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ﬁbstract'
. . B

Robert Browning demonstrates an: abiding interest in the theme

,of jealousy from his earliest experiments with stage drama up . tod

and including-The.Rihg and the Book. A study of his works indicates

) that Browning possessed a profound undersﬁanding of the complexity

S

,of jealousv and of the various manifestations of thisé assion. .

For example, Browning suggests through his works that"jealousy is

5
associated with other passions, that jealous individuals share

- ‘common characteristics, and that the victims of jealousv often

displav similar reactions bIn addition, the poet illustrates three

types of Jealqusv, which can be described as’ Jealous rivalry,

1

8
jealousy in lovei and Jealous guarding or preservation of a

possession.  The fact that Browning recggnized the complexity of

‘jealousv is'evxdent in h" arliest drama however, not until he °

3

approached the dramatic'monologue form An his plavs and later

devoted himself to this

::almo,st exclusively did hé actually

create characters pbrtraying the depth and intricacy of an

,individual afflicted with jealousy Therefore, a chronological

~L

study of Robert Browning s treatment of the theme of jealousy,

'

begfnning with the early stage dramas and plays that show a

'c"?\

. a”

progression toward the dramatic monodogue form, continuing.with
\

lthe dramatic monologues, and finallv concentrating upon The Ring

and the Book, traces Browning s steady development as-a

e

iv .

.
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Introduction S
. B o
', R D . ?

From his ealiest experiments with stage drama up ‘te. .and

-
w

41nc1ud1ng The. Ring and the Book Robert Browning demonstrates an
.o . & » ;
’ abiding interest in the theme of jealousy. The fact that Browning

~ N i

recognized the complex1tv of thik passion is, evident in his

C

-_earliest dramap however, not until he approached the dramatic

monologue form 1n his dramas and later devoted himself\to this

form almost eielusivelv did he actuallv create characters portray-

ing the depth and ‘intricacy of an individual afflicted with~
Jealousv.‘ Browning s profound understanding of this Dassion can

v
be demonstrated through a comparison of ‘the poet s interpretation

14

of the. pa551ons commonlv assoc1ated with jealeusy, of the character~

‘istics common to Jealous 1nd1v1duals, and of the similarity in

A

the reactions of Jealous 1nd1v1duals with the descriptions of 0

. oy .
© ; ]
- . .o

‘gealousv offered by psvchologists.

quyning, for. example, recognizes love, whether this be 1&9@

-femvanother person, for an object, or self love, .as the primary K\

¢

passion assoc1ated with Jealousy. Robert Burton wrote during o

[
N

the seventeenth centﬁfﬁﬁ?"N Love without a mixture of Jealousy,

v’-who s not jealous, "loves fot." 1: Hodern psvchologists similarly

note that "jealousv alwavs accompanies love 2 and is particularly

ﬁassociated with self love: '"Jealous persons are self- centered
Qg — K - '

'perpetuallv stooping down to look into themselves by a kind of

w3 _ . .
self-love or narc1ssism...." Because love involyes-the possessing :



ie

for example, explains,
for Jealousy pattici-

Second only to 1ove,

Burton having

in women,

a ""

e L , Yep

inseoarable against such ag she suspects.

-halavros de3cr1bes

ST » S ;., o5 .u?:.‘ .
- , (0L
- g the destructive powers of wraéh associated w1th Jealousy when hq 5

\

G 3 l“.»

. o - similar characteristics. " For example, associated with the passiouﬁ\‘ :9&; /
h . ' i - "_“' \""‘,;{'l 5t ' '
72 i ‘n\\, of/self love are self—centeredness and egotism, characteri§£ics

v

]
RS

which are proninent among Browning s Jealous individuals in mhe ﬁ'

PN

. ’X i . ,
dramas, in the dramatic monologues, and . in The R1ng and the : Boo}"v’

TherBeechers nbte that "the goal of the Jealous person is to be

s




P
'conscious onlv of the gnawing pain of his’ Jealous frustration. cee

) &
The storv of self-pity 1is written on his face." ? Finally, a

/
feeling of inferioritv is common to the Jealous individual, who ,

, longs for the attributes or posse551ons vhich, he believes, hiS'“ ﬂ

rival is withholding from him: Jealousv, being an abnormal
emotion, is leays to be found v1th spbjects marred by inferiority

10

feelings.
‘ . - ea’:>
The recoghition that jealous characters react in a similar
manner in simiiar-situations-is a third-and finallpoint of com-
parison between Brownlng s understanding of .the passion of jealousy
and the studies of clinical psvcholog1sts. Browning, for’ eXample,
'1llustrates through his creations of the Duke of Ferrara and -

¢

Count Guido»that fthe Jealous one hears treason in every innocent
-conversation, perceives a betraval in a smile.of-politeness,
.imagines an already consummated embrace in the exchange of social
graciousness. .}1 Evident in, for example, Count Cuido,vthe Bishop
of Saint Praxed s Church the monk of the Spanish cloister, and the
‘courtiers of the p011t1ca1 dramas_is the'fact that‘the jealous
person characteristically reacts-with‘malice‘to the happiness and
success-of his rival, for "the sight of someone else being happy '

"is painful to the jealous p erson, and it turns him away from ...

a.chieveinent."'12 Pecause "jealousy is eminently a state of anxiety

v - . o o w13 o .
a state of disco entment and 1nternal_tension::, the jealous _

person concentrates increasingly upon the actions of his rival as

does the monk of the Spanish cloister, ‘to the point that. he becomes

obsessed and~reacts with the ferpcity of madness against :his
¥ A o -

[N

-

»

p

_



“-imagined opponent. Guido, the kirig of "Instans Tyrannus," and

Porphyria's lover are characters who illustrgte Browning's \’/
. . . ! R ” £,
understanding of jealousv as an abnormal passion which can drive
its victims to acts of insanity. |
. . - ¢ - +

. L . 3
In addition to recognizing the common passions, common™’ \7

, L Yy /
tF§¥acteristics, and*similar reactions evident in jealous characters,
L] i . .

- . <

bewring distinguishes between thfee different types of jealousy. :*'i)_

¥ rst, _ealous rivalry for almost any goal such as p051t10n, wealth’* mL »
« . o .L,

) ~
perscnal attributes between two or. among more 1nd1v1duals is ¢

most prevalent in Browning' s.works. Jealousv in‘ love, the second .
¥

vpe of jealodév, is distinguished from'the.more general jealous
s1 - Try by the fact that two men Oor wQmen are vying for the atten- .

tioas og a third beloved person. The love reiat10nsh1p whach is’

inevitable to jealousv in love mav'also e\ist in the third tvpe
: —J

of jealousv, j@alous guarding or preservation of a vossesé}on which

N |

’according to The Oxford English Dictionary, denotes sollcitude ‘
-,or.anxietv for the preservat1on or well- belng of soﬁethlng,
vigilance?in guarding a possessien from loss or damage." Thus,
because ho clearlv def)ned bOundar1es exist between the three tvpes -
of jealousy, Browning's characters ranse_from‘those who are
v . _ .
afflicted by;one_or,two to all three.tybes of jealousy.
hBefore>consiﬂering Btdwnihg's generai hrogreesion %n.hiS"'
treatment: of the theme of_jealohsy; ode must distinguish between
-jealousy and envv1 Aithough the terms are frequentlv used svnonvm—

ouslv, psychologxsts point out that these related pass1ons can,

nevertheless{ be distinguishedtfrom one another. 'Although

B



. Sy . . - .
" psychologists differ in their opinions on )he criteria separating

-

v _ e R
jealousy from envy, one can refer to Georg Simmel for a_compﬁ%hensive

. .
and succinct distinction. between the two passions: ' !
. ] : . . . 4 .
Jeafgusy +.. 1is determined- in its inner direction . -
and tone by the fact that a possessiap' is withheld from
us because it is held by another, and that were this to .
cease, it would at once become ours: the feelings of the
envious man turn rather upon the ppssehsion, those of the
jealous man upon the possessor. It is possible to envy a
man's fame without oneself having anv pretensions to fame;’
but one is jealous of him if one believe} that one is equally

or more deserving of it. What embitters and *forrodes the . £

jealous man is a kind of emotional fictifn——however unjust-

ifiéd and senseless--that Ehe other has, so to speak, taken
- - 1 v ! ;

the fjame away from himf : :

. o » ..' - A; . o AN "
One can ' conclude with Simmel's statement that "it is peculiar to the

Y

. .
man described as jealous that the supjeqt believes he has a r;ghtful
claim to possession, whereas envy is concerned not with the right
" to, but simply with the desirability of, what is denied," 15 Thus, "

, : *
whereas the envious person is aware that he does not have an

excluéive right to what he desires, the jealous person desires either

. e S R .
to retain a possession which -is éndangered'by a rival or to attain
X hrd

an object or attribute‘whicﬁg he believes, his rival 1s'v1thhold1ng'

from:him. Although both jealousy and envy are related t& possess— .

'

' ~iveness, the former can often be the more violent and destructive |

passion since thegfealous perspnbpsychologicaliy corrodes -not only
himsélf, Sﬁ£ di'ects his wrath.against a real or 1magiﬁed rival.
Although Browning does not offer;dthr?ugh his cﬁaraé;ers, a .
sihgle definition ofvjéaloﬁsy, he dges({llustfdté hisvawarenéés of
“and érogressing aﬁili;y to portray éhe:chpplex%QX oguthis ﬁassiOn
| through his'cfeation of jéalbus indiviﬁhais,. A chronblogicai stud§‘
of-BrQWnihg's trea£meﬁ§7of;the gheme of jeéloééy; beginnihg v;th:



<
» : o . ’ s ' ,/ ~ L
the early stage dramas and those plays thattshbw a progression
. . .
towardlthe dramatic mOnolOgue form, continuing with the dramatic

monologues, and finally concentrating upon The Ring and the Boak,
7

traces Browning s steadv development as 4 poet . The early stage ‘i
ramas, for example, 111ustra e Browning s awareness of the p
' .

"complexitv of the passion howev they.do not present well— )
developed jealous individuals.' Those %ramas which inclinz toward

] the, dramatic monologue form portrav the theme of“;ealousv in much

"‘greéter depth and the dramatic monologues themselves illustrate* ’

‘further,progression in Browning §.treatment and possibly his under-
e > . e

. ) 7 &,
. standing Jf the theme, for each'jealous sneake? reveals a pswcho—

logical complex1ty which demonstrates the 1ntricacv and depth of

y .
his . nature. With the creation of Count Cu1do Franceschlni however,

-~ -
Browning exposes the complex1ty of the Jealous individual most

-

suoerblv, for not only does the jealous Guido twice present his
own estimation of h1m$elf but his nature is discussed bv nine qther ’
. speakers, four of whom are also Jealous characters. Thus,\because )

I

the twelve dramatic monologues are incorporated into a single,f
H

unified poem, The Ringiand the Book represents the climaw of Browning S -

-

treatment of the theme of jealousv.

L RN . oo otk

\j ' i : ' . ‘ .\i‘
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. Chapter 1

B .
’ .
\;‘ . . e

;;//” The Dramas -~ : .

.
-

: , ;
In 1867, thirtv—four years after the original publication of

Pauline, Robert Browning referred to the poem #s8 an early indication

of hls continuing i ?tereSt in dramatic poetry. <

" The thing was my earliest attempt at "poetry always .
'dramatic in principle, and so many utterances of ~

SO many imaginary persons, not mine," which I have T
sinc® written according to a scheme less extravagant

and scale less impracticable than were ventured upon
in-this. crude’ preliminary sketch,~-a sketch that, on" < .
reviewal, appears not altogether wide of some hint’ of

the characteristic features'of that particular.

dramatis persona 1t,#ou1d fain have reproduced: good

draughtsmanshipf\@ and right handling were far, o
beyond the artist :tethaflfi?en - 5 '
: ] _(':' o o .

1 Indeed, this interest in ' poetry-alwavs dramaticfin principle,”

as well as his early attempts at writing drama for the stage,r
. »q C
enabled the poet to develop and perfect the dramatic monologue form.

., |

As James McCormick notes( Vfrom 1835 to the’ present numerous critics

v !
have called Thim [Robert Browning] the great dramatic pcet of his L

century. At the same time thev have almost unanimously declared '

h}m a failure as a dramatist." .- -72:__

Browning s failure to write successful stage drama can, perhaps,
N

" be attributed to compromise Referring to Qordello, Browning e,
K "...my stress lay on the incidents in the development of-a soul
: SR .
3
-little else is worth’study. S Similarly, ‘he stated that Strafford
"is a play ‘of Action in Character, rather than Character in Action.»?
.. L

prowni‘ng s aim in drama, thereﬁore, was. to portray character through‘

L 1Y

2 - " e . R

i X «



cL S A oy
the dramatizatﬁpn of the'psychological prpcesscs within an individual

Willi? Charles Wacready, however, felt "that the traditional kind -

Tt
9

)

/

- -

» .

,h of he oic action and this alone was werthv of tragedy\» As a result

[

¢ ' g R

" he was well prepared to revive the old drama but not to undertake a

1 v

i ;
new approach. ‘Conqequentlv, Browning "had to pLease a; popular .

actor who in turn had tq\please large audlences'and who had fixed

's

- + !

1
ideas abOut what thOSe audienges wanted " 6 Donald Hair notes tha%

"1}“

'"for nearlv ten years Browning belieVed ‘he could reconcile his

o~ ' o~

N

‘L
\

interests with those of Wacreadv, and the plays reflect his struggle

e N ‘ , R | ‘.
to do so"/7~ e U )

r

A Blot in the 'Scutcheon, for example, is acknowledged by

> : . ‘
Browning as anzattempt at compromise.

"

- ) SR

»
[ .
-

'
'\

Both<5i*g Victor and King Charles

and The Peturn of theQDruses had been reJected by Macready; 8 thereéj{'

foré Browning seemsﬁto have wnitteq A Blot in ‘the "Scutcheon with

the actor s advice in mird In a detter to Macready, Browning .

wrot‘e / .f.. ‘ S

¥

-

¢ i

-

3

a\‘ B ‘&v,mv.;

A“f k3 I have written a spick and snanﬁnew Tragedy (a sqrt

i of compromise’ between mv own nption and yours——as I
> understand it, at least) and will send it to vou if -
There is action in o0

vou care to be bothered so far.

N ~it ‘drabbing, stabbing, et autres gentillesses,-~wPo
knows bu¢ the Gods may make me good even yet”

=»

' ' ‘ N
The plav represents the failure which results from compromise. The

drama has action§ however, the acti&n does not serve. to portrav T

A

a4

"ucharacter, but rather serves .as nere adherence to stage convention.

\

; Brouning s, main interest still seems to be the portraval of "Action

in Character oven dramat}c event._ chdder explains that Browning

stopped writing for the stage with”Bells and Pomegra xtes because’

¥
-



- . his [Browning's] own genius, bent as it was upon
- - “the interpretation of spiritual phenomena, could
ill brook the demands of acted ‘drama,hdt all this
interpretation should stop with visible, ‘Matelligible,
‘and satisfactorv ‘action capable of histrionic
_expression. Browning's eager penetration of the
arcana of life was too absorbing to permit him'tg
ycall a halt when the actor on the stage -could go
( no farther 10 v b

Only when he turned from the demands of stage convention and concen-

trated on portraying "Aztioﬁrin\gﬁgracter in both dramas and
. o N

dramatic monologues was Browning s aim of presenting the psycho—

'logical processes w1thin a character wholly successful.
d

Brownlng s treatmént of the theme of jealousy in, the dramas

)

tic‘'monologue form. .Such plays maKe more effective
“use of imagerv and rhythm to portray the speaker's character and,

"consequently, the nature and intensitv of his jealousy. Strafford,

K1ng Victor and King Charles, Colombe s Birthday, and Luria aLIy

present characters engaged in jealous rivalry for power. ?cheming
2 N

,cour iers are willing to sacrifice the individual to satisfy their o

L4

own jealous interests. However, in an attempt to\a‘hgpz to stage\
L ‘ ¥
conven,'on, Browning does not successfully characterize{the jealous

rivals.,and consequently, the theme of jealousy is not developed to

B Y

the fullest extent. For example, in Othello, Shakespeare troces
'the erfects of jealousy upon Iago, who evilly schemes t infect
Othello with the same destructive disease. Through Othello's

gradualasubmission to "the green-eyed monsper which doth mock/

-z

[

L)



The meat it feeds on," 1 Shakespeare'exposes.therjealous victim's
, e5 -

psychological complexity. ‘In Luria, however, which superficially
N .l ‘ ' . ‘
resembles Othello, Browning'deals)with the jealous Florentines

COllectively to create the effect of a "jealous,SCate." Browning , o
. & - :
¢ g '

\ does not facus upon and develop the characters of 1nd1viduals, but

seeminglv creates ‘the supporting characters, as Honan sug ests, to

illustrate Luria s nobleness. 12 . & i

The - imagerv of Luria is developed much more fully than that -
of the preceding political dramas, and thus, with regard to, the
four political plavs, one can trace a definite chronological
progression,parallel,to the progression in characcer,development,
in Browning's use of'imagerv.‘ Ionan.statég, L

- ' W -
. v In wri\;ng for the stage Brownlng began with an-
3 s 1magermwls ‘concerned
and -gradually, in sdme m ure from plav to play,

developed technlques inxthe use of imagery, that
were to. be of enormous AY% lue in dellneat1n characters -

texture. A A ] : ) -
,Indeed, as Honan notes,“"XEasefy is almost nonexistent" in
e - o N @ S o
! ‘ v . L

-Strafford; however, the play does introduce the animal imagery

- : .. .

- which constantly recurs throughout the dgamas, the dramatic mono-

logues, and The Ring and fhe Book to cé%&acterize jealous individu'

'Tand so to expose the baseneSs-of their'passion. For example,
referrlng to the jealous courtiers, Ladv Carllsle warns Strafford

that "A breed of silken creature lurk and thrive/ In your coﬁfegpt"

(Qtrafford II ii, p.59). Kino Victor andéégﬁlﬁtharles published

five vears after Qtrafforg® makes slightlv more use of animal

A
o imagery.' For exanple ki:é;liggor addresses D' Ormea as "his prime'.



¢

of parasites"("King V1ctor" II, P- 149) 9nﬂ Polyxena refers to. the

N - .
serpent w1Ies"("King.Char1es" I, p.158) of Victor. D'Ormea perverts

the plant and flower imagerv, which ‘Brownin often employs

characterize innocent v1ctims, when he compares himself tq a stunted )

tree ("King Charles" I1, p.- 159) Colombe’ s Birthdayv and\Luria,

published two and four years, respectivelv after Ki Victor and

King Charles pPresent more intricatelybdeveloped image patterns. The

r

former makes usgygﬁ—flower imagery;to chara terize the heroine,

whereas Q@e latfer presents images of light 1n assoc1ation with

Luria. In both dramas, some ‘animal 1magery~occurs 1n'the speeches

L ‘ S ‘ ~ . ' .
of jealous characters. ¥ ' ‘ S ,
s i

Like the polis;cal plays, K Blot in the 'chtcheon, vhich,

presents ‘the effects of jealous preservation of honour, relies on .
o -

- stage convention to/the detrimentfof effective 1mage patterns and

v

SR

L .

L

P

of character development. Consequently, the theme of jealousy is

‘not as full develop as 1n P1ppa Passes, A Soul's Tragedy and
y x

»~

" Although these three dramas represent different

"In a Balcony.

stages in Browning's career, each plav i}lustrates a marked diSregard

AN

for conventio 1 dramatic form and a movement touard the dramatic

monologue, which is ‘most conducive to Browning s purpose of-character
/ ’ .

~

revelation.' Honan remarks that

/n\Pipga S contribution to the

dramatic monologues may lie its chief significance, 16 and he sees -

~»
*further progressiOn in A Soul s Tragedy, published five years after

Pippa Passes.. A, 50u1 S Tragedy differs rather surprisiﬂglyrfrom .

any of the dramas or dramatic poems written before it and suggest

- . ' : .

-

11



¢
“ .

',. L
‘@ new step--beyond Pippa and toward‘the_dramatic monolognes—~in "

'Browningfs'treatment of character.f 17 \"In a Balcony,v included

‘in Men and WOmen has speeches most like the dramatic mOnologues in

PLE

v which the psychological complexities of the characters are mosgt
intricately delineated Parall%l to the more effective revelation

/ of-character, image patterns :are also more fully deVeloped, parti- .

it
\cularly in Pippa Passes and "In a Balconv,f than ifi the fourfj litical

. .
2

plavs and A Blot in the 'Scutcheon.‘ Thus, a study:of the dramas,

‘beginning with the political plavs and A Blot in the 'Scutcheon, '

) progressing with Pippa Passes and A Go%l s Tragedy, and’ ending with

"In a Balcony," illustrates that the theme of jealousv is. most fullv

developed in those dramas which illustrate a definite movement .
"toward the dranatic monologue form. ' g

3 -

~ . . . #

AlthOugh Browning wrote in the preface to Strafford, his first '

play, that his aim wvas "Action in Chara ter," the effect is'one of

~ ,
Character in Actionr The dramatist seems to concentrate upon the

-

' presentation¢of dramatic event rather than upon the creation of

'character. Honan explains that the ahsence of well developed

A

characters results £rom Browning s tnconscious compromise'
Filled thh the derails of Straffotd's life, then,
and well aware-that his first stage play would_ have
to satisfy the theatrical standards of a man like ‘
Macready, Browning in part unconsciouslyv abandoned . L
the concentration upon character portraval that had .
"been the radical feature of Paracelsus and the central iy
doctrine of his dramatic theory until this time h

Consequently, not even the character of Strafford is fully developed.

Although the action is internalized through Strafford s, and even.

0"
*

7
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L :

Pym's, inner conflict and the‘psycﬁological prbcesses'of Strafﬁord

!

“are portrayed in his fragmentary speeches, the struggle of the main
| .

character is not quite clear. For example, Strafford dedicates his -

’

life to an ideal represented by King,Charles; hdwever,'at times his -

~ devotion is directed e?g}icitly Epyard King Charles the man.
oy : k¥ .
Strafford is quite'aware of Charle' attitude toward him, for in

reply to Lady Carlisle's statement,fﬁbharles never loved you," he
"says, "And he never will./ He's notfoneaof those who care the more

| . L - | | o .
for men/ That they're unfortunate'l (II, ii, p.59). Strafford is even .
conscious of Charles"'dﬁplicity ard selfishness; nevertheless, he

/ . ' L o

retains his inexplicable trust and love for the King.

I3

The King and the courtiers dd not become real characters.

’Instead, thev svmbolize jealous_rivalry for power. As in Luria, the

snpporting‘characters of Strafford emphasize thevnobleness‘of the

. G e

main character, but they.do not reveal their own natures.  Consequently;:-
. . . N A . - - . o

their actions and by what other

their jealousy is'sﬁggestedlqnly b;
characters say. abont'them. In theffirst scene. ofvthe‘drama, fot
example, the younger Vane blames Strafford for the King s jealous
'gr;;ping for power'f\- _ o i ) e |

That man has set himself to one dear task,

The bringing gharles to relish more and more"
Power, power without law, power and blood too:
-=Can I be still? (I, i, p.50)

Later, in his meeting with Charles, Qtrafford realizes and admits

that he is an expendable instrument in Charles questvfor power:
Do you know, sir, I think within my heart; "p
That you would say I did advise the war; ~—° ' e
And if, through -your own weakness, or, what's worse, a
" These Scots, with -God to help them, drive me back,
‘ o o | S e

LT

4 -~

- A}
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You will not step between the raging People
‘ .And me, to say... . .
S Co I knew ic! from the first
I knew it! Neyer-was_so cold a heartf (11, ii, -p.58)

%inally, in the fourth act, the Klng jealouslv preserves his own

position by faillng tqurove 9trafford s innocence of the charges
lmadeaagainst“hlmrand—by signing the warrant for Strafford s death.
‘.W””“The courtxers, Jealous of Strafford s 1nf1uence upon the King,

'attempt to destrov him. During their first meeting in the drama,
'L'Ladv Carlisleguarns Strafford to beware of the schemlng courtiers.,

Oh, there's no charge, no precise charge, -
- Onlv thev sneer, make light of--one may say,
Nibble at what vou do. (I, ii, p.53)

Later, in an attempt to dissuade Strafford from engaging.in war with

‘the Scots, Lady Carlisle again reveaIsvthe malign jealousy of the

King's advisers: :
- ' S : Strafford, .
o ,'-'The wind that saps these walls can undermine _ . T
.| -~ Your camp in Scotland, too. Whence creeps the wind?
Have vou no eves except for Pym? Look here!
A breed of silkén creatures lurk and thrive
-In vour contempt.  You'll vanquish Pym? O0ld Vane _
Can vanquish yvou. And' Vane you think.to fly? _ -
Rush on the ﬁcots)f Do nobly! Vane's #light sneer o
Shall test success, adjust the praise, suggest = ,
The faint result: Vane's sneer shall:reach you there. N

(II, iip p-sg) . i 7 ‘_ ' ) - . S

3

,-As Hollis reveals r%&chardes, Vane does; indeed,~vanquish”Strafford
) . - ‘. . '-“ 1\'

by accusing him of desiring war ‘with Scotland. Although Strafford's

| o , »o
/. death is directly caused by Vane's jealousy of his'rivai's'inflnenrial

‘the’ King s jealous desire to preserve his own power prevents him/from

_admitting his guilt in persuading Qtraffotd to attack'Scotland

-

‘position.‘the'eﬁECution could have been averﬁed byvCharles. However, . -
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King Victor in Browning's third drama, King Victor and

King Charles, is much like King Charles in Strafford. His jealousy-

also enables him to sacrifice an individual'to preserve his own

repdtation and power. D' Ormea* rst reports that "Savoy s be

.\ . s o ” .; :

a mass of misery/ And wrath, vhich one man has to meet—-the King o
it < = 2
("Ring Victor," Part I, p.147), and King Victor hipself admits to' R

:his declining pover: "Allies?"I've broken faith'with Venice,

Holland; England" ("King Victor;“ Part II, p- 149)“ In:an attempt

- to elude. his problems and “as he suggests, jealously to preserve his

‘career, the.old King resolves to abdicate in favour of his son.

