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ABSTRACT »

It was noted that not only have critics of Byron
differed on the question of what the whole of Byron's 3

works "say,” they also have been uncertain if his work,

part from Don Juan, is of lasting significance. This
thesis tried to counter these approaches by showing that
gaqugqan deals with a theme that ceﬁce:ﬁéd Byron through-
out his poetic cifagr, and that a correct understanding of
this theme could only be obtained by examining poems spann-
"ing his career. Ths specific theme under gquestion was

"the relationship bétween the disaffected intellectual and
society.” ‘Di;gffgéted intellectuals” were defined as
;ratggﬂn%?ti in Byron's major narrativg poems who are alien-
‘ ated from society and bgcame_furthgr alienated when they
use their rationality to erigicize social inltitutgans

and social coventions. The nature of their relationship

to society is aﬁe of i:uﬂératian and pain; although these
intelligent men perceive flaws in society they are fru-
strated in their attempts to change society or even deal

honourably with it. This thesis thus examined Childe

Harold's Pilgrimage Canto I, Childe Harold's Pilgrimage

Canto III, Cain, "The Prisoner of Chillon," and Don_Juan

¢
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devices to convey a common painful relationship between
_the disaffected individual and society. As well, the ;
thesis undertook to show that Don Juan Canto I differs
from the other poems because it doesn't concentrate on
the pain of the disaffected intellectual but fgthg} am-
phasizes the arbitrary and ridiculous nature of social

conventions.

For each péem the thesis first surmarized the poetic
devices used bﬁ Byron and second examined Byron's narrative

methods. The thesis' concern with the poems' formal deq;ggaj
*

was to establlsh a bd%kground for the narrative form of

individual poems; since it was contended that in these works

ent technical and formal means, the preliminary gtep was
to recognize the various devices Byron uses. Once having
establiah?d the.conventiqns ut;lized_in particular poems
the poems' 'plots were traced out, demonstrating that in

each work Byron presents a consistent portrait of the

disaffected intellectugl.

The thesis ended with an examination of Don Juan
Canto I. This examination suggested thaé in Don Juan
Canto I Byron manages to go beyond the nenoe of fru-tratlan :

communicated by his other narrative works. Den Juan

vi



. ) [
L

cgnta I the criticism of ieeicty befomes reflective, a
means of QFnauf rather than a device for real social changg.
Whether the ability to laugh gt society's flaws offer

a real solution for dealing with society is arguable;
what i; clear, however, is th;t critical rationality,
even in this instance, distances the critical individual
from society, even if it is by critical laughter rather
than painful "romantic® frustration and exile.” In this
way Don Juan Qanté I both confirms and tranicind: the
message conveyed by Byron's other major narrative HEIK!,
for the disaffected intellectual social existence is

made difficult if not, indeed, anquished, but at the same

time artistic creation can "ease” that anguish.
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;
CHAPTER I .

Inﬁréduc;ign

There has been a great range'of criticall response

have not only been uncertain what the whole of Byron's

works "say,"” they have been uncertain if his Hcfgi apart
from ﬁan Juan, is of lasting g%gnifizgncg; Critié;l
-response of this kind can be viewed as having primarily
three different approaches. The first approach considers
only part of Byron's work as valuable: Don Juan and little
else. The second approach sees his work as forming a whole,
but treats it as an extension of his life. This gQg:agch

is attractive both beeaﬁsg of the well=known dramati¢ nature

Q
”

his life as ygll as for the undoubted fact that Byron
uses ﬁuch biographical material as a source for his poetry.
The, third approach views Byron in a tiantiathécentgiz con-
text, treating hi;kpaitéy in terms of the diffieultyraf
(ﬁéhaving hénéu:éblf&in an "absurd” universe. However, all
ithree approaches ;hé%é a common limitation in that they
assume that Byron didanet have a consistent artistic concern
thraughout his poetic égreaf. Thi*&if!é approach ihéws this
most clearly by arguing\thgt his lesser works have different
themes than his greater &DEK!. and thIt whaﬁévar is worthy
of study in the latter 14 not present in the former. The
second approach, viavingiayrén‘s E@;t:yAg: more or less
camouflaged éarts of a caﬁtinging autobiography, denies his

\
|
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work artistic integrity in denying ;t meaning apart from

his life. éhe third EFPIE&EH; treating Byron as a nine-

tegnth¥cgntgfy existentialist, is clearly anachronistic; ’

githéugh there may be some truth in saying that Byron

rejects his time's morality, putting hiﬁ eéﬂplataly into

the framework of modern thought suggests that he zg;éhéd

conclusions that ngi beyond any inhabitant of the nine-

teenth century. All of these approaches have obvious

limitaticns: an approach taken ;y recent critics, and one

that I shall take, attempts to overcome these limitations

by arguing that Byron is concerned with certain themes

throughout the whole of his poetic career, and that his

major concerns clearly belong in the context of those of other

‘important ninetgénthacentury artistsil
In order to avoid the limited critical responses

described above I shall consider a number of Byron's narra-

tife poems spanning his carégi_ Specifically I wish to

dangkstrate that gheserpaems communicate a consistent Qigv

of the relationship between society and the "disaffected

intellectual."” By "disaffected intellectuals”"I mean those

individuals who are alienated from society and become fur-

ther alienated ﬁhgn they use their rationality to criticize

social institutions and social conventions. Byron's narra¥

=

tive poems show their protagonists trying to find or create

meaning .in what seems to them a meaningless social @xistence

and generally failing. Byron's protagonists are all

J/
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intelligeént individuals who can perceive flaws in society
but are frustrated in their.attométs to change society or
even deal honourgﬁly with it. In being dis;ffgetgd with
society their criti?al insights ate‘shovn to further sever
them from a contented social axistence and to make them
unhappy. Although it could be said that a kind of victory
comes from these protaq;nists' refusal to submit to con-
ventional society, Byron's poems, unlike the works of many
twentieth-centur9 artists,z do not emphasize the value éf:
the heroic.ge:ture but rather the undiminished strength of
the forces opposing‘the hero. Thesé poems all empha;ize
the negative nature of the disaffected intellectual's rela- Y
tionship with society. . |

Before going on to consider how His péams_cenvey Byron's
attitude about the relationship between the disaffected ! -
intellectual and society, it will be helpful to consider
some comments made by Byron in conversation aﬁd correspon-
dence which, because they exist outside the conventions of
narrativé poetry, provide useful examples of his views about
such critical activity and help clarify his view of the
character of the disaffected intellectual. In the following .
comment, recorded by Lady Blessington, Byron states a view of
his poetry which shows an awareness of the negative aspects
of social criticilQ: ’

"It is my respect for morals that makes me so

indignant against its vile substitute cant,
with which 1 wage war, and this the goodnatured

e . e
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world chooses to consider as a sign of my
wickedness. We are all the creatures of
circumstance,” cn®inued Byron; "The Greater
part of our errors are caused, if not excused,
by events and situations over which we have

had little control; the world sees the" faults,
but they see not what led to them; therefore I
am always lenient to crimes that have bfcught
their own punishment, while I am a littJle

sposed to pity those who think they atone for
their sins by exposing others, and add cant and -
hypocrisy to their catalogue of vices.

The above remarks express Eyrcn‘g complex response to
intellectual criticism of society. Oﬁ the ?urface they
suggest a relativistic view of morality whiéh excuses
"sjinning." Ea%evgr, the remarks also indicate Byron's
awareness that society iw ggggg on "cant® -- that his
forgiveness of vice and attacking of cant will 1ncur social
censure for himself. Furthermnrc Byfgn ‘presents the social
critic here as one man agéc:ing society; this is an assess-
ment which has inevitably tqspreve depressing in its recog-
nition that the social éritic is "fated” to a gal;tary
existence. indgad,ithe crim;: that have braught their own
‘"punishment” could well refer to“the .social pressures
resulting from criticising i;gfmgl“sgéial existence.
ﬁy?e:rijy will continue because society ﬁ:ga; to close its.
ey;s‘ta.thg a:bitfg:y ngtuféKaf sagial conventions and
ingtitﬁtienz. Byron knows that anyone attacking such hypo-
crisy fi:ki being considered wicked by society (and, in
sociaty s terms, rightly so, ;ince demystification is

sub,,rs;ve of social convention).
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A similar view of "cant" is communicated by Byron in a
letter written to John Murray:

The truth is, that in these days the grand "primum
mobxle of England is cant; cant political, cant
poetical, cant religious, cant moral; but always
cant, multiplied through all the varieties of life.
It is the fashion, and while it lasts will be too
powerful for those who can only exist by taking the
tone of the time. 1 say cant, because it is a thing
of words without the smallest influence upon human

o actions; the English being no wiser, no better, and

much poorer, and more divided amongst themselves, as
well as far less moral, than they 1ere before the
prevalence of this verbal decorum. '

: &
~Byron's comment about the lack of influence of cant is, of

course, untrue; if it didn't have an influence on society

Byron wouldn't have felt tgp need to challenge it so strongly.

K

What Byron is actually concerned with is the permicious
[ ]
effect social opinion can have when it is disguised as

morality. Some recent sociological theorists have echoed

- this insight of Byron's, and the concept of 'téification' is

helpful in clarifying Byron's view of cant:

Reification is the apprehénsion of human phenomena

as if they were things, that is, in non-human or
possibly superhuman terms. Another way of saying

this is that reification is ‘the apprehension of the
products of human activity as if they were something
other than human products == such as facts of nature,
results of cosmic laws, or manifestations of divine
will. Reification implies that man is capable of
forgetting his own authorship of the human world . ... .
The reified world is, by definition, a dehumanized
world. It is experienced by man as a strange
facticity, an opus alienum over which he has no control
rather thgn as the opus proprium of his own productive
activity. S ’

This_definition of reification argues that society has pro-

cesses to ensure that its cqnventions and institutions are

RV



not pérccivad by individuals as man-made, but are seen as
beyond human control. As his comment to Lady Blessington

makes clear, Byron is similarly gvare'thati although cant

N

is false and arbitrary, society needs cant to maintain
itself and must hide cant's falseness. Byron's recognition
"of this fact inevitably leads him to conclude that social
thus will draw forth the full weight of society's vengeance;
this pessimistic view of the fate of such criticism and such
critics will be seen as an important theme in Byron's
narrative poetry and the central point I wish to demonstrate
in my thesis. . | i

Byron's comment to Lady Blessington suggests that he
considers the role of the poet to be that of a critic of
society and thus to be an indiviéua; who stands outside of

society by ﬁhe'v;:y nature of his critical attitude. In the

narrative poems of importance written before Don Juan®

poetry itself is thgréfgrg viewed pessimistically, as any
intellectual aetivity';riticiziné society is. However, Don
Juan serves as a kind of vindication for poetry and, by
exténsion, for rational criticism. Don Juan presents neither

a hero who can make social existence have meaning, nor a man
who is able to live the existentially honourable 1ifa.7 It

is rather a poem in which the overt virtuosity of the poet
signals a faith in artistic achievement which, if it does
not provide an example of a moral solution to society's

problems, still asserts in its artistry that human talent or

L
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genius has a transcendent vajue. It can be seen that

Don Juan represents a technical ;dvgncg on the earlier
narrative poems, and that it does so by repudiating the
narrative logic they followed. ®$n Don Juan the narrative
method does not serve primarily to iklustrate Don Juan's
frustrated dealings with society, but rather allows the
reader to laugh both at Don Juan and society. The effect

of this laughter is to accamgiiih an indirect attack on
society's failings: the poem does not show a ;riticai
individual being defeated by society's intractability but
rather a passive and malleable individual able to adjust to
any situation. Don 'Juan manages to make society's perni-
cious conventions seem unimportant; through humour the reader
is able to m;intain 4 distance and sense of superiority
towards socie;y's flaws. How:ver, this :epﬁd;atian of
society'’'s negative effects on the individual does not change

the fact that society's flaws exist and that society resists

L

criticism. The problem raised by earlier poems remains;
intellectuals separated from scciety are "doomed” to feel
the pain of solitude. Granted, the disaffected intellectual
can produce a work of critical intelligence, of Art, which
in its beauty can seem more rzal than theA‘hyﬁeerisy and
cant” of society. However, the disaffected intellectual
still has to live with his kﬂéwlndga of gééigty's hypeg:ig>
sies. This knoﬁlédge makes saéial existence seem gaéﬁicﬁﬁ

larly frustrating for the artist, who is by definition the

individual blessa,'.and cu sed -- with a critical



consciousness.
The difficulty of social existence for the disaffected

intellectual will be developed through a detailed treatment

of Childe Harold's Pilgrimage Cantos I ané'IIIE; ;gingi "The

10

Prisoner of Chillon,""" and Don Juan Canto I. As a group
they fairly represent the whole range of Eyrﬁn‘:'irti:tic
response to society and, as well, comprise a relatively
manageable and concise view of his poetic career. These
poems also, while being among the most well-known by Byron,
cover a seven year period in Byron's publishing career and
show that he used a variety of forms to investigate the same
problem. My intent throughout is to show that these poems
illustrate the nature of the rélaticnihip between the disaf-
fected intellectual and society, specifically the great pain
and frustration such men feel. Don Juan Canto I, it will

be seen, is a poem which manages to go beyond the sense of
inevitable frustration communicated by Byron's other narra-
tive works. However, in Don Juan Canto I the g:iﬁiéi:m

. of society becomes reflective, a means of humour rather than
a device for real social change. Whether the ability to
laugh at society's flaws offers a real solution for dealing
with society is a:gunb}g; what is clear however, is that
critical rationality, even in this instance, still distances
the critical individual from society, even if it is by criti-
“ cal laughter rather than painful "romantic® frustration and
exile. In this way Don Juan Canto I both confirms and
transcends the message conveyed by Byron's other major

narrative works: for the disaffected intellectual social



existence is made difficult if not, indeed, anguished,
but at the same time artistic creation can "ease" that
anguish. iégﬂ ,

My treatment will fi:itrian;QE a brief summary of
the poems' formal devices, and then an examination of their
narrative methods. My concern with the poems' formal devices
is to establish a background for the narrative form of indi-
vidual poems; since it is my contention that in these h@rkslq
Byron is depicting a similar theme through somewhat dizferent/
technical and formal means, the preliﬂiniry step is to recog-e
nize the various devices Byron uses. Once having established
the conventions utilized in particular poems I shall trace
out the poem's plot, demonstrating that in each work Byron
presents a consistent portrait of the disaffected critical
consciousness and the fate of that éaﬂiciguiniii.

Bef individual poems, then, it is

]
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perhaps best to briefly describe the general structural
organization Byron uses. All these poems focus on their
protagonist's fg;atiangﬁip with external opponents, whether
the opponents are characters representing iaciatyr or are
actual :aeiglginstituticn: and conventions. 1In order to gain
an understanding of how the conflict between the protagonists
and their appangnég uﬁfaldi in Byron's narrative poems

it is ngc;;i;:y_tafcanlid-: the function of their plot. .To

" this end the definition of plot in Holman's A Handbook to

Literature is useful:

[plot] usually focuses with one principal idea in
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mind-character. The most effective incidents are
those which spring naturally from the given
characters, the most effective plot presents
struggle such as would engage these given characters,
and the most effective emotion for the plot to
present is that inherent in the quality of the given
characters. The function of plot, from this p@igt
of view, is to translate character into action.*

tive structures. In this way their formal devices perform
more in a "narrative” than an "affective” ﬁanner: plot,
setting, narrative voice, time-framework, dialogue, language
are all used to present the protagonist acting in a way which
demonstrates his character. Byron does, of course, use other

techniques to suggest his protagonist's character; for example
‘he sometimes suggests a personality trait by evoking an asso-
ciated symbol in naéufg; but the clearest evidence of c¢harac-
ter in his poems is getiaﬁ, or even inactior,, or refusal to
aegg and the other elements of the poems are subordinated to
their plot-as-action. This being trué it can be seen that
Byron's narrative techniques are not particularly complex, .
at least up until Don Juan Canto I. Generally he describes
his character and then has the character's actions illustrate
the description. Also, Byron's characters are generally
static, they do not change a great deal in t.e poems. Since
Byron's poems 5§eritg in this straightforward manner the
pratagipi:t‘: character can be ascertained very clearly.

