréssive, which would explain the quest in "Childe Roland"
féturning to whgt has happened before, substituting the past for the
‘present. During his trip through the unconséious; theh, Roland is
passing all the stages of' his life, and his imagined killing of a baby
. or man s&mbolizes the desire to kill his old self to leave himjfreiggbr
the present. In this way the old cripple mé;}be a projectjon of |
Roland's -own crippled psyche which he both fears ahd haﬁés. In
recognizing this hatred, even in disguised fdrm, he‘show$ readiness to
step out into the wilderness~whiCh will con&ain a cure. By neéation,

fantasy idenﬁifies past and present soAthat all time is one. Behind ]

negation and repression is a hidden affirmation of himself, which only

’

emerges after the experiehca and the apocalypse. In finding himself,

identifying with the landscape, he 1s replacing the lost objects of

«
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childhood; the images he perceives were already present in his uncon-—
scious waiting for rediscovery.

‘A new shift in scene occurs, and Roland finds himself on the

{

"other bank" in one swift movement. He hopes for a "better country"
but finds evidence of struggle and war in the dank soil, and imagines

toads and wild-cats circling madly in strange traps: - :
, The fight mést so have seemed in that. fell cipque.
What penned them there, with all the plain to choose?
NO fooggprint leading to that horrid mews,
None out of"#t. Mad brewage set to work
Their brains, no doubt, like galley—s;aéps the Turk
Pits-for his pastime, Christians against Jews. (133—13?)

The circle represents the centre or focal point of the nightmare thus

far. Other creatures before Roland have encountered the trap. The

|

“wild-cat, like the lynx in "Karshish," is symbolic of unleashed psychic-

al forces. Freud épegys most specifically on such symbolism:

Wild beasts are as a rule employed by the dream-work to represent
passionate impulses of which the dreamer is afraid, whether they are

his own or those of other people. (It then needs only a slight dis-
placement for the wild beasts to come to represent the people who are
possessed by these passions. We .have not far to go from here to cases
in which a dreaded father is represented by a beast of prey or a dog or
wild horse--z form of representation recalling ‘totemism.) It might be
said that the wild beasts are used to represent the libido, a force
dreaded by the ego and combated by means of repression. It often
happens, tpo, that the dreamer separates off his neurosis, his "sicg .
personality," from himself and depicts it as an independent person. 6 -

The latter part of this statement of course verifies much of what we

By
have been discovering about Roland's journey through his unconscious.

“

“

The toad recalls "the toad in the communion cup" where it

~ .symbolized evil in ?he‘midst of innocence. Both,créatures, wild—éaf

: T o
and toad, are 'being punished in Roland's vision,as is the gaunt red -

 horse,and as are €alidan and his fellow-creatures. No physical barrier

" is in evidence to prevent escape onto the broad plain. Therefore there

o .
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A

is again the~niéhtmare situation (whichlis also psychotic) of paralysis
in the face of danéeri A war, perhaps due to the unleashing of re-
pressions, is suggested to have taken place, but its existence and
‘cause are always ambiguous. If the toads or wild-cats are so frus-
trated by captivity that they struggle even against themselves, they
symbolize another aspect of Roland's psych;, his libido, his "sick |

¢

' as Freud indicated. They are also part of the theme of

personality,’
mutilation, im?ges of which are recurrent in the poem (see stanza XXII):

. for Jﬁng, to be possessed by .the unconscious (that is, by whims,
manlias and ob;gssions)is nothing short of being torn up into chaotic
multiplicity, as, for example, the breaking of a rock into many frag-
ments. Mutilations of the body, the prising apart of what is united,
are so many symbols of analogous situations in the spirit. o7
In Browning's poétics we have noted the fragmentation of perceptions
resultiﬁg f{dm their transfefence into language. Yet underlying all is
a desire for wholeness, for oneness, both aes%hetically and in Christian i
‘fermg. The ﬁwo states seem to be an unreconcilable%dialectié, yet
disunity and unity ﬁust.exis£ in tension’toéether. !

R Here, éé in so many frames of the poem, there is a sense of an

omnipotent power determining and coﬁtrolling the environment, a power
ascribed as blind aﬁd mad, or named a fool(who makes- things only to mar
them) and a fiénd. Certainly the knight finds himself at the heart of
the surrealist nightmare in the vivid pictﬁres projeétéd°through fhese 

stanzas. More relics of ‘war are found neirby: ,

And more than that--a furlong Wn--why, there!

LT What bad use Was that engine for, that wheel,

Or brake, not wheel--that harrow fit to'reel , . =
i Men's bodies out like silk? with alk the air bﬁ 9
of Tophet's tool, on eprth left unaware, -
Or brought i sharpen its rusty teeth of steel.(139-1418

\ :

The sens%'of‘groping for the "right" word which Browning conveys here

.
2 . . ) .
. ) - - . J
a - : . i
. 1
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exemplifies one stage in the procesé of embodying dream in language.
‘As well as man-made instruments of war, the weapoﬁs suggest god-made
.instruments of torture. Tophet is symbolic of death, as in Jeremiah‘
. - »
'XiX? 11: "Even so will I break this people and this city, as one
breaketh a potter's vessel, that cannot be made whole again:'and they
shall bury them in Tophet, till there be no place to bury." Freud
also considered that all machinery, weapons, and tools oceurring in
dreams were phallic symbols.68

After a speeded-up series of images portraying more diseased or
dying forms on the landscape, grgtesgue in their appearance (as the
"gay and grim" biotches and formations on the $o0il like boils), Roland
reééhes:zhe tree of knowledge, in which case thg gaping mouth could
be a serpent's mouth, since thé serpent is commonly associated with the
tree, its roots and branches§9 However, all the common associations
of the tree symbol éeem to be negated by Roland.- Consider the foll- '’
owing attributes, for example: =~ . . | -
In its'most general sense, the s&mbolism of the tree denotes the life
of the cosmos: its consisténce, growth, proliferation, generative and
regenerative processes. It stands for inexhaustible life, and .is
therefore equivalent. to a symbol of immortality.7
. But 1like all the‘other objects in the dream landscape, th¢ oak tree
shows the underside of the expeéted positive qualities which are
representea in such a poem as "By the Fire-side." Alphéugh Roland
appears, in the manifest dfeam4content, to be projectiﬂg his own
‘death-wish onto the "palsied oak," whose gaping mouth.picks up a |
similar MOtifvin the deécriptigh of the-cripple, Freud teils.us”that L.
"Dreéms show a special tendency to rediuce two opposites to a unity or

to represent them as one'thing. Dreams even take the liberty . . . of

:
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representing any element whatever by the oppositévwish. LI

©

At this juncture in the interminable plain, where one horror

succeeds anothef, Roland has nearly given up»hopi&t'As in a dream, no

matter how far he journeys he seems "just as far % ever from the end!"

(Also, the time which seems so long 1s probably very brief in terms of

the actual dream span.) The horizon is an infinity away, and the hero

v

senses a feeling of loss and abandonment, symbolism of which is similar

/

to that for the "lost object" we are told, with paraliels to the sym-

. . 2 . .
bolism of death and resurrec'tlon.7 In the midst of Roland's despair a
black bird suddenly appears to point the way:

.At the theught, i}
‘A great black bird, Apollyon's bosom-friend,
Sailed past, nor beat his wide w1ng dragon-penned
That brushed my cap--perchance the guide I sought
(159-162)

The birdin this passage has multiple meanings, all interlock;ng.

Although he 1s assoc1ated with Apolly on, the devil, He is taken as a

' 1\
(<]

good omen, with,none of the maliciousness of Roland s first guide,wthe
old cripple.b "They have as king over them the angel of the botg§§%esé‘
pit; his name in ﬁebrew is Abaddom, and in Greek he 1§ calléd Apoliyon"
5¥Reve1aflon ix,11). A/Pird black in colour "is assoc1ated with the idea

of beglnnlng, §:;;)63ﬂfﬁrglc gower,' and is cons1dered a messenger

\

because of its flight.73 Roland's bird has ‘wings "dragonwd," that’
. : ) . 3

'is, pihioned like a dragon. The dragon has pérticular‘%elevance as a .-

7)-‘ ‘ T4

recurring motif throughout the,Browning canon.  Mrs. Melchiori

' theoriZes that in this poém the landscape is a wasteland Which'" has

-

been lald.waote by a dragon." She contlnues,"Thls monster never autually

appearg in thL poem but the atmosphcre of horror ‘and fear are f314
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the more convincing because we know that it is there. For the unseen
is always gore terrifying than the seen. . . "75 She considers the
first part of the poem to be linked with the Andromeda myth "His
heroes were Perseus and the Christian equivalent, St. George. Most
of his poetry islwritten in tne guise of Perseus, thepoe; of reason-—-
.but 'Childe Roland' was a poem written by the monster. It is, essen—
tlally, a poem of hate. ¥76 The dragon may have taken over completely,‘
as Mrs Melchiori clalms, but it is risky to identify Browning hlmself
wiph this "thing of darkness" who has written the poem. And why is
3 Pé%seu synonomous w1th*rea on”

k The Perceus-Andromeda -myth and Browning's variations on it are

so important -in his work that the possible implications the myth holds

: ) ) N
_for "Childe Roland" should not be overlooked. In The Ring- and the Book

as will be seen the ambiguities inherent in the myth are used to their

fullest extent, and all of the many variations are present in one

. monologue or another.77 In Browning's very first depiction of the myth,

his description in Pauline of Polidor di Caravaggio's Andromeda 1in an

engraving over his desk, the.myth is given perverse undertones. 1In

the "stralght" my th Perseus sees Andromeda and instantli falls in love,
\ . ’ .

just- 45 ¢ht is to be devoured by a female sea—monster In the inverted
D"y:'*‘;‘;ﬁ & * E 'V - .
_versip_*phe goddess Astarte (a demonic Andromeda) seduces Perseus with
- S . . N
her beauty In the original Patestinian or Syrian icon depicting the
myth, "fhe jewelled, naked Andromeda, standing chained to a rock, is

Aphrodlte, or Ishtar, or Astarte, the lecherous- Sea-goddess; 'ruler of
8 .
en '"7 She is not awaltlng rescue butehas been bound there by
Marduk (who mounted on a whlte horse kllled her emanatlon, Tlamat

4 seafsegpent)'to keep her from funther ml§ch1§f.' Altlough Brownlng
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worships his Andromeda as @ damsel of’ hlghest purity to be resoued as
the princess in the tower, it is true that the feellngs of the speaker

in Pauline, of Browning in his "rescue" of Elizabeth Barrett, and of

Caponsacchi towards Pompilia, contain degrees of sexual ambiguity. The
Perseus story for Browning regularly carries tones of guilt and moral

inversion, tones already dominant in "Childe Roland."
Caravaggio's painting-concentrates on Andromeda herself. She

is waiting for a god to "come in thunder from the stars" to res%Fe her,

o

as the speaker in Pauline feels "secyre" will happen. She is naked
"As she awaits thesnake on the wet-beach." The snake of course has

long mythical affinity with woman's loss of innocenge and her seduc-

tive qualities.. Andromeda's hair is "lifted and- sp¥ead by the salt-

sweeping breeze, / And one e« Beam. . . /Resting upon her eyes afid
halr. . " (560~ 562) She sounds a very w1ld creature, in contrast to
:her Vlctorlan depiction’ by Lord Lelghton for exam&de The ' red beam"
seems & harbinger of the "grim / Red leer" the dying sun emits, happy

to see Roland caught by the plain, and the Same "dyinggﬁhnset," as if

/

time had not passed, Just ‘.fore Roland faces the "sheet, of flame"

which marks hls finish. ©So, perhaps, would Andromeda—Astarte entrap

v
. >

hér rescuer. =~ .7 o A? ‘ ' ) J\
In "Chllde Roland" there are many’ of the 1ngred1ents qf the

myth. Roland is an apprentlce knlght bound on a quest and having to

J
K

overcome many dangers, for h1m splrltual ones. He comes ¢n foOt, and
not from the sky, to a. "Dark Tower which is llke the great rock to "
which Andromeda is.chalned There is no woman at the Dark Tower,

i

-‘.because it is nimself that Roland hal to,save. vHe must free hlmself
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from the beaft who has trod the same plain, Since no beast actualdly

materializes--indeed, nothing molests Roland during his quest-- 1t secems

Y . . . . . .
sule Lo say uial Lufﬂsu;ﬂ, 1o withito Uhe mnignt htlsell . T LLal Caoy,

Mrs. Melchiori's claim that this poem is "written by the monster" might

-

have some validity if we substituted "dreamed" for "written."
Andromeda may not be the symbol of truth walting to be rescuedaﬁﬂch
' hl N N
DeVane makes her out to be.79 She may as easlly symbolize suppressed
Y
desires. In her nakedness, of course, she also affirms the "signifi-

s

. . N
cance of flesh," The whele landscape of "Childe Roland" is body,

sometimes male, cometimes female, until the tower-phallus at the

quest's cunlmination. / ) 4

I3 ” -

. . 4 ¥ N . . .
auline and "Childe Roland" have much more imagery in common

than that of the Perseus-Andromeda strain. Without going too deeply

into Browning's first work, I want to p8int out a few of the parallels

°

whieh help estublish the pldce of [Childe Roland” ‘in Browning's cauon.

. .

. : . . - \- - -
John Stuart Mi11's unpublished criticism of Pauline which Browning took

20 much to heart referred.to the extr%me "morbid self-consclopsness”

£0

=4
LY

Never aguin did Browning allow his pérsonal

s A
dieplayed by the uriter.

“soul to be bared for public scrutiny; he, employed from that date on a

T . . . ) ' Ty [
dramatie techriigue. Pauline i1s the young poetts bicgraphy, hik cop-

‘fessiongmend in it he Is ¢onsclously -pursuing the demonic side of °
‘nimzelf.. One of hic phases is to ialulge in extreme egoism, pride, and
’ , N » - ' (]
cely-worshin:
\ b4 ,‘ -
My powers were greater: as some temple seemed .
My coul, whers nought is changed and incensce roils
Arpund the altar, conly God 1s gone - , .
s P - L . - soa ¢ ~ ’
some derk spiTit sittéth in hrs seat. (L6Q-472) .
. - e .
‘The ;gul iz o temrle or altar ‘inhabited by & dark spirit; symbolically
At is 1ike the dark tower w be Roland's body, inzeparable
. &‘. L . _ ‘ _. R . . 13 Taone o “
: N R S p
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from his soul. As the speaker in Pauline passes through the temple,
troops of shadows kneel to him in worship, call him king, tell him

to worshin himself. He asks to be borne far awav from the pact, and is

-
.

carried "O'er deserts, towers and forests" (480). At this hedonistic

phase of his life he resolves to wear himself out in living: "every

hour /.T would make mine, and die" (503-504). 0ld age is abhorrent to him.

’

A second most significant passage in terms of its .imagery is -
. .
that at the end of thepoem,addessed to Shelley, -and showing at least
avarcness of the need to battle with death:

Sun-treader, T believe in God and truth
. And love; and as one just escaped from death
Would bind himself in bands of friends to feel
He dives indeed, so, I would lean on thee!
Thou must be ever with me, most in gloom

If such must come, but chiefly when I die,
For T seem, dying, as one going in the dark
To fight a giant: but live thou for ever,
And Le to all what thou hast been to me! (1020-28)

\

Roland too 1s seeking atoniment through and with his brother knights as
\ N - 2
) |

he faces hille anthropomorphically seen as giants hunting him down.

. o o }
The affirmation 1s of a different kind in_the later poem, Has the
demonic self of theyoung poct of Pauline finally surfaced again, only

n

<
this time in a dream, allowing Browning to express more unconsciously,
. . | ‘. . ,'- -
safely, and dramatically, those youthful obsessions long repressed? A

-

i e

_ } o0 ‘@ Lo v ' ) " . n
dream such as Childe Roland's, orﬁﬁrownlngﬂ?( 1s healthy, unot. "morbid”; -
O' - - > : o - it ' '
. S . L. A e L A . . .
frees the psyche, tlie goul, even whilke 1ts images are of traps; brings
~ » .
. : 5
1ife, even though its imagery dgnotes. death. 3

In stanza XXVIYT, "perchance" becsuse of the bird; there is
. " ’ ;

another of thoue unexplaineble shifts in s

s cene.' Wnhere there was only
] , ALY . . o .
plain, there now appecr mountains,
" ;
&
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-~with such name to grace

Were ugly heights and heaps now stolen in view.

How thus they had surprised me,--solve it, you!

- How to get from them was no clearer case. (165-168)

'ne ringer is pointed at ihe reader, and Ly wéain of Valiowus clucs
‘ #
sedttered throughout 'the poem he is invited to solve the case, the

riddle, or maze. "For man," as Blake says, 'has closed himself up,

till he sees all things thro' narrow chinks of his cavern."gl All of

Browning's personae, at one time or another, are striving to see out

of the caverns they have made for themselves; consider Caliban, for

.

/

example. ’ ‘ ' /
e &

'

Stanza XXIX gives conscious recognition of the dream-stafje of

Childe Roland, for as the mountains close around him he half recog-
. ‘ . -4
nizes "some trick / Of mischief happened to me, God knows when-- / In a

bad dream perhaps" (169-1T1). There i a moment for Roland, then, of

[

déjd vu. Also, since tNis 15 a dream.in which he moves, the image s
3 . . .

. . Ceve 82

a regressive one, a rcmembrance of a dream, within ardream. He once

‘

more comes Lo a barrier, fnc edge of the chture, where ends "Progre 58

this way." The trap, which he has long projected, becomes real for
‘ ’ | co : .
him--and for the reader. - There has been a "click," one more frame,
. . i /\
which has transformed and sharpcnedga rghtly OUt-OI—=“VJS, indefinable
“picture. Roland is in the den with the other animals, be they toss

|
and wild-cats, or Tragments of himself.

The "oliox" in one sense significs the uWﬁyghan from the-dream,
. s
and from deatl-in-lite. Even Roland's sensual being is more alive,
’ v . - ) .
o . ey : . 1 . -
for in stanza YXX he recognizes "Burningly' that this is the place.

The climax of the p¥em, or dream, and the end of Roland's yuest, are

both imminent. The lmagery or impotence is countered here by the male

L=
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symbolism of two bulls, but the mountain is stiil "scalped" like the
rest of the éenuded landscape. There is no logical reason for the
familiarity of these landmarks, but the dream conditions again offer
the explanation. The end comes on Roland as 1f he had been asleep,

iﬂstead of alert. But, strangely. there is no spectaculdr vis lon;

¥
instead, the unimportant takes on great significance. Roland finds

himself in a gorge or valley, and no longer on the flat plain. The
gorge here surgests total invelvement in the unconscious and the *forces
of evil, inthe lower regions of the earth. At the same time 1t sym-

bolizes the "crack in the conscicus 1ife through which the inner pattern

of the indifidual psyche . . . may be glimpsed."83‘ -

What does Roland discover at the heart of his dark journey,/

within the gorge?

\ B ) 3 )
What in 'the midst lay but the Tower itself?

The round squat turret, blind as the fool's heart
Built of brown stone, without a counterpart
In the whole world . . , . (181-18%4)

The tower must seem unique to the dreamer, because it is himself, his

body that he has discovered. Since "

| 2

or consciousness attained throuvh the body, the tower begins to re-

soul" for Browning means awarenesc

concile the.body-soullduallty. It is in this poem the inverse of the

,

- : o l ,
tower i# "Cleon" or in Tennyson's "Palace of Art."* Cirlot's chtlonarx ,

of S&mbbls explainsvthe conniection between tower and man. ‘

Wlndlly we would wvoint to the dnalogy between' the tower and man: for
“Just as the tree is closer to the human figure than are the horizontal -
forms of animals, so, too, is the tower the only structural form dis-
tinguished by verticality: wlﬁdOWo at the topmost level [ dlmost always
large 1in size, correspond to the eyes and mind of man. 81

But the Dark'fowgr is pauat, not tall, and fblind'as the foél'épeart,"

85

the same Popl who has been wreaking havoc on the land. ~ Once again

o
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the symbolism seems an inversion of the more positive meanings of tower.

One of thedream processes, along with condensation and secondary

‘elaboration to which I have referred, is Known as displacement. It helps

explain the almost anticlimactic appearance of the tower, its basic in-

U)

niyicance from a visual point of view. Freud thus describes dream-

4cement in the following passage:

It thus seems plausible to suppose that in the dream~work a psychlcal
force is operating which on the one hand strips the elements which have

a high psychical value of lhelr 1ntensity, and oo the other hand, by
means of overdetermination, creates from elements of low psychical

value new values, which afterwards find their way into the dream-¢ontent.
If that is so, a transference and displacement of psychical intensities
occurs in the 'process ‘of dream~formation, and it is-as a result of these
that the difference between the text of the dream-content and that of the
dreamxthoughts comes about. 86

//“/’ﬂﬁpgzgggjaisplacement is the result of censorship and causes distortion of

the original dream~-wish in the unconscious, and the dream-thought.

A

Flements in dream-thoughts which even make thelr wa¥ into the dream

. . T
"must escape the censorship imposed.by resigtance." We know that we °©
cannot provide a total analysis of the poem as dream. But it mﬁg be

sunpooed that ‘sueh images as the stiff bllnd horge, the old Grlpple

c

‘he palsied oak, found their way more easily into the dream thar} the

2

Dark Tower § and therefore, in length of description and visual appear-

ance, ‘haVe a more predomlnd@b'nlace throuph dloplaCement than the

v

. % .
towet. 1tself But they all bUIld up to form the tawer, since we have

»
alre adv determined that they were Urogectlonf of Rolﬁhd pagts of his

_body.. It may be supposed, then, that the predominant'descriptiéns of a

deathlv landséape are Subordinate, in thé end, to the diséovery=of,the

Se1f an@%the dffgrmatlon condensed into the‘final stanzas, of life

R g;i ; c . A . l;{
even 1§Rhc midst of ‘death. . o ) »
. . (f -
Ay
o

*
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S .0:

The .vision which -Roland has in the gorge of his own soq}/body

~.

‘has4tq come from withigs\ The tower as a "concrete" object, the "thing"
itself, stands quite l{terally at. the end of his quest. It is a phallic
L Hymbol bn.a rather denuded landscape, "body" of land. But in a spirit-

ual sense the tower-represents the possibility of a new beginning.

S

- Cirlot explains. that "the sudd€n appearance. of a castle in the path of
o - .88
a wanderer 1is like the sudden awareness of a spiritual pattern.”" It

accomplichec un end te fatiguc, and the achievement of salvation.

~ “ia ’

Roland's Dark Tower .has more sinister overtones, but the vision in

the ldSt stanzas is ceftainly apocalyptic in inglication.
.

Although Roland's eyes are at last opeéned, this does not happén
until the penultimate moment. He has trained for a’ lifetime to recog-

nize the tower, his reason tells him,yet’identification comes only when

retreat is eompletely'cut off", as the metaphor (secondary eiaboration)

suggests:

N
3

. The tempe”t'P mocklng elf -
P01ntv ‘to the shipman thus the unseen shelfl .
He strikes on, only when 'the timbers staxrt. (184-186)
The real danger begins, paradoxicdlly, with the first signs of hope.

The surrealist landscape surrounding the tower is given us invﬁ' }

final seriles of vivid and dramatic scenes. Why could Roland not see
{ o

the, tower sooner?., - | ‘

?ﬁwhy, day
Came back agaln for that! before it left
The dying sunset kindled through a clcft, : .
.The hills, like giants at a hunting, lay o
Chin upon hand, to see tne game at bay,--
"Now. stab and end the’ crmturc--to _the heft!"(187-192) -

Roland is now.thg aulmal, the "game," while‘the hills appear to him as

. e, A, . : - . - A ) .
chynters, which, passivély directing some othe£ force, wish to see him
Al
. . o

¢ ’ © e,
. .

. L P .\// A ’ . !
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stabbed to death. Although this moment of his apparent-demise, as a

-

victim, seems the antithesis of the incarnational moment of love,

epitomized by the final ecstatic moments. David senses in all nature

at the end of "Saul," it is a moment of revelation, like the apocalypse.

»

"The real apocalypse comes, not with the vision of a city or kingdom,

- which would still beexternal, but with the identification of the city

and kingdom with one's own body." ? 1n this sense, the real apocalypse
comes for Childe Roland when the dismembered body of the lardscapc LBKES

its final shape, the Dark Tower, or risen body. The implications are

as much religiows as psychological; the physical symbolism as much
1 ; . ‘
‘resurrection as erectilon.

In a whirling vortex which embraces all the senses, Roland is

surrounded by a noise which "tolled / Increasing like a bell" in

v

which he hears,

Nameg in my . ears
of all the lost adventurers my peers,—-
How such a one was strong, and such was bold,
And such was fortunate, yet esch of old
* Lost, lost! one moment knelled the wpe of years.
(194-198) '

-4

The. bell tolls forrhiﬁ, as well as for the union of all his peers in

their common, loss. Roland stands ready to accept "déath's minute of
' 14 \

right" (for or such nature is the infinité ‘moment here) in -the fiery

'"11v1ng frame', o the mountains, mdde up of. the knlﬁhto faces, his _

°

archetypal family of man: . . . .
. B . . : A
There they stood; ranged along the hill-sides, met
To view the last of me, a llVlng f'rame
For one‘more plctprt in a sheet of flame
I saw them and I knew them-all. (199-202)

BN

N L , _ o ‘
That Browning takes his imagery ("living frame") from the medium of.

O

o
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painting is no accident if we consider his strong affinity for the
visual arts. Roland comes face to face with himself” in the guise of all

his brother-knights, then, much in the way that Arthur's knights are

mirrer images of himself in Idylls of the King. It takes a death by

Jye to heal, ultimately, a diseased land or body, to make whole what

has beem~rent. The death of all life in the landscape is transformed

by the flames ifi the fina& scene. - Put Bﬁbwning does not carry the
~N

A

apocalyptic vision through to show a rebirth of the wasteland. -

Psychologi®ally, Roland's life-journeying has been a dréam, and he has
[ ! .

now tu die out of this dream, tc awaken. We are given no view of the

future.

.

The theme and imagery of life over death have been seen in

poems from Dramatic Lyrics and Romances onwards. It was the 0ld Gipsy -

‘o

in YThe Flight of the Duchess" who described death as awakening from

life's dréam. Roma King makes the following comparison between the two
. . . - - . ‘ ]
poems: "Both are spiritual Journeysj the one depicts the happy begin-

ning of a journey; the other, the journey itself. 'Childe Roland' takes
. . . . ]

up from a different point: of view where't%e earlier poem leaves off.")o

One 1t sequpntiai and told by an outsider, the other is direct experi-

ence told in symbols and %ithout reference to logic. _In "Flight of

P -
.
! A

the Duchess™ specific sexual imagery from nature is used to describe.

P ’

' the gipsies and to symbolize-the life-force, the need toescape the
. : 5 . B e ot . ‘ool
dream-nightmare immobility of »ClVlliZEd" life within the court. The

Duchess, like sthe lovers;in "The Eve of St. Agnq§;"¥i§ piven no, guar-

| ’agteerof héw_hér 5ourney willAend, but she will atﬂ}east be aliveldur-

ing 1its progryilde Rotand, .on the other hand, needs to take a -
. . - ‘ : b. . ‘~ : , ¢ . ..



vul'

g

r oL
statement. - .

 which is not repressed, which leaves' no "unllved lineés" in the huﬂdn
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negative journey before a positive outcome can even be projected. Both

?haracters have to show the same willingnesc to overcome death.

Childe Roland, blows in his own Last Judgment and brings the poem .

L

full circle to its title:

And yet
Dauntless the glua—horﬂ to my lips T set .
And blew. "Childe Roland to the Dark Tower came."(202-20%)

The trumpet shall gound and we shall all be changed in the twinkling of

.

- - .- " EETIN - . . . .
an eye. hKoland is changed’ Ly finding himself, at the same 1nstant
[}

- . .

that he becomes united with the "body" of his fellow Pnlghtu. The

surrealist landscape purns up in a holocaust. What follows we do not .
- \ ‘ .
. ] ) X ' . ’ I
know.. Browning's poem ends, ambiguously, at the moment of confronta- .

tion with death, the supreme liberator.91 That the moment of truth

+
-

* comes with. the protagonist's willingness to face death i1s the

.

traditional interpretation of the poem. When Browning was asked if

the central purpose of" Chllde Roland" coa%ﬁ be expressed as "He that

endureth to the end shall .Re saved," he Y lled "Yes ., just about
s J

that."gg"There‘is 4 wealth of irony, ane truth, in thjs seemlng %Qifj} .

4

5

\

’ : _ .
: . )
Approachln the truth has proved more complex. If the moment of | N4

L)

Y
ﬁrlumph 1s<ﬂﬂy implied,, th@ 1mleCdt1ons take ongreat slgnlflcance 1n

the framework of the drean. By blow;ng the "

LY . - +

slig~horn," a lowly last
@ L . . = S .
trump,AChilde Roland,releesgs the priconers, 1ncl&ding himself, even as
: . ' - ‘ [ : L

> -~ ’ N

. o . .
+hey are Jmmprsed in the destructive clement, the fiery furnace, Norman

f o °

‘~l o .._-‘
O Brown wrlteé of death. txdt C o o -
= | N

The aeath 1not1nct is reconclled with.the life instinct only in a life © ° I &

body, the death 1nst1nct then being affirmed in a bady whic¢h 1 wiliing,
to die. And, becauae the bo&? 1o‘ad11)fled, the deaqulngflnfﬁ no longer
drives it to ﬂhdnge itself and make bistory, and therefore, a3 Christian
theology.d1v1ned, its dCulVlty i;’]ﬂ cternlty.9? T . - . .

B
e . AN [N oo . . .



| |
Eros may supplant Thanatos, then, when Childe Roland's quest comes full

circle.

The risen hady  with \ite Aarker manifestaticns, which

6]
N

5
-

lized by the Dark Tower, is the body reconciled with death. Roland

[

reaches th%;/ﬁt&&e through. his willingness to face the broken, dis-

-

membered, bgdy of himself in the landscape of *his quest. If dreams can
reconcile opposites, contaln tensions in dialectic, then Reland may

be said to have drawn all the eontrédictions ot fhe unconscious ‘mind *
into the open plaiﬁ; and there¥to have begun the brocéss sf recognition
and feednciliation.. ‘The body has come together onlyrfrom its frag—
mented parts. The horn blows out the Dlony51an w1tches brew

symbolized by the brute or beast which has been»responsible for the

state of the ."Lemd‘.gh For in'Nietzchean terms Dionysus is peeded to
Y L .

4

-liberate the life foice: "Dionysus the mad god' breaks down the

o

boundaries; releases the prisoners; abollshes reprea51on, and abollshes-?

v 1

the principium individuationis Asubstltutlng for it/the unlty Qf‘man

N

-and the unity of man with'nature."gs Once Roland is united’ in himself

and with nature-—and sumely such oneness 1is exactly what Brownlng

"images" at the moment 1n h1s poemi whep ;@carﬁé%xnn (d1v1ne) or

v

1ncarnat10n through human love9 ag;gomé§uﬁogt mea ngful f%r hlS Eersonae

. b
’ “, P

-~then he is- freed from hls orlglnal repre551dns’and supllmatlons

K . . e

(symbollzed by Apollo, Af we remeTFer Sordel%p S/dream—state). It is’

1

% LA
: repressed de31res whlch are respon31ble for guilt and aggre551on the ™ .

T e
. - A ! ,‘%Q

~w1tdhes' Bréw Apollonlan form contalns the dream bun 1t exrsts 1n-
oo ’ , K ) ;

tension.wiﬂdDiQnysquwho releéses the dream, embodies.it in flesh,
J . - . i ' . . oL f - . » W T "

4“»- ot . . 5 B .' ' . . . B . . . - . .
- brings the individual .images’ towards an incarnational oneness. The

d . . . X , o

emphasis in,qli Browning's’poetryii§~the‘very emergence‘of~thef%9ul"

'
-
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Rrownine's personae. Earlier the passage directéd to Shelley abyut.

Essay on Shelley: "T shall say what T think--had Shelley lived he

‘and lyricsgl The dreamer who is the protdgonistfof7:Childe Roland" has,

,j:';’

through, or into, the body.

- To lose one's life in order to find it is+a dictum for many Of

facing the giant death, in Pauline, was quoted. It seems relevan

would have finally ranged himself with the Christians. . . . The

preliminary step to follow Curist, s the”leaving the dead to bury

their dead--not clamori%@ on his doctrine for an especial solution of .

difficulties Wthh are referable to the general prfoblem of the uhiverse."

Childe Roland had *experienced on hls weary wanderlngs a death—llke

state, but it would seem that he undauntedly leaves "the dead to bury

- : S

their dead" by the poemn's ending. . The poem has no directvChfistian

‘implications, but many covert symbols and messages emerge, especially

in terms off the interconnection between body and soul, nature and spirit
in man.

Roland "acts out" what Caliban, for example,.represses except in

his monologue. Caliban's charactér remains unchanged at the end of his

1

monologue, which is the case with most of the personae in the monologues

hoﬁever, iﬁmefsed himself o totally in physical experience.of what
’ ’ N h -‘ f

was rcprécsud that he is a new bclng at the poem's end: his soul is

e

awakeneu throayh 1to fearleqsnesa,ln the face of death After all,

st . i

the p@em'dbes havé the orthodox méaning ascfibed to it by members of “the

Browning Socrety. Bué‘thege is a multitude of psycholoéical implicét

; {
—r— - M

tions before the positive ending is reached. And tHe ambiguity of the
- : . o r L . - .
quest does mean that it eolld e lived over and over again; like the
N ‘ o D . . .

.

EN i

<
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"infintte mo%ent"achieved'through love, not death, the fulfillment is

not static and absolute.

o
+Childe Roland is freed from self and frém the cavern or gorge

of ﬁountalns symbollzlng his psyche. His vision of nature,,manifest in
.the imagery, is then counterpointed by, and the negatlon of, the worlds
N s
, of the other personae. He achleve new kind of' consciousness and
”awafeness, bofﬁe o&t 05 feellng thi\i |

.

ife-force or process behind the

- 7

Loy :
- g °
{ 101 S 3 (SRR SV [P S S
,dea’c*&z or form. Of guch conscicusndss 1s Browning's optimis:

constituted; it is hard won, not an easily acquired virtue. y
Fra Lippo Lippi, unlike most of the personae, claims that life
' LI 4 ’
n

. e ’ 4 .

'is too big "to pass for a drepm. (Some of the others personae do
T T . ) o

learnsthis in time, however.) He defies life, as does Childe Roland,and
st : : .

N .
plays out "In pure rage'" the fooleries at which he is caught He i

'makes & most arrestlng clalm both artlstlcally and psychologlcally, A
3

s

for thellnstlncts. Yet his "old mlll-horse Immersed in sensual ) |

Lt

pleasureds only, onedslde of the pleasure-reality principle, the other

®ide conceivably seen in Childe Roland's gaunt and suffering horse 98, - ,
\ o b v
- We saw that tension and gullt are hot fully absolved for Lippi, either, '

fl

however llberated he seeks to appear.

Absolutlon comes in the "infinite" moments when time crosses

v . v Ca .
. E e A

. : . ogyer e 2 N - . . . N
eternity, in.love's "good mlﬁute,ﬁ-ln &Pbr{efomoment of artlstlcrunlty, ‘
(74 7

and potentlally in the holocaust whlch perhaps preludes a Secbnd Coming. i,’:’{
The holocaust i followed the long momext uhen nlghtmare 1mages bec&me

foreground These moments, whlch need gepetltlon are made out of every'
: . . y

1

I

. 11v1ng an1ng§ and plégznzﬁhge 1n the landscape of the poems. Childe

" Roland Acts as the’ archetype or. embodlment of every Brownlng Eersona - .

|

l . : i
“ - |

i



who has been scen in the context of this world, which is not a dream.
But a much larger archetypal pattern is worked out, using nearly all
the anigal and plant images and their accompanying themes thus far. S

discovered, .in The Ring and the Book, to which we now turn.




.

L}

o
‘Eht; A" [l <?“J

“CHAPTER IV .

"A DRAGON BORN OF RO§E~DEW"
v ' : . -Q‘, . .
; * bv EN
Why, here you have the awfulest of cr1me§
For nothlng Hell broke loose on a butterfly
A dragon born of rose-dew and the moon!
Yet here is the monster! (Iv,16oo-o3)

For ybu, too, hast thy problem hard to s0lve--
How so much beauty is compatible R
With so much innocence! = (IX, 766- 768) L

Y A: Introduction .

T

-

N, 4

In the preceding chapters we have seen the development of an gesthe-

Lo

. . . o : %
tics for Browning's use of imagery, and forthe  problem of usirg lang~-

\

uage to contaln the infinite in the finite Specific ptant and anlmal b

.
P v
i

P

#

{1magerv has been vntroduced 1lluutratlng the poychologicalfand aesﬁpetic‘.

““importance’ of‘the "natural object" in the major morologrueu and lyr1c°.
imp : jor moie

* -

The emergent images: and Lhemeo have then beern chandelled LntO a clooe R

ehpO%lthH of ”Chllde Roland to the Dark Tower Cam% " which exam{ned

4

! —

°

‘the effect of dream on the 1magery Gradually a'secondary microfOSmic e

-1zed man reprcsented by Browﬂing'f dramatls personae who love,

'_cepto; and psycholo&xcal rev;latlona‘amalgamate Por‘ll

v-thlo md]or poem, dlthough not the diroctlj\oubJectlve 'R B poem as ked o

"parts,

world of;ﬂant gnd animal has émerged into the'foregréund, or uo!er .

level, of COHSClOUbneSS, actlng as. commenfary upon the world of QlVll—

-

-

act, dnd create each accordlng to hlb personal awarenefs
A B ,x

Tn mhe Ring &nd the Book the preV1ous prob%ems,'u

SOII’I€ measure

? J

of Brownlng by Eilzabeth Barre{t does repreSent a fu51on of the_ﬁy'”

y ‘ o 1 o
" the olnglevpoemi,glnto the "whole,". a structure of twelvei_,

F

1

-



monologues. Wlthln the larger framework however, the "parts" are

qulﬂe as 1mportant as thelr sum. We are g01ng to examine a great-;',~n

V0
v 4 -

~ many parts of the_goem, in the forms of those "staunch" images whiéh -
-~ serve ' at _every turn!? (to quote Guldo) .