Thus, the Jealous King s scheme becomes evident as he says to D' Ormea,
Hy,career s not closed as yet, L |

This bov was ever subject to my will,
Tlmld and tame——the fitter! ("King Victor," Part II, p 169)

v

N

.. As 1n,Stra§for the King s Jealous nature is revealed not .
'Only by his actions, but ‘also by the comments of other characters.

"For example, King V1ctor sets "the cunning trap" (p 151) and gives :

his son a false reason for the abdication'

Confess with me, at four-and—sixty years

A crown's a load. I. covet quiet once —
Before T die, and summoned you for that.

("King Victor," Part II, p.150)

-'Charles reacts with suspicion and thus reveals that, to retain his
crown, the King has often humiliated his\son._‘

. T My life has passed
Under your eve, tormented as you know,~-—
Your whole sagacities, one after one,
At leisure brought to play on me--to. prove ‘me
A fool, I thought and I submitted' now' . . .
» You'd prove...what would you prove me? L ' : '

("Klng Victor," Part. 1I, p.150) S



.&épxited spurning of his son can be explained as an attempt to prevent

Charles from gaining power over Victor. Charles is not alone in this f:;“

-estimation of the King‘s character for Polyxena also reacts with-

suspicion to Vicqor's abdication. She too senses the jealous Victor s

self—centered scheme an 5remarks, "Then he s changed-—grown kind,

the K1ng°/ Where can the trap be”" ("Klng Victor," Part II, p-153).

-

. Aftér Charles has restored the power of the crown and Victor deter- f,g“

mines to resume xule, these suspicions are confirmed. Polyxena then

makes a bitter statement which, perhaps most vividly, describes the

jealousy of a father who, to preserve his own safety, would spcrifice
his’soW:
| He. thrust his child 'twixt danger and himself,
And when that child somehow stood danger out,

Stole back "ith serpent wiles to ruin- Charles.
("Klng CharLes, Part I, p.159) _

& N

In the last section of the drama, V1ctor does not succeed in o
stealing "back with serpent wiles to ruin Charles."(jlnstead he is

captured and immediatelx demands that the crown be returned His
4 . I-

attitude, hbwever, seems to hav: changed. He is no longer the cold

| ruthless King, but rather an old cefeated man, who %}s lost all" that

3

gave meaning to his\life. When he first returns to Rlvoli Palace,

K

Victor is irresolute and powerless, unable to regain the throne.

“\
Had) 1 decided on this step, ere midnight
1'd take the crown . s .

f o] .. No.  Just this step to rise
Exhaysts me. Here am I arrived: the rest /'
. Must be done for me. “Would I could sit here



Later, in demanding the crown, Victor suggests that he is not only

‘structure illustra;es further ‘movement away from stage convention;

17

/ ~

~
And let things right themselves, the masque unmasque. T
Of the old King, crownless, grey hair and hét blood.
("King Charles,” Part I, p.156) -

j '

17 . .
jealous of his son's position, but also of his success. As he orders,

7

"Or 1'11 not ask who's King, but simply, who/ Withholds the crown I

cldim? Deliver itl", his speech portrays a sense of failure, character-

-istic of a jealous person, for he continues, 5

I have no friends in.the wide world: nor France \@
Nor England cares for me: you see the sum
Ofvwhat'I can avail. ("King Charles," Part II, p.162) .
\J
As Charles crowns V1ctor, the old man reveals how much he venerates

»

the p051tion uhlch he has so jealously guarded'

I am then Klng. As 1 became a King
JDesD1te the nations, kept myvself a King, o ' I
So I die K1ng, with Kingship dving too v W
Around me?l I have lasted Europe' i\tiﬁe!b

("King Charles," Part 11, v.162)

Thus, he dies as King but»dies‘defeated by'hfg son.

James McCormick states that King Victor and King Charles " was;

a second attempt both to experinent'withvan historical sobject and
v _ 19 . .

to reconcile this with the theater of the day." As in Strafford; '

&

Browning stresses in the preface the psychological complexities of

. B % . - 'A . . .
~ his characters, which are ﬁore ef ectivelv created than those of -

his first drama. The plav does not have the abundant 3ction of ' ._ ™

: Strafford, therefore, more attention is directed toward character

S

development. ~Browning's disregard for the traditional five—act )

however, the drama was still written'to be performed. ‘Consequently,

Browning's attempt to conform.to theater convention again results



in character portraits which are not wholly effective. For example, .
stripped of his royal mask, King Victor begins to reveal himself
at the end of the drama; but at “the beginning, he is merely portrayed
as a self—centered, scheming monarch who does notvdisplay his real
emotions. Park Honan explains that "in the later dramas, particularly
in those not written for the stage, character is delineated w1thout

" the benefit of a striking actidn-—but Browning's blank verse at‘the:

" time of King Victor is not supple and skilled enough to do this." 20
‘ Colombe 3 Birthday %nd Luria, unlike qtrafford and King Victor

and King Charles, werevbﬁth written after the publication of many

of BrOWningrs dramatic monologues. Colonbe s Birthdav is the last

L)

\Qlav which Browuing wrote for the stage, 21 and Luria is dedicated
to Landor as the "last attempt for the present at dramatlc poetry." n22

Like Strafford Colombe 5 Blrthdav and Luria portray courtiers'

\
|

.
engaged 1in jealous rivalrv for their own political advancement.

However, as in Qtrafford, no studv of the nature’ of their Jealousy o
is made. Again, jealousv is pictured in the actions of the rivals,
but no character reveals the psvchological comolex1tv which isv‘\
'essential to the‘study of the Jealous~individual. |

The first act of Colombe's Birthdav presents the courtiers

: engaged in mildAdispute None is willing to idform Colombe of
Prince Berthold s impending arrival to claim her duchy and, conse-
quently,veach reveals his jealous concern for his own position at o
court. .Guibert for example, is quite aware that the other court-

viers have long sought his positiOn'

18

"N,
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. Then, gentles, who'll accept a certain poor : St
Jhdifferently honorable place, : ‘

My friends, I make no doubt, have gnashed their teeth

"At leisure minutes these half-dozen years,

To find me never in the mood to quit? (I, p-231)

Guibert also states the lesson for court novices as he.replies to

Gaucelme,

/
-

v : Wha sson sir?
- That everyvbedy, ii 1 'd thrive at court, ' ‘
Should, first and last of all, look to himself? (I, p.231)
Typifying the jealous‘person, each of the self—centgred courtiers
shows_tbat_he has mastered this ‘lesson.- Cuibertbquicklyfagrees

with Valende: '"Little at court, as vour quick instinct prompts,/

Do such as we without a recompense" (I, p.QSZf:,_Naufroy admits to

his ambitions when he femarks, "Ii‘ope to\ciimb allittle ih'tﬁe
p.231); and he recognizes
. $ :

ir Clugnet,/ You famish for

world,--/ 1'd push my fortunes...." (
similar aspirations in Clugnet:
promotic -" (I,_p.23l). True to Maufroy's estimation, Cl:gnet thinks
only of his personal benefit inndeéiding whether or not he will give
Prince Berthold's letter toMColombe: 
. ) ) .
To give this letter were a sort, I take it,
Of service: services ask recompense: ‘
What kind of corner may be Ravestein? (I, p.231)
Gaucelme is also implicated by his ;iv#ls as a ruthless, self- -
;éeeking courtier:
You, Gaucelme, won't lose character, beside—
You broke your father's heart superiorly
To gather his succession--never blush! (I, p.232)
1{Chéracteriética11y, the courtiers make Valence their instrument

) by gféntingAhim'én audience with Colombe" in return for his delivering

to her Berthold's letter. After he has been made Colombe's only
o : . o _ ,



. ) A .
' adviser, Valence becomes the object ofviii/yourtiersY jealousy.

' Like fhe courtiers of Strafford,‘they seek to destroy him and conse- :

. -~ :
kquently conjure ‘what thev believe is a.ééunter—scheme against "this
plan he [ﬁérthold]“helps,/.For:Valencefs ennoblement" (1IV, p.243).
. S : -

Thus, the Prince's initial estimation of the courtiers proves quite
‘correct: . | ' v !

Since, as I live, I took vou as you entered

. For just so many dearest friends of mine, T _
Fled from the sinking to the rising power R -

-.. . ——The sneaking'st crew, in short, I e'er despised!
(111, p.240) ‘ ~ :

abe also realizes that the courtiers, in whom she placed her

A

““trust in the bi§<f:f§f3of the plav, "hate and wouldrzﬁgrade" (V, p.249)

Valence. Consequé v, extreme jealousv causes a destructive impulse.

in its vicoims.

Valence, uniiké the~cour;iérs,ffemainé cémqletely uné fec;e&

by'jea16u5§.‘ Th;oughoug the drama, hisvoﬁiy aim is to redfess‘the
l wroqgs‘sufféréd by ;he éeéple of Cleves.  He never misﬁses his

position.as Cplqmbeis éoﬁnselior for h{s own eﬁds. For exémple, he“
detérmings:to‘deqide'impartially,tﬂé Yalidify.df thevPrince's.élaim‘ 
to‘the duchy?- | |

Cén 1 deqide against myséif-—pronouﬂce‘

She is the Duchess and no mate for me?

--Cleves, help me! Teach me,--every haggard face,--

To sorrow and endure! - I will do right
Whatever be the issue. Help me, Cleves!  (III, p.242)

' Later, when Valence and the Prince both believe that Colombe has
chosen to marryv the iatter, Valence.does not™~fall into a«jéa}ous rage,

/but rathef p§oves‘how genuine is his love for Colombe. Feeling aﬁple

- grafification_in the memory of Colombe; he reques ahyyoffeglpf an



[ £}
7 4 \& ‘ )
influential positidn at the court: o N, W

" Who thought upon reward? And yet how much
Comes after--oh, what amplest recompense! : v
Is the knowledge of her,_naught7 the memory, naught?

.——Lady, shoulds such an one have looked on you, '
Ne'er wrong vourself so far as quote the world
And sd@’ love can go unrequited here! =
You will have blessed him. to his whole life's end—~
"Low passions hindered, _baser cares. kept back, ‘ .

A1l ‘goodness cherished where you dwelt--and dwell. (V, p.250) .y o

Similarly, when Colombe and Prince Bertholdvstate that "he shall
have whate'er h%haSRs" (V; p-250), Valence again rejects personal \

desire for the good of his peogle. His aside reveals hiS'intense
}

1ove for Colonbe, but he finally pleads for the people of Cleves.
v _ .

If I should ask——

The withered bunch of flowersrﬁhe wears——perhaps,

One last touch of her hand, never more :

Shall see! . :

Cleves Prince, redress the wrongs of Cleves. (V, P 250)

Although the theme of - Jealousy is only Dartially developed

. & through the rivalllng courtiers, who do not‘%merge as complex indi—'

v1dua1s, the play ‘does illustrate a progressiOn beyond Strafford

and King Victor and King Charles in character development , Honan

' savs of Colombe's . Birthday "that it is the only stage play that

i fa1rly bears out the implications of the poet s dramatic theory
Iy B LY
. it is a fine example of actlon in character rather}than character

in action. 23, Indeed, the characters of Colombe, Prince Berthold

“and Valence are subtly developed and revealed through their own e

. . [} . . .
A P . . ) . . . - -
speeches.~

L~

. Imagery aids in character revelation, and of particular

significance is the‘floner imagery'which"is associated with Colombé.

S
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t 1east four different ways ; B

to tell something about the Duc ‘her purity, her vouth, her

a vulnerabilitv, and finally her odestv. 24 Almost ev/;‘one in the

plav. including Colombe, associates the Duchess with' flowers. For o
{ -

example, reprimanding the courtiers, Colombe pictures her own

B

, - B e
innocence by comﬂ%ring herself to church- flo%s;s;* : s

I gave mvself .
No more a t1t € to vour homage, no, . 1
Than church-flowers,born this season, wrote the words
In the saint’sYbook that sanctified them first. o
_For such a flo er, “vou plucked me; . well, you erred—e\
-(11, pp: -236-237) ° : - '
. 4

- N’ v‘

Address1ng Prince Bertbold Valence mentions lilies as a svmbol of g

Cleves' 40va1ty. ' . . N R ‘ .
Can‘vou become our Colombe, our plav—queen,
For whom, to furnish lilies for her hair,
We'd pour our veins forth to enrich the soil'
(111, p. 241) ' , j_ : _ SR

Prince Berthold refers to Colombe as "this sweet flower" (IV p~244)wv,

L

“-and at the end of the drama, ﬁe concludes that Valence is‘much % '
worthier of Colombe s love' Too costlv a flower wege this, l see.
“ . ' LR U

.it now-/ To pluck and set uponvmv barren helm/ To wither" (X p 250)

Even the jealous courtiers recognizd an. assoc1ation between flower

images and Colonbe s 1nnocence, for Guibe ' states that at_Ravestein'

"she lived aueenf Over the water—buds" (1, P#231) and later notfes

-

that the old Duke "hid ‘his child7 Among thghriver-flowers ‘at

Ravestein" (I P. 232)

B,

_ cde N
As with flower images, Browning alsoN;resents harmless-animals

‘as svmbols of innocent charac;érs.' Colombe, for ewample,_states,
T _ ’
r’"I followed the bird s flight/ Or plucked the flower" (111, P. 240),

B -

*
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-

and Gaucelme represents the Duchess followers as swallows which will
.\

flee whin the Prince, the ' 'snow-goose" (I, p-232), assumes power.

A much more cruel picture of Colombe's subjects, however, is presented

o

.also through anlmal images, by Guibert. '

> So tender they their love; and, tender made,

Go home to curse us, the first doit we ask.

fAs-if their souls were anv longer theirs'! #

As if they had not given ample warrant

To who should clap a;collar on,their neck,

‘Rings in.their nose, a goad t. :jther flank,

And take them for tle brute :}. - sast t emselves!

(I, p.233) .

, SN ‘ ’ _ < o
Such application of animal.images to others:typifies the jealous
S : P S .

courtiers and thus reflects their own base natures. The actions
L . ‘ . R . . . . - X .

~ which thdy attribute to others are those in which-theyvthemselves'

}yould engage in their jealous‘ouest for power and’trank. For example,

Gaucelme ironlcallv reverses the 1mages when he states that the

courtiers are "sheep -like" in a351sting Colombe and Va&ence, who ‘are - 550
v worming on . their'wav by craft" (1v, p. 243) g Howevep//realizing

that Colombe s confldence in the courtlers can \never be restored

Y

e .
he pays*tribute to the~DngBess7 noble nature, from which he
. dissociatbs himself by illustrating his familiarity with baser
',;natures: _

' Never in noble natures! With ::= base ones,—-
Twist off the crab's claw, wa:- 1 smarting-while,
"~ And somethlng grows and grows 1d gets to be
A mimic of the lost joint, just so like :
As keeps in mind it never, never will:
.Replace its predecessor: Crabs do that'

But lop the lion' s foot——and.... (1Iv, p. 243) ' o : -
, : o N ’
-'?‘ \ﬁhe'jealous Florentines in Luria also apply animai imagery to

their imagined opponent who, they believe, is acting upon instinct.

However, like ‘the courtiers of Colombe's Birthdav, ‘the Florentines




reveal'their own ignoble natures thrOugh their use of anim;z imagery
and‘are characterized, in turn, by Husain as "hating people, that
hate each the other/.../ Locked each. to each like slippery snakes.
(II p- 304) Braccio, for example, determines that Luria's'career
'must end because "P ute—force shall not rule Florence!“ (1, p 301).
Both Luria and Husz _n are aware of the Florentine attitude, whic?j
‘is.reflected in Husain' s statement to Luria: "Vhy, a very heast

thou art!" (TV, p.3ll)[' Similarly, Lur1a confronts Braccio asking,

Am 1 the baited animal that nust turn/ And fight his baiters to
-deserve their praise’" (TII, p. 308) and. later auestions Florence,

Y"You will prove the brute nature?" (1171, p 309) Fowever, contrarv

>
to what the Florentines wish to believe Luria is guided bv his

‘ heart which responds to a. higher, idealized concept of Florentine

-

civilization. Cuided by his 1deal Luria 'is associated with light

o

- N
imagerv. He" reveals the ironic Juxtaposition of llght and - animal

~imagery which permeates the-drama when he affirms that he is not
2
guidkﬂ,bv animal instinct but is inspired bv a noble vision:
» Yes——when the desert creature s heart, at fault
- Amid the scattering tempest's oillared sands,
‘Betrays its step into the pathless drift--
The calm instructed eve of man holds fast ‘
.- By the sole bearing of the -visible star. (II, p 305)

¢

: After Luria learns that he has been betraved he refers frequently
to the light which guides him, For e\ample he explains, "The sun
“that guides is: closer to us [the Woors]“ (1v, p. 312); and before
he drinkSLthe poison, he looks forward to "Another morning from oy

-

East" and to the new. sun' (IV P- 312) which §vmbolizes hlS sacri—

. “—

fice.ﬁor Florence.

R,
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As the light " imagery illustrates, Luria, like Valence and
Strafford demonstrates a complete disregard for personal advance—
ment and total commitqent to an ideal.{_Th?ough his unselfish
devotion to Florence,/Luria becomes, as Donald-Hair suggests, a
Christ figure' "Luria s ghtire life is devoted to saving Florence,

Q

and therefore, metaphoricallv, to saving mankind. The fact that he
e

is readv to die foV/Florence (and in fact does so) strengthens the-
'Christian overtonef »AZS: Jacopo, the secretarv, aptly pictures -
Luria's devotion Jhen he savs, That manpbelieves 1n"Florence,’as
the saint/ Tied/fo the wheel believes in God“ (I pP- 300) Even_ ‘
Braccio agrees,/for he. replies, "Fow strange !/ You too! have thought
tthat!" (I, p.300). ‘Luria describes his own devotion as he discounts,;l
liburzio;s warning: ‘ | ' \ : - o ;:”R SN

Sir, I am nearér.Florence than'her sons. |

I can, and have perhaps obliged the State, .

Nor paid a mere son's dutv.4 (11, p.304)
iéinally, at the end of the drama after realizing that he ‘has been
'the instrument of the Florentines and that "at the last must figure
Luria then!" '(IV p-312), Luria does not take revenge, but sacri—_

"fices himselr to Shleld Florence from harm.

In Luria, to a greater extent than'in Colombe's’Birthday,

e

Browning concentrates almost exc1u51vely upon the ct .racter of the
'protagonist. Honan 1nterprets this concentration as

evidence of Browning s dedication to the monologue
form--fn its [Luria's] unusual dramatic emphasis upon-”
one character, in the nearrevaporation of its supporting
cast, and in the fact thatwmost of Luria's long '
speeches are concerned with innermost feelings and )
thoughts and less with a tragic action that onig very -
slowly -and incidentally unfolds in the play.

e

- | B : . . .
‘The secondary’ characte;s remain,shadowy and,‘consequently, the theme-

SR ) - 4f , - E . :.\‘.
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of jealousy can be traced only-through the schemes of~the Florentines.
[ . ' : . .

Again, none of the jealous individuals energes as a eomplexvcharacter

-~ . . -
~o . . .

, who reveals his motives;and’thé effects of jealousy upon himself.

| Feeling.renorse for having emploved Luria as an instrument of
her vengeance, Domizia p)ctures the extreme envy or Jealousy of the . .
Florentines. ' ' R ‘ : .. _ ’

Such plague possessed this Florence' who can . tell

The mightv. girth and’greatnéss at the heart '
~ Of those so perfect pillars of the grove : ' L
- She pulled down in her ’envv" '(IV, PP- 311-312)' :

‘ The first scene of the drama presents Braccio's scheming ‘to provide

”ev1dence for Luria S trial ‘His generalizatiOn,fwhich perhaps best
applies t6 him and to the Florentine officials con ﬁctrng the triaf”

aptly characterizé@\ihe selfish and jealous 1nd vidual: ’"ﬂan seeks

his own .good 4t the whole world's cost." (I, p.300); However, -

:kBraceio applies the}geheralization\to‘huria and so reveals that'he

and the officials are both jealous and afraid of the Hoor S success.

26

-

He fears that, Iike the Florentines, luria will continue to maintain -

his ruling position after peace has been made and that amb1t10n will
corrupt.his rule:

~Can- I 'suppose an utter alien here, : e
This Luria, our ‘inevitable foe, =
Confessed a mercenary and a Moor,
Born free from manv ties that bind the. rest
*0f common faith in. Heaven or hope on earth,

. No past with us, no future,——suc iric -
i Shall hold the path from which oAr stanghest broke, - -
\ Stand firm where very famed precursor fe 12 (I P- 300)
“ ' g
dBoth Husain an Tiburzio are aware of the Florentines Jealousy; and
bot warn Luria Tiburzio portends Luria s fate when he states, ‘

' "Brief, they are Florentines. You, saving them,[_Seek the sure :

" destruction saviors‘find." P(lI, p.304); and Husain pictures the



Puccio admits'to‘his jealousy:

jealous rivalry of the Florentines:

- This hating'people, that hate each the other,
And in one blandness to us.Moors unite—-—
Locked each to each like slippery snakes, 1 say,
See thou, i1f Puccio come not safely out
Of Braccio's grasp, ~;his Braccio sworn his foe-—
‘As Braccio safely from Domizia s toils
- Who hates him most! But- thou, the friend of all,
.,Come out of them!  (II, p 304)

-

Puccio has a more substantial reason for his Jealousy, because

a—\ K : . -
his position as Florentine commander was - granted to Luria. Never-

3

theleSS, He is not aware that he is an accomplice to Braccio s
sinister schemes, for he later asks,
What is "trial " .sir?

It v2s not for a trial,--surely, no-- J y o :
I furnished you those notes from time to time? (III, p.307)
) , : ,

. Puccio also shows,‘perhaps, the,greatest change'in attitude at the -

A

end of the'drama. During his first appearance, he betrays his
Jealousy when he says, referring to Florence s ch0051ng Luria, "As .
if zeal, courage, prndence, conduct, faith /- Had never met i&aany

man before"w(I, p.299) After *Braccio's scheme has been revealed

(S

I have gone on, persuaded I was wronged, -

Slighted, insulted, terms we learn by rote,—-

All because Luria Ssuperseded me--
2 f-Because the better nature, fresh- inspired

Mounted above me to its proper place!

What mattered all the kindly graciousness, _ v _

‘The cordial brother's-bearing? This was clear-- . i

I, once the ~captain, now was subaltern,

" And so must keep complaining like a fool' (IV, p 310).