In Ey:an's.ngféative p@em;; as the Handbook sugggsts.
“the function of plot . . . is to transform character into

action." Thus the psychological nature of he protagonist
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determines the nature of the action and the manner in which
the plot unfolds. 1In the poems I deal with there is a common
assumption that the alienated individual's intelligence and
talents are useless in the face of a hypocritical and repres-
sive :ccigtyi! A;l the poems thus present such men as ineffec-
tual as ggénts: their rationality is consistently éateatea;
The protagonists' actions reveal their psychology, a psycho-
* logy which emphasizes their isolation and their limitgtian:
as agents of social change. E
In the poems up to Don Juan this disaffected intellec-
tual is viewed against a number of different baekgreu%ﬁsi
The effect of these different settings is to confirm the
overall impression, throughout Eyrg;‘s omvre, of the limita-
tions of critical consciousness, because no matter what situa-
tion Byron's protagonists find themselves in they always

demonstrate the negative results of criticism of society. In

Childe Harold's Pilgrimage Canto I Harold is shown to despise
"high society" yet his response to this dislike is not to try
to live honourably in society but to flee to the continent.

In Childe Harold's Pilé;;gggg Canto III the protagonist, who

is "jaded with society,” has a disturbing sense of the rela-
tivity of social convention which makes him search for trans-
cendent absolutes to redeem social life for him. However, all
the absolutes the protagonist of Canto III considers do not
change his disillusioned view of ia:iaéyi In Cain the
protagonist's ?epudigtién of the uncritical acceptance of

religion leads him to commit mufder. In "The Prisoner of



Chillon” where, as the “Sonnet on Chillon" suggests, Byron
could have presented an idealistic portrait of a man over-
coming society's imprisonment, the protagonist is shown as
being diminished by prison. Although society does not make
the prisoner conform, his criticism of :ccigtj ruins his life,
and he evensually rejects the ideals for the maintaining of
which society had imprisoned him. The cumulative effect of
these narratives of the doubtful value of critical conscious-
ness overpowers:even the effect of Byron's poetic language
which, although powerful at times, occasionally seems meaning-
less bravado, or what is worse, self-pitying. It is imp@rgant.
therefore, to rgcognize that Byron's famous emotional out-
pourings are only partially examples of simpleé complaining;
they also sﬂbw a poet trying to express the painiai social
existence for these protagonists'and not having the langquage

for it. After the late eighteenth-century insis;gnegpég
12 B

sentimental diractnesé; 'BYronis usé of evocative language to
express psycholégical and exilteﬁtiai truth would most pro-
bablyfbc understood by his readers, and by himself after the
catharsis of writing had passed, as emotional indulgence. In
other words it is next to impossible for Bgran!te make a truly:
emotional statement which doesn't seem cloying because,
although he is attempting to use "old* ;itgrgry devices in a
“new"” way, his direct expressions o:»emeti;n could all too

easily be interpreteq as melodrama.

With this outline of %yron's narrative structure in mind
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I will now consider how individual poems diversely dramatize
the situation of rational men inevitably undergoing great
;;stiaﬁal pain because of their critical attitude toward
society. In showing different protagonists suffering a common
fate these narratives present a consistent and in many ways
powverful impression of Byron's view of the painful nature of

the relationship between such men a&nd society.
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CHAPTER 11I

Childe Harold's Pilgrimage Canto I

The protagonist in Childe Harold's Pilgrimage Canto I
dislikes English "high society” and is unable to live in it;
the "pilgrimage® is thus a search for some truth which will
redeem society for him:

« « . conscious Reason whlspgr'd to de:plse
His early youth, misspent in maddest whim;
But as he gazed on truth his aching eyes grew dim.

'To horse! to horse! he quits, for ever quits

A scene of peace, though soothing to his soul: -

: « . 0'er him many changing scenes must roll

Ere toil his thirst for travel can assuage,

Or he shall calm his breast, or learn experience sage.
(Childe Harold's Pilgrimage Canto I, xxvii - xxviii)

In the above lines it can be seen that Harold's embarking
on his travels is a response to his repudiation of yéuthful
indulgence. However, the ini;ghts he ggins from his travels
do not have any lasting valq:l but prove only momentarily
soothing. Indeed, the canto's plot consists of a series of
incidents embodying similar responses to this need for acce ep=
ting society, where Harold contemplates a foreign scene,
states some abstract truth about existence or himself, and
then rushes on to the next scene. Throughout, Harold is
unable to learn from the things he witnesses or the perceptions
he articulates. It is i;gnizicgnt that Harold is tﬁavggling
oversaas because the foreign aspect of the countries he visits
gives him a clear view of life in England, free both from his
own involvement in the complicating sophistication of English

society and from the lack of clarity which results from the

14
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over-familiarity of English scepes. The use of travelling

a8 a means of ascertaining trputh is a simple artistic device,
touching on the basic pag;}é effect of dgfgﬁiliarizgtianl3a

On the other hand, anta’i repudiates the v;%gg of rationality
and learning from experience, because when Harold's pilgrimage
reveals a "truth® to hiﬁi he cannot learn from it in any way
that leads to new possibilities for moral.action. The poem
does not show Harold éhanqing Oor progressing but just conti-
nually moving on. His critical rationality causes him to
travel, but it is a search which does not seem to have a
chance of reaching its goal of personal tranquillity; the
pilgrimage becomes frustrated because of the ingbility of

Harold's critical attitude towards society to be pacified or

directed into appropriate action.
In assessing the formal devices used by Byron in Childe

garggg';ggilg:imaée Canto I, Harold's character can be recog-

nized as the dominant one. In the first part of the canto
Harold is established as a man who is satiated and bored with
English society. Byron wishes to establish a highminded
purpose to Harold's travelling and the supporting artistic
devices in Canto I are designed to make his boredom seem the
emotions of an honourable and sensitive individual. Although
it is questionable whether Byron establishes in his canto a |
| sympathetic portrait cf a man whasa only alte;native to the
;wgltaful life he sees is andlai: travelling, the fact that

Byron's description of Harold descends into statements of .
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emotionality is not a representation of Byron's aim but rather
of his inability to find a medium to describe Harold's needs
without resorting to overwrought language. Nevertheless,
Byron's use of diction, verse-form, narrative voice and charac-
terization does strive to represent a man trying to understand
society and his relationship to it.

Perhaps the first characteristic of the poem which strikes
the reader is Byron's use of archaic phrases: .

...he was a shameless wight,

Sore given to revel and ungodly glee;

Few earthly things found favour in his sight

Save concubines and carnal companie,

And flaunting wassailers of high and low degree.
(r, ii)
The above ‘presentation of a social "rake" is notable for

~
its ornamented language which, taken out of context, would

sound rather stilted. However, {n Eerm; of Byr@n‘slintent the
archa%pms show him trying to establish a depth to Harold's
character —- this description in older diction attempts to
connect Harold with those knights of the Middle Ages who went
Von pilgrimages to gain wisdom and test their moral character. )
Similarly the fact that the poem is written in Spenserian |
stanzas, acform seldom used in English Literature since

men of that heroic age. Harold, Byron suggests, has mysterious

qualities which separate him from his decadent contemporaries,

SN

¢

‘and the language of Canto I attempts to represent this mysterious-

ness:

«..0oft-times in his i;dd:it mirthful mood 7
Strange pangs would flash along Childe Harold's brow
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As if the memory of some deadly feud
Or disappointed passion lurk'd below. . . . (I, viii)

Byron fuygher implies that Harold's character has a complexity
which can only be represented through the use of unusual or
"poetic" diction and references:
. . his was not that open, artless soul
That feels relief by bidding sorrow flow,
Nor sought he friend to counsel or condole
Whate'er this grief mote be, which he could not control.
(I, viii)
Thus, rather than having Harold Articulate his feelings in
the first part of the canto Byron uses archaic language t3
suggest Barold's strange, allghated character. When I exami"
his characterization in more detail Byron's strategy of showing
_ﬁarold's character through comparison with other people and
times will be considered again. However, before analysing the
nature of Harold's character it is best to gonsider some more .
of the techniques Byron uses to convey it.

Byron's use of the Spenserian stanza owes something, as
noted above, to his attempts to connect Harold to the "Childe"
of an earlier age. However Byron also uses the verse form for
straightforward technical reasons. Holman describes the
properties of the Spenserjian stanza form as follows)

This stanzaic form is notable for two qualities: the

-method of "tying-in" the three rimes promotes

unity of effect and tightness of thought; the Alexandrine

at the close adds dignity to the sweep of the form and

at the same time affords an opportunity for summary -

and epigramatic expression which permits ghe line to

knit up the thought of the whole stanza.

The stanza form is thus notable for its. complex organization;

which is quite diffuse yet has a dqminant endline which orders




the staﬁzi’ind can give it a summary. However, according to

Byrog's preface to Childe Harold's Pilgrimage he valued the

form for the quite different qualities of variation and freedom

of mood: "
(I can] be either droll or pathetic, descriptive or

sentimental, tender or satirical, as the humor strikes

me: for if I mistake not, the measure which I have

adapted admits equally of all these kinds of composition.
The above description could better serve as a justification for
the "ottava rima" verse form used in Don Juan and Beppo;

L
although he states here that he wants a "loose" verse form
which allows Him the freedom to convey drollness and satire as

“well as ggntimenéality, there is very little humur in Childe

Harold's Pilgrimage Canto I. In actual fact, it seems clear

that the nature of th; Spengg;ian stanza, with its complex
;;ggnizatien, would not bé cénduzifi to the kind of composi- -
tional freedom that Byron says he wgnt;_ Despite the above
comment, the value of the Spemserian stanza to Byron doesn't
‘réélly lie in its quality of allowing him change of moods but
in its ability to show the contradictory :spacta of Eafg;é's
response to society as well as the fact thgé this complexity
"is an integral part of Harold's psychology; it has the poten-
¥iall in its form, to allow Byron to suggest that it is natural
for Ea:glézzg“vigw life in a cantradictari fashion. As Byron
states later in his preface:

[ﬁargld]never was intended as an example, furthér _

than to show that early perversion of mind and morals

leads to satiety of past pleasures and disappointment
in new ones . . . .
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Byron needed a verse form which could allow description of

the variety of Harold's responses and still provide an epi-

grammatic summing-up of his nature, In this way Byron attemp-

ted to use the Spenserian stanza as both a descriptive i

element and an analytical psychological element. Harold is an

RA——

individual who is critical towards society yet who feels an
emotional negﬁ to overcome his cynicism and accept society
uncritically. The paradox of his character lies in his hatred
of and need for society, and through the fa:m of the Spense-
rian stanza Byron can readily display the apparently contra-

dictory aspects of his character. | : i

Another artistic device used in Childe Harold's Pilgrimage

Canto I which shows this concern for formal options in his : i
poems is narrative voice. As Andrew Rutherféfdwhgs pointed _ f
out, there are two characters in Canto I, Byron the narrator

and Earald;ls and in the second part of Canto I the poem
altgrnat:i Egtvaen dgsgriptiﬂns of what Harold sees on his
pilgrimage and Byron's own meditations on scenes in Europe.
However, although the narrative voice in Canto I presages and
parallels the presence of the narrator inippgfqg;nl7 and shows
igme effort to "broaden" the scope of the poem, Byron makes
little attempt here to use the response of the reader to an
"overt" narrator to cifange the réader's view of Harold. 1In
Don Juan the narrator speaks directly to the reader and then
‘camments upon the fact that he has "violated” the limits af

the narrative. This is one way in which Byron uses the

*



narrator in Don Juan as an artistic device, by exploiting the
reader's response to the role takcﬁ by the narrator. However

in Childe Harold's Pilgrimage Canto I there is little tension

between the narrator as formal device and as Byron himself.
When Byron sees an opportunity to deliver some inte resting
comment he sees no need to connecf it to the narrator or to
the character of Harold. In this way the narrator functions
in the poem as thg’textugl notes do; they are alternate ways
of making direct points about the lands Harold travels through
without affecting the reader's response to Harold.

As I have indicated, Canto I has a simple plofif.”

of his critical attitude Harold is unhappy with Engiénd and
needs to leave, but because of that attitude he is unable to
gain from his travels, and his quest for knowledge turns into
a flight from social contentment. The first part of the poem
establishes Harold's disdain yet need for society and the
. #econd part of the poem shbwl his inghility to receive any
1nsight which will negate his alienation. Thus Harold is
initially shown as a social rake:
| . « he was a shameless ﬂlght.

Sare given to revel and ungodly glee;

Few earthly things found favour in his sight

Save concubines and carnal companie,

And flaunting wassailers of high and low degree.

As well as being depicted as an amoral individual, however,
Harold is shown to be aware of his decadent existence:

He felt the fulness of satiety:
Then 1gathed he in his native land to dwell,
Which seem'd to him more léne than Eremite's sad cell.,
(I, iv)

=
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In this demonstration of Harold's ;glfélgéthing a definition
of desire is created: it seems that desire is imagined to be
plaagufgbla uh;n ﬁhg object of desire is bgiﬁg pursued, but
immediately after the daesire is achieved éhg pleasure resul-
ting turns into ashes: "with pleasure drugg'd he almost long'd
for wégifbné e'en for a change of scene would seek the shades
below” (I, vi). This realization of the paradox of desire
could be said to be the keynote of Harold's character. It is
implicit in this conception of desire that Eatéld can never

be happy -- if he Siiréh&é for pleasure it is because hé feeals
a lack, yet if he achieves his desire it only brings him
momentary plegiﬁré and then he feels the nausea of sgtiety,
Harold is vaguely aware that there is something wrong in this
pattern of endless emotional searching and rejection, but he
isn't able to escape the cycle. This inability to deal posi-
tively with his emotional needs is confirmed in the first part
of ,the canto when Harold is placed beside *other individuals
who exist contented in society.

In this part of Canto I Harold is compared to satisfied
men and women; although he admires them, he also recognizes
them as being innately different from himself -- the ;e:ggeg
he feels for these individuals only heightens his pain in
realizing that he can't join their society. Thus in the fifth
stanza of Canto I Harold is contrasted to an unnamed loved @ng{vg

« «» « he loved but one, ._

And that loved one, alas! could ne'er be his.

Ah, happy she! to 'scape from him whose kiss

H;d_been pollution unto aught so chaste;

Who soon had left her charms for vulgar bliss . . . .
(L, v)



It appglri from the above lines that the happiness possessed
by Harold's innocent loved one is an emotion Harold is inca-
pable of sharing. There is an element of iglf—pity in the
description of their relatlcn;hlp, but more significant is
the fact that although Harold recognizes that he can't stay
with his loved one, his response is not to alter himself but
to leave and not "pollute” her. Harold chooses flight rather
_ than seeking positive change. Similarly, at the moment of
leaving Enél;nd, in the section of Canto I called "Good Night",
Harold's feelings are compared to thg‘ygaman, who is shown
leaving a wife who loved him:

"Come hither, hither, my staunch yeoman
Why dost thou look 20 pale?”

Sir-cﬁildei I'm not so weak;
But thinking of an absent wife
Will blanch a faithful cheek." (xiii.é6)
Harold bids the yeoman control his grief lest he cause others ..
pain, but Harold does not disparage the yeoman's display of
emotion. Instead, he states that he won't express grief on
leaving England -- not because he doesn't feel it, but because
no one will miss him:
. « . why should I for others groan,
When none will sigh for me?
Pearchance my dog will whine in vain,
Till fed by stranger hands;
"But long ere I come back again
He'd tear me where he stands. (ix)
Harold thus has a view of the amotions of social life .
which keeps him from accepting society uncritically. Harold -

witnesses honest emotions he respects and even recognizes the



love of a woman he considers good, yet is unable to receive or
give such feelings. It seems questionable that, if he cannot
gain from the recognition of emotions he is incapable of
sharing in England, he will be able to "learn” frm‘{ii; tra-
vels overseas. Yet, this is precisely the development of the
. plot of the poem af;gr the lyric "Good Night" -- Harold

' searches for some insight which will reéégm his satiety and
remove his disaffection with ééciety_

The remainder of Canto I is concerned with Harold's
attempts to overcome higidiffieulti-j with social existence,
but, as well, it has much material which has little to do
directly with Harold. For example, as the notes on Childe

Harold's Pilgrimage demonstrate, Byron is clearly interested

in how the relatively unsophisticated societies of Greece

and Albania differ from England:

At present, like the Catholics of Ireland

and the Jews throughout the world, and such

other cudgelled and heterodox people, they

(the Greeks] suffer all the moral and physical

ill that can afflict humanity. Their life is a
struggle against truth; they are vicious in their
own defence. They are so unused to kindness, that
when they occasionally meet with it they look upon
it with suspicion . . . . (p. 205, col. 2, note)

societies as the above lines suggest, his response would not
affect his attitude towards English society because the two
i?éiéti;!‘aig so different. qu:ver, it wi;l be seen that

Harold, unlike the n;rrgtér, does not consider these nations

"unsophisticated” but views them as having societies

23
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like Eﬂgigndi:_ In other words, Harold views these societies
with the same attitude that he had in England, and rejects
life in these countries for the same reasons he rejected life

in English society. The narrator's relatively open-minded

response to the foreign aspect of théBe countries emphasizes
again Harold's inability to transcend his limited view of
socliety in g&ﬁﬂfglla;

Thus the central point to be made about the presentation
of Harold in the remainder of the poem is that he does not
change after he leaves England; he reacts to beauty and lqve
overseas as he did at home:

Oh! many a time and oft, had Harold loved,

Or dream’'d he loved, since rapture is a dream;

But now his wayward bosom was unmoved,

For not yet had he drunk of Lethe's stream;

And lately had he learn'd with truth to deem

Love has no gift so grateful as his wings . . . .