- The flrst of these staunch images are of course the tltle ohes,

Pars

o ‘repeated in Books I and XII the "Ring" and the "Book " 4wo very cony»
- crete obJects whlch 1ndeed become most adequate symbols." These
. o

¢Symb015‘for the transmutatlon;of‘the raw material into the work of \

{

N

art have rveceived enormous crltlcal attentlon since the poem' s publl—

’ »

. 4
Ce catlon in 1868—69 as Well there are numerous “books and Artlcles on;?
: ;

2 . v
%he poem's overall“structure. ,The‘rlng metaphor in 8 broader sense

v 15 ‘a rchrrlng one in Browhjing's cycle of volumes and poems. Within
L. .

g e ten 1nter}or monq}ogues rlngs and c1rcles‘hre frequqntly us & to
. e N 2. a ‘
) -11nk characters and actlon. ' L T r

, .;}k_ En Boek I BrBwnlng speaks of seelng how the traglc plece
Al R 2

- . N

\"had ryn.thls round from Rome to Rome--" 1n'other words,-how the ‘

\

x-_u g

;,-: _ fragedy had moved full’blrcle. Thé\rlng 1mage overlaps w1th one of

~ ~

N
ol the early 1nstances of, anlmaf 1magery in the poen, as the poet sees

Vlolante and Pletro make thelr escape from the Francesch1n1 R ;

e e

_ : © ' Break somehow through,the satyr-famlly
a o : - (For a grey mother with anmnkey—mlen, ‘

Mopping and mowing, was apparent too, \_ o =§
. ‘ As, confident of _capture, ,all took hands~
\ - And danced about the captlvesln a r;/g) . (1, 570—575)

" But. they leave their "loved .one" with "haters who revenge themselves

Y

End

onﬁPomp111a 1n a settlng env1saged by Brownlng:“ all was sure, / Flre K

r.

: I lald and cauldron set the obscene ring traced / The v1ct1m strlpped

and prostrate what. of Godq" {1, 580-582) Into the rlng sprlngs



Caponsacchl, a veritable Salnt George, cleav1ng the cloud, quenéhlng .

thelr cauldron bearlng away the 1ady in his arms, / Saved for a

splendld mlnute and no more"-(I,587-588)y‘ Although no longer enc;roled,

Pompilia sees the circle of the Comparini trap\riéihg aroﬁndvhér,v
~ during one of the stops in her flight with Caponsacchi:.

I saw the old boundary and #all o! the world
Rise plain as ever round me, ‘hard and cold,
- . Ag if the broken circlet joined agaln,
. _Tléhtegef\ltself about me with no break. . (VII 15h6-h9)

Later 1n.her monologue, POmpllla, hav1ng«:1a1med Caponsaccha as the
angel of truth who saved her makes thls deathbed afflrmatlon

N ‘ - ‘ I am safe..
¥ . : {.Others may want and wish, I wish nor want
_ ' . One point o' the circle plalner, where 1 stand
e , R Traced round about wlth white to front the world. e
L : L 22 - _ (vII 1/6141,1;5() - -
’ . : : : : o o
“ . . She has become her own stlll p01nt 1§\a’fﬁrﬁzgé/;;;;;; L Y

_The cmrcle metaphors.surrounding.Guldo have qu;te\gifferent
- connotationa, and focus'on the guillotine’collar and the embrace of

' the‘marriage ring. The latter becomes the c01ls of the snake who is
. Y )

Pompllla (and her famlly) Guldo murders her breathlng relief ﬁmat, :

o s e unbrokenly lay bare
Each taenia that sucked me dry of juice,
" At last out31de me, not an inch of ring . =
Left now to writhe about and root 1tself :
I the heart all powerless for revenge! (XI, 1605-09)

However; Pompllla'has been the‘v1per to suxv1ve fbr a tlme, a: Half-

2

Rome tells us: "erthes stlll through-every rlng of her poor wretch "
(II lhk6),as a torment to Guldo who could not slay her outrlght Ther :

rlng thus 1s transformed 1ntola central anlmal 1mage--the snakeu _ :"g R

Apart from the 1ong complex analogy of the rlng as the comple-'

B

' ted poem, there is another analogy 1n Book I of the artlst on a _' _,[‘. ,,Q:




| ’vrwho stresses eventb before the7murder, %o the monologues or the Pope pﬁfﬁbr"w

' Book 1nto The R1 and the Book.; The flnlshed product is’ somehow'ghe

"Truth However that word is used in so meny contexts for such a

1“f1n the poem, or, wlth very'slrght Bhlft 1n chronology from Half—Rome

»

lower level, af God maklng the bare clay (the facts) become allve,

: /4‘3 ‘ . :

1ncarnate.’ "Ifused my 11ve soul and that 1nert stuff " says the\poet -

"Before attemptlng smlthcraft" (I ’469-1470) Thus the process is ;y» :

..fert an 1nternal one before 1t 1s translated 1nto poatry. Whatever &

-

the reader may eventually brlng together as hxs own truth there 1s
A

an- absolute truth for BrOWnlng from the outset overrldlng all.clalms

- that he 1s a relat1v1st 1n thls poem (as well as elsewhere)

e — .

The poet enters the base metal tpen and turns the Yellow
}

erlety
of . mot1ves throughout the poem, that 1t becomes one of the deceptlve

s

words whosemeanxng slldes from 1t.' No one (exceptperhaps the Pope)

‘can understand Truth wlthout transletlng it 1nto 1ts component parts,§

fThere needs to be a\re:evaluatlon of the -poem' s baslc subJect' it is

i —

a poem as mufh ebout process the effect of tzme, as 1t is about

31mply, Truth, or rlght and wrong. v
Q ' The\truth hoﬁever, as he percelved 1t, genulnely moved
Q
streets ‘of Florence, readlng the Yellow Book en route. But what

happened through 1ntu1tlon he knows cannot be taught 1n a s1ngle word

' _or moment.. He could say "Pompllla is 1nnocent Gu1do gullty and 1f

R

I 1n the medlﬁ”eof poetry coverlng 8 multltude of exlgencles, levels, {Th

R characters, nusnces. In 8 sense, everythlng does happen slmultanpously
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Brownlhg's splrlt in the tlme 1t took h1m to walk home through the '_ »'{'

T

f:‘and Guldo vhlch occur lnmedlately before the executlon., (Book XII f?.’x?"~

'thst ‘ere the central truthwhe need go no further.- But the meenlng 1s ;7:“ L




JaedEErA

fthrough t1me(as chronos} from the vertlcal (kalrosz. %;‘

‘,,~both detectlve story and symbollst poem. ch

' tlon. Man was created and he, not able to "make in turn,"

'”>IfTh1s is the art1st1c and human message frequent in Brownlng 8- poetry,

actgs es an epilogue to thefwhole ﬁaie;) The simulteneity ofvtime.ih the

' varyiné‘peTSpectives of'the monologues is the infinite moment crossing

. : 4

McLuhan, wgose remarks on tactlllu" end ai muLtanelty of ex-

perlence seemed approprlate to use 1n Chapter I has commenmed occ351on- )

ally on The'Rlng andfthe.Book,v He calls it a Megmiliar instance, of the
'\ ! e

abrupt neWspape? Juxtap051tlon of events 1n plcturesque peﬁﬁpectlve'

.. ., an expllcltly newspaperish crlme rEpoxt glvem as a serles of Lo o

a

"1n51de storles,' _each one contalned within another llke ChlneSe

Y

;boxes. 6;,The newspaper was Brownlng s "art model for hlS 1mpre331onlst

‘eplc," and]&ke chkens and Poe he was led by newspaper serial pupllca-A

.

'tlon "to the process of writing backwards. Thls»means 51multane1ty of

'all parts of a comp051t’on. Slmultanelty compels sharp focus on.

k]

effect of thlng made ;».3; S1multane1ty is. formula for the wrltlng of

v

A 3

Although Brovnlng uses the analogy between artlst who 1nfuses‘

‘-body w;th 11fe or splrlt and God who- makes the Word flesh 1n Incarna-

/

f'tlon, hlB own lack of hubrls causes h1m to add an 1mportant quallflca-

'

SIS Yet forced to try and make, elsevfell to grow,d- LI
»_'»-‘_‘Formed to rise, reach at, if not grasp and 5&1n o
o7 - The good beyond hlm,--whlch attempt is: growth,——
. .. Repeats God's process'in man's due degree, L
- Attaining man' sgproportlonate result,-- P
: ”Creates, no, but resusc1tates, perhaps.; (I 71&-719)ﬂ

)-_‘~ '
VL

¢

:iﬁthe one that Andrea del Sarto could not grasp, and that Callban dlstort- :

';c[ed ‘80 bddly The art1st can brlng back to llfe, 1£ not create orlglnal




Inalienable, the arch—prerogatlve ) i R SO
Which turns thought, act- -concelves, expresses too! ’ SO
B No less, man, bounded, yearning to be free,
© May so project his surplusage of soul’ f
In search of body, so add self 6 self = S
By owning what lay ownerless before,-- =% . k.
So find, so-fill full, so appropriate forms-- ’ '
. : That, although nothing which had never life-
/5 Shall get life from him, be, not having been

Yet, something dead may get to live again, .
Something with too much life or not enough,

‘Which, elther way imperfect, ended once:

An. end whereat man's impulse, starts the dead allVe,
-Completes the incomplete and saves the thlng

’ The process. of resusc1tat10n, breathlng backl;fe 1nto a once llVlng _

?thlgg (as Elleha breathed 11fe 1nto a corpse) sounds psycdfloglcally .
llkeAShilde Roland's quest to flnd his body, his other self: Indeed
:thls theme pleS up the thread of llfe—ln-death whlch we noted 1n manj ?}'
fQof the lyrlcs “and monologues.' For the poet however the obJect |
resurrected as a work of art then becomes external to the self.

# A.further.example BrownlngAuses to explaln the artlstlc’process

_ ”also contalns overtones from "Chllde Roland " :Why does the nage. say, '

5

half in truth but "restlng on a lle," that he ralses a ghost?: Man

cannot‘make'man, but S '-“~,,<-'_‘ . ‘ L
S -~ .."I can detach from me, commission forth
% "Half of my soul; which in its pilgrimage .
oo . "O'er old\unvandered waste ways of the world ,
/ "May chance upon ‘some fragment of & whole,
.- "Rag of flesh, scrap of bone in dim’ .disuse,
‘ "Smoking flax that fed fire once: prompt’ therein
‘.‘Uienter, spark—lee put oldpowers to play,
. Mpush lines'out to tHfe limit, lead forth last-
" Y(By a moonrise through ‘a ruin of a ‘erypt) - L
'"Mlstakenly felt then wrlte my name with Faust' s'" e L
’ (I 7h9—759) R

What the mag1c1an can do, what Sludge only pretends to do, is what

E :
Rolapd had to do for hlmself 1n h1s world—wlde wanderlngs. Brownlng,

i :iii’dd;g
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inow-both alchemist'and mage in terms-of his metephors,’often tahes o
poetlc wanderlngs after cast off subJects, storles unwanted by otherl v.;"A
. and. therefore destined to remaln deadp Life, paradox1cally, is given

to a tale whose overt subJect is. the V1olent death of e1ght people. )

With this Introduction ‘as "framework" to our concerns in The S

Ring and the Book, we nbw,move into an examlnatlon-of the recurrlng :

~

anlmal and plant 1magery -and motlfs whlch have been seen: as 1mportant

.in‘the shorter poems. The d1v1510ns correspond largely to the"

'sectlons 1n Chapter II, Just as the 1mage patterns and thelr aesthetlc,
[

psychologlcal 1mp11cat10ns correspond 'to those of the earller poems.-;rj

The rose and the splder w1ll be the central although not sole, 1mages,

in the flrst sectlon 1nvolv1ng the 1nteract10n of 1nnocence and ev1l
The sect1on follow1ng w1ll deal w1th the area whlch mlght be termed
1n1t1atlon w1th 1ts .own 1magery deplctlng both splrltual and phy51cel .

- awakenlngs.- There w1ll follow a maJor study of the 1mages and psycho- .

loglcal themes 1n The Ring andfthe Book whlch bear out content and

f;lmagery 1n’"Ch11de Roland to the Dark Tﬁwer Came," here Guldo w1ll be
.brought to ‘the forefront. Flnally the Pope s monologue W111 be

\'evaluated 1n terms of the 1mage patterns and themes of the whole pOem
“B: ..The Rose and the Spider::Evil_in_the’G&rden or.Innocenéex O

v

RPN
-

When We move to the 1nd1v1dual anlmal and plant 1mages w1thsn

_the rlng of monologues, we are faced Wlth an. enormous ch01ce, not only

ot 51ngle 1mages, but of whole categorles §% 1magery whlch would

.

: '.‘ .

uﬂlllustrate BrownLng 8 creetlon-rwhat Colerldge called "'unlty 1n

K T

”fmultlety.'"8 Rather than catalogulng aI}the magor anlmal 1mages, for




oW,

'_Rlngiand the Book Just as 1t 1s in the rest of the canon. ;t»is uséd'

v the splder, h&ads us 1nto the garden of exPerlenCe---Althoughf1t,,,
'fjance in an allu5104’to CaponsacChl.‘

. are speakers.and 31tuatlonswln comblnatlon., Thus, although we have

: Rome for qu'tg Other ends :

| ,Pompllla 1s from the outset, 1n her untouched state an obJect to be
"”owned by Guldo (compare the Duke s attltude to hlS last Duchess), one

'71!Pp1ece of untrammelledbeauty to be won from the prlckly thorns of

Tffsacred Rome, where Guido has falled to galn entrance. L e

R R ‘»»193”-"”

‘example whlch characterlze each dramatls<pérsona elther dlrectly or -

- - kS » ¢ [
1nd1rectly,9’ T w1ll choose two maJor 1mages, one flora oné fauna,

€
»

whose aesthetlc, symbollc, and psychologlcal 1mpllcat10ns have already

emerged 'The rose, w1th 1ts-var1ants, 1s a recurrlng motlf_ln The

©

Sl R

'most often to descrlbe ~Pomp111a;,1ts colour and_value*vary!iniaccord-

ance w1th\the_speaker;of‘the image.. The rose's concomitant, its set-

:izting,is"the'garden of innOCenCe'which is sometimes an,Eden:'this'gar-

v
3 “r : 7 4

7bden W1ll be examlned separately as well The second 1mage, that of L

e I ———, _. L
el I

[

'ﬁsometlmes 15 used to describe Guldo 1t makes 1ts most strlklng appear-_h‘

e : ’ .
. ) s . . E . ) . . [

’.

The rose has as many gUISeS 1n The Rlng and the Book as there

»

: llnked 1t wlth the garden in 1ts 1nnocent state, the rose, dependlng

/
[T

"on"lts context x he seen as a’product of ev11 ' '»-f' . :, 'iA R

i ~

Half-Rome whose partlallty is for Gu1do, 1mag1nes the Count s

f.1n1t1al dec151on to choose Pompllla for a w1fe whlle he 1s v151t1ng

i

S o .. .What: ir he galned thus much
_v‘Wrung out this sweet drop from the bitter Past, R e
- Bore; off this rose~bud from the: prlckly brake, _,‘J‘ T L
- Tojustify such torn,clothes and. scratched hands, "’,u‘ a
~Andy after all brought somethlng back from Romé*
R R e S i (II 35~ 329)

e M e
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The Other Half-Rome on the surface 8 champlon of Pompllla,

o ‘ ' ! :
i uses thrs metaphor to descrlbe the world's fallureto notlce or apprecr-

ate beauty untll after 1t has'been a85001ated w1th v1olence
e —*"T is Jﬁst a flower s fate past parterre we trlp, —
' Till peradventure someone plucks our sleéve-- . |
C "~ "fon blossom at the briar's end, that's the rose
00 .. "pyo jealous people fought for yesterday _
‘ o - +"And killed each other: see, there's undisturbed , o S
© ™A pretty pool at the root, of rival red!"™ . - . .
Then cry we, "Ah, the perfect paragon'"" e S
Then crave we, "Just one keepsake-leaf for us'", (III 75—82)

Cy .

'kauch v1car10us hangers-on 1mply that the 1nnocent rose caused blood to
>,'Ibe shedhln*v1olence f Later the same perso descrlbes the\prlests and
.hothers who come’ to see Pompllla on her deathbed and ‘who are all half
A1n love W1th her . .

S o 'Well had they viewed her ere the paleness pushed /-
... ! The last o' the red o the rose away: while yet : '
. - Some hand, ‘adventurous 'twixt the wind and her,
Might let shy life-run back and raise the®flower
. Rich with reward up to the guardian's face,-- .-
'~ Would they have kept that hand employed all day
- At fumbllng on with prayer-book pages? No!l
Men ‘are men: why then - need I say-one word = -
More than that our mere man the Canon here-
‘ Saw, pltled loved Pompllla? (III 873—882)

" The love, by 1mp11cat10n, was a phys1cal one, the 1nnocenee clalmeddby ' :f;fa
v{;(the prlest was a4 scarlet flery 1nnocence / As most folk would try | |
‘.ifmuffle up in shade :’(III 895-896) All thls is, most natural to the s
‘:koworldly-w1se Other Half-Rome but further than that h1s v1s1on cannot
"i¥$i{§j;:éev Terplum QUIdV that soc1ety para51te.who pretends to elevatlon-;aETAow

, jln hls speech and audlenCe,

on_one of hlS rhetorlcal fllghts of speech h"5“7

‘“gdamns Pompll1a 1mp11c1tly-w1th thls metaphor.'p ?ii 3}Jffﬁ;,~?aV~-f;-




“liﬁgfrPompllla.n'.

v N S \ :
,‘) And then. the sudden ex1stence, dewy-dear, o
© 0! the rose sbove the’ dungheap ﬁthe pﬁre chlld
. As. good ag new’ created, ‘since wlthdrawn
- From the. ‘herror of the, .pre-appointed lot
- With the unknown father and- the mother known .
Too well,w o vv - »_" < 1V, 2&6-25»1)-'

Lo - B
. . o
7 : o

'les 1nnuendoes, although he condescends to glve Pompllla her Just e
B \, '

. deserts, really are less humane than the more rank descrlptlons glVen'T'" ‘

S

;_;by Half-Rome of Pompllla s bllghted orlglns.los Tertlum Quld enJoys the

N z %

e w1t and beauty o“ a parallel metaphor in whlch Pompllla is’ thlS tlme L
"a llly, a symbol of purlty :
The: strange tall pale beautlful creature grown
“Lily-like out. o' the@left i' the sun-smlt rock’

_To bow its whlte mlraculous blrth of buds: s
I' the way of wanderlng Joseph and his" spouse,--..

'_So palnters fancy here 1t was a fact. (IV 322-326)

h'vThe 1mp11cat10n 1s stlll by context that somethlng beautlful can have_:3‘

a worthless core (as,Afor example,»a pearl) but that 1f good comes out

N

of ev1l the- end 1ndeed Justlfles the means. Tertlum Quld is. wholly

v.concerned wuiklmaklng anlmpre331on rather than w1th seeklng the truth. - '9

. ,.7

Pompllla herself uses the recurrlng metaphor of rose and brlar

. . o E :

s-flgg;ﬂ

'fbut 1n a 31mple, d1s1nterested manner. Who would frown at Vlolante one;hd-u"ﬁ

. -/_,

m1ght ask for taklng Pompllla away from her natural env1ronment one

'jfwhlch could only contrlbute to a llfe of sorrow and 31n?
“}“’ Well God, you see.trGod plants us where we grow.v‘é‘
It is not that ‘because a bud is born- . Tn
. At'a w11d brlar 5. end, full i' the.wlld beast s way,‘,.H
__Q_jfjWe ought to pluck and put it ‘out of reach - SRR
'*-f On the oak-tree top,—-say, "There the ‘bud belongs'":*?'*
L (VII 301-305)
."'}':""v'd’eceptlons have led to a wors‘e‘? sorrow, almost as 1f 1t had'

F’ﬂ]been determ'ned rrom the outset.» The rose QeSOmes a: symbol_for some-

PRI




. as a rose, expectedly, these do not empha51ze the hléhé?“ﬁﬁafltles of "

'f'Guldo challenges thOSe who adV1sed hlm to walt for Pompllla s pe851v1ty
‘}to grow 1nto acceptance through the process of tlme,_who sald to h1m ”

'=that 1f he does not w1n the flrst flush of love, he may at least earne"'f

"Guldo replleS', ’_:_ ,j’p'tﬂ_r'f-‘_;}.f_ o i

'nough - so Guldo claxms.; But sueh a "dream rose 1s metamorphosed : f}fﬂ

'Tl },H:.k”;i‘.f_F{l 3 'l’ _.1_1:1-196' _

Guldo s second monologue contalns three allu51ons to Pompllla

tpelther flower or glrl.: He complalns flrst of her ablllty to destroy |

V 'abhls pass1on by her ve;y unspoken Judgment that he is too old that he_-;é

Vs

:rlndeed repels her—-"A llttle saucy rose»bud mlnx can strlke / Death- ,:‘“'

'nvbdamp into. the breast of a doughty klng" (XI lOOB—Oh)-—by commentlng

on hls youth as belng long past‘v He 1s too bllnd to hlS ovn nature to

‘see that Pompllla is motlvated by other fears than slmply hlS age,, T S
’;/-,', o .

]‘her frlendshlp, "Not love s flrst glory but 8 sober glow" (XI 1086)‘

-: ;ff”lf ffv‘Go preach that to your nephevs not to me

~"Who, tired i' the'midway of my life, would stop - " . oy
‘And take my f1rst refreshment pluCk 8 rose.;,: T
What's this coarse woolly hip, worn smooth of#

... You caunsel I gq plant in gardén-plot, '

[~ “Water with tears, manure with sweat and blood

. . -In confidence the seed shall . germinate

.. And, for its very st,_some far-off: day;' |

| _-'7;"~?Grow b;g, -nd blow jme out & dog-rose ‘bell?A (x:t 1090-98) (RS

0

prove the qulet‘hedge rose Wthh served only ham, that would be prlzeés;‘“

. v

EThlszbloom‘whose best grece was the slug out31de
uAnd the wasp 1nsxde its, bosom,-qpall’you' rose"?

For the horrlble present"'



. .
tv‘"

i WY

| Lﬁz That rose, 11ke "the shut bud that holds a bee ln "Porphyrla s Loverg 0
ha.rbours somethlng ugly and stluglng at her. core VhICh may well 1mply ‘
.Caponsacchl, and certalnly Pompllla s presumed 1nf1de11ty., We see iQquiijjéﬁé'
:"'?.v"that the: rose cannot be 1solated kept pure, »for even by words th’e“ ;_:_';",“ i
- Splder has galned accesé 1uto the: coxmnunlon CuPo-,_-":;.-v ‘ '.f * e
e | However, ‘the quﬂntrty of words whlch Guldeypourstorth t; bllght 3'7 | ij
‘:’ iiﬂythe Tose. and Pompllla/{ioes not 1n the end outwelgh the quallty Of‘lntul-e 1;

‘fzfm!*tlve truth.ln Caponsacchl s rose image He makes a clalm for e truth

“-.to be found in loyiy, everyday experlences, as he ends his monologue B

To leérn not only by a comét s rush | f"' " 7&5;}:'<3\ f A
But/é roSe s blrth -=not: by the grandeur, G°d"'fﬂ S ‘lri}TnL'i"
. Buy the’ comfort Chrlst o IVI 209&-96) e e

i ThlS short//ﬁut 1ntense, trlbute culminates a total v1s1on of Pompllia«s L

'v"ﬂlworth &nd/lnnocence._ Fbr GaponsaCchl the blrth of“a Pompllla 1s ;

kS ianalogo é1x>the Incarnatlon, the emboérment of such goodness afflrms B
aéj@iz Has thei comet‘s rush ;. | \’, | ;' | | )
f,//e; The rose 1argely, but not wholly, 1nheb1ts the garden of 1nno—/ o
:'uf;ceéce,(although 1t mey seem to harbour ev11 (Lf,the wgsp 1s ev1l) wlthe-e?;;:ie

7~.?14; 1@3 bud There are otherrg“rden metaphors on a larger scaie where
Vi ‘n,. ,.\ o .

>'”JfEden stlll exlsts, nd the serpent has not entered.,_Before marrlage
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In th,v_

by the couple,

garden of ‘the Comparini Pompilia,flougishggg'encircledi
ahns - - ke B e
.jI‘ the mldst of Pletro here Vlolante there, ot e DA TR e
" Bach, like- aasemlclrcle ‘with stretched: arms;
e o *JOInlng the otherf d her prec;ousness-- Coo
S L o, dhlls that go’about a: garden-plot L e
. . Where.a chance. sllver .branchlet slipt from bole\ S
" Of gome tongue-leaved eye-figured Edentree, L 7'l, SN L
- Filched by two exiles and borne far: away, ' R SRR
: 53Pat1ently glorlfles thelr solltude .f. e (III 230—237) L

A 5

N

1

The 1mage metamorphoses the tree 1nto a snake, whlch symbollzes ; ,N

o Pompllla s natural mother to Other Half-Rome.;; Grow1ng now, Pompllla E

Just reaches the publlc gaze, as a. tree over the garden wall'w

-t L'ﬁ? Nhy, abové’towered a llght tuft of bloom S T A
R "To'be toyed with by butterfly orbee, ;v"'~’ : e T
..~ Done good to or else harm to from outside: - oo
L POmpllla s rogt, stalk and e branch or two, . S
' Home enclosed stlll,\the rest would be the world's.,v-fﬁ“ L
B N _._,ygaz (1T, ahh-zha)

PR R Gt ‘, Yo

i . "4 ' . ,,
The llnes 1mp1y that she 1s barely ready ror the exploratory awa%eplng

: by butterfly or bee, lnsects used so effect1Vely 1n 1mages to portra

”n”ffff nf tory ﬂhys1cal love 1n "In 8 Gondola.,'ér'“

Another perlod of whlte 1nnocence occurs durlng Pompllla s i

\

seen,

- LA

i fllght w1th Caponsacpgi tj Rome (althAugh other eyes,.as we have
'f-?‘?», Y
;;ffffﬁ vlew the-fllght_as to so“f degree an ebductlon) At one stop there 1s




These llnes, 1mage" Pompllla s llfe et ?his partlcular instant--the sun;.

el

' ~wh1ch the tree holds llke an egg of flre evokes the goldeh tree of '{”“;

epthe Hesperldes., The egg ;ﬂself has been used as a syﬁbol of Pompllla

~

'v’unlty, newheSS, and potentlal.v Alsof the sun and flre are emblemetlc;“» :

'Uflof Apollo and the form of art and llfe. The Torces of Dlonysus are f

;i qupalla s glfe 1s rounded out. ]_]]f!»ply _f”, A;f;.y,,';

,”ifall thls tlme been avery profane, Secular prlest, prone to smllex'

'rooted 1n the tree unseen and w1ll have to burst forth befor%ﬂ”

Another gardencsymbollzes for Caponsacchl the recognltlon,-

\

'qr,‘famldst hls turm01l over the temptatlon to rescue Pompllla, that he nas

, <
2 C
L) - -

A R W
“..“.., X A \

; pltylngly on those prlests who completely abhegate& the flesh Y‘v: f,:_-f*
: ?‘I Now the church changed tone-— ‘*""'".”fm}af P

Now, when I found out . first that life and death»
. Are means to an end, that passion uses both TR ST
'ﬂ:.»Indlsputably mlstress of the man o Arveu;v ji; :j,ﬁsj G

bNow, from the i _
"Leave that ‘live pa: “lon,~come ‘be. dead wlth me'” L
i ".the fabled garden I had gone :



z;ﬁlsharply w1th Caponsacch1 8 ?ecogn1tlon of Pompllla as the prlze to

. as tree)

'golden-apple shows a marked lack of values. Hls emphasxs contrasts :

Cee D0 o

ﬁ(} h/ N : |
ol ' o

N 5
\

thag @Re prlze to be galned is found 1n duty to God However, his
1ntugtlon eventually SWeeps aCTOSa all such ratlonal rellglous debate-r

and he movesto rescue the malden, in what is anact encompa581ng and

-

_ goipg beyond.51mple duty The prlest glrds hlS syord becomeS/the f

!

mllltant St. Georgé. Browning implies that reason leads only S0 far,

that ultlmately the heart must overrule‘the head, espec1all?bat the

'moment of . eplphany (Yet the Pope is able to comblne reason and .

) 'flntultlon 1na.far-see1ng evaluatlon of ‘all the acts“of the'dramatls

personae.)‘
- A

- Pompilia is seen earlier by Pletro in the 1mage of the golden

::apple, wheh she takes the attention of such personages as the Abate

and. Gﬁ;do He 1s stunned to find - (contlnulng the allu51on to Pompllla
4/ i

Fa B i . 5
. . [

How somebody had somehow somewhere ‘seen R oL
Their tree-top-tuftaof bloom above the wall e

And come now to apprize them’ the tree's self

Was no such crab-sort as should ‘g0 feed ‘swine,

QOrdained for Hercules to haste and pluck,

% - . And bear and give the Gods to banquet with--

' -Hercules sﬁhndlng ready at the door: (III 380~ 387)

»Although the mvth 1tself is approprlate to Pompllla P1etro s empha51s

-;¢nxwealth and 1tle as. qualltles which transform the crab-apple to a_

A \

)

°

make Sacrlflces for. The prlest is 1nf1n1te1y more worthy to be

-Hercules than is Guldo. However, the garden keepers, espeC1ally the\

S L.

EVe foster—mother welcome the snake 1nto therr mldst o pluck the -

apple Whlch 1$ the "Besperlan ball "13

‘ : . _'_ o .
ThuS‘wé geealready that the organlzlng motlfs of rose, and /

Sy .r-u G

200

_‘But. veritable . gold, ‘the Hesperian ball: i S - v

P

AT
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©

spider, and theif‘équi&alents, have proven by no means exclusive'ofione -t
' another, nor is one the connlete epitome of innocence, the other of

’ ‘, evil. Brownihg's subtle and flexible mind-couidrnot be expected to give

any 1mage a 81ngle meanlng in a one-to—one correspondence. Hls 1meges
are contlnually shlftlng, transPOSIng‘themselves, metamorphoslng\w1th1n

the drama s framework 1nto somethlng else, accordlng to tlme, place,
A : T -
SLtuatlon, speaker, rec1p1ent or sub,]ect.lh The 1nsubstant1a11ty of
\"i . .
‘ words is demonstrated over anﬁ over in the word, yet a-sense of the ‘ ~
7 \ } ’ L

P

. 1nf1n1te emerges through the flux.l T } "‘{ ". S :;:”%i ’

The 8h1ft to the splder 1mege 1s not a complete break then.

a

However, in 1tself the splder has a new set of connotatlons and symbo-
! /

11c velues, as. has been seen 1n the eerller poems where it functloned.

' " One of the most strlklng iméges 1n whlch it oceurs is in "Gold H51r'

A Story of Pornlc,' where the_splder repreéents & hidden vice 1n,an 3

otherwlse pure -vesselch'-"Had'e-spider fo@n@'out_the»commnnion—cup, /
"Was a toad 1n the chrlstenlng-font?" He;e, then, ie'Pompilia'e metaphor,
for the world'e tendency to see ev1l in the mldst of genulne purlty, to

| cast a, bleck blot upon the wh;teness of Caponsacchz 5 virtue.

' The glory of his nature, I had thought
~ Shot itself out in white light, blazed the truth
,Through every atom of his act with me: i :
Yet where I point you, through the. crystal shrlne, it
. Purity in quintessence, one dew-drop, ° ) e .
R . You all descry a spider in the midst. o,
.~ ..~ One says "The head of it. is plain to see,” o
~ And .one, "They are feet by which I judge," :
ALY sey, ”These f11ms vere: spun by nothlng else."
o | | (VII 921-929)
/ e l’ I3 o . - A

- /’ EX KN

Thls passage w1th 1te central 1mege remarkedly slm11arto«$he one 1n
' ”Gold Helr," hes importauce beyond 1te 1mmed1ete context., It 1s !

related to the relat1v1ty or truth for ord1nary mortals, to their A

o .

o



1. e -
tendency to see whatthey want to see, to delude themselveé'hnd others.

The dangers,are-more p051tlve ones when what-they see 1is ev1l-or gullt
o where none exist. For Pompllla the splder means SOmethlng abhorrent p

~some desecration of truth and beauty The crystal shrlne is 1ndeed

sacred to her like a "communion cup.” But for Brownlng the sPlder
'_Could’play maeny roles. Most 1mportant in terms of its functlon, it 1is

L an 1mage from nature, and from that 51de of nature whlch ue try to
“u,

keep hidden. Pe0ple catch a glimpse of head, feet .web-—and surmlse
there is a'body. For them it 1s ‘a mlnlature of man 5 darker neture.

. ~

For Pompllla 1t does not ex1st not -in congunctlon ‘with her soldler-

salnt Other’ oalookers drop many 1nnuendoes about Caponsacchl s -
vunconscétus mo;dvatlon in the abductlon-rescue of Pompllla. After all,
.'was he not a very soc1al, seculan prlest at best? If ve cannot forget
the splder 1mage of Caponsacch1 once it 1s v01ced, 1t may not mean -
(anythlng more ev1l" than man's closeness to nature, and the necessity
of the anlmal to live wlthln the splrltual In.any‘ease.'there is no

: amblgulty in Caponsacchl s bellef ‘in the purlty and 1nnocence of N

'Pompllla nor in hls outward actlons..v"- : T

te
RS
«~

The spider also weaves a web. whlch may partlallyobscure the
truth the gold " as 1t does in "Master Hugues of Saxe-Gotha. aIn
' h"Two In the Campagna the splder 's web symbollzes the dlfflculty of ;

translatlng'thought t01nmge, and 1mage back 1nto thought The layers

R

:of webs whlch make up the fabrlc of The Rzngﬁand the Book are 1nf1n1tely

4 .

“more complex. The truth re51des in the 1nd1v1dual threads, 1f they

itare entlrely torn away man, in. hlS flnlteness may not be ablewto see

L

AN
or bear the crystal shrlne 1n 1ts brllllance.‘ Or to put 1t another

a0t
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way, 1f the web vere completely unravelled 1t mlght prove empty of a-

g central'truth, since 1ts truthls in 1ts weav1ng and deslgn. ;a

R -

S would add) make 1ts appearance in relatlon to Guldo. In one of hls

" The “toad 1n ‘the. chrlstenlng-font"also has its COunterparts in
v R A

- | B

The- Rlng and the Book, but these shall be met wlth 1n the sectlon o

llnklng the poem Wlth "Chllde Roland,"for they are often the p01soned -

J
.‘_v

toads 11kethose perected by Roland on hlslandscape.

RERER
~ As mentloned ’the Splder does often (more approprlately, most

1

- letters replylng tothe (forged) > letters from PomplllaL Caponsacch1

, wlshes that Guldo mlght walt in valﬁ for hls arrlval (as reporte@ by

2

: CapOnsacchl as,flrstthlnklng Pompllla to be & weak woman, as the al eged

the female‘"lacky-ofa&les or go—between for Guldo) and that the

.

dlsapp01ntment of not catchlng prlest and W1fe together may

_ —-So tantallse and 5O enrage by turns,
’.""Untll the two “fall each on the other like-
_ "wo famished spiders, as the coveted fly
"That toys long, leaves their net and them at last'"
. o : (VI 61k~ 617)
T
Thls image . is a dlrect personlfleatlon of those who tormeng thelr cap—

Yy

tlve.. Half-Rome quotes Law as Qaklng 1ts c0mpromlse Judgment 1n the R

case of Guldo versus Caponsacchl and Pompllla..‘ Law plctures <

v

En o _ . IR B :
wrlter of the letters D ST .f1f. w
*~, %'ﬂ-7t,"But now’ he sees her face and hears her speech
- - "Much he- repents him if, in fancy—freak ’
.~ "For a moment the minutest measurable, . .
. "He coupled her with the first flimsy word .
.~ 2."0' the self-spun fabric. ‘some mean - 8p1der-soul e
*:;"Furnlshed forth.,stop hlS fllms and ~stamp on hlm'"-"
- B = S (II 1161-66)

o.

P

Ample ev1denceemastsﬁ1n The Rlng and the Bookto show that words as




.
B

" the court sneers, "What if she wrote the'letters?"-
. . e R
: Learned Sir, - Yo
I told you- there s a picture in our chprch ‘
Well, if a low-browed verger sidled up
. .Brlnglng me, like a blotch, on hls prod's p01nt
A transfixed scorplon, let the reptile writhe, R
.. And then said, "See -a thing that Rafael made-~ - R
. "This venom issued from Madonna's mouth!" I
AI should reply, ~ "Rather, the soul-of you
Has issued from' your body, like from like,
' By way of thioordure-corner'" (VI 666-676)

‘ . oy

* The metaphor conJures Up a MedleVal palntlng where ev1l words and deeds

are symbollzed by phys1cal representatlons of eV11 A plan for gdultery

-

could no more issue- frop Pompllla s 11ps than a p01sonous SCO;plon pould

' come from the Madonna. The scorplon 1s as abhorrent to E/ﬂonsacchl '1n .
. \a/ : - ‘\'- o
connectlon wlth Pompllxa, as t 5p1der 1s to her 1n the. passage dyoted

abOVe.16 They parallel each other in thelr defence of and bellef ﬁn o
one: another. o (’5 “; : ';t ST ~‘\\§ ‘ ”

The splder and the scorplon have 1n81nuat | thelr way 1nto the _—
, garden of Eden, and a change has occurred Pompllla 1s ave e'of the f "
new garden she has entered after her marrlage to Guldo. pWhen she-\\;¥~

flrst sees. Caponsacchl her thoughts are, o
A
""I have a keeper in the garden ‘here . .
‘"Whose sole employment is 'to strike me low -
"If ever. I, for solace, seek the sun. - i
- "Life means with me successful felgnlng death
PLying stone-like, eluding notice 80, -
. "Forgoing here thé turf and ﬂheﬂe ‘the sky.
'f}x“ o "Suppose that man(had been 1nstead of thls'" (VII 1001-07)

"_jOne is remlnded sllghtly of Callban lylng 1ow, out of the notlce of

"*d‘}iSEtebPF’ and wlth no concepg\of a God of love. The keeper of the
i garden 1s 1n thlscontext the‘qplder who traps the fly 1n hls web-— o '
g Guldo.: The "lone garden-quarter becomes black and haunted 1n

”}'Brownlne s descrlptlon of the ”wolves" who track Pompllla to the T




, T , IO \ o
.Comparini's~villa one lone winter;eve; Lo -
- ... it vas eve> et
The second of the year, and oh so cold! . -’,j’//«”
. 'Ever and ‘anon there f%lttered through the air
A snow-flake “and a scanty touch of snow , _ _
Crusted the grass-walk and the garden-mould. (I-»605—609).