This quotation clearly illustrates that Fuccio has overcome his
L

jealousv and feels only respect and admiration for Luria. The last

‘act of ‘the drama confirms this change in attitude when Puccio declares'

27

to Luria, "To exile or to death I follow youl!" '(V; p.31&) and reaffirm ..

v

-
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maJor characters. A Blot in the 'Scutcheon was published after the -

Then— not for fifty hundred Florences ‘

Would 'I accept one office save my own, B

‘Fill anv'other than my‘rightful post v

ﬁere at-your feet, _my captain and my lord! (V, p. 313)
’ . \

Unlike the four political dramas, A Blot in the 'Scutcheon’

’

does not. present jealous rivalry, but illustrates the effects of

Earl Tresham s Jealo s preservation of honour Except for Guendolen;'
F

“the - major characters of - this drama which Browning admitted is a

compromise. between his "notion" and Macreadv s 1n51stence upon action,/

are not real and conVincing, because the1r actions are too rigidly

-

controlled bv a severe adherence to a moral code of conduct. Although&

Mertoun occasionally describes Mildred in terms of flower imagery,

no consistent 1mage patterns exist to a1d in the development of fhe

Dramatic Lvrics, which contain d some dramatic monologues, however, o

e o

the‘blank verse seems to revéal-less progress in the dlrection of

o o

_ ’Browning s mature technique ‘than does - that of anv othep stage. play

. ; ) '
he wrote."-zz HcCormick es a reason for ‘the drama $ regression
from the dramatic*monolo ue form' - o S T /,

The best place to learn how Completelv Browning had
turned to the necessities of the commercial :

theater of his .day is in A Blot _in the 'Scutcheon.

This 1is a full dress tragedy, with- "silk and silver

varlets" in the romanticized Shakespearian traditiom.
It has most of the popglar tricks that should have'
made it a successful lodrama 28 “

As in the political plavs,“therefore, jealousy' can be discerned through

che actions and speeches of the characters, but thev do not’ reveal

 the reasons for their intense attempt to preserve family pride and

N

“honour. <«

)

28 -
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‘bv his ancestors‘

"horrid progehy ‘springing "from a line like ours (111, 1, p.226).

Earl Tresham imposes the ancestral pride and honour, which must '

mwbe upheld by a rigid moral code,.upon the family. His jealoﬂsy to

preserve the honour of his lineage and to prevent "a blot in the

scutcheon is- evident throughout the play. 1In accordance with his-

-~

aim, Earl Tresham appears grave and 1ofty to his retdineérs (I, i, p. 217),

hovever, he is not the cold and haughtv man whom Mertoun fears dﬂ;ing

his flrst meeting with the Earl During this meeting, Tresham character-.

K

' 1stically pays deference.to Mertoun)s name, noble among the noblest

e

in itself" (I, i, p-.217). Later, when.he has learned of Mildred's

"sin,"‘xreshamhshows the same reverence for his own‘name, for his
2 ' . 3 ) ’ . K L ! . :’ .
greatest concern is with the dishonour to be suffered by himself .and

P . . . S . N

_ 4 And what will no;\\ : ,
.Become of me? 1'11 hide vour shame and mine ' :
From every eye, the dead must heave their hearts
Under the marble of our chapel-floor; . _
They cannot rise-and blast you. You may wed .= o
Your paramour above our mother's tomb; v .
Our mother cannot move from neath your foot. (11, p. 224)

,In the last act, as Tresham wanders around his estate, he again _':'n

' demonstrates his obsessive concern withﬁfamily honour. He does not .. -

refer compassionately to Mildred as his‘sister;'but rather as a

'Although hlS Jealous guarding of his honour has caused the deaths of

Hildred and Mertoun, the dving Tresham is still concerned with his

20 s
*

11neage as he addresses Guendolen and Austin. _...name/ And fame'

- 4

are yours: ~you hold our scutcheon‘up./ Austin; no blot on feln

S

ar, 11, p. 230). S

Donald Hair asserts that Guendolen and Austin-'represent the

29



A

norm of conduct and attitude in the play. Though they never disparage
family honour they regard it with some sense of humour.‘ 29'(Indeed |
Guendolen, more than Austin, is qu1ck to point out Earl Tresham s
jealous obsession wrth his honour.' She admires Tresham as "the
perfect spirit of honor " but she also warns against ouer emphasizing
'his honourable lineage.' But he shOuld take men's homage, trust in ’
it, / And care no more about what drew it down" (I, iii, p. 219) She
humourously admonishes the Earl by stating that Wertoun ‘should haue’
pleadedﬂwith her saving, .

L : : | V . Sweet lady,

Your cousin there will do me detriment

He ‘little dreams‘of' he's absorbed,VI_see,

In my old name and fame--be sure he'll leave

My Mildred, when his best account of me’

Is ended, in full confidence 1 wear } ' '

My grandsire's periwig down either cheek. (I, ii, p- ”19)
After Treshan has spoken with Cerard Guendolen sensej/that
is'not well and, with humour, unwittinglv.and ironicallv cites.the .
cause of the Earl's apparent distriys: "I 11 die/ Piecenmeal, record
‘that, if tbere have not gloomed/ Some blot i hev scutcheon'"

(a1, p.223). " o |

CuendoIen judges.the individual.by his character and not by'his
adherence to a moral code or bv his honourable lineage. She intuits
'that Mertounvis Wildred s lover and readilv pronounces Mildred "free
from all that heap/ Of sins which else had been irredeemable" (II, P- 226).
Mildred however is carried off by her emotions, unable to sustain
the conflict between the 'pure' (her rigid-sense'of morality) and the

30

'passionate' (her love for Mertoun)." " Mildred, like Tresham,'

stresses the importance of honour. Because she has sinned against

.

30



the moral code, Mildred feels extreme and unreasonable guilt. For
example, after she learns that Tresham has consented to her marriage,
Mildred expresses her fatalistic attitude to Mertoun:

Utter to your soul, what mine

Long since, Beloved, has grown used to hear,

Like a death-knell, so much regarded once,

And so familiar now; this will not be! (I, iii, p.220)

She reasserts, '"Sin.has surprised us, so will punishment." (I iii, p 220)

’

and states that she will "pour lorth all our woeful story / The love,
the shame, and the‘despalr with her family standing "round me aghast
‘as round some cursed fount/ That should spirt water, and spouts blood"

(I, iii, p.221). Tresham does react as she predicts and, in his

hPE AR

jealous rage, kills not onlv Mertoun and, indireCtly, Mildred but
’ also himself after he recognizes the puritv ‘and validity of the love.
) Lo L%, .

Roma A. King states that "Hertoun and Mildred talk about 'sin' and: .

'punishment',.but clearlv_their error islmore imagined than real' S

'their nunlshment more the reflexes of convention than judgment of o
. .\- ’ L : 3‘,»4
universal moral 1aw. 31; By i&lustrating thé effegts of the Earl's "

LS

. jealous,preservation of hoqour,-Brounzng'

Jealous rivalry,vev1dent in bheu

v ' ., N

preservatlon, illustrated inﬁA Blgt in the 'Scutf

‘Presented in PiEpa*Passes. Although Pi 2’ ?as “"'”

o5
a

acclaim its excellence.‘

since Sheridan. 32

31



a7
Browning's disregard for stage convention and, as DeVane notds, his
ﬁ‘
moving towards the dramatic monologue as he learns to proﬁect his

b

insights outward and portrav 1maginary characters under me stress

,’/
./}‘

of psychological conflicts._ 33 Park Honan even citegi@i parallel

between_{glesj turning from sculpting to painting’%gﬁfErowning s

turning from traditional dramatic form: 2 4,
In 1839, it would seem, not'abandoning t‘%ﬁ(’ﬁge
play, the form that was so wvital to the , ‘1opment of
his blank-verse technique, Browning at; t" rgame -time
took a radical step to liberatexhimself from ‘what
he felt to be the tyrannv of a traditional form
that could at best only lead him into the creation '
of fatally expert,self-debilitating limitatigns. , i@"
The metaphor 1is perhaps not too strong: nmgzppa Passes ¥

“he began to paint.. _ ‘ S

. ' _ 3 . ‘
Continuing to explain.his metaphor, Honan indicates that he is in

agreement with\DeVane, for he savs that with P ppa Passes Browning .

Abegins to write less inhibitedlv for the benefit of a more intimate

and inevitablv more discerning audience——the individual reader--and
.80 to extend his mastery of character—revealing téchniques and to
' - 35 |

move in the direction of the dramatic monologue." -

/,: Indeed, tHe characters of‘Pippa'Passes are delineated'throdgh

‘their own’ self revealing speeches made effective by the use of subtle
imagerv, changing rhythms, and. individualized diction and syntax.

Even the character of Pippa, which, as p01nted out bv both ‘Margaret

‘Glen and Dale Kramer," has been traditionallv regarded as superficially.

_ developed is psvchologicallv complex. Hargaret Glen notes,

‘She [Pippa] is far too often treated more as a fairv
" than as a human being, because of an undue emphasis

32

L)

upon her lyric outbursts. But her real humanity,
-as well as her complexity, becomes apparent in! her
first speech and _more especially in her last.



33

\.
a 7y

. A K - -
,- Kramer consentrates upon Eippa's introductory dramatic monologue
N - - . - Y

and states that, "with character traits beyond the simplicity of

naiv#té and faith, she [Pippal is not entirely what the critics
B o | o v o ‘
have assumed."-37' Kramer indicates in his-article that Pippa,

althpugh she asserts, "I will.pass'each; and see their happiness.

And envy none" ("Introduction" p-320), 38 envies "Asolo's Four

.‘Hapﬁiest Ogesv "because this one day is so important to her, -though

they would feel no loss if ‘it were a rainy or stormy day." 39 "He

4

" continues, saving that '"the nature of her [Pippa’s] remarks concerning | -

all of- the Happieét Four connotes a definite envy,” 40 and he
ldescriheigfippa as "innocent but deliberately se1f¥éentered,"‘41 a
A4 o : re . -
characteristic .of the jealous individual. .Pippa's envy, however,
. - e

is_ﬁot passionate endugh‘to be.terﬁed jealousyv. After;discuss;ggn;‘
' Pippa'é'introductqry'monologue, Kﬂaﬁer establishes>th§t Eipoé Pésses
"illustrates‘aspects of selfiéhness, or seif—love,; 42'and, indeed,
,Ottiﬁadand the stuaenté.of the'Jules—Phene episode iﬁdiéé;e.a self;b
. . . . ®

concern which egéeeds selfishness and can be interpreted as jeaiousy.

- « . - _
Ottima demonstrates a jealous desire for preservation in her passion-/

ate love for Sebald, and the studeﬁts, like the coﬁrt{srs‘of the

‘political plays, illustrate the jealous ri@blry‘among the artists.

8 . R

‘Although véry few speeches are assigned to the Studenf#, they -
‘revealvﬁheir characters and-theif jealousy more fuliy than'doffhe'
'éourtiers in the poii;ical dramag. For ékamp1e,>af£ef stpdying the
Second Student's first aﬁd only‘substantial spéech,‘Park Honah

concludes:



‘ ;

The character of the Second S#gdent that emerges 1is

simple but clear in its gonstituents: he is a witty

young man wholly preoccupied with his own verbal

invention, and so high~spiri}ed that he cannot stay N
on one theme for long——he explodes ("His own fault,. -
the simpleton!"), he switches from one conceit to ® '
another, he bursts into witty doggerel--possibly ‘
.supplied to him bv Bluphocks. The vitality and )
sponteneity of the passage are evident; it is a

successful prose portralt of its speaker.

e portrait of the First Student who calls himself,Lutwyche and
proclaims'himself "spokesman" (p;330) for.the‘group, is even more

'revealing for he expresses the passions which are;suppOSedlf

red bv all of the students. ‘'Like the courtiers of the

pelitical dramas, he uses'animal images, which reveal his‘eﬁn‘ignoble

jealous nature. For exﬁﬁple, whereas Jules 1ater finds artistic

1nspiration through Phene, the f1rst student notes that her name is

"by translation, sea—eagle" (p.332) and pictures her, through simile,=

"

as a "noisome fly":

"To hold Jules long in doubt, yet take his taste
, "And lure him on until, at innermost

R Where he seeks sweetness' soul, he may flnd——this.
"'—-As in the apple’ s core, the noisome fly:
"For insects on the rind are seen at once,

'And brushed asideée as soon, but this is found

'Onlv when on the lips or loathing tongue.'
(11.169-175, pp.337-338)

The First Student is enraged that Jules has described the artists

as brutalizéd" (p.330);fhowever, whether'consc10uslyeor unconsciously, /))

. } : ’ | » - B
Lutwyvche also applies this metaphor to himself and to his friends:

"Now, think of Jules finding himself distid%uished from the herd of o®

us by such a creature!“ (Part 1, p.332).

- (Part I, p 330) is soon revealed as the First Qtudent states that

S

. b
The reason for &hn-students' “"friendlyv vengeance on Jules"” ‘f)

“each professes himself alike insulted by this’ strutting stone

34
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squarer" and then iqdicates‘t
of boundless self—ggncéﬁt" (P

‘real or imagined superiofity:

with these dissolute, brutali

heard to call us all... "(Par
. . 4

are seeking vengeance not onl
also fpt his'dedication .to hi
First Student:

- Next he [Jules] prts hi
unfinished Piega for hal

till up he starts of a s
nose’ into--1 sav, into--
vou are-informed that pr
- not fully mastered in Ca
method of ,using the dril
the knee-joint--and that
. at length! Good-bve,  th
~whose gallery no longer -
Jules, the predestinated

By decéitfuily encouraging Ju
. believe thatF?hey'will lower

as a rival.

Although thestone of the

reveal the ihtensity of their

. remarks and their cruel schem

suggested ‘and later confirted
ify Lutwyche:

And how, having hated th
"I sought-long and ‘painfu
To reach thy heart, nor
The skin but pierce to t
Ask this, my Jules, and.
" By thy bride--how thean

\

K , :'vﬁfff>

oo

v

hat the students, with "hateful smirk -
art I, p.337), are jealous of Jules'
"He, forsooth;'ﬁake up his portion

zed, heartless bunglers!--so he was

i

t I, p.330). The fact tﬂat the studentéJW

y for Jules' attitude toward them, but

s own work, .is later rthaled by the N

mself deliberately before the

f an hour without moving,

udﬁgg, and thrusts his very

the group; by which gesture

ecisely the sqle point he had

nova's practice was a .certain

1 in the articulation of U

» likewise, has he mastered

erefore, to poor Canova--

needs detain his successor : '
novel thinker in marble! (Part Iy} p.331)

A 3
les” marriage to Phene, the students

\ Al .
Jules' sﬁature and so obliterate him

ir banter is 1 ~nt, the students
- jealousy through their derogatory
e. Their hatred ?bfjﬁules is certainly

as Phene recites the ‘poem gfﬁén'to her

s ‘
: T RN
ee, | B N o
lly ’ - ) » y:
prick ' P Lo ' ‘
he quick-- = -

be "answered stréight' ‘ . :
inter Lutwyche can hate! (Part-II, p.339)

L

S
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portravs her dominance in the r ationship.

Ottima' s je310usy in Part 1 of Pippa Passes is equally intense'

!

however, she is not jealous of a rival. Instead, she displays a

‘“jealous desire to preserve ‘her passionate 1ove,'as does Earl Tresham

to preserve his honour Throughout the SCene, Ottima's domination
over Sebald, both in the past and in the present, is evident., For
example, referring to the past, she savs that she& and not Sebald,

schemed “to: get him [Luca] from the fire" (Part I }xZS pP- 323) and

addre551ng Sebald, notes th?t i ventured to receive y0u here, /

.Made you steal hither in the mornings" (Part I, 11 175-176, p.323).

Sebald alsd blames her for her dominant role because she, and not he, -
aroused Luca's anger' "He [Luca] sat bv us at table quietlv / Why
must you lean across till our cheeks touched”" ‘(11 149 150, p 325)

AtTthe ehd of,the.scene, erald unJustlv places total blame for the

bt

. crime on Ottima, and through her angry retaliation during which

" she addresses him as Beggare—my slave" (1;253, p-328), she again

vl

Ottima s domination in the scene demonstrates her jealous

'(attempt to preserve her passionate love. Both Ottima an& Sebald T

olannes\a::Bcommitted Luca s murder pf%sumablv to satisfy their
R 4

. A
. Jealou ».and the deed is justified as our passion's fru&c" S
(1.53, p.322 . Ottima further Justifies ‘the crime by evaluating ]

‘their happiness as ample pavment for Luca s life' "...but the -

j0ys it brought !/ Pay they or no its price’, Come:. they or it'"

(11.162—163, p.325). Unlike Sebald Ottima illustrates such intense],f

L.

desire to preserve their love, that she seeminglv feels no remorse_

Y

for the crime.' In the presence;of her husband's corpse,_she is’able '

t&‘/{. ,‘ ‘. N

T
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to think of such a tr1via11tv as wine; and after calmly suggesting
‘that ‘they move Luca's body, Ottima announces, "We may sleep/ Anywhere
in the whole wide house tonlght." (11.115- 116, p.324). . To ‘mask her
feelings of gu11t, she is even able g%]say, "I would go back and hold/.
His two dead hands and say, 'I hate you worse '/ ‘Luca, than...'"
(11. 109-111, P- 324) Sebald however, agonizes with remorse, and

Ottlma determines to summon his passion in an attempt to keep him

for her lover. She succeeds by recalﬁing their first sensual happi—
ness and cleverlv connects this past experience w1th the present as

she draws Sebald s attentlon to her hair'
. : g I felt you
'I'aper into a point the ruffled ends IERNEE
Of my loose locks "twixt both your humid. lips. . t:; -
My ‘hair is fallen now: knot it again' (11 212- 21& p-327) -

: Pippa s song, however, recalls qebgld s guilt, and his attempted

;-;_;9?7suicide banishes Ott1ma s Jealous guarding of thelr love. ~She

L

responds, "Me!/ Me? no, no, Sebald, not yourself——kill me'"

(11. 270—271 P- 329) and concludes the scene wlth "Not mef—to him,
0 Cod, be merciful"' (1.283, p. 329). She rejects her‘jealous, ‘
passionate_love;through "the seizure of the knowledge of ‘a higher,

-fleshless love of which'she-has:never'Rnown:’v44_ : ot

”

Vhereas Sebald. readily admits to feeling result of

S
@

the illicit love and the murder, Ottima pretends that she suffers

s

.no remorse. yHowever 1ike erald Ottima ‘uses imagery which, with
«the rhvthm of her speech betrays ‘her. fears. Thus, to a greater S

‘extent than in the political plays and A Blot in ‘the 'Scutcheon,

imagery characterizes the jealous»individuals; As in A Blot in the
s
'Scutcheon, ‘animal imagery is absent, for the jealous characters

.,

C . Y
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possess'more:sensitive natures and, unlike Earl Tresham, completely
overcome‘the jealous guarding‘of their love.

Sebald, for example, uses 1mages of destruction and death to
mark the passing of theirklove, and he refuses to take ‘solace in
inages of rebirth. He asks, Worning’/ It seens to me a night with
~a sun added" (11.32-33, p.322) and later dlsplays even greater .

confusion: ™"Off, off——take your hands off mine,/ 'T is the hot

evening——off! oh, morning is it?" (11.112-113, P-324). The mormning’

hpromises no hope for Sebald who auestions, 'Where s dew, where's
: freshness’" (1 33, p.322). He thlnks onlv of the drooping plant
which he bruised during the night and notes his "elbow's mark/ T’
& :

the dust. o' the sill " (11.\34—35,, p.322).' Svmbolicallv, he refuses
to accept the “lack wine but, as if he were seeking absolution for
his crime, he asks for the white wine and drinhs to Ottima's black
eyes. For erald Ottima has alreadv become the svmbol ‘of evil
which he personifies more vividlv at the end of the drama. ' After'
hearing Pippa s song; which celebrates nature andiaffirms that all
which Sebald feared lost st111 exists, he Droclaims the death of
his love for Ottima, for. even her hair "That seemed to have a sorti
of life in it / Drois, a dead we." (11.i47 248 p.328). -~ &

Ottima betrays her feeling of guilt much more subtlv through
her choice of images. Her opening speech for example, indicates
quite clearlv that she is verv much occupied uith Luca 'S murder.
4As Honan explains,_her feeling of guilt is revealed through her

description of the "blood—red beam" of the <un, through re—creation

:of the illicit love and of Luca 's murder, and through her commands

38



with "their short length and hushed quality.t}&sA:Similarly; when

Ottima recalls the lovers' "crowning night" (p.326f, she reveals

-

: her preoccupation with the death when she states that the "black-

-blue’ canopy Suffered descend" (1.186, p. 326) and portending Luca's
murder, threatened to smother up all life except our 1life"
(1.188, p. 3%/), Her deécription of the storm unveils her feeling

of guilt, even in the past, over her alfair with Sebald'

Buried in woods we lay, you;recollect;,
. Swift ran the searching tempest overhead;

And ever and anon some bright white shaft-
Burned thro' the pine-tree roof, here burned and there,
As if God's messenger thro' the close wood screen
Plunged and replunged his weapon at a venture,
Feeling for guilty thee'and me.. (11.190- 196, p 326)

The psvchological complexities inherent in the character portraits

of Pippa Passes are equalled bv Browning s creation of Chiappino in

., ( N
’ R

AN
A Soul s Tragedv. Park Honan notes that "in the two settingswin which

bBrowning s had outside Plppa Passes, and he is probably at least as

' fully revealed as Pippa herself, Ottima Gebald, and the Monsignor."

Le is presented Chiappino comes to life as no previous figure of

-

46

As with Pippa Passes, the reason for Browning s’ successful character

portrayalﬂseems to te the movement from'traditidnal dramatic form to
the dramatic monologue. C. H. Ferford says of the plav, "The dramatic
form, though still preserved, sets strongly tobards monologue: the . .

entire second act foreshadows unmistakablv the great portrait studies ¢§‘“

of Men and.Women. t47> James McCormick similarly attributes the drama s

success to Browning's disregard for ‘the theater s conventions:
Lo :
"Browning did not write A Soul’s Tragedf for Nacreadyfand, released

again from the shackles of the professional,theater,_he was able to



‘nature. . | - ) ' ~

AN

zin b s ¢isuing spec hes he further emphasizes his lack of self—‘
‘Tessect. Chiappino anittingly reveals his Jealousy, because héﬁc

enhances his self-.ebasement through a compardgon with‘Luitolfo.

' Because Chiappino thinks Luitolfo superior to hlmself he behaves N
| like a jealous individual bv subjecting his friend to unfounded

criticism Eulalia assures Chiappino that Lu1tolfo is a sincere é

bring into the open the emotional turmoil and guilt compulsions off
his characters." 8 Certainly, the drama diverges radically from

the traditional form, for it has only two acts, the first written
] ’ ’ :

in poetry and the second in prose. The two'acts present Chiappino:

¢

. . P v . .
in exactly opposing sIltuations,_and although €éach act can be regarded

as'altype of complete dramatic monologue, both acts are required to

reveal completely Chiappino's character and,cgnsequently his jealous

v ~ ,
In the first act, Chiappino appears vehemently ‘idealistic; .

© however, his idealism s clouded by his cynical attitudg towardﬁthe

society as well as his friend Luitolfo and the woman he professes

Fi
P

‘to love. When Cniappino first-appears in_conversation with Eulalia,

/“ r‘ -

his, jealousy is‘soon revealed as . the orobable cause ‘of  his cvn1c1sm.

- He debases himself as he declares to Eulalia, "I, now——the homeless

friend1 58S penni]ess/ Proscribed and exiled wretch" (1, p 289), and

E

For example, he says, . = . = T ST

: I was born. ‘here, so was Luitolfo, both R
At one time, much with the same circumstance .
0f rank.and wealth; and both, up: to this night .

" Of parting company, have side by side : ’
9ti]1 fared he in the sunshine--I the shadow.. (1 > P-~90)-_

friend: ‘"Luitolfo s first to place you o' er himself/ In all that

T
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‘ challenges respect and love" (I, p.290); however, Chiappino believes

s v ,

that he has received help from Luitolfo because of the latter's

o selfishness:

‘ - Well, he paid my fines,
Nor missed a cloak from wardrobe, dish from table;

He spoke. a good -word to the Provost here,

Held me up when my fortunes .fell away,

——It had not looked so well to. let me drop,—— (I, p-.291)

’sLditolfo, howeverf proves his devotion to his-friend when he arrives
‘and, contrarvbto what Chiappino has‘imagined .announees that he has
killed the Provost. ”After this, Chiappino responds, for the first

and last time in the drama, as a friend by offering to take Luitolfo s
place and'even to "die for him" (I,‘p.293). However, the'reader's

' Suspicions are aroosed at the endvof the act‘when Chiappino refoses,

g

for the present, to direct the populaceisgadmiration away?from himself

-and to7Lnitolfo.- o . R :

Chiappino is Jealous not onlv. of Luitolfo s personal attributes»
and position but also of his love for Eulalia. He’ declares his loveﬁ\‘
for Eulalia and is angered when she indicates that she hasinot been -
aware of his feelings She states, "T. hear this for the first time."