(I, lxxxii)
Apparently the extent of Harold's learning is that the grea-
Jtest benefit that can be bestowed on a lover is forgetting
past loves. This "philosophy"” seems simply to restate the
previously quoted lines which suggested that love is only
desirable when being sought, and loses its pleasurableness
after consummation. Harold wishes to forget the consummation
in order to make love pleasurable again, but cannot. Harglﬁ
is thus travelling as an observer; he is unable to participate
in the events he sees around him because his travels have not
: 1ift§d»him out Qf the cycle of desirai:atigty!self—;gathihg.
In lines representing H;raid musing - about himself, Harold

answers the question of why, although he still appreciates

T
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 female beauty, he is unable to engage in social activities:

It is not love, it is not hate,

Nor low Ambition's honours lost,

That bids me loathe my present state,

And fly from all I prized the most:

It is that weariness which springs .

From all I meet, or hear, or see:

To me no pleasure Beauty brings;

Thine eyes have-scarce a charm for me.
he ("To Inez”, iii - iv)

The above lines reiterate the fact that all the foreign scenes
of beauty in society which Harold witnesses are unable to cor-
rect his inability to achieve permanent physical and emotional
satisfaction. Since the pilgrimage serves as a metaphor for
learning, for achieving a reality b:ygnd-thi vicissitudes of
social existence, it can be seen that Harold's ability to
change or learn is frustrated. His critical attitude made
Harold disgusted with life in England, but on the continent
-he is still uncomfortable; instead of being a journey to the
end of learning the pilgrimage has become traveiling for
travelling's sake. }Isﬁp even as endless movement the pil-
grimage does not hold out for Harold %he possibility of an
end to his frustration:

Hgg; Exile from himself cag flee?

" zones though more and more remote,

Still, dtill pursues, where'er I be,

The blight of life -- the demon Thought.

Yet others rapt in pleasures seem,

And taste of all that I forsake; .

Oh! may they still of transport dream,

And ne'er, at least like me, awake! B o
, ("To Inez", vi - vii)

3

%\Hgt only do thggé statements call into question the possi-

bility that Harold's critical attitude can ever be pacified,

-y,

(B I



they also show Harold aware of his problem. The only solace
that travelling brings Harold is the temporary one of action;
at least while moving he isn‘'t caught up in the social life

of chasing pleasure. However, the consolation that such recog-

nition gives him seems minimal at best. Childe Harold's

Pilgrimage Canto I establishes that Harold needs to travel,

but the same quality that makes hiﬁ travel keeps him from
gaining any saving insight from his travels. Harold is an
individual who is$ completely disaffected from his emotional
-sclf as well as from his society. It doesn't seem likgly‘

that either feeling of alienation will ever be removed.
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' CHAPTER I1I1I

Childe Harold's Pilgrimage Canto III

Childe Harold's Pilgrimage Canto IIl can be seen as a

long meditation by an individual who has rejected and has been
rejected by society, and is searching for an understanding of
the qudlity which has caused this alienation. The knowledge
which he gains is that the quality which isolates him is his
critical rationality; as long as he uses his mind G talents
in a manner which is critical of society he will be separated
from that society, even though he wishes to live a beneficial
life ih his culture. Althﬂﬂgh’tﬁ%;e are distinct biographical
references in the poem, the protagonist undergoing the search
is not "Byron® with all his marital problems but Byron as a
representative intelligent and honourable man who, in consi-
dering the talents Gfiﬁéussgaﬁ and H;éalgen; is implicitiy
made equal to them in having the kind of abilities which make .
him discontented with social passivity and contentment. The
canto finally suggests that the only release from the unhappi-
ness coming from rationality used in a critical way lies in
movement, whether it is physical trgvgiiiﬂg, or the "intel-
lectual movement” represented by writing poetry. ngg§:r,¥thg
solace of writing poetry is, like the solace of travelling,
only helpful when the activity is happening. When a gaag is
finished or a journey is ended the critical individual is still
left disaffected with society.

‘cgnta III is thus an uninterrupted egotional seargh for:
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s

some truth or insight which will make social existence seem
‘worthwhile, for some belief which will allow the poet-
protagonist to live happily in society:

In my youth's summer I did sing of One,

The wandering outlaw of his own dark mind;

Again I seize the theme, then but begun,

And bear it with me, as the rushing wind

Bears the cloud onwards: in that Tale I find

The furrows of long thought, and dried-up tears,

Which, ebbing, leave a sterile track behind

O'er which all heavily the journeying years

Plod the last sands of life, -- where not a flower

appears. . A (III, iit)
As the above lines suggest, the dominant impression Byron aims
for in Canto III, and the quality which differentiates it from
Canto I, is the tone of emotional elevation. Although many
of the conventions used in Canto I are used in Canto III, such
as the verse form and metaphoric significance of travelling,
Canto III transmits this hgightnniﬂ emotional pitch through a
different use of narrative volve and a different use of the
character of Harold, In Canto I Byron uses the narrative
voice to deliver comments which the reader can interpret as

(%

coming from Byron himself:

There are two central characters (in Canto I) .instead
of one, and they are for the most part clearly.
differentiated: "My reader will observe," wrote

Byron in an early draft of the Preface, "that where
the author speaks in his own persona he assumes a
very different tone from that of 'The cheerless
thing, the man without a friend,' at least, till 19
death had deprived him of his nearest connections,"

This is not to say, of course, that the narrator iQ‘Cantc I
can be completely identified with Byron, as the narrator is
an artistic device, a persona., However, there is a potential

in Canto I for Harold to be distanced from Byron's own



opinions even though Byron did not emphasize the “"distance"”
between the narrator and Earalé. In Canto III however, there
is nothing that could properly bc‘égseribgd as a separate or
outside narrative voice. Instead, in Canto III the narrator,
whom the reader could have viewed in Canto I as representing
many of Byron's own opinions, has become the protagonist in
the poem. Harold only functions as a kind of mirror of this
poet-protagonist. Harold is a persona used, to some extent,
to externalize Byron's own experience, an alternate method éf
‘.dramatizing the extent of his emotional need. The 'central
character in Canto III thus is "Byron," not the Byron of
infamous marital difficulties and sexual indiscretions, but
the éy:an representing all honourable men searching for truth.
To put the difference between the two cantos another way,
Canto I placed the blame for Harold's inability to_accept
society on Harold himself, on his past decadence and present
frustrated psychology. In Canto I the narrator implicitly, if
vaguely, suggests another way for Harold to view foreign
societies -- instead of seeing echoes of his youthful pa : io
he could, say, have appreciated %ﬁa exoticness of the scenes.
In Canto III there is no alternate judgemeant thaﬁ can he ap-
2lied to the gfctagaﬁi:t == he, like the other men mentioned,

is haunted by the paradoxical nature of greatness and the poen

confirms the inevitable pain which comes to any man who aspires

to greatness in society.

1t lhauld ba noted thlt there are biag:sphical raferences

in Canto II: which make it difficult to establish who the



"Byron” in the poem is. For example, the canto opens with a

clear allusion to his daughter Ada:
When last I saw thy young blue eyes they smiled
And then we parted -- not as now we part,
But with a hope- (III,

-
M

Such a reference tends to sensaﬁianalize the protagonist
emotions and, indeed, at times throughout the poem Byron's
depiction of pain seems melodramatic and self-pitying. As
always in the poems written before Don Juan, or at l ast ‘
before Beppo, Byron suffered fram an imprecision in expressing
emotion. Thus the main prablem in dealing with Canto III lies
not in Byron's using personal experiences, but in his being
unable to transform them successfully into statements which
can be treated as being part of his work's form, and not
primarily read in terms of the famous incidents in his life.
However, despite this difficulty, it is clear that Canto III
is best understood as presenting the disaffected intellec-
tual's problems with social existence, regardless of the
reason for this disaffgetigni‘ In this way the formal organi-
zation of the canto shows Byrén attempting ca;ﬁie part of his
reputation to give the poem emotional weightiio

‘1
E
H

The beginning of Canto III is an invocation to his
daughter wherein Byron expresses the heartfelt desire to see
her again: |

" When last I saw thy young blue eyes they amiled
And then we parted, -- nct as now we part,
But with a hope. --

) Awaking with a start,

. The waters heave around me; and on high
The winds lift up their voices. . . . (III, 1)
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Byron's fate l?ems sealed; the hope of séeing his daughter
occurs in a dream and when he wakes it is to the'reality of
loqving the country where she lives. This poignant and
fatalistic openiné creates a context for Byron's misery for
the rest of the poem, even though his daughter isn't mentioned
again until the end of the poem. Stanzas II - VII describe
Byron's character directly and stanzas VIII - XVI describe
Harold's character in such a way as to extend the depiction of
Byron. Harold's presence in the poem makes Byron's problem
seem broader than just a concern over his daughter; the two
characters come to represent all men who are disillusioned
with society. The description of Byron lhows that he desires
an escape from the misery which haunts him; the only solution
to his pain now being stoical acceptance:

My spfings of life were poison'd. 'Tis too late!

Yét am I changed; though still enough the same

In strength to bear what time cannot abate,

And feed on bitter fruits without accusing Fate.
(Irr, vii)

From these comments about himself Byroﬁ shifts to Harold,
taking up a different subject to allow him to ease his self-
accusation: 'SOmetHing too much of this: -- but nqd"tis past/
And the spell closes with itl.silﬁn; seal,/ Long absent HARO#D
re-appears at last." Yet the description of Harold qhows_
clearly that he suffers from a kind of emotional pain similar
to Byron's:

";.. . Time; who changes all, had alter'd him (Harold)

In soul and aspect as in age: years steal

Fire from the mind as vigour from the limb;
And life's enchanted cup but sparkles near the brim.
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ﬁ&
His had been ‘quaff'd too quickly, and he found
The dregs were wormwood; but he fill'd again,
And from a purer fount, on holier ground,
And deem'd its spring perpetual; but in vain!
Still round him clung invisibly a chain
Which gall'd for ever, fettering though unseen

And heavy though it clank'd not
(III, viii - ix)

The above very pessimistic lines make experience seem inevi-
tably painful. 1Indeed, they describe the fatalism of a chara:-
ter who has‘r‘cognized truth but is unable to learn from it.
Life is presented ;s.a cup of liquid which, implicitly, is not
pleasurable when one can see beyond the surface. Thus, after

satisfying his desire Harold finds the "dregs" of pleasure to

be "wormwood." In Canto.II of Childe Harold's Pilgrimage

Harold had tried to gain a lasting idealism from Greece's glory:
this is the reference in the above’lines to "hollier gfaunﬂfi
Harold found the ideal exemplified by Greece to be admirable
but he also found that there wag a quality in:hlm which resisted
tire ennobling effect of/this ideal and wore him down to earth.
Although Harold recognlzes ideals which appeal to him outside of
society he is too soph(ﬁticated not to be drawn to the attrac-
tions _‘1@ society: _

But who can vi;w the ripen'd rose, nor seekftﬂ wear it?é

Who can contemplate Fame through cl~uds unfold

The star which rises o'er steep, nor climb?
‘ (ITI, xi)

.Although Harold is jaded from the pleasures of social existence,

the above suggests that he cannot withdraw from society. The

only "solution" from Harold's dilemma is a kind of stoicism

in which, if he still engages in activities which he knows

.contain the seeds of great unhappiness, he seeks not to be
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dominated by the gloom or thrill of desire:
 Self-exiled Harold wanders forth again,
With nought of hope left, but with less of gloom;
The very knowledge that he lived in vain, .
That all was over on this side the tomb, .
Had made Despair a smilingness assume . . . .
(III, xvi)
A comparison of the above lines to those of st;nza vii,
"still enough the same/In strength to bear what time cannot
abate/And feed on bitter fruits without accusing Fate," makes
Harold's and Byron's need»iQQnticali Although it would appear
from their cynicism ‘and stoiéal acceptance of pain and despair

that they had given up on the possibility of living happily in

society, the rest of the poem hows Byron's search for some
absolute truth which will redeem social existence for him.
His pilgrimage becomes both travel for the sake of endless
movement as well as a search for meaning in the sites he
vigits i urope.

) By s pilgrimage brings him to a consideration of human
greatﬁéss: he draws conclusions regarding’scéiai existence

from the great sites he ponders as from the great men's live

he considers. The first admirable man Byron meditates upon is
Captain Howard, a soldier who gave his life honourably at

Waterloo:

I turn'd to thee, to thousands, of whom each

And one as all a ghastly gap did make

In his own kind and kindred, whom to teach
Forgetfulness were mercy for their sake;

The Archangel's trump, not Glory's, must awake

Those whom they thirst for; though the sound of Fame
May for a moment soothe, it cannot slake

The fever of vain longing, and the name

So honour'd but assumes a stronger, bitterer claim. ,
' (IIXI, xxxi) -
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'Byran comas to H;tgrlaé like a worshipper approaching Delphi;
he wishes to know what Mankind has learned from the great
event, and what men can learn from the sacrifice of indivi-
duals. It is to be noted that Byron doesn't have any overt
political bias, he considers the event which occured gignifi-
cant not because it staéped Napoleon but because it represents
a great moment in world history. A similar use §f Waterloo

as a reference péintlfar understanding the importance of great
events on individuals which is useful to consider occurs in

Stendhal’'s La Chartreuse de Parme published 'in 1839. This

novel traces the life of Fabrizio de) Dongo, a passive indivi-
dual somewhat like Byron's Don Juan, whose history Stendhal
uses to provide a satirical view of society. Although the
majority of the novel is concerned with Fabrizic's escapades”
A in Parma, Stendhal has his protagonist fight for Napoleon at
Waterloo. Fabrizio's military adventures are farcical as he
makes a very poor soldier, but the reasons he gives for
fighting are significant in understanding his charatter:

"I will cross Switzerland with the speed of an

eagle and I will go to offer that great man (Napoleon]

a very little thing, but after all, the only thing

I have to offer, the support of my feeble arm" . . .

"I, too," I said to myself, "the as yet unknown son

of that unhappy mother, I will go forth to conguer

or to die beside that Man of Destiny, who sought to

cleanse us from the scorn that is heaped upon us by

even the most enslaved Eid the vilest among the

inhabitants of Europe."*
Stendhal, like Byron, did not consider Napoleon the savior of
Europe. However, he does recognize that Waterloo dominated

the minds and attitudes of Europeans. Stendhal knows, as
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Byron does, that to examine the life of a European living at
this time one has to come to terms with the importance of the
Napoleonic Wars. Stendhal uses the event of Waterloo to show,
among other things, Fabrizio's sense of honour and love of
freeddh, but Byron uses it to convey the bitter lesson that
fame and honour are only temporarily satisfying, that the las-
ting result of such honourable sacrifice is to cause pain and
longing. To Byron it seems that honour merely intensifies the
sense of loss: "the name/So honoured assumes a stronger,
bitterer claim." Indeed, Byron feels that the despair
reéulting from the death of great men somehow gives life its
significance:

. « . for it vere
As nothing did we die; but Life will suit

Itselfﬂtérsarrew'g most detested fruit,

Like to the -apples on the Dead Sea's shore,

All ashes to the taste . . . . (I11, xxxiv)
Byron's experience of life and view of the meaning of Waterloo
teaches him that-what is real in life is associated with pain,
‘because the only surceage of pain lies in death. This extreme
conclusion is different from the message that'Stendhal communi-
cates with his use of the event, but both writers can be seen
t& consider Waterloo as a telling incident in men's lives.
Byron goes on to extend this pessimistic meditatién on the
nature of death by considering the man at the centre of the
masses gdtheré& at Waterloo: Napoleon.