'It 1s the nad1r of’the year and of the events in POmpllla S lafe
The garden of experlence in a. broader sense 1s present throughout i
¢r

~the poem, 1n 1mages of death destructlon and Waste, these w1llebe T

examlned in connectlon w1th the "Chllde Roland" themes and 1magery

of The Rlng_and the Book .',: ‘xtf' .bhsg;ﬁﬁfh,T‘?

A

' C: ‘Imagery of Avakenirig and Transformation.
s b

. Between thé g rden of 1nnocence and tﬁe garden of experlence is f
ﬂt the place of transformatlon To deplct thls psychologlcal state num- |
ierous 1mages metaphors, and symbols of sexual an&Jso;rltual awakenlng

'(e;ther v101ent or- gentle) may be found Both Pompllla and. Capon-
sacchi undergo some measure of transformatlon and loss of 1nnocence,
even Guldo 1s the re01p1ent of new. experlence. Pa551on and 1nnocence, :
n:body and sp1r1t are played off agalnst one another 1n the 1mage hT‘
‘;»Tpatterns. One Brownlng scholar has stated that o ‘
: Though Brownlng s 1mage§y in. The Rlng and the Book as a whole may be H
characterized as: hlghly sensuous;, the poet very ‘seldom uses 1magery

,f:to comment "on the Sensuous . aspects of the. people and ohaects he is-
R »flguratrvely repreSent1ng " More often,lmagery is‘used to express. the

SRR speaker's 1nterpre atlon of events and hlS ) ath;es and preJudlces h_v
T YmP _

-*Qconcernlng people.fkﬁ‘lﬂe

"TQFFn;magery r? the poem. However, there are 1nstances of dlrect sexual

"7.[r 1mages as an equatlon for a certaln sensual characterlstlc. More often,,ggg.,'""

‘)

\'7Z 71t 1s true, the sexual 1magery 1s a metaphor for a thought, an oplnlon

ST e ) st . P
N

e ; , . ]
. . N - ) o7 A .

=4

>7,Thls 1s a useful dlstlnctlon to make Vhen we examlne some of the sexualk~:r’h
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""of another character and frequently reveals m re'of the sEeaker s
gfunconsc1ous than that of hlS subJect, Although any glven 1mage must
;"'be taken 1n 1ts context there .are’ certaln pattehns of 1magery whlch

"»may be taken almOSt at face<~alue. That 1s, hav1ng encountered«them 1n>
.1ear11er poems of Brownlng, vhere they have attachfd to themselves qulte o
"'a constant meanlng, we may take them as hav1ng that same meanlng when |
.encounteredagaln Therefore, we.move from ‘the. 1mage to the revelatlon

<

b_of character rether than from knowledge of character to analy51s of
1mage. ‘ | | | | B

'"C L iq/ihe aforementloned cateéory, imegery of transformatlon,v-~;

there are a number of allu51ons to Pompllla s sexual awakenlng whlch K

7para11el s1m11ar 1mages in "The Fllght of the. Duchess,f

among other »
""early poems. Pompllla as'"Llly ofea malden, wh1tew1th 1ntact leaf"
(111, 365) recalls the "cup llly"‘Vhlch "crouches WIth all the whlte
'..daughters 1n'"Fllght;"" The hunt of the deer as. deplcted in that poem -"g;?ﬁ
"51gn1f1es a sadlstlc 1n1t1at10n which was - to he forced on the Duchess e

2 by the Duke.- Pompllla herself 1s the V1ct1m of the hunt for‘when

: %f_Caponsacchl urges her to take an hour s rest on her fllght to Rome,'?l fﬁ; gf;l'

'"';'we read that "her whole face changed " es she ant101pated Guldo s_V;f;"Q:'

J Jﬂ"theme to urge the fuiflllment of her fleshly nnlon wlth Guld

b

.

'"‘";“;"". The eyes burned up "from falntness,- llke the faim® 5 ,ijf7§iglh”g5;;"fj
: - Pired to death 1n the thicket, when she feels . N 'f‘” R
The proh1ng spear o' the huntsman .~;' (VI 1286—88)

“‘?rAn 1mage of unforced sexual awakenlng in' "Fllght" is the breaklng of .fiﬁ}ffffﬂf

-1f1ce by the stag 1n early autumn, a process hastened flnally by the sun,T
: oL a,ﬁ

blﬂitlll the Waters loosen and roll free }In The R1ng and the Book the

Archblshop, upon whom POMPllla calls for help, plays on thlB same

" (H’is S
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. T " )
ol words throughput are belng quoted by Pompllla)

B ‘ ‘ "Here is prlnp,—
" "The sun: shlnes as he shone at Adam's fall, .
o . o Mhe earth. requlres that warmth reach everywhere D f e
© .. "What, must your patch of snow be saved forsooth - ERE
: _Q"Because you rather fancy Snow: than flowers9" (VII 790 79&)
Pompllla does not plead for v1rg1n1ty for 1ts own sake, as she 1s

accused but as a measure of the dlstance she and Guldo are. separated

-1nvall other“wast GuldO'.on the other hand‘ stlpulates,,
R s : :
L Do 'Dreadfully honest also~;'81nce our souls N
EE S "Stand each from each a whole world's wldth betweén,
¢+ "Give me the fleshly vesture I can reach e
L "And rend and leave Just fit for hell to burn'"
- : (VII 781-78h)

L Thus are hell and’ sex equated ‘as when the ArchblshOp tells P°mP111a,_j'”
nslnce your husband bldS, / Swalfga the burnlng coal he proffers yOuvn R

(VII 729 30) . ”rf= : '.’° 1.»4a7*':’f1_ eﬁ

,e.‘ The Archblshop uses both & B1b11ca1 gtory and 8 parable to fur—;V,H;
.ther h1s argument for Pompllla s duty to her husband Throughout the,;vf{e
v:‘$7d poem the Vlrgln-Madonna flgure has alternated w1th the Eve-Serpent— o
bifdh‘? Lucretla flgure, to deplct Pompllla. Here the Archblshop comblnes the o
two flgures after Pompllla has pleaded to be allowed to enter a con-fﬁv;d‘”

“1e¥-, vent--- 5)1T3’_"
L S "Vlrginlty,-- t 1S v1rtue or "t lS v1ce" .;‘_- S Q

: - "That which was glory in the Mother of God*j; g ;;%f**},{ DR R
Joh el "Hag been, fof - instance,’ damngbie 1n “Bve o R b 'r R
fggu;;f’f}rL’;‘tffé"Created to be mother of maﬂklnd. ' (VII 757-760) { e

s d

Eve would have been pushed stralght eut of Paradlse had she éhosen { ;h;;e7¥7fif
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i'/.esefpeﬁt-temptedlEve And, 1ron1cally, when Ponpllla does attaln

~“,'-‘.mo’c,herhood she is assoc1ated strongly, at that Chrlstmas season w1th ‘l.
"»ffthe Vlrgln Many, not w1th Eve.v I 1t ‘were 1eft to Fra Llppo Llppl, »
»‘isheawould be 1nvested w1th both qual1t1es. The value and 81gn1f1cance e
1of flesh is- ever tobe kept 1n mlnd when cons1der1ng Brownlng s poetry..e-v“

. The' Archblshop uses the parable as e "honeyed cake" (after the -

{

'*harsher chastlsements have drawn Pompllla to deny that she is 1gnorant
f‘eof the male~female relatlonshlp, 01t1ng the advances made upon her by
Guldo S clerlcal brother) | | »

o *"'Wlthout a parable spake He not to them. , P -
- "There was a ripe round long black toothsome frult j' }j"'.
- "Even a flower-fig, the prime boast of May: ERSRREEE
\ - "And, to.the. tree, sald/.i;'. either the Splrlt o' the flg, :
~ro . "Or, if we bring in men, the gardener, ST : o
ERE L "Archblshop of the orchard RS :
PP S "Well vanyhow, one with authorlty said SR
e 'Rlpe fig, burst skin, regale the f1g~pecker--
- ... ™The bird whereof thou art a perquisite!*
R : "-"'Nay" with a fléunce,: replied the restlf flg, B
vo-™MT much prefer to keep my pulp myself:. -~ -
. “"'He may go breakfastless. and dlnnerless,- SRR E] , SR
~rlb"'Supperless of ‘one crimson seed, for me!' "v‘_,»-"'v:" S
- "So, back she. flopped ‘into-her bunch of leaves. : ' -zh'.((fze..
- "He flew off, left her,--did the natural lord,——
.7 "And lo, three hindred ‘thousand bees and,wasps
- "Found her out, feasted on her to'theshuck: . -
73"Such galn the flg s that gave its: blxd nO/bltei"




Then
Nigh

‘his role as marriage counsellor. He has created a parable in his'own
im&&.e' - By

. . . \\ AN
Bottlnl s "defence of Pompllla contalns many 1nnuendoes to ‘:_""”

K

"the effect that (as seemed the Duke 5. last Duchéss) she was 1ndlscr1m-

'1nate in recelVlng and bestow1ng her favours an‘ charms Lov1ng all

;':allke In e metaphor remlnlscent of the centra. oneln "A nght Woman,,h B

and also of the bee—moth-flower metaphor of "In a Gondola," BOttlﬂﬁ% E o

‘ .admonlshes

_ Whlch butterfly of the w1de air shall brag %% 1-.7> -
-f’"I was preferred to Guido"-<when 't is clear ‘

“'The cup, he quaffs at, “1lay with olent breast

rvOpen to gnat mldge, bee and moth as well° (IX 311—31&)

‘)-»< ,94~

e1*_‘h’Pomp1113vls seen by h1m as one’ challce ready to enteftaln all eompan&
'*ngor Brownlng Pompal;a 18 a holy/chalice,ehowever. Pompllla hergelf
'“'varlé;;och 1mage:yto ascrlbe to:Cagonsacch1 her splrltuai awakenlng'

§ e c;But 1f meanwhlle some 1nsect wlth a heart : 'V.L_,f]

“Worth' floods ‘of - 1azy ‘music,’ spendthrlft Joy--“ o

‘*,QiSome flresfly renounced Sprlng for: my dvarfeﬂ eu

'Petal by petal, crude and colourless, B
“~;Tore_me° This. ‘ne heart brought.‘me all the Sprx,g
: : ~;” SHN i(V117 1519827) '
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- The great thlng, of course, was love . (j;]; for Brownlng ‘the best love
15 sexual lovezegarded as a sort of- Caponsacchl—Pomplllaor Perseus-
“-Andromeda. or Robert-Elizabeth - ‘incarnation. It ig very 1mportant for - S
Brownlng that the Word should be made flesh--so important- that in the‘,'.n L
‘erotic union of human and dlvlne the fleshlflcatlon of . %E}rlt 1s some- ERRE
tlmes more obv1ous than the splrltuallzatlon of flesh o -
Falrchlld's conclus1ons have been amply demonstrated in poems«prlor to Ty

S

The qug and the Book' wlth Pompllla however the state reached 1n

her monologue and‘that of the Pope IS one where flesh is. 1ndeed

L : RN

splrltuallzed o .'Vg;\lrf*.f:;
Guldo is mOSt aroused to bltterness and hate when he descrlbes
hls sexual frustratlons and hls wounded mascullne prlde HlS self- RS

T’axg 1mage 1s 1nfluenced by what he supPoses to be Pompllla 5 repugn&nce '-‘

“o .

for hls person.v If she sees fleshly unlon wlth hlm 1n terms’of hell SRR
L | g .Mff P
,:Vf he too sees hlmself 1n helllsh 1mages.< He 1nten51f1es the metaphoran e
to portray Pompllla as e neurotlc frlghtened chnld but he fee}s

hlmself to have become what hls words descrlbe. The anlmals that pour,;3z

forth 1n hlS rhetorlc are 1ndeed externallzatlons of h1s own 1nner
o\ Sl
fears.. It 1s also felt that the Guldo portrayed 1n thls sectlon 1s

~

not so:_uch seventeenth-century, as a Vlctorlan husband—father flgure, -

i‘ny of the Vlctorlen attltudes toward sex._ Thps Guldo protests iirieﬂif:_:;
}} thvtrwom,n reaect the anlmal 1n man, calllng h1m a brute or beast

"even ‘whlle they want the ma.n hlmself‘”(v?"5588-590)’ : ‘Yet he says soon f' -




~erl o

'_&dﬁjeéfs;p 1have prlde 1n them only as ornament or property. .His"ﬁf f311,0?53>;

S - For. the short perlog hls soul wears. flééh , o
"ﬁa'fﬁf'-.And for the soul's sake,. understand the' fault ““=~'-;,- o
0-'}%J_'2,§Of armour frayed by flghtlng .;.;ﬂ_ (V 599-602) f,‘ﬁfi,JV

‘fffj;a ‘T.;f e woman: stlll may take a man

"ﬂf}The soul and the body are qulte separate to’ Guldo, nd thus he bellqve§, Ny

B *}ito ?ompllla._ Yet in her words 1t 1s hlS soul she regects. GU1d°

e~

.'~a;cont1nues by calllng not upon Pompllla s sense of w1fe1y duty, but

" “7jslmgly upon the 1aw. 1{fL7fif7'

-With a. wife, I look to flnd all w1fe11ness,

“As vhen I buy, “timber and: twlg, a tree—-.ﬁl
.@‘I buy the song o' the,nlghtlngale 1n81de. (V 60&-606)




: ‘.as a- pure smooth egg whlch 1ssues forth a.'bockatrlc’e wiuch mt be"’

\':"'"':_. : "stamped on (V / 65&-66’4) The egg is another Barmbol of beemnmg, of v S

-gatory, then and the suphur, sna.ke and toa.d" .encroach on the sanctrty : e

’i

‘ :',of the pure chahce. 7- Guldo also uses e.n extended metaphor of Pompll:.a

B ."formlessness beconungv form, and is. used elsewhere, e.s noted“a'bove, e

‘wlth dlfferent connotatlons . !

! F;;nally, m GUIdO s dlscusslon of th.e 11a.ge 1nt1mac1es, EhY

U T
s x yy L .

e there 13 9. contrast between the marnage of 1ove (wﬂ;h h1mse1f as court-

ly lova)--ln such case he woyld have found :m the corner of hls

ji;heart "rémnants of dlm 1ove the long dlsused / And. dusty;crumblzngs

- [

""f,-vof roms.nce (V, 695-696)—and: t,he marr _e;ge.’_of”arranganent mto wh1ch

v:,;or b10$d~5h511 dye ife's true¢IOVe-knot pink?
,Pompllla was ‘no: pige “_Venus' pet B T
T -‘«iThat shutfled fr between her pres




conflrms hlS fee.rs ST T
?.v'_.HQHeVer needless conflmatlon now—- TR B TR T R
' “The witches! clchle 1ntact,,charms und1sturbed o L RN S
- That raised the splmt .and succubus,—-let‘bers, to-th A
. Love-laden, each the bag ‘o' the bée that bore. . -
- Honey from' llly and rose to- Cupld's hlve, - T S :
T Now, ‘poetry in some. rank blossom-burst L e

Ttua man of "fa.ct" and logl' 'b'-dlstrusts the poe'b.‘ Caponsacchl 1s a.lso

fa - descr:.bed 1n symbols 'of”potency by Half—Rome, representatlve of Guldo s |
) s v. . : .' BN - \ A‘. R «>4 B Y L. . A . .

i --Lord and ‘a Canon also,--what would ou have'?
*‘Suech” are the red-clothed milk-swollen: poppy-—heads ’ R A

That stand a.nd'stlf'fenQ 'm1d ‘the wheat o' the Chureh! = .
ST Lol i, 938-9k0) ‘/\/ AR

L (See thé l:mes from "Up In a Vllla-Down In the Clty’" qu°ted earller,

hléh" 1mage the poppy ) Bott1n1 ‘ smllarly makes Caponsacchl ou,t to "

:_;-.-be the natural man. _ Suppose he was lonely. for. a woman, and sought

. Pompllla out a.t her parents v1ll&?



e AU . S L ‘o : :
-:”.i,",- o R -:"{, SO o ‘. } n. l ' - LD ) -
= ;-;Lﬁ,Pompilisgwhqipgdethe.first overtures,"penned himvlefﬁers" ; !
o o J.itso stlmulatlng love
;- o That he, no hovice to the taste of thyme, R -
W T A Turned from such over-lusc:Léus ‘honey-clot . S
. .- At'end J" the flower, and would not lend his lip ~ °
o & & T but the, tale here frankly outsoars faith:
R ; ~ There must be’ fa.lsehood somewhere. (III 902—907)
'?ﬁ’ .n:. AA 'y v ’ i
"&;M w kl&lxou%h Other Ha.lf-Rome 'vomes the lack of credlblllty seen by Half- -
. Rome in Pomplllq 5 deqlal of the letters, ft 1s in order to 1ntroduce
the posmblllty, (whlch he‘ belleves) that- the whole scheme,' ;neludlng -
. letters was pla‘nned and executed by Guldo. ’
AR S ‘I’here 1s certam]ﬂ.y some amblgulty in Capor;sacchl s posi\alon at -’
' " \. ‘n'» . el ‘! 4 )
the tlme of the flight., an amblgm,lty den',ied by both the pr;est and
‘Brownmg e.t least on a consc,vous level but whlch enters unconsc:.oﬁsly
KN - . 'b
_— at many points. Inde&d, in the followmg passage, in Vhlch Caponsacchl
descrlbes hlS own awakenmg in the Sprlng, when he chooses to a.ct ve
remanber the ,pass:.ona.te, sensual mpllca.tmns of the naked Andromeda
chalned to the rock.‘ Caponsaccm 1s as often the pagan Perseus at least
- - 'by mpllcatmn, as he is {:he Chrlstlan St. George. R K
et By the invasion I la.y passure fb,, CATSE— e
Lo "In rushed new things’, the old, pt a.»my*'w ’ SR e
Alike abohshed-—the imprisonm . T e
Of the outside air, the inside we;,ght o' tHE;;v,{orld e SRR
, - That pulled me down. - Death meant,, to spurn. the grownd, T
«.  “Soar to the sky,--die well and you do that.' DO o
The very immolation madeé the bliss; - o e

\,

" Death was the heart fgimfe and all the ham R
R ' My folly -had erouched’ t. offid, nov proved'a vell -
e H1d1ng 81l gain my. wiédbmf‘“strove to grasp:
" As if the intense ‘centrdiof the flame =
Should turn ‘a heaven to that devoted fiy
Wh1ch hltherto, sophlst alike and sage,
: ) ool.l.o.ca'-ovauqqao'q,‘,%-.co.o'-_:'_
s Tn ._Would fain, pretending Just the. insect's good -
S T " Whisk off, drive: back ‘consi to shade agam.. DR
e Into anotheér state; undér‘ ‘ B,
™ 1 knew myself was passih
7+ . Whereof the imitiatory pé
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Fellcltous annoy, as bltter-sweet
As when the virgin-band, the victors chaste R o
Feel at the end the earthly garments drop, R s
And rise with something of a rosy shame ' )

* Into immortal nakedness: s6 I «— . Co
Lay, and-let come the proper throe would thrlll '
Into the ecstasy and outthrob paln. (VI, 947-973)

Caponsacch1 8 awakening from' his. death-ln-llfe state is couched in

’ sp1r1tual and bodlly 1msgery-— 1nmortal nakedness is 1tself a symbol
R v
_of new llfe. Nevertheless, this passage stresses the fact that the

conc;pté, physical 51de of the myth is as 1mportant to Caponsacch1

’ as is 1ts splrdtual meanlng And of course the amblgultles of the.

. F S
mwth referred to in connection W1th "Chllde Roland" (see above) are

e e \

also relevant to Pompllla she is sometimes the Chrlstlan martyr-mald

-~

lsometlmes Andromeda, sometlmes even Helen and according to the Fise, ‘
she is He51one (1X, 968-972) who is closer to Astarte in symbollsm.

Perhaps we may best leave Caponsacchl 8° defence in his own -
hands when he. says | | | |

She and I are mere strangers now: but priests
Should study passion; how else cure mankind,
*Who come for ‘help in pa831onate extremes? (VI 2078-80)

J“Such a‘%ﬁestlon would be answered 1n the afflrmatlve by Brownlng and
._;some of his personae,whom we have: met thus far, enhanc1ng, not denylng,,

‘any moral p051t10n to be taken. ! _ ' . _

e Althqugh an attempt hss been made to separate images of 1nno-ﬂf 'ﬂ

cence- and good frOm 1mages of experlence and evil. (the qual1t1es in
-
“1mkh palr are ‘not synonomous, of cOurse) such excluslveness has not

A

3been pOSSlbleﬂ« The sectlon deallng w1th 1magery of awakenlng and y,', '.éj
.transfofmatlon has also necessarlly crossed 1nto the realm of ev11-

n?lnnocence duallty at tlmes. Although ve can depend on Caponsacchl to l.

) env151on Pomp111a as truth whlle she sees h1m as 11ght for example, |

NS

B I
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\“-‘

the other lmagea,and#metqphpxs whlch characterize them as lower beings
DR -
» vﬂ?f~§_,

P" ‘-m‘\ -

8; p]& ’dlsnussed bmeuse we dvot trust the

cannot be

f;papﬁ of & pattern. Therefore the underworld
s \‘51'!4
Jmagery suggest£q5;§u11t°an& ev1l wh1ch is aflxed at one t1me or
. another to all the characters is going to have to be faced Ultlmately

it cllmaxe51n Guldo s second monolOgue, Book X1, and therefore in the

sectlon to follow whlch examlnes The Rlngfand the Book in the 11ght

»(and the shadow) of the reading made of "Chllde Roland to the Dark
~ Tower Came, 1t is upon Gurdo 5 soul that we shall focus, whlle

not neglectlng the passlonate extremes of the other central charac-
a0

A

ters, Bompllla andCaponsacchgf

K

[N

-~ D:_Guido and the Dark Night of His Soul

If Guido is Separated from the rest of the company, there is no
_\questlon that the animal 1mages connotlng every form of 51n and black
ev1l—outnumber those found 1n tonnectlon with any other major char-

actex. The cumulatlve effect of llstlng the anlmals used throughout Y o _ﬁ
the whole poem to characterlze Guldo is startllng‘end dramatlc in,
vltself.. These creatures vho are from time to tlme a part of Guldo
:1nc1ude. elephant horse, 0xX, wolf werewolf anlmal in den, caged
"anlmal dog, swlne{ sheep, 1amb fox, tlger cat, w1ld cat, cat, ‘
gmouse, 1ynx llon badger, ferret bear bull owl blrd dabchlckv
’hehawk, blrd of prey, sdﬁn, decoy blrd rooater, bat, fly, bee snake,‘:.'/_
k:dragon serpent lev1athan, flsh sea monster worm, maggot, stockflsh
o soldler crab and the wltchesJ brew of sulphur, snake and toad "';.

-9

) T«The leltmotffs for Guldo ane/the wolf and the sea monster, and all



“ varlatlons thereof. Pompllla and Caponsacchlg two Eersonae whose words
gwe have come to belleve both ascrlbe to Guldo the eharacter;st1CSv
of hawk, beast snake or serpent and dog or mad dog.: As well much
: 1magery of the fallen world and of cruelty in anlmals occurslln
Guido's own monologues,u partlcularly.ln the second when he sheds his
veneer or»skin; as it‘were. Upon examlnatlon, many of the patterns and
;iflgures of the landscape and the obJects on it whlch are dlscovered. |
1n "Chllde Roland to the Dark Tower Oame emerge in Guldo s character- _
. 1zatlon and monologues From these 1mage patterns stem smular o

psychologlcal and ph1losoph1ca1 levels of readlng Guido's role in. ggg

° - »‘L\l

Rlng and the Book.:->) "-{ . ",' T s ‘;{"/”

AN The "Chllde Roland" 1magery and themes are. not only approprlate B
. to Guldo 5 character and. 31tuat10n._ They attach themselves to a great-~.f
er or lesser degree to all the characters. Thus w1th Pompllla there B
are more-alluslons to dream than 1n the other monologues and to

nlghtmare whlch is the under51de of her garden of 1nnocence.20
_Caponsacchl 8‘v1rulent condemnatlon of Gu1d01n Swlftlan 1nrect1ve;v'ﬁ

however morally Just1f1ed (as from the angel Salnt Mlchael) does sug-"’

gest the p0531b111ty of repre851on-proaectlon of hls own well-controlled

vgemotlons aIn effect the conclu510ns whlch are reached in "Chllde o

Roland" may be seen 1n the much longer drama. The dream 1n the 5

. . "‘y*:
‘earller poem becomes real ‘on a- narratlve level, 1n The Rlngwand the

. Book but underneath 1s st1ll another level of reallty, the Journey g

vt

v‘._:of the soul towards self-knowledge, the emergence of the "burled

. 71>_~11fe" of man.v :

Brownlng dellberately choseﬁto emphaslze and make more v1v1d1y ‘5dfﬂ:;;;ll

ﬁ‘-black the evﬂ. of na Awhlch the o:m Yellow Book revealed to hlm.: Bis




- wife’ felt thls ev1l and Julla Wedgwood in partlcular reference to thls

- _/’/

‘poem cr1t1c1zed his "sc1ent1f1c 1nterest in ev11“"’ the psychology
- Miss Wedgwood contlnues'
; ) . .
I know that ve. can only discern the white agalnst the black.,“But»~
“hatred and scorn of evil, though it be inseparable from the love of
- good, ought not surely to predominate over\1t3 T know 1t does ‘with
natural man. . One tekes the good for granted, one exc
- comes to an end, everywhere it is the evil that seems positive =
T look upon'the Poet as essentially the s upernatural man and I ¢ mplaln ’
of h1m when he only mlrrors our weaxness 22 A w

You seem to’ me 50 to hunger for 1nten51ty that youvl??e the sense of
' proportlon whenever you. begln to lay on dark shades._»v ‘ '

. We need the atmOSphere of meanness and cruelty to exhlblt fully the' '

‘L-;lumlnous soul that ccntres the picture. But surely, surely we have '
; more of this than the small: vhite figure can bear 24 '

"

 These very cruc1a1 charges, antlclpatlng those made by Santayana,“

L t'Brownlng answers 1n t;o ways. He empha51zes‘once more that he 1s vhj

” worklng wlth "facts"--they have determlned both hlB subJect and its fi

; treatment (vhlch he con31ders 1nseparable) ? He cannot alter them‘

-"to better result "26 "Before I die, I hope to- purely 1nvent some=~

. thlng,--herenw'prldewasbconCerned to 1nvent nothlng the mlnutest

h£c1rcumstance that denotes character is true. the black 1s SO much—-the..
.“Auhlte no.nore. ?T‘ Ve qnestion Brownlng 8 strong reluctance here to- |
'e’li‘:ackn0wledgethat hecreated anythlng not already there “in fact and 1n‘ .
'*}fancy, belng' "one fact the more.f! Nevertheless, in hls terms he has

' {;re—created everythlng, certalnly the’ ba31c story 1s sqrdld enongh

l”g'perhaps more. generally greylsh than sharply black and whlte.. However,”

bxf_;»lt wlll be ‘Seen. that black and whlte are only two facets of a multl- A

:?f‘coloured spectrum, the numerous 1mage patterns reveal ev11 and good-,c} gy

thness arlslng 1n splte of ev1l 1n every area of llfe.'”

,‘ et

[Brownlng 8. second response embraces more gf*hls own phllosophyﬁ“
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- But- remember, flrst that thls is God's world as he made it for reasons
.of his own, and that .to change, its conditions is . not to account for
" them-=~as you will presently find me try to do. I was struck’ wlth the

.. enormous wickedness and weakness of ‘the main-composition of the p1ece

" and with the incidental évolution of " good thereby . . . . The Cur1ous

depth below dépth of: depravity here~-in this chance 1ump ‘taken as a -

. sample of the so1l--m1ght well have varned another from spreading it out,
‘but T thought that, since I could do %f’ and even llke to do it, my

' ‘affair it was rather than another 5. . L e

In Brownlng s scheme of thlngs, ev1l does have its’ place;- E.D.K.
: .:Johnsom epeaks of Brownlng s (11ke Wllllam James s) plurallstlc view.
- of. the: unlverse where ev1l is & glven fact in the natural order of )
':thlngs,>ahd.where truth comes‘from_the 1nd1V1dualurebelllously~esser%;e
ing his will against this evil.2? Browning answers Miss Wedgwood's
";charge that‘Gﬁide ié too‘evil for the worid as Ged'made‘it’rand wouid |
‘not be found in 1t by saylng that the depth of wlckedness glves rlse
vto proportlonate helghts of good "thls good (of my lot) ‘comes’ through
'——1s ‘evolved by--that prodigy of bad .. 30 Th1s is the world as .
,1t 18, anduw1ll be~-here at least "31 | |
| Brownlng s metaphor ‘of ev11 (Guldo) as a lump of earth he.h
menjoys'spreadlng out for StHdYg‘lS perhaps a lead 1nto Mlss'Wedgwood's
h,descrlptlon of the Pompllla mon010gue | "Yes, it is a lovely Snowdrop'
- grow1ng out of that dunghlll but I can't fornge yOu for plantlng 1t;-4321>
:there."32 She touehes é: the crux of her charges (agaln u51ng the N
’ N :

earthy metaphor) when she protestrownlng 8. 1nvolvement hlS very

:7>enter1ng 1nto the mlnds and bod1es of Guldo and hlB compatrlots.f‘

'fThe 1mpure medlum 1s wonderfully brought out 1n the gon cast b ,
_.tlve pur1ty32'

.fpathy, 1t'not sympathy w1th \and the 1mpure med1 (couc:ed 1n terms |



Vhlch strongly’suggest excrement) with . 1ts "sullled 1mage:tﬁ'the pure

3vp1cture (Pompllla) are content and form of that s1de of ‘man whlch

'.fcannot be 1gnored If not faced consc1ously, 1t emerges 1n strange
| }shapes through the unconsc1ous. MlSS Wedgwood 1s only belng thoroughly -
of ‘her tlme to wlsh llfe to be deplcted as a cameo of opalescent pure
"‘l'souls suctlas Pomplllau Brownlng 8 the51s in these letters 1s not a Q
i Justlflcatlon of evil, but a atrong acknowledgment of 1ts psychologl-'-

- ~cal "thereness. It wlll be left to André Glde, a modern exponent of

ev1l," to prOV1de a further defencé agalnst such charges,}at the 1-3 ;\?

concluslon of thls sectlon. f1v>-,-_ : llVJ‘,‘,1s§

Lot

There LS an unconsclous level of ex1stence to the charecters

. 1n thelr rlng of monologues and 1t emerges through clear-cut 1mages,"t
:‘ themselves an attempt to cut through the cant of thoughts and words. ;L_i
' The dream pattern whlch orders the 1mages 1n "Childe Roland" 15 at |

' least recognlzed by Pomp111a, 1n her. death-ln-llfe exlstence. Cepon— t:d

1

"=sacch1 s monologue glves support to her.. Pompllla 's dr%am 15 a
?nlghtmare whlch began, she recalls, when,she found herself 1n the
‘,;eﬂchurch being made the lawful wlfe of Count Guido Franceschlni

IR All since 1s one: blank, ST
Over and ‘ended; a- terrific dream, - -
It is the ~good of dreamg-=80" soon they go. o
‘Wake in & horror of. heart-beets, you may— "
..Cry, "The dread thing will.never from my thoughts'"
8till; a few daylight doses of plaln llfe, ,vau -
)COck-crow ‘and . sparrov-chlrp, or bleat and bell N
Of ‘goats. that trot by, tlnkling, to be milkqd'= *Jgfk'
And 'vhen, you rub ‘your eyes avake and wide, ¢ S
-s'»',feﬁf3., " Wheére is the. harm o' the horror? . Gone! 8o ere.-:
ERRNEy I'know I wake,--but from vhat? ~Blank, I say!

AR S Thze is the notenof ev11.;for 5ood 1aets. (VII 58h-595)

lfu'Pomp111a's worda poetlcally phrase much of vhat is turned into aﬁ i
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(e

.f,fthe Duchess that we d1e out a dream, and 1t 1s Just that whlch ‘
| fPompllla is. exper1enc1ng. Like the protagonlst at the end of "Chllde
‘:_Roland" she is wak1n;\§rom death-ln-llfe to llfe-ln-death She was: |
isactually stabbedfto the heft one of the deaths foreseen by Roland by .
f"human enemleswho wereexternal to her, not progectlons of the Self as l,, -
ﬁltRoland sees the glant hllls.j Her pllght 1s further put in context by |
ih L1pp1 s admonltlon that llfe is too blg to paSS for a dream, that 1t 1slv
‘lflno blot nor blank, but meanswlntensely and means good.' Pompllla s4
o ishort years of expeiisnce have not glven her llfe such consc1ous meanlng.-f
sIt 15 only now, in death that she reallzes what is llfe. As 1n.f»‘
';‘awakenlng fronna dream, "What was fast gettlng 1nd1st1nct before /
'.Vanlshed outrlght" (VII 599-600 . The 1mages, anlmal-llke,whlch

'fhaunted her, were very much in the foreground for the dreamer too

T mych so to. he seen in any way but surreallstlcally.. Now they recede‘ L
v,_‘:\m,r; 1»;}&4' : F

y Pompllla sees the four blank years as. "death or dream," thus afflrmlng
her awareness of deethbefore thls freelng death she now experlences.'
| Indeed there are countless allu81ons 1n the monologues of Pompllla and :
) | Caponsacch1 to the dream qualltles of llfe, to fantasy, to metamorpho-_i.f;
t”\"S1s, even to the "dream—work" whlch has created delu51on and unreallty 3h
The cure~Pomp111a repeatedly pleads for 1s to end the dream by waklng 4:3'*‘
her, for surely such is the nature of dreams But unfortunately toov~.'
ny of her dreams are 1n reallty waklng nlghtmares.'h;;;,fﬁitf.mr' »
| For there 18 a dream or’nlghtmare belng enacted 1n the present.~A;l;c;':

ulf‘Because of theresemblance between thebtwo poems an examlnatlon °f

) d'then a summa.tlon Of thelr_:"f‘i':'.v' IR

B

1mages from the "Chllde Roland"

‘psychologxcal sp1r1tualblmp11catlons w111.be 111um1nat1ng to e nggif
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"and‘the Book. The actlon of the flrst poem is a quest its settlng is

a vasteland or a 1and of bllghted plants and frustrated anlmals.
There are 1nstruments of torture, rivers to be forded deaths (one s ,I_ 3;"g§}
own and those of others) to be feared traps to be av01ded perhaps a- ‘tti .
dragon to'be slaln. Ultlmstely one reaches the Dark Tower, to rescue | |

& oneself from death-ln-llfe--but not from death 1tself whlch seems bt

LY . *

1nev1table. In The Rlngfand the Book all the external manlfestatlons |

of‘Roland's quest are., qulte cdhcretely present.35 They are there 1n ;f:

many-faceted forms, one wlld cat 1mage 1s multlplled to six or seven, L
there are traps of one form or another for every perso e, the 1nstru-7

ments of torture are real as well 88" 1mag1nary ' The dragon and its
o . -
combatant are recurrlng mythlc flgures present 1n ‘he common uncqna.“

sC1ous of all the perso .36 As vell as the 1mages, the analy31s of

the dream carrled out 1n Chapter III 1s partlally glven 1n the words

of the varlous erso es 1n qulte luc1d psychologlcal descrlptlons

: | of such processes as suPpre331on, and of the ego and the 1d }
ff o T - B - o ',,”
’ It LS soon ev1dent that the dream 1mages compose themselves sl o
TR ) S

'» 1nto a surreallst landscape tOO, as 1n Guldo s utterance of thls ' ,

Goth1c and grotesque metaphor

| ':5 S ”}:»Q f«Why do I laugh? Why,_ln the very grlpe o
... 0'the jaws of death's gigantic skull, do'I -

'ﬁqZ*Grln back his grin, make sport of my own pangs9

" Why ‘from’ each: clashing of his molars, ground S

' To make the devil bread from out my grist, s

’E?aLeeps out 8 spark of mlrth,,a helllsh toy? (XI 1%35-h0)

Eepltaph has a skull-llke lzugh " as does

The teeth are 501ng to i;

the gaping'grotesque oak tree furtber on.
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7'decap1tatlon 1n>'he quest of Roland whose landscape 'is. anthropomor-h :

L phlzed 1ntoa.h' anbody Decapltatlon is & recurrlng 1mage 1n Guldo"j ".g

econd monolo' e, as one-m;ght expect., Many years ago he came upon f 
your.fanev e in a frame, that falls / And so cuts off 8. man 8 head

d",nnderheat (XI lBh-lBS) but now thls 1s to be- hls fate. Before the[-,d_

'_murder ovever, mutllatlons and amputatlons 1n varyﬁf? degrees ”,e 1
occupled Guldo s 1nner thoughts._:; The gulllotlne 1s a torture machlne
which has anruhanb;guous functlon, in contrast to the ‘engine or harrow,

'llke Tophet 5 tool w1th "rusty teeth of steel" whose functlon conJuresf

'_;up nebulous horrors. The gulllotlne is a- man-mutllatlng englne »
' whlch stands"both gay and grlm" (XI 207-209)Gu1do refers to the'%rand—
.‘dinew englne whlch w111 be trled out on hlS "body and soul" "prove / -
Represser of the pranksome . (XI 12h-l26) "Do you know," he taslcxex,.v.,‘»"'vbv’r
g"what teeth you mean to try / The sharpness of, on thls soft neck and L;'
vvthroat?"(XI, ;27-128) | o Lo ;}_ T
1n the prlson Guldo'envrslons the guallotlne constantly;_ :
::1magin1ng in. v1v1d reallsm 1ts effect, as opposed to hls easy death
lhffhad he been allowed to llve out hlB natural llfe'* "I m told one clot t?;f
':t;; of blood extravasate / Ends one as certalnly as Roland'a sword"‘f . :

iy . 8-

;(xx 303-30%) Swords wlth thelr 1nherent symbollsm abound 1n Guldo spf RO A

g econd monologue, as in thls passage where he descrlbes hls suppressedjff’*”” SR

o pa851ons w1th remarkable acumen-.f[‘

‘ Vf I boast such passlons? 'T ‘was’ "Suppress them stralght'./“=7f*”
T "Or stay,’ ‘we'll pick and. choose before destroy :
";QQ"Here s wrath in you, a serviceable sword,== ' - .-
u,f."Beat it into a ploughshare. ‘What 's this 1ong Cn
,“}"Lance-llke anbition? Forge_auprunlng-hook, “

5 "May'-be-of -gervice when odr vines grow talll - -
'rfi"But-—sword‘used swordwise, spear thrust out as’ spear?,
! “¥Suppresszon 1s'the word'" (x: 1507-1h)-'
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'The outcome of hlS suppre581on 1s to be blamed on those who preached

-”to hlm. Guldo however. 1s not 301ng to d1e by "Nature's way but by _,"
U Art's process with ‘the eng1ne here, o
When bowl ‘and cord allke are crushed across,

-}Borednbetween bru1sed through?" (x1, 309-311)

.ilMurder has been seen as an art before in Brovnlng 8 poetry, notably

e _1n "The Laboratory and "My Last Duchess. _ The Renalssance Count plans ‘

~'fno such artlstlc murder»of Pompllla. It 18 rather one of "Brute force,y
whlch he complalns of hOWever, when 1t is dlrected at h1m._,,ffl'

- : : : : Brute force ‘

e -Cuts as he comes, breaks ‘ing breaks on, breaks out
0! the hard and soft of you: is that the same?’
A Tlithe snake thrids the hedge, ‘makes throb na leaf'
A heavy ox sets chest to 'brier and branch, !