(I, p.290) and when he insists, "You knew I loved 'you:" she replies,‘
"Not so; on my faith!" (I p.290) Eulalia s refusal to accept his

love allows Chiappino to indulge further in self pity. Character-
'istically, just as he debases Luitolfo, Chiappino also debases the - 1‘- %j
relationship between his friend and Eulalia. Por example,,ohen |
Eulhlia asks, "What forced/ Oor forces me to be Luitolfo's bride?"

2

(I, P 291), Chiappino replies'v




QQ@H

There's my reVenge, that nothing forces vou.r
No gratitude, no liking of the eye :
Nor longing of the heart, but the poor-bond-. " "
Of habit——here ‘so many times he came,»l \
So much he spoke, ——all these compose the tie
That pulls you from me. (I, p-291).

In the second,act Chiappino proves. that the lack of affection'
‘ vhich he ha?\attributed to Luitolfo actuallv applies to himself.
Now that the jealous individualvhas gained self—esteem he no

rlonger reouires assurance through Eulalia s love and consequently

dismisses her' "Since vou cannot understand this nor- me, it is
better we should part as ‘vou desire" (11, p. 295) » _— ﬁl

To satisfv his Jealous desire for recognition and power,

— ]

Chiappino also dismisses his friend Lu1tolfo. Roma. A. King notes

that '%ﬁs.[Chiappino.s] tragic error is in failing to maintain that

e [

‘moment of heroism when 1nst1nctive1v he offered his life for his -

-

friend. That he did not-—courd not—-is the tragedv of Chiappino and

of‘umn.".,.{'9 ‘Indeed in this moment of sacrifice, Chiappino seems'

r

~

\ﬂ
to have overcome his J %@gsv however, "such poetry is fragile: and

of brief'duration. It is inev1tably fpllowed.by the prose of everyday

—

hdman:existence.ﬁ >0 In the second act, Chiappino dees not allow

hiS'idealism‘to overcome.jealous rivalry. Instead he seeks refuge

_‘f

fn compromise dnsisting to Ogniben, the svmbol of his conscience,

~

fthat he and“hiS'ideals must be reconciled,fto an old form of'govern-

. -ment insteadfof proposing a new oneﬁ (Ii,%p 296) . - -

Through Ogniben.,Chiappino learns to recognize and seemingly

to overcome’ his jealousv. Ogniben, who, as Roma king_suggests, is
S I : S ‘ -

=Chiappino s doppelgénger 51 quicklv recognizes Chiaopino's‘jealous o

J?desire for esteem For example, observing the relationship between
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’ Chiaéfino and Euléli#,vhé-nétes,‘"Yéu, fhe gfeater,nature, needs must
'have a:ieSser one...--such a ﬁéthré must>cohpfehehdnyou,'as the phrase )
is; accompany and éestif& of‘youriégeatne;s from poiptqu poiﬁtv |
onwar&" (11, p.296). He‘continuallyurgasserfs his'intentiqnftow
. remi#d Chiap?iqo oflhis ideals when henéays, for‘e#aﬁple; "I;help
men to garry‘out their principles.” (II,”;}296);."0bserve, I speak-"

only as vou profess to think and so ought to speak:" 1 do justice -

’

to,your owntﬁrinciples; that is all.“v(If; p-297); and "I only deéiréé.
_fq do justicelto fhe.noble Sentimentsfwﬁich animate yéu, and which
. fdu are,goévmod¢s§ to duly enforce." (11, p;298). At“the end of.the.f
dféma, Ogﬁiben humorous1y poihts.to Chiappiné‘s reali%ation and |
rejéctiop of hiS'jeaiOus dgsife for esteeﬁ when he notes that the
'octogeharian "Qho began by asking ;nd’expec;ing_the whble of‘gs
- to bow doﬁn in_uorship‘td him--wvhy, I say‘he'is adVgnced, fo;wonQard,,'
~1véfy far; neé?ly'out of‘sigh; like.ourffriend Chiappino'yonder“
(11, p.298). | | |

: 7 :

.Ogﬁiben.frequently makes such use of_si@iles tqaéxpése the

jealous Chiappino;s‘;héréctef.‘ Chiappino himself béé;ays,_throdgﬁ\\,, _ 
.ihagéry, his own ignoble nature wﬁen he unwittingly likens himﬁelfv
rtd a savagé. He explains to Euléiia;that love fbf'éne woman is
. iike "maniféld uses’ih one'instrumeht;‘gs the savage has hiévsqord,
'siaff, sceétre and idol, all»in.onelélub—stick" tII, p;295).
Qghibep similarly’lowé}s Chiappiﬁ&‘s soéigl $tatgs when he notes '
"that the latter is véry'much like'ﬁthevnewl§ emancipafed 513054 who
, “will{édopt, in.his own favor, the very ﬁeasufes of precaption,.which
pressed soreliest ' on hiﬁself as 1nstituti§n§ of the‘tyréﬁpy'he_has

~

[



njust:escaped from" (II, p.297)5 ‘A‘third examplé of a sipile which
1llgstrate5'Chiappino's uncdntroiled je#lous nature occurs at the
.end‘of:the dram% when Ogniben‘cémpages Chiappino to a chiid.vho
wants "Ehe whole world.to break.up,'or.suck‘in his moufh, seeing
no ofher goéd in'i;" (II,'p.ZQB). Althdﬁgh no.partiéular 1magé
v'Pattern.is eVideﬁﬁ in the fifst-act-ofzthe dréma,‘Ogﬁiben's.fféQUent.
. use of similes during the second acf~éids'iﬁ the characterizatiéﬁ

Y

of ;he jealous Chiappino,

\
o : o
Like Pippa Passes and A Soul's Tragedy, "In a Balcony" diverges

greatly from conventional drahétié form. 'In fact, in Erowning's

”Staf—Imagérv, Smith 15 §é1uc:ant.£6 ciassif§v"in.a Baicoqy"-accordingv
to genre ‘and maintainé that the work combines tﬂe tééhniques of

"the original drama, the imitative drama, and the dréﬁaticrmﬁnologﬁe;"
 Nevertheless,‘DeYane ﬁotes that "Iﬁ a Balpdny" marké a revivéi of

Browning's interest in the drauna;v53 therefore, like Elmer»Edgar N '
) 3 ) ] ’ - [}
Sﬁoll, one could classify the work as a closet drama. >4 However,

. the pSycholOgical complexitieé of Constance, Norbért, and;thé-Queen

reflect the character studies of the dramatic monologues. Conse-

- quently, "In a Balcony,"” perhaps more than any other drama writtén

by Browning, subtly‘reveals the -causes and effects of jealousy upbn

its Qictims,-the Queen and Constance.
| 1 Se- o

As in the dramatic monologues, characterization of phe'jealous

|

- individuals is enhanced by a subtle use of'iﬁagery_inv"ln a ﬁalcoﬁy."‘
Star‘imﬁgefy 1scpafticu1ar1y important becéqse of "the strict

. association of the star—iﬁagelwith the char?cter of Norbert; for

!

- C . . o o ' 55
it 1s he rather than Constance or the Queen who approaches truth."

44
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L1ke the light imagery of Luria, the star imagerv of "In a“BaLkony"
~symb01£ges an 1dea1 vision. Norbert's ideal vision is truth, and

the truth of his life he‘proclalms, is 10ve.'"Truth is the strong
thing. Let man's life be true!/ And love s the truth of mine "
7(11.224—25, p.700). NeitherrConstance_nor,the_Oueenfis as devoted

to truth; therefore, neither quite nnderstands'the‘truth of her own
situation in love, and conSeouentlv,'both become victims of jealousy.
-Constance is particularlv adamant in her refusal to allow Norbert

to approach the Queen d1rect1v, and when Constance‘persuades Norbert
‘to deceive the Oueen, he replies, “ 'Tis not mv way; I ‘have more
hope in truth” (1.326, o.703).‘ Like Norbert, the‘Qoeen oleads for |
truth saving to Constance,‘"——would you but tell the truth" (1.428,
p- 706) and 1ater commandlng, 'Speak the truth'" (1 499, p 707)
However, the Oueen, like Constance, is niiiloval to- truth for as_w»
‘the imagery suggests, she cannot bear ‘the truth_of life from which
she'has been.shielded; 'Constance, for example; states.that the
'Queen s soul, deprived of participation in life, is "starved/
Debarred of healthy food" (11 273-74, p.701), and the Queen herself
says that she has‘observed life from a oedestal/ where 1 grow
marble" (11.'393-94- p.7o$). | )

,‘, Both the Oueen and Constance, avoiding truth, engage in deceit,

N

the former deceiving herself and the latter deceivihg Norbert and
. the Oueen. Appropriately, both speak of love in terms of monetary
images. The Oueen, for example, asks Constance to change what
bNorbert says "into current coin” 1. 585, p- 710) and states that

Constance shall have. 'some noble love, all gold" (1.589, p.710).

N
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Similarly, Constance says to.Norbert, ’ ' \
. T .
T know the thriftier way
0f giving--haply, 't is the wiser way. - »
Meaning to give a treasure, I might dole _ o
Coin after coin out (each, as that were all,
With-a new largess still at- each despair)
And force vou keep in sight the deed....
‘.(11 609-614, pp. 710-711)

Norbert‘recognizes this almost commercial attitude toward }ove‘as,

‘a conmodit§Ato be bartered, for he says ‘to Constance at the end of -
—the:drama, "Sell me—fyour sohl of souls, for any price?” (1.898,
p.718)7 ‘He, on the othe ~fand, does not present his love in terms:
'of.mate{ial‘images{ but‘rather describes hisjlove as living., He

iv ng;>at ?our”feet"

/
) ; 4
(1. 879, p.718) and offers her his soul "st111 Qulvering in your hand“ ;

says to Constance, "And here's my love, here,

Rk

) (1 879, n.717). Thus, the 1magery of "In a Balcon\ dlstlnguishes

: the two jealous women who" share a similar attltude toward lOV‘ld
. ‘ -
truth from Norberg,‘who approaches the truth of love. '

The Queen, llkG'Cv'!l

= -
. : e TR
= : i F) > ,"-

second section of the drama when she is conversing wlth Constance.
The f}rstvsection of_the play acquaints the reader wfth the Queen's | ﬂ‘
character as it’is perceived by Constance'and Norhert. Two different
opinionsAof her.energe, but hoth agree that the‘Queen‘has no‘know-
ledge of real life, because ' she has stood thus flftv vears/ The
.sole.soectator in the‘gallery (17.135-36, p.698) of palntings and
statues. The Queen later sobstantiates thisrview, for she admits.
that she has never hefore.experiencedAlove and refersfto herself

S

as "the marble statue all the time/ Theyhpraisenand point at as



preferred to life" (11.409-10, p.705); Cince therQueen has always
been a spectator in l££e, her jealousy of Constance;s youth and
beautyﬂ as well as her jealousy; atlthe drama's end, of Norbert;s
love for Constance, is adeduately motivated. |

When the Queen appears in the drama, the reader is made aware
that some o% Constance s statements are false. For example, she is
afraid that the Queen will prohibit her marriage to Norbert, and‘yet
the Queen admits that she had orig%gally dec1ded to concede to
Norbert's, request'

He [Norbert] might say 'Give her hand and pay me so..

And T (O Constance, you shall love me now.)

I thOught, surmounting all the bitterness,
—-"'And he shall have it. 1 will make her blest,

These two shall have- their joy and leave me here. ' 1.454-60,
p.706) :

Constance also says to Norbert Does:she love me, lvask you? not

a wh;t (l 292, p.702); however, the Queen often.expresses her

i affection Nhen she first enters, she declares* "1 love you,‘Constance,
f from my soul. " (1. 343, p. 703) and later repeats, "How I loved you
~from the first!ﬁ (l 488,_p,707). This love however, is not directed
toward Constance as herself, but toward Constance as a representative
- of real life, youth, and beauty. The Queen s love for these qualities
is so intense that, through her expressions of admiration, she |
unwittlnglv reveals that she is jealous of Constance. Like Chiappino,
‘she compares herself unfavourably with her younger rival She states
that formerly she advised herself to " 'Leave love to girls. Be

~ queen: let Constance love.' "(1. 363 pP- 704), but now that she has

discovered 1ove, she says, "I am .a woman now like you" (1.373, p.704).
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Later, she . remarks ""Some queens would: hardly seek a cousin out/“

2

© And set her by their side to take the eye" (11.489-90, p. 707)

y

and similarly notes, put your cheek beside my cheek/ And what a
contrast does the moon behold'" (11 505 06 pP- 708) ' T
The Queen also makes comparisons which are in her favour, and

these'reflect her'jealousy in love by revealing hervfear that - ‘ f\&

Constance is, after all, more likely to receive Norbert's affection.

At first»she expresses this fear to Constance:

Ah, but I fear vou! You will look at me -

And sav, 'she's old, she's grown unlovely quite
'Who ne'er was beauteous: ‘men want beauty still.'
(11.387-89, p.705)

Gradually,'however,.she becomes more confident and'begins to'inslst
 that, as the older woman, she is more capable of granting real
love. The Oueen confldes to Constance that men love

. .. SO many women in their youth,.
And even in age thev all love whom they please,
And vet the best of them confide to friends
~That 't is not beauty makes the lasting love--
They spend a dav with. such and tire the next:
They like soul...._(ll 5”4 529, p.708)
The Queen thus attempts to conv1nce herself and Constance that shHe,
. and not the vounger more beautiful woman, is worthv of Norbert s
love. Inevitablv,,she concludes,."You have the fair face' for the
_soul see mine!/ I have the strOng soul: let me‘teach.VOu here”
.'(11 552 -53, P 709) At the same time, however, the Oueen almost
pleads with Constance to renounce Norbert, although Constance has

-~

’not stated that she loves him. Ear11er the Oueen exposed her

jealousv by admitting to "a second pang and wgrse" (1 433, p.706):

oy I felt. I saw,. he loved--loved somebodv. . _
- And Constance. my dear. Constance, do you know, , i ' coo

I did believe this while t was you he loved. (11.338-40, p.706)

: >,
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Now she cohfir$s~thaﬁ she has not overcome her jealousy as she

' pleads, "Oh, tell him, Constance,'ybu could nevér~do/ What I will,
. :%g;‘:‘s . . I )

--you it“was not born in!" (11.(642—43; p.709). Similarly, her
_jealéusy'g% unconsciously revealed as she subtly atfempts to draw

Constance away from Norbert by suggesting that'hef ow~. lover will
Ahave "Light hair, not hair like Norbert's, .to suit youfé:/ Taller

': R v. - N i . . l! N
than he is, since.vourself are tall" (11.572-73, p.709)%> e

-

' The‘Queén's jealouky is fully revealed during this. scene with
. Constance;_thérefore, the feader can easily imagine the.inteﬁsity

of her passion as she silently léaves Constance and Norbert at
the end of the drama. . Constance's jealousy, on the other hand, is

-

not’so.easily disc&#nible. E. E. Stoll, for-examplé,.refutes

'Stopford Brookegé prdeSal that Constance'is a study of jealousy.

Do

In. The Poetrv of Rbbert Browning, Brooke does seem'un&uly harsh in.
his analysis of Constance, for her -sacrifice to the Queen is partly

motivated by pity and gratitude. For\examplé, she expresses her
gratefulness dufing'her first meeting with Norbert when she pleads,
I owe thatvhithered“woﬁan-everything-—- VA?~ b

Life, fortune, you, remember! - Take my part--
Help me to pay her:! (11.334-36, p.703)

_ o L o . S o
After the scene during which the Queen exposes her "inmogt heart™ '%§Q§ .

(1.581, p.708)-td.Constance and declaresﬂ_"I cahnot give Him'up—%ah o
vGod,/'Not,up‘now, even to you!" (11.500;01; p.708>;'AConstaﬁce's
sacrifiée is qﬁitevéoﬁceivably motivated by her pity. Lying; gﬁe
declares, '"'Yes, gadam,:hé has lovéérybu;;iéng»and’wéll" (1;7603“
.p.714) and readily offers korbert to the Queen: "Take‘him——wi:h my:

N

full heart! my work is praised/ By whaﬁ'comes of it. Be you happy,

\

0
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both!"-(11.769—70, p-715).

o -

2

50

. . | . .
The last sentence of this’ quotation, however, may causél%fe 'f .
she -

reader to question the reason for Constance g sacrifice, for

wishes even Norbert happiness. Although he shows his dedication to.

.
‘the state, Norbert s proclamation of love for Constance is so

convincing that one could hardly deem his being happv under uch-

circumstances. Nevertheless, Constance continues to tempt him:
bt

-~ . o
' Here I yield Eoe , //)
Mv whole rlght‘in vou to the Oueen,) observe! B

" With her: go.put in practice the gredt schemes
e You teem with, follow the career else closed--:
' Be all vou cannot be except by her! - (11.784- 88, p;715)
N .
‘If Constance felt assured of Norbert s love, she would be aware

' that he could not accept her sacrifice .and, - therefore“realize that
her act would only hurt the Oueen.' Consequentlv, her'sacrifice-to
Norbert seems motivated bHv Jea10usv to test his love. The fact that
Constance is capable of such deceit is evidenced at the beginning
of the drama when she- insists that revelation of the truth will not

f)gain therueen s consent to the marriage.

Constance herself suggests that she 1is delibbrateiy.tempting

" Norbert when, after he'states that the OQueen is testing him, she

i

'narns,
‘Stay—-not hers, the trap——
_Stay, Norbert—-that mistake were worst of all'
He 1s too cunning, madam! It was I,
I, Norbert, ubo.... (11 838 -41, p. 717)
At the end of the drama, she admits to her folly. "1 thought of
men--as if vou -were a man. / Tempting him with a crown! (11.9l1512;
p-719). After Norbert realizesﬂthat ‘the Queen was not testing "to
- try me, what my/;ove.for Constance meant" (1.887, p.718), even he

~ : IR
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implies that Constance has jealously tempted him:
o : : : L
Was it yvour love's mad trial to o'ertop
. Mine by this vain self-sacrifice? well, still--
Though I might curse, I love you. (11. 899 901, P 718) !

The final evidence that Constance's sacrifice is not wholly motivated S

by pitv and gratitude occurs"befoﬁe the fueen leaves. Norbert states,

lv-- il
.

'You two glare each at each like panthers now" (1. 895 p.718), and

: thus he pictures the two jealous rigaﬂs, ‘hardly united by the love

declared during the1r previous conqérsagion. This simile is the

only'evidence of animal imagery iﬂ:the drama,»but it occurs signifi-~

cantly at the one moment at which each woman.is ‘aware” of the other s )
: r('b“\ ’ . s
Jealousy. - ; '
’ .
/ -
o L7 ’ ) ’\]

Psvchdiogical compl“ ity is evident in edch of the three - ‘

characters of "In a Balhony as well as 1n the characters of P Pippa <
\ h ‘

‘Passgs and in Chlagpino of A 50u1 s Tragedy. The theme of jealousy,

'therefore, is much more fullv developed - in these dramas than in the

four polltical plavs and in A Blot in the 'Scutcheon, all of which

. adhere te stage conventions. Although these plays which”adhere ‘to

{ ¢

.‘Convention do.not* treat the theme of jealousv with great depth /thgy\\

do illustrate Browniné s earlv interest in the passion and recognition.

P

of its complexity. The fOur political plays a11 deal with jealous

.i rivalry among. characters seeking power; however differences can

jbe noted in the situations involving jealousy. Strafford and Colombe's

Birthdav present similar situations in that each,drama exposes a

.:/

: .group of courtiers jealous of an individual who is devoted to the

»ruling person, although both Strafford and Valence have higher{ideals

which are onlv symbolized by the King and by Colombe, respectively.\l
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i.defeated bv a man who, they belleve, is inferior to them.

oA : |

Luria is also devoted to an ideal; however,.this devotion is not
. 7.

manifested in a love'direeted toward a single character. His ideal

‘ reflects a vision understoéd, as Luria proclaims, only by one from

the East where God .

— ' glows above o o
With scarce ‘an intervention, presses close * - 4 ;
_ And palpitatinglv his soul o'er ours:
" We feel him nor €> painful reason know! (V, p.315) v
Luria continues saying, "And inasmuch as feeling, the East's gift,/)

Is quick and transient--comes, and lo, 'is gone—ﬁ‘" "Northern thought

is slow and, durable" (V, p.315). Luria recognizes the difﬂerences

between himself and the.Florentines and is thus aware of the racial

\

prejudiceswhich, in part, gives rise to Florentine jealousy. Husain

pictures this prelgdice quite clearlviwhen he warns Luria:

'\, There stands 3/wall
'Twixt our expan51ve and explosive race Co
And those absorbing), concentrating men. (II, p.303)

o

‘The situation in Luria can be compared to'the situation'in Colombe's

‘Birthdav where the courtiers openly declare their prejudice against

o .

Valence, a man of lower social status. The jealousy of these court-

iers and of the Florentines is thus aroused partlv because they feel

’

Of the political dramas, K1n2 V1ctor and kine Charles portrays,,

-

: .perhaps, the most unluue situation revealing Jealousv., Instead of

presenting an indiV1dual subjected to the hatred of a grOup ‘of jealous

rivals, Browning presents a father-who is jealous of hisﬂson‘s

- . N S ' . . . o
political success. King Victor, like the rivals of the other political

plays, plans'intrigues and. expresses ill-will toward Charles. The fact

‘ . . ' : RN -
that Victor, after'King_Charles' success, is able to steal "back with-
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serpent wiles to ruin Charles" ("Klng Charles," Part I, p. 158)

_ suggests that the former King feels very little affection, if not

&

actual hatred,for his son, and his self—centeredness is evidenced .

by his initial intent of leaving Charles to accept the blame for

"his own mistakes. The intrigues of the courtiers in Strafford and

©

in Colombe s’ Birthday and of the Florentines in Luria against the

obJect of their ‘jealousy similarly demonstrate their hatred and

selfishness. In Colombe s Birthday, for example, Guibert'openlv

declares, 'Selfishness is best again. /I thought of turning honest-

A-what a dream/ Let's wake now!" (IV, p 243). Earl Tresham aithough

t‘

not involved in Jealous rivalry, also demonstrates a certain amount

i

of self-centeredness and ‘even hatred for Wildred in his rash

S

condemnation and sacrifice of the lovers for the. preservation of

~

his»ancestral honour .. Thus, Browning demonstrates his early under-

\

standing of the complex nature of jealousy, which usually appears

.in»association with other passions and. whose victims.often possess

similar character aits.
The ‘three dramas which iliustrate a movement away from stagé )

convention and toward the dramatic monologue form present eyen more =«

vividly the association of other passions with jealousy and - the

. ¥
2

common characteristics of Jealous individualsxl A Soul's Tragedy,

\

for example,bcreates an abrupt reversal of fortune to portray

. Chiappino's character and illustrates the antagonism of love and hate
within the jealous individual. Although these passions~are tempered '
in Chiappino Act I implies that he, feels even some. affection for

Luitolfo which, however is clouded bv his cvnicism. Chiappino 8
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grasping for power, evident in the second act, cor. ‘rms that self-
love conquers anv love or concern expressed for his friend or his.
people during the first meeting with Eulalia. The studentﬁ of - )

'_Pippa Passes Openlv declare their hatred but the Ottima Sebald

episode delves more deeply into the passions ot love and hate within

‘ g
the: jealous individual Whereas jealous, ‘self- centered love for

Ottima has caused Sebald to kill Luca, the murder, in turn, has
aroused Sebald s hatred for his mistress."In a Balcony also
) illustrates that, through jealousy, the- 1ove between two people, '

'between Constance and the Queen, can turn to hate. .f g .
‘s X .

Although the dramas represent different degrees of complexity

in their treatment of tﬁe theme of jealousv, thev all portray Browning s,

- interest in ‘the di- ferent manifestations of the passion bv distinguish- s

12
. 5' Lo

\\\\;;ging ?*tween jealous rivalry, jealous preservation, and jealousy in L

lcve. Of note is the fact that the jealous characters in Browning s

a e

drarzs, except for Chiappino, Sebald, and the students of Pipp o

Pacses,: are of the nobility or possess higher social status.
«A’h
8 . 4 -

aiappino uhowever, is preparing:tOJassume the leading position off‘

provost when his jealous nature 1s exposed, and the art?students and'
i .

v

Sebald a music teacher, also occupy elevated positiqns because theyv

potentiallv represent the artist in societv Browning =r preoccupation

with the jealousv Of individuals elevated in their social and o

. - W - "2.'."-’ y
intellectual status is also evident in the’dramatic monologues, as . %q,/
is the use - of imagery to portrav the nature and intensitv of an”

::

’individual s jealousy. The ironical use of an1ma1 imagery to

Acharaqterize jealous individuals of the nobilitv,.as evidenced in
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the four political dramas, is further developed and used to mich .
greater effect in the dramatic monologues. However, as in the
dramas,'the more sensitive and philosophic jealous‘speakers‘are

not, assoc1ated with animal images but with other image patterns

"that aid in character revelation. .The dramatic monologues, like

7/

the three dramas which demonstrate a movement toward the dramatic -,

N\

Amonologue form, present a much more complex study of the theme of

Jealousv by disregarding Macready s formula and by concentrating,

- instead, on. Browning s aim of presenting’"Action in Character, .

rather than Character in Action."