- Napoleon represents to Eyrag a man who sgnt;ins in his

being the pawzf which sets huge historical forces in motion;

o
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characteristically, Byron's concern is with the effect of this
power on Napoleon himself:

But quiet to quick bosoms is a hell,
And there hath been thy bane; there is a fire
And motion of the soul which will not dwell
In its own narrow being, but aspire
Beyond the fitting medium of desire;
And, but once kindled, quenchless evermore,
Preys upon high adventure nor can tire
Of aught but rest; a fever at the core,

Fatal to him who bears, to all who ever bore.

This makes the madmen who have made men mad
By their contagion . . . ., (III, xlii - xliii)

The quality which has made Napoleon great and lifted him above

the level of ordinary men is identified as a salf!destfuetivg

flame, a disease which /makes him dangerous to other men, as
well‘as to himself. Inevitably, it seems that the spark of
greatness in Napoleon is going to cause him unhappiness; it
cannof rest without consuming itself. 1In reaching this

. understanding of the nature of great men Byron might well have

been influenced by Vclt;zgi*s-rhaﬂistarygf Charles XII

which contains a similarly ambivalent reaction to the quali-
ties which separate a conqueror from normal men:

Thus fell Charles XII King of Sweden, at the age
of thirty-six years and a half, after having exper-
~ienced all the grandeur of prosperity, and all the
 hardships of adversity, without being either soft-
ened by the one, or the least disturbed by the other
« + « . Perhaps he was the only man, most certainly
he was the only king, that ever lived without
failings. He carried all the virtues to such an
excess as renders them no less dangerous than the
opposite vices . . . , His great qualities, any one
of which would have been sufficient to immgrtali§§
another prince proved pernicious to his country.

However, it can be seen that Ey?ﬁn‘s view of such jreatness

differs somewhat from the view presented in the above passage.

/



To Voltaire'the quality which makes Charigs XII great is
unfortunately not controlled by a sufficiently philosophic

outlook:

I greatly prefer to [Charles XII] . . . a prince who
regards humanity as the chief virtue, who never has
recourse to war but through absolute necessity, who
loves peace because he loves mankind, who encourages
all the arts, and who, in one word, §hough a king,
endeavors to act like a philosooher.

To Byron though, Napoleon's greatness cannot be famed without.

destroying it. The genius of Napoleon is fatally flawed by
its very nature as genius. This conviction of the almost
suicidal nature of such men's talents is further conveyed by
'‘Byron's examinétion Qf Jean-Jacques Rousseau.
Rousseau is another man whom Byron admires, but it is an
. admiration which is, again, qualified by Byron's awareness
of the price Rousseau pays fér his quality of greatness:
. . . the self-torturing sophist, wild Rousseau,
The apostle of affliction, he who threw
Enchantment over passion, and from woe

Wrung overwhelming eloquence, first drew
The breath which made him wretched;
His love was passion's essence: --
As a tree on fire by lightning, with ethereal flame
Kindled he was, and blasted; “for to be
Thus, and enamour'd, were in him the same.
: (IXI, lxxvii - lxxviii)

The imaqery of the abovgﬁgﬂioes the fire imaces used in the
description of Napoleon, and to the same end. Rousseau.lis

struck down, for his emotional sensitfvity is such that he is

'*blasted.” Rousseau is the “apostle of affliction," a phrase

suggesting religious sacrifice; Byron seems to be saying that
Rousseau has chosen extreme emotional pain in order to reach

such heights. Ih the next stanza Rousseau is contrasted to

37



38

those individuals who never know the pain that Rousseau
feels, just as they never feel the intensity of his love:
S’i . . to that gentle touch through brain and breast
Flash'd the thrill'd spirit's love-devouring heat;
In that absorbing sigh perchance more blest

Than vulgar minds may be with all they seek possast.
(ITI, lxxix)

"Rousseau is willing to take iuffgr;ng with love, a choice
that most people would be unw;lllng to make. Clearly the
individual who chooses not to live as "normal” men has to be
willing to accept great pain; Rousseau's portrait makes pain
seem an intrinsic part of his extraordinary quality. ‘
After his consideration of great men Byron turns to
another kind of ideal: the baguty of nature, which offers to

ied by social existence:

\l-"

Byron a vision not suppli

And when, at length, the mind shall be all free
From what it hates in this degraded form,

Raft of its carnal life, save what shall be
Existent happier in the fly and worm, --

When elements to elements conform,

And dust is as it should be, shall I wmot

Feel all I see, less éazgllng, but more warm?
The bodiless thought? the Spirit of each spot?

of whlsh, even now, 1 share a times the immortal lot?
: (III, lxxiv)

Byron's love of nature here comprises a kind of vague pan-
theism which is completely separate from social life. Given
this separation it is unlikely that this ideal could be recon-
ciled with "normal” social exi:tan;g. Indeed, it seems that
the only way to reach th;gi?iﬁga:tal lot" is through death.
The ideal Byron finds in-n#tura is, like the trangéendent

Contemplation of gfgat men, and the vision contained

within nature, then, does not ease Byron's emotional §ain; but



rather shows that such pain is inevitable if one tries to
live an extraordinary life. The final demonstration of the

negative asgect of the disaffected individual's response to

society comes from Byron's comments about poetry in Canto III.

sidering the purpose of artistic creation. In an earlier

poetry is of secondary importance to great events, that it
comments about truth rather than creating it.

I by no means rank poetry or poets high in the

scale of intellect. This may look like affectation -
but it is my real opinion. It is the lava of the
imagination whose eruption prevents an earthquake. .
They say poets never or rarely go mad. Cowper and
Collins are instances to the contrary (but Cowper

was not a poet). It is, however, to be remarked

that they rarely do, but are generally 80 near it

that I cannot help thinking rhyme is so far u¥eful

in anticipating and preventing this disorder. I
prefer the talents of action =-- of war, or the

senate, or even of science, -- to all the speculations
of those mere dreamers of another existence (I don't
mean religiously but fancifully) and speculators of
this apathy.24 ~

Despite this denigration of poetry Childe Harold's Pilgrimage

Canto III is written in thg knowledge that great men and
events haven't managed to console his painful existence.
Although he finds no permanent value issuing from the poetic
act, the emotional release during the moment of writing is
the only kind of benefit he has demonstrated which any criti-
cal activity provides for the disaffected intellectual. The
fact that Byron needs to explain in Canto Iiiitc the reader,

and perhaps to himself, why he is writing the poem shows that

its "truths®™ are not self-evident. Byron takes what satis-

F



~ faction he can from hisrpﬂetry and it seems that all he can
achieve is the temporary respite of writing itself. The
connection with his travelling is unmistakeable; his poetry
writing is an activity without a greater purpose. Byron's
poetry, like the pilgrimage, will be segﬁ to be valuable to
him only during the moment of action. |

The first avertAmenticﬁ Byron makes of his poetry comes

when he discusses taking up the poetic theme he had in Childe

Harold's Pilg;imagg Canto I and TI:

In my youth's summer I did sing o

The wandering outlaw of his own dar
. . it may be, that in vain :

I would essay as I have sung to sing.

Yet, though a dreary strain, to this I cling;

So that it wean from me the weary dream

Of selfish grief or gladness -- so it fling

Forgetfulness around me -- it shall seem

To me, though to none else, a not ungrateful theme.

(III, iii - 1iv)

£ One, -
k mind;

#F

All Byron apparently wants here is a suspension of the emo-
tions of daily social existence: "the wearj dream/Of selfish
grief or gladness." Byron has focused on the moment of
creation: somehow in writing, in entering into the state
requisite for creating, his life seems dream-like and he
attains a suspension of his emotional pain. Yet, as he rea-
sons later in the canto, he can't create beauty which can
transcend the painful insights he has recorded:

Could I embody and unbosom now

That which is most within me, -- could I wreak

My thoughts upofl expression, and thus throw

Soul, Heart, mind, passions, feelings, strong or weak,

All that I would Eéve sought, and all that I seek,

Bear, know, feel, and yet breathe -- into one word,

And that word were Lightning, I would speaE
But as it is, I live and die unheard,

¥
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With a most voiceless thought, sheathing it as a sword.
. (ITI, xcvii)

This stanza presages Byron's "wish” in the canto that some-

where there are "words which are things, hopes which will not
deceive,/And virtues which are merciful.” 1In this way his )

¥
poetry searches for absolutes, he wishes it to redeem reality;

but he knows that it cannot. However, the comment about the
sheathed sword suggests that he has to use his poetic gift,

for not to use it is to squander his talent. As John Hodson

. . poetry, like other quests in Childe Harold III,
is a self-contradicting, self-defeating desire.
Slgnlflcangly, Byron renounces the Rousseauvian course,
that of speaking the lightning, as unacceptably fatal.
But his apparent alternative -- to sheathe his poetic
swafd to femain silent -- is equally fatal to poetry. 25

The final message of Canto III is thus that he has to use his
poetic talent to create an ideal in the world, even though he
knows that he will fail. Glea:li poetry, like the other
honourable critical activxt;es Eentigned in. the poemn, c;rrié:
within it the seeds of self-destruction; to examine society

critically is to fight an unbeatable adversary:
Thus far have I proceeded in a theme
Renew'd with no kind auspices: - to feel
We are not what we have been, and to daem '
We are not what we should be, and to steel
The heart against~itself; and to conceal,
With a proud caution, love, or hate, or aught -
Passion or feeling, purpose, grief or zeal, -
Which is the tyrant spirit of our thought,

It is a stern task of soul: = No mgtter, = it is taught.
(III, cx;)

His poetry, like all considerations of the reality beyond

social convention is ineffectual; society remains unchanged. N
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At this point the canto returns to its initial concern:
answering Byron's emotional needs. It seems that he is tired
of hypocrisy, tired of the pretense which social conformity
hides. His poetry, he suggests, may not make ideals real,
may not even convince others, but it will confirm him in his
difference from others. It thus also confirms that he has a
need which issues from his uniqueness:

Fame is the thirst of youth, but I am not

So young as to regard men's frown or smile,

As loss or guerdon of a glorious lot; -

I stood and stand alone, - remember'd or forgot. -

(III, cxii)

Although Byron's claim not to need ap audience seems arguable,
what is more significant is his assertion that all that
remains to him, all that distinguishes him is his self-hood,

his essence as a pa:saﬁ ﬁilling to quastion society. Althﬂugﬁ.
he is adamant in his acceptance of his fate it remains true
that his critical rationality, and his need to write poetry,
prevent. him from living as other men do -- in a world of

illusion and cant, but in a world of more contentment.



CHAPTER IV
Cain and "The Prisoner of Chillon®

The protagonists in Childe Harold's Pilgrimage Cantos

I and III are, as ;héﬁﬂ, men who are obviously and delibe-
rately different from "normal®” individuals in society. The
examples of Harold and Byron establish that although the .
disaffected intellectual can reject the hypocriay gﬁd
delusions that are part of social existence, such an indi%l
vidual also needs to live in society; Harold and Byron do

- critical awareness compels. them to do so; the result is great
emotional and moral suffering. The paradox that such indi-
in the poems Cain and "The Prisoner of Chillon.’ These two
poems show honourable and intelligent men dominated by éﬁéir
critical attitudes to society and finally being destroyed by

destroyed because the protagonists in these two poems cannot
live happily in a society they perceive as flawedra£d "un-
.natural®. Byron déesinat suggest that the protagonists in
Cain and "the Prisoner of Chillon" are mistaken in critici-
zing society, because their perceptions are shown to be
accurate. Rather, both protagonists fail in changing society
and thus feel frustration and pain on account éf their -

critical response to the injustices and problems they see.
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Cain .o

The story of Cain, as Byron of course knows, functions
in the Bible as an illustration of the effects of mankind's
original sfh being visited upon the generation after Adam and
Eve. On the surface Byron's concern with the story is quite
different; rather than wishing to stress manfs pProclivity
towards sinning, he seems ceﬁcerned with exploring the psycho-

logical pressures which could motivate a man to kill his

Srothgri The story thus dramatises the conflict between the
free-thinking Cain and the authoriterian, éﬁncrgtizad Chris-
tianity accepted by Cain's ;éciety_'(It is to be noted. that
Byron ignores the New Testament in his Preéface and just deals
~ with the 0ld Testament.) Byron makes Cain's act seem ﬁnderé’
standable, even inevitable given the quality of Cain's criti-
cal stance. Byron shows Cain making a mistake, but it ig a
mistake issuiﬁg fréﬁ his desire to learn truth and his inabi-
lity to accept dogma. There is little dramatic tension in

Byron's ggén, not only because the reader knows how the story

ends, but because Cain's character doesn't change much in the

poem, he merely becomes more determined in his doubt of God's

goodness. The tension in the Play instead comes from the fact

‘that Cain, the individual who is most concerned with the mean-

ing of death, is the one who commits murder. Eyrén's poem
thus é@éii curiously close to having an "0ld Testament® view
‘iﬁ sugggéting that questioning God's rightness inevitably
leads to unhappiness, however not because of man's predelic-

tion to sin but because of the isolating and frustrating
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effect of a critical attitude. It is in this way that the form

of the poem becomes significant; in the “morality play" con-

vention, which Cain clearly alludes ta,zs the protagonist,

although perhaps fighting opponents in society, always has a.
group Oor "society" in society to which he belongs. 1In Byron's

his opposition

=

Cain however, the protagonist stands aléﬁe i
to the dictatorial commands of religigﬁs authority. As the
reader would expect from this changed pfeggﬁtltian of the
morality play's protagonist, the fact that ééin has no "exter-
nal® belief but rather a faith in his own rationality causes
him great pain as it severs him from Séciatj; To put it
another way, instead of showing man's inherently evil nature
coming from original sin, as the morality play traditionally
would have used the Cain story, Byron makes the question of
»evil seem extremely éémglicatgd. Cain sins in Byron's poem,
and pays for his sin, but it is an ironic sin. The "sin" of
Cain lies not just in killing Abel but in not accepting ﬁnquasé
tioningly the religion of his father. And the punishment of
that sin lies not in going to Hell but in being separated from
his society by his critical attitude, a kind of extra-social

heli.

Byron's artistic aim in Cain thus rQQﬁire: a plot where-
in characters can act according to ﬁhair intellectual beliefs;
gf;er;grti:uliting a belief Cain's characters proceed to act |

in a manner can:iétant with their articulation. Cain opens

with a monologue Hhich,shéws that Cain has within him ‘the

4

seeds of a deadly frustration:
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Cain.

. And this is

Life! -- Toil! and wherefore should I toil? -- because

My father could not keep his place in Eden.

What had I done in this? -- I was unborn:

I sought not to be born; nor love the state

To. which that birth has brought me. Why did he

Yield to the serpent and the woman? Or,

Yielding, why suffer? What was there in this?

The tree was planted, and why not for him?

« +» «» They have but ~

One answer to all questions, "’'Twas his will

And he is good,”™ How know I that? Because

He is all-powerful, must all-good, too, follow?

I judge but by the fruits -- and they are bitter . . . .
(Ir, i, 6‘ - 77)

The above, very powerfﬁl lines show a man wha5%an éxguie the
act of Adam and Eve, a man‘who’is dominated by his rationality
and will only be sati#fied.on the grounds of rational argu-
ment. From this point in the play until the murder the
play's acfion consists of a development of the implications ig
" in the abovefintellectual position; Cain becomes galled

to a.ievel of frustration‘where he commits murder. 1In

this way the plot exists not as a conflict of characters

bu£ as a kind of internal argument; the characters other

than Cain do not function as individual people so much

in Cain's mind. On this level the characters of Luéiier,

Adah and Abel mefely personify‘different aspects of. the

efféc£ of‘:eligious faith. A consideration of thesevchérac*
teré"roles in the pyarugaerscorgs again the dilemma which

Cain faces_asban exponent'of cfitical thought; in refusing

to submit his intelléctﬁai‘beliefsvto a higher ajithority he
takes the honourable path but the less pleasant one.

1



Lucifer functions in the play as a representation of

what Cain believes in, but he gives those ideas the authority of '

an imdividual who has the experience of fighting God through
etgrﬁityi Lucifer is neﬁ, of course, painted entirely favour-
ably as he is shown contributing greatly to Man's ills. How-
ever, he is described as a rebel, one who has géccptéd honour-
able pain in lieu of surrendering his independence, and what-
ever negativity is attributed to him does not diminish the
admirable quality of his rebellion:

Lucifer.