~ ‘Bursts somehow through, and. leaves: one- hldeous hole

- Behlnd h1m.= (xx 316-322) ,

. . ; ; R i

\vahere are. two hlllS llke bulls in: Roland's landscape whlch help trap

Oy

E hlm where he seeks to be. He has been the "brute, perhzﬁs;'whose feet‘f_i R

'fr‘fhave "pashed" out the llfe of the vegetetlon, although ‘hé. blames such

',destructlon upon another creature, 1mpllc1tly a dregon flgure. Gurdoe~»r'”:b5
-“ asks hls confessors at the end

What do you know o' the world that' trodden flat
And- salted sterile w1th ‘your : dally dung, = B K
Leavened 1nto a lump of 1oathsomeness? (XI 1&72-7&) 9'1’3:7;“::

The art of torture 1s alluded to throughout The Rlng and the

‘T;lBook. In Book I Brownlng descrlbes Law torturlng Guldo to loosen hls:tﬂfﬂ"lﬂ

.;iftongu; unt11 they deClde to "break the torture—englne thus 'Then

fRellglon appears—*to s&y she does not approve of torture—-f,j{toori*}Q'*";i”7?V




et L e e e ees

'e}of 1mages of torture mutllatlon and decapltatlon occur.ln Guldo smdf‘fi‘:' i;%
;«htwo monologues. They are d1v1ded between llteral descrzptlons (aome-i“;
| tlhes in metaphor) of reaiglnstrﬁients,’and the use of englnes of ”e?;;ﬁf;:'
~'hf1torture to symbollze splrltual mental torments. Guldo s/preoccupatlon »d;
Jr(Fw1th torturels mostreveallng of hls own unconselous for he 18 the 2
.chlef torturer 1n the poem, 1n terms of both self and others. ”rﬁ

For Guldo is not whole, but ‘8 fragmented belng, separated body

.'vh'from soul Ihadoes not see h1s world as the landscape through WhICh

/

-f'Roland travels, for unllke h1m Guldo neVer chooses to seek the Dark

vTower nor does h//reallze that all he fears and hates 18 part of

-hvh hlmself There are one or two llteral quests whlch he makes (see V

"'Wb_23q,2 h : ffqy are Journeys of decelt and v1olence dlrected outward

}e degree of self—knowledge to\see hlS llfe w1th a _jj‘gff
lnor does he truly acknowledgé ﬂhls own those baser - .

(unt11 the very end perhaps) evqugy taklng the someo

: step bf negatlon., He ta@es hlmself tdﬁpe the "ngtural" “5ﬁjejﬂ?ff

ﬂ;ﬁéé» : mak1ng that term unnetural ‘ , ?’)fjf | fi*TQgShi;év;
i;q: Onisa .qln'Brownlng 8- 1nterpretatloh?of hlm; is’ awarerf _‘\$3§
;fi jfel quest; of the Journey to rescue the ma;den chalned to. t;\gi.fff
rock to 'slayvthe dragon, a.lthough he ult:unately falls and deve10psj“."_"y..-»i:;’fi:_ o

*-.;a tongue-ln-cheek attltude to hé'

ﬁould personate Salnt;GEdréefl




S a, ch,me a.s a blunder. f~ ',-'

e e T L de6

These uorda express Brown1ng p and Caponsacchl 8 self-mockery, aa vell
. 4%,,

they mock the1r respectlve audlenqes%yho d1d not belleve 1n the myth'

vallalty._ - ff'ikffhf;?'ﬂg‘;ﬁl 7 ’ . |

A,
[

ﬂhere is one place where Guldo speaks of hlS llfe as. a Journey
over a. landscape, after he has descrlbed hlB reuugc1atlon of both the r' ‘

full prlest's and the soldler 8 ways of llfe. He 1s told to go to Rome

and seek marrlgge, as h1s ra1son d'etre- .ku3i*ﬁ

.,iI turned al1ke from the hlll-sxde zlg-zag thread;ff
Of way to the table-land a soldier takes, = .
.7~ Alike.from the low-lylng pasture-place ﬁsf'""
;f:’Wherenchurchmen graze, recline and rumlnate, UL TR RS
. =-Ventured: to mount, no platform 1ike’ my lords ' ; S g
SN i who .]udge the world v eie s (v, 236-2141) L e e

R T

\v°_.‘

NE1ther turf nor ﬁowers for Guldo then, rather he llVEB on a plateau “;'ﬂQi?
level gglplng, he modestly clalms both Church and L&w. Later, 1n\ ,e-ﬂ5",fﬁufﬂ

h1s second monologue, Guldo descrlbes h18 act of murder as not so much

G At the worst I stood in. doubt o
a,ﬁ'{,;On crogs-road, took otie path of many paths..‘i1 jwf> o
“gj'It leads to the red thing, we all seé nowW, oot L
.. But nobody saw at flrst.:one primrosg~patch . - -
', < In bank, one singing-bird in ‘bush, the. less; gf'
'-ﬂHad warned .me from such wayfare' let me’ prove..
‘Put me. back to: ‘the cross-road, start afresh! B IR
-Advise mé when I-take ‘the first false: step.“% o
-Give me my'w1fe. how. should I ust my. wife;
“Ldve”he - S g ;




«a,-‘l: ‘,\ e :} . ’ . ’

Iandsc’ape._ He lS nllmg, once flndmg the goal to fa.ce death 1n

- some form, nndaunted a.nd to become one wlth hlB brothers. _ Gu:.do would

o pretend regret that he chose the wrong path ‘but bla.mes others for not o
d1rect1ng ea.ch step of the narrow way.' Ihs regret 18 not fO!‘ Vlolence
‘:' done to Pompllia., hut rather he 1s motlva.ted by fea.r of the dea.th
' wa1t1ng for h1m a.t.the end of hls pa.th. _ Guldo 8 quest 1s stzll tcm e J

b. sa.ve h:l.s :"skln,“ not blB "soul, There was never any dou‘gt, as he clams, |
K a.s to whe‘ther he was gomg to use hls w1fe w:.th love or l;atred. Later
he sums up h1s pllght :m terms of the end of apathwa.y o

..;,_‘-.v.

And fmally, after thls long—drawn rgnge. ', : o . \

, _i-fv" Of ‘af front and fa11ure, fellure and: affront, L ’ S
- This path, 'twixt crosses leading to.a skull, e e e ey
" Paced by me bg.refoot, bloodied by my palms o e

- From the: entry to the end,--there 8’ hght at 1ength, o
ST .i”_-_'Acranny of escape' appeal may be. PN SRR
S . To. the old man, to. the father, to. the pope, » el
[ b Rol @ little life. . . (XI, 1769-76) R ., S
i e : ' Lo

| ‘l'he 1mages darlngly* 11nk h:us dea.th wlth Chrlst's pa.ss:.on, of vh1ch 1t

become' 7a'gr1m pa.rody.3? In the ﬁlrst llnes there is. g,n echo of Roland's

A L "whole world-wld ':-_x;'e.nderlng and. hxs heart Sprmgmg to f:.nd "ftnlurej

eeks from_the Pope could lead_'to self-knovledse 11’ 117 were not;q LR




é
trap and cage and torture—place, / Also ‘the stage where the priest
et
played his part" (1, 501-503) A hundred llnes later Browning des?'"bemw .t;?x
: A

l ; o Y
in mwthlc language the rescue of Pompilia by her Salnt George and her .
/ .

‘subsequent meeting wlth
v ' / - . .the angel of this llfe,

Whose care is lest men see too much ‘at once.

He made the sign, such God-glimpse must suffice,

Nor prejudice the Prince o' the Power of the Alr,

Whose ministration piles us overhead

What we call, first, earth's roof and; last, heaven's floor,
Now grate o' the trap, then outlet of the cage

So took the lady, left the prlest alone,

Amionce more can0p1ed theworld with black. (I, 594-602)

R

' She is released from the cage and trap~of life when she enters into
death. 1In her'own'monplogue she creates a metaphor for life which
é% contains impressions of the heath scene in King Lear:

The hovel is life: no matter what dogs bit
Or .cats scratched in- the hovel I break from,
A1l outside is lone ‘field, moon and such’ peace-~
_ Flowing in, filling up as with a sea ‘e
B Whereon'comes Someone, walks fast on the white,
Jesus Christ's self. . . . (VII, 366-371)

The Christian visibn‘of life outside the "hovel" (cohtrasting poignant- - -

. 1y with Gu1do'§'Chrlst 1mage above) resembles symbollcally Jung s womb
‘ of life from whence we come and the sea to whlch we fetﬁ?Q\ When

Pompilia waits for Caponsacchi to rescue her, she remembers an old _
- . : \ - .
\ * . rhyme, “ | « .
o Of how & virgin, for the faith of God,
Hid herself, from the Paynims that pursued,
‘In a .cave's heart; until a thunderstone, S

Wrapped 'in a flame, revealed the couch and prey
, (vir, 1390—93)

3 s I ! i . QS : . -
But the virgin<seizes the fire, fixes its flesh, until - s
\ S . ) . e ;
; SR c . . !

[ o ...J } . ¢ ) : ' ‘ . . . ~
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/

Lay in her hand a calm’ cold dreadful sword
* She brandisMed till pursuers strewed the ground,
. So did the souls within them die away,
" As o'er the. prostrate bodies, sworded safe, f
She walked forth to the solitudes and Christ: *. _ :
So should T grasp the lightning and be saved! (VII, 1398-1403)

The iightning is voth Caponsacchi and the sword she does wield against

Guido. Such unconscious "rhymes" running through her.mind\réreal'thet

' Pompilie is by ‘nomeans passive. She will take masculine weapons of var

e

in hand in defence of truth and love, and in order to escape outside

‘thie lifeto Christ and "the solftudes," the calm sea.

\

Guido has already been shown as the trapped creature, . when

»

he is belng'tortured or is ant1c1pat1ngthe gulllotlne. There are
other less phy51cal traps, shown concretely through 1magery When he

is baulked by the Comparlnl 's claim that Pompllla is no daughter of

l

theirs and therefore Pletro s estates are not to 80 to Guido, this’

\ &

is one more hum111at10n to bear, as Other Half—Rome portrays

Hence new dlsaster--here-no outlet seemed;

Whatever the fojtune of the battle-field,

No path whereby the fatal man might march

Victorious, -#reath on head and spoils in hand

And back turned full upon the baffled foe,--

Nor cranny whence, desperate &nd’ ‘disgraced,

Stripped to the skin, he might' be fain to crawl i
Worm-like, and so away with his defeat
*To other fortune and the novel prey. (III, 689-697)"

For Guido there is no way into his unconscious where he can bare him-

-

. gelf like Lear's "poor, bere’forked animal" and shed all ego. To

h"apocalpyse, to be saved and born ageln. Rather as, a worm he would -

leave in disgrace is the alternative to basking in victory buta

neitvher‘ pathway reve’als itself: However, he never é:hooses to fate the

prex.elsewhere. " For the prisoners in the mews in "Chllde Rolend "

‘simiiarly,nolfootstgps exist into or away ‘from "thqt fell-gquue.

2t
s
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It is "Nature" who will set the prisoners free by a purging fire.

'Guido ¢alls on the Pope, then berates his lack of forgiveness. If he

had asked Peter vhere he was’going, the Saint would have answered,. "To
free'thebprléoner and forgive his fault!" (XI, 328):

lf Guido is in a trap of his own psychological design,he has
certainly created traps for others, as in the letters he fOrged;

‘Caponsacchi asks, during the first‘trial: ‘ 4 S .

".". . see if the miscreant

"The man who tortured thus the woman, thus

"Have not both laid the trap and fixed the lure

"Over the pit should bury body and soul!" (III, 1356-59)

\

‘The tortured and trapped Guldo was once the torturer. '
The w1ld cats in the iron cage, and the toads in a- p01soned

tank are motifs dlso in The Ring and the Book. Thewcat e flrst‘meet

' in the poen is Browning'é description of Canoh Girolamo, one of Guido's
‘brothers from among the "dark brotherhood" who had helped him on hlS

rise from hell

Two obscure goblin'breatures fox-faced this;,
Cat-clawed the other, called his next of kin

By Guldo the main monster. . . . (I, 549-551).
/

v o o
Gu1do, too,. is compared to a wild cat in a number ofplaces. A more

striking parallel with the "Chllde Roland" passage is also found in
the poet's flrst monologue. He descrlbes the horrlflc scene of
Guldo 8 prlson speech in whlch he reveals the other s1de of hlmself
or the’ under31de, socunnlngly hidden in hlsmonologue as "Count "‘
The Cardinal and,the Abate crouch "On a stone ‘bench in a close fetld

-qell," (I;.l?86) :
) o
o - « . both of old styled friends
0! the thlng part man part monster in the midst,
‘ So changed is Franceschini's- gentle blood.
- The tiger-cat screams now, that whined before,

%
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That prled and tried and trod so glngerly,
Till in its silkiness the trap~teeth join;.
Then you know how the bustllng fury foams.. (I 1293-99)

"

This passage brlngs together the. 1mages of torture, trap, wild cat
from the earller poem, and creates a pattern in thls work for those
elements. (As well, the process of metamorphosls is suggested to be

wcompleted by Guido in hlS own words in Book XI.) In the dream poem

~-such images were seen as proaectlons externallzed from the dreamer s

B unconsc1ous. Here, they are consc1ously evoked but again thelr effect

1s to reveal an underlylng level to the personae. Any 1nd1v1dua1

persona:mqruse images unconsc1ously, when used as. a pattern throughout

The Rlng and the Book they reveal the poet's own V131on of multltudlnous )

varlety in the world
‘ ) .
" The wild caﬂ as an image for Guldo is of course- often trans-

formed into. the more powerful wolf. The wolf is one of the central -
anlmal images for Guldo, Just as the ‘lamb~is for Pomp111&.h3 There
are other w1ld anlmals of thls class, the llon among them. Bottlnl

‘explains Pompllla s need to leave her husband's home to seek her

parents, 'However, :
A
§ o .+ . '"twixt home and home
Lies. a long road with many a danger r1fe,
' .. Lions by the way and serpents in the path SR ‘
To rob and rav1sh . e (IX 585-588) :

Therefore it is! properthat she have a wltness who can say how "white

//\she walks /II'the mire she wanders through" (1x, 592- 593) ~(of
\

&

course Bottlnl, 1n the way he phrases hls defence manages to: cast
doubt on the role bf Caponsacchl ) When Karsh1sh encountered a black
lynx in the desert\durlng hls Journey 1t was symbollc of hls phy51cal

\

pass1ons ready to become unleashed a portent for the 1mm1nent revela-

¥
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tion.

. The toadeffound in the christening;fent and the poisoned tank;
in "Gold Hair" and "Cnilde Roland," are symbﬁlic ef'evil‘amidst innocence,
and of anlmallstlc frustratlon, respectlvely The toad images 1n The

W’ )
Rlng andsthe Book carry ‘these meanlngs too. Half—Rome speaks of "Guldo _

poisoned mothe bone but rece1v1ngone last, worst drop vhen he learns

of Pompllla belng released from the convent to give blrth to hls son

"One mester-squeeze from screw shall bring to birth / The hoard i’ the

heart o'tthe:tead,hell's quintessence" (II, 1376-77). The "birth" in

’_this description is e grotesque perversion of Pompilia bearing Gaetano.

,Gu1do uses the same helllsh image to descrlbe how he hangs on in his

3 palace unrevenged after the dup11c1ty of the Compar1n1 has been

A

thrust upon h1m

I supped ate the coarse- bread drank:the wine
eak ‘once, now acrid with the toad's -head—Squeeze,
My w1fe s bestowment coee (v 1388-90)

Already noted in the previous section hasubeen that "witchesf brew"

'Pompllla holds for Guido.

of "sulphur;~snake and toad" (V, 636) which symbolizes the loathing

The tower whlch 1s at the end of Chllde Roland's quest and '

which‘embodles h;s goal, is slgn1f1cant when 1t appear5’1n its vaylous

_guises in The Ring and the Book. Pompilia as a baby is supposedly

found in & 7blind"dyelllﬁ§'"black at base, / Blinking at top,--the sign

- we know of vhat, -—"’(IV ‘1514152)'and ‘the same epeaker Tertium Quid

ldescrlbes Vlolante s crime of decelt over the baby as “Black hard cold ,

231) Half—Rome sees Pompllla E hldlng place and the scene of the

- Q?

S

/ Crlme you klck up w1th your foot / I the mlddle of a fleld" (1v, 229- .

' -de.rs as that; "plind mute v;;la lurking by )the gate" (1T, 1365),-and .

232
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implies that Caponsacchi might;have!found it a convenient half-way g '\"

house. There was an old tower at Castelmuovo, where earlier the

' fugitiVes-were caught in their‘flight (V1, l397-lh00);v,CaponSacchi,-

‘as PerseuS'rescuing his Andromeda, only initiallyfsucceeds in unchain-.

1ng her from the rock whlch is Guldo's fortress, but he falls to

rescue her’?rom the "bllnd" villa which is 11ke Roland' "blind" tower.
There is a symbollcllnk between the Dark Tower, v1lla, fortresses of
varlous klnds, and the rock where‘Andromeda was chalned ~all~represen-‘

*

tlng the body, Just as the var1ous beasts are llnked the beasttyho has

| gone before Roland on his quest and who well may be 1dent1cal Kkth the'

iprotagonlstg 1f he is. not the dragon the varlous sea - beasts andzmon-.

~ /
sters of the deep often used to symbollze-Guldo, the many appearances

of the dragon itself. .

The psychological implications arising from the .dream imagesuin.'

.. "Childe Roland" may be summarized briefly as follows:“the»protaggnist

3

'da)hls dream quest proaects externally onto the landscape all the

-
-

frustrations and repre551ons w1th1n~h;mself, 1n processes of negatlon o

' and desexuallzatlon ’ The dream-work of condensatlon, dlsplacement and

. secondary elaboration 1s,also represented in the~poem S form, that_

Roland'fears‘is‘himself Vhis‘own body whose imprisonmenthe.seeS'inv

phySical terms. The landscape 1n effect is hlS body. Thevdamages

N '

done to it are due to repre551on channelled 1nto aggress1ve acts, or at -

least subconsc1ous aggre531ve desires whlch symbollcally wreak havoc on:

" the surroundlngsw Much 1s seen in 1mages of death for Roland fears b e

dea.th at the outset. Yet all the fea.rs are faced up to, a.nd passed by, '

;n.the.course of thevJourney, w1thout actual‘phy31cal v1olence occur-

2

) R B \ - : - .” : - -2 'R ' .
‘ring. The moment of being trapped in the ring of mountains, which



-

blaZen forth w1th the flgures of hlS fellow kn1ghts, 1s a moment of

_self-knowledge. In the heart of thls scene 1s the amblguous tower hlS

goal yet hlsfate too. Undaunted Roland admlts the flnal apocalypse

o

by blow1ng a clarlancall on his "slug-horn..- In meetlng and know1ng ‘
f

hlmself he overcomes: ‘death, and one can see the moment: as a 11fe—1n- :

death 1ncarnat10n follOW1ng a death—ln-llfe Journeylng

’

The events 1n The Rlng,and the Book are real hlstorlcally, and

in terms 'of taklng place out31de the dream world of the earller poem.

But there is an underlylng drama carrled forward by the 1magery and

: alluslons, a. drama of suppres51on(through over—cultlvatlon) lead1ng to
| outward aggre531ve acts more anlmal-llke than the actlons of anlmals
'_Accordlng to report (Guldo s, reported further by’ Other Half-Rome)

‘.Pompllla called Guldo "The beast below the beast in brutlshness.. (III; ‘

'_’1299) There is no subsequent moment of revelatlon or apocalypse for

v . -

1'Gu1do, it appears, to. redeem the beast in hlm.»‘On the other hand,_e
.Pompllla and Caponsacchl, who have some share 1n the dream-nlghtmare
elmagery, are glven a vision of truth becaus& the1r 1nnocence is redeem-
'able.' It is necessary to keep the whole poem 1n mlnd when seeklng the-.

‘"Chllde Roland" pattern even though 1t is Guldo s soul whlch is,

@

fcruclally at stake.

Ty

he theme of repre531on is’ evoked by 1magery whlch recalls the -
vgaunt red horse in Roland's dream and the old mlll—horse from "Fra

;leppo Llppl -+ Guido descrlbes how he has always yoked h1ms@1f to tread :

the path of duty, flrst to the Church, although
4 - -
o L T e mates of m1ne
Have throwu their careless hoofs up at her call
"porsake the clover and come drag my wain!"
/There they 80, cropplng. T protruded nose

oE
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' ‘sees hlmself erroneously, as aboundlng in llfe and l1fe 8 blood

. when 1t 1s threatened

S
3

H;then you must expect paln as. the forfe1t°:

B

To halter bent my back of doclle beast L
',And now am whealed,; one wide wound all of me,
- For being found at the eleventh hour o' the day _
- .Paddlng the mlll-track not neck-deep in grass. . . S
(v 130-137) S

'
v

. In thls next metaphor Guldo regrets that he 1s so soon to be made 1nto .

':‘chaff vhile there 1s 86 much Julce_ ln-hlm;yet: ;',": o Fell"

. ) Llfe . ) v
How I ‘could splll this overplus of mine . ' b
' Anmong those hoar-haired, shrunk-shgnked odds and ends~"’
- of body. and soul old age is chewing dry! ' R
. Those wlndlestraws that stare while purbllnd death
“Mows here mows. there, makes hay of juicy me,
‘. ' And misses just the bundh of withered weed -
" Would brighten hell and streak its smoke’ with- flame.
~ How the life I .could shed yet never shrink, ’ .
_‘Would drench their stalks wlth sap llke grass. 1n May.
(xr 143-152) - :

'that he should have klcked up hlS heels sooner. As death threatens he -

his-years of supﬁ?éSsionﬂhave'suddenly made_him‘value his“own‘lif

Guldo bel1eves that BOCler was deslgned to punlsh pleasure, :

make 1t 111ega1 (thus if it pleased you to klll & man thls was forbld- .

_den-—lnsteed ypu must go to the law) If yon help yourself to pleasure

’},For, pleasure belng the sole good in the world
" Anyone's pleasure turns to someone's pa1n,»
8o, ‘law must watch for: everyone,-say we, - S
- Who call things wicked that give too much Joy,. SR X
~+'And nickname mere reprlsal envy makes, .~ . .. SR
. Pun1shment' qulte right! thus the world. goes round.

: e (XI 529-53h) .

Although Gu1 o has elements of the Benthamlte here he also speaks 8"

%‘
pre-Freudlan 1anguage at tlmes whlch coﬂ%eys the 1nst1netual anlmal

‘;qual1t1e5-1nbh;m.. ThlS is’ e8pec1ally true 1n hlS secOnd monologue, 1t

',.I

[ B . o i

A;l:;"

The only good of grass is to make chaff and Guldo has learned too late o




. must be relterated where GUldO seems to shed most of hlS mesk of- -
Count—hood hh (Yet the second Adam is ‘another k1nd of mask even if

‘ 1t reveals more of the soul's 1nner torment ) Guldo here seems to give -

-a poetic paraphrase of "Beyond the Pleasure Prlnc1ple or ClVlllzatlon ,

'-, B

o

and 1ts Dlscontents. We cannot coudone Guldo because e reeogn1ze the

| mesaage' Brown1ng does, from the outset make & consc1ous moral Judg-‘ BT
ment of h1m. Guldd uses such arguments to ratlonallze hls p031t10n
and hlS v1ews are always warped by extreme bltterness and self-seeklng.

Nevertheless, hlS "manlfesto" here is Very slmllar to the one volced

S
RS

S earller by Fra Llppo L1pp1 wlth whom we sympathlzed. L1pp1 recog-

vnlzes hls own represslons, hdwever before they emerge 1n aggress1ve B

), t

acts, and they can be d1351pated harmlessly, 1f at some cost in

-3

compromlse.-@ie ;‘iw:
Guldo who is paylng law g pr1ce for rlsklng law 's 1nfr1ngement

refuses repentance as 1f he had broken "God's precept.
'Enbugh of the hypocrltes. But - you, Sirs, you--_ o ,
- VWho never budged from litter where I lay, e
~ And buried snout.i' th& draff-box while I fed, S
, .. Cried amen to my creed's one article-~ , o ~
SRR "Get pleasure, 'scape pain,--give your preference
- "To the.immediate good, for time is brief, IR
"And death ends good ‘and i1l and everythlng. T = e T
- "What 's got is gained, what 's gained soon is gained twice,
"And, --1nasmuch as faith galns most --felgns faith!"
: : (x1, 76h-772)

'h Thus was Guldo taught., Yet when he followa ‘the precepts u31ng the fh

?“old llcense" but not dreamlng of harm anyrmore "than snow in harvest "

B harm falls (XI 780-81) and he is 1eft undefended rece1v1ng blood for
wlne., Why d1d the Church not preach the dangers, elther in words or |

in deeds Vlth "tongues of flame"? Why was he even alded and abetted to

play the wolf in sheep s clothlng (XI 82&-826)? Guldo does a skllful




; 237 : |
Job of u51ng rhetorlc to absolve hlmself of responslbzllty, but hlS o
hypocrlsy blended wlth extreme cxn1c1sm outdoes that of the clerlcs

.:whom he attacks (1n a parallel to Moliere 8 Don Juan) At the same

. ;tlme Brownlng WaS. well aware of the hypocrlsy 1n 1nst1tutlons such as
Law and the'Church he lets Llppl v01ce avery cleér pbetlc descrlptlon B

- of repres31on whlch is. dlrected at the convent .'i':', l | #

Guldo S language reaches hlghest 1ntenslt&,-once more, when ,,d {
he dlscusses the 1nterpersonal relatlonshlp of hls,marrlage to Pompzlaa.

5§ -

Here he feels most hlghly frustrated 1t is these frustratlons whlch he ~

ames for hlS aggre351ve act. (The Pope Vlll lay 1t on another cause )
‘He plays upon the old theme of soc1ety telllng hlm, in effect to sup=- .
'press hls pa331ons (X1, lSO?-lSlh, quoted above) But long,repre831on ‘

results 1n theNletzschean. wltches' brew when the c1v1llzed man'
explodes‘

My nature, when the outrage was too gross, : s
- Widened itself in outlet over-wide~ R
By way of .answer, sought its own relief .
‘With more of fire and brimstone than you wlshed.
-All your own d01ngs preachers blame yourselves!
' (XI 1515-19)

Julla Wedgwood cr1t1c1zed the conceptlon of Gu1do-hls cr1me‘

', d1d not f1t the man ‘nor dld such a brute merlt the elaborate treatment.

Here is Brownlng 8 reply

. You vr1te here—-[February 21, 186§ "Guldo 's part is slmply one of - s
stupid’ brutal1ty to which neither does the cultlvatlon, ete "fit on, ' gﬁ';
nor with the keenness, subtlety, paganlsm, etc--nay,. even 1f I under-. .-~ %

~stend you, -even.the treachery., 1ntrlgue, and Iago~qua11t1es seem- '

‘ 1nappropr1ate to the product.

- S Why, T ‘admost have you at’ an unfalr dlsadvantage, 1n the faet

" ‘that the vhole story is true! How do you account: for the "mere brutal

'~hack1ng Pompllla to p1eces" in 'a hobleman thirty Years long ‘the inti-

- mate of. Cardlnals. is this ‘the case of a drunken operatlve that kicks -
. “his. wife to death’because she has no money for more ‘gin?  But T won't -
B begln and tell. my own story ‘over yet another tlme,-I am too glad to .

e
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‘The 1etter and the llnes quoted above are 1n accordance Vlth the ‘

1“].the dream e that 1t may then be re-created )

,
Pud
¥

get done with 1t.» We differ apparently in our conceptlon of what
gross w1ckedness can be effected by cultivated minds--T belleve the

fgrossest-— alJ.the more, by. way of reactlon from the enforced habit of

self denial which is the condltlon of men s,rece1v1ng culture, Guido

- tried the over-refined way for four yeari' and in his rage at its
-unsuccess let the natural man break out. 3' ' I S

| ,
exploratlons and dlscoverles of many late nlneteenth- and early twentleth- o

"'3‘century thlnkers Nletzsche and Glde in partlcular but one thlnks of

vThomas Mann and’ Conrad also. Indeed ég?dre Glde in- h1s Journals- glves

LN .
“us.a lu01d analy51s of the relatlonshlp between Brown1ng and his masks

‘ whlch helps to explalnthe 1nten51ty w1th whlch a. Guldo is deplcted

I come to understand that obJect1ve deplctlon often meana\a superfl-'
cial’ representatlon, but, for a profound deplctlon, the poet-must

tﬁexperlence in hlmself what is. to be the subgect of his- plcture. ~And :
:lBrownlng .does ﬂﬂ’ exactly confess hlmself in Blshop Blougram, in - ‘
- Sludge, in. Andres del Sarto,*to. be sure--yet in order to dlscover the
~form of those characters hlS elastic soul delgns to identify itself in

turn with each of them for & tlme. And since one cannot really under-

- ‘stand a feeling without experiencing it oneself, I submit that he o,
~;dep1cts hlmself, if one admitg that he becomes in turn each of ° them. 6:'

The flnal.sentence wouldallo ‘a. subtle 1dent1f1cat10n then to exlst

. between Guldo and his poetlc creator at the moment of creatlon. The

whole.storynmy'be‘"true aszrownlng cla;ms; but-;t is also true.that .

'he.puts on'the skin'of-thiéfowerlrefined victim of culture whoobreaks

g
loose as the natural man.

‘It has,been sald that ev1l 1s the reJectlon of the natural order, l

: , ‘ h
whlch‘*results 1n the defructlon of self. 7 We ‘have Brownlng s word

that it is the natural man who breaks out after so much culture and

'reflnement (a Cleonof another age), that release 1s forced and v1o£\§t
_For Ch1lde Roland thls knowledge of hlS 1nner nature is experlenced

:' surreallstlcally so that he 1s spared self-destructlon (He wakes from :f
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ugChurch, AS'ﬁpé ohiefsu?pressoriof,the flesh,
for hi-df;'h; 5;sniné7s“ooneeption of Cgristianit&:as is*‘

cor fisdoes not 1nclude such supnre351on; he rather
jfhrlstlanlty as an event 1n tlme, and out of 1t
'xwhicﬁ'fr; ;;d: Lsoul and body SO’ that they are. one 1n mutual forget-.
‘ {‘He would llkely have agreed w1th Conrad though

| ,that restr; ;s necessary’lf ClVlllZ&t10n~ISnln;cht to be more thane
A 'éds to have depth and substance whlch come from experl—'

. enoe'and knd} 1}e but also from love._ Guldo, so/long afflllated

":‘vith the Ch e ‘ftakes the Pagan p051t10n in hls second monologue. The

: folloving'bassf“- is 31gn1f1cant 1n 1tself and in the llght of the

',Pope's'd15cussi¢“V_f'the pre-Chrlstlan age.whlch wlll be‘examlned later:"
o So ‘the 11v1ng truth :
J strlke Pan dead, ducks low at last
“ave to. hold its own and live good days L
. fded ‘it ‘go mmsque grotesquely, called e
Christian not Pagan. Oh, you purged the sky.
Of d11 gods save the One, the great and good;
Clapped hands and trlumphed'* But the change came fast.\
_ The inexorable need in man for life-- : o
- (Life, you may mulct and minish to a graln
" Out of the lump, so that the grain but live) .
, Laughed at your subst1tut1ng death for.life,

And bade you' do your worst: Whlch worst was done '
'»\~Ingust thatage styled primitive and purevr :
When Saint this, ﬁalnt ‘that; dutifully starved
 Froze,: fonght with beasts, was' beaten and abused
. And flnally ridded of his flesh by fire, ' k

: He kept llfe-long unspg%ted from the world' (XI 1975—91)

-

:‘The next agenmtlnles, however, and wants to eﬁgoy "old llberty; andtf
A =fIaw wlnks, pardons, does not hold man to the letter, noy doe§§0mn1po— o

';tenCe stop the 51n. Enter, at thls stage, Gu1do. For ‘Browni g, the
A‘V[.fstrange alllance of Pagan and Chrlstlan forms or even splrlt would not

| ¢5f'gbe anathema But for h1m Chrlstlanlty vas. not the rellglon of death

“:but of 11fe, thls has certalnly been shown already 1n the exam1natlon

‘A 4;”, T




“of the religiousfmonologueSL' 1% doea not demand the subJugatlon of the.'"" :
“flesh nor' an . e: “_:e ascet1c1sm elther._ | ?zm:
Guldo, 1n f)g.s defence wh:.ch 18 really a confess:Lon, sees h1m—7 W '
A ; v v
self 1ron1cally, as the dev1l and balts hlS confessors as follows. rJ";“
N ) o ’ \ T . ! N : )
Abate, crosa your breast and count your beads efgjjj“,
- And exorcize the devil, for here he stands ;
, And stiffens 'in the bristly nape of neck,
- Dering you drive him hence! You,- Chrlstlens both?i” :
s _ ff f'f . fj"if” , ‘_ ‘;ﬂ?~ (XI 55“-557) ,.‘g‘ '5m.' B
"'.The dev11 they know is: better than the dev1}/;hey do not knownkifor hff g

' Guldo 1mp11es that Chrlstlanlty is’ only ‘8 mask 8 form, but that 1f it

: A - _
came true "1n the twlnkllng of an eye that Rome ;x belleved in.

'Chrlstlanlty, Vhy "What an exp%081on,Ahow the fragments fly / Of vhet R A

. was surface, mesk and makerel1eve ‘ ’(X} 62&-625) Brownlng never

‘"»falls tQ allow the charlatan or.hypocrlte to examlne those same quall-';?' e
. _é?,ftlee in others._,'3f=;f;jb.-' fj'jififf 'i‘17’ 8 "-'f :k{fﬂ ;:_' o
ho S : R X, S . ‘:;,.j i . v (? 2

Even 1n the depths of what appears to ﬁe soul searchlng, Gu1do_”;'

o blames the Church and soclety for the darkness whiph he dlscovers w1th-,. S

5 /u91ng thls paradox-'“,-;” S \\ pi’:;.ﬂ
5 AT e cn I have gone 1nslde soul ’ o
7 R And shut its door behind me: 't is your torgh o
- " Makes the plage dark: the: darkness 1 t alone, BT
" ..Grows tolerable twlllght.:one may .grope. . -y b
o e T .*And get td guess a.t 1ength and breadth\and dep‘m.
RIS R S P S T, 2291-95)

- iChrlstopher Rlcks makes the folloﬁlng blograph1cal observat10n°

_-;7f;The 'morbld self—con501ousness ° Jﬁheh [John Stuardﬂ Nhll.spoke, thé
-fgf*‘cur1ous 1deellzatlon pf&aelf-worshlp -theae are morbid. and curlous
»Tpfgbecause ‘what: they. most ‘'se¢k ‘is the assurance that a self is really
. thereg Browntgg shared t V1ctor1an nlghtmare- of gazing\lnto an -

' ;;empty m1rror - R AR S

*f,i?f_He then paraphrases a d1alogne between Brownlng'and Ellzabeth Barrett'“"F*k'””‘{

| 'Dia you ever feel afraid of:your own soul, as I have dondY ! Elizabetn

af_ﬁjasked hlm-amddescrlbed to hxm the plan of a plqy.My plan
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) man haunted by hls ‘own. soul, .a (makiniv"d a separate personal Psyche, ‘ L

i

1‘5 a. dreadful beautlful Psyche)--the man. be%‘g haunted and terrlfled
. ‘through all the turns of life.by her.. =~
'The subgﬁst of your play is temptlng 1ndeed ! Brownlng had replled

© e ». ... : «

“"f Brownlng felt w1thout promptlng, w1tness Sordello, that 11ttle else than
' - A

vvr_the soul wasworth study As descrlbed by MlBS Barrettthe.soul could

: fbe the artlst's soul of: Tennyson s "Palace of Art," fo# example.r Butq -“r
'iif soul may“hé‘translated as the unconsc1ous, thenlt 1is represented

.':by the tortuous depths'reached by Guldo. Soul as consc1ousness attalned
vuthrough the body Guldo has not yet achleved however " i | |
| - Guldo speaks knowledgeably of masks and of" un;asklng, but 1t 1s
:onlydwhen the cell is’ opened and hlS executlon 1s 1mm1nent that hlS own
v;rmask;flnally flles off.> He has begun to see, ratlonally, that 1t 1s
"fxdeath“thet glves an otherw1se meanlngless exlstence 1ts meanlng | ,df::
| . h“fvb - b.i u:‘ Undoubtedly |
v_»The soul 's condensed and, ‘twice itself, expands
-~ To burst: thro! Aife, in alternation. due,f:f'f‘ -

'oj_Into the other state whate'er it prove,.
* You never know what life: means ti1l you: die:

' S Even throughout 1ife, 't is’ death that makes life llve,' ’F'j_"’\

o ‘ Gaves 1t whatever the 51gn1f1cance._ (XI 2371-77)

-TThls last statement acqulres a dlsturblng sec0nd meaatng when one:
'D‘ . ! ul . 2

-

: i*fcon51ders the deaths whlch gave Guf%b's llfe 1ts sggn‘-lcance 1n the

'1“ recent past A fewldnes further on, Guldo reaches the

"5 o 1ess rhetorlcal more personal outcry

RS

'1581rs, my‘flrst *true word all truth and no lle’fih;g'"ggf”dj?ﬂ':." '

. Is--save me notWLthstandlng. Life is all!
oo T was just. stark mad ; —~let the madman live - -
. Pressed by as’ many chains as you ‘please pilet

‘,»ijon't open?. Hold ‘me from ‘them! I am: yours, Sl
I am the Granduke!s--no, I am the Pope's! : ' -
;Abate,—-Cardlnal ~kChrist -«Marla,ﬂ-God, .'.,.;”"

e e

e .