' Chapter II

The Dramatic Monologues

. - . Since a study of Browning's dramas reveals that the theme of'i -

jealousv is most adequately‘treated in those plays which illustrate
""a movement toward the dramatic monologue, the treatment of the theme

within this genre.must. be examined. Although Dramatic Lyrics and

V.Dramatlc Romances and~tvrics were published while Browning was_still
writing dranas, both representhrowning's devotion "to the -development
of.thevshort dramatic'poen" which fprovided the:mooe of expression
hest suited for dellneating his men and women." ;. Roma' A. King, in.

Eyis booL—?he Focusing‘Artifice, notes a definite progression in

Browning's development of.the dramatic monolugue form. Klng states

that in-Dramatic.Romances and Lyrics Browning "beglns to focus more

.“specificallv upon the, rnternal process bv which a character is brought
to 3 moment of self—realization. ’He still has not achieved the
.mastery that‘was'later_tO'distingulshyhis hanﬂlingtofvmen'and women,
however." ?'.King cites thelpoems of ﬂgp,and WOmenhas representatives

of "the full maturing of his [Browning'éﬁ powers in the_short dramatic

formﬂ".? ‘Dramatis'Personae‘is acknowledgea as a continuation of

Men and‘lomen. however, King also notes that this volume presents

"Brownidﬁ s‘gicreased preoccupation with ideas.' Even in the best
. W, o
‘poems he subtlv shifts emphasis from character development to thought,

i

from unified experien§§ to impassioned argument. é‘ Despite the

continuing progression and perfec¢tion of the dramatic monologue form,

56



by et T e
Dyl o
X a,tf{‘_aa B,

'_Af‘xla .

- the theme of jealousy is not particularly notable or emphasiaed,inf“MAr_

any single publication of dramatic poems. Instead, the theme recurs

.within each of Dramatic Lvrics, Dramatic Romances and Lyrics, Hen

and Women, and Dramatis Personae, and ‘each contains dramatic monologues

'»in which the speaker s Jealousy is superbly delinea%ed through his:

psvchological complexity.

Before resuming the discussion of the theme of jealousy, a
description .of the dramatic monologue ‘as a distinct genre must be

attempted Although critics generally acclaim the dramatic monologue

~

as the basis for Browning s fame, few have agreed unon a definition
of the form. Definitions have been offered however, they often
appear either too rigid or*incomplete.» William Lyon Phelps, for .

enample, states that the dramatic monologue- is
a series of remarks, usually confessional, addressed
- either orally or ‘in an epistolary form to andther
person or to a group of listeners. . These other figures, \53
though they do not speak, are necessary to the
understanding of the monologue.

<

' Ina Beth Sessions offers an even more. systematic classification,

ey, m el

K hj’ch rinc1udeg§ ~the "

o‘”

ﬂérfectw' the "Imperfect," the "Formal," and -
\y c@dvu e

'athe Approximate" &ramatfé monologues. The'"Perfect_dramatic mono-.

?
logue is described as %f

e

e

that literary form which has the definite
characteristics of speaker, audience occasibn,
revelation of character, interplay between spﬁaker
and audience, dramatic action and action whith takes
place in- the present. 2, .

t-,d f= s ".,j’

Park Honan, ‘who notesduha Wﬁhe epithet"dramat c monologue did
RS : v
not come into very common use until the twentieth century and never

seems to have been used by Browning himself "\Z objects to
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I. B. Sessions' deﬁinffioﬁ, stating that

no classification svstem which attempts to isolate
‘common factors in many dramatic monologues at the
expense of omitting or even minimizing characteristics
that account for the.chief effect of any one of them
can-claim to be a perman7ﬁiadt”ﬁseful classification.

Since, as Honan notes, "a good deal of uncettainty has existed

and'still does exist as to what the!essence of the dramatic monolegue :

N

" may be," ? one’m@st rely upon a very general definition. Roma A.‘King,

r . ..

avoiding even the term "dramatic“monologue,v states that

Browning's short poems, then, defv rigid classification. .
They are often referred to loosely as dramatic monologues
and judged by arbitrarv standards sdpposedly essential
'fo,the_genre: speaker, auditor, settihg,'siﬁuation. »
\i*Clearly, however, many of Browning's finest achievements
among the shorter poems are deficient in one or more of
these formal characteristics. : o ' "

Con§eqqent1y; Browning's dréma;ic ﬁonolbgueg defv définffion'through
‘objective criteria.  To understand Bfowning's dramatic poéms,:qne
-,must’;aé Robert Langbaﬁm sﬁgges;sf lopk into the:dramatic monologue'
aﬁd cohside:'its;effect,rits way of meéning.",ll For L?ngbaﬁm ‘
ﬁgfﬁpazhy'is thé_primary law of the dramatic:monologuehk—lg)and‘he

vbaseS:his_very crediblé'description of Btowningfs dramatic ﬁoems~
uﬁpn_the reader’% svmpathy: o "

‘Although the fact that a poem is a monologue helps to

- determine our syvmpathv for the speaker, sincé we must
adopt his viewpoint as our entry intevthe poem, the-
monologue quality remains nevertheld® a means, and not
the onlv means, to the”end-- the end being to establish
the. reader's svmpathetic relation-.to the poem, to give .
him "facts from withip." 13 ‘ ”

.To-bbtainjthe "facts from within," prever,'the reader must be -
'”confrdnted by the speaker and thus, to conclude, one can resort to
. . . . - ; . LN

Park Honan's very'broadrdefinition of the dramatiézhondldgue:

& - K . % -

8
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- 5§§§‘ifL,"A single discourse by one whose presence is indicated by'the poet

/ but who 4s not the poet himself." 1%

R U

Just as the dramatic monologue evades classification, so does,

7 to a certain extent, Browning'S‘treatment of:the theme'of jealousy. e
o Nevertheless, three type<s of jealousy are discernible in Brouning'sb

'dramas, and these include the Jealousv in love whereby an individual

- is Jealous of another. person who is' his real or imagined rival in
mlove,uthe Jealous guarding or preservation-of a possession demon-:
strated by both Earl Tresham and Ottima and the jealous rivalry

U ev1dent in ‘thé c0urt1ers of the political plavs. Jealousy in love

is least often dealt with in Browning S dramas, for'only Chiappino
and the Oueen are Jealous of the relationships between Luitolfo and

‘t ' Eulalia and Constance and Norbert, respectively. Similarly, although
_athe dramatic monologues also presant these three types of jealousy,.

- they least, often expose jealousy in love. Jealous rivalry, on the’

¥ {1 ‘ other hand, receives Browning s attention most often in both his

dramas and dramatic monologues.a A study of the theme of jealousy

B :_1n Browning s dramatic monologues can be made by concentrating upon

the three types of. jealousy, with the reservation that a character
_rAked not be. the victim of only one type of jealousy.
A <*jh‘ As in the stage'dramas, the jealous characters in the dramatic

Lmonologues are frequently/the social elite rezresenting the nobility
' J, ‘

and the church; d, progressing beyond the d‘amas, Browning also

o

i : studies the passio tg»f jeamsy in the in%ectpal elit‘e, particularly

artists~and»philos hers. Br-.r

R & R
"‘r ots, Qhowever, n%ct' o

-
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» jealous characters. The imagerv of "Andrea del Sarto" and of

"James Lee's Wife," "Cristina," "A Light WOman," "Too Late,"
"A Woman's Last Word," and "Any Wife to Any Husband", nor does he

ignore perverted, deranged, or grotesque personalities such as

' Porphyria's lover and the speaker of "Instans Tyrannus." The

dramatic monologues also demonstrate progression beyond most of the

dramas in ‘the use of imagery and rhythm to reflect the quality and
intensity of a speaker s jealousy. As in the dramas, the ironic

association of jealous”nobility and in addition, jealous clergy

g

and artists with animal images is evident particularly in "The Fligh

i

of the Duchess," "Instans Tyrannus," "Soliloquv of the Spanish

.Cloister,' and "Youth and Are.” The first three dramatic monologues
‘, present animal imagerv to portray the rather ignoble nature of thJ/\

_jealous individuals who vehementlv proclaim their (gtred for their -

'imagined Opponents The animal.imagery of "Youth and Art," on the’

other hand, as uell as that of "A Light Woman," “Too Late," and

L4
~

"A Woman's Last Word," characterizes speakers whgge jealous passion

is more refined and'less, if at ali,'malignant.’ Significantly,

animal imagery does not.characterize more sensitive and thoughtful

O

"James Lee's Wife," for example, suggests no feeling of hatred and

t

-malice but exposes more poetic natures, 1ike the speaker of "Cristina 3@9

who meditate upon their situations. Finallv, other individual image'

>ﬁpatterns expose a certain aspect of the speaker' sscharacter and of
the nature of his je810usv. The Bishop of Saint Praxed s Church

for example, reveals his self-centeredness and sensuousness through

his choice of imagerv, the. spea!er of "Anv Wife to Any Husband"

3
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employs m0netarv images to svmbolize her concept of the marital
) ‘”v

relationship, and the Duke of Ferrara becomes uncharacteristically

.

: poetic only when he describes‘his last Duchess.

The Duke of "My Last Duchess" is an. example of a victim
demonstrating all three types of Jealousy. Louis S. Friedland

_-states that the Duke's jealousy "may be termed an’arch—egotist's )

R

. 1 . . . },(';‘ ’
overweening desire for posse531veness," > and indeed, ‘the entire PRTRTC

dramatlc monologue revolves about the: Duke as he unwittingly reveals AR
the good nature of his last wife and the truth of his own jeaﬁousy
pride,:and cruelty. He begins the poem with the reference to“my“ :v ;'
last Duchess_and'ehds his discourse with‘the word "me,” and thus he f.
continually draws the auditor's attention to himself. He first

reveals his Eealous guarding of his possessions when, referring to

A\
the painting of the Duchess, he informs the envoy that "none puts

-

by/ The curtain T have drawn for you, but I" (11.9- 10, p.368). ,6
He soon_indicates that his Jealous guarding was 1nf1icted even ‘upon
-.the liv1ng Duchess and so gives the f1rst suggestion that he ‘has

also feared a.rival vying for hfr love.
s
Sir, 't was not
Her husband's presence only, called that spot
Of joy into the. Duchess' cheek: perhaps
Fra Pandol@%chanced to say 'Her mantle laps
'Over my lady's wrist too much,' or' 'Paint
'"Must never hope to reproduce the faint . =
'"Half-flush that dies along her throat:' such stuff -
"Was Courtesy, she thought, and cause enough T
For calling’up that snot of joy. (11 13-21, p. 368)

He also suspects other - rivuls, for he notes: that the Duchess "liked

Ik i A

whate' er/ She looked on,“and her looks went evervwhere" (11 23 -24) .
. h .

¥

&
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and that.she ranked his "gift ofia nine—hundred—vears—old—name"
(1.33) with "anvbody's gift" (1.34).  Toward the end of his monologue,
the Duke, attempting to place all blame upon his w1fe, unw1tting1y
informs the reader'that his own‘jealous guarding'and his jealousy -
in love haue caused his commands so :that "alllsmiles stopped
together" (1.46, p.36é)'

Oh sir, she smiled, no doubt,

‘Whene er 1 passed her; but who passed without-
Much the same smile? (ll 43-45, p.368)
@ The Duke's Jealousv in love certainly implies that he is -

engaged in real or imagined rivalrv with other men; however, one

e

may also detect a Jealous rivalry, on the'Duke's naqg only, with
: the'Duchess. He is quite aware of his wife's admirable qualities,
.for he 1ronically mentions these in his attempt to condemn her."By
use of poetic description, he unvittinglv creates a svmpathetic N
portrait of the Duchess as a beautiful, benevolent woman.l Referring
.to the painting, he notes "the depth ‘and pass1on of"the Duchess'
"earnest glance" (lag?j "that spot/ of Jov"q(ll 14— lS) in her cheek,
and the "Falf-flush that dies along her throat™ (1. 19). The Duke
;also states that she had a heart "too soon made glad / 100 ea511y
impressed" (11 22- lg) and’ that she appreciated “the dropp{ng of the
dawfight-in the Wegt" (1.26), "the bough of cherrles ‘some officious )
fool/ Broke in the ‘orchard for her" (11 7 28), and the: "white mule/
. She’ rode with round the terrace" (ll 28- 29) Fe does not sayv
anvthing about her which could ig:ite censure frem the envoy or the

reader, nor does he suggest that anvone, besides himself dislikes

the Duchess.‘ ‘Despite himself, therefore, he creates a favourable'



picture of his wife and may.therebv be revealing his real but
unconscious admiration and Jea10usv of those qualities which he does

‘ not possess.

o

The 1mplication of the poem is that the Duke's jealousy
destroys the Duchess physically but perhaps not spiritually.
Browning makes a similar comment upon- the power of jealousy in love
in "In a Gondola," for although the jealous husband kills his wife s
lover, the lover remains victorious. Dving, he proclaims..

The Three, I do not scorn ’
To death, because they never lived: but I w :
" Have lived indeed,.and so-—(vet one more kiss)--can die.
(ll 229~ 231, p.383)

Roma King explains that

.We are made to svmpathize with the c0uole, accepting _
their rendezVous as right and rejecting the husband's
revenge as wrong. Although defying external codes, they
remain true to their Anner.beings asserting the supremacy
‘of love over social and" moral conventions

\

However, not all of Browning sxpoems dealing.with jealousy in love,

)

which‘includes the victim's real or imagined rival, show love to be

-triumphant."'ln 'The Statue and thé Bust," for example, the lovers
do not assert thevsupremacy of love over. social and moral ‘conven-
"tions," and-consequently the»husband s jealousy, to some-extent,‘
‘determines thevfate of the.ladp and the‘Duke'il‘f o~ A{

Calmlv he [the husband] said- that her lot was cast,:"

- That the door she had passed was shut on her R .

Till the final catafalk repassed. (11.55-57, p.625)
‘Neither-"ln a Gondola" nor "The”statue and the Bust" can be termed;
‘b"dramatic monologues' according to Honan's definition, for. neither
poem presents g)single discourse by one whose presence is indicated
.byvthe poet‘but uho is not the poet’himselfi" "In a:Gondola"

A

B . . ‘ .v . o A i}‘ . B
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vthe.poet hi

'his‘ 1if‘§
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‘presents an exchange between two people, and the speaker of the

last thirty-six lines of "The Statue and the Bust" might well be

"\L [ x

in .lf.' Both poems concentrate upon the presentation of
“?Mu i U

?”ﬁﬁilosophy that man must - "contend to the uttermost/ For
ﬂ(f'% "'

2 o«a
*@é&fprize, be it what it will'" ("The Statue and the

.

Bust," 11. 242 243 p.632). ‘Eharacter revelation is of

L N

secondary importance, and therefore the theme of jealousy is not

<

developed beyond the indicatfon of its presence and of its effects -

upon the lovers.

" Like "The Statue and the Bust,’ "Youth and Art" and "Too Late"

1present the effects of unfulfilled love, but both poems are

discourses bv single speakers whose' Jealous natures are more fully
revealedw, The woman .of "Youth and Art" laments,'"This could have .
happened once, / And we missed it, 1ost it forever" (11. 67 68, p 849),

and thrOugh her rem1niscence, she suggests that she and the sculptor,,

vlike the Duke and the lady of - "The Statue and the Bust,' allowed

art to replace life,~ Both "for fun watched each. o' «'s windows"
(1.20, p.8&8); but neither approached the'other s o ressing her
jealousv of rivals, Kate Brown proves her love for the sculptor'

I did look, sharp as a lvnx,
. (And vet the memory rankles)
When models arrived, some minx |
Tripped up-stairs, she and her ankles (ll 41-44, p. 848)
\
In the following stanza, she states that she gained. revenge through

-y

her belief that the sculptor was eouallv jeaIOUS.

But I think I gave vou as good!
"That foreign fellow,--who can. know
'How she pavs, in-a plagful mood, ‘ . . :
- 'For his tuning her that piano7' (11.45-48, p.849). ' i
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These two stanzas picturingFjealousy are ironic, for while the first

- } . v
suggests the speaker's love@ the latter illustrates the fallure of

-~

» this love. Instead of revealino her 1love to the sculptor, Kate Brown
merely indulgeS“ln Jmagined, Jealous revenge. .

' The fact that the speaker S revenge was only imagined suggests
a - .

that her Jealousy might have been intense but certainly not of a

mal1gnant nature., Altnough the theme of the poem is. as serious as

{
that of "The Statue ‘and Bust," the l1ght QB"’ arid rhythm as

‘.

well as the imagerv - ect the nature of thg speaker s passion.

/

She doesinot p1cture herself an@ the sculptor as cunning, predatory

b

anlmals, but rather as

‘a sparrow on the housetop lonely" apd as -

"a lone she~bird of'hiskf;athgr".(ll.l & &4, p.847). _She continues

v

this 1mage pattern when she says " chirped, cheeved. trilled

tered". (l 10 .847) and‘notes that. "spring bade the sparrows

Zz///~{L(§ s P- 848) Thls 1mage pattern thus contrldicts the one
T rsh simile in the poem, "I did look, sharp a. a 1vnx,7 to >uggest

that her Jealousv, although "vet the memory rankles," has been

subdued during the-1ntervening years.’ :

Browning-presents a more intricate.portrait of the speaksr of -

<

v"Too Late," and consequently, his Jealousy in’love is more complex
and more subtlv revealﬁg than that of the woman in'"Youth and Arc."
The an1ma1 images employed by the speaker ‘are harsher than those. P
presented by Kate Brown and thus 1ndicate that his jealousy is of

a more malignant nature, a fact which is reflected in his attitude _'

 ‘toward Ed1th's husband. The speaker s, abnormal state is also

reflected in his choice of animal images to express his emOtions.f

1/‘
s
2.

!

‘o l

E
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For example, he says that he wreaks : o

) like a.bull, on the empty coat,_
Rage, its laté wearer is laughing at!
- Tear the collar to rags, having missed. his throat
Strike- stupidly on-— (11.44-47, p. 805)
, Jo
Later, he states, "I was the scapegrace, this rat belled/ The cat,

),' ' 3

r‘\
this fool got his whiskers scratched." (ll 75-76, p. 806) and compares

himself to the man who 'was kicked like a dog/ From gutter to cess-

“ .
.L ,_.-“

pool",(ll.llO—lll p.807). These three examples of anlmal imagetyw

picture the predatorv 1nstincts which are reflected in the speaker s

;Ald: iy

antagonism, resulting from his jealousv, to Edith's husta“
As s indicated by the imaoerv, the speaPer S SOrrow over

LR

Edith's death 1is much moré p01gnant and tragic fhan Kate Brown' s
nostalgic longing for a lost love. This speaker demonStrates a a

~genuine and enduring love, but, like thebwoman’of "Youth and Art," ‘

’ - . ®
»

he may be erroneouslv imaglning that ‘his love was meant to ‘be

reciprocated. Laurence Perrine states that "the speaker is obseséed'

indeed by a need to conv1nce Edith that he 1oved her more than her;

>
=

s
husband—-that she made a mistare in preferring her husband to- Fiﬁ;" 18

This obsession recurs throu: hou=- the poem after. thE\Qpeaker declares ,
L3N RN )

A&l ’ . ‘ J

that Edith's death confirms 7~d's sanctioning of theggi ove.‘

. e k

. Tine would tell, . 3 .

And the ‘end decdlare what man for you S

What woman for ‘me, was the choice of Cod. f-

But Edith dead! no doubting more. Q1. 16- 19 p‘gb&)

At this point, referring,to the husband as “the other" %
E .
jealous speaker mentions for the first time his rival in love

.8

e

continues to reiterate his scorn throughout h§§ discourse. For ; '; 2 i'

. example, he challenges the dedd Edith, “What did he do? You be t%‘

o

il . * ; . N .
A ' - - . -
L . e

B . - , . . i
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Judg"" (1.41, p. 805) and then commences to act as Judge himself:
£ .y

'"But, as if he 1oved vou.:lNB, not he, / Nor anvone else in the

LRl

+ world, 't is plain" (11 67 68, P- 806) Later, he degrades the husband

'the product of his [the speaker s] jealousv." _ Th“ tendency to

‘ for the speaker s reJection of the poet s love for Edith is like the

by accusing him of being not onlv an in31ncere lover, but also a bad

i l'
.

poet: | m;v : |
’ ' &
My rivalﬁ,the proud man,——prize your ‘pink
Of » poets. A poet he was! I've guessed: -
‘He rthed you his rubbish nobody réad

L Loved you, and doved vou—-dld not I laugh' (11.87—90‘ 2_806) h

.-'.._‘.'1
P

N As‘Laurence Perrine notes, the reader has no reason to believe ;
g \
a

Jspeaker, for he offers no ev1dence to support his estimation of

)

s
PR

'the poet. 19_ Perrine %ontinues to ouestion the speaker s: credibility

A) . -
N o

as he p01nts out-that, whereas the husband is asSigned:a specific-

~ 4

vocation, none is.given to the speaker: "In fact,‘uhv did Browning
. , ) .
specify’ thad\the husband was a poet (especial}y an unpopular poet)

1f not to bring.the speake;/s Judgment into quest10n°" 20; fhe'

/\-\‘( N
speaker s contention that the - poet did nog love his wife is equally

&

- unsubstantiated and is labelled bv Perrine Aas a delusion which "is

21

censure his rival unjustlv seems characteristic of the jealous victim

jealous Chiappino's degradation of the relationship between Luitolfo

~and Eulalia; The speaker does not envisidn the, poet s dem nstration

of 1ove and ‘grief even after his. g&fﬁ?” death for the spe aker claims N
3, 47

that while he is bleeding "these té&;

'in the dark/ Till comfort

come and the last be bled" (11 94— 95 p 806), the husband is not

.grieving but perfunctorily "tagging your epitaph" (1.96, p 806)

-

A 4
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to' a greater extent than the speaker of "Too Late," ‘portravs his

{ v Lo .
] ‘ : T
’ ' ¢

\
However, unlike-Chiappino,'the jealous speaker demonstrates a, genuine
love which is .evident 1in his sorrow and regret throughout the dramatic
monologue and particularlv in the eleventh stanza in which he'

reminisces upon Edith' s appearance.

"A Light Woman" also pnesents'jealousy in love,and as in "Youth

v

‘and Art" and‘“Too Late,".love remains unfulfilled In thisrcase, -

however, love fails not because of a lack of actiOn, but because of .

too much action bv the speaker, who claims that a determination ég

save ‘his friend frqm a light woman caused hin to. prove her untrue.
The speaker vividly describes ‘the jealousv of his friend who goes

shaking and white" (l 25 p 622)

_ And T did it, he thinks, as.a very thief" . - o 4
L ~ 'Though I love her——that he comprehends—- L
'One should.master one's passions, (love, in chief) -
- 'And be loyal to one i;friends (11. 29482 P 623)

The speaker does not, howgver, admit to his own Jealousy whidh is o~

t

unconsciously revealed through his'discourse. He admits, "'Tis an
awkward thing to play with souls -/ And matter enough to save one's
own" (11 45 46 P 623), but he . does not 1ndicate how he haSZsaved‘

the soul of his friend Donald Hair notes that "the act ﬁowEVer;
_ o N
saved no one, and may destrov'all three.".?z_ The power of the - )
speaker s jealousy poses this threat of. destruction, for hlS conten—\/
tion that he wi;hes to save ‘his friend from .the supposedly "light

b

woman seems merelv dn eﬂ%%gf for proving that he is the more success-—:
..f.‘~

ful rival in love s %%rough the use of animal imagery, the speaker,

own predatory instincts and thus shows his contemptgfor his rival -

who. is degraded. The'speaker says, "The eagle am I, with‘my fane in
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. the world, / The wréh is he, with his maiden face" (11 21- 22, P- 622).
Similarly, while planningvhis scheme, the speaker notes,

" ‘And before mv friend be wholly hers,
How easy to prove to him, I said,
An eagle's the game her, pride prefers, ’
ThOugh she snaps at the wren, instead! (11 13- 16 p.622)

Although the speaker origénally pictures the "light woman"' "with her
‘ hunting noose" (1.6, p.622), in the ninth stanza, he portrays himself
)

as a predator as he expresses his satisfaction with his conquest:

i

And she,--she lleS in my hand as tame ' ,

As a pear late basking over a wall; ' =

Just a touch to try and off it “came; ' , e
- J'T is mine,--can I let it fall7 (11 33 36, p 623)

'Unlike the speaker of "Too Late," this speaker does not love
vth '"1ight woman, " but he too suggests an awareness of his guilt.h
;After he has ptoven himself as the successful rival he feels
uncomfortable with his act. He says to, the reader, "Vhat },seem to
myself do vou ask of me’/ No hero, I confess" (11. 43 44, p-623) and

indeed the entire dramatic monologue seems to be a plea for under—

Zstanding The question with which' he begins his discourse is almost

B

‘rhetorical for the reader s pity must inevitably be directed to the \

‘speaker who deludes ‘himself by failing to recognize his own jealousy.v

‘The speaker of "The Laboratory, on the other hand, expresses her{; C

. S .
s Jealousy quite vehemently.' In, the first stanza she asks,‘"Which

vis .the poison to poison her, prithee7"'(l 4, p 440) and immediately
reveals that her jealousy in love is the reason’ for her planned

revenge.
He is with her, and they know that T know
Where they are, what they do: they believe my tears flow
-While the¥ laugh, laugh at me, at me fled to the drear
Empty church to pray God in, for them.-—I am- here. (11 5-8, P. 440)

lN . 3
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Not content with killing her rival, the speaker, like the .Duke: of

" . Ferrara, wishes o hurt the man whom she supposedlv loves:

Not thaﬂ”l “$id you spare her the pain,

Let death be felt and the proof remain::
‘Brand, burn up, bite into its grace-- ‘
He is sure to remember her dying face! -(11.37-40, p.441).