53@7993& gift has the fatal apple given --

Your reason: -- let it not be over-sway'd

By tyrannous threats to force you into faith

*Gainst all external sense and inward feeling:
Think and endure, -- and form an inner world

In your own bosom -- where the outward fails . . . .

(II, ii, 459 - 464)

.
V~Lucifer:speaks as the chief enemy of God; the doubt af‘Gaa 53
encourages is honourable because it is based on man's reason
énd own rgsgurcesg However, the above portrait of a spiritual
war puts all the power on the side of God. Clearly, ¥tefusing
to submit to such an authority causes much pain: "'Gainst all
external sense and inward feeling:/Think and endufé . . . ."
Adah represents the value of trﬁe belief in the poem,

she loves Cain as much as she worships God, and when Cain sins

she is the only one to stand beside him. Adah thus demonstrates

the best counter-argument to Cain (besides the fact qhat his

refutation of faith led to murder):
Adah.
A dreary, and an early doom, my brother,
Has been thy lot! Of all who mourn for thee,
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I alone must not weep. -My office is
Henceforth to dry up my tears, and not to shed them;
But yet of all who mourn, none mourn like me,

Not only for thyself, but for him who slew thee. -
Now, Cain! I will divide thy burden with thee.
' (III, i, 544 - 550)
Adah is all mercy; although she feels Abel's.loss greatly
she loves Cain uncritically and has the strength to forgive
his sin. It can be :ecQQﬂizea that Cain loves Adah, but is
unable to follow her example:

Adah. Oh, Cain! choose love.
Cain. For thee, my Adah, I choose not -- it was
Born with me -~ but I love nought else.

(I, i, 427 - 430)
lithéugh Adah represents good it is a good which Cain could
only attain by denying ‘the powers of his mind. And that is a
sacrifice Cain is unwilling to make.

After talking and arguing with Adah and Lucifer, Cain
reaches the conclusion that worshipping God would involve the
submission of his critical rationality. It can be seen that
this belief causes Cain a great deal of frustration because,
by extension, anyone who accepts God without enquiry seems to
ain to lack moral courage, and it is hard for him to respect
such cowardice. Cain thus brings to his sacrifice not faith,
but a belligerent attitude -~ he demands that God explain
himself :

Cain. If a shrine without victim,

And altar without gore, may win thy favour,
Look on it! and for him who dresseth it,
Which must be won by kneeling: if he's evil,
Strike him: Thou art omnipotent and may'st --

For what can he oppose?
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When God refuses his less than wholehearted sacrifice Cain
seeks to tear down Abel's sacrifice and when Abel resists he
strikes Abel down. Abel's sin, to Cain, is that he is un-
willing to listen, unwilling to examine his faith in God,
declaring "Sole Lord of Light!/0Of good and glory, and etérnity;
/Nothing can err, except to some good end." Abel's vision of
God is precisely Qhat Cain desbises: unquestioning worship.

It is ironic that Cain strikes Abel down because Cain‘him;elf
refused to slaughter an innocent lamb; Abel represents to Cain
a belief which is capable of doing anything for God, yet Cain
is the one that murders. Cain's :atién;lity does not protect
him from fanaticism but, instead, because of the frustration

it oreates in isolatin§ him from his séciety; causes Cain ﬁa
behavehirrationally. Byron's presentation of the murder of
Abel daes not- excuse Cain so much as to show how frustrating
and potentially dangerous the effects of critical rationality

can be.'

H

Throughout the play there is a powerful impression o

or making any other choice than killing Abel. This impression

is first suggested by Lucifer's foreknowledge:

Lucifer: - First born of the first man!
Thy present state of sin, and thou art evil --
Of sorrow, and thou sufferest -- are both Eden

'In all its innocence compared to what 1
Thou shortly may'st be . . . . A
(Ir, ii, 219 - 223)

This suggestion is then echoed in Eve's curse on Cain, which

implies that as he was fated to murder Abel so will h

£



represent murder to the coming generations:
Eve. . « - the will of yon incarnate spirit

T Of death, whom I have brought upon the earth
To strew it with the dead.

Benc; fratricide! henceforth that word is Cain
Through all the coming myriads of mankind . .
(III, i, 419 - 439)

Eve connects Cain's act yitp her sin, and forecasts a conti-
nuance of sinning in the future. 1In this way it appears that
mankind's sins issue from the original one of Eve. and that
Cain's fate was determined from the moment of her fall. The
significance of these hints of inevitablility and foreknowledge
is that they bring into questio; the validity of moral choice..
If God is omnipotent how can man have free choice? And if man

does not have free choice existence becomes, indeed, oppressive

and rationality becomes pointless:

Adah. What is the sin which is not
Sin in itself? Can circumstance make sin
Or virtue? -- If it doth, we are the slaves

Of - ° . - -
) (I, i, 377 - 381)

It is not ;y intent;on to show that Byron fully explored the
knotty problém of free will and omnipotence, but this much
seems cIear:_ Cain's ratlonality and crztlcal attitude make
moral choxce more dlfflcult for him than those who follow
absolutes like love or unquestioning faith in God's rightne;s.
Cain's rationality leads him to éueations which he cannot ‘
answer; even- though hé trusts his rationality over unthinking:
‘acceptance, it doesn't clarify decigions but makes them more
complicatea.

Cain. If he ([Cain] be good,’



51

Strike him, or spare him, as thou wilt'! since all

Rests upon thee; and good and evil seem

.To have no power themselves, save in thy will;

And whether that be good 6r ill I know not,

Not being omnipotent, not fit to judge

Omnipotence, but merely to endure

Its mandate; which thus far I have endured.

(I1x, i, 272 - 2?9)

Cain states that he has endured the mandates of God "thus
far", implying that he is now going to seize control of his
fate. However, all he manages to do is to indulge in a moment
of uncontrolled emotion which, no doubt, participates in God's
greater plan. Byfan‘s presentation of rationality, of the
value of Cain's refusal to submit to the greater authority of
society's beliefs, is devastatingly ambivalent. Byron's Cain
is honoured as a rebel of fierce self-mastery and forgiven as
a sinner who lost gontrol in an atbtempt to be intellectually
honest. However, like all the men we have seen who followed
the impulse to explore the fullest range of critical thought,

Cain above all is an individual who suffers from, and for, his

critical rationality.

"The Prisoger of Chillon"

Like Cain, "The Prisoner of Chillon" pits one individual
against the whole Egree of society. Haweﬁgr, instead of
showing its protagonist withi;anding society's influence no
matter how ambivalent the victory, "The Prisoner of Chillon”
shows him being changed by his prison experience. The pri-
soner is jailed because ﬁg believes in freedom, bu£ he even-
tually comes to reject this belief. The plot cf the poem is

thus the prisoner's changing perception 6f himself when placed
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prisoner of society, but of his own view of himself -- not
only is escape never suggested as being possible in the poem,
the prisoner comes to lose his ideals: they are ihawn ag
being conditional on circumstances. The effect of the
prisoner's self-examination is to make him reject those
ideals, as Jell as reject the existence that holds such ideals
as absolutes. Significantly, the prisoner is unnamed in the
poem (although, of course, he is mentiénea in the notes to the
poem), for he comes to represent every man, and his imprison-
ment demonstrates the limitations of all men. As Andrew |
Rutherford says: ". . . his [the priénﬁéf'g] tgéught: and
life were narrowed to the dungeon's scope and he had no idea
of escape, for after his ggperigncé there the whole earth
would only be a wider prison to himf;7 The final message of
the poem shows Byron viewing a heroic character in terms of
the conditional nature of heroism and recognizing that ideals:
taken out of society seem unreal -- the prisoner needs some
kind of context in order to be heroic. This kﬁauledgg of the
critical individual's reliance on society points out again the
dilemma of the disaffected individual's need for society
da:gitgahis centeﬁpt; Not only does the prisoner need society
to be happy, he needs it to make his ideals have meaning.

The first point to be made aﬁaut_thg form of "The
Prisoner of Chillon" is Byron's use of prison as the setting

;na dominating image of the poem. The prisoner is a man who
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has been in jail for decades -- away from social cant and
illusion his remarks have the weight of an cverwhglming'
experience. Yet his view éf man is not, as the reader might
expect, that man can transcend his environment, but rather
that man is determined by his surroundings. 1In this way

or holding

Q

social laws appear artificial, but those ideals

Iy (2]

which society jailed the prisoner also seem artificial. The

tence; the prisoners exist away from society but still feel.
and articulate its effects. A similar use of imprisonment as
a dominant image with, however, a different message can be

seen in William Godwin's Caleb Williams. The comparison of

these two works is helpful for undgrstanding Byron's use of

the theme of imprisonment because both view prisons as

[V

use-
ful device for conveying man's essential nature, despite the
fact that they have different views of that nature.

In Godwin's novel Caleb Williams is imprisoned unfairlf.
For Godwin jaii reéresents society, and the injustice of being
;aileé mir:afs the imgrisaning effect of ségial existence. 1In
the novel Caleb is initially depressed by his jaiiing,.but as
time goes oh he overcomes his despair and reaches what Godwin
considers to be his true potential as a human being:

I eluded the squalid solitude of my dungeon and r! Q.

wandered in idea through all the varieties of

human society . . . . While I was thus employed

I reflected with exultation upon the degree in

which man ig independent of the smiles and frowns
of fortune.?8

Caleb escapes the prison's deleteriocus effect not only in being
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optimistic, but in being able to live imaginatively outside
his jail. "This imaginative escape foreshadows his eventual

physical escape. With his mind free of the imprisoning effect

[ ]

f society Caleb articulates a new view of man:
Such is a man in éim:glf considered; so simple his
nature; so few his wants. How different from the man
of artificial society! . . . he [social man] is de-
pendent on a thousand accidents for tranquillity and
hgglggf }9@ hi§7§gdg and ?391!??3 agithgﬁéerEian of
whoever will satisfy his precious crabbings. -
Godwin believes in the possibility of man overcoming society's
pernicious effects; Byron, as we have seen, is not as con-
vinced that such a revolt is possible. . Rather than overcoming
the despair of béiﬁg in prison, Byron's prisoner becomes
changed by his depression. However, it is sij-ifieant that
both pratag@nists only EQEE*t%;KﬂGH their natures through
living in prison. For both writérs imprisonment rgpraignt; gr
’psgehclagical crisis; as characters speaking to the reader
their perceptions have a very powerful crgdibility.! As well,
' both writers' vision of man is seen enacted through their
protagonist's evolution in pri:ﬁn}_the prisoners bath*artiégf
late their author's viewpoint and convey it through their
behaviour. The prison places man against a bleak background
-- in Byron's case, as I shall iﬁéﬂ; this bleakness perfectly
matches the prisoner's pessimistic assessment of man's nature.
"The Prisoner of Chillon, " then can be ragarded as a
draﬁatic monologue by a man ﬁha remembers his years in prison,
The pfisaner's canfingm;nt reprgsenﬁs a consideration of what

would happen if a man lost everything that seemed to make life



worthwhile. By being imprisoned, Byron's protagonist loses

-his brothers, his feeling of being part of society, his love

A

of beauty and his love of freedom. He kgéps his faith i

God, but this faith retreats from the "real world." Instead
-
of viewing existence as providential he comes to see it

s
being untouched by God; God exists but has little to do with
daily life. Thus the priéaner rejects suicide nﬂt'because éf
faith, but because he adapts to his imprisonment. The pri-
soner learns to accept his minimal life; the prison becomes
the entire range of his existence and he grows to bi!hEPEY in
that limited view. When the prisoner finally leaves the pri-
son he demonstrates that he will always Se a prisoner of hig
surroundings, convinced that life has no value transcending
daily existence: " . . . even I/Regain'd my freedom with ég
siga™ (11. 390 - 391). It can’bg seen that §y:§n-; use of
"voice" and verse form in the poem both help develop the
characterization of the prisoner. Eyran uses first person
because he is iiming at a very personal communication -- the
reader is meant to ﬁiju;lizeAthgrm;n :ggaking and to judge the
protagonist not only on what he says but how he says it. The
prisoner is thus an old man, whose mind has be;; shaped by his
vears in prison. The relatively simple verse form is uied
here to give an ease of expression to his Gﬁrés which conveys

a sense of "inewjitability": the prisoner has broocded over his

memories 8o long that they have become part of his mind, and
he delivers his ixperiences much as he would trace the surface

of the jai 1l with his fingers.
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The poem opens with the prisconer describing himself:

My limbs are bow'd, though not with toil,
But ru;téd with a vile rgpasa,

And m;ne has bgen tha fata of thé:e : ,

To whom the goodly earth and air o

Are bann'd, and barr'd . . . . )
: (l11. 5 - 10)

The p:ilqngr thus establishes that he has been phyuically

changed by his imprisonment and that he is conscious of the

change. The reasons for his imprisonment seemvague: ". . .

for my f%thgr's faith/I suffer'd chains and courted death”

(11. 11 - 12). The prisoner never indicates what exactly his

tion therefore seems general.

Before depicting his brother's death the prisoner

, gﬂmﬂents:

. - . these eyes,
. Which have not seen the sun so rise ‘
For yYears -- I cannot count them o'er,
I lost their long and heavy score,
When my last brother droop'd and died,
And I lay living by his side. ‘

' (11. 42 - 47)

In losing count of ﬁhe years after his brother's death the
gri;ana: shows that he doesn't live as others déi’ Time for

him has become measured not as a succession of days or sun-
rises but as a fixed pattern; the priiﬂn-: s perceptions have
become as changed as his body. He doesn't even see by the
light of normal existence, as sunlight seems out of place in
his prison: “"Dim with a dull imprisoned ray,/A sunbeam which
hgth lost its way”" (1l1. 30 - 31). Both brothers represent

aspects of humanity which tied the prisoner to mankind. The

LY
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first brother to die had a solitary love of the woods:
He was a hunter of the hills,
Had follow'd there the deer and wolf;
To him his dungeon was a qulf,
And fetter'd feet the worst of ills.
- {(11. 103 - 106)
He thus represents a natural, free-ranging response to life
which, of course, is part of the Romantic love of freedom.
The other brother represents love of fellow man, both in his
personal attraction which makes people love him, and in his
own 1avetaf mankind:
.- . hc was as pure and bright,
And in his natural spirit gay, '
With tears for nought but others' ills
And then they flow'd like mountain rills,
Unless he could assuage the woe
Which he abhorr'd to view below.
. , (11. 86 - 91)
His brothers loved nature and other men, and when they die
the prisoner's own love of these values is shaken. Both
brothers' deaths seem slow and inevitable and the prisoner is

ccept, their deaths, and the death of the ideals

Hy
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they represent, as a gradual fact; not as sudden accidents

pattern of daily existence:

Oh God! it .is a fearful thing
To see the human soul take wing
In any shape, in any mood:
I've seen it rushing forth in blood,
I've seen it on the breaking ocean

'+ But those were horrors -- this was woe
Unmix'd with such =-- but sure and slow . .

1. 177 ~ 185)

[

(
The prisoner had loved his brothers as he loved mankind; they

represented the values which he could respect in other men:



The last, the sole, the dearest link
Between me and the eternal brink,
Which bound me to my failing race,
Was broken in this fatal place.
(11. 215 - 218)

'The prisoner's connection with his previous existence, the
f!EEA‘dearest link,” is severed. He thus falls into a kind of
o - coma, where existence seems stripped of meaning:
Y ;
- « . Vacancy absorbing space,
And fixedness without a place; 7
There were no stars, no earth, no time,
No check, no change, no good, no crime . . ., .
(11. 243 - 246)
The prisoner shows himself completely bereft of previous
convictions, or even of consciousness. He goes on to re-
cover from this state, but without his ideals.

The prisoner is brought back to life by a bira, which

represents his old beliefs: "I sometimes deem'd that it might °

be/My brother's so:l come down to me." However, the prisoner
rejects the bird as a symbol both of his previous love for
nature and for mankind. He has changed, he no longer feels
comfortable with his pPrevious convictions:
_ A single cloud on a sunny day, é

While all the rest of heaven is clear,

A frown upon the atmosphere,

That hath no business to appear

When skies are blue, and earth is gay.
- (11. 295 - 299)

Like a cloud out of Place in an otherwise clear sky the priso-
ner feels himself different from nature and other men. iIn
recognizing -this change he tries to come to terms with his

previous love of nature:
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- « « I was curious to ascend .

To my barr'd windows, and to bend

Once more, upon the mountains high,

The quiet of a loving eye.