'iPompllla, W111 you let ‘them murder me” (XI 2&20f27)"»i_f,;ffffdf“g
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" The 1rony, pathos, drama--and’ truth--in the last line act on multlple

'1QVels. Roma Klng wrltes _ '; I

[Guldo:ﬂ last cry of terror, one iof his first genulne acts, might be
‘called a triumph . . . . Even if fuido remsins in wickedness, choosing
to be demned rather thag saved, he does so as & responsible man, not

as a cultural mannikin. § o T b

Surely in the early part of the speech he is ‘still bargaining, pleadlng

h

for his life on the grounds of insanity. Klng modifies the trlumph

¢
E]

somewhat: - . v

His final outcry.l.‘.'might signal either a .conversion or mere terror
+ « - . Browning's' interests are psychological. Guido comes to-
dlscover manhood rather than sainthood . . . . The last cry signals
the amblvalent triumph and terror of newly achieved manhood. * Whether
it leads to salvation or damnatlon in the wsual sense is relatlvely _
un1mportant . e . ,
Actually Guido's gesture at the end of Book XI ﬂs as indeterminate as Lo
Childe Roland's at the end of "Childe Rqland to the Dark Tower Came" '
.and less cgpable of 31ngle 1nterpretatyon , o .

I feel that Guido's'cry has much of thelsignificance-~and ambiguity--

of Kurtz's cry of recognltlon and summatlon at the moment of his death

A

'-‘1n Heart of Darkness "The horror' The horrox{ And one might ask

’ <
w1th Manlow this same question of Guido's last words in the poem

V "Dld he live his llfe agaln in every detall of de51re, temptatlon, and
,su;render d;rlng that supreme mome:t of complete knowledge?"sg. of
coﬁrse,=o§eeohld only ask thie qﬁestioﬁagt};he;"s@prememoméot" when
Guido's heed is on the executioner's block,ée-goment when we do not
’ S

ee him.
Alternately, Guido's cry may be no more than a bl;nd clutchlng
at llfe, a life during Wthh he has never, even in thls eplsode, fully

R / .
known hlmself. Morse Peckham, in an excellent dlscu551on of mask and

personallty in Brownlng s work, makes this summatlon of the three

.- Guido's We in fact eventually meet

~
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- In his first defense Guldo'presents himself 'as the supporter of the . © .
‘prerogatives of the male, the defender of the rights of husbands, the ° '

supporter of the social order, one who accepts with full responsibility

his position as a nobleman When this does not work he presents

himself" asz;wolf ne who preys upon mankind, ruthlessly and savagely.

And this is. the cofiception of Guido that Browning critics have accept-

€d. Here is the real Guido at last. Butthe fact is that when he.is - g

‘faced with-execution this mask evaporates and Guido is revealed as ’

‘nothing, one who implores Pompilia herself to sqve him. He is not

even a wolf, and that self-conception was again a ratlonallzlng ,

strategy to provide himself with self—respect Reduced to extremity,

Guido can maintain no mask and reveals himself as merely an organlsm

struggling only for continued existence.

Does Browning mean that any man so reduced would reveal\the
hollowness of his masks in the same way, that there is a point in human
extremltyzgxwhlch the dlsglnctlon between hero and v1lla1n the good
and the bad, evaporates? : .

fUnder the multlpllclty of anlmal 1mages and analogies in Guido's speech

there may ultlmately be nothlng, which is the horror. For“Callban too,

. suddenly facing. hls maker in fear and trembllng, all is reduced to/a ;
cry. But that-ls riot to say that every cry, or'every silence, is an
4acknowledgment that'life itself is empty at the core. Pechham tells
us that Qagohsaochi,too, is‘reduced to a cry at‘the end of his.monoa

logue, when his quests to saVe Pompilia have come to nothing: "0 great,

v ‘e o

just good‘God' Miserable me! (VI 2105) Surelykthere is.a gfeat
alfference between these crles. (It should be noted that Pompilia's

monologue ends with an afflrmatlon "And I rlse. If we reconsider o=
v- ').
Chllde Roland there is § dlfference too for although hlS blow1ng ' :

of the hornmmy bethé‘equ1Valent of a cry- when words have no meanlng,

' 1t is agaln a cry wlth content,-ln thercontext of truly facing death.

e /
In the end it may Stlll be argued that the word | "Pompllla on his.

11ps glves Guldo s cry, too, great meanlng in a p031t1ve sense, Perhaps
, hevlssflna;;y,the_ ppor,~bare forked anlmal"--man,hlmself.

Gﬁido has already voiced, slightly before the end,.the changes.
# S " . : :
,

. . : ' !



& ! - ' ?*
that he feels death will "ring" in. He sets his analogy in the frame-

‘work of Ovid's Metamorphoses, maklng himself the animal to whlch he is

more frequently compared:

So, let death ‘atone!
So ends mlstake, so end mistakers!--end
Perhaps to recommence,--how should-I know?
Childish, preposterous, lmpOSSIble,
But some such fate as Ovid could foresee,--
ﬁybl1s in fluvium, let the Wweak soul end
In water, sed Lycaon in lupum, but
The strong become & wolf for evermore!
Change that Pompilia to-a puny stream
L " Fit to reflect the daisies on its bank!
-Let me turn wolf, be whole, and sate, for once,—-
"Wallow in what is now a wolfishness :
Coerced too much by the humadity
That's half of me as well! Grow out of man,
Glut the wolf-nature,--what remains but grow
Into the man again, be man indeed
And all man? Do I ring the changes right? Y
Deformed, transformed, reformed, informed, conformed! - -
- (XI, 2045-63)

The ringihg words symbolize Guido's awareness and scorn of the world's
judgment}of him, but with an undertohe of pleading that he'ie not so
»ﬁ%ar éone in uolfishness as to fail to regain hisvhumanity. Guido
continues in thisroassage'by‘creéwing a metaphor for another transfor-
mation;. This time hi%vpent-uP ingtincts are seen as a threed of fire -
_windiné up through a mountain to emerée out of the earth on‘the
ountaln-top, as fit for its place as the streamlet (Pompllla) is f1t~
for the vale. In- nature such forces as his would have their outlet |
denie&tto>him, he claims, as a mere_man. Hls pride in hlmself as

netural man is very evident here, if natural" be taken to mean man's

i

_animalistic side; Metamorphoses recur throughout The Rlng and the Book;

. this one, as Guldo Sees for hlmself 1s, in. mlcrocosmlc form, the

b4

change which does occur 1n.h1m between Book V and Book IX, when the

sheep'S'clothing_is-shed. There,is a more crucial transformation

bl >

-



necessary if Guido is to receive personal and divine atonement or
salvation, however. The Pope expresses Gﬁido's need in Book X,

Pompilia prays for it. And Guido? We have only his last cry to
| - ' . /

A very strong presentation of Guido's dark night of the soul is

;judge'by;

uttered not by himself, but by the soldier—sainf Caponsacchi. We know

him in his guise as Perseus or St. George, the would-be rescuer of

[y

Pompilia. Although he obvioﬁsly worships the goodness, purity; and
truth of Pcmpilia, there is ambiguity‘iﬂ his pﬁyéical’feelings towards

her. Is he, as the Pope implies even in his praise, merely an .

g

ineffectual society priest lured toha beautiful girl but impotent
after all 1@}‘Fe face of concrete evil? I think Caponsacchl s analy51s

of Guldo ] place 1nthe unlverse, or, actually, in the underworld
S

reveals the speaker aS‘garbed 1n:mqral armor, indeed regdy to rise in
. anger against evil, to'see»it fallen and not exclted. He begics
l;mildlyfenough with his depiction of Guido as snake, which-ic cce of
his ?ecurringanimal roles ag usufpér of inndcence in Ecen:

I think he will be found (indulge so far!)
Not to die so much as siide out of life,
Pushed by the: general horror and-common hate
Low, lower,--left o' the very ledge of things,
And thus I see him sléwly and surely edged
Off the table-land whence llfe upsprlngs
, Asplrlng to be immortality, ;
As the snake hatched on hill-top by mischance,
Despite his wriggling, slips, slides, slidders down
Hill-side, lies low and prostrate on the smooth
Level of the outer place, lapsed in the vale
So I lose Guido in the loneliness,
Silence and dusk, till at doleful -end,
At the horizon%al line, creation's verge,
‘From what just is to absolute pothingness--
Whom is 1t, stralnlng onward still;:he meets? .
ST O -~ (v1, 1910-13, 1921-32) S

e
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Guido is lost on the plain like Childe Roland, with no infinite moment

1

to‘intersect the horizontal of life. He does not reach a Dark Tower,

however “but 1nstead wlll neet w1th ‘his Doppelganger Judas: -

Judas, made monstrous by much solitude!

[JThe two are at one now! Let them love their love

That bites and claws like hate, or hate their hate

That mops and mows and makes as it were love!

There, let them each tear each in devil's~fun,

Or fondle this the other while malice achegw-

Both teach, both learn detestability!

Kiss him the leS, Iscariot! Pay that back,

That snatch o' the slaver blistering on your lip,
By the better trick, the insult he spared Christ--
" Lure him the lure o' the letters,’ Arentine!
~Lick him o'er sllmw—smooth with Jelly-fllth
0' the verse-and-prose pollution in love's guise!*
The cockatrice is with the ba51llsk'

There let them grapple, denizens o' the dark
Foes or friends, but 1ndlssolubly bound

In their one spot out of “the ken' of God -
oA "~ Or care of man, for ever and ever more! (VI, 1937-54)

_The horrlble, grotesque 1magery whlch cllmaxes Caponsacchl 8- condemn—
~ation bf‘Guldo forhls deceit w1th the letters (for this passage does '

not refer spec1f1cally to the murders), conveys moral psychologlca

horror with some of the strongest 1magery in the poem, This prelu es
the imagery with vhich Guido in effect condemns himSelf in Book XI,\as

we have seen. Guido, the snake, becomes Fallen Mén & Judas and wors

‘ than‘a Judes: The Perseus-AndYomeda myth links with the Chrlstlan one. \

as the sea'beast becomes the betrayer of Christ-1like Pompllla The

two flgures in thewasteland are' linked llke brothers, as fellow :
‘"denlzens o' the dark" who Wlll ~grapple" as, d1d the wild animals

1mprlsonea in "Chllde Roland " Caponsacchl brands Guldo a traltor of

a worse ‘kind than Roland's fellow knlghts- Thestrong, V1r11e language

‘1s also b1tter and scathlng, if we hold the view that Brownlng 1dent1- -

flES more with Caponsacchl than w1th any of the other Eersonae,

4
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perhaps his feelipgs of revulsion towards his creation(ﬂuido are most
sharply revealed in this extended passgge}; However, one.must no% |
forget the dmamatization of character, the revelation of the persona,
and all the multl-patterns of animal imagery in monologues of the

other. principal players, when Caponsacchi's condemnation is evaluated.

E: The Pope: The Central Truth?

‘Browning might well sympathize with Caponsacchi as the figure
of action in a crisis. Indeed, from his youth the Perseus—Andromeda ‘
myth and its counterparts in the "real" world were imbued in his soul.

Lo ,

However, as a man who voices the Word of God, the Pope is often consid-

ey

ered to be Browning's spokesman'in_The'Ring and the Book. I do not

feel that this is a:necessary assumption to make, although T grant that

much of the Pope's theology‘is Browning's interpretation of nineteenth-

centumy theology, as we find also 1n the earlier rellg1ous monologues.
_Although Guido is. glven the monologue follow1ngthe Pope s Judgment of
h1m in God's name, and although hlS monologues glvehlm a larger v01ce
than the poet hlmself, in, terms o thelr length the Pope s monologue
"may be agreed to contaln more obJectlve as well as d1v1ne appralsal

“than any other persona S, and to conta1n if not the central Truth at

.least acomlng together of the prlsmatlc fragments into. a purer llght

He alsoralses the monologuesvof,Pompllla and‘Caponsaccnl w1th authorlty

1nto thls llght., Slnce I belleve that the wholeness ‘of The: Rlng and the

Book depends not onthe moral Judgment or truth in one book but on all

‘1ts parts be thayever so dark as Guldo I choose not’ to call the

)

Pope s monologue the central one. But it does occupy the same place in -

. . ) ) . - . N

o7
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the poem s scheme as do the rellglous mon010gues in Browning' s poetry
of the mlddleperlod Sh | '

' The Pope, in untangllng and clarlfylng for himself, at least
o
» the massive welter of words which have made up the cases, uses signi-

'\;”flcantly fewer images, metaphors, and s1m11es from nature. : Often

bwhen he usesthem they functlon not in. terms of thelrconcreteness but'
as anaiogles p01nt1ng to a- more splrltual leVel or contrastlng strongly
with thlngs spiritual. This is entlrely flttlng, since 1n the balance

'“of nature and oplrlt we would expect the Pope to‘have made most of
the exploratlons of body and matter .and extended hlmself long before

into an afflnlty wlth spirit.  He, too, still needs words, and concrete
analogles to express his concept- of ev1land 1nnocence, however._ HlS

’ \
role is to blnd the fragments 1nto some semblance of unlty to the best

of his ah;llty, for .he does not: cla1m 1nfalllb111ty.

) If some acuter w1t fresh problng, sound
'VxThlS multifarious mass of words and deeds
Deeper, and reach through guilt to 1nnocence,

I shall face’ Guldo s ghost nor. blench a Jot (x,‘j261-26h) ‘
_If he hes1tates then, | | |

Tt is because I need to breathe awhlle,"
‘:Res%, as the human right allows, review
Intent the little seeds of act; my tree,-~
The thotght, Whlch clothed in deed, I glve the world
At chink of bell and push of arrased door (X 278-282)

‘In a. sense he is the supreme Poet, and the supreme resusc1tator of . the
"v Word and truth aoDeVane says, the Pope condemns the 11e and ev1l 1n »,’
order to rescue truth.ss»ni_ ,b ' , . f' ,' = Hﬂf

Wlll the. Pope, should he dle today, be questloned on "thy

i:frult the latest act of thlne" (X 3hl) " No, there W}ll‘be‘no'words_i

SG

‘vor‘quest;onsp, od's Judgment bar'" p.::\,
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" ‘the base of‘the trlangle formed of "Power, Wlsdmm Goodness,--God "o

T‘Caponsacchl, and the other chlef flgures 1n the drama The Pope's

" None of this vile way by the barren words . . = .
Which, more than any deed, characterize - ' S
“Men as made subject to a curse;. SO speech-- .
That Stll} bursts o'er some lie which lurks 1n51de, L
¢« As the spllt skin across the coppery. snake, _ ,
g And: most denotes man!" (X 3&9-35hf L

rMan cannot speak w1thout telllng a 11e, -even to descrlbe a rose, 1t is

*"-_ 1n the nature of man and a very modern cdhcept, in the neture of

- .

-y;anguage. The problem had been one for Brownlng, as poet, since he -

struggled with the form and content of Sordello.,j
, Therefore these fllthy rags of speech thls c01l
. Of statement, comment, query and reSponse,
- Tatters all too contaminate for use,
" Have no renewing: He the Truth, is, togq, .
. The Word. . ”_v‘J (x, 373~ 377)

uThe Word is. 51lent Yet in Splte of. the POpe 8 Judgment Brownlng '

\'could not choose to undo the multltudlnous world he has created wlth

D

word 1mage, metaphor, and symbol HlS p081t10n as poet is amblguous,

_however, although the Pope may glve the penultlmate Judgment of Guldo

§

ﬁand of the words of man, he hlmself is- but one facet of the poem,

7;wh05e llfe'ls 1n languege and 1n’the very process of attalnlng what- ;

ever truth exlsts.kll

?HQH' The Pope too, after he polnts to the Word--whlch 18 Love‘ end

p)

‘"The central.truth" (X l358ff},163h)—-turns towords to review the .

. case aga1nstnGu1do and the other four mlscreants, and to Judge Pompllla,

r-.

flmagery relnforces the patterns of 1nnocence and experlence, good and

;geV1l vhlch were traced earller. I wlll sunmuuiz e from the monologue '

h the majbr lmages he attaches to each of the characters

oJ

The Pope bullds an elaborate anlmal metaphor descrlblng Gu1do

o

- :>'_
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»

andflinking}dnxwith'Sludge and Caliban througﬁ'the imagery. For Guido

is a type of slug: ’ ,ﬁi

1

Rather, he shrlnks up 11ke the ambiguous fish,
V‘Detaches flesh from shell and outside show, .
 And steals by moonlight (I have seen the thing)

In and out, now to prey and now to skulk (X h86—h89)

When in: danger he hldes +in his shell the Church but w5
" Do tides .abate and sea-fowl hunt i' the deep°
tAlready is the slug from out. its mew,
Ignobly . faring. Wlth all loose and free,
. Sand-fly and slush-worm at their garbage—feast
-A naked blotch o better than they all . . (x h95 500)

l . the foul thing of its carrlon—prey
Behold he points to shell Jeft hlgh and dry,"
Pleads "But the case’out yonder is myself"' (X 564~506 ) 7

"No ‘rebuts the Pope the thlng 1tself the inner: creature, is the true

Guldo ‘not h1s out51de.f The Pope makes GUldO a slug, then‘lnot a

- great denlzen of the deep as. he 1s sometlmes(deplcted by other perso .

The Pope 8 further ana1y31s of the falsely dlsgulsed man partly
answers Julia Wedgwood's ch rge, clted above that there could be no’
creature such -as Guido 1n nature

“For I find thls black mark 1mp1nge the man,
That he believes in just the vile of life.
‘Low instinct, base preten81on are these truth?
Then, that aforesald armour, probity
He flgures 1n, is falsehood\scale on scale . . .-, (X, 510—515)

In Phlllp Drew 8 clever rev1ew of Altick and Louck's Brownlng s Roman

[

Murder Story a dlfferent p01nt of view is expressed Agreelng that

evthe parallel between Gu1do and Callban won h1m over Drew contlnues

Even so I should want to relate the poem to what came after 1t as well
as to- what came before.‘ I'd even be prepared to consider the p01nt

}'that all the long poems of the 1870s are~in a sense Browning's attempts
L to convince ‘himself that Guido really was wrong, and that there was some
' authentlcatlon f0r human values 1n 8 world w1thout God and E.B.B. . This

e

RN

~ When Law catches h1m at last , = : R ' , ,J.‘

A
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"kind of argument perhaps doesn't add much to our understanding of

Fifine or The Inn Album, but it does indicate something of the power of .

' the amoral, inverted universe realized in Book Eleven, ‘if it haunted
Browning and had to be confronted and exorclsed in poem after poem

56
The Pope on the level of divine knowledge and Pomp111a on the level of
\‘d1v1ne 1ntu1t10n are to constltute a moral uprlght unlverse, but

*Guido's monologue follows the Pope' s,and does leave a strong lastlngv

impression.

The Pope, nevertheless, confirms that Guido, hav1ng gone beyond '

the natural man, is’ sunk "past level of the brute" (x, Shl) He

rattributes this fall not to the. brutish ‘appetite for sex, unrequited,

J

but to "the lust for money to get gold - / Why, lle, rob, if it must :

be murder'" (X 5h3—5hh) 4 Guldo s soul is a money~bag. (However,

it w1ll be recalled that gold 1tself is a sexual symbol in some cases. ).

~Hls lust for gold replaces love and he ultlmately sees it h1d1ng
_(metaphorically) 1n hlsfSOn Gaetano svcurls ‘wh1ch»Ieadsvh1m to murder
.fhe others' The Pope s explanatlon of Guido's crlmes seems an over-

s1mp11f1cat10n and- Guldo reveals a much more complex set of subcon-

sc1ous motlvatlonS‘(however'much he overstates‘hlsiown case to ratlon—.,

alize hlS pos1t10n) SRR 5 ;o

The POpe does see lust "hellls own blue tint" in Girolemo, the

'brother,vhowever.‘ Guldofls the red, violent figure of wolfish.viSage..'

.Paul's coloUr is yellow.and he is the>crafty fox The mother is the ‘

‘grey hag who gave these "abortlons blrth" (X 869 92h)
Pompllla the v1ct1m of lles,‘susp1c1ons and flnally of the
i'v knlfe, is llfted Up agaln by the Pope reafflrmed and reconsecrated

;1n her purlty

SR Y

. 251"
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.Such I pronounce Pompilia, then as now ,
Perfect in whlteneSS' stoop thou down, my Chlld

L
~

N
Flrst of the flrst

el e -.orooooo‘ooooon e oorg»ao

" ‘Let me look-at thee in the flesh as erst

Let me enjoy the old clean linen garb,

~Not the new splendld vesture. (x, 1004-11)

Her soul is earth's flower, as. flne in 1ts way as Mlchael's cr/nned and

e

armed. "Seven years a gardener of the _untoward ground " (x, 1031) the‘

P0pe can say that "At least one—bios“dﬁ”ﬁgies’me proud at eve / Born

1llu51ons about man's: fallen state, his reward 1s to dlscover the rare

'mid the brlers of my enclosure'" (x, lO3h-35) The Pope has no

L3

flower ofIEden-llke 1nnocence amid the weeds., "My flower,"he dalls *

Pompllla

!

My rose, T gather for the breast of God", (X, 1oh6-h7)

has become:once more the rose she was before the words of varlous

- personae had metamorphosed her 1nto somethlng less ;nnocent' in Splte

] of the horr

(The rose i

, Guldo (X 5

' In

thelr commo

ors she has known, she regains. 1nnocence after experlence. ‘

mage for Pompllla is matched brlefly, by a toad image for
50) the ev1l 1nvad1ng the sanctlty of. 1nnocence )
another 1mage the Pope llnks Caponsacdhl and Pompllla in

1 attrlbute of bravery | |

e 1t seems o

o As a new attrlbute were born of each

- Champion of truth, the priest and wife I pralse,--.
-As a new safeguard sprang up 1in defence :

Of -their new noble natiire: so & thorn

‘Comes to the aid of and. completes the rose-~
~ Courage to=wit, no woman s gift nor priest's,

: Not only is

I' the cris 1s_.,,_ - (X, 682-689)

courage (and the W1llto act) glven Caponsacchl, but "out

.'of the poor trampled worm’ the wlfe, / Sprlngs up a serpent'" (X 699—

~_,‘Caponsacch1

’700) Here is one. more varlant of the Perseus-Andromedamyth. As for’

the Pqpe w1th reservatlons about the prlest's llfe before : '

—
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Pompllla called forth hlS valour, speaks of "Thls masquerade 1n sober o
o , ,
»bday . . . now hypocrlte's dlsgulse, / Now fool's costume v " (X 1131-
DRI - e ,
5j33). Nevertheless the Pope pays him trlbute'* , ‘Qj ,,'

Y Y. | surely not. so very much apart [from Pompllla--"My roseﬂ
o f: Need T place thee, mw warrlor-prlest,—-ln whom

' What if I gain the other rose; the gold,

... . . Ve grave to imitate God's miracle, e

bt Great monarchs with, good rose in its degree?

515;:3’ ) _'-, e ,j S g,. . (x 1095-99)

“fﬁ5.. The Jewelled or. ornamental rose is never so dear to Brownlng'as the

[ _.pl
"‘.. natural rose Creatlon s rose, but 1t 1s stlll a rose, and tobe valued

Ry

_}ﬂf‘ L-accordlngly. Both Caponsacch1 and Pompllla were too pure to react to L

qf lg each other as Guldo planned even though pass1on was 1n the a1r. The.

»

';47{ Pope comprehends that the aftermath of a sudden danger may release "The

fifi perfect beauty of the body and’ soul " Just ’ v:./;:i

A '»5,5'['- As when a thundrous mldnlght wlth black air

Py That - burns, rain-drops that blister, breaks a spell '
T . Draws out the excessive virtue of some sheathed
0~ Shut unsuspected flower that ‘hoards and hides

L3 ..

‘ﬁ%} fv, lmmen51ty of - sweetness.». . (X 1175 79)

"f ' . Cr o N B .
!ﬂﬁf;f The ;mage of awakenlng complements those noted ear11er in the poem. The

n ﬁi. Pope recognlzes that "Temptatlon was sharp but there is no doubt in -
- his mlnd that the palr wlthstood 1t. He reveals thls faith 1n v1rtue -

‘in another natural metaphor

: Here the’ blot is blanched _ ) e
By God's glft of a purity of soul . - P I
That will not take: ollutlon ermlne-llke , R R S s,
Armed from d1shono by 1ts own, soft snow., (X, '677—680)]

The scene is set in black and whlte from the beglnnlng and 1s absolute ﬁ

;_gr as’the,Pope,;s;coacerned. He deals with the

I trahsiencefahd ehange. V"Go'" he says/rn »

i;'mother7aadffather;v‘“di

s PR
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";even1more abstract 1n the followlng passage

izhuntlng anlmals, a tower : "But how hunts- Gu1do7 Why, the fraudful _“g V

’?trap"(X 725) outlawed by those who love falr play.. He rescues 1t from '
VQSure, next tlme, flrst snap shall break the bone" YX 731 732)

g tears the flesh too.

N e . \s
Never agaln elude the choice of tlﬂts.»”
White shall not neutralize the black nor good
o 'Compensate bad in man, absolve him so: = - : ‘
",_« Life's. bu51ness belng Just the terrlble ch01ce. (X 1235 38)

The grey are ‘as- blameable, 1f hot more so than the black a p051t1ye

actzon of some klnd 1s better, than moral eva81on.

6. '."0

HOW'doesthe Pope use the Chllde Roland wasteland mot1fs whlch '

»

ly the Pope as God's emlssary, W1ll see life 1tself as a quest or -

’

'f'pllgrlmage and at tlmes hlS lmagery reflects thls v1ewp01nt. Thus,

ll'Thls llfe is tralnlng and a passage, pass,-- *

'Still, we march over some flat obstacle S
We made give way before us; ‘solid truth .
_In front of it, what motlon for the world9 (X, 1h11-1h)

o Hls frame of reference is allegorlcal rather than symbollc and becomes C

v

Llfe is probatlon and the earth no goal s
“But startlng-p01nt of man: compel him strive,

lx'ilj “' sWhich means, in man, as good as reach the goal,--.

Why 1nst1tute that race, hls life,. at all? (X, 1h36 39)

_Manw'of the obJects of Roland's landscapeare present 1n one

: . ' :
form or. another in the Pope s monologue' traps, caves, hunted and ,

9, N

v

flts ruins, patches, reflts, flles "its blunted teeth anew" to "Make

Q)

3 b

~‘:chooses a v1olent palnful death for h1s v1ct1ms, a Jagged knlfe that

In rev1ew1ng thOSe attached 1n any vay to the crlme, the Pope

3
|

T beglns w1th Guldo, l' _L'”f."_.,: ,f'-_‘;_t hl"_?f3ib Q,l. RO

, é‘Siﬁf .

‘l‘are domlnant 1n the rest of the poem, partlcularly 1n Book XI? Obv1puse:;uzi\‘



'_ Guldo 5 clalm in Book XI as noted above, was. that ‘the. Church,_ln

jfbj dark" whlch had grown "tolerable tv111ght" to him. ;‘_v

R TR CTae T sy

e . mldmost blotch of black
. ;Dlscernlble in this group of clustered crlmes
- Huddling°together in the cave they call . . I
Thelr palace, outraged day “thus penetrates.- (X *869-872)

.

' . . . s - e . -

'tAll w1th1n are anlmals of the rapac1ous preylng sort. But the clergy

' :"of varlous rank andthe complacent onlookers who would not 1nterfere and R
4prevent Guldo from carrylng out his plan are also among the "denlzens

\

.o' the cave who

: . o o DOW cluster round

~And heat the- furnace sevenfold: tlme 1ndeed e
A bolt from hehven should cleave’ ‘roof and clear- place, o

Transflx and show the world’, suSplrlng flame, '

. The main offender, scar and brand the rest o
) Hurry1ng, each miscreant to hlS hole: then flood f, ¥
.. And purify the scene with outside day-- S

- Which yet, in the absolutest drench of dark : JRETRE
. Ne'er: wants a wqtness, ‘some stray beauty-beam"y SR R T

- To the despalr of hell. : (x 99h-1oo3) R

| He calls upon a Last Judgment to burn away the darkness, to purge evll

to Tlet llght 1nto the"absolutest drench of dark " In "Ch11de~Roland"
U .

it 1s Nature #ho says peevlshly that the land and 1ts prlsoners can
only be cured and freed by "the Last Judgment's flre --and 1n the “sheet i
of flame at the poem‘s endlng the Judgment seems to have come. The p
Pope is concerned wlth freelng the 1and from these part1cular prlsonersr-‘

1

1ett1ng llght 1nto hlS cave or soul of darkness, had made that "place .

N

The Pope sees as beasts those who were respon51ble for

Pomp1lla s sufferlng durlng her captlve marrlage. lehas pralse for ',f ;r"#iy o

Caponsacchl,'saylng,z ’ "L
:g3liI rather chronlcle the healthy rage,
" When the first ‘moan broke from. the martyr-mald
At that uncaglng of “the beasts,--made bare , .
My athlete on the 1nstant, gave such good _]u P
‘Great: undlsgulsed leap ‘over post :and pale

Ll

"ffR1ght 1nto thesmld-c1rque, free flghtlng-place. (X 1138-h3)" R

',//"}
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If Caponsacipi is:consistently linked by metébho; to Perseus-St. George,
then the imagery of tpis passage lends credence to a great, battle having
been fought in the "fell cirque" of Roland's lgndscape, his psyche,"
»betweéﬁ uncaged beaﬁtsbﬁlike dragpns) and the knights who have gone .
‘before. As Broﬁning has voiced in other poems, notabiy "The Statue

and the Bust," man's virtue should be tebted to give proof posifive of

its existence, and the Pope confirms this theologically, while lauding =
‘the courtly-priest turned scldier<saint:”!
: Préy
"Lead us into no such temptations, Lord!"
Yea, but, O Thou whose servants -are the bold,
Lead such temptations by the head and hair,

Reluctant dragons, 4p to who dares flght '
That so he may do battle and have praise! (X, 1187-92)

Caponsacchi, whd fought the beast, contrasts sharply with the others
stronger in their faith than he who falled even to enter the fray:

Where are the Christians in their panoply?

The loins we zirt about with truth, the breasts

nghteousnesc plated round, the shield of falth

"The helmet of salvation, and.that sword . :
O' the Spirit, even the word of God,--where these? o
Slunk into corners! (X, 1566-T1)

The Fope's metaphors are definitely directed at spiritual armour and

¢ 3

battle in this instance; they remind us of those knights in "Childe

Roland" who had failed, been branded traitors. But "The Band" ‘at

G »
°

least began the battle from which these Christians abstain.

' Are the Christians of the seventeenth century (and”the nine-

,teenth) really closer to salvation}than the\pre—Chfistians for whom
‘ salvatiqn had not come? Broyning~hggégg§€.cdneerned with tﬁis auestion
| iP earligrnbnol?gué% on religion; in thés éopologuéthe»Eo?é, wﬁo‘is
gﬁrowning's rescreation'of inndtentUXII;;onsidérs,the quest@ons fr#m two

-

vantage points. : ///
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The Pope leads into the problem of faith for his time by para-
phrasing the philosophy of Euripides. Browning, interested in figures

of the ancient world who found thé'light before théj&ofd waé,made‘flesh,
, e . . | ... 58
had been reading Euripides' work at the time of this poem's composmlon.5

s

. o, ‘
Euripides asks that if he is "born to perish like the brukes, or worse,

/ Why not live brutishly, obey brutes' 1aw°" (X, l701+®2) Instéad

3

he "Adopted virtue as my rule of 11fe, / Waived all rew!!d loved but
for loving's sake " (X, lTll-l2),thus ant101pat1ng in his ethics .the
ethics sﬁppOSedly founded upon Christianity..'He‘came very .near to
guessing what "Paﬁl knew," in éontfast to Cleon who déciihed to believe
‘the barbarian Paul. Euripideg' final claim, dramatized B& the Pope, is-
important/not only theologic&éiy, bué bécaus% it attacﬁes to itself the

f+ .

imagery of light anddarknessﬁ and the "Childe Roland" motifs:.
( .

"Pope, dost thou/dare pretend to punish me,

"For not descryipg sunshine at midnight,

"Me who crept.all-fours, found my way so far--

_"ghile thou rewardest teachers of the truth, , B -
"Jho miss the plain way in. the blaze of noon,-- :
"Phough just a word from that strong style of mine,

"Grasped honestly in hand as guiding-staff, o
"Had prlcked them a sure path across the bog, ;

"That mire of jcowardice and slush of lies -

"Whereln I find them wallow in wide day!'" (X, 1781-90) -

Guido, sunk "p;st lefél of the brute," could have been guided Quﬂ of
the wasteland not by ii}s from a Ma%écious.cripple, but ,by truths of

a civilization predatihg Christ. Thexe is irony in'Euripides';words,

faith now wallow like beasts amidst-cowardice and lies. - |
. . ’ ° , ' ‘ . . . X |
.® How is the Pope to answer Buripides? In part he can use the ‘f

words uttered earlier in his monologue, similar to the words of John,

- or Karshish, or David, to describe that transcendentact and facet of

¥

o

for he, in full consciousness, never behaved as a beast; priests of the /
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, . ) -
Christianity which distinguishes.it from all oéhéf‘ethical creeds:

Kl

' I it is who have bebn appointed here
To represent Thee, in my turn, on earth,
Just as, if new philosophy knew aught,
This one earth, out of all the multitude
Of people worlds, as stars are now supposed,--
Was chosen, and no sun-star of the swarm, -
» * For stage and scene of Thy transcendent act
Beside which even the creation fades
Into a puny exercise of power. (X, 1333-k1) .

The Incarnation, an event in time yé%\ti&eless, reveals God's infinite
Love for af& time; and embraces even‘Euripides.59
'.5ut the Pope now exéresses some doubt aboﬁt the strength'of

Christianity'é\light in his day (as Browning expresses éoubt in his own
“?j "post-Chfiétian world").60 He explains why p?gsent Christians are ‘
less zeaidus and eager than the first Christidﬁé; who héd the way of
maftyrdom. But ﬁe retracts .this Statemeqt, and wonders 1if the first ;
Christians were neéeésarily better. Their faith was made easier by
this first bﬁrst of flame (the pure white'iight). Now the blaze of sun
is seéming to sink, | -

Till at last, who distinguishes the sun o

From a mere Druild fire on a far mount?

More praise to him who with his subtle prism
. Shall decompose both beams and name the true. (X, 1823-26)

1 ‘\

Tho§e wﬁ7‘can ungyist "heaven's pure white from tﬁé'yellov flare / O
the'world's grdssvtorcﬁ"-includévthe Pofe, through,khowledge, Pompilia, -
‘through intuif;on, and CapOnsaééh;,»thrdugh an act which rédeems his |
~shéky chéracte . Guidé has failed 6n‘all'couﬁts;,even in his claims for'
"be a Pagan, for hié b;rbafism is that<whiéh is fo#nd when the veneer of
his civilized exterior is oniy lightly scratched. 'ﬁe'will be éuided by
heither rationalism £epresented py.Euripides nor bf faith represented .

by those aroynd him who do abide by the doctrine of Love.

A
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The Pope also anticipates the coming age of doubt which will

shake the present complacency (again, & very "modern" viewpoint of

Browning's age): .
What  if it be the mission of that age, v

My death will usher into life, to.shake . |
This torpor of assurance from our creed, , ‘
Re-introduce the doubt discarded, bring

The formidable danger back, we drove ol

Long ago to the distance and the dark?

No wild beast now prowls round the infant camp:

We have built wall and sleep in city safe:

But if the earthquake try the towers.that laugh

To think they once saw lions rule outside,

And man stand out again, pale, resolute, : -
Prepared to _die,-- that is, alive at last? (X, 1852-62) ‘

To be alive is to be prepared to die, to kpov-that there are lynx or
wild catsor dragons.at fhe gates of the téyer, to be willing to bregk
down the barriers,beﬁwéen outside and inside. Although the Pope’é
words have a Christian framework they.again'reqffirﬁﬁﬁ}owning's psych-
ological understanding of ﬁan--as seen in-"KgfshieP" and "Childe Rolang"
in paftiéular. Man has tb,be in danger if he is not to, face a déath-
in-life existencé. The words also have personal significance to the
Pope since he' too wj l'soon face his bwn.?Armageddoﬁ."61'

‘ * The tower the above passage is a_general allusion to a
bastionl grown ovéf-gonfident ipvits'sécufity. There is another tower
simile ih the Pope's monologue which significantly parallels the Da}k-‘

'Towér:in "Childe Roland." Guido's plan to destrqy the three CompariniA
~ while leaviﬁg himself unscathed, "his pristine worth intgct,ﬁ.is imaged

iﬁ the following words: °

As when;‘in oﬁ%-Campagné,;thefe is»fiféd

The nest-like work that overruns a hut;

And, as the thatch burns here, there, everywhere,
Even to the ivy and wild vine, that bound

And blessed the home.where men were happy once,

There rises gradual, black amid the blaze,

©
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Some grim and unscathed nucleus of the neét,--
Some old malicious tower, some obscene tomb
: They thought a temple in their ignorance,
: And clung about‘and thought to lean upon=--
* There 1aughs it o'er theiy ravage,--where are they?
{x, 620-630) : b4
Thus Guido's cruelty burned "life about" until there was no place for
the wife to flee from fire except into the arms of the first"pefson who
appears '"No monster but a mau—-"_Capoﬁsacchi. The Dark Tower, the
‘remnant of a dessicated landscipe im "Childe Roland," was seen to rep-
resent the body, the thing itself, which Roland mus?/face; Here, the
blackened tower, grim, obscene and malicious (al1 adjectives applicable
to Rolami's progected landscape) is, in the simile, Gi¥do's very self.
But after'the purglng it remains. untouched atomb representing death
not a temple, while the amblguous tower in "Childe Roland" may be
transformed inthe imminent Apd%alypse to a sfﬁbol.of life. -
'+ The Pope is asked a question about man's transformation, which
Lo ‘ - | - e
is relevant here: V
, Where is ‘the gloriously- ~decisive change,
r Metamorph051s the immeasurable
' Of human clay to divine gold, we looked
Should, in'some poor sort, justify-the price? (X, 1615-18)

His answer points flrmiy to the Incarnatlon, God's act of transformlng,

transcendlng Love.. Thus he undercuts the metamorphosis cynlcally

v{described'by,Guideuin his second monologue,'in which he would be*"De-

formed, transformed} reformed, infofmed, conformed!" (XI, 2061). Tp

the Pope Guido is still very much "human clay," to Brbwning“he is the

lump of earth he spreads out for study, accordlng to hlS letters to

. /"'1-—-
Julia Wedgwood. The only hope held out for Guldo by the POpe is in a»

"suddenness of fate," a kind of Apocalyptlc ‘vision: "So _may the truth
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be flashed out by ote blow, / And Gﬁido see,‘oné'instant, égéfbé-saved"
(x, 2127-28). Thus did Roland see, in‘the twinkling of an eye, and
was saved.
But Guido isfin the dark, neither seeing nor feeling, while the
Pope is able to feel faith‘ even when he cannot see;. The Pope belleves,.“
although acknowl=dg1ng that the fire burns less brlghtly, that A clOud ”‘1’J

may soothe ftne eye made blind by blaze,—-' thus admitting that weakness N

and imperfection may be necessary to faith. He sees man's very doubts

leading to u constant "repetition of the miracle"(X, 1656), and "So,
¥ o Ct .
never I miss footing in the maze, / No,--I have light nor fear-thef

dark at all" (X, 1659-60). Although he éxpands on thls paradox1cal
tenet of falth in the Euripides sectlon, 1t remains the heart of h1s

message and decision. Guido, 1n contrast fears the dark night of: hlS

soul greatly. o
P : : : A
It may be seen from this brief examination of_the Pope's

L

monologue through the agency, malnly, ‘of his natural 1magery, that the

relative scarceness of anlmal and plant images, in comparlson w1th

e

Guido's monolqgue for example, does-nqtvdetract from‘the welght the

‘Pope's analogies hold. If we are considering Browning's. world of
’ . \ .

naturé.and'spirit, then thevPope.has combined the two quite significant-

ly in many‘of:his words. He, after all, is mogt aware of the signifi-

ancé of man's spirit; The fdct that he works from analogles of thls -

.

world to the lifeof the splrlt is in keeplng w1th Brownlng S message

;

as 'a whole.i
~_Bu’t,;Bro».mijng believes in the transﬁutabilityvof evil, in the -
transformation of clay to‘gold;f If he cannot give us unqﬁestion ble

assurance that Guido has been t}énéformed’or'redeemed in his last
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minutes on earth,he’at least shows us innocence and goodness incarnate

~

rising out of evil, in the person of Pompilia. ‘Indeed, his poem as it

resus01tates a forgotten act and a forgotten group of personae has

transformed & chunk of impure metal into the golden rlng.' (It must

s

be recognlzed however to continue w1th the- metaphor that Brownlng .