The woman treats her jealousy lightly and shows no hesitation in
seeking her revenge except when she—éonSiders that the same fate
might befall her. Shevquestions, "If it hurts her, beside, can it
ever hurt me?"'(l.hd,lp.441)fahdllater ekclains anxiously, "But brush
thisvdust'off'me, lest horror it-brings" (l.471,p;441).'

%2 Ouite unlike the woman- of "The Laboratory," Andrea del Sarto

’ "seeks’ no vengeance upon his wife's cou51n and-even endorses this‘

.

. illicit love. Although the presence of Lucrezia s lover creates a
situation conduc1ve to jealousv in love, this: dramatic monologue o

more clearlv presents a second type of jealousv, Jealous guarding.

;

of a possession,J‘Such Jealousv can also be inherent in 1overs'

relatlonships however, the jealous v1ctim does not feel threctened
R
bv a rival. Instead the jealous indiv1dual seeks ‘total possession'

' o

of his partner and thereby usually stifles the relatlonship.

\

T "Andrea del Sarto" represents the dearth of love which results

v
3

.not onlv from Andrea s failure as a husband but alsovas a painter
and as a man. He is quite aware that his marital relatlonship has 5
failed .for he pleads with Lucre21a "Let us butvlove each other.
Must you;go?/(That{Cousin here again? he waits outside?" (11.219—22Q,

'jfp1678?a.:howeuer,'he_does notlsuccumb tola jealous:rage and’onlv
Onée in his nonoloéue'asks;'"Ah but.\‘; does- he [/ The Cousin.

what does he to please you more’" (11 242-243, p. 679) Andrea pleads‘

L]
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for Lucrezia s love and understanding throughout the‘monologue, and
" the fact that she rarelv heeds his pleas is revealed at  the beginning

of hls discourse. "No, my Lucrezia; bear with me for once'“

(1.2, p.673). Andrea then continues, "Sit down and all shall

happen as you wish“ (l 3 - p-673), =2 tatement which suggests

Lucrezia's dominance over her husband, Andrea is alSO‘aware of h§

- wife's 1ndifference to his art, for he says, "You don't understand/

Nor. care to understand about mv art" (11. 5& =55, p.674).  This

LY

1nd1fference is illustrated during the course of the monologue, for

- she daes not remember that Michael Agnolo had praised Andrea for his

abilitv "to plan and execute" (l 191, P 677), fnd Andrea mentions

that she smears hrs paintings carelessly passing'with your robes

afloat" (1.75,-p.676). Andrea realizes ‘that Lucrezia is interested

T . A

only in his abilitv to earn’ the money necessary to pay. her'"cousin s"

~debts, for he pathetically remarks, 'More gaming debts to’{av’ you )

‘smil!H for that?/ Well 1et smiles buy me! have,you.more t0'spehd?" _

(11222223 p.678). N o o -
The entire dramatic monologue is marked by Andrea.s compliance

with Lucrezia s wishes, and even his speech is controlled so as not

to antagonize her.. Although this passivitv is responsible for ‘his

failure asha husband it- enahles him to keep Lucrezia with him and &%

so retain her as an excuse for his failures. He even_believes that

he possesses her for he says ironically,‘"You beautiful Lucrezia.

. that are mine!" (l 17 , p 677) As Donald Hair notes,y"The perfect— 3 v
ion which Andrea sees in Lucrezia s appearance and in technical ‘

S . SN . ‘\,vA‘ *
aspects of his art is, ironically, a measure of his.limitatigns,f 23_

"‘0 g
a .1~

i—‘,




-

./ . . -
~and yet the "faultless painter" recognizes his limitations as an

artist:
¢ There burns a truer light of God in thenm, |
In their vexed beatlng stuffed and stopped-up brain,
AHeart, or whate'er else, than goes on to prompt’
- This low-pulsed forthright craftsman's hand of mine.
Their works drop groundward, but themselves, T know,
Reach manv a time a heaven that's shut to me. (11 79- 84 p-675)

,Andrea s use of imagerv further reveals his awareness of his artistic

failure, for he states that in his work "a common grevnQSS silvers
everything" (1.35, p.673) and that "All is silverfgrev/ Placid and

perfect with my art" (ll 98-99; p. 675) Both his life and work are’

pictured as "a twilight-piece" (1 49, p.674), antdmage that is

b4

inten. ed bv Andrea s statements that the evening is also grey
(1.223 678) and that autumn grows, autumn in everything"

(1.45, 676)
’ \ . N PR

Andrea's use of imagery, however, also reveals his unwillingness

to accept the responsibility for’his failures and his tendencv'to
blame Lucrezia{v For exdmple, he pictures h1mself as an animal
ftrapped by his wife, his serpentlning beautv" (1. 26 P- 673)
» "And the low voice my soul hears, as a bird/ The fowler s Jrne, and
follows to the snare-;" (ll 124—75 p- 676) Thus, he constantly
’ reasserts that Lucrezia has h1ndered his progresa. He savs, "Had:
you enjoined - them on me. glven me soul / Ve might have risen to

Rafael, T and vou‘" (ll 118-19, p. 676) Later, he?begins-to blame

7

Iher for his failure in France"-"And ‘had’ you not grown restless...
(1. 166 P. 677). and at the end of the poem Andrea frees himself
from all responsibilitv, even after death In heaven, he says,

: Leonard Rafael. and Agnolo will continue to surpass him'

72



the three first without a wife,
While I have mine: So-still thev overcome

Because there's still Lucrezia,~—as I choose.
(11.264 266, p.679)

All is, indeed, as he chooses, for he chooses jealously to possess
Lucrezia, paradoxically by subjecting himself to her will. To

ensure that Lucrezia will remain with him, Andrea even encourages

her felationship with her lover, and thus self—deceptiuely_frees

himself of the responsibilitv for bis'failure as an artist, a husband,

and a man.
The speakers of "James Lee' s wife" and “Anv Wife to Any Husband"

are both women who, like Andrea del Sarto, demonstrate a jealous

‘guarding of their love. The reason for each woman's-jealousy, which"

usually arises from an inner weakness or an awareness of failure,
‘however, is not revealed bv the speaké}s._ Whereas Andrea del Sarto
expresses his realization of failure and his ironic evasion of -

,success,'the two women,mérely lament their failing marital relation-

»Shlps and thus unconsc1ouslv reveal that each has hindered the

e
[

progress of love through her excessive possessiveness. -As Roma King

" e

says of "James Lee s Wife,

)
. thanvthe inevitability of alienation."éZA‘ Alienation'is inevitable

. D

: . W . . - /,) . . B - -' ) ) -
because James Lee's wifevreveals#her fear of change and thus her_r
_‘attitude toward love as a’ static relationship in which each pantner

must lose h1s ind1v1dua11tv througﬁ comnitment to the other.‘ For

J

.fher,‘change svmbolizes evil and destruction. For example, she

G ool '
' pictures "some ShlpS, safe in port 1ndeed" (II 1 40, p 778) as

"Rot ‘and rust / Run,to dust" (II 11.41f42; p.778) and fears that

J

Browning emphasizes less the causes *

A
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;ﬁ} changing seasons,‘"November'sgrebuff" (IIf, 1.74, p.779), signal
a d sintegration.oflher marriage: "But why‘must cold spread? but
wherefore bring.change/ To the spirit...?" (Iv, 11.75-76, p.779).

» T T . . :
Even afterishe_has accepted change as the law of life, she associates
chonge, "the old woe o' the world" (111, 11.217, p.784), with sorrow.

'The speakec is continually equating life withnlove, as she

does at the beginning of her: discourse when she begins to suspect

the failure of her marriage. After she notes that the world has

v v

changed, she expresses he}'fear that James Lee's love will also change:

Look in my eyes!
A Wilt thou chahge too?
¢ Should I fear surprise?
Shall I find aught new
In the old and. dear,
In the good and true,
With the changing year? (I, 11.8-14, p.777)
" v

She illustrates her‘equa;ion of love and life morevexpliqit1y~at the -

- end of her dramatic mOnoiogue when she addresses her husband saving, ;

"Well, you may, vou must,kset down to me/ Love that was iife{ life
that was 1aveﬁ (IX vli.358—359'.p.789).’bThe ironv of the poem iie
in che fact that she blames James Lee for not demonstrating the sam
jealous ﬁﬁ&xding of their love. After describing her own, love, she Ek

laments,‘"Bﬁf did one touch of such love for me/ Come in a word or

a 160k of. yQ\;ﬁ;s; A (IX, 11. 363- 361. P- 789). When her fear of.

‘James Lee' sv /=Y ing love has become a certaintv, she 1ronically

9, p.780). She-then continues.to vindicate

A

to me, and more" (IV 11 87- 88, pP. 780) and later repeats, "The man .
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was my.whole world" (IV, 1.109, p;781).. Dalias Kenmare‘cites this

|

'statsment as "the clue to the root of the tragedv, which she herself

§ 25

naturélly cannot see." Indeed, James Lee's w%fe cannot understand

v nor will accept that she_has been at fault:

Yet this turns now to a fault—-there! there'
‘ That- I do love, watch too long, : . R
And wait too well, and weary and wear. (11.112—114; p.781)

~-

Referring to "James Lee's W1fe,' Kenmare adequatelv'describes the.

reason for the failure of love 1n/this poem and his statement can

,,also applv to "Any Wife to Anv Husband"‘

True love cannot be possessive, . 51nce the lovers, through
the nature of. their love .for each” other, must dpevitably
love the wide world, see with ever- increa51ng depth and
claritv of vision. into and bevond the appearances of
life, and know that love is never an end in 1tse1f‘“but,
alwavs a means to.an end, and ‘that’ end not selfish, as
posse351ve, Jealoué love is, but altruistic.'2 r

The speaker of "Anv Wlfe to Any Husband" also fears change, for she
Dictures the ;elatlonshlp between herself and her husband after her

death as an extension of their temporal life.

S;nﬁe mine thou wast, mine art and mine shaltr be,
Faithful or falthless ‘sealjng up the sum i
Or lavish of my. treasure,ﬁﬂiou must come  \_

Back to the heart's place here I keep for thee!
(11.93-96, p.592) - ’

t

Aithough this speaker is faced with an abrupt change caused by her

death; she, unlike James Lee s wife, does not come to the realization

that her husband must be allowed to live independently."lnstead

she createsna fantasy in which after her death, as Thomas Blackburn
I

notes, she will "take part at one remove in her husband s ljaison
-~ with another womah." 27 Whereas James Lee' s Wif - pictures the
disintegration of ‘her marriage through comparisc with;images of

O
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nature likqlthe changing seasons, the weak earth" (IV l 98, p.780),

‘the‘burnt turf the impenetrable rock, and the peasant's hand; this

. predﬂtts,

o

o v

speaker shows a. le%s sensitive and discerning mind through her use
.A”ﬁby

of monetarv images to symbolize the marital bond. For example,'she

’ So must 1 see, from %here I sit and watch,
My own self sell myself, my hand attach

Its warrant to the verv thefts from me——

(11.79-81, p.592)
and later concedes to hHer husband to "Re-issue looks and words from
the old mint,/ Pass them afresh " (11. 88 89, p.592) and to "Re-coin.
thyself and give it them to spend" (1.91, p.592): The imagery thus -
sugges that a possible reason -for her Jealous guarding of her

fﬁi::j\is her suspicion of a weak, artificial bond between her

husband and herself, an ironic contradiction to her belief in an

.

eternal, sbiritual marriage.
Unlike James Lee's wife, this speaker seems quite assured that .
“her husband s 1ove has been as great as her own. She states, four
inmost beings met and mixed" (l 50, 'p. 591) and even concedes; *'And
vet thou art the nobler of us two" (l 115, p.593). Nevertheless,
she too blames her husband for the imagined failure of the marriage
after her death and ironicallv fails to see that her own\jealous
anxiety for the’ preservation of the marriage is destroving their
relationship in the present.' Roma A. King states that "their love
is threatened less by the future than by ‘the present, by’ the womadzs
doubts ‘as much as by the man's possible unfaithfulness." 28 For

example, she contradicts her,own confirmation of his loVe’s intensity

76
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when she remarks,

*

.* . And is it not the bitterer to think
That ,: disengage our hands and thou wilt sink
Vﬁ@p Although thv love was love- in very deed? (11.31- 33 p.590)
remain
?5} _; eqernallv united with her husband, she concedes, "Love so, then;
o . if thou w11t.- Give all thou canst/ Away to new faces (11.85-86,

P-592); however, she_again despairs’exclaiming, "Might I dievlast

-,
h

‘ and show thee!"%(l.ld3 p.593). In a last‘desperate attempt‘tu
believe that she will always possess her husband the speaker appeals
to hls pride rather than7t0~his love, to which she reverts with the
conc1u51oh of\her discourse.

o Thyjigue'Shall hold- mgﬁtast
Until- the little minute's sleép is past
And~ I wake saved. (11, 124 126 p.593)

Houeuer;'her fihil irOnic staCeméht 'And yet it will not be:!"
(1 126, P- 593) indlcates that she has not gyercome her jealous
guarding of her marriage - . :“;n o o

““Crrstina and }Porphyria's Lover?lboth.present male speakers 'lfz
afﬁietedhwith a.jealous qesire to préseerﬂ15Qe, but uhereas the _ S

. - - N . A
” . .

jealousy of "Cristina's" speaker has uu effect upoh«a'relationship

_j[HpVhiéh does not_exist, the jealousy of Porphyria's ldverLCauses
ulphfsical‘destruetioh, an intensificatibn of the marital deteribration
icau_s'ed.by' the jealous‘guardihg of‘the.women,in "James Lee's Wife"w
""and "AnyAWife.to Any Husband.ﬁ'uWilliam Clyue DeVane‘says that
."Cristinaf‘is an exampletof;Brounihg's interestpin thé‘doegrine‘ut

elective affinities,'whieh-states that some men and women are

immediately attracted to each other by lc\l'e,?29 and-Mrs.'Orr’similarly



notes that the man and woman are uiited by a glance and "both have " ,

30

oy

~recognized in this union the-predestined object of their life."
One.ma&,'however, doubt whether Cristina feels theomomentary giance's
‘effects.ascribed to her.byathe speaker. 'Clyoe S. Kilby states, "it
does not seem to.me that this. poem can be taken, except inversely,
‘as an‘example of Browning s doctrine of elective affinities. The
speaker here is arguing with someﬁskeptical friend who knows that
tnere is nothing in the glance‘from.the woman."3l

| The speaker beginsvhis monologue nith a defiant statement
ipdicating that if Cristina respondeo at all’ to hiS'glance, it was
:only for a'moment;' AShe shOuld_never havei}ookeﬁ at‘me/ If she'meant

N Ixshould not love her!" " (11.1-2, p*395) Nevertheless, he later

'affirms that Cristina, too, was aware that ""Mine and her SOuls rushed e

,together"\(l 48, p.396), but he self—deceptivelv excuses her
unresponsiveness,when he savs,

The world s honours, in derision,
Trampled out the light for ever:
Never fear But there's provision
Of the devil's to quench knowledge
Lest we walk tne\earth in rapture. (11; 50 54 pP. 396)

. \
PBelieving that he alone retains the effects of the’ moment, the

speaker illustrates'his jealous desire»for possession of'a woman
who has giﬁen him perhaps only a flirtat10us'éiance§»
7 .She'hasllost me, I have gained her;’

Her soul's mine: and thus, grown perfect
I shall pass my life's remainder (11 58-60, p. 397)

The speé%er exposes his egotism,;yhich is a commonitrait in Browningfs,

jealous characters, in the first stanza when he states in &
depreciiting mannerﬁthat'he_is not like other "men, vou.call .such, ’

Ly
.
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I suppose" (11.3-4, 5.395). Therefore, his eccentric insistence that

he possesses Cristina's soul may be an indication of and alleviation

-~

for a feeling of failure.

Porphyr1a s IQI:: also deménstrates a feeling of failure in 1ove

in his dramatic monologue. Fowever the speaker of "Porphyria s Lover“'

.

is qulte dlfferent from most of Browning s jealpus characters, for ﬁ;

r _
his Jealousy has driven him to madnbss. Although fhe speaker of
: ' l

“

-

: "loo Late" portravs an abnormal state ‘of mind and the King of "Instans
Tvrannus 111ustrates the madness of his actlons against his sdh;e:t,' \\\
-the former's m1nd does not- sé/\\to be as deranged as: that of Porphyria s
:1over ‘and the latter has overcome his- madness with the recognition

‘.that God does not sanctlon his deeds. Porphyria s lover, like the

a
3

cruel tvrant descrlbes events ‘of the past, however, his mind remains.

"deranged. The rap1d movement of the monologue, the short phrases,

.

and the concentrated attentlon upon detail betrav the” jealous speaker s
L~ v

aroused state of mind. His mood 1s reflected in his description of
oo [ q -
‘the ”"cheerless grate and the ' sullen" wind which "tore the elm t0p34

'down fo; splte / and did its worse to vex the lake" (11.3-4, p 399)

. He to:é;eeis—thé~sp1te and vexatlon of a rejected lover who, in the "
A . ;o
madne of Jealousv believes murder the only means of possessing :

Porphyria.

)

)

Thomas Blackburn desrihes the speaker as "a person whose "h" e

-'1nsecur1ty, masked by an unfeelﬂng hardness, cannot tolerate the

~— w 32 .
1ndependence of another human belng. --Blackburn,reﬁersﬂto a»

- jealous'desire for‘possession as.ﬁpsvchological vamplrismi" which

“ . L ’ P -
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. o

seeks for slaverv and destroys relationship since it —_— y/'
‘denies that separate personality which is an essential 'Yv‘”
condition of dialogue and meeting. The logical.. -
concélusion of this desire for total possession is a

- species of necrophilian 1ntz§course of one k1n§3or another

with a human who has/ been r

-2

'Indeed, the spea@er does assume

“

uced to a. thing

total posseSSion by rendering

Porphyria helpless through strangulation. Fe reveals his intensé

need of her when he gptes, near.

rhe beg1nn1ng of hls discourse, that -

he listened for her coming ' w1th heart fit to break" (l 5, p- 399)

She, hOWever, from the speaker s p01nt of vieu, demonstr:tes no such

. closing the door building a fire, remov1ng her wet clothing, and
o C .

1

side/ And called me" (11. l&~15

: need. After ‘she has entered he describes her actions of first

—

' finallv acknowledgi/g,his presence. "And last, she sat down by. my

p- 399) The fact that he ‘Eﬁhurt

e by the sehuence of ‘her actions is illustrated when he remarks, "When N

" no voice replied / She put my arm about her waist" (ll 15— 16 p- 399)

kS

He further reveals hlS feeling of failure and de51re for;posse5510n

[ 2

when he scornfullv blames her for never hav1ng expressed her loveﬁ

Too weaP for all her

she
heart's endeavour,

To set i;s strugglrng passion free
Frot pride, 'and valne#'ties dissever P
And give herself te me fbr ever. (11.21 ’5 p 399)

\

When he does believe in her loxe, He proclaims, at last I knew/

~

Porphvria worshlpped me" (ll 32~

. fhis possession"r That moment she ‘was nine mine, fair / Perfeétly '

pure and good" (ll 36 37, P 400)

33, p 399) and feels trlunphant w1th

o,
N

“

Like the Duke of - Ferrara, t@g

v

speaker s jealous guarding of his love drives his actlons to an, .

extreme. He too renders the weman harloves into a state in which

hevalone'has'full control: "As

_Duke Ferrara's Duechess could satisfv

- e oo

<
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:'her husband's demands in a wife onlv by becoming a portrait for hﬁm

_ so Porphyria could be the woman, required by her lover only bv*

becoming a corpse.",3.4 The situation is finally rgversed for

¥

Porphyria- is now . dependent upon the speaker"

; I propped her head up ‘as before,
Onlv, this time my shoulder bore : '
Her head, which droops upon it still. (11.49-51, p.400)

In his madnéss, the speaker believes that he is eterna1121ng the
'_: moment of love, however, his act becomes a svmbol for the destruct—
ion of 1ove ‘caused bv a jealous desire for possession.

|

“As is illustrated in A Blot in the 'Scutcheon, Jealous guarding

(2

of a possession need not be confined to a love relationship. Earl

Tresham s Jea10usv of the honour of’ his lineage is similar to the
Jealous guarding of tradition demonstrated in "Cleon and in "The "
Flight of the Duchess.; Certainly Cleon's jealous preservation of
his tradition of reason is onlv a small part of the psychological

complex1tv which “he reveals,‘however, his Jealousv explains one of
the many paradoxical tensions” within Cleon cited by Roma King;

This tension~is thev"instinctive need for a revealed'religion'and»
inabilitv to acceptvone." ? Cleon fails to accept the Christian
'faith because such a faith cannot be accommodated bv the reason

which is evﬁdent throughout most oﬁ his epistolary discourse. King
states, LA . ' U o A'”

. On the surface, Cleon s discourse is rational and .
" legdical rather than .imaginawive -and emotPonal; that of the
\philosopher He states, elaborates, illustrates, and
| summarizes. Appropriatelv his sentences are tightly
" and 1og1callv constructed his syntax rarely admitting

~ 'inversion or any other pbetic dislocation. He .avoids
. sudden ‘shifts 1in thought,vincoherences, asvntactigal
: elements, ellipses, and ‘exclamatory statements‘
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However, King algo st1tes that‘"against these prosaic elements,‘

»
>‘=

Browning juxtaposes others oﬁ sensuous and emotional import." 37

. [

. Thus, thrwhgh his speech Cleon reveals that Beneath the rational

exterior remains a suppresssed,;emotional nature The fact that

v Cleon craves e faith p0531bﬂe through'Christianitv is reVealed

2

when he exp esses hls fear ‘of a death after which there is nc¢ hope -

\

for immortality of the soul: *'* ’ . A . )

i-.*

I, I the feeling, thinking, acting man,"
The man who loved his life so over-much,

. Sleep in my urn, It is so herrible,

~ .1 dare at times imagine to my need , .
Some future state revealed to us bv Zeus. (11.321-325,
Pp.749-750) . . ‘ R

: His reason will not allow him to accept is fahtasy and_thus he

' exclaims, ”But no! Zeus_has not vet reve

ed it; and alas,/ He

kY
K

‘must have done so, Were it”pqssible!"'(11.333-335,'p.750).
Christiﬂn teaching, houiyer has revealed -an after- 11fe but Cleon's

faith inttegnén, as well as in Creek tradition, ironically causes L
l KN - () ! Q

him to reject the'teachings of Paulus He remonstrates king Protus

‘. stating, "Th0u wrongest our philosophy, o king / 1In stooping to
4 S \

inquire of such~an one" (11 346 347, p- 750) and 1ron1callv demon— ;
strates the Jealous pride which will keep him in despair-

‘ZI know not ‘nor am troub]ed much to 1now.