I saw them, and they were the same,

The‘ were not changed like me in frame . . . .
' (11. 328 - 333)

The way in which the prisoner is changed is simply that he
can't believe in ideals which seem irrelevant to his existence
’in prison. Mountains, like his old ideals, don't change, but
he has changed. This knowledge causes the prisoner pain, and
he is glad to escape into his prison, knowing that as he does
80 the prison represents the death of his old self:

The darkness of my dim abode

Fell on me as a heavy load;

It was as is a new-dug grave,

Closing o'er one we sought to save, -- o

And yet my glance, too much opprest, Y

Had almost need of such a rest.
(11. 360 - 365)

§

The piisoner has adapted to his prison and even takes pPleasure
in participating in the "life" of the jail. He lives as the
animals do, in daily existence without abstract beiiefs:

With spiders I had friendship made, .

And watch'd them in their sullen trade,

In quiet we had learn'd to dwell;

My very chains and I grew friends,

So much a long communion tends

To make us what we are . . . . :
' (11. 381 - 391)
The prisoner's mind, like his body,‘has.become alterad and
- he no longer believes in the id®hls which caused his impg}gen—i
- ment. The'importance of ihe,prison'g éffect on him is sugges-
ted by the fact that he can't even tolerate his previous
freedom. The prisoner will never escape the limitations of
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When theipriSGner is separated from society he ch;ngis_
The poem'thug ;ffifms that the Eeligfs one assumes in scc;ety
are artificiai == not just the bgliéfs the prisoner fought
ag#in-t, but also the ones he supported. Ideals and beliefs
don't have an "essential"” nature but.rather spring from the
conditiéné of sgeial_existencti This being true, the question
can legiti;;tely be asked: how does one live in society after
,recognizinﬁ the arbitrary nature of the ideals which give
existence meaning? It can be seen from the end cf "The Pri-
soner of Chillon" that the circumstantial nature of belief
asserteé by the prisoner's rationality disrupts- his social
existence. He learns that many of the ideals he held were a
‘"sham®; they aren't able t@féu:viva hie imprisonment and
attually need society to make then seem valuable. After
seeing that his ideals can't exist outside of society the
prisoner is® unwilling to live in society -- in accepting the
loss of his ideals the prisoner aeeepts!the loss of social
existence. The prisoner's disillusionment, which results f£§Q
his imbriaonmgnt, reflects the disturbing power of critical
rationality. Rationality can strip social existence of its
"illusions," but once so demystified, life in society becomes
more difficult. Byron does not make explicit the connection
between prisons and the kind of critical rationality I have
been considering. However, as the griscner isrungbla to live

in society so too the rgadagézf "The Prisoner of chillan‘ must

consider the difficulty of adhering to ideals which are as
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61 .



CHAPTER V

Don Juan Canto I

For Don Juan Canto I, as for all thg narrative poems
examined thus far, the consideration of what 'megning' the
poem conveys involves an assessment of the poem's structur#l
devices. More time has to be spent on assessing Don Juan
Canto I's formal properties £han Eiiﬁ or "The Prisoner of
Chillon" because in Don_Juan Byron uses a more complicated
strategy. Unlike the other tﬁo poems Don Juan Canto I is a
satire, which Holman defines as: -"a literary manner which
blends a critical attitude with Humour and Wit to the end that
human ingtitutions or humanity may be improvedf3° To accom-
plish the aim of improving society any satire must provide a
standard of behaviour, both to show in which direction
‘society should be improved, and to furnish a sharp edge which
‘can be applied to those institutions which the sgtirist wishes
to criticize.In the earlier two poems the standard was set by
the protadonisés"behaviour; even though the protagonists'
actions ended in tragedy Byron showed no hanourable ».alternative
in the poems. In Don Juan Canto i however, the sti;dard lies
not in the protagonist's behaviour but in the narrator's
responsé to Don Juan's behaviour. As the first lines of the
poem imply Byron is dealing with a new klnd of hero in Don
Juan Canto I, and he cézveys his heroic standard in a new way

as well:

I want a hero, an uncommon want,
When every year and month sends forth a new one,
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Till after cloying the gazettes with cant, s
The age discovers he is not the true one. ’
(1, ‘i)

Don Juan Canto I has three main characters: Don Juan,
Donna Julia and the narrator. The basic plot of the canto
involves the coming of Don Juan into sexual manhood, a state -
he achievgs through his affair with the married Donna Julia.

The canto, of course, is concerned with much more than telling
a story of young love and cuckolding -- the narrator's func-
tion is to provide a standard 6f cynical, wordly cémmen;a:y‘
which satirizes all the attempts society might make to view
the affair sentimentally. Although there is a tendency to
view the narrator and Byron as identical this is actually a
mistake. The canto does satirize sent;mentallty, but it urge
much more than cynicism; it calls for a recognition of the

tendency of individuals in society to reify institutions and

misunderstand natural emotions. The narrator in the canto is

the disaffected intellectual we have' seen throughout Byron
poems, but instead of railing against the conventions and
institutions of society he is now resigﬁed to thaé, viewing
life with & kind of experienced acceptance which laughs it
rather than indulges in sentimentality. The narrator's §unc—
tion in the canto goes beyond tﬂis rgle.rhawe?gf == just as
the narrator with his d;greésionsband comments about his
digressions undercuts the social response which would senti-
mentalize Julia and Juan's relatienship, so the narrator also,

implicitly, undercuts the reader's response to the canto's

plot.
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Byron is, as T.S. Eliot pointed gutgzl one of the
consumate story-tellers in English Literature. Byron forces
the reader to like Juan, forces the reader to identify with
him and to see in Julia all the sexual possibilities one can
imagine in the situation of a twenty-three year old woman
marriedit@ a man of fifty years. But, while having the
reader fél}ﬁﬂithé story and care about its participants,
Byron also has the narrator "shock" the reader by uncovering
the very narrative devices he used to entrap him. For
example, at the very mamentgﬂuaﬁ and Julia are to consumate
their affair, the narrator interrupts with a digression
about Plato: ' .

Oh Plato, Plato, you have paved the way

With your confounded fantasies to more

Immoral conduct by the fancied swa

Your system feigns o'er the countrolless core
Of human hearts than all the long array

Of poets and romancers. You're a bore,
A charlatan, a coxcomb, and have been

At best no better than a go-between.
(1, 116)

As will be seen, this passage reflects the concern voiced
throughout Canto I about the danger of "cant” being hypo-
critically used ta'justify any behaviour. However, the

pasgsace does more than make this satirical point. Such an

interruption, humourous though iﬁ is, breaks the spell of the

O ‘
narrative, strains the bcundiiﬁﬁé "suspension of disbelief"
LA i’

. , B A ,
- beyond recovery. In other wﬁt%;-this"digres:isn points out

to the reader that Byron is telling a story, that he is

manipulgting the details of the plot and that Juan and Julia

have no exiatence beyond the confines of Byron's story-telling



skill. The digression at this point in the canto brings the
reader up short, and on reflection he has to question whether
details have been arranged to make the story engrossing and
therefore a kind of lie. The notion that a story is fictional
is, of course, obvious, but bringing up this question just
when the plot is reaching its climax takes the paém out of
the privileged realm of narrative art into the realm of E
product. Don Juan Canto I is ironic throughout and the final
sourée of irony in the poem comes from the reader's reecgni—'
tion of his own surrender of a critical response to the tale -
Byron is telling -- of being entranced by the clichéd plot of
sexual intrique. The result is a satire which "satirizes"
narrative art and, 'as well, which doesn't attack society so
much as uncover man as a social being, dependent on social
conventions includ#ng language and literary form. The reader
can recognize himself in society and see that his expectations
of and involvement in a story are themselves social conven-
tions, the result of the reéﬂer*héving learned to read "con-
ventionally.”™ Cant is not, therefore, an assumed mask which
can be discarded at will but an intrinsic part of social
bepaviour; This recognition of the inevitable "conditioning"
invoived.in social existence keeps the poem from giving any
’alternﬁte standard of belief other than warning against
letting any belief becoming reified to the point where it
,Happcars "natural® and "true." To rephrase in terms of the
disaffected iﬁtelleetual seen in previous poems: Don Juan -

Canto I suggests that ;hé disaffected intellectual will
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become frustrated when attacking cant because of hi* failure
‘to recognize that cant is a necessary part of social exis-
tence. ‘

As indicated, Byron's strateqgy in Don Juan Canto I is
to use his gtgryntellingrskill to get the reader involved in
the tale of the canto and then, through change of eéﬁtext,
digressions, ridiculous éituatians, eﬁc!, make the reader
recognize that society céﬁstantly establishes false assump-
tions about sexuality, love, fauth, innocence, etc. My éxamis
nation of Canto I's "upsetting”™ will have two parts: I shall
first consider Byron's formal devices of verse form, time
setting, foreign settings, and use of incidents from Byran;s
life; and then I shall show how Byron distorts the narrative
form to make a satire. My intention in both sections will be
to show how Byron satirizes society and, beyond that, how he
“satirizé;“ the reader's response to the canto.

It can be seen that Byron's use of formal devices in

Don Juan Canto I answers technical problems Byron has been

addressing thrgugh.éll the poems examined thus far. The ini-
tial problem dealt with here concerns his choice of verse
form. His use of "ottava rima”" verse clearly responds to the

requirement first presented in the preface to Ch;lde Harold's

Pilgrimage: .
.
'~ The stanzas of Spenser, according to one of our

most successful poets, admits of every variety.
Dr. Beattie makes the following observation: --
"Not long ago, I began a poem in the style and
stanza of Spenser, in which I propose to give
full scope to my inclination, and be either droll
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or pathetic, descriptive or sentimental, tender or
satirical, as the humour strikes me; for, if I mis-
take not, the measure which I have adopted admits
equally of all these kinds of composition.”

Ottava rima is better suited to the freedom described in
the above because, of course, it is relatively simple. As

Holman states, it has "a stanza pattern consisting of

‘'eight iambic pentameter lines riming abababeei“32 The

versatility such compositional freedom provides Byron he
. later identifies as one of the key properties of Don Juan:

« « » I will answer your friend C [ohen], who ob-

jects to the quick succession of fun and gravity [in

Don Juan], as if in that case the gravity did not
(in intant;an, at least) heighten the fun. His me-

taghgr is, that "we are never scorched and drenched

-at the same time". Blessings on his experience!

Ask him these questions about "scorching and drench-

1ﬁg . Did he never play at Cricket, or walk a mile
in hot weather? Did he never spill a dish of tea

over his testicles in handing the cup to his charm-

er, to the great shame of his nankeen breeches?

Did he never swim in the sea at Noonday with the

- Sun in his eyes and on his head, 3§1ch all the
foam of the Ocean could not cool?

In order to allow Byron to accomplish his satirical points

acility in arranging dif-

]
]
\rr
Hy

ottava rima give

ferént contexts and points of\view. As wéll, the campési—
tiohal freedom in Don' Juan Canto I Pa:édcxicélly also makes
- the :gadgrlmc:e aware of the canto as constructed artifice,
'becauge the shifts in it are extreme to the p@%nt of bging
"sloppy"; words sometimes don't quiti'rhyhe and one gets an
impression of Byron's not bothering tc'rgvritE'thg poem:
"don't ask me to alter, for I can't: -- I am obstinate and
lazy -- and there's the truﬁhi“z4 This atmosphere of

unconcealed devices makes the reader question poetry, makes
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the reader ask where craft ends and truth emerges.

Byron's "uncovering"” his technique is also evident in
his use of his time framework. 1In the preface to Sardana-
palus Byron shows his concern with the use of time in his
comments about the "unities”:

The Author has in one instance attempted to pre-

serve, and in the other to approach, the "unities";

conceiving that with -any very distant departure

from them, there may be poetry, but there can be

no drama.

The unity of time, which is the unity which Byron observes

in Sardanapalus, refers to the attempt of the author to

have the action of the pii! occur within a twenty-hour period,

or slightly over this periadg The reason for this unity of
time is given by John Dryden, a writer Byron much admired:
) "The unity of Time they (the Ancients] comprehend in.
twenty-four hours, the compass of a Natural Day,
Or as near as it can be contrived; and the reason
of it is obvious to every one, that the time of
‘the feigned action, or fable of the Play, should
be proportioned as near as can be to the duratiﬁg
of that time in which it is represented . . . .3°
In Don Juan Canto I, of course, Byron is not concerned with
. .
the unity of time as it is not a drama.- However, thesa
theoretical deliberations show that Byron is conscious of
the impljcations of manipulating the 4#ime framework of his
poeﬁs -~ of the significance of concentrating all the action
of a work iﬁta a period of time which corresponds to the
reader's sense of versimilitude. In Canto I Byron's use of
time is very plastic, with the narrator giving the history
" of Don Juan as he sees fit. However, more significant than
the poem's time scheme per se is the narrator's digressive

LN
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commments about this use of time. In Stanzas 120 and 121

the narrator interrupts the plot with the following
comment :

T (1 will take] a poetic licensae,
Which some irregularity may make

In the design, and as I have a high sense
of Aristotle and the rules, 'tis fit
To beg his pardon when I err a bit.
This license is to hope the reader will

Suppose from June the sixth (the fatal day,

Without whose epoch my etic skill
For want of facts would all be thrown away),

But® keeping Julia and Don Juan still o
In sight, that several months have passed. We'll say

'Twas in November, but I'm not so sure
About the day; the era's more obscure.

\ﬁhe effect of this digression is to make the reader recog-

*;za that the story does not unfold as "it happened"™ but ~
"éﬁ Byron arranged it. Readers, of course, unéﬁﬁsciaugly

;iléw authors to manipulate events and the time in which

thgy ‘occur, but Byron here makes the reader recognize this
a;lawance. Byron brings to the reader's attentién the

nature @f poetic license and the fact that readers have to

acquie scé in the author's intentions for such license to be
taken. - | :

Anotherx tagh nical device seen in Qirli;r poems and in

E ]
Don Juan Canto I is Byron's use of exotic lands as a setting

for the nar:aﬁivei In Childe Hafald‘i Pilgrimage Cantos I

and III, litting the action in overseas has two purpo:gl- it
di;tancas the prgtaganilt from ;ﬂclaty thus allowing him to
"see"” that society more clearly, and in travelling in

foreign lands the protagonist is brought into contact with
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significant places in his culture's history. Byron's use
of Spain as setting for Don Juan Canto I is different,
however, in ﬁi}t he uses the English cliché of Spain as a
"hot" land with inhabitants much more passionate than the
éitizens of the "cold" land of England:
'Tis a sad thing, I cannot choose but say,
And all the fault of that indecent sun,
Who cannot leave alone our helpless clay,
But will keep. baking, broiling, burning on,
That howsoever people fast and pray
The flesh is frail, and so the soul undone.
What men call gallantry, and gods adultery
Is much more common where the climate's sultry.
: * (I, 63) -
In the above lines Byron mocks the idea that bgha%icr is
more emotional or uncontrolled because of a country's proxi-
mity to the sun. As well, Byrbn's ironic assertion that
adultery can be blamed on climate implies that to view
social inhibition on sexuality as being "natural® is also *
absurd. The passage suggests, in other words, that although
conduct is controlled by social mores, man's controlled
. / Y L
behavior does not correspoftd to his nature but is rather
‘based on arbitrary conventions.
In considcring this use of a foreign culture to comment
upon "home" society it is helpful to recall Stendhal's con-

trast, in La Chartreuse de Parme, of'the "hot-blooded*”

passions of Italy to the "frigid™ logic of France. In his
forward. to the novel Stcndhal'statns;;
I am publishing this tale without making any‘altgraa

tions to the manuscript of 1830, a course which may
have two drawbacks.

The first affects the reader: the characters, being _ .

4

e
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Italian, may possibly interest him less, since hearts
in that country differ somewhat from hearts in

France. The Italigns are a sincere and simple-hearted
people who, without any notion of taking or giving
offence, say exactly what they think. They are only
vain by fits and starts, and then vanity becomes

a passion . . . . What would be the use of endow-

ing them with the high morality and pleasing graces
of French characters, who love money above all things,
and seldom sin from motives of love or hatrgd?BEThe
Italians in this tale are almost the opposite.”"