'aﬁdellberately 1ncludes a large part of the unreflned base metal 1n’hls

-poem-—ﬁhe dlfference from the source belng the fact that he has act—
14

ually created anew hls most "pase" figure, Guido.) =

Tertium Quld speaks for the pseudo-intellectual aristocrats . -
when he utters the words used in this chapter's epigraph: | .

Why, here you have the awfulest of crimes

For nothing! Hell broke loose on a butterfly
‘A dragon born of rose-dew and the moon! '
Yet here is the monster! (IV, 1600-03) "

In context, the "monster" specifically is Guido, and his birth and

.. : L) : . N
upbringing are being referred to as singularly innocuous, most un-

likely to givebirth to such a- crime.  But Teﬁtidm Quid's words can
become an image or motif for the ‘whole poem—-for its Juxtap051tlon,

v1olent and‘terrlble, of crlme -and 1nnocence, evil and- good. The

o

butterfly,~symbo;;21ng»freedom, imagination, tran51ence, madness and.

[

chastity, and‘rose-dew;-can stand for man's soul as well as for the

_inndcence of Pompilia;Afheddragondandathe monster for tﬁe»evil‘which - \
exists rn all men, not only in Guido. Isythe-“awfulest of crimes /. For
nothing" iﬁdeed? As has been repeatedly afflrmed Brownlng was. drawn
to fllter the facts of the 01d Yellow Book through hlS mlnd and heart
:to resusc1tate them for the Brltlsh Publlc, almost as an_ obsession, to

'vshow them not only the rose s 1nnocence but the gullt of human clay.;

The monster has to be faced and elther destroyed or transmuted ‘

!
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- Although ultlmately ev11 can be conquered through God s love,

1t w111 always reappear, and the process of overcomlng 1t w1thout and

v within. is a recurring, cycllcal one. Out of the crime, the "dragon,"the

. rose may emerge ‘with innoéenceQEedeemed after experlence; prov1ng that

"So much beauty is compatible'/ With so much innocence!"™  Even the:

evil 1tself may undergo ultlmate transmutatlon in & personal Last

‘Judgment--we are left wlth Gu1do s last cry, to ponder 1ts meaning.

W. 0. Raymond expresses Brownlng s p081t10n on ev11’as_follows:

Yet, the poet's emotional optimism is far more potent than his 1ntellec-
tual pe581mlsm. Psychologically this optimism is reflected in the
buoyancy &and pos1t1veness of his temperament, morally and spiritually in
his conviction that, since’ God is a being of infinite love, the whole =~
scheme and framework of his creéation must be flawlessly good from the
absolute point of view, in which the transient and illusory appearances
of evil and discord arerresolved and‘trgnsmuted into the eternal

-harmonies of God's,alleloving'purposes.

‘But in Book ¥II Fra Celestino, in his sermon which is wholly'Broﬁning's

creation, recalls that with Guido's death,\tbe "star‘Wofmwood,"_evil,
ie‘not gone from this wofld:

"Because Pompilia's purity prevalls,
""Conclude you, all truth triimphs in the end?
"So might those old inhabitants of the ark, -
"Witnessing haply thelr dove s safe; return,
"pronounce there was no danger, all the while
0! the deluge, to the creatur 's counterpart, ,
"Aught that beat wing i' the w} 1d was whit&fr soft,--
"And that the lark, the/thrush, the culver too, o '
v "Might equally have traversed a1r, found earth,
"And brought ‘back ollve-branch in unharmed bill.
"Methinks I hear the Patriarch's warning. voice—
"1Though this one breast, by miracle, return, -
"No wave rolls by, in all the waste, but bears
Miyithin it some dead dove-like thing as dear,

'"'Beauty made blank and harmlessness destroyed""
(XII h72-h86)

P
“

A terrlble beauty may ‘be born, only to be crushed before 1t blossomSv
\’ .

.- or takes w1ng 1nto the world. There is ‘an optlmlsm in. Brownlng 8-

o
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poetry, resting on the "buoyancy of hls natural, llfe-glv1ng imagery,
- in 1arge part. But~thls "emotional optlmlsm is achleved at great
price, and not without a penetrating and horr;fled awareness of the
. : . .

‘other gside of man's nature whiech often shows itself in its untransmuted

state;

‘Roma, King feels that by the tlme The Rlng and the Book was

created 'nggnlng could not remain content . . . with capturlng ‘the

1solated fra ents. Increa51ngly, he became concerned to bring his .

:? 5 :
men andwomen together‘}n some pattern which would suggest, if not s

represent-a total V1§£§n of human_experlence,' Sucha vision mlght

’reveal a metaphyslcal ground for values, & common pattern of con::luct."s3

I have attempted to show that the poems of Brownlng 8 mlddle nerlod
are not "1solated fragments, that the patterns establlshed in them

are the very ones Whlch fuse 1nto The Rlng and the Book. Brownlng, by

' the end of Book XII has fulfllled hlS 1ntent10n of blow1ng the ember o,

3

of & dylng tale 1nto a flame of llfe (see XII 827-83&), and the tale
r;1n all its. mult1tud1nousness, to use Arnold’s word, 1s rounded out
,the-rlng_completed. Bellev1ng that Art may save the soul Brownlng

tends the poem w1th thesefwords

cIf_;hls 1ntent save mlne,--
, _If the rough ore be rounded to a ring,
- & Render all duty which good rlng should do, L
*"". And, failing grace, succeed ‘in guardlanshlp,—- AR
, - -Might mine but lie outside thine, Iyric Love, SRR \B
LT ~ 'Thy rare gold ring of yerse (the poet praised) ) :
L Linking our Engla.nd to his Italy! (x1I, 868-871;) e

' ,»The last "gold rlng is a reference to Ellzabeth Barrett's poetry, but
t1me has proven that Brownlng s rlng of monologues prov1de the more
'strongly forged llnk between nlneteenth-century England and seventeenth-‘

_ century Italy .
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The central truth of The Ring and the Book cannot reglly be

absfracted, oriisolated to any=single<monolqgue. It grows out of all
M ) - 1 - . N ’ ) ) N
the mpnologues as they re-create the events nearly simultaneously.

‘ft‘resides in the multiplicity of concrete imagery and particularly in

those images taken from nature which embody the passions of the char-

. acters and the themes of the poem as a whele. One of Wall&ceistevens'

poems makes a fitting commentary to Browning's ultimate achievement

in The Ring and the Book. He writes:

" The central poem is the poem of the whole,
The poem of the composition’ of the whole,

. Thg composition of blue sea and of green,

°- Of blue light and of green, as lesser poems,
‘Andthe miraculous multlplex of lesser poems,
Not merely into a whole; but-a poem of ’
The whole, the e§sent1al compact - of the parts, 6&1

. The roundness that pulls tight the final ring . .. ..

Althoggh theée lines suggestZBroﬁning's aesthetiC'ideal which wa& to

fuse all the colours of _the spectrum 1nto the pure white light, the

role of thf 1nd1v1dua1 fragments, when "Nature is viewed closely
Voo ?

gnd when the whlte light is broken ‘down 1ntQ its constltuent;colours, '

*

must never be underestimated. 'The whole may be greater than the sum
of its parts, but it;is.upon,thosg individual parts § be they imﬁge.or

charaéter,«that,a poem‘like The Ring and- the. Book focussés,ﬁand upon‘

. which'théﬂultimdte unity and meaning of the poem rely.

'
t
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CONCLUSION
"DOING THE KING'S WORK" - -

"I'd like now, yet had haply been afraid,
. -~ To have just looked, when this man came to die, .
And seen who lined the clean gay .garret-sides
And’ stood about the neat low truckle-bed,
With the heavenly manner of relieving guard,
Here had been mark, the general-in-chief,
Thro' 'a whole campaign of the world's life and death
Doing the King's work all the dim day long, .
In his old coat and up to his knees-in mud, /
Smoked like a herring, dining on a crust,—— : S/
And, now the day was.won, relleved'at once!
No further show or need for that old coat,
You are ﬁure,_foerne thing! ) (109—115)

~-"How It Strikes A Contemporary"

The Browning who was lionized and dined in London,aftervthe success of

The Ring and the Book made him a much spught after if‘still misunder-

stood  personage, seems far removed from his Spanish poet "dining on’
i : : 4
8 crust" and wanderlng the streetb w1th his old, bllnd dog at his heels

wearlng a "serutlnlzlng hat" and a threadbare cloak Yet in splrlt

-

» ‘thls was the Robert Blownlng, poet who saw so muuh more. than his

 public wanted or-cared to understand; Just as’ he dlscovered the Old

<

Yellow Book in his brohsing through a”Florence book-stall S0 he
'ffdlsCOVered less’ tanglble p18C€a of cast-off materlal thch fasclnated l
. him and demanded resuscitation. His eye seemed_to,be most acute in 1to_f

ability to see strahge*éimilarities between the ijecps°1n exnernal:
Cnature whieh he dbviously knew-intimately,‘éndhmofe abstract quali- "'

.-

'tles in man and the unlverse

It dlsturbed Santayana that Brownlng dealt with the raw-

]
-



: 'rered that the two functlons should actually comblne ‘in one poet, in
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Umaterials of lifeninvhiS’poetry, and tnat he created men and women who
were too "reai."‘-In hﬂf concern withtthe‘processee of life, art,

and human consciousness, rather th’anéth ‘the perfect Whole or i’de‘al,
: Brownlng matches the objective poet asvdescribed in the Essax on

Shellex4 one whose endeavour has becn to reproduce thlngs external

. . w1th an 1mmed1ate reference, in every case, to the common eye
S
and apprehen51on of his fellow men, assumed capable of rece1v1ng and

profltlng by thls reproductlon l ThlS does not mean that the .poet
compromlses hlmself however, for what he shows his. fellow men may be \
palnful and dlfflcult the result of a deeply penetratlng study rather

* than 8 cursory alence.' The poet of this type does draw h1s allu31ons

from the world of nature whlch speaks to h1m 50 aptly about humanlty.

Brownlng s’ poet in "How It Strlkeg A Contemporary beglns )

. uith the materlalsxof the 1mmedlate world but as recordlng chlet-

'vinquieitor' he’ then reports to the Klng—-that 1s, to God—-through h1°
. B b .

. g rs <] . .
poetrv- He acts as a llalson between man and God ThlS was the

' role Brownlng a351gned to the subJectﬂve poet who is Timpe led-to
embody the thlng he percelves not.so much thh.referenoe'to the many

' below as to the Oneabove h1m, the supreme Intelllgence whlch appre—

T

1rhends all tqﬂ‘%s 1n fhelr absolute truth .1;'.‘v"2 Brownlng con51d— :

\

' 'whose work the flnlte should be the channel to the 1nf1nrte the;{;.,nﬁg ,,,,, Recl T

. ;world of nature 1ead to that of splrlt ; The Rlng and_the Book comes,

: ‘very close to ach1ev1ng thls comp031te. SR p "‘.c Tv ' R 15::

' Braning s own qulet death occurred in: Venlce out. of the ‘

s

. publlc eye, on the day hls last work Asolando waa publlshed December

12, 1889) The poems 1n\that volume show a v1tallty in thelr megery,

a™a

3



_iand a fasc1nat10n with the psychology of man, whlch place them with
the poetry 1n the earller volumes whlch I have examlned Thelﬁ

&
quallty suggests strongly, of course, ‘that. the study of Brownlng s

anlmal and plant 1magery should be carrled beyond The Rlnggand the Book '

~to the large body of” poetry wrltten between 1869 and h1s death. Hla{

. > -
treatment of the relatlonshlp between flnlte and 1nf1n1te, 1mperfect10n

ran& perfectlon body “and soul, man and God, and nature and sp1r1t may

shlft in focus, or in mode of expre531on in the later poems, but the .
""Prologue" to Asolando demonstrates Brownlng 5 contlnual concern w1th |

"_kthese afflllatlons. The "Poet S. age is sad" because, as the Romantic

fpoetsAoelleVed 'a glow or glory has passed away from thls eajﬁ?-ie-n"

"And now a flower is just:a: flower o i
‘Man, bird, beast are but beast, bird, man--
Slmply themselves, uncinct by dower
Of dyes which, when 11fe s day began,
Round each’ in glory ran. '

Frlend d1d you need an optlc glass,
Whlch were your: ch01ce7 A lens- to drape
In ruby,. emerald, chrysopras,v :
- -Eachs obgect--or reveal its” shape
‘Clear outllned past escape,» '

'fiBrowning'answers, .

'A'The naked very th1ng°-—so clear -
‘, That; when you-had the. chance to gaze,
~/fou found its inhmost self appear :
Through’ outer seeming--truth- ablaze,

Not falsehood’s fancy-—haze‘7

-; burned unconsumed 1s nowv. bare, the clarlty of vision w1th whlch Brownlng

‘ sees the naked" thlngs 1n Nature glVeS hlm freedom to hear the truth-
W S . o P ,
C e . Jthe purged ear. apprehends
S ‘Earth" 1mport, not: the eye ldte dazed:
""The>V01ce said "Call- my ‘works.thy friends!
At Nature dost; thou shrink amazed? . N
God"is 1t who tranucends.:, Y IR R

268 .
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All quotatlons from Brownlng B poetry are taken from The Works .
of  Robert Browning, ed. F. G. Kenyon, 10 vols., the’ Centenary Edition. _—
However, when T speak of Dramatic Lyrics,.Men and Women, and: so on, I _;“
. am referrlng to the poems in their orlglnal groupings as first pub-. -
'llshed, and not as ‘rearranged by Brownlng in- subsequent editions (as
followed by Kenyon). 1In longer poems, lineation, or. book number and - ;f
11neat10n will be glVen in parentheses after the quotatlon, thys: (32-37), .
or(V 32—37) in the‘case of Sordello ‘and The_ Rlng and the Book. .- :

2Pa.rk Honan in Brownlng 8 Characters deals brlefly wlth anlmal
= jlmagery in The Ring ‘and the’ Book, as do. Altick and Lgucks in Brownxng's
. ’Roman Murder: Story. Other than in artlcles written a general vein.
5j.?ur1ng the Brownlng Soc1ety ‘er&, and articles: of. more recent. vintage

“lon 1nd1v1dua1 poems very llttle of the potentlal 1n Brownlng 8 natural' :
‘imagery has been tapped e T o

3Smlth Brownlng 5 Star-Imageny,~3.gg

U hImagery, "1f used must be part ofzz!larger whole and cannot in

- 'and of itself constltute a whole. " Far from being 1tself a unlfylng .

"form, it must be unified along with all the other elements of a poem -

- ‘(such as rhyme and meter, stylistic, rhetorlcal and- grammatlcal '
schemes,. patterns of sequence and order, the devices of p01nts of v1ew, ‘)-‘
the methods of selection.and omission, ’ﬁspects of thought and-character °
- and action, and 50 on)" (Encycloped1a Poetryﬁand Poetics,. 369)

I o
- 5Leav:Ls, New Bearlngs in Engl1sh Poetry, 2h Cleanth Brooks wrltes‘7r
- of “the Victorian age: Poetry is left, impaled on one of the ‘two horns

of the dilemma: poetry. with & message, the 1losophy' of TennySOn

and Brownlng--the attempt to substltute poetry for religion, or, on the
'”other hand ;. pgq.'poetry, art for art's sake™ (Modérn Poetry and thev_

. Tradltlon, 232)% He agrees, then, wlth Leev1s.h L T '
6Santaye.na, "The Poetry of Barbarlsm," 189. {t' 'i;'

V.i 7Arnold Poetry and Crltlclsm of Matthew Arnold 51%

BSantayene, "The Poetry of Barbarlsm,“ 197

Omid., WL/

4

f)w leuoted in/ Johnson; "Robert Brown1ng 8 Plurallstlc Unlverse A
Readlng of The Rlng and the Book ,' "ao0. : i

fliﬂllott ‘Mhe Whltmanlsm of Brcwnlng," 8h paraphras;ng a llne :f*
from ”Rabb1 Ben Ezra.,_ , S wT - .

ey LA
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- 12Leavib, New Bearings in English Poetry, 2bh.

. . . \
l3Shaw, "Character and Philosophy in. 'Fra Lippo Lippi,'" 127.

- B
MArg:’}d, "Phe Study of Poetry," 22: "The superior character ot
truth and seriousness, in the matter and substance of the best poetry,
is inseparable from the superiority of diction and movement marking
its style and manner. The two superiorities are closely related, and
are-in steadfast proportlon one to the other." But 'see also the earlier’
essay, "Preface to First Edition of Poems (1853)," 5, 7-8,9ff. <~

Critics whbo do establish this equlllbrlum 1ncTude over the years,'

C. H, Herford (Robert Browning), Roma A. King (The Focusing ArtlilCE)

W. O. Raymond  (The Infinite Moment), Park Honan (Browning's Characters)
and W. David Shaw (The Dialectical Temper). . Others who recall Browning
to his fightful position will be referred to as their contributions seem
slgnlflcant in the discussion. . )

lSBurke, "Freud--And the Analy51s of Poetry," 20l .

1-6innd.,- 228, k -g‘{ o

TT1pi4. 238

. ' A

’ 18Symons An Introductlon to the Study of Brownlgg, 8.

lgPater The Renalssance, 226—227, from whlch I have guoted rather
than Symons, An Introduction to the Study of Brownlng, 8-9, where he
.quotes Pater but with minor varlatlons. )

Ly

o -

The LétterS'of'Roﬁert Bfowning and FElizabeth Barret% Barrett,I,T

(Jan 13,1845):"1, . .give you truth broken into prismatic hues, and
fear the pure white light." This is. one instance of many.

Do ! S . i ° w
Chapter I =~ '_; .. v

lPound ABC of Réading, l9lg refurrlng to uordello, I, 372ff.,

__the beautlful re-crfailon of Mhntna and Goito.
b

Pratt - The Imagl t Pcem, 2br See 1bldd3 22 for other Imagist
rules. L : '

( - -

3Pound "Vovtlclsm,V hoh,  See also Pound "betex;“lsh, and
"A Few Don'tg bv an Imaglste,9 200. o . - )

\hSee above, Pape 7, aﬁh Poupd "Vbrtex," 153.

v

5LeVlS C. Day, r"he Poetic Image, 23, quotlng Mlddleton Murry

. 6Pound "Vort1c1sm,' héo. See Wallace Stevens' poeln, "Not Ideas
About the Thlng But the Thing Itself " Poems, 166; and Pquid, "A

k .Retrospect therary Essays, 3. - e

te L N

o I).‘{’.‘
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7Hough, Image and Experience, 12.

8P0und, "A Retrospect," Literary Essays, 5. Also in "jA Few Don'ts

by an imagiste," 201.
9ibid., 9. See Hough, Image and Experience, l33§f. for a_dfs-
cussion of what Pound meant by saying that the natural object -was the

adequate symbol.

10Bfowning's Essay on Shelley, 63. It must be recognized that

Browning's two categories of objective and subjective are not separate
from, nor excluslve of , one another. See the article by Philip Drew,
 Maroyning's Essay On Sheiley," and the reply by Thomas J. Collkins,
"prowning's Essay onghelley: In Context," for a cloarer understanding
of Browning's poetic theory here. : -

Ngee Stange, "Browning and Modern Poetry," included in Tracy,
ed., Browning's Mind and Art. But for the more negative view see
" Brooks, Modern Poetry and the Tradition, and especially Introduction,
n 5, above. » , ) :

‘A Pound critic, William Van ‘0'Connor, says that Browning was one
of"Round's culture heroes" and that"Pound admired in Browning many of
the virtues he saw in Crabbe--realism, precision, terseness, the
charged line, objectivity. And perhaps Pound's affection for Italy is
_involved with Browning's love for that country” (Ezra Pound, 30).  See
also De Nagy, "Pound and Browning," for a fuller discussion of
Browning's interaction, poetically, with the early Pound .

i
N

lquugh, Image and Experience, 1k,

’131n "The Iron Strings in the Victorian Lyre: Browning's Lyric
Versification," Park Honan discusses Browning's conc¥pt of the lyric,
and his prosody which "pegins where Donne's leaves'off." For Browning,
subject determines his style, "rather than do the traditional and
implicit requirements of the lyric genre." His aim is to bring the
rough and smooth of life into the lyric .by “representing 'life' as y
c}oselyAand realistically-as technique will permit. His iyrics imi-
tate life's soundsy and in 50-dolng they prepare the way, tor bolder,
later experiments in freesverse and open rhythms. .. . " (Tracy, ed.
Browning's Mind and At 86,v99)fg, ' '

\
4

lhKeafs,.PoeticaJ Wégks,,3§7.vi“ji ' ‘ e L

Prrney said, 'You‘Q§Ve a blue guitar,/ You do uot play things as
they are" (Wallace gtevens, Pdems, T2).°% - ‘ _ ‘

16quwning'é Essay on Shelley, 67. - .
: ay Oof ol RS :

17Ruskin‘quefied this ét_nza:‘"'Bee’to ner groom' I don't under-
'stand. 1 thought there was on one Queen-bee and she never was out

'8 nights=--por came home drunk or disorderly" (Delaura, ed., "Ruskin
“and the Brownings: Twenty~Five Unpublished Letters," 325 [Dec. 2, 1855 ).

#
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* 4 .

18Ru kln "Elements of Drawing ' Works of .John Ruskin, XI, 158.
Another dictum of painting given by Ruskin applies to the concept of ¢
imagery ﬁe have been discussing: "Good coloring does not necessarily
convey the image of anything but itself'{"Stones of Venlce,"Works of
Jolwr Ruskin, VI, 201). However, Ruskin introduces this ided in order
to qualify it, by observing that the combination of colour and form is
superior to the abstract colour alone. The blue is attached to the
blue-bell, in other words. . o

19Herfprd, Robert Brownipng, 250.

-

2ODeLaura, éd., "Ruskin and the Brownings: Twenty-Five Unpublished
Letters," 326 (Dec. 2, 1855). Maisie Ward mentions this criticism by
Ruskin and Chesterton in Robert Browning and His World, I, 253-25k4,

21'An image may not be a picture, may not be visual or even sensory
at all. For some artists the image is the words ofya thought/ devoid
of any concrete recall of sense experiences. Hen BJames, for example,
in his "Preface" to The Ambassadors, writes that the passag beglnnlng,
"Live all you can; it's a mistake not to. . ." is the central image - of
that novel. "Nothing can exceed the closeness with which the whole
fits again into its germ. .That had been given me bodily, &s usual,by
the spoken word, forI was to take the image over exactly as I happened
to have met it" (The Ambassadors, I,NV—Vl). Both Browning and James

see the word its®lf as "body " : ‘ /
22 Lettérs of Robert Browning and Elizabeth Barrett Barrett,II, v /
1079-80 (Sept. 16, 1846). According to editor Kintner (ibid., 1080, -
n. 2) the review Browning mentions was in The Church of - England Quarter— Lo
iy, XIII(Aprll 1843), LhT. . - /
23 )

°See - page 1¥, and n. 10, above. o L

2l‘lHa,bc—':ramd Haber, ﬂEidetic-Imagery:I. Frequency." 131.

'25Paivio;'"Menta1 Imagery in Associative Learning and Memory," 2L3.

26Bonnell, "Touch Imagery in the Poetry of Robert Browning," 579.

QYIbid;, 584. The Encyclopedia of Poetry and Poetics lists’tﬁe
mental images as including visual, auditory, olfactory, gustatory,
tactile (texture), organic (awareness of heart, pulse; digestion), and
"kinesthetic.: "Much of Browning's [1mager§‘, for example, is tactile,

and those who habitually visualize areunjust in laying the chargé of -
obscurity at his door. . . " (36&) :

28

McLuhen, The Gutenberg Galaxy, 65. :

T

29McLuhan and Parker Through the Vanlshlng P01nt 55

rbia., 264. o | o o ,

"31Herforq, Robert,Browning, 24h. . ‘ -




32Tpid., 255-256.

33Brownlng really wrote Sordello in four stages and these were ne-
ver entirely reconciled. See DeVane, A Browning Handbook, Tl- 87, and
the new notes to Sordello, in The Complete Works of Robert Browning, ed.
Roma A. King, II 361-422. , ]

s 3hPound ABC of Readlng, l9l See also Canto IT (The Cantos of
Ezra Pound, 6) and the original Canto I, published in Poetry, X (June,
1917), 113-121, and later dropped, ,for allusions to Browning and his
Sordello. Also see Hugh Kenner, The Pound Era, 356-360, for discussion
of the original Canto I and Browning.

'35King,The Focusing Artifice, xix.

36Collins, "The Poetry of Robert Browning: Suggestlons for

Reappraisal,” - np.

37Sglliyan, Browning's Voices, 195..

B1pia., 195.

v

395¢e Tbid., 192-193, and Williams, Robert Browning, 36 for furth-
er analysis. : ‘ : - _ S )

hoDuffln phlblan, 231 "Browning told Furnivall that this last
description was the one which applied to Sordello, and that the whole of
“the. rest of the poem was an example of its result. Since Sordello's
llfe ended in failure it would seem that Browning intended to show this
as a false aim. But it only became so when Sordello gbandoned poetry
for political leadership. 'Eternity's concern' may be alien to the'
soldier,. the lawyer or the stockbroker, but it is surely the Very
business of the poet. "

.

ulSmltb; Brownlqgfs Star—Imggegx, 62

tholllngwood The'Llfe of‘ﬁohn Ruskln, l6h (Dec.. 10, 1855)

-

K uSSmlth, Browning's Star-Image;x, 65.
Ll

Brownlng s Eqsay on Shelley, 67.

{
hSMlller The Dlsappearance of God 8h
' h6

SullLVdn Bruwnlng]" Voices; 190 S

: l‘((DeLaura ed., "Ruskln and the Brownlngo: Twenty-Flve Unpubllshed
Letters," 326- 327 (Dec. 2,-1855)- ’ :

48

Colllngwood The L;fe of John Ruskln, l6h (Dec. 10, 1855);
h9d

See page 20, abeve.

. : ) .
. . . A _
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50n1ntroduction,” Poems and Plays of Robert Browning, ed. Bryson; I,vi.

\\/

>lpor T, E. Hulme, who formulated much of the Imagists aesthetic,
poetic language is 'metaphoricals, not logical. A series of images which
would take effect instantaneously was to replace the sequential
narrative of older poetry. Hulme believed that "Thought is prior to
language and consists in the simultaneous presentation to the mind of

two different images" ("Notes on Language and Style," 84).
52Langbaum, "Browning and the Question ‘of Myth," 579.

53Ivid;, 579. See also Columbus and Kemper, "Sordello and the
Speaker," 252. h -
_ . | i

ShSwinburne, "George Chapman," Complete Works, XIT, 151, (and see }52). *-.
W. David Shaw writes: "Because Sordello neglects the responsibilities )
of his craft, his words.pile themselves up blindly, often defeating ﬁhe
impact of each other.  The accourit of his emotional efperience betrbys -
nd structure whatever, and most of his rhetoric defines only a vague

feeling of excitement and disorder" (Dialectical Temper, 36).

55And many modern.writers ask. this, too, of the reader. James,
when he says of TheTurn Of the Screw, "all my valuei are positive
blanks,”" is asking the reader to £i11 them in ("Preface,”" The Aspern
" Papers . . ., xxv). Point of view/harrative in general is an outgrowth.
" of Browning's method. ‘Finnegans Make, for example, is a tremendous
' exercise in exploiting the poten%ialitieg'and circumventing the diffi-
culties of language as Joyce, and Browning, see them.

L4

6 N L .
> Letter of Dedication to John Milsand, June 9, 1863, Poetical
Works of Robert Browning (London, 1896); I, 115. } - ’

57Roma King explains that beyond the need of .all men to become
artists, "the special artist--the poet, the painter, the musician--had
another task. If he were. to transcend the priVate,.heﬁgad to create
ot only his own 'soul' but an.artifice capable of bringing together
into a coherent vision which transforms the part into the whole and the
merély private into the universal" (The Focusing Artifice, xviii). . =

oA

-

. : . [ . . . -

;58Whitla, The Central Truth,.lh. C : S U "
.Sglbidt,.16,' Mary Sullivan explains the three categories as follows:
. "The lowest form of poetry, theni, seems to be th&t in which the pcet .
parrates, or merely EFFUSES his private vision, the next higher;_that A
_in which the poet INTERPRETS his vision for the'reader, dnd the highest .
_of 'all, that in which the poet dramatically RENDERS his vision so. that S
his reader -can experience it. with him".(Browning’s‘Vdices, 195). - -
€0 -« L @ T e
sByowning's Essay On. Shelley, 66-68. - . : -~

28
i

-

61 . u A
)vShuw, The Dlalectlcal Temper, 37. . L o, "

“Browning's Essay On Shelley, '68.

- . R . ’ . 0
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~ways and at significant points in the thought. It underlines of con-

English literature. His visT®n of God creating Eve rises’ instinctively,- .A£$§»

‘lantly dramatized in earlier sections of sthe poem" (ibid., 129). 2

. 01d TesTament Langlage” ("Character and PhiTosophy in 'Fra Lippo Lippi,'"

~

; . 275

63DeVane, A Browning Handiok, 87. ’
|6k ‘

Sté?éngq;, "The Key Poem of the Victorian Apg" 289.
65Knight, he Starlit Dome, 318. "Painting,bsculpture and archi-
tecture-exist in space; mysic and poetry in time. But each kind always

aspires towards the other. The spatial arts either suggest narrative,

‘or at least are alive with s significance on the brink of hotion; and

the temporal arts achieve 'form;' or 'structure'" (ibid., 318).

. ' : u
66Ruskin, "Stones of ‘Venice," Works of John Ruskin, VRL 188.

a

\

%T1bid,, 176. ‘ ' S

691pi4., 189.

Mpia.; 190, e
e - _ o . L . Caee "' :
William Whitla analyzes.t@ flower imagery as follows{ "The
popular street song, based on thJfruit and flower ssymbol' for loug¢:and
sensual pleasure, récurs throughput the pcem, but always in different

trasts with what has-.goné before and what comes after the song, thus

fulfilling its symbolic role of love ix.the critical moment acting to - N
crystallize an epiphany.  The flower imagery is also often connected

with-death imagery (the Incarnation, Good Fridsy', and the Resurrection,

again the pattern of Christmas-Eve.and Easter-Day) . . . " (The Central

~ Truth, 62-63),, "The flower symbolism used in the painting of the - S -
- Madonna 7'efers to perfection, as the culmination of the monologue - '

‘issues inthe synthesi§ of two areas of symbol and pales of contrast"

(ibid., 63). The painting represents a union of body and soul symbols,

"this-worldly" and "other-worldly." See ibid., 62, n. 9 for Whitla's
- division. of all symbols in this poem into the two kinds.

2. . . N ity
1 Sonstroem, "Animal and Vegetable in the Spanish Cloister," T72.
Pvia., 2. . e ‘ )

7)4 " . ’. o ' . ‘ L S an o . -
. Shaw, "Character and Philosophy in-'Fra Lippo Lipp1,”" 130-131.. * A
Also, "Fra Lippo is probably the most genuinely religious_sensualist in

and releases that incorruptible and'childlégé impulse to glorify God
and His creatien--that passion for.spontanedus worship Wm0 bl

75Baker3,ed.,'Pippa Passes -and Shorter PoemS, 261; note. s .?1'
I (R L Y O
1 David Shaw sees "the cup runs over" as a "pungent inversion of

129)¢ "Lippi uses parables and ‘sermons for his own ends. -
, S R »

W
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7T 1bia., 128.

,78Langbaum, "Browning and the Question of Myth," 581. See section
II of "Parleying with Francis Furini," where there is a startling = . L~
c1'm:|1ar"| ty of theme and image. * . : ‘

79 ynitla, The.Central Truth, 60. :
.*80Bieman;"An Eros Manqué: Browning's 'Andrea del Sarto,'" 66k.
See the complete article for the details of Miss Bieman's theory. .

¢,

> Chapter 11

.1 . A. . o R o e
*Willey, Nineteenth Century Studies, 34,

2Ibid., 3435, quoting Coleridge, Biographia Literaria, II, 12.
U .
Srpid., 3. . _ | | : _

hDramatic Lyrics appeared as "Bells and Pomegranates. No. IIl=--
Dramatic Lyrics" in 1842; Dramatic Romances and Lyrics first appedared
as "Bells and Pomegranates. No. VII. Dramatic Romances and Lyric8" in .
1845, < T have kept these original groupings in mind; however, see
Dramatic Romances and Lyrics (1849) combining the 1842 and 1845
pamphlets fon'the maore final titles of the poems. See DeVane, A
Browning.Hantibook, 150-151. - 0 ' .

SKingy The Focusing Artifice, xix. _— L A
éLétters of Rohert Browning and Elizabeth Barrett Barrett,’l;-lg

(Jan. 13, 18L45). . - _ .

ol v

T Langbaum, "Browning and' the Question oi/Myth," 581.

. . . \ '
‘ 8Letters°of Rébert Browning, ed. Hood, 1 (July 24, 1838).

. 95ee page 12, above, and ‘Chapter I, n.22. : ) .
- . \ T Y I )

10 poma King writes that Browning indiéateé.in“ﬂ'T;anSééndentaiism'" 8
that "song,not instructicn, is the end of art, By song.he means more :
than lyrical expression or words capable of musical annotation. - He
refers to the mode of expression thdt transcends rational statement and,

© by uniting intellect with emotion and gense, communicates meaning .
beyond that of cordinary- language. The*poet 1s a magician, not a

L

-

. philosopher; a maker;, not a sayer. e illuminates rather,than.inStructsf 'i;
His method is drematic apd symbolic'" (Focusing Artifice, 90817 . R '\/

: ‘°llﬂltibk,'"Bf5wnihg's 'Transéendentali§m,'" oLh-28. h;f N
- . o JI i ’-‘. ) ‘ :

' s - . "3 . B



l'2"Bo'ehme, like Freud, understands death not as a mere nothing but
as a positive force either in dialectical conflict with 1ife (in fallen
man), or dialectically unified with life (in God's perfection)"

‘(Brown Life Against Death’ 310).. K : o

JLetteTs of Robert Brownlng and Ellzabeth Barrett Barrett I,
356~ 357 (Jan, L, 18L6). ' . '

thld., I, 361, 362 (Jan. 5, 18h6) Barbara Melchiori has"giv n
a total Freudian reading of these two letters to try to show, among ‘_
other thlpgs, that Browning feared "castration" in his marriage to an\
inval¥d. See Browning's Poetry of Reticence, 152-154. ‘ \

15 ’

Shaw, The Dialectical Temper, 90. ‘
6 . : , A
- lIbld., 91. : ~ ) A
lﬂﬂiiler, "The Univocal Chiming)f¢Hopkins, ed. Hartman, 97.

188tevenson,."‘I'he Key Poem of the Victorian Age," 286.

gLetters of Robert Brownlng and Elizabeth Barrett Barrett, I 27,
(Feb. 26, 18k5). . .

P

Swin‘burne, "George" f&apman,"," Ccmplete Works, XII, 114‘5—1&6.

lThlS poem becomes an ironic metaphor for the poetic progess fur-
ther evolved in TheRing and the Book. It has been suggésted that -
Browning is mocking his critics, the !"British-Public" #io 45 not under-
stand him. If we con51der The Rlng an¥ the Book, does the pure gold
truth, ‘remain, after most of the intricacies of the alloy have been

]

investigated and refined out? Is "Master Hugues" another metaphor for -

the poetic process? Or is the "truth" not_more llkely to be found in
the 1ntr1cacles themselvec9_; , . ‘ S .

%

~?In~Eliot's "Gerontion” tggyharrator is in his old age, but he
has not-"seen" as has Lazarus. He asks, after saying that he has lost

- 'all his senses,,"What will the spider do, / Suspend its operatlons,
_ w1ll the weevil ‘/ delay°" (belected Poems, 33)

3Frye, T s Ellot 86 88 ; .

lbaker, ed. Plppa Passes and Shorter Poenms, hhl note.

-

— [

=

- aiaee Barbara Melchlorl s full dlscu581on of . "The Heretic's

‘e;Tragedy in Browning's Poetry of- Retlcence, 76-80. = : - : \

12

o ( . i
2%b1d., 121. Melchlorl also seesﬂthe "bee—honey—gold assoc1atlon
as. a cluster which "was probably the most potent in 1hfluenc1ng
‘as it repreSented the pleasure of the sexual act xself" f
For the datlng of "Women and Roses," seelbld., 120 and

Va4 . - .
. . . . , Ra

~
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2 ) .
478haw, The Dialecticael Temper, 111-~112.