Thou canst not -think a mere barbarian Jew ) ; o \i
AsfPanlus proveseto be, one circumcized, " P
N B ath access to a secret shut from us? (11.342- 365 p- 750)
. , 'Unlike "Cleon,"‘“The Flight of the Duchess” doeq not e\pose the

'the psvchoj%gical complexities of its victims of 1ealousv but,’ like
r
"In a- Condola" and "The qtatue nnd the Bust;' exposes;the effects

‘ .

of jealousv " The reason for.the incomplete treatment of the theme

e

\.\,,»'v" ) N R



'himself but concentrates<upon his narrative..‘

" jov's self, but. the Joy of his. showing it / Nor for the pride s

" self, but the pride of our seeing it"’.(1-1.111.'—,1-15, p.4.47).

~

of jealousv may be ‘that "The Flight of the Duchess" is, as Roma King

states‘- n%ither ‘a monologue nor a simple narrative" but "a special

dramatlc form requ1red for the poem that Browning writes." 38 ) )
<. .

'Although a speaker is present and is necessary to the reader s under—i

& :
standing of the poem hlS discourse does 'not revolve solely about

< .

ﬂhereas Cleon harms on nly himself through his Jealous preserv—

: C s i . 1
ation of Greek tradition\ the Duke ard- his mother gradually destroy

'

[}

the&Duchess thr;ygh their Jealous adherence to med1eva1 tradition.

- -

Although the Duke's reconstruction of a medieval estate is rendered -

/
ludicrous through its excesses,»thi}inhumanitv of the masquer%de is

s
e

' exposed through its effects upon the Duchess In contrast_to theI

'Lmother, whé. "Chilled in the rear, 11ke a wind to a,Nor'ward"'

(l.6l6, p.449), @he Duchess

was active, stirring, all fire-- ka_ o
Could not rest, could not tire-- . e
To a storie she might’have glven life (ll 174-176, p 449)

v
il

Her enthusiasm for life, however, is suppressed because, as the
o L \r
speaker reveals, the Duke maintatns medieVal customs "not for the

hal

¥

Accordingly, he requires- that his wife serve only as ornamentation

-4 -

to,perpe}uate tradition: T T i s L '1; oo

And the Duke s plan admltted a wife, at most, .
; - To meet His eye, with the other trophies, oo
" Now - outside the halLZ now in it, v :
o sit. thus, stand thus, see and be seen
At the proper. pldce in the ,proper- minute,' o '
And dieJa%fy the life between. (ll 186 -191, p 449)

A
.
‘.
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Just as.the oppressed Duchess invites comparison with the Duke‘
of Ferrara's last wife, so the proudrand egotistical Duke is much’
like‘the speaker‘of "My'Last Duchess;“ When the narrator says that

the Duke "stalked"” with "such a solemn/ Unbending of the vertebral

84

column'"' (11 330~ 331, p- 453), the reader s remlnded of the Duke ‘

. of‘?errara s .statement’, "I’ choose/ Never to stoop" (11 42-43, P- 368)

==Y
Like Ferrara s Duke, tth man also places unJuStlfled blame upon his

wife when he cites the ladv s "forwardness and ingratitude" (1. 446

[

pP- 456) to/;he old Gypsy. Asjls tvpical of many of Erowning's jealous

' men and wonen, the Duke is characterlzed by e\treme self —centeredness,

uhlch is 111ustrated in his affected adherence to medleval tradition.

*

H1s treatment of the Duchess also reflects hls selflshness, forv

when she is ill,.he rematks,,‘, Tis done to spiteAme" (1. 12 p 450),
and after the Duchess has left the estate, the soeaker notes that

’

the Duke was glad, "For'the wound in,the Dukeﬂs pride rankled fiery"

(1;814, p.465)~ Once- the Duchess has- gone, the Duke and hls mother
- :
facb no. qpposition to thelr jealous de51re for total control and.

. adherence to medieval‘customs., T o

© of tradition,.the sneaker suggests that the old woman is also a

,. s

In addition to describing the‘Duke's mother's je%lous guarding%

victim of the th1rd t\pe of Jealousx, jealous rivalrv. Not attempt*

ing to conceal his hatred of "the sick tall \ellow Duchess" (1. 89

-

:p.447).;the speaker pictures her as a mother—cat (1.207 P- 450)

smelling "blood uith ajcat- like instlnct" (1 314, P 453) and "1icking

her whiskers" (1 3”5 p. 453) as she contlnuall\ rept1mands the young

J,Duchess.b Touatd the end of . the poem,’ the’ speakor intensifies the

Ca v
.\"n__.

”

o

.o
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L)

evil image of the old Duchess ‘when he states that she did not

) i ﬂie outright, ,

As you expéect, of suppressed spite, =

The. natural end of everv. adder '

Not suffered to empty its poison—bladder..(ll 808 811, P 465)

\_/

. Thus, as in "Youth and Art, ". "A Light Woman, ‘and "Too Late,' animal

imagerv is associated w1th a jealous‘éharacter. Howevevu unlike
i 1

‘ the other jealous ind1v1duals, the old Duchess does not reveal her

d&n character which is presented only from the speaker S point of

»

v1ew. Nevertheless, the 1magery 1s chh harsher than that of the

other three poem and therefore pictures most’ vividly the uncontrol-
" .

led predatorv and combat1ve 1nst1nct of the jealous person. o

e,

Brownlng s concern with the specifié theme of Jealous rivalry,
§ )

e

“which receives partr}ular emphasls in the dramas, is evident in o

the dramatlc monologues [for all the ﬁGEns vhlch present jealous

S

‘1guard1n or, preservatlon, except "James Lee' s Wife" and "Cleon,
g

also suggest the presence of jealoqus rivalrv. Andrea del Sarto

for exanple, repeatedlv mentions hlS more successful rivals of whose

.ab111tv to "Reach many a time a. heaven that s shut to me (l 84, p 675)

A

he-is jealous. He says of his paintings that "'A common?grevness

silvel‘s exrervthmg,——/ A1 in twilight" (11 35-36; p. 673- 674) and

‘later repeats, "All is: sxlver grev/ Placid and perfect with my art'

“ay
a

~ the worse'" "(1.99, P. 675) _ He thus iron{/ally recognizes that he

has failed- as an artist hecause, unlike his. successful rivals, he.j
]
I -

does not héed his own advice that Va man s reach should exceed his

grasp".(1.97,’p.675). The speakers of "Anv hife to Any Husband"»"‘

and ' Cristina" both express. their jealousy of imagined rivals._

T

whereas the dying wiﬁe fears "the'freshe? faces" (I;Q?,‘p{592)'which

85
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will attract ‘her husband Cristi?a/s/;dmirer expreSSes his contempt

for the men "she may discover/ All her soul to"‘(lﬁ 4-5, p.395). In

:"Porphyria s Lover,' jealous rivalry does not ex1st between members
ofvthe’same sex,ﬂbut rather between the lovers themselves. Although

>

‘the‘speaker.cites no evidence of Porphyria s jealousy, he clearly

igdemonstrates his own Jealousy of her independence and domlnant role

Ve

‘-

in the relationship.
. \ : s : ?% . .
: These poens 1llustrate that'jealous rlvalry can occur between

men, between women and between lovers. In Bfownlne s other dramatlc

monologues deallng more spec1ficallv w1th Jealous r1valrv, such

,examoles _recur.. 'Artenls Prologlzes

4

even»demonstrates jealous

',rivalryxbetween the gods and

= .

llke manv other monologues, reveals

. .
' : A
- .

_,the destructive effects of thlS passion. ArtemiS'relates that thnough

ihis devotion to her, Hlppolutos \eglected homage tg,another god"

‘(l 18, p 384), and consequentlv Aphrodlte, affllcted by Jealousy,,

plans revenge.-J“
‘ ' Whence Aphrodite, bv no, nldnlght smoke
B .o of tapers lulled, in jealousv despatched
; S A noisome lust that, as the gadbeé stlngs, L
_ h.Possessed ‘his stepcame Pha1dra for Himself SR R
. ﬁi'ﬁ-The SOW’Of Theseus her great absent spouse. (11 19- 73 p 384)

Ty

Phaidra 'S death, whlch in turn inc1tes Theseus deslre for vengeance, 3

PRI [

~
"

AN cahses Hippblutos murder and eventuallv, once the truth is reveared"

e e \
4 L

:l-Theseus $orrow..;f3.r'_gf f f- ' li’“w==,g
Like‘“Porphvria s Lover," "Aptem;s Prologlzes ekternalizeshthe

.:! 7

_»fdestructive powers of jenlousv "Count: Gisnond " 1llustrat1ng jealous'
. . . - . & B “
';»rivalrv between uomen, also p1ctures the cruel destruction caused by -

- e . .

ﬂthe,cousins jealous revenge. .Accordlng to the speaker,'

~.

*"»



Count Gauthier's’ death is lndirectlv caused by her jealous cousins
h%g;:stigated the false knight to proclaim her unchaste' ‘

thought thev loved me, did me grace
To: please themselves, 't was all their deed
- God makes,ﬂor fa1r or foul, our faqg,
If sh0w1ng mine so caused to bleed
.My cousins’ hearts, thev should have drgpped
A word, and stralght the plav had stopped. (11 13-18, p. 369)

The speaker, however, leaves some doubt as t0’the'validity of her
) story, for she 1nexplicab1y lies. to her husband at the end of her
Jd&scourse and in the ninth 'stanza assures herself that she can..

proceed with her story because 'Gismond's at the gate, in talk/

kith hlS two bovs" (11 48 49 p 370) The Countess also associates

images of ‘light,: suggesting truth, with Gauthier. For example,

'referring'to the canopy, the scene-of,Gauthier 's accusation, she
savs, '"(a streak/ That pierced it,,of the'outSide sun, /. Powdered - 3

"-with 'gold its gloom s soft dun)" (11. 34 36 \p 370). lnlrelating:

Gauthier 's challenge, she’ quotes his saving ﬁ" 'Bring torches'"
Q1 65, P. 371), and near the end of her discourse She asks' that

"'God lighten" (1.120, p. 373) Gauthier s grave._ In the last stanza
. .
she re- creates the combat between Cauthier and Gismond, between

o,
o -

'truth and falsehood when she notes that her older son, possibly
o

. Gauthier's: child "has got the clear/,Great brow"“(11.121—122,

D. 373), whereas the vounger son has the "black/ Full eye" which
"shows scorn" (11 122- 123 P- 373) - Even if the speaker is lying
‘;~and has had a relationship with Gauthier, the suggestlon that the -

cousin . rerjealous could be true, for they might have known about

the situation and used it to gain reVenge upon the future Countess
T :
.,Gismond. Lo T gg

niB. .

-
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The subtle internal destruction caused bv Jealousy is also

illustrated in this dramatic monologue, for everni if tHe reader

.cannot be certain of the cousins' jealousy, the speaker s Jealousy-

e~ . '
‘of her cousins is suggested. Referring to her "beauteous" cousins,

Each a queen
By virtue of her brow and. breast;
Not needing to be crowned, I mean,
As T do. (11.19- 22,pp.369—370),

PO _ : . .o

: the Countess Gismond expoSesther‘own feeling of inadequacy, which

AR

-she attributes to the fact that she is parentless

L

: Oh I think the cguse
of much was, thev forgot no croWd . ‘ . '
Makes up for parents in thelr sHroud! (11. 40 42, p.370)

' This feeling of 1nsecuritv,,wh1ch probaBlv caused her Jealousy, ‘may

account for her need to justi herself to Adela and perhaps even

~to justifv her lylng, wlth respact to Cauthier, to herself and

thus motivates the entire monologue.
The speaker s lie to Count Clsmond suggests that total trust

and honestv are not imp11c1t in the marltal relationship. "A Woman's

Last hord” also presents a moment destroying mutual respect, in .j/“*
) : — ‘ : N . L
this case through the jenlous rivaer'of husband‘and wife. The o
N . : 8.5
woman-aptly applies blrd imagerv to plcture the Jealous rivals: 5‘ ,ﬁf Al

What so wild as words are°
I and thou

In debatc,'as birds are,,,u'. S : .
- Hawk on bough' (11.5-8; p.567) ' - -

ZIn the third and fourth stanzas, she choosos animal 1magerv with gﬁ#t

[

‘more evil connotation She' refers o tbe creature stalklng"

.
y . . L o 5 3 " o

(1;9,’p.567).and the fserpont s tooth" (l 15, pP- 567) in the biblicall

o

. el
- . . ¢

context to svmbolizo thex WTT\‘bﬂQL joalous nature 1n mhn which can.



a

~she proclaims total submission ©

N -
destroy the relationship betweeg/hﬁsband and wife.
- | Nl

N

cey and in an effort to attain it,

Y
"flesh and spirit" (1.31, p.568)

tokher husbandl however, when the moment\arrives, she is unable to
surrender‘. "That shall be to—morrow/ Not to- n1ght" (11. 33 34 P- 568)
The speaker begins the- monologue asking that the rivalllng cease S0
that "All,be,as before"-£1.3, p.567); but at the end, when she '_l\
delavs her_snrrender to "bury sorrow/'Out of sight" (11.35-36, p.568),

‘'she indicates . ;that the relatlonshlp will not be exactlv as before.

~r

Brownlng thus_suggests that Jealous r1valrv causes’ a change in its

o

victims, and the damaging effects of such change is illustrated’in

"

the poems "Before' and "After."_ The speaker of 'Before"'ardentlv

-).

endorses duelling,‘whlch 1s.Jealous r1va1ry at an extreme' as the
solution to the rivalry between two men. He pgﬁ?laims that.the
innocent man is v1ctorious whether he 11ves or i§:k111ed in uhich
case he will_"get his-heaven" (l.28,'p.680). The poem "Af ter”
~presents the supposedly 1nnocent survivor after he has killed his

i ..be«’“ '
rival. Ironically, the duelllng has not. made h1m vic%%xious, for

he too suffers from the surpr1se of change" (1.10, p. 68%9 and afso
longs that "All be as before _ . y;; : va.
1 would we were boys as of old . , o :mv

In the field, .by the fold: _ _ o .

‘His outrage, God's- patlence.‘man s scorn ' ' '

Were so easily borne! (11. 13,16,,pv681)

’ Each of the ofher dramatic monologueS'presenting jealous”

._ _rivalry betwéen men alsoiillusrrates,the self-inflicted suffering

~

- of jealousy's victims. Caliban; for example, is a primitive

89
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half—man who is,jealousvof a god_whom he creates“in his own image
because:’as dohn'Honard‘points out, "the deitiesﬁthat he can compre;
‘hend are a reflection of his only means of awarenesé, which'is_'
‘shaped}by the world aroundbhim."v_:;9 Indeed Caliban s very concrete
descriptions and his.choice  of agery illustrate his 1imited
comprehension through sénée-perc:SEion of his environment.- He uses
.animal:imaéery.frequently as nhen, for example, he describes the
‘"snaky sea" (1.30; p-837), the sdnbeams;nhich "cross/»dnd recroeér'
till thev weave-a'spider—web"'(ll.l2el3, n.836), Setebos as '"The

many-handed as alcuttle-fish" (1.Y42, p.840), and himself‘aa "This

a blinded. beast" (1.181, p 841). In fact, hiq references to animals,

1f not alwavs similes or metaphors, are so numerous that, through

Al

these™ 1mages, Caliban'conveys his‘own animal'being. HOward_also,,

© states that Caliban "can only appreciate spite, envy, Qexing, and

'pnépitiation" AO;‘therefore,his god Setebos, lfge<h{:self, is

characterized bv.these‘deSEEUCtive traits.; _

-

Caliban creates his picture of <etebos by imagining himself

!

as a god and then draw1ng analogies between hiq own ‘behaviour and

that of ﬁeteboc For example{ while harming.and rewarding the

Y

helnless crabs, Caliban remarké@‘"As it'likesfme each- time, I do:

so.He" (1. 108 p 839) - He similarly_demenstratesvhis and Setebos'

H

: / o - : ' .
arbitrarv~actions when he " 'Falls to m?ke something" (1.192, P.811)‘

.o
,

and then says, "No use at(gll‘i’ the work, for work s sake;/ Shall
Y : =5 v . ,

o somebday knock it dbén again: so He" (ll.198-199, p.841). C1]iban

cites envy as the reason for his god's cruel and arbitrary

.demonstration_offpowcr 3nd—as a motivating‘force in creationy

90
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But did, in envy, listlessness or sport,
‘Make what'Hlmself‘WOuld fain, in a-manner, be--
Weaker in most points, stronger in a few,
Worthv, and yet mere plavthings all the while,
Things he admlres and. mocks too, == that is it. (11 60-64, P- 838)
\
Wha't Caliban interprets as envy, however seems to be jealousy

because of the 1ntensitv of the pa551o which he attributeF to

oy

Setebos and the maliciousness expre sed toward the rival Creatures

by thejimaglned godlx\lf the godlwhom.Caliban'createsAin his~own
: , - o o : . . N ‘ o
likeness is jealous, then‘the_speakerAtoo qnconscionsly‘harbpurs this’

‘pa551on. Later, Caliban becomes more bold and states‘that Sétebbs

“hath made thlngs worthler ‘than ‘Himself,/ And envieth that" (11.112- 1]3,
p,839).; Ioward the end of his monologue, Caliban is so confident

that he even reveals that Setebos can be appeased by his‘feignlng “

envy: . . L o : L -

Even so, 'would have Him misconcelve, suppose
" This €aliban strives hard and ails no less;*
And alwavs, above all else} envies Him. (ll 263- 265, P 853)
: o
Thehpnd of the poem . conflrms ‘that Caliban's Jealousv of Setebos is

[
- 1

not'feigned for ‘the storm~causes Caliban to express his fear'of

his god s anger and power and to promise repentance for hrs "fool s

. plav, this prattllng" (1 287 p.843). . .
"Caliban upon Se'tebos" illustrates particularly yell,Browning:s '

awaéeness.that jealonsy is a Very‘base passlon,which,?as Pﬁ%lfp

Kalavros-notes, can also be traced among animdls. - ‘However, this ' ™

91
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. passion can afflict men possessing the most revered positions.
T T : . h . A

~
1

"Instans Tyrannus,'" for ‘example, reverses ‘the situation of "Caliban

-upon Setebos" by revealihgla ppwerful ruler's hatred -aroused by4the



;4

tyrant' S jealousy of .a subject s ability to withstand his cruelty
The- fact that this speaker is also an egotist is revealed through

n S 5.

his first statement that ‘he rules and possesses a "million or two"
1.1, p.609) and through the frequent use of "I" in his discourse.

His egotistical nature then vields to Jealousv when he witnesses

. his suhlect s inner strength which the speaker does not possess.‘
o The speabér is ‘aware that his hatred is unreasonable, for he

-condescendingly states,

| "no!" 1 admonished-myself,
'Is one mocked by-an elf,

"Is one ‘baffled by toad or rat? (11.41-43, p.610)

He continues to characterize his imagined adversary with animal

-,:images when he repnats,’"'Toad or rat vex the king’" (1. 49 p 610),-

-

names the man's- dwelling place as: his creep ~hole" (1. 54' P. 610),_
and further humbles the subJect bv ascribing to him kinship with

the mi&ge and the nit" (1 32 . p 610) The - ‘King, however,
1ronicallv reveals h1s own'ver\ base anlﬂal 1nst1ncts and nature

~

,through‘h1s ch01cel of'imagcrv.A Instead'of realizing his jealouSy,,

N

of the man's strength he self deceptlvel\ fabricates ad excuse

"To extinguish the mdn" (1.54,. p. 610) ‘because the small . turns

.

. the great/ ']f it ve\es vou" (11.48-49, p.610)5 Like the Duke of g:

At’

g
o

Ferrara and Por hvria'c lover ~he too can "enjoy the event
p J

',(l QQ. P 611) uhich wxll dtstrov the ohJcct of his Jealousv Unlike‘

the former-tw speakers. hocher, this man comes to a rea]izatién
. . B 1. i ) .

) v 'l(-ij_':" o \ . o
of his own failure. Aware that his subject, who "Stood erect,
caught at God's skirts, nngipravbd!" (1.71,Pp.611); has,been'saved
from his vengeance, the King admits to his own weakness: "So, I

Crme afradd' 01 790 0 411
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2’

: indicates thryugh his dramatic monologuenF
‘ have been caused by his jealdusy of anothe

‘ throughgqualities which the speaker does no

 t ! ‘ - . _”L' v )
The monk of "Soliloquy of the Spanish Cloister" erpresses as \

intense a hatred for\his rival as does the Jealous speaker of

" For e&ample, upon seeing his 1magined opponent,

he exclaims, YIf hate killed men, Brother Lawrence,/ God s blood

"Instans Tyrannus.

would ‘not mine kill vou"' (11 3-4, p.374). - The perverted monk, 1ike

L
i b

the Duke of Ferrara Porphyria s lover, and the-cryel tyrant,

at his hatred and)malice

person 0 succeeds
N

possess|. In this' case,

[ - . -

ﬁthe'monk is jealous of Brother Lawrence's‘good nature»and content—f

e

.

ment with«monastic life. As Davij/Sanstroem states, "Brothey - 3
Lawrence is constitutionallv suited to the c101stered Christian’
life, whereas the animal speaker finds it imp0551b1e to fit in.

- .‘ﬁ).:
He obsgrves Brother Lawrence s effortless success aqﬁﬂ&ates him g

s N .

for it.ﬂe~

S

S e

42 ,'

Like Caliban, the speaker attempts to create Brother Lawrence

in his own likeness, however he unwittingly reveals that his

'1;iVal is a sincere, if simple, man who loves nature and performs -

&7

his.duties with conviction and devotion. Addressing Brother Lawrence

v

X : _ b ‘
qs-"Swine Snout"_(1.16, p.375) and "vou Sle ™ (1. 72, P- 376), the

Speaker, like Qhe cruel tyrant, degrades his rival through

l

_ assocbtion with animal images. However, as Sanstroem notes, "The

mbestiaf qualities pertain to. himself [the speaker]}, and in the

confusion of ragf he merely projects his own traits upon the vegetahle
- «rx _

. 4 ,
. Brother Lawrence. 3 Perhaps the best evi(ence of the jealous

“speaker s predatory, animal nature is his opening and closing

»oog ot T g) : ) . - ] \
. - . « . ; . B ' -
. . . SN S ,

A1
e : . X . k N
%o kN e .o Co ‘:‘&a%‘ﬁrh



"he Ehinks of damning Brother Lawrence with. his own scrofulous

- own soul to the devil in exchange for Brother Lawrence's destruction.

T

~ v

~

remark, consisting simply of }GR—R—R " Unlike Brother Lawrence,.

i <
v

'}he speaker emerges as an thocritacal ritualist whose interests

1 ‘ v

ylie outside the cloister. Althougé he self—righteouslv notes that

he has ad0pted religiOus r1tual by laying his knife and fork to’ -
a v
form a cross and drinking his "watered orangP—pqlp" in three sips,

y
the perverted monk unconsc1ously reveals his own sensuousness;;zeﬂ

French novel" (1 57, p 376) and when he recalls "brown Dolores

(1.25, p.379) B

S

With Sanchicha,_telling stories,_ . . ’ o
baa
‘Steeping tresses in, the tank,
Blue—black lustrous, thick like horsehairs (11 27- 29 P 375)

[4

his atteﬁpts\to tarnish Brother Lawrence's reputation, and when,

at .the end of the dramatic monologue, he considers pledging his

“

t

The speaker s perversion of religious ritual enables him to believe
that he can turn even a pact with Satan to his own. advantage as he’

schemes to'"leave/ Such a flaw fb the indenture" (1 67, p 376) that
» L
\ i . \'} B ) . .

he could still save ‘his own soul. o T e

The speak of fThe Bishop Orders his Tomb at Saint Praxed's

'

‘Church" also reveals himself as an hypocritical formalist who loves

_ the beauty of ritual and traditiqr He too speaks within a religious

setting ‘and, like the jead/’s monk ahd almost all other jealous

characters, exposes a self—centered nature.‘ George Monteiro writes

that "it can be said that the, Bishop conceives of himself as an

object worthy of worship," 44 and_Charles T. Phipps similarly states,
: .Y r 4 _ rates

.

=
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Always he [the Bishop] has striven to be the center of
attention. Now as he lies dying, both his bed and his
“hoped-for tomb become ih his distorted imaginings a kind

of“altar, with himself the center of worship. s ' Q?