The "description" of thé It%iian and FfenGh'pe@g;es estab-
lishes the dangers of oversimplifying the diffg:eﬁcei between
societies. The Italian people may appear to be different
from the French, but the difference is only social, not ?lji?
chological, as all individual:Aare.capgble'cf sinning for
love or money. Stendhal and Byron both shaw-ﬁhat the charac-
terization of any race as being dominated by just one quality
surface.rnat for the human "nature” uﬁderlying this surface.
The use of fé;éign seggi?g; by Byron has an added signi-
ficance when one realizes that by the time Byron wrote Don
Juan Canto I he had been forced to leave England and live on

the continent. The question of the reader's rggpﬂﬁse to

blance to Byron's life is a question which occurs throughout
his poetical career. As I stated, despite his protestations
to the contrary, some of his poems don't seem to have had
their biographical material worked to the level of lutcnagéui‘
-art and thus the reader is allowed to ignore the message
Byron is trying to convey. This problem of biographical re-

ference is brought up in Childe Harold's Pilgrimage Canto III




when, as I indicated, Byron presents the poem as a work
dealing with his life: )

Is thy face like thy mother's, my fair child

Ada! sole daughter of my house and heart?

When last I saw thy young blue eyes they smiled,

And then we parted, -- not as now we part,

But with a hope.
In Don Juan Canto I Byron also makes references to situa-
tions in his own life, but his purpésé here is different

than in Childe Harold's Pilgrimage Canto III, as by tanta-
UL L. 22 = :

source of irony in the poem -- he makes the reader question
the extent to which the poem mirrors Byron's own life and
the extent to which it is fictional art. Following is a
comment referring to Byron's reputation as a Regency rake:
Oh pleasure, you're indeed a pleasant thing,
Although one must be damned for you no doubt.
I make a resolution every spring '
Of reformation, ere the year run out,
But somehow this my vestal vow takes wing; _
_Yet still I trust it may be kept throughout.
I'm very sorry, very much ashamed,
And mean next year to be quite reclaimed. 7
(I, 149)
The above stanza is part of a digression appearing imme-
diately after Juan and Julia's cgn:umaticn»scane has been
described. The digression encourages the reader to identify
~the narrator with Byron -- to be reminded of Byron's famous
sexual profligacy. In this way Byron uses English society's
image of him.as a prurient poet and the above lines can thus

be taken as representing acceptance, if nét actual urging,

of hedonism. However, by placing this autobiographical
o= ¥
‘comment after the somewhat critical description of how Julia
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has ratisn;lizcé her infidelity through har religious b!ligfa,
Byron forces th? reader to recognize that Byron does not
completely agree with the narrator's relaxed attitude towards
the distortion of religious beliefs: "somehow this my vestal
vow takes wing.” The reader is thus made to see the fallacy ‘
in idgntifying the narrator Ww¥h Byron. This fallacy is
shgwnrmgrg clearly wﬁen the readef considers the narrator's
satirical comments about Donna Inez, a woman whom Byron de-
nied represented Lady Byrgn,37 but yet who carries some very
striking similarities:

Perfect she [Donna Inez] was, but as perfection is
"Instpid in this nanghty world of ours
Where our first parents never learned to kiss
Till they were exiled from their earlier bowers,
ﬁhere all was peace and innocence and bliss
ﬂef how they got through the twelve hours) .
like a lineal son of Eve,
thn plucking various fruit without her leave.
(I, 18)
The narrator here is describing the likely result when a

woman of very strong morality is married to a man of lesser
virtue. Such a satirical description could well be applied
by a knowing reader to the relationship of Lord Byron and
- his Lady. However, at other times Byron stated that Lady
Byron was not to blame for the failure in thgif marriage:

Neither in word or deed nor (as far as thought can
be dived into) thought, can I bring to my recollec-
tion a fault on her part, or hardly even a failing.
She has never appeared to me as one of the most ami-
able of human beings, and nearer to perfectlan than
I had conceived could belgng to humanity in its pre~
sent state of existence.
£
The significance of these contrary accounts of marriage be-

tween two different kinds of people is not to sgggajt that



Byron believed either that his wife's "perfection® caused
their marital difficulties or that they é@mﬂiﬁd in ;pite of
her virtues. Thg'pain£ is rather that Byron is capable of
holding a camplaxﬁ even contradictory attitude towards mar-
.riage, as towards society in general. To insist that the
satirical attitudes in. Dgn Juan Canto 1 represent exactly
Byron's own ap;n;cns is to reduce the ;@mplex;ty of his
response to a simplistic level, because in Canto I Byron is :
trying to make the reader sgé the constant danger of rei-
fying beliefs. By treating the standard represented by thg
narrator as Byron's ideal, and by treating the poem as b;g:
gréphg the reader commits precisely the fault Byron is
attacking.

The consideration of the changed use of personal
experience in Déanugg Canto I leads to an examination of his
changed use af characters in the ' poem.. In Ganto I, as indi-
cated, the. narrative itself is not thg‘dgmingnt formal element
!al the narrator introduces a standard of behavior which gudga;

) .
the pfatgganiit'g actions. The reader participates in this
judging of the ch;racters‘ behaviour and is thus distanced
from the narrative; Byron céqvays-his *message® not primarilyf
thrcugh!his characters' actions but through the narratgr';
cammantl about those actions. Thig is not to say that the
charaeﬁ;zs are poorly drawn, or that they exist as- caricature:.
However, although the reader «can appreeiate Julia and Juan as

distinct indivgsualsg they are more rewardingly viewed as
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representing a cultural viewpoint that the narrator will
comment about rather than as individuals acting as autonomous

beings. This change in Byron's use of his characters can be
seen by comparing them to the protagonists in his earlier

poems. In Childe Earalgjs,Eilgriﬂéqép Cantos I and III, Cain

and "The Prisoner of Chillon," the protagonists have self-
contradictory characters and the plots of the poems are de-
signédvté show that their contradictory behavior issues from
the paradoxical nature of their characters. In DﬁprJﬁgn éAnta
I the characters function more as representations of social
beliefs. The reader is not meant to empathize with the charac-
ters as much as in g&;ier poems, but rather to perceive them
as ﬁem@nstraﬁing beliefs which the narrator can reveal as
being false or, at best, arbitrary. There are three charac-
ters which function together in this way: the narrator, Donna
Julia and Don Juan. | ‘

In ¢éonsidering the character of the ngriatar in Don Juan
Canto I, one is immediately struck by the amount of humour the
narrator has éﬁ:hum@ur being a quility whig? is almost com-
pletely absent from the poems considered previously. It can
be seen from the humourous tone af;thg canto that the narrator
rather than being'indignént can appreciate the ridiculous
aspect of the thiﬁgs he sees. Perhaps the most succinct de-’
scription of the tone the narrator affects is found in one of

Byrén‘s defences of Don Juan: 4
S , — s
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As to "Don Juan”, confess, confess -- you dog and be
candid -- that it is the sublime of that there kind of
writing -- it may be bawdy but is it not good English?
It may be profligate but is it not life, is it not
the thing? Could any man have written it who has

not lived in the world? -- and (t)ooled in a post-
chaise? . . . I have such projects for the Don but

the Cant is so much stronger  than the (Cunt) nowa-
days, that the benefit of experience in a man who

had well weighed the worth of both mogssyllables

must be lost to despairing posterity.

The impression of the author of Don Juan conveyed in the
above comment suggests a man of the world speaking to other
experienced men. Again, as noted, the persona of the poet
suggested here is not completely identifiable with Byron.
Although there is throughout the poem the cynical appreciation
of sexuality suggested in the above, Byron also defends the
poem 6n the grounds of its morality, a defence which separates
the narrator frdm Byron the artist who wrote Don Juan:

. Don‘Juan will be known by and bye, for what it

is intended, -- a Satire on abuses on the present states
of Society, and not an eulogy of vice . . . .40

The canto thus establishes a narrator who has Qpent his
fime in society and yho has seen events similar to those he
describes. The result of the narrator'skyears of society
life is that he feels beyond the illusions of love and youth-
ful ;nthusiasm; he respects the power of the emotions which
seize Julia and Jﬁan, but he knows from his worlcily -wise per-
spective that lov; is more a matter of ingtincts than ideals:

No more -- no more -- oh never more, my heart,

Canst thou be my solq world, my univergel'

On all in all, but now a thing apart,
u canst not be my blessing or. my curse.

The illusion's gone forever, and thou art
Insensible, I trust, but none the worse,



And in thy stead I've got a deal of judgement,
Though heaven knows how it ever found a lodgement.
(I, 215)

The result of the narrator's experience is, as the above
lines state, that he has gained judgement. He describes
Julia and Juan's feelings ironically because he is always
avare of the reality of man's sexual "nature” lying beyond
the artificial way society wishes to view social relation-
ships:

Even innocence itself has many a wile

And will not dare to trust itself with truth,

And love is taught hypocrisy from youth.
(1, 72)

social "games" which both cover up sexuality and can be

manipulated to allow its consumation.

There are three characteristics about Julia which Byron

‘uses to have the narrator satirize society: she is pretty,
considers herself respectable, and is a twenty-three-year
old married to a fifty-year éldib As will be feen in the
discussion of the narrative, the plot of Don Juan Canto I
exploits all the pagcntial the reader can find in thege
characteristics. Thi§ cgtalagug of features is Preciégly
given by Byron in ﬁhg llowing 1}3&: *she/Was married,
;harming, chaste, and twenty-three" (I, 59): In this

- aggcripéian Byron puts the ghysicai fact of her age after_

three adjectives representing her appearance, and thus

imglicitly questions society's belief that a woman's nature

" is changed by being married. The placing of her age at the

A

~J

i



end of the line shows that the desires natural to a
twenty-three-year old remain despite the apparent conven-
tional chasteneas of the married state/. This suggestion of
"natural” appetites lying beneath an artificial "civilized"
surface is further conveyed in the following comment:

Her eya (I'm very fond of handsome eyes)
8 large and dark....there would arise

A something in them which was not desire,
But would have been, perhaps, but for the soul
Which struggled through and chastened down the whole.
(I, 60)

be waging a battle to control the physical desire which she
feels. Julia represents a woman who feels‘sexual appetites,
but is bound by the fact that she is married and feg;s self-
respect as a "chaste" Wé;an— In order for Julia to gratify
appeArance. This hypocrisy or social "rationalization"” will
- be seen to be the dominant factor in the plot of Don Juan'f;F
introduction to sexuality. _' ¢
Julia has the controlling role in her and Juaﬁ‘:xrfla-'
tionship because, very simply, Juan doesn't have the.expari—

-

ance to kﬂ@ﬁ!hﬁ? to satisfy his desires:

The hand which still held Juan's, by degrees
Gantly but palpably canfi:med its grasp,
As if it said, "Detain me, if you please.”
I cannot know what Juan thaught of th;s,'
‘But what he did is much what yom would dn.
, His young lip thanked it with a grateful kiss
: And then abashed at its own joy, withdrew
In deep despair, lest he_had done amiss.,
Love o very timid when 'tis new.

(I, 181 - 112) -



Juan is young and has strong feelingé ~- all he needs is a
knowledgeable hgnd to guide him. 1In this way Byron satirizes
the cliché of the male dominating sexﬁal affairs, which of
course is the impression conveyed by the "Don Juan" legend.

However, Juan's character is also used to suggest that sexual
\

seducing innocents, but rather of men and women trying to

5

‘satisfy honest desires which are unable to find expressiah in

unnatural social roles. Juan is not controlled by socially

the affair, thus just obeying his instincts. Juan's youthful

eagerness, as will be.seen, is gaft of Byron's satirical

point about society’'s view of vice; once having appreciated
the ingenuous quality of Juan's fgglings it is difficult to

reg.rd him as a sinner, despite the fact that he is involved

» Having considered these formal élem:nt:,‘I will now

examine the plot of Don Juan Canto I. The story of Juan's

initiation into the world of adult sexuality is a subject

I

- calculated to spark the reader's interest, and it is a story

Byron tells skilfullyiA;geyand demonstrating Byron's narra-

tive abilities, however, the sedyction of Juan can be de-

=

scribed as a démcn:t:atien of the relati@éspip between socia
convention and "nétﬁrél? human im&ﬁ;ie.( As we have séen from
Byron's na;utqlijtié% cynical and practical characterization
of Julia and Juan, they are both réady and willing to be in-
vo.ved in an affair. The plot shows this emotional potential

\ e

s .
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being consumated as physical love.
Byron begins his examination of their relationship with
a recapitulation which stresses the impulses dormant in both:

Juan she saw and as a pretty child,
Caressed him often. Such a thing might be
Quite innocently done and harmless styled
When she had twenty years, and thirteen he;
But I am not s0 sure I would have smiled
When he was sixteen, Julia twenty-three.
These few short years make wondrous alterations,
Particularly amongst sunburnt nations.

)

Their association, to one as knowing as the narrator, is no

(I, 69)

longer innocent. Julia and Juan's behavior from this time
onwards exhibits two levels 'of meaning: on the surface they
pretend to be cold, but under that Julia fires emotion in
Juan:

Yet Julia's very coldness still was kind,
And tremulously gentle her small hand .
Withdrew itself from his, but left behind
A little pressure...n'er magician's wand
Wrought change with all Armida‘'s fairy art
Like what this light touch left on Juan's heart.
(1, 1)

The harrator is aware that love can be conveyed by the very
signil? thch would gseem to hide it or which would, to ﬁhe
onlooker, suggest that it didn't exist. 1In this way the
communication.n;;ns of society are used in a completely dif-
ferent way than society expects: !

But passion most dissembles yet betrays
Even by its darkness; as the blackest sky
Foretells the heaviest tempest, it displays
.Its workings through the vainly guarded eye, .
And in whatever aspect it arrays CoT
Itself, 'tis still the same hypocrisy.
' : (I, 73)

' ’ - el
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The nafrator's use of the word "hypocriiyli is curious here,
because it implies that he is making a judgement about a

situation which he has uncritically accepted to this point.

Julia is going through. As shown, Juan 1s a young, inex-
perienced man who will love Julia if guided. It is thgrefgra.

| up to Juli& to initiate the affair. Byron shows the change |
Julia undergoes in order to manoceuvre Juan into the affair.
The key in this process is that Julia considers herself to be
as religious and honocurable as most people invgscietyg

And then there are such things as love divine,
Bright and immaculate, unmixed and pure,

Such as the angels think so very fine,
And matrons who would be no leas secure,

Platonic, perfect, "just such love as mine". .
Thus Julia said and thought so, to be sure. .

And so I'd have her think, were I the man
On whom her reveries celestian ran.

A
In the above lines Julia uses the social conventions of

(I, 79)

“"love” to justify her adultery. She is pusposely confusing
'religious love with physical love to ra;iénalize her sin --
1 again showing‘act- being jugtifigd by ideals that actually

represent something‘qhite different. Julia simply doesn't

consider herself a sinner; ad'the.narratar points out such
rationalization is common in soéiqty: ‘
| Her breast was peaceable)

. A Qquiet conscience makes ocne so serene.

Chriatians have burnt each @ther, quite persuaded
That all the apostles would have done as they did.

(I, 83)
After this comment Julia is shown imagining what would happen

to her and Juan if her husband were to die:
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Never could she survive that common loss.
But just suppose that moment should betide

. Juan being then grown up to a man's estate 7 L

Would fully suit a widow of condition. }f

(I, 84 - 85) :
'So, eﬁgn though Julia doesn't admit that she is trying to seduce
Juan, she manages to consider what wgulé happen if somehow she F
was no longer married. This is the most extreme demonstration Of
how a chaste woman can plan an affair and still respect herself.
Julia is as moral as most pegéle, and the use of the term “hypo-
crisy” by the narrator t@ descr;be the change she undergoes is
nat an indictment, but a descrlpt;a af a process which is both
easy and widespread.

After dealing with Juiia, the narrator abrugtly shifts to
consider Juan's emotions: "So much for Julia; now we'll turn to
Juan® (I, 86). The next eleven stanzas are thus devoted to >~
showing Juan's adolescent inability to deal with his!langings;
but at the samg‘tima Byron. parodies certain poets whom he
opposes : S | '

He thought about himself and the whole earth,

3f man the wongdlarful and of the stars
An lhow the deué ‘they ever could have birth

‘Twas strange that one so jyoung should thus cancern
His brain about the action of the sky.

it yau think 'twas philosc ﬂhy that this diqd,

I can't help tlinking puber.y assisted

Th wauld he while his lonely hours away
DImsatisfied, nor knowing what he wanted.