28

Hearn, "Studies in Browning," 201.

1 .. . , . L
Melchiori, Browning's Poetry of Reticence, 21T:

32_ : : . 8 . .
Bonnell, "Touch Imagery in the Poetry of Robert Brownlng," 576«

“33One should examine "Chrlstabel" and "The Eve of St. Agnes" to
compare &nd contrast the 1magery of sexuaf initiation. with Brownlng [
use of it. . _ ,

“"See, for example, the gold of the woman's hair in "A Toccata of
Galuppi's," the electrified hair in "Mesmerism," Porphyria's yellow
hair, tb@ hair of Lucrezia. in "Andrea del Sarto," the comparison-of
the woman s black hair in "The Statue and ‘the Bust" with a "coal—blsck
tree and a war-steed's encolure," and, finally, the women for\whom

,the monk lusts in "Sollloquy of the Spanlsh 0101ster

&

+

-y . While brown Dolores - ,
Squats outside ihe Convent bank, . = R
Wlth Sanchicha, telllng storles, . . .
‘Steeping tresses in the tank, i : 5
Blue—black lustrous thick llke horsehairs, % -
. ==Can't I s@% his dead -eye glow
" Bright, as 'twére a Barbary corsair's?
(That is), 1f“ﬁe‘d let it show!)

. Barbara Melchlorl treats 11€erary and symbollc allu51ons ‘to gold
,1nclud1ng gold-halr, in two chapters of Browning's Poetry of Retlcence. ¥
- Hair's gold is Juxtaposed with money's gold in such poems as Gold : ’
Halr A Story of Pornlc and "Love Among the Ruins. N

e
%f‘Melchlorl, Brownlng's Poetry of Retlcence Appendlx E. There

are frequent references to "The Flight.of the Duchess" in the early
‘letters of Robert Brownlng and Ellzabeth Bhrrett. '

°

A n01se1ess patlent splder, :
I marked where-on a little’ prghonto“ 1t stood 1solated
Marked ‘how to eXplore the vacant vast surroundlng, .

It launched forth filament, filament| filament, outiof 1tself :
- Ever ‘unreeling -thenm,. ever. tirelegsly. speedlné them.\-' T -
"{  And you O my soul where you 'stand; R .

B Surrounded detachied, in measureless oceans d.ﬁbpace .
S Carelessly musing, venturlng, throw1ng, seeklng the spheres?g
: E to connect them,
Till the ‘bridge you will need be.formed Ezll the ductlle
e an&hor hpld S .




~Till the gossamer thread you fling catch somewhere 0 my soul.
Whitman, Leaves of Grass, 347-348.

'3Tgee Colville, Victorian Poetry andthe Romantic Religion, 155~

157, for an'interesting eppraical of the evelutionary scope of this

poem.

Bynitla, The Central Truth, 9h. | -
| f391bid., 5. . '
Lo

series, as explained in Letterg of Robert Browning and Elizabeth Barreti

Witness Brownlng s first publications, the "Bells and Pomegranates"

Barrett,*I, 105 (June 25, 1845). -And Miss Barrett.in one "of her poems
referred to Brpwning's pomegranate heart; in "Lady Geraldineds Court-
ship" (184l) she likens his poetry to "some "Pomegranate' which, if cut-
~deep down the mlddle,‘V Shows a heart within blogd-tinctured of a
veined humanity." See references in Sordello, ;QI 356; "The English-
man ‘in Italy,"'Phe Ring and the Book,*' I l39§ and "Balaustlan s

Adventure" ("Wlld-pomegranate—flower") Also dee Fairchild, "Brownlng s -

Pomegraﬁate Heart. Te
. . .
The elemental animals, sea—jellies, reéur “in images spoken by
_ those diverse peraonae, John of "A Death in the Desert" and Caliban of .
"Caliban Upon Setebos. : , o N ‘

thn "Too: Latei from,Dramatls Personae there is a gexual 1mage of
wine whuﬂ1¥rov1des a fetaphysical shudder as the manrlaments his
failure to act, toseize the Tove which was within his asp: "There
you stand, /Warm too, and white too: would this wine /i Had washed all

over that body of yours, / Ere I drank it, and you doﬁ%3w1th it; thps'" ;

The wine is llnked with blood, communion, love, rellglon and death

Herbert Read wrltesof these lines, "The sentiment is not-so crlsp gsJ o
on

in Donne, ‘but here and gerierally in BrOWnLng“s love poetry, the pess

is real" (Phases of° English Poetiry, 80}. Like Donne, Browning dld not

‘hesitate to use sexual 1magcry in relﬁ,._.mouu poems, or religious des-—
crlptlons for the experrepce gfgﬁgma pve : .

K f 3Rusk1n wrote a 3§%m 1n/18hh "Afgalk 1n-5hamoun1,' whlch presents
1nterest1ng parallels to. and coqﬁras£33&1th "By the Flre-elde ‘
ik ‘ 7—”' b . 4 . : I T
‘Whitla, Theqcentral Truth 95 e e E - -
, 5Thlc metaphor is a recurring one; see; “for | xample,_"Saul "
ahd "The Statue and the Bust," Where the metaphor . 1s aronlc and no
~actlon is taken by body or. soul Sy LA L
6 ' " & - T .
Hartman, Introductlon, Hopklns, 13 R "

v
v f

h?

¢

'Blougram s Apology": shows*a Bishop who knows very well how to argue
from the thlngs_qfthlevworld but h15~examples‘are rarely from org&nlc

v "

e . K R " : . - o L
v . v - o L e - . - ' o
e L. * S ' 8 n - ‘- . \l o - ! . / ’

wanmgor religious mOnologues are belng\omlttedhere, "Blshop o

2179



_comprehension' im his yorkﬁ’(ibid.,laa)."Seﬁ ale'ibi@ﬁ,'l23;”for o
. Gellins' clear.analysis of Incarnation as subject-image. ® o

other animal imagery in "An Epistle ... . of Karshish."

280

. ) v " . .
nature; John in "A Death in the Desert' uses certain importent natural ana-

. .logies,but to analyze that poem would take us further into the problems
- of Higher Criticism than is appropriat% for.this study.

P8The source of the poem is I Saguel, xvi, 14-23. Browning also.

draws upon Christopher Smart’s preface to his "Ode to Music on Sainb

Cecilia's Day," and upon "Song to David." Roma King also sees the ,

influence of Elizabeth Barrett's poetry upon Browning in this poem - '

(The Bow and the Lyre, 102). . '
—

<

: b'?Romal{:ing argues that the imagery bearsout his critiéism that

 "35a41"iis not consistently developed either dramatically or lyrically.
Nor is such a carefully assimilated persona created as in the other

monologues--~David's imagery is Browning's, so'King feels. See The
Bow and thelyre, 122-123, ' ‘ : .

50Roma King makes the folldwing evaluation of Broyningﬂaé a mystic
poet: "'Saul® illustrates . . . that, although Browning was fascinated
by the idea of the 'infinite moment" and the 'one experience' he was .

" rarely @gletdcommunicate-if effectively . . . . If 'Saul' were<in-

fluenced by Smart, as DeVare thinks, it is-not surprising that Browhing
should want to communicate David's one, ultimate, 'andall revealing

. moment. . . ..Butin spite of his elaborate and partly effective

technique, he failed to present the experience itself symbolically and -

..perceptually. Like Donne, he talks poetically about-mystical and

religious experience, but is unable to communicate a sense of the o
experience itself,Although Browning:failsto write mystical poetry, he ’
triumphs o?another level. Projecting the whole of himself into his

-

Mork~-both'his’ impulse toward multiplicity and his desire-forA51ngie4, -

ness of purposé and devotion--he creates a poetry out of conflict . v i
(ibid., 122). : ) B e o S
Leaving aside "Saul" for the-moment, I would argue with King
that the very inexpressibility of the "infinite moment" is what ,
Browning seeks to cofiiipicate through his various personase.” ‘When he
does succeed in expressing the intangible, it is through the use of.

concretevsymbolsandvpefceptiOns,.which-he,reCognizes as the groundwork
for the infinite. = . L : ,

a similar emphasig

on the "Face" of God. - IR DR, R R
L . : e ¥ i i o . i .

513éé.the "Epilogue"%to'DramatIS’Eeréonaé for

*. .

>Momas Collins “comes to terms with the:discrepancies.bet#éen L e
the sections of the poem.: He féels that in the first mine stanzas

-of "Saul™ David is fulfilling the-function’ of the objective poet, while ‘
_in the last half David rises above the natural order, and “achievgs;, .- .
‘the "ingight of the subjective poet in ‘the redemptive vision of the -~
‘ Iﬁqarn&tion".("Browning's,Essay‘on.Shelle&:‘In Context," 122). Fgr it

is necessary that the poet "encompassboth.'raw meterial' and 'spiritual

\

53Hohan, Rrowning's Characters,-lh9; See alsé-pagés ;73117h'fof“

» S : - . L o v
. LN

. ~ - . R "
4 R . . . . . : “ .. v
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Sb'Honan indirectly gives strength to my argument when he p01nts

‘out #he fire and light images which recur throughout "A Death 1n the

Desert" in reference to Christ and the truth he presents. For one of

"the allusions is to Christ's eyes as "flame" (ibid., 199).

o ~ Meo, one shonld allude to the seeming dichotomy between the
tiger in Ellot' "Gerontion," in.Frye's view a symbol of Antichrist,.or
wrath, the‘eternal spiritual opp051tlon of theworld of Christ; and the
leopards. in "Ash Wednesday," which, "however terrifying,are really
agents oflfredempt1on" (T.s.Eliot, 56 76)

55"Lazarus, having experlenced eternal life, is not subject to
doubt and hence he can not think or talk on the plane of earthly human-
ity. Brownlng considers doEEt & spixitual advantage, and any mystical
,%ontact of a man with Absolute Reality a ‘disaster" (Baker ed PIEE

o "isses and Shorter Poems, 289, note). ; R S
o, . ‘ ‘ . : : . H ) ’ =

* who- hawe transmlt ed its message.un

. could alone suppl

56DeVane writes: "The senses and the intellect of man admit the
strength and 1nte111gence of God, and the problemas,it always seemed -
to Browning, was -to prove that God's love was the equal of His'other RN
attributes”™ ‘(A Browning Handbook, 203). For Browning the Incarnation
was the physical or visible manlfesfatlon of such love. In Easter-Dax
it is love which is the, only "worthy evidence for. faith," (1b1d., 203) .

among men. Thus itis man in his direct relatipn to Christ's Incarna-
tion and Resurrection which Brownlng seeks to portray in the rellglous
morniologues. Brownlng 5 rellglon was not an 1nter10r, mystical exper~ .
ience, but a present reality. Although we can never ‘have the histori- \
cal experlenceof Incarnation again, the fact of it is manifest in those

“the D1v1ne Love which God showed in sending Hle Son to live and die

. 57"[Brownlng sald *The evidence of divine power is'everywhere ol
about us, not §0 he ev1dence of d1v1ne love. ‘That love could only el

the}f&ct ‘or fancy, of Christ's cross: and passlon
such a.revelation'(quoted- by Mrs. Orp, Contempozarx> S
Rev1ew, Degember, 1891)" (Baker ed., Plppa Passes and - Shorter Poems,' )

ness and’ devotlo.

R What does 1t all mean, poet? Well L e
m;ﬁ4~“" 2Your bIalns beat 1ntQ ‘rhythm, you tell e e e PR

' - What we felﬁ only; you expressed - .o G ' <
“You’ hold thlngs beautlf 1 the best, vwf;;li.v : l S ST R

‘. Ty
i i

L \--'T is somethlng naj S is much but then;, _
P LN Have'you yourself what's best for men? \‘; e
 ‘Are you-=poor, sick, old ere your tlme-- Lo
. Nearer o6ne whit your own sublime i ‘
R Than ‘we, vho ‘never .have. turned a rhyme’; A AR I
! Slng, rldlng s.a Joy. For me, I rlde. \(677772'1/ ZZ"

Y‘f"

it . o

" ¢ !
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6 Although more soph1stlcated Cleon 1n h1s physical fear of death
is somewhat ‘akin to the Bishop of "The BlShOp Orders His Tomb at St.
Praxed's Church." Also compare theme and 1mapery in this section with
Keats's "Ode on aGrecian Urn.’

-]Tracy, "Cullban por Sctehos "'h87. P
62Herford Robert Brownlqg, 166
3Tracy, "Caliban Upon Setebos,ﬁ h87 See alsc DeVane, A Browning .-
Handbook 265+ g : o

uControversy waxes strong,over the existence and -nature of the
satire of the poem. C. R. g%ecyy summarizing the various p031t10ns
taken from the Brownlng Society on, sees the satlre worklng on.at.
least two levels, but not; ﬁecessarliy“domlnatlng “tie poem 's purpose..
Essentidlly, Tracy sympathlzes with Callban S two—folﬁbconceptl £
~ a god (Setebos, and later Quiet) as belng analogous to . OWnlng s
i conceptiqn of the. paradoxical dual nature of the Chrlstlan God See
- "Caliban Upon Setebos," L487-499. - - e
B -The c¢ritics Michael Timko and Lawrence Perrlne f1?st reply “to.
John Howdrd's ‘contention that the poem 1is not a'satlre, but a- presenta-
“tion of a prlmltlve subhuman,* depraved, W1th ab gst's understandlng _
of a higher power. (See Howard, '"Caliban's ‘Mind, "2h9—257) Caliban is.
not & 'subhuman in Timko's 'eyes, and the poem,»wabh its sub-title 'u“__ 7
"Natural Theology in the Island," should‘ be read as a satire on those =
Vmembers of - orthodoxf who appear to- discount rationalistic concepts of -
‘the unlverse, yet who use those very emplrmcel ‘rational - arguments (such
. as the argument of design) to support their case. - William Paley's "~ ' .. ‘f'
* Natural ‘Theology (1802) and Joseph Butler's'Analogy of Religion, S
. Natural and Revealed (1736) are the.two works whi¢h, more than Darwinism, °
motivated Browning's attack, according to Timko . (See "Brownlng Upon L
»Butler or, Natural Theology in the English Isle,"lhl-lSO*) e
. Perrine feels that "What[is satirized is not .Caliban’ 31dea$ as
.h eld bx him but as held by Calvinists and purltﬂns and evangellcals '
.Clear into the nineteenth century--dnd eyond" ("Browning!s fCaliban:
., 'Upon Setebos':A Reply,".125).  All the ‘influences  and frames of refer— o
“ence (barrlng Howard's) presented by<cr1t1cs may be found in the poem,
-as well as others. - ‘

-

: 65For a dlscuss1on aof Essgys and Rev1ews see Bowen The I 'of,'.’
the’ Victorian Church A Study of the Church of England 1833-1 160-"
172; Cornish, The English Churc¥ in the Nineteenth Cenfury. Part Il,-:_
and Raymond "Browhlng and Higher. Cr1t1c1sm:" in The Inflnlte Moment R

Y 66The cru01al work The Pentateuch,and Book of Joshua Crltlcalgyf SR

-g\Examlned appeared in 1862 : o N

: aymond The Inflnlte Moment 32 Another bone of'contentlon

had been\ the translation into Engllsh ‘of Strauss's Das’ Leben-Jesu.'

* and Renan's La Vie de Jésus; with both of ﬁhese works. Browning: ac-: ‘

- quelnted 1mse1f early on,. and hls reaetlong'to them and to. the German
W . o\ S .

] . Jl ’ .’_A:' LR . L . .
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ratlonallstschool are of couroe reflected in Chrlstmas-Eve and Easter-
Day and a number of poems ‘in Dramatls Personae.

< \Q

‘68Bowen, The Idea of the Vlctor%?n Church 167, quotlng Jowett.

’ v ’ . . .

[ ~

Tlmko, "Brownlng Upon Butler," §h2

<

70 See_HoWard 'Callban s Mlnd," as summarlzgd ﬁn n. 6h &bOVG- N

I8

71Herfoi"d 'Robert Brownlng, 16&.’ R . C e
T2 Shakespeare The Temgest V,,l, 275-276 See also I, di, 283-28%4,

~

-

372-37hy 1T, ii, 35. . . | B

[E

ahalysls of the sexual symbolism. of this and other passages in the
poem . 119 ff)." She devotes a chapter to "Callban" and in it, as well

“as’ tracing the 1nfluence of Darwln s theory of evolutlon, she also A

exploresg: Browning's’ penetratlon into the psychologlcal consequences of
the whole fleld—of anthropology. ’

° , : A -
* :

Q - . . . N

75Ba.ker, ed., 'ngpa Passes and Shorter Poems, 512 note. B *.L"\' "A‘

P -, P ) o B . - i
76"Ca11ban, llke Davwd in 'Saul ! S}eates #15 god in his own. ;mage,,»xw;iLj
- but. where Dav1d Ja man of’ -welllng affectlon, ,
“gLo&e, Callban assames a cruely savage, rbltrary god..- Thus Brownlng
.ydatlrlzes one of the, anthroPOmorphac ‘elements in|
v 1mp11es that natulal theology -—the attempt to,deflne the nazﬁ}e of

Yas faith fhat God is

God by purely ratlonallstlc speculatlon frOm the evidence of N ture——
te)?

",Analogy of. Rellglon Netural and Revealed. But there.is a moj
1;;Butler -Samuel ,*who threw hlmself into the: fray of Darw1nlsm and the e
. _-outcome of 'Natural Theology," in His. Evolutlon, 01d and New/. ‘Rather EL e
.- than. allowing,‘llke Paley, an unexplairshle.Designer who.wag
L:lfyet who had.to be éxplalned ahthroppmorphlcally‘for—man o)
" Butler: sald that every organism was its’own designer , sl
/f_[have agreed in- spfrlt with Butler' s bagic charge th
. iuse | "natpral selectlon" to replace the will of Ged.. an
'Qanother unlntelllglble power out51de ourselves,,an'old ’;1le wﬂth a. fﬂ"
;;Vnew‘one.e But ‘Browhing saw his, own: miracle and EVldenCé fytod in, the ‘
. Incarnation. Herelis. where Butlep»and Brownlng sharplyﬂdlverge from '
.- .one’ another."ﬂlthough Brownlng does affirm evidence pf" God in each.
fgfacet of ‘the spe@trum, in"each organism,
. the argument of - de51gn to prove od's-. existence, but.rather belleves
11= fhat’ Incarnatlon does +ranscend %he tempo 41 é"d momehtary. Neverthe o
S dessy Brbvnlﬁg wduld llkely have felt ‘that somethlng must explaln wnat ‘ B
- peecurs within ‘the organlsm when;it adapts ‘
‘Morigin of Specigs would. . ."prove to be E;l ess apiece of in

“1s alwaySvllkely to fall inte the same plt (1b1d., 508 , .no

"Melchiori, Brown1ng~s Poetry of ReLlLeuCc, Lhu-ng Sec her- . i TR

Howard ”"Callbad‘s Mlnd " 255 ' 7‘;6 - = T e

A

religion, and perhepg . T

‘The Butler mentloned in ,n. 64 was Joseph Butler, author of | f”'Z",QQ;

- famoua

Omnlpotept
& derstand, e

he does not/rely totally on

ellec-~

tual’ slelght—of—hand than: Paleyss Natural IMeology" (Evolutlon Old 3f 3 5f5;J;
;andaNew,_30§ SEe al 0. 1b1d l EH; ‘S hnd 27) o IR -

>

oﬂmnuse,asBuﬂeis%m,~v"y ! ?
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77RObert Langbaum oupplleo an explanatlonfbr Browning's disappro-
val of ‘the Darwinians for this same reason. They do not realize, he

© says, that their theory is 1itself, oy its hierarchical arrangement of

nature, an anthropomorphlzlhg symbol system based on intuition of a
perfectlon from which .all nature can be scaled downward. The Darwin-
ians, who take an abstract-view of nature, looking downward from the .
(top, see only what, is lacking. An artist like Furini, [ '‘Parleying with

- “Francis Furini] instead, who takes his stand within nature, caf 4

Path'ough loving penetration of a partlcular thing uncover 'Marvel at

iding under marvel, pluck / Veil.after veil from Nature' . . .and
thus see the living thing as pointing upward, as symbolizing the. whole

: perfect scheme" ("Browning and the Question of Myth," 581). Tor

A
£

Y

"Furini’ substitute "Brownlng" and one has an dgdmirable exPression of
hls understanding of "Nature" and human ‘nature.

YBJohq_ln "A Death in the Désert" providés the orthodox answer? .

to the predlcament in two[passages especially- central to our concerns
The victory o man-as-God, he says, only leads to defeat and‘to death—

. in=lif€é., Rather, man should see his place clearly as "mere man" who

v

5

ma§ neliher "kpow God nor mistake hlmself A except as a thing nelther.

God, ngr beaot , ‘ g
v v e A I N he 3 - ‘ . & " .
Tooa T Lower than God~who ‘knows all and can all,.

. Higher than beasts which know and. canso far '
wAs each beast's Timit, ‘perfect to an. end,. N
Nor oon$c1ous that they know, nor crav1ng more;
?Wblle man knows partly but c¢onceives beside,
\ >“Creeps ever on from‘fanciesito the- fact,
- ﬁAnd in this sterlng, this Ponvertlng air
i y ‘Tnto a solid he may grasp. gnd-uge,
‘FJ_TS progress, man's dlstlnctlve mark alone,
No#{. God's and not the’ beasts': Tod is, they are,
' Man partly is and wholly hopes o be. (578~ 587) S
[
Although out of context this passage may reed like & statement of faith
in nineteenth-century materialism, sc1ent1f1c and ‘economic, Brownlng
ad another intention. Tt is an answer to. Cleon's Jaﬁed denial of the
Jvenefits of man attalnlng consciousness and becoming the better beast .
‘Man (is. ever becoming; -to recelve absolute knowledge would be to take -
awa;\fhe soul's progress and the body's motion and flexibility.
And a Caliban, too, éould\pbe ‘answered as he Wtruggles with
his embryonic self-awareness.For it is God's quality-of Love revealed
once and fox all in the "Christ in God" which makes man's p051tlon
tenable: ' .

]

For life, with all it yields of joy and woe,
~ And hope and fear, believe the aged friend,--
- Is just our chance o' the prize of learning love,
.. . .. How love might be, hath been indeed, and 1is;
And- that we hold thenceforth to the uttermost -
Such prize despite the envy of the world, oo

L

And having gained truth; keep truth: that is all. (24L-250)

@

28k
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Chépter 111

WMcluhan and Parker, Through the Vanishing Point, 137 (referring
to Fuseli's painting,‘"Nightmare").

2WOodard writes: “'"When present-day students of Browning -wish to
venture'a comment on '"Childe Roland to the Dark Tower Came,"' they are
.generally handicapped by a self-consc1ous feellng that there is not
mich more to be said. Because of the quffitity of scholarly labor ex~
pended on the poenm, artlcles written as ng as fifteen or twenty
years ago werealready being prefaced with apologles indicative of the’
author's temerity~in approaching the subject in print. One would
need the courage of Childe Roland himself to venture a further opinion.
Surely, however, to borrow one bf‘Brownlng s own titles, it is per-.
missible to venture one word more" ("The Road to the Dark Tower: An
Interpretation of Browning's 'Childe Roland,"93).Over a decadé later,
one may say. the same thing, while stressing that the kind of reading
to be given "Childe Rolend" in this study has never fully beem
carrie® out in' any work thus far, although individual steps may have

" been made in thé general -direction.

3Wh1t1ng, The Brownlngs, 261.

.
hRoppen and Sommer in Strangers and Pilgrims, 305, wrlte*-"In the
knteractlon between conscious and habitual medium--the moral allegory--

and thHe subcorfcious experlence-—the myﬂh element-~-Childe Roland is born;

3
5Shakecpeare Klng Lear, III, iv, 187—189

i

, 6Woodard "The Road to the Dark Tower: An Interpretatlon of
Browning's 'Childe Rolaud t 99 o

7 K \-hn .

"« King Lear, III, iv, Sl-Sh.
8 . .
Ibid., ITI, iv, 13h=139.

9rpid., ITI, iv, 93-97.. ’ S B
” .

1ODeVane, A Browning Handbook, 231.

llLangbaum, Poetry of Experience, 192. _ ' ’

o . -
l“Rpppen and Sommer, Strangers and Pilgrims, 304-305.

"13¢elchiori, Browning's Poetry of Reticence, 121-122.
- ” ; ) P :
thelchiori writes (ibid,, 130): "The struggle of Childe Roland
all the time~#6¢ against despair, and Christian and Hopeful were taken
prisoners by Giant Despair. The giant tries to break down Christian's
r851stance by showing him the bones of those who had tried before him
to reach the celestial c1tya ‘and had fallen v1ct1ms, while Childe.

~

285
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1,: .

*  TRoland dwell° on thethought of the 'lost adventurera Much“of

o Christian's journcy is in the dark, day breaks dnly when he is in .
view of the celestial city. In the same way Childe Roland's Jjourney
takes place in-a prolonged supernatural tw1llght until the last
loment when he reaches the end of his journey. Chrlstlan crosses &
terrible‘river, the river of death, and faces the last. onslaught of
Despalr. Thegn, at aiblast of trumpets he sees the golden celestlal
city of Revelation.

The last part of Roland's Journey can be seen as a‘ﬁhoto phic

' negative of Christian's. What Roland finds at the end, in the Xast v
flash of sinister light, is all the remains of the celestial c1ty, the
'round squat turret bllnd as a fool's heart.' The fool's heart is
Browning's own."

But the Times Literary Supplement,in ;ts crltlcal rev‘ew,of
Melchiori's book, says of this particular passage: "Mrs. Melchiori's
.view that Childe/ Roland expresses Browning's real despair at his lack

+ of recognltlon for instance, would carry more conviction %£f she

’ seemed ever to-consider that the Chapel Per110qs1s a more likely goal

for his guest than the Celestial’City, or if she took account of the

‘last lines of the poem" ("Rehabilitating Browning"). : . ..
See also Lionel Stevenson's discovery of overlooked sources, in

"The Pertinacious. Vlctornan Poets," 23-24,

.

15"Chllde_,Roland" was written in a three—day perlod during whlch
Brownlng fulfilled his resolution to write cne-poem a day. The other, .
two poems werer"Women\and Roses" and "Love Among the Ruins." “The ' -
rose garden of "Womef &nd Roses," with its erotic imagery, and the )
landscape of the Roman ruins, become the wasted, ravaged land of
experience in "Childe Roland," the fantasy nightmare poem. There is
‘some icontroversy over the order in which the three poems were written.
Contrast DeVage, A Browning Handbook, 229, and Huebenthal, "The Dating
of Browning's 'Love Among the Ruins,' 'Women and Roses,' and 'Childe
Roland.'" . ' 4

16Dahl, "The Victorian Wasteland," 3k4. - S o
’ N

;TAnd there is the-drowned Phoenecian sailor of The Waste Land as
N * well as the river rat of this passage from "The Fire Sermon™:

:\?ftf\\<'- "~ A rat crept softly through the vegetation !

~. . h
< -

. T " Dragging.its slimy belly on the bank .
- .. : While I was flshlng in the dull canal
o \) - On a winter evening round behind the gashouse
. : v ‘*Mgging upon the king my brother's wreck
A \Qn the king my father's death before him.
L Eliot, Selected Poems, ‘58

+

/\leM - ." . . - ‘\’.

elchiori, 1n Browning's Poetry of Retlcence, 117, refers to the
trampled mud and plash whicherecur in Pompilia's monologue of The Rlng
and the Book as she speaks f her real mother- as a "plashy ol” where

’




A . . ..every beast
0! the field was wont to break that fountaln-fence,
Trample the silver into mud so. murk ,
Heaven could not find itself reflected there. (VII, 867-870)

l9In .connection with Lauaruu, uhcle 1s a three-stanza simile in
"Childe Roland" involving a .men who hovers between life and death,
llstenlng to his, frlends speeding up his demise 1in thelr conversation,
much as in Donne's "A Valcdiction: Forblddlng Mournlng

20 '
It is 51gn1flcant that there have been 1magesof enclosure and

imprisonment throughout the poems we have discussed, i+ the stanza
from "Holy Cross Day" beglﬂnlng 'nggledy piggledy, paekgA we lie, /
Rats -in a hamper, swine,in a stye,” and in the following rassage from -
"A Lover's Quarrel," where the two are trapped together by choice,

before their Eden is broken 1nto

Dearest three months ago.'
When we llved blocked-up with snow,=-
. When the wind would edge ‘
In and out his wedge, S ‘ .
In, as far as the point could go-- '
Not to our ingle, though, . _
Where we loved each the other so! . /7

There love is inverted and womb-like.
21

. o ,
Raisor, "The Failure of Browning's Childe Roland,” 103.
' 5
: 22Melchlorl traces the decline of 'the tower, what she feels is the .
major symbol of (Browning"s) "fear,"‘throughout the canon: in Sordello
the tower at Goito, which he eventually finds ruined (1, 381 385, I1,
956-958, 978-980), the tower in “Love Among thé Ruins," "in which he
consciously tried to re-establish his values, which the nlghtmare [of
"childe Roland," written the previous day) had destroyed" (Browning's
Poetry of Reticence, 137). The.tower in ruins is found in the Roman.
campagna of The Ring and the Book. The less significant the towér, the
more easily its challenge can be met. However, this is not true of :
"childe Roland," nor is the tower in that poem s0 negatlve as. Melchlorl
sees 1it. , , : ; ' -
23 ' PR i o
o Whltlng, The Brownlgg§ 261. Browning wrote four interesting
dream poems, psychologically extremely modern, which describe the
breakdown of a relationship between a man and g woman. These were under
' the general heading of "Bad Dreams ¥ published in Asolando, 1889.

ok ‘ .
Freud, "The Interpretation of Dreams," Standard Edltlon, v, 589.

25

‘r\
Roppen and Sommer Stranggrs and Pllgrlms, 305-306

L3

26
Tbid., 306. See J. M. Cohen, 'The Young Robert Brownlng," 2&5,

© and Betty Mlller Robert Brown1qg, 168 S N

*
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.
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27Melch10r1, Brownlng s Poetry of Retlcence, 117 118. Her ten-'

dency is to psychdanalyze Browning through his poetry, or to use his™

1life to colour her reading of a poem. She states that Browning was not

fully aware of himself when he wroté such a black, despondent poem as

"Childe Roland" where evil is the final goal. It is as if Brownlng “had

suddenly revealed himself (however one-sidedly) in a poem which is far

closer to the truth than the greater part of his poetry with its opti-

mistic phllosophy See Trilling's warning, however, n. 28, below.

28L10ne1 Trilling wrltes, "Even if the author's intention were,
as it cannat be, prec1sely determinable, the meaning of a work cannot
 17e in the author's intentior alone. It mustalso lie in its effect". (
("Freud and Literature," 46). He writes even more firmly about- N
unconscious intention: "Cr1t1c1sm iinderstands that the artist's state-
ment of his conscious 1ntent10n,.though it is sometimes useful, canpot.
finally determine meaning. -How much less can we know from his uncon-~
scious intention considered as something apart from the whole work?
Surely very lyttle that tan be called conclusive or scientific. For, '
. as Freud himselfi'p ints out, we are.not in a position to questlén tha:
artist; we must & iply the technlque of dream analysis to his symbols,
but, as Freud says with some heat, those people do not: understand his
theory who think that a dream may be 1nterpreted without the dreamer's
free association with the multltudlnous details of his dream" (ibid.,

b :

29From a speech glVen on the occasion of Freud's seventieth birth-
. day, quoted in Trilling, "Freud and Literature," 32. Norman 0. Brown
in Life Against Death essentially summarizes Trllllng s essay: "The
dlscovery<of psychanalytlcal themes in art is put in proper perspec-
tive, as we academics say, by the doctrine that .'there is no single
meaning to any wor of art.' By means of this cliché the house that
“Freud built is absorbed into the stately mansion of. traditional criti-
cism. We are free to recognize a. psychoanalytlc theme in art, but we l

_ » are not compelledmtd, and'! if we do recognize a psychoanalytlc theme, we ¢

need not be disturbed because we are free to -drown it in a rich orches-
tration of multiple meanings.. Similarly the possibilities opened up by
the analogues between artistic technique and the processes of the
unconscious. are put in proper perspectlve by the traditional. tribute

to 'the formal control of the conscious mind.'s. . . The ego remains .
the master in the house of art (56, quoting from "Freud and therature,
L6, 50) _Although Brown is undenlably scornful of this compromlse in
even trylng to keep the best of both worlds, we can d1scover something °
of value in each approach.

3OBaker,'ed., PlppavPasses and Shorter Poems, xxvii.

31Herbert Read, for 1nstance, selects evidence for superreallsm -
in many Engllsh poems through the &enturies (Selected Writings, 2&7%‘ )

'S

. ' 32gee Tomklns, The World of Marcel Duchamp, 95ff.' "The unconscious
mlnd as Freud discovered, is a rolling sea of buried mémories, primor-
dial drives and unthlnkable desires., When 1t surges over into the }
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conscious mind in . fever hallucinations or vivid reams, it can be far
more real than everyday 'reality'; at its extremds, . the unleashed -

. . . . - . . -
unconsclous mind can create illusions of paralyziyZig horror or trans-

cendent beauty. This is the twilight %orld which ™7 . Surrealismy .
seeks to explore" (ibid., 108).- ' o
33Roppen~and'Sommer,jStrangérs and Pilgrims, 306. ‘
. ' - . i '& 1
Bhlbid., 306. . ' s o ' -

35Read, Selected Wfitings; 270,
. ®1vid., 210. . S . - . ‘

3zFreud, "Interpretation of Dreams," Standard Edition, IV, 49.

B1pia., s0. 'K\~/' | -

o

. L

P1bia., 277.
OFurthér analogies between dream—process\and poem—prCgss oceur -
when we read Freud's description of the repressed impufse yhich cannot

céme forth in action, since we are asleep, soit has tg“trayel "in the
direction of perception and to be content with a hallucinated satis-
faction. The latent dream-thoughts are thus transformed.inﬁp a,coll-

- ection of sensory images and visual scenes. It is as they el

on this course that what seems to us so novel and so strange occurs to
them. All the linguistic instruments by which we express the subtler
relations of thought . . . are dropped, because there are no means of
representing them; just'as in a primitive lgnguage without any. grammar,
only the raw material of thought is expressed and abstract terms are
taken back to the-concrete ones that are at their basis. What is left
over after  this may well appear disconnected. Thefcopious employment

of symbols, which have become alien to consci%us thinking, for represent-

ing certain objects and processes is in harmony alike with the archaic
regression in the mental apparatus and With the demands of-the censor-
ship" ("New Introductory Lectures on Psycho-Analysis," Standard Edition,
XXII, 20).. Here, then, is‘the'fuller,psychological‘explanation not
onlywfor the visual nature of experience in "Childe" Roland," buthalso
for the discontinuity of language vhich occurs in Sordello, and is
expressed both in,the form and content of that work. Freud's statement ;
about "raw material of thought" versus "abstract things" takes us back
to our discussion .of Pound and Imagism in relation to Browning.

b1 ’

ke

Freud,"Intefprétation~of Dreams," étandardEdition, v, 3&3—3Uh. ‘

Freud, "On Dreams," Standard Edition,V, 659.

43

The dream "has a double function; on‘the one hand it is ego-

- syntonic { in conformity with the égo], since, by getting rid of the.

e

~stimuli which are interfering with' sleep, it serves the wish to sleep; -
on the other hand it alliyzna repressed instinctual impulse to obtain

’
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“the satisfaction that is possible in these circumstances, in the form

of ‘the hallucinated fulfilment of a wish" (Freud, "New Introductory
Lectures on Psycho-Analysis," Standard Edition, XXII, 19).

L

-

Stoehr, The Dreamer's Stance, 70-71; <

hsSee page 151 and n, 27, above, ¢

; ?6Roma wng writes in The Focﬁging Artifice, 91: "'Childe Roland'

is a montage of personal experiences described by. the traveler himself
within & highly a-logical, symbolic frame."

: uYFteud, "New Introduetory Lectures on Psycho-Analysis," Standard
Edition, XXII, 21.. o ' - ’
‘ hgﬁerbért Read) for example, separatés,ﬁhose'im&gee‘which "occurred
to me in my dream" fyom the "oonscious image produced in the process of
writihg the paem" whjch he calls metaphor (Selected Writings, 27h).
' b9, N -
Brown, Lowe's Body, 2Bl. - : ,;/
. 50 ' ' . (

b

Freud, Collectéd Papersz'V3;182.

5lFre.ud, "The Ego and the Id," Spandard Edition, XIX, 30: "The
transformation of object-libido into narcissistic libido which thus
 taked place obviously implies an abandonment of sexual aims, a
desexualization--a kind of sublimation, therefore."

'iSQChesterfoh, quert Brdwning, 159:

' Y
53This landscape negates Fréud's symbolism whichistates that
Y"many landscapes in dreams, especially any containing bridges or .
_wooded hills, may clearly be recognized as descriptions of the genitals"
("Interpretation of. Dreams," Standard Fdition, V, 356). In "Childe : R
Roland" such growth has.been denuded, although its presence is seen in
the fulfilled landscape of "By the Fire-side."
Zsthyé, Fearful’ Symmetry, 368.
‘ ;§ | . ‘

-

4

= "To>repreéent castrétion_symbolically,'the dream-work makes use -
of baldness, hair-cutting, falling out of teeth and decapitation" (Freud,
"Interpretation of Dreams," Standard Edition, V, 357). A
| 56Yeats,i"0razy Jane TalksWith the Bishop@"‘Se1§ﬁ%;
57 . . . . . . -

<

4 {

§ Poetny,lGle

See Melchiori, Browning's Pgetgy of Reticence, Appendix €.
. T RS i T s :

S 58Freud, "Instincts and their Vicissitudes,” Standard Edition, X1V, -

136. See Brown, Love's.Body, 227:° "The body that is identical with

" environment. As in dreams ‘the whole- landscape is made out of the

dreamer's own body; so in totemism.the human essence is projected into

animal or plant--the very act of ‘unconscious symbol-formation.” .. =

L4
»
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S9Freud; "Interpreﬁatﬂén of DreagszyxStané@fdyﬁaition; IV,.iGO,‘ 
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'6OIbid., V,{SQS. »
~ 6lIbid;,_Ivg9279. b B c , C
628eé I Corinthians xv, 22. The thémé of Christ as the ‘new Adam

is a recurrent one for André Cide, w?é ranged Browning in his "four>
star constellation" along with Blake Nietzschs, and Dostoevsky. See

March, Gide and the Hound of Heaven, -258. e \

v 63See Ruth Sulllvan s, artlcle\ "Brownlng s "Childe Roland' and. =

Dante's 'Inferno.'" - .

bNorthrop Frye con51ders the St George=-Perseus legends as
romantic analogies, or descendants, "of a myth of a waste land restored
to life by a fertility god. n the myth, then, the dragon and. the

l”old'klng would be identified. We can 1h fact concentrate. the myth

still further into dn Oedipus fantasy in which the hero is not the

0ld king's 'son-in-law. but hlS son, and the rescued damsel the hero's
mother. ' If the story were-a private dream such 1dent1f1cat10ns would be
made as a matter of course" (Apatomy of Criticism, 137). Browning's Co
dream poem 1ncorporates some of the myth, some of the legend, and some - ‘
of the displacement into the Qedipus complex. On this level, the '
inagined killing could be of a father figure. For a dnscus31on of
patricide also see Brown, Love's Body, 103, and 164-165. Brother-
killing is linked of course with the primal murder, and with many of
the grail legends. In terms of the dream, all persons and objects
encountered are identical on one level. w1th the dreamer--hence the-
reference to suicide. For further discussion of the sick king, the
flsher king, the healer, the Bllghted land,’see Jessie Weston From

‘Ritual to Romance, especially Chap IX, "The Flsher Klng "

5Brown, Life Agilnst Death 163—16h ' See alSO"Freud, An Outline
of Psxghoanaly51s 79—80 ' o : R

66Freud 'Interpretatlon of Dreams," Btandard Edltlon >, th

67C1rlot chtlonary of Symbols, 79~ 80 Melchlorl, in Brownlng'

vPoetgy of Retlcence 116 ,nakes reference to mutllated limbs as

. frequent ‘images gf'horror.