' The Bishop s choice of imageryi which deifies him portrays his

o

self-centeredness For example, he instructs his sons, "So,'let

s

the blue lump. poisg betwten my knees / Like God the Father s globe

on both his hands" (ll 4(—48, p 434), later he identifies himself

-

with Christ as he says "Dying in state and by such slow degrees / Y,
' )1 fold my arms as 1f they clasped a crook" (11.86- 87, p«435), and
at the end of his monologue he tells his sons who are leaving to
turn vour backs/ ~—Ay, like departing altar-ministrants" -
(11.121-122, p.435).. -
Instead;og‘contemplating the religious significance of’death,'
therdying Bishop is ironicallv concerned with the beauty of his ”
tomb which will remain as a symbol of his earthly statusbb Indeed,.
the self centered speaker 35 not ‘even willing to relinquish the
' pl sures of earthlv life, for he expresses~a wish to keep the
-spectacle of mass and communion before him after death°.w.
And then how T shall;kie through centuries,
And hear the ‘blessed mutter of the. mass, -
And see God. made and eaten al dav longg

And feel the steady candle-flame, and taste = = -
‘ Good strong thick stupefving incense-smoke! (ll 80- 84 p 434)

4

-

This quotation illustrates the Bishop's sensuousness which like

his self—centeredness, is reflected in qpe imagery. Describing

.y EXN

. his lapis 1azuli “he says that it is "Big as a—Jew s head cUt 0"

at the nape / Blue as a vein o'er the Nadonna s breast" (11 43.

N
e
v

p.433); he orders the jasper for his tomb "pure. green- as a'’

pistachio—nuf” (l 71 o 434), and remembering,@és mistress, he '«

s
. ¢

95
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remarks that his sons' eves "glittgr like'your.mother'svfor'myQ\
soul" (1105, p.435). In%accordance with his love of. earthly
pleasures, the Bishop admits to his scepticism of the soul's

.immortalityewhen»he says,."Man goeth to the'grave; and where %s
o ‘ ” , .

- 8 .
\ he?" (1.52, p 434) Gimilarlv his Christianitv has failed to give

.

him an understanding of earthlv life "Life, mow and what is fe2"

v ..
", -(1.10, p.433). His entire attitude toward life, as well as death,
is-based upon hisvselfécentered desires which contfa?ict~Chwistian
teachings.. For example, he states that life iséan!illusion, that:
"the world's a dreamﬂ (1}9, pP-433), and vet he has indulged in the
sensual pleasures of thebworld . He recognizes that "Evil and brief
hath been my pifgrimage" (1 101 P 435), and yet he does not pray

for forgiveness. Instead, to ensure that his tomb will hﬁ . /

B

'magnificent, ke proposes to- pray to St. Praxed on behalf of his
i, (

sons’ for 'Horses for ye%,and brown Gree?‘manuscripts »/ And mistresses '

'with great smooth marbly limbs" (11 74-75, p 434) Similarly, he

states, 'Peace,tp 'i‘JaII / Saint Praxed's ever was the

"_church for peaceJ‘(Il 13 -14, p &33), “but’ in the following state-

mEnt the Blshop destroys this peace.“{"I fought/ With tooth and
-nail to—save my niche, ye know / ——Old -Gandolf cozened me, despite

my care".(11.15-17, p.433).

This quotation introduces the Bishop dead rival of whom the
A |

speaker is still jealous. Tvpicaliy the self—centered speaker
envisions the continuation of the rivalry and imaginejghimself
- . ;

)Wv'\ .
triumphant even after his own death, "For Gandolf shall dot choose )

A but see-and_burst!"< (1.50, p.434) when he is-forced to view the

&



g - o .
lump oggiapis lazuli placed betwgen the.Bishop s knees.‘ The speaker s
jeaIOusv is revealed throughout the dramatic monologue, for his o
primary concern is that hts tomb be more beautiful and more impress-

ive than that of Gandolf which is paltry onion-stone" (1. 31, P. 433)

The jealous rivalry is the first and -last thodéht which occupies his

-
mind. After perfunctorily opening his i}scourse wiﬁh;"

\ :
closer to his bed the BishOp'/'first statemeht is,;-#

was.ﬁ (ll 4-5, p.432). Similarly, he dismisses his sons and eﬁds

his discourse saying, I3 _ - "; o S i&ﬂ e
And leave me in my church, the church for peace, .
_ That I may watch at leisure if he leerg—-. - o
0ld Candolf, at me, from his onion- -stone :
As still he envied me, so fair she was: W11, 122 135 P 435) o

John Ruskin wrote that this dramatic monologue reveals the_
‘Renaissance.spirit: fi
Ly ‘
I know no other piece of modern  English, p{ose
' poetry,. in which there is so much told, as If these
lines, of the Renaissance spirit,-—its worldl¥ness, v
inconsistencx, pride, ‘hvpocrisy, . ignorance of itself, _ _ o
love of art, of luxury, and .of 'good Latin. 46 :

\

" Thus, the historical_period may account, in part,‘for,che Bishop's

'character;‘honéyer. one,must'also‘consider‘the individual's -

psychon g al.conplexity and-conclude that the Bishop‘s jealousy

of his rival is also partlv responsible for his self—deception.-

Self qeception is also evident. in the speaker of "Pictor Ignotus."'
‘ !
This dramatf;\EOnologuehcan be cited as a final ekample of }ealous
rivalry.»however, theqheglected painter s jealouSy is not as’ f(L»

. } ER
. . Y . v Ad
. ]



"\), Y ' : " . 1
/,,g - o

passionate as that of the cruel tyrant the monk of the Spanish

l_)'.~t\, ‘
cloister, and the Bishop of Saint Praxed s Church He is not pr0ud

-

self- centered, ‘or egotistical but he too fails because he lacks .
-« ’ . .~ R ] A

- self-awareness. IR i . ' .

| o B

Roma A. King states; ' 7

His [the neglected painter s1, conflict arises between &
his artist desires“to embrace life joyfully and . ' L
-creapivelv and his monk fear to assert ‘himself; - :
nbetween the painter's- yen for man's approval and his fear
that, loving the world more “than heayen, he '
will lose God' s; between his' need for the world's praise
' and his fear of its abuse. 47 :

’ When the - painter does’ resolve his conflict at the end of his mono-

‘ logue, the reader, who is aware of - the difference- between what the

paintei‘says and what he unconsciouslV means, realizes tha(i\ii///—___’///
- - - :

speaker has made the wrong choice. He repeatedly exposes his : BN

‘ . ..;t‘/ T -~

jealousy of his vounger more successful rivals as he defends his
own ability. For example, he begins his dramatic monologue saying,‘

"I could,have painted pictures like that youth s/ Ye praise so
Y . : . TE ?%

(ll l 2, p. 415) and later reasserts, . o . ?@’

FRIN : ‘

~

And like that vouth ye praise, so, all I saw

: Over the canvas could my hands have flung,

Each face obedient to its passion's law, :

Each pa on clear proclaimed without a tongue.

S (11.13-T1s, P. 415) ) . : - _ _ NS
He definitelv/yearns for the fame of his"rivalsf ﬁor,he states, -
"Oh, thus to live, I and my picture, linked/ With love about, and
' praise, till life should end" (ll 36 -37, p. 4&67j However, the
promise of his ability remains unfulfilled because he rejects ‘

secular art, which is exposed to censure, in favour of his religious .

’paintings protected by the "endless cloisters and eternal aisles o

g



V”A,be neglected.

D Blown harshlv keeps the ‘trump itk

F.restrict the presentation of Jealous character

“..to studv the passion in éharacters of more commOn rankk Brohning 8"

i

'the dramatic monologues,’which demonstrate that all hu

ctures\Stand

abuse and thus

di@‘my piqtu&es.' surelv»i 1y @ .
0 youth, ien ‘praise so), --holds h@ir pralse its wotth’
4 olden cry? .o

Tastes sweet the water&hithﬁs

,_!

nobility and governing clagses, the dramatic monologueﬁ’include the

Despite his enduriug

N M

ir Dllectual as well as the social _elite.

9 e
interest dn the theme of jealousv as related to characters eIhvath

*:, ,_e,u
N | oL
&

in their social and intellectual status, Browning dogs’nqt neglect

,A. ?'7 '{)

.:v&i : oAl J- .

;f progression of interest 1n the theme of jealousv is thus ;vi&@nc in

man beings :
‘ J&‘J/" T
Browning presents a deeper under-_ o

ut does overcome it, he also studies those, like Andrga

iy . ) ¢ . E 1 . ‘ ‘:‘375‘%v fE .

0

~
)

.

:\cnpsf>ofbthe ff vf:ya?
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the artist and Cleon the philosopher who' similarlv do not recognize

.

. their Je310usy but continué,to delude themselves. In some of

-

)
Brown;ng s characters, the pas51on creates madness, as is exemplified

in. Porphvria s lover and the k&ng of "Instans Tvrannus,' who ar% 0

-

deranged 1n41viduals/whose Jealousv motlvates grotesque thoughts and

a

actions. The dramatic monologues also demonstrate a orogression

[ K !

from the stage dramas in their’ more effective ::f>0f imagery to

describe the'oualltv of an 1nd1v1dual s Jealou

note is Browning

P

-
and of particular

~

s con51stent development -of animal 1magery, intro~

duced in the dramas, to 1llustrate the possible- baseness of man s

-

-

nature when he is a victinm of jealousy. . ' f >

Browning.s

N g . ,’2
frequent demonstration that the jealous' character

. ' . ¢

displays other passions in conJunction wlth his Jealousy, that most

-

'jealous victims reveal characteristics common to other individuals

51m11arlv affllc

situations in a
<

<
ted, and that Jealous characters react to their.

e
similar manner is further evidence of a progression

from the ‘stage dramas in his treatmedt of the theme of jea10usy.- .

Flrst, Browning demonstrates that love is the primarv passion associated

with jealousyv, and indeed, modern psvchologists state: that love is the.

basis for all Jealousv. Phllip Kalavros, .for example, notes that

Jealousv aleavs
in all the inst1
lwrote.in the sev
withont a mix ar
Each of the thre

2 form of love,
, .

o

accompanies l%v because 'jealousy participates

ncts of- posse351on.‘ 48- Similarly, Robert Burton

7

teenth century that there can exist “No Love

e of jealousy; who's not jealous loves not." 49
A .

e types ‘of jealousy revealed by Brouning pPresents

whether this be the love of one person for another,

100 -
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// /765211y demonstrated by jealousy in lovef the’ love for a ppssession, T

evident in Jjealous guarding or preservation, or the self—Love shown‘
. / . .

by victims of. jealous rivalry. Philip Kalavros @tatement that -

jealousv participates in all the instincts of possesst \\suggests'
@‘ghat.possessiveness is a second passion commonlv associated with

‘ealousy. Indeed the Duke df Ferrara, James Lee s wife, the wOmag wuix

of 'Any Wife to Any Husband,' Andrea del Sarto, and Porphyria S e, &

(O
A*.,‘

Tover are all evamples of characters whose jealous guarding ot
press -vation is associated with possessivene§s Hatred is a third
>assion which Browning presents in association with Jealoﬁs;, and}
aliaough this passi;h mav characteiéee a person‘denonstrating ’
alousy in love, it is-most evident in those characters engaged in. B
v.jealous rivalry.~ For examole,‘the ruler of "Instans Tvrannus f the /);‘v'

/

monk of the Spanish cloister, and the Bishop of Saint gfaxed s
Church all vehemently proclaim their feelings of spite and malic;
toward their rivals. ] ' 'x‘ ,

Because these three individuals illustrate’common character-
istics,_thev are also examples of the second aspect .of ‘jéalousy
which Browning demdhstrates. Each of. these three speakers shows

that he is self- centered and egotistical as he contemplates his own o

-

,triumph through either the contemplated or direct destruction of
2

his rival ‘or the destruction of his rival's. esteem. Self-centered—
S ' X '
ness and egotism aldo charactefize the Duke of Fetrara and the .

‘Duke in "The Flight of the Duchess.' Each proud Duke is content
, -
'only after his wife, the unwilling object of his jealous guarding,

has- been removed from .1s estate., Not only is the Duke of Ferrara



~—

"‘ness of his wife s goodness suggests that he feels inferior to her.

- R N
self-centered, egotistical, and proud but his subconsciousafware—

. l

Browning s understanding of this ~aspect of jealousy. thus accords
L3
with the-studies‘of modern psychology, for Kaldvros states that

' o v N v
jealousﬂpersons,"drag along feelings of "inferiority, are self- '

centered and egotistical w30 In addit%on he notes, "Jealousy,

(5% ! o :
being an abnormal emotion, is alwavs to be\}qun%;with subjects

" Slz Thus, the tyrannical,rulet'

.. . l
feels iﬁferior'to his subject whose inner, strength enables him to
- o ' : L

survive the tyrant's vengeance,’'and the monk of the Spanish:cloister

marred by 1nferiority feelings.

-.1

feels inferior to‘Brother Lawrence'whq easily'acceptS“and ad?QSts

to_monastic-life.. Although‘the'unknoznppaintgr attempts to justify
. . _ 5 .

his ability! his refusal to prdeEﬁ secular art could‘suggest an

unconscious‘feeling of inferiorizy to his rivals; and the speaker

of "Any Wife to Any Hushand“‘is similarly unsure o('herself‘because

she is unableﬁto believe_in her husbangis’fidel;tf.' Self-pity'is

a fourth characteristic evident in Browning's jealous individuals.

o

Again, the poet is supported by current psychological studies which
Joa

state that ' self pity strips him [the jealous person] of contentment.'

... TheAstory off self-pity is written on his face." 52' Accordingly,

"AnYlWife to Any Husband" pities.herself because

vshe believes that she must witness her husband' s infidelity, James

. R -

i
Lee s wife feels self- pity because hi{ jealous love for her husband
'\ ;

RN .
is'not equally reciprocated, and the whman of "The Laboratory"~

)

feels such pity for herself that shé@ﬂeems_only a‘slow,agonizingtgl

“murder adequate revenge-for thevwrongs which she has sufferedQ

N Co.
-~ —
) | WE
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fThe,third';eans by_vhich_Brovn‘né qrééehtthis interpretation

o}-thevpassion:pf jealousy is'thro‘gh the cTEation of je;lous :

R .

A\

7

characters reacting to their situatioys_in‘similar'ways. For

example, Browning’realized~that

movements misinterpreted. The Jealous one. hears a treason - °
- in every innocent- conversation perceives a betrayal
in a smile of .politeness, 1magﬁnes an alreadv cons&hmated
embrace in the - -exchange of social graciousness. 53 o
The Duke of Ferrara is jealous because his wife smiled at all who

pasSeds "her 1ooks went everywhepe" (l 24, p. 368), and "all in each/

a

- Would draw from her alike the #&pproving speeph" (11.29- 30, Pp368) .

The woman of "Any Wife to Any Husband" als%rbelieves that her ¢

% . 3 N -

husband s tendencv to be unfaithful is. in his nature: T
! v\r‘ . )
And is it not the bitterer to think
That, disengage our hands and thou wilt" sink ~ 2
' Although thy love was love in very deed? :
I know that nature! Pass a festive dgz Lo
- Thou dost not throw its relic-flower away
Nor bid" its music's loitering echo speed. «ll 31 36, p 590)

The speaker of "Too Late,' dn . the ‘other ‘hand ’misconstrues Edith S

death to mean that God sanctions the love between her and the
I
¥
)

N4

speaker-and similarlv misinterprets the poet s actions as indicaoions.

» . . . 'y i
4 - .

that/he does not love ‘his wife.

1\
g 7 I K
Browning was also aware that a victim of jealous r1valrv reacts
e : . £
\ifiﬁlh malice to the happiness and success of his r1va1:- "Jealogsﬂ\

e I 't‘.\ ‘; .

_ competition %s like an illness. ~The sight of someone els*fbeing

happy is painful to the jealous person, and it turns him away from o

’
..,bachievement.... While one ‘is thus 1nfected he is condemned to

B

be the unhappy slave of the one. he env1es." 5ﬁ£/4§e~Bishop of

@
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.Sainj,Praxed's Church, for exampIe, is unhappy that Candolf occupies e

P

the niche which the speaker wanted for\his own tomb, and ‘he is s0 ’

s

ccoggerned that/h}s”tomb be more magnificent than Gandolf"s that ha
dbes not give thought to his own spiritual salvation. fThe speaker
of "Instans Tyrannus is.so infuriated with his subject s strength
in resisting his vengeance that he can thﬁnk of nothing but his

_rival's dest\—ytion, and, the monk similarlv devotes all his energy
‘to ruining Brother Lawrence s reputation. Like the monk the Duke

A .
of\ferrara and the Duke in "The Flight of the Duchess cannot »

b

tolexate théirowives innocent love of 1ife' and the speaker of

\

"Too Late" refuses to accept his rival s . happiness with Edith .and

thus retaliates by degrading the relationship between the poet .

.and his wife.

e

) e _ . )
o el /
Although Browntng presents in the dramatic monologues a complex
and intricate studv of- the passion of jealousy, ‘the dramatic mono-- Sl
»q .

3 < .
logue form was finally used to its greatest effectiveness thrOugh ‘

iy B LN

°incorporation into a, single long work The Ring and the Book

/

presents‘many dramatic monologues to expose the sp&akers,ktherefore,
N : oY

.they are revealed not onlv through their own discourses, but also

-

through the perceptions‘of other characte;s. JiSﬂhsequently, because"

3

»of the different. opinions of various speakers in one uni%ied work

one’ finds'even greater’ complexity and depth in Browning s pf“sfntf .

ation of the theme of jeaﬁgusy in The thg and the Book.
. % ’ ) N ). ,‘
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The Ring d ;he Bbok is often cited by schbldrs ag Browning St
. \

finest achievement, and andeed with regard to the theme of jealousy

: the work does ptéseht

to some infinjte
‘The Ring and the

~

\

»
a A ¢

the ﬂost complbte and qgmplex studv of this

Truth that defies apprehension. .
Pook represents Browning's most ' =7

sustained effort
theme and acti'on
.as nearlv as art

EN

] v

§ . r': .

or and which 1s demonstra

", The Ring and the Book

Kl

As_in the dramaS<and ‘the dramatic motiologues and even more

L

to relﬁ%e the fragments by,a common
in &’ huge g8vmbolic poem that expresses
can the %holencss of his'vhsion. ‘1 Y ~

e

passion. Although the dramatic nonologues treat the theme superbly, >
. . ? . K
The,Ring and the Bon he}ghtens the treatment through an even greatgr
’ S . . ;
unitv imposed upon the twelve monologues. As Roma A, King statés,
- 1 _ -
by;f The nonologUes are brmlliant fragments of one . o T
. sweeping. work that remgins alwav‘,Just bevond ‘man's \
T ~  powers to realize. Each dis related to each, and all oo

- -~

s; Part of this Truth is the basic~passion of. Jealousv, to which

» ? 3

_%-h:‘ gen and women of all social and’ rptelrectual classes are 5uscep$ible
B . ,3 i o

ted . bv five of the ten different speakers in
- ,' . ‘ -

3 . . g

"t . -

'effectivelv The Ring and the.Book exposes the passions assoc1ated;g

with jealousy.” Host notable arékhatred, which is best e\emplified

LY kad

by Cuido, and ]ove,‘which must be limited to self love.v Self*love

1

implies a self—centered, egotistical nature, which is disblayed by'

.all the jqalous chara%tejs of %he Ring and the Book. As.in the >

dranatic mon010gues, pri

’

. N 2

o . . . EN

ke e
are additionhl characteristics shar

e, a feel?izyo% inferionatv, and self—pitv

bv jealous individuals and

P
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agaiﬁ,vmost evident in ount:Guidthranceschini: Guido, who | '
'represents the culmination of 'all ofFBroyningTsfgealoUS characters,

o~ is a member. of ‘a declining4aristocratic family. Tertium Quid
Archangeli and Bottinius, all engaged in jealouz rivalry, are also f

R o)
members of the upper claSses, the first aspiring to .,the nobility -
and the latter two representing the law.l 0919 the 'social position

. of Falf-Rome, a victimfof\gealousv in love, is not explicitly

_ i
determined. Thus, The Ring and ‘the Book suggests an inverse chrqnoi

v 1ogica1 movement for instead of proceeding from the dramatic mono—

- logues which study the passion at all social and intellectual levels, ‘

’Ebe R%Pg and the Book reverts to the early dramas hich‘presenti

- -

v"f} jealousv almbst exc1u31vely in the nobility owever," this retu‘n

' to gn early interest cannot beétermed a regression.in Browning s

trea ent of the theme, for t e presence of jealousy in the upper
,p social and intellectual classes is often, although not predominantly,

demonstrated in the dramatic monologues. The Ring and the Book is l o

I
lfillment of. Browning s_earlv copcept of jealousy, HOC\QUiDG“}h éé

% -~

realized in the earlv dramas, just as the work in totality is, as
. 2

J
oma King notes, "the fulfillment of that adolescent dream which

G

inspired Pauline but which at the time was beyond Browning s power
to realize. 2 s S Co .- . _ "/
"In addition to presenting a progression, even beyond the ~ 5

dramatic monologues, in the demonstration of c0mmon pdsgions and

characteristics of jealous individuals, The Ring as the Bogk,

. ) o =
because it is a single work demonstrates a further progression in v"

.the use of integrated and recurring imhge patterns. "Park Honan 5”

-
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paralleled in the inc

~-reveal his character

notes Browning's progressive development in the use of. 1magery.

... Browning' Q“\é of 1magery underwent a surprisingly
steady development through the plavs, successive works
instancing richer and more subtle uses of dramatic
imagery as'a means of character portraval. By the time
u%f Pippa and Colombe the imagerv had reached a

rEmarkable stage of development by then, its. character-
,nevealing potential well-explored, it could be used
expertlv and varyinglv to aid in delineation. ién

the dramatic monologues one would: expect to fin¥% continued
evidence of . this superb control--more certain evidence
of Brovming's conscious artistry in imagery. than ever
before, if anvthing. Ard so one really does.

Reﬁerring specifically to animal imagery, PFonan etplains that .

the image patterns of The Ring and the Book are even more effective

., ’
than those of the dramatic monologues could possiblv be because,

o ‘
since "some of the same: image subjecf% carry over from monologue

to monologue, the imagery tends to %[erate in certain'ways not

ent monologues." He continues to -

explain»that "an,anima

1

Aartlv through a conttast vith the ways in
which the same im suhgect his. Been used before. . Thus,

= ¢

~only the speakers judgements of tMe characters involved in th

since The Ring and the Book is a single work; the same image4

~

_ patterns emploved bv different speakers effectivelv reveal not

mjrder,case, but also the speake s"' yOwn characters.

-ig ! As.in the dramas and dramatic monologues, animal 1magety

I

consistentlv characterizes the jealous individuals of The Ring and :

_/ S
the Book particularlv Guido. The otheé%%%ﬁlbus speakers often A

employ.animal imagerzgto characterize Guido and so reveal their

A .
~own’ 1mpressious of thé%g&il Count as well as their perhaps

. A
unconscious estimations of themselves._ Horever, the major effect

-

image used bv one peaker often helps to
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of the animal imagery in The Bjngaand'the\Book is,the'prese tation

oﬁ/the}?ranceschini,family, particularly/Guido, as cruel/and
/ﬁpredatory‘animals, Barton Friedman stﬁies;

The unwindlng tale of Guldo s treachery, Caponsa chi' s*
.. heroism,and Pompilia's murder is underscored by/

a metaphor1ca1 substructure which strips the F ancéschinis

of their humanltv, exposing them as savage and demonic

fiends. , _
. ' ‘ . f ot . “ ‘ . . )
: Indeed,.the dominant animal images apphzfgﬁto Guido are .those
of the wolfi&gg—the,serpent,~and because\ these images are so oxﬂéﬁl

R ) , ; . St , ) N w
‘k' consistently employed, the imagery '"forms a substructure of -
constant truth beneath the v riant.interbretations.of‘Browningfs
: , N f A ) | ‘ N
ipeakers,"‘ o ‘ . ' St

LR

i

NUmerous'@ther_image patterns, besides the animal'imaéery,

aBound’in The Ring and'the Bobk: C. H, Smith suggests that a '

hlerarchv of iﬁages can be traced 1n tﬁe poem’ . _f ’ : T
. s . !
s At the top is the image of'the—ring-and—the—book, ' ' - gé
~ Immediately, subordinated to: this general image e ‘
are the dom%nant images of each of the twelve '
books. ... .In the third .rank in this hierarchy
-aresscores of images, abundant in their variety,
-thas, show, when examined separ tely, a number of

logi l transformations or natural metamorphoses.
However, a studv of the animal 1magerv is most significant in.
reveallng the characters of the jealous individuaIS'in the poem.'
Gordon Thompson states that )éié key 1mages ate those of wolves,
snakes, dpgs, ‘sheep, agd birds.f These animals arﬁ consistently
uséd to fortify the concepts of man's rapacitv and‘gnnocence 80

crucial to thevpoem. ? Assoc1ated with the animal imagery fs.

‘the consistent use\of Eden images and the Perseus—Andtomeda myth

7

4 o

e
-

with its counterpart, the 'St. Feorge legend because Guido can be

; 4
N
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identified as the'serpént in