Nor glaWLﬂg reverle _nor poet's lay

A basam whereon he his head mlght lay
And hear the heart beat with the love it granted,
With several other things, which I forget
Or which at least I need not mention yet.
(I, 92 - 96)

i

The above lines show Juan turning to poetry and meditation
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The lines also, though, attack those poets, iugh as John
Keats, whom Byron thought were writing from imagination
rather than lived experience. As Byron says about Keats

letter:

=

in a

[he] appears to me what ‘I have already said: such
writing is'a sort of mental masturbation - f-gg-g
his Imagination. I dofit mean he is indecent, but
viciously soliciting his own ideas into a state,
which is neither peetry nor any thing else but a
Bedlam vision produced by raw pork and opium . . . .

41

The abevé comments suggest that Byron wished Keats, like
Juan, to find a different outlet for his feelings than
“feveri%‘ and poetry. Beyond this initial concern, however,
Byron is making another critical point about those poets
 whom he di;llk}s. In the poetry of Coleridge or Hunt or

anyone with ‘a ‘f

tem", Byron feels there is the danger of
viewing life"tn terms of an ideal rather than reality. In
other words, Byron fears that a reader or poet can make a

| %@e;ie :y:tﬁb into cant in the same way that Julia makes her
!iiligiaui b!fiéfi into cant: A

~ When he (Hunt) was writing his Rimini, I was not ¢

)@ lastrto discowver its beauties, long before it
gpras-published. Even then I remonstrated against
“its vulgarisms; which are the more extraordinary,
because the author is any thing but a vulgar_méni
Mr. Hunt's answer was, that he wrote them upon
principle; they made "part of his system"!! I then
said no more. W‘hen a man talks of s system, ft

is like a woman' 3 talking of hnr virtue. I let them
talk omn . . .. _ -

In thise'stafnts Eyrs:n blames Hunt's ‘vﬁigaﬁisgmi

‘y em. Clearly Byron feels that any attempt to subvert .

m;n':izémmén sense by an arbitrary belief is'dgngéréui, ' .



because it justifies acts which wouldn't have been performed
without a system or belief to rationalize them. Juan, fortu-
nately, has Julia to direct his energy into sexually-related
activities rather than poetical ones. :Hew;vézg left to his
own devices, Juan would, Byron suggests, have been misled
about his emotions by the poetry he reads.

Having established Julia's and Juan's desires and the
fact that they are able to quell their social inhibitions in
order to obtain them, Byron proceeds with the narrative. The
actual eansumatign is conducted in a way that brings out the
qualities of all tﬁree chi:acters: Julia initiates the action,
but in a hesitant way, Juan is passive and the narrator is ironic:

And Julia sate with Juan, half embraced

__And half retiring from the glowing arm,
Which trembled like the bosom where ‘'twas placed.

_Yet still she must have thought there was no harm
Or else 'twere easy to withdraw her waist

And Julia's voice was lost, except in sighs,
4 Until too late for ugefui conversation.

The tears were gushing from her gentle eyes
y

** " Not that remorse did not oppose temptation;
A little still she strove and much repented, )
And whispering, "I will n'er consent” -- consented.
. ' (I, 115 - 117) (

‘Throughout tAe narrator's depiction of the scene Juan)is
never mentioned; Julia is the one who is sighing and consen-
ting, yet Juan is never shown forcing the consent. Yet'
again, although Julia ostensibly has thgégecanda:yigositién
in the relationship, she aetualiy controls 1€! Riéht to the
end Julia clings Fg her %iﬂgc of herself as a good woman, and

right to the end this image doesn't interfere with her

-
[s ., ~
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infidelity but helps it along.
At this point in the canto Byron has the narrator

indulge in a series of digressions. His musings are pre-
faced by his noting that he will return to the story of
Julia and Juan in about five months -- having bought this
narrative time the narrator embarks on a long meditation
. which, on the surface, seems to be on two contradictory
subjects. The first concern of his digressign, from
stanzas 122 to 127, is "pleasure."” The narrator consi-
ders those things which are sweet, both sentimental enjoy-
ments:

. . . sweet the hum

Of bees, the voice of girls, the song of birds,

The lisp of children and their earliest words . . .

’ (1, 123)

as well as less ‘nige“ pleasures: ; -

Sweet to the miser are his glittering heaps.

Sweet to the father is his first-born's girthi
Sweet revenge, especially to women,
’’’’’ (I, 124)

But, sweater than all these satisfactions is first love
which, as the narrator says, haunts us as a pleasure which
can never be equalled: "life yields nothing further to recall/
Worthy of this ambrosial sin . . ." (I, 127). The second
" poncern of thg meditation amounts to a survey of civilization
as the narrator finds it aroind him. The narrator feels that
civilizaf%&n‘; progress h;sﬁbrégght as m;ny‘baé inventions to
man as beﬁnficial ones. Although a cure. for small pox has

been found, man has increased syphilis; althgnghESir>Humphfu¥

-+



Davy has made mining safer and man is t:gv:iling to the
pole, men are also killing other men at Waterloo. The cul-
mination of this digression comes in the following lines:
Man's a phenomenon, one knows not what,
And wonderful beyond all wondrous measure.
'Tis pity though in this sublime world that
Pleasure's a sin and sometimes sin's a pleasure
Few mortals know what end they would be at,
But whether glory, power or love or treasure,
The path is through perplexing ways, and when -
The goal is gained, we die you know -- and then? e
What then? I do not know, no more do you,
"And so good night. .
(I, 133 - 134)
. The second concern thus represents an attempt to understand
the meaning of existence -- and concludes that the behavior
of individuals in society seems meaningless. Given this
conviction of the essential absurdity of man's existence’,
the initial concern of the meditation becomes relevant:
if young love such as Juan experiences will dominate the
rest of his life why c%niidgr love wrong? Since it appears
! ]
to the narrator that the only "truth” man knows is the
| power of his emotions it seems foolish to view pleasure as
sinful. The above stanzd pleads for the acceptance of
honest sexual love; not because it transcends society in any
idealistic way (such as, for example, the love of Romeo and
Juliet may be said to do) but simply because it is the most
pPleasurable experience man can know. In a society of uncer-
tain good, as the narrator paints it, this seems a worth-
while justification -- certainly more worthwhile than justi=

fying behavior on the grounds of false religion.



After delivering these insights the narrator returns
VED the poem's plot. Having shown Julia and Juan as adul-
terous lovers, the denouement of their romance remains to
be described. Thii, of course, is one of the expectations

the reader has; in stories of cuckolding it is inevitable

that the husband disg¢overs the guilty parties. Byron ful-

fills this narrative convention in a partlcularly humourous
i
way; Alphonso, Julia's husband, bursts in and after searching

can't find Juan:

He [Juan] had been hid -- I don't pretend to say
How nor can I indeed describe the where.
Young, slender, and packed easily, he lay
No doubt in little compass, round or square.
(I, 166)

Besides tastefully finishing the job of bearding Alphonso,
the narrator's presentation of the scene depicts Julia be-
rating her husband:

' Who is the man you search for? How d'ye call :
o Him? What's his lineage? Let him but be shown. /
I hope he's young and handsome, 1Is he tgli? /
Tell me, and be assured that since you stain
My honour thus, it shall not be in vain.
(1, 154)

E 1

These linds allow the reader to laugh at Julia's husband gnd
enjoy his discomforture. However, Eyrén does not .allow thg !

reader to enjoy this céntéﬂpt for a cuckolded husband for
long: ¢ o)
. ,‘\i

No sooner was it bolted than -- oh shamé,
Oh sin, oh sorrow, and oh womankind!

How can you do such things and keep yﬂur famg,
Unless this world and t'other too be blind?

.Nothing so dear as sm unfilched good name.
*(I, 165)

Juan emerges when Alphgnsailggves; and the narrator shifts



the story afﬂgulia and Juan's love affair fsom the level of a
bawdy tale to a consideration of the nature of innocence. In
the above comment, which reaches a conclusion reminiscent of

The Rape of the Lock, it is made clear that the quality of

"goodness depends upon being considered good by society, and
that society judges not by reality but by a;pea:;ncea; Al-
phonso, of course, éventually manages to discover Juan's
presence, and in that way Byron has the narrative épp@:iZnity
to end the relationship of Julia and Juan. However, it is
clear that if Alphonso had not diseévered Juan then Juiia was
!as good as innocent, in her own eyes as in society's. Yet
again Byron does not judge Julia as baé; but brings into ques-
tion :gciety'é judgement of good.

. Having finished with Juan's adventures in this, the
first of his "scrapes,” the narrator provides us vitﬁ one last
digression on the state of poetry in his time. The narra-
ter}s musings fit in, I believe, with Byron's earlier ques-
.tians regarding poetry's relationship with reality seen in

Childe Harold's Pilgrimage Canto III. The question may be

put in this way: "Is poetry merely a mirror of reality, ,
following after events, or can poetry in some way create re-
ality, create a rgalizatién of some ideal?"™ The answer to this
question lies in the value the narrator gives his own style
here:

Hg nna my gpic brethren gﬂne bafafe,

And here the advantage is my own, I ween
(Not that I hava not several merits more,
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But this will more peculiarly be seen).
They s0 embellish that 'tis dquite a bore
Their labyrinth of fables to thread through,
Whereas this story's actually true.

The reason the ﬂa}:até: :él;s the canto ;ﬁrue“ is that itéx
deals vith events as h; perceives them: he does ﬁeé, he
asserts,attempt to fit his poem into any.system or hide i‘?
behind ;igﬁh ideals which have little to do with actual life.
Going beyond this point though, Byron is implying that Canto
I ;s paradoxically the more true because Byron makes the
reader recognize that it is only a story, a thing "artificial"
in.being based on .what his readers desire to read: |

. . . whether | o ,

I shall proceed with his adventures is

Dependent on the public altogether. :
(1, 199)
Byron bfipgs in the concept of fashion, and the caﬁpetigians
' between himself and other poets, as he alleges that he has
bribed "my grandmother's :eviéw -- the British" (I, 209). He
thus suggests to the reader that poetry is often read for the
wrong reasons. !Byrsn's poem is true and real not because it
presents axéggﬁgin view of life, but because it makes the
reader recognize that it is prg§2ﬂting a certain view. The
danger in athir_peema is ¢that one can read thergaémﬁfar the
story, or because it uses a "system,” or juitigegauig it is
;édern and is accepted by official literary ingtitutignsi
Once having QeEGptﬁﬂ a poem for any of these reasons, ana;

héving'gacrifiead one's critical distance, one finds oneself

‘accepting unquestioningly the é;nt in the poem. 1In Don Juan
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sdory as well as any of his contempo-

Canto I Byron tells
) ¥ o . ) .
raries can and then forces the reader to see that the reader

has made generalizations and aéceptéd social conventions which

re, when thought about critically, untrue in the sense of

o

eing artificial and %ot "natural.”

. The narrator finishes his meditations on poetry with a
’
conclusion regarding fame which will suggest the last point I

wish to develop regarding Byron's intent in Don Juan Canto I:

Wwhat is the end of fameé? 'Tis but to fill
A certain portion of uncertain paper.
Some liken it to climbing a hill,
Whose summit, like all hills, is lost in vapour.
For this men write, speak, preach, and heroes kill, .
And bards burn what they call their midnight taper, °
To have, when the original is dust,
A name, a wretched picture, and worse bust.
. (I, 218)

In the above comment the narrator states that fame is a sha-

dowy prize which has little to do with the reality of daily

life. Byron's point, however, goes beyond what the narrator

says about the uselessness of fame. As was seen in Qlde

Harold's Pilgrimage Canto III, fame meant to Byron doing some

gctivity{whi:h would lift him out of the range of normal so-
cial existence, whether it was writing like Rousseau, or
conquering like Napoleon. In Don Juan Canto I Byron rejects
fame, not only beéause the judgement of the future is unsure,
as the above lines state, but because .poetry written to be-
come an gtg:ﬁgl monument risks the danger of becoming cant,
of losing its relationship with shared social experience.

(This is, of cauéseg precisely the point of Eyreﬁfs attack on
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Robert Southey in The Vision of Judgement.) Byron insists,

through the formal devices of Don Juan Canto I, as through

B

the comments his nafrgtér utters, that g%l man can trust is his

critlcal attitude towards social cant institutionalized in one

form as perhicious poetry. For Byron to maintain this critical

attigﬁﬂe involves not only the isolation of being opposed to
»

saeiety; but it also calls for the sobering &egagnitian that

one is fighting a process necessary to social existence. As
we have seen from the poems examined previously, the difficulty

of maintaining this tension between intggrityrand the social
insistence on reified values involves, the disaffected intel-
- i

lectual in a conflict with his ccntgmpafgries -- a conflict

which inevitably brings the frustration and pain of jglitudﬂ,’:
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lan example of such a éritie is Jerome J.
Byron's Péeticrggve;gpmgnt.

_wrote Fiery Dust:
2por a clear example of the kind of heroism I am thinking

of refer to The Myth of Sisyphus by Albert Camus.

3Countess bkrgueritq of Blessington,
Conversations of 1Ldrd Byron, Ernest J. Lovell
New Jersey: Princeton University Press, 1969), p.

4Peter Gunn ed., Byron Selected Prose (Aylesbury, Great

72 = 173.

A ]
L 4

Penguin Books Ltd., 1972), p. 395.

Britain:
5Peter Berger and Thomas Luckmann, The SpéialiCéﬂ;;fUEéiﬁﬁ
Peng’ﬂi,ﬂ BQ‘Q,,E ;t irg = I o V )

of Reality (Markham, Ontario:

p. 106. °
6T. G. Steffan, E. Steffan and W. W. Pratt eds. (Harmonds-
.y 1973). ’

worth, Middlesex, England: Penguin Books Ltd.
P

// Tsee The Myth of Sisyphus.
8Frederick Page ed.,' Byron Peeti;alﬁﬁg:kg,(@x;p;d: Oxford

3

University Press, 1974), pp. 179 -

9page ed., pp. 520 - 545.

10page ed., pp. 336 - 340.

. 1lWilliam,Flint Thrall and Addison Hibbard, revised and

enlarged by C.' Hugh Holman, A Handbook to Literature (New York:

The Odyssey Press, 1960), p. 358. v
121 am thinkin§ of the strain of Gothic literature exempli-
fied by such\authors as Ann Radcliffe and Charles Maturin.

'13See victor Shklovsky's "Art as Technique,” Lee T. Lemon
,',iiiﬁi 71:;
= ] F Pi ,2i

and Marion J. Reis eds. and trans., Russian Formalist C
ress,

University of Nebraska
" Qliver

Four Essays (Lincoln:
14Andrew’Rutherford, Byron: A_Q;it;cal Study (London:

27.

& Boyd, 1962), p.
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golmah, p. 467 - 468.

=

L 16putierford, p. ,28. "
) FCA '
From a comment by Gary
laIt is doubtful if the - 8 comments really show
an awareness of overseas natic .eigness,” but nevertheless

it is clear that Harold's inabi..ty to learn stems from his ¥
psychological difficulties rather than his ethnocentricity.

190uoted in Rutherféraf'pi 28. s
&
It can be noted that Childe Harold's E;lgr;m{gﬁ Cantas I

20-

and II had already been published by the time Canto III came out
and Byron already had a literary reputation established.

. -
ZIHargaret R. Shaw trans., The Charterhouse of Parma

(Markham, Ontario: Penguin Books Canada Ltd., 1358), pp. 43 -
44.

o
22V§ltaire, The History of Charles XXI, The ‘lorks of,

Voltaire Edition de 1d Pacification, Vol. XX - XXI (Akron, Ohio:
The Werner capany, 1906), p. 47.

23yoltaire, p. 56.

24)g quoted in Rutherford, p. 3.

25"The Structures of Childe Harold III," Studies -in
Romanticism, 18 (Fall 19797, p. 380.

265ylvan Barnet, Morton Berman, William Burto eds., The
Genius of the—Later English Theater, Introduction to cain~
(U.S.A.: Mentor Books, 88. -

27Rutharfard p. 72.

28William Godwin, Calep Williams (New York: W.L. Norton
& Company Inec., 1977), p. 186.

39:0awin, p. 187. X

30y01man, p. 436. . /

31'Eyrgn;‘ On Poetry and Péets (London: Faber and Faber




Ltd., 1957), p. 196.

32
33
34:1piq.

35

Holman, p. 332.

Press, 1977), p. 17.

36Stendhal.

) 37Gunn edo ’ p.

386unn ed., p.

39Gunn ed., p.

4oGurm ed., p.

‘lGunn ed., p.

42Gunn ed., p.

339.
223.
322.
489.
357.

421.
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The Works of John Dr den, ed. H.J. Sygagnbgfg Jr.,
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