6§Freud; "Interpfetétioh of Dreams,"'S£andard Edition,'V,'356;
:v6901rlot chtlonary of Symbols, 272 T:~ . _“ R
701b1d =R o !‘3‘ ‘ B
X lFreud Collected Pqpers iv, 18h (quotlng from Die Traumdeutung,
sectlon VI).. - \ X e . o R
. X L : . . |

U N . 7 - . - ., . ~ c B . ©
'

Cirlot, chtlonagy oi-Symbols,vl. .
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73Ibid. 68. }. , S e &
7hWe are told that "present-day psychology deflnes the dragon-
symbol as 'something terrible to overQOme,' for only he who conquers
the dragon begomes a hero. Jung goes so far as to say that the dragon
45 a mother-image, (that is, a mirror of the maternal principle or of the - )
: unconsc1ous) and that it expresses the individual's repugnance towards' e
1ncest'and the fear of dommitting it, althopgh he also suggésts thdt it _—
" quite simply represerts evil"7(ibid.,‘8h). L o
751E o 2 s
<M lchlorl, Brownlng s Poetry of Retlcence llh R

EN

¢ i ,
T 1 13/, 120. Mrs.) Melchlorl finds the orlgln ‘for her suppos1t10n
in the earYier presence, of dragon or $nake allusions - in Paullne, where

the monster is 1dent1f1ed with hatred.

77See Chapter TV, n. 36, below, for my éynopsis‘of the myth and
the criticism on Br&wnlng s use of it. - ;yv‘ ’ .

S
[

8
T Graves, reekvgxths, I, 2k, Also seer pages l7h and 2&0—2h1 for
the complete Perseus—Andromeda myth

79

8

OIbld., 46, Quoflng from Paullne, Forster. and Dyce Collectlon,
Victoria and.Albert.Museum, whlch contalns Mill's criticismin its® ;
marglns. ) , ol

/

<
)

DeVane, A Brownlng Handbook,3h5 — . V . »

~ Bla e, "Marrlage of Heaven and Hell,",pl 1k ‘Complete ertlngs, ’

15h\_«

. C R SRR
o Lee]\ 1s regressivé; in dreaming we return to dream time--the
age of heroes)jand ancestors . .- " (Brown, Love's Bodz,Ah6)
83 : %\er - |
Clrlot " Dictionary’ of Symbols,
8l

e - | ~ _ -
; Ibld;, 326 327 o R L e,
: 85The Fodl is said to///rre5pond "to the . 1rrat10nal ‘the actlve
instinct capable of sublimation, but related at the same tlme to bllnd
1mpulse and the unconscious," (Cirdot, Dictionary of Symbols, '106) a '
this is aLso relevant to the Fool in King Lear. ‘Further, rin ritu
_ ceremoPles "when the normal or conscious appears to become infirm|or-
perverted, in order to regaln health ‘and goodness . it becomes nece sary
to turn to the dangerous, the unconscious and the abnormal," (ibid.,
-106) ‘and thig is the side of man represented by the-Fool and embodied
-in the tower. éﬁTkp see Parsons, "Childe Roland and theé Fool," where

B4 N

c the tower is "dn external representatlon of the flrst real confrontatlon For
.~ of the fool chilge Roland w1th his own 51ns" (27). )

. \86

Freud, "Interpretatlon of Dreams,"_Standard Edltlon,‘IV 307 308

PO



_ his nlghtmare brings him to the rink of death, for it is one thlng to

BT1pia. 308.‘ ol “,{‘:f = "fd*a', e
LS S IR L T

Ve 88C1rlot, in explalnlng the meanlng whlch a castle may have in thé"'
quest helps us to "see" more, clearly Roland"s Dsrk Toﬁer. A dleck’ [ﬂ;-[\
castle or Castle of Darkness: 51gn1f1es ‘the entrance to the Other WOrld,

~or is symbolic of Pluto's abode. Tt ﬁhs been _seen that Roland's goal
-mgy be achieved, paradd%lcally, through the very forces of "evil which
appear- throughout the poem (Dictionary of Symbols, 37). See also

., Jessie Weston, From Ritual to Romance, Chap. XIII, "The Perllous Chapel "

1
»

89Frye, Fearful Symmetry, 431. i:. g v . .

90King, The Focusing Artifice, 91.

91Death is a way “for the nlghtmare to end and somethlng new to be -
born for, "Symbollcally, death represénts the end of an epoch, parti-
cularly when it takes the form of sacrifice or the desire for self- .
destructionin the face of unendurable tension" (Cirlot, Dictionary of
Sngols, ThY. There is a picturelon'the Death~card on the Tarct pack
which contains some of the surrealist. elements seen in the landscape:

_of "Childe Roland": "The ground' is strewn with human'remains, but a
these remains, like those in legends and folk ore, heve the appearance
of 11v1ng belngs. . « . Everything in this enlgma-card tends to :
amblvalence underlining the fact that if life is, in itself, closely
bound up with death, . . death is also the source of llfe--and not
only of- splrltual 11fe but of the resurrectlon of matter as well" :

 (ivia:, Th-75). =

_ - - Joyce Meyers in "'Chllde Roland to- the Dark Tower Came' A
Nightmare Coﬁfrontatlon with Death," stresses that there is no proof of
victory over death in the trumpet-blast, since Roland never, even '’
confronts, never mind cohquers, the tower, nor does it conquer him.
""The poem 'thus ends as dream\sequences usually dos. 1nconclus1vely,
and this is the only way it could end. The dreamer always avakens as

face the stark reality of death and another to witness one's own demlse’

% (359). The trumpet-blast awakens the dreamer qulte 11terally then L\'ﬂ .
{ e

- from hlS dream L LT et -

. \ - ) - .I'. “F
92Baker, ed., Plgpa Passes and Shorter Poems,_ quoted'in.299, note.

93Brown Life: Agalnst Death| "308. ;j'v-'A\v-- D
9hN1etzsche Blrth of Trage& s !%.Q' - ‘~" R -1_ - ’d;r’
< SRR S

hd Dr.‘

95Brown LoVe s Bodx 161..- TR .
v > : / :
96"The dreamer awakens not from a body but tora body Not ascent

“from body to spirit, but the descent of- splrlt into body: incarnation .

not sublimation" (1b1d., g22).  “For the Christian poet-the Incarnatiqn,

is the symbol 1ncarnate of - whlth all other symbséﬁpln literature are o
but imitations. It is by analogy‘w1th this act God ‘that the poet - Do
may attempt to create-—to glve flesh to. hlswords ‘as God dld to the Word".ﬁ

(Whitla; The Ceﬁtral Truth 10)

c

R



~ o

| 1ff‘é? 97;%;'

i

A\

s Brbéning's‘EéSay;On‘éheligy,;78.
98

SR fQﬁ*thglone hand,’ dreams, neurotic symptoms, and all other ' -
mahifespatibns,qf.the“unconscious, such as fantasy, represent in some

' degree or other a flight or alienation from. & reality which is found

Chapter IV . . . ST

" not written the;R.’B;~po¢m/yet;2y9ur’rays fall obliquely rather than

unbearable. On the other hand, they represent a return to the
pléasure—principle;,ﬁhey are substitutes for pleasure.denied by reality.
JIh this compromise between the two conflicting systems, the pleasure
desired. js reduced or distorted or even transforhed to pain.  Under
the conditions. of repression, under the domination of the reality-
principle, the pursuit of pleasure 'is degraded to the status of a.. g/

symptom" * (Brown, Life Against Death, 9).
. . ~ - .

. E . . .
L - X 3 ~ ~ .t

. Lletters of Robert, Browning and Elizabeph Barrett Barrett, I, é2, O
(Feb. 17, 18L5). Elizabeth Barrett writes, m . in facts you have. ~

N

"y

"directly straight. T see you only.in-yourimoon. Do tell all of your=-

- self that you can & will .-. before the R. B. poem comes_out” (ibid., I, -
02 [Feb: 17, 1845] ). She is replying to a reference by Browning to - | )

"R’ B. a poem" (ibid., /T, 17,[Feb. 11,7184). . - e

. " :See also -Robert Langbaum, "Browning and the Question of Myth."
He describes The Ring and the Book as LBrogwning's climactic attempt to
give s a total vision of life. .He bring?>sev§ralndramaticimonologues,
several points of view together’, in.order to collmpse-the’'prismatic -

: hues"into_ftheIpﬁrevwhité light'--in.order to-make. explicit what 1is

implicit in all the‘dramatic monélpgues, that the relativé is an index
to the absplute, that the relative.is our way of apprehending the
'&b$olute"~(577). T disagree that Browning is a relativisl poet, however.

- ?See Richard‘D.,Altick_and‘James F;'Logckg’II, Browning's Romdn
- Murder Story, Chap. I, "The Poem's Design," for various approaches to
“the poem's/ structure. .. oo ¢ e S
- »»»~-E?b;H; ohinson writes: "The ring metaphor .:. . operates in.two
ways to call attention to the poem's pluralistic.implications,  In the

. first place, it symbolizes thé. plasticity of factual'rbality.° And

“.secondly, through :likening the separate monologues: to. the segments of
a circle within the circumference of which the elusive truth resides,,
its aspect altering‘with;everinhange;in,perspeétive;vtheApoet express- =
es his sense of the multifoym nature of dlY truth"  ("Robert Browning's -

/  See also Mary Rqse58hllivan,oﬁfhe Function of Book I in The Ring
‘and the Book" and Whitla, The CentraleTruth, Chap. IV. The latter '

?P;ﬁralistic'Uhiverse{fA Reading of The Ring and the Book,"“.23).

/ writes of the ring mpetaphor: "It is the symbol of the work of art, of

LLSm .

®

_'human truth, even the symboli¢ expression of Divine truth!” (104). °

.its totality, its completenesgeg;Furthermore,~it-is-thelsymbgl,bff
poetic truth begause-of its use as a metaphor, and begause of the, -
meanings: which Browning gives'to its ingredients. It represents the
artifact, the'poetib-andgcreaﬁife.act,.the highest-attainable form ‘of
- b

e

o § ,’
Lo
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3See Langbaum, The Poetrx,of Experlence Chap III S A Relat1v1st
Poem," for his reading of The Rlng and the Book . .

hSee L. J. Swlngle, "Truth and The Rlng and_the ‘Book: A Nega61Ve ;
View." Swingle gives an 1nterpretatlon of the poem vhich centers on '
ontology rather than on truth. The act of murder is restoréd in Time °
by the poetlc creatlon ‘and. 11ves 1n»the poem, gradually -dying out- by
the poem's. end as we are already seelng it once more in-time- past.
Thus the ring must: begln again and the poem beresusc1tatedhanew by.
"each reader.’ Also\see Altick and Loucks, Browning's Roman Murde:
Story, Chap. III "Our Human Testimony, False," and pages 21, 121-122.
e 'Smhe many allu51ons to the Nat1v1ty and Pa531on, espe01ally as’
».applledto Pompilia, are extremely 51gn1flcant for* Incarnation touches
.. the poem at many levels, as Whitla.in The Central Truth makes his .
. ‘central hypothes;s. ‘See Altick and Loucks, Browning's Roman Murder'
- Story, 228;.n. 1, for a note on Chrlstian symﬁollsm. And Shiv. Kumar
writes in "The Moment in’ the Dramatic. Monologues of Robert Browning,"
 "The moment in Brownlng s poetry is,akin, in many respects; to the
existential 'atoms .of eternity.’ It is not. merely chronos, it. is.
" ka ka: ‘2s, or 'the 1nf1n1te reflectlon of eternity in tlme'" (92, quotlng -
Klerﬂegaard Concept of Dread,. 79). : . , S

(N

+

‘\

6McLuhan Hot & cool, ed. Stearn, 133

TMcLuhan, Verbl-Woco-Vlsual Exploratlons, Sectlon b
e

8 o ‘_2g..
Altlck and Loucks Brownlng s Roman Murder Stogx, 32h> ;’{("

o 9For work done in thls area see especlally 1b1d., Chap VIII
- "How That Staunch’ Image Serves. at Every Tprn'" and Honan, Brownlng's

-

. Characters.- R . , e
.—--—-——-—/,. . T v
. : loSee II, 558-569, 607-612 627-629, 653—65h See 51soﬁcui§6?3~
“ef'gewel metaphor IX, 195—210 ‘ . SR ' :
al 11Eve and - the Vlrgln alternate to- suggest experlence and 1nnocence “
~as in VII, 1733; IX, 7700, T60-761.  Altick and Loucks, Browning!s"
-Roman Mirder Story, 2&1—2h7, summarize the snake-serpent-worm f gures.
'They -also-collect the dev1l—hell-quagm1re figures which they éke as the
'source of .the Garden of Eden serpent (247-252). =
. ‘On-the. subJect of the Garden of. Eden motlfs V. Dav1d Shaw .. ..
, .wrltes . "Despite many pagen anachronisms-in “the allusions to the- St
. Georgé and Perseus 1egends -we can-discern in the cllmactlc orat;ons 6f~j
‘Caponsacchl Pompilid, -and the Pope, the elements, broken and reas- - '
-sembled, of a biblical mwth ‘This mwthlc action 1s more privileged
‘ fthan the partisan rhetoric of the other points of view, for the testl-
‘mony .of this holy triumverate is addressed to God, and its motives . L
are therefore disinterested. The ‘basis of their mwth is a. metaphorlc T
: 1dent1f1catlon of PompiMdia' s foster parents with’ Adem and Bve! In . .. .
y1eld1ng to the wiles of the Satanic Guido, the Compar1n1 are adm1tt1ng ”_,;-v
. into thelr domestlc Eden a8 son—ln-law who 1s a demonlc parody of e ”

r

. DR e
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Pompllla : ) B - -~ ;.‘.vhv.x_

' that Brownlng ‘defies the proprletles of Vittorian Society.. The
~ passage-in which Pompilia- describes  her refusal to .cleave to her’

i Christ, the second Adam. The hero of this myth ‘1is the Me551anlc

deliverer, Capongacchl, whose' crusadé to right the wrong choice made
by the first Eve issues in his rescue of the second Eve, Pompilia, his
viectory over Yhe Edenic serpent Guido, and his redemption of what 1s
at once a soc1ety and’ a bride" (The Dxalectic Tempér, 278) 1

12¢See)v’ 65hff.,,III 21&-217 VI, .1336-39; XII, 561, for example

13See Altick end Loucks, Brownlng s Roman Murder Story, 291 on

Bottlnl s appetlte for .apples’ and their connectlon with Eden and .the

Hesperldes . _ . \ ;ﬁﬂ"

b e T ) . s N . :
. 1 See 1b1d , 240, for a chart showing the” changes in appearance
in Book II of the pr1n01ple characters. On page 275 are charteéd the ,
'large nunber of recurrrng metaphors .linking Books II and III ‘i-

bt
5'I‘hat the historical. Pompilia did lie about her ablllty to read

and writg and about her arrival at the Imn in Castelnuovg is the

- contention of H.-B. Charlton, "Poetry and Truth, an Aspect of Brownlngte

. The Ring and the Book." And J.E. Shaw, "The 'Donng Angelicata! in

The Ring and the Book," demonstrates that the letters supposedly from

Pompllla to Caponsacdhl, ﬁhlch Brownlng in his vers&on m&kes out to be
forgerles By ‘Guido, are historically genulne.“THus Brownlng has trans
formed the Francesca of ‘the 014 Yellow Book 1nto the: “Donna Angellcata

.

d ] .
xjéi 16Most often the scorplon 1s de81gnated to Guldo. See III 116211' .
‘ 71 ~ But ef. XTI, 1597. . _ . \' .

¢

7W1lliiams, "Flguratlve Imagery in The Rlng and. the Book A Study

In Brownlng s Poetlc Teohnlque," 2153 Ce e g
18 _ SRR

-husband, her fllght to the’ Archblshop, and. the Archblshop s exasperate
lecture(n1W1fely duty . . involves an unusually frank expre551on
~ of the nécessity of sex. education for girls: (quotes VII, T798- 808]"
. (Browning's Roman Murder Story, 283 n.l). ‘Also see Brownlng’° earller
poem, "A Light Woman." . F fell that the Archb;shop s lecture reflects:
‘more upon hisg manipulatlve powers than it does upon lack of sexual '
knowledge on;the part of Pompalla-—or nlneteenth-century glrls

Gﬂ Altiek and’ Loucks '"It is not'oniy in the.humourous Vein. - \
I

«f . .
v
19Fa1rcﬁ11d RellglonghTrends in Engllsh Poetry, IV 1h7,
(..__‘ . //ﬂ-_,. !
. See Melchlorl, Brownlng s Poetry of . Retlcence ' "In the keyV”iQ,
.scene’ at ‘the 'inn in The Ring and tile Book . » . images from 'Childe + .

Roland' cluster thickly in the version glven by Pompllla Pompllla_ '
_herself. flgures as- Andromeda or the Chrlstlan martyr-mald .7;» [IX,
968—972]f In’ The Rlng and the Book the dragonflnds his matgch in St.:
" George, who.. . . is, together with Perseus; one of the symbols of’

- Caponsacehi, but Pompilia in her ‘narration of the story uses. words

~which recall the adventhre of that other knlght Chllde Roland. R fli,-rfjv'

. oy N . R o
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L Poreia., 148 (Dec.3, 1868). L

. did. One would hesitate to say of him, as it.has been said of Milton -,

297

[viz, 1528, 1532-3k, 1538-&1] So this key scene in The Ring and the
Book is set on the same grounds as.'Childe Roland,' and the story of
his end is told. In 'that tragical red eve' Pompllla describes her
own feellngs of defeat, and draws a picture of herself which reflects
the situation of Childe Roland at the moment of tWNal: [VII'«15h6 4o,
1551-98] The red light of the scene stresses_ its ocalypticiqualltyi
_ the maglcal return of day in 'Chilge Roland" [187—18 e repeated
in the threatenlng sunset in ‘an earlier key scene in Sprdello . . . .
And in this supernatu}ai—ilght . . [V 934-936 ] begi: 'Fate's second
marvellous cycle.' The specific reference here to the gnd of‘ibe orld,
. the moment at which the tomb will split, and to the b i
cycle, show the p051t1ve elements of the vision, the€ vision which was 8
to0 be reversed in the 'Childe Roland' nightmare where the ultimate
trial takes place in ‘the same dramatic light, but where the end of the
world means Judgment Day" (132-13h) The end of Guido's world and
his Judgment Day are also synonomous, Apnd .I feel that much of the .
Childe Roland patterning falls in'Guido's monologues. On the other
. hand, I have also shown more positive aspects to Roland's final vision
than Melchiori ackpowledges. \

21

N

Cutle,ed. yRobert Browning and Julia Wedgwood, 137 (Nov.15, 1868).

22Ibid.‘, 137.
[

231pi4., 138,

1 2)+Ibid . ,' 138-1 39 - ‘ * . l. ' ’ [

| 20Ibid., 1k S

®Trvia., 1bk. . IR
28, o S : B o
“"Ibid., 144-145. Another answer might be found in Langbaum's
, "Brownlng gnd the Question of Myth": "In symbolism, there is no high
“br low; symbolism demonstrates that we can know the so-called hlgh only
by knowlng thq so-called low. There ¥y have the error of:the Darwin- - ;
‘ians--and it is no digression for ‘Browning to associate them in "Prancis -
Furini' with the prudlsh enemies of the nude--who think that their: knew-
ledge.of man's low origin negates his splrltuailty" (581)
a
Johnsod; "Robert Brown 's, Plurallstlc Unlverse'“A Readlng of’
' The Ring and the Book," 31% W.O. Raymond feels there is "a residuum .
of truthg;n the hostile criticism of the poet's concept of evil.” Often
as Brownlng is preoccupled with the problem of evil, he never, even
while condemning it, feels that loathlng and horror of evil which
character}zes the prophets of the 0ld Teétament. He does not, as The
Ring and the Book is ample testimony, shut his eyes to it as Emerson

contrasted with Dante, that in his representatldzof Bell 'he never saw
" the damned.™ Yet the gulf ‘between Dante's utter abhorrence of evil.and .
Brownang 8 reactlon to it is w1de" (The Inflnlte Moment, 230) o

. . . N
. LIS Yo . . . -
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See also 223-233 for Raymond's fullercdlscuss1on of Browning's 1nterpre-
tatlon of evil: - .

3QCurle,ed:,Robert Browning and Julia Wedgwood, 153 (Jan. 21, 1869)

P

b
1pig., 150. S L
| I
3?Ibid3& 156 (Jan. 22, 1869). T
4 33Ibid., 159-160 (Jan. 30, 1869). o

31)'See VII, 108-113, 210-21k, fon\references tp the dream working
itself out . in Pompllla s son Gaetano, VII, 198-201, where Pompilia,
remembering & tapestry from her childhoad through wbloh she imagined
herself the figure of Daphne pplng metamorphosed into a tree, con-
cludes that all of her life has been such a "fantastic," "fairy thing"
which "fades and. fades"; VI, 818-821, in which Caponsacchl Trepeats
the dreams Pompilia has told him. She cried out to "good great men"
tq help her, but as in dreams, could not get them to hear (VI, 825-826).
She says to Caponsacchi, "For now the dream gets to involve yourself"
(v, 8€2). She had thought him dishonest, but now, face to_face, she
knows "Here too has been dream-work, delu31on tooy" (VI, Th).  The
"dreamawork" has been done by Guido, not by the ones involwed in the
nlghtmare This group of dream allu31ons reported by Caponsacchi was
actually spoken by Pompllla during her dream; they are part of ‘the
‘dream-elements for she is beginning to,realize, and want to wake from,
the unreality/of her life. In her own monologue, the'dream is over
and she forgets all the details, the images. (Yet shé does manage to
des¢ribe her past life in the rest of her monologue.)

'3\

35"A1though it was plain enough who had killed the Comparini, the
really 1mportant matters associated with the case--th® secret m0t1Y§S,
the unexpected hopes and fears and passlons of the characters--was left
in doubt. To discover them was.a task most agreeable to a poet who had
a strong interestfin both crime and human psychology. No matter if
complete understanding was beyond reach, [T, 828-829] one of the most
fundamental of Browning's tenets was that relish for a questwas direct- .
ly proportional to the 1mposs1b111ty ‘©of full sucéess" (Altlck and Loucks,
Brownlngis Roman Murder Story, 19). : ) o -

36It is a requisite, at this point, to bring in'more background = -
material on the Perseus-Andromeda myth and all its cognate myths, for
it comprlses a' set of symbols and’ 1nterlock1ng themes which are so
important as to demand frequent. reference through this discussion of *
The Ring and the Book. See Chapter 111, 171~173, for a .discussion of -
the myth_as it' relates to "Childe Roland to the Dark Tower Came." ‘-
The myth is summarized with all its traditional detail by .
H J. Rose, A Handbook of Greek Mythology, 273: "Arrived at the Gorgons'
habltatlon,‘[Perseus] found them asleep, and flying close to Medusa,
but with his back turned towards her, he looked at her image reflected
7 in his shiel@ and was thus guide& to cut off her head. With this in
' his wallet'.heaescaped from the two other)Gorgons, who céuld follow him

S ]
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only by sound, &as his cap made him' invisible. On the way home, passing

a certain place on the coast . . he saw a virgin of wonderful beauty

chained to a rock. This was Andromeda, daughter of Kapheus king of - the
Ethiopians and his wife Kassiepeia or Kassiopeia, who had offended the
sea-goddesses by saying that she was more beautiful than they. There- (
fore Poseikdon had sent a sea-monster which could not be appeased but

by sacrifice of the offending queen's daughter. Perseus, who had fallen

in love with Andromeda at first sight, then gud there offered to kill

the monster if he might marry her. The parents consented, Perseus

. after a furious battle killed the monster (or turned it to stone by

4

showing it the Gorgon's head), and married Andromeda, but not without

having to fight andovercome a strong force led by a former suitor,

Phineus." ' : .

Northrop Frye pa}aphrases the myth to bring into relief its
romance-quest elements: "A land ruled by a helpless old king is laid
waste by a sea-monster, £6 whom one young person after another is

" offered o be devoured, until the lot falls on the king's daughter:at
that point the hero arriveés, kills the dragon, marries the deughter,and

succeeds to the kingdom. Agaln, &s with gomedy; we have a simple pattern

. with many complex jementd. The ritual analogies of the myth suggest

that the monster 18 the sterility of the }and"itself, and the the .ster-
ility of the land is present in the age and impotence of the king, who
is sometimes suffering from an incurable malady or wound, like Amfortas
in Wagnef. His position is that of Adonis overcome by the boar of
winter, Adonis'g traditional thigh-wound being as close to castration
symbolically it is anatomically" (Anatomy of Criticism, 189). Frye
discusses als \sea-monster, leviathan, of the Old Testdment, which
becomes in Ch¥istian symbolism an elemept of "an elaborate dragon-
killing metaphor. . . in which the hero is Christ (often represented in
art standing on a prostrate monster), the dragon Satan, the -impotent old
king Adam, whose son Christ becomes, and the rescued bride the Church"
(ibid., 189). ‘ . ‘
DeVane in his article "The Virgin and the Dragon" (1947) first
-considered in detail the use of the myth in Browning's poetry, and .
briefly summarizes his conclusions in A Browning Hanfibook, 345. He
‘tells' us that "Browning used the Perseus-Andromeda m%gh and its cognate
legend of St. George slaying the dragon no less than thirty timeiﬁén !
The Ring and the Book. Each speaker's versiop and interpretation©
the myth is a touchstone of his character"(ibid., 345). Altick and
Loucks in Browning's Roman Murder tory cite these yariationé and
allusions to the myth--and others: see 19-20; 9L, 9k} n.T5 charts: 230,
p32, 233,-234-36; 239-40; 2hk; 259. . L . ]

' Langbaum, ih "Browiiing and the.Question of Myth," feels that
apart from the Christian myth, there is a specific myth which provides
an undérlying pattern to The Ring and the Book,  even though Browning
does not use myth quite as do Joyce and Eliot. "We know that Browning;s
imagination was inated throughout his career, by the image of the.
beautiful Andromdfa ; chained naked to the rock, waiting hopglessly-for
the serpent to come out of the sea to devour her, but waiting also--
although she does not conscioudly know this--for Perseus to descend
miraculously . .-. %o rescue her. The combination of sexual &and ‘

'spiritqﬁi“?amifications gives the image its strength and validity"(578).

~ - s
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This myth . in The Ring and. the Book "is.used rather as the vegetatlon

. myth is used in The Waste land. We are made to see a continuity
betweeni the pagan and Christian versions of the same myth. And all the
- characters seem inevitably to 'have some memory of the myth--though the
debased characters remember it in a debased form; whlle the cynical
characters, who see Caponsacchl s rescue as an abduction, turn the myth
into its obverse, the myth of Helen and Paris. Nevertheless, the
references remain only references--mythologlcal allusions to illustrate
points that are really being -made discursively" (ibvid.,578). Langbaum's

" final qualification is surely misleading, for the image and the 1dea
are dependent on each other.

Whitla in The Central Truth stresses the splrltuallty of 5t.
Ké; ;ge-Perseus "Caponsacchl 's moment of whiteness is so intense and
conventrated that it completely illuminates his whole horizon . M
(129 see plso 123-125 for his dlSCUSSlOH of the myth as a whole).

/

3Tgee Altick and Louckq, Browning's Roman Muider Story, 28&—286
For other examples of the Gothic characteristics of the horrible and
brutal, such as Guido's horrific ideas of "jest," see II, 1488-1503,
V, 962-966, 1226-35, X, 84-85. "With these examPles, however, the
humdr darkens: woven into this sequence of‘superficially incidental
passages is a thread of grimness. What seem at first to be merely
comic or grotesque fancies shade off into the tragic. The violence
present in the cruel Comparini murders is reflected in a general, de-
pravity among men. Mutilation, both of body and of spirit, reminds us
how much riearer we are to the brutes than to the angels" (ibid., 286)

3Bgee TTT, 1428-30, V, 21-28.

395ee Altick and Loucks, Browning's Roman Murder Story, 49-51, 56,.
72-73, T4, 158, 185, 189, 219-220, 221, 248, 260, 269, and 302, for
¢Christ imagery used in connection with Guido. - .

hOOther Half—Rome depicts, the poem s action as a vast underground Y
to be 1llum1nated - - . '

Now begins
The tenebrlflc passage of the tale:
' , -« How hold. a light, display the cavern's gorge?
_Q’ : How, 1n this phase of the affair, show truth? (III

‘The gorge, symbollcally, is "the crack in the consc1ons life’ through Coa
which the inner pattern.of the individual psyche . . . may be gllmpsed"
(Cirlot, chtlonary of;§ymbols 7)) '

b1 10ther Half-Rome "images" Guido betaklng hlmself home MAfter the
spring that failed, -~the wildcat's way" (III, l32h) This is after he
has_caught up to Caponsacchl ‘and Pompllla in the inn.
Pompilia asks Conti, the cousin of ‘Guido, to carry her, off but

he replies,

Gnldo has claws that seratch, shéws feline teeth
" A formidabler foe than I dare fret:
Give me a dog to deal withy tw1ce the 51ze'" (VII 1315-17)

n
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His home.is called a "cat's cage" by that cousin (VI, 426). 5} -
Other Half-Rome also describes Guido's 'cruelty springi ik
"an uncaged beast," "On the weak shoulders of his w1¥ " who cried to
"higher authorlbles that they -take "the claws from out her flesh" (III,
965-971). . '
Guido in turn describes how he would have bld to defend himself
in the trial for murdering Pompilia, had she not lived to tell the
truth. He would have pleaded self-defence, saying ghat Pompilia and -

Caponsacohlsprang on him "like so many tlger-cats, /Glad of the chance

to end the intruder" (XI, 1716 17).

See Yetman, "'Count Guldo Franceschlnl' The Villain as Artlst
in The Ring and the Book." DeVane writes that Guido in Book V "makes
.an amazingly clever defence of himself by detailing with transparent
can%sr the course of his life, the hardshlps and humilities of the
poorer nobility as they wait for help from great patrons, the treachery
of the Comparini, and the faithlessness of his wife. So good a case
does he mdke for himself that some have been willing to acquit him upon
the spot, but for the poet's 'whole conception one must see Book XI.
There the wolf sheds his sheep's clothing" (A Browning Handbook 578)
(See above;2h1-2hh and notes hh\ 50,and 53, below'}&\
TN N
h3SeeA.ltlck and Loucks, Brownlng‘s Roman Murder Story, 252=25T.
The culmination of the wolf metaphor occurs in Guido's secondmonologue,
see page 2l below. ‘ :
hh"That Browning gave Guido a second monologue . . . must be set
down to his dellghb in the creation and hhe analysis~of slippery vil-
lains, . . . There is little authorlty in the Yellow' Book, or in’ the
other documents, for Guido's full revelation of himself"(De
Browning Handbo 335). DeVane considers the Guido of Book X
Browning's "owy amaxing creation." "As we read “the 01d Yellow Book

J

can see that Prowning Ras taken a weak and rather stupid, though occa="-

sionally shrewd, specimsgy of a degenerate noblllty and made & consum-
ate and 1ntellectuallzed villain of him, one who is not altogether un-
worthy of being placed beside Shakespeare's Iago . . . He shows a

" wolfish nature, and shows that he has-all the time been motivated by
sheer hatred of his superlors, his Church, and abpve all of Pompilia--
a hatred as subtle and pervasive as Iago s hatred of the decent . pedple
about him" (1b1d., 336). . E

‘ hsCurle, ed., Robert Brownlng and Julla ¢edgwood, 174-175 (Feb.

6*I‘he Journals of Andre Gide, 107

h'{Sulllvam, Browning's 6\\ees, 206 n. 18

hBRleS, "Introductlon," The Brownlngs H/tters and Poetgx, 28
4 .

thbld., 28-29
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20 King, The Focusing Artifice. 136 - DeVanie writes: "The records
provide Guido with a very edlfylng end, and according to them he dled

_ repentantly and gallantly. The Secondary Source, 'The Deathof the

Wlfe—Murderer Guido Franceschini, by Beheading,' gave Browning h;s \

occasion: '. . . . When he had made the,confessor announce that he was

reconciled, he adjusted his neck upon mannaia and, with the name of

Jesus on his lips, he was beheaded'"(A Browning Handbook 336).

“Book XI, however, Guido's end has a different emphasis accordlng to .
Vane: "Guido's monologue rises . . . to the perfect crescendd of

terror in the closing lines when the Company of Death approach his

cell . . . . For my part, I gm inclined to believe with Mr. Cook that.

no spark but abject terror disturbs the clod which is Guido" (1b1d., 3363.

7.

SlKing, The Focusing Artifice, 146, 164 .= -

52Conraﬁ Three Great Tales, 297.

53Peckham Vlctorlan Revolutlonarles 94k. However, Langbaum in a

; recent article argues as follows: "The crux is Guido's final line . .

... Those who consider Guido not saved see in the line the climex of
his cowardice. I and a few others see in it Guido's gecognition of
Pompilia's goodness and his own evil, which suggests his moral regener
ation. The external evidence of Browning's intention. cancels itself out.
My argument fests therefore on an alaysis which shows that Brownlng has
planted so many signposts pointing toward Guido's salvation, that if ‘
the salvation does not come off the 81gnposts lead to nothing and .the
poem to that extent fails. . . . To see Guido as saved is to understand
the poem's design--to see why Browning gave Guido two monologues and
how the Pope's monqlogue leads into Guido's second. It is to under-
stand the poem's relativism, that all selves are Justlfled as part of
God's scheme" ("Is Guido Saved? The Meaning of Brownlng s Conclusion
to The Ring and the Book"), Langbaum 1s.con51stent 1n his contl ng
view of Brownlng as a relat1v1st poet -

’ShSee DeVane, A Browning Handbook,'33h-335 for a summation of the
place the Pope's monologue is generally agreed to have in the po

o

Stpia., 5.

€ -

56Drew, "Review" [of Browning‘s Roman Murder Story]; 372.

o 57See for example, W. O. Raymond's essay on - "The Statue and the
Bust” in The Infinite Moment. He writes: "I The Ring ‘and the Book
there is no measure in thé contrast between his extolling of the good
-as represented in Pompllla and Caponsacch1 and his denunciation’ of
evil. as represented in Guido. Yet, because he does regard evil as

'stuff" for transmuting,' he holds that the shirking of the ‘moral
“conflict.is the worst sin'of all" (227).

'58DeVane feels‘that one ought not "to deplore the fine analysis
which the Pope makes of Edripides' theology (X, 1670-1790), for
Brownlng had been reading Euripides ever 31nce his ‘wife's death . . .
(A Brownlng Handbook 335) '

-

ol

302

g E



| | 303
. | S o

59"Browning's quest leads: him tohtruth't%rough the images of.the
characters, and other personal symbols, like the ring, the book, stars,
fire, the saint, and 'so on. TRheipoet is moving an incantation of images
under a control. The movement takes place in time, but the incantation
speaks of eternity. The control, for Brownlng,\ls the Incarnatlon
(Whitla, The Central Truth, 1h41). ‘

And Altick and Loucks write: "The supreme mlracle, assent to the

truth of which is the crucigl act of faith a Christian must perform, is
of course the Incarnation. To Browning the Franqeschlnl story is an
equivalent of the story of the Incarnation, not iin substance (though we -

“have noticed several incidental resemblances) but in purpose and effect.

Just as .the Gospels gather the materials relating to the life and
teachings of God incarnate in man, so the 01d Yellow Rpok gathers mat-

erials relating to another sequence of events also demonstrative of

God's love;‘and The Ring and the Book is an attempt to do for those
historical facts what Browning regards it as indispensable to do for

.decllned with the pAssage of years.

L

thé Bible, whose e;zectlveness and credlblllty, as history, have

The act, over and ended, . falls gnd fades~

» What was once seen, grows what is now described,,
Then talked of, told about, a tinge the less
In every fresh transm1331on. [XII ] 13-16)" - .

(Brownlng s Roman Murder Story, 317—318) ' L | .

o

' 60Ward ‘Robert. Brownlng and. HlS World, I, 183. <
~ 2. ) . N
61"Pope Innocent, called upon to pronounce sentence upon another
is himself under sentence. He is an old man confronting death and
facing a final symbolic act, a microcosm of his past and future.’
Judging Guido forces him to examine the possible basis for moral éitlon
and serves as his personal Arnageddon.v His Judgment is. rendered before
he speaks, and what he says in only incidentally concerned with Judg-

" ment. .The action &f the book occurs within him. His, speech is an

‘internal dialogue, an argument with hlmself .. +" (King, The Focusing - E
v Artlflce 152) .(( . | R
o 62 :

Raymond, The Infinite Moment, 231.

 763King;‘The Foousing Artifice, xx.

6hStevens, "A Primitive Like an 0rb," Poems,vth;A i S L R

‘Conclusion " - R I )

’lBro&ning's Essay on Shelley,  63. Also seefpage~1h,'above.

°Tbid.’, 65.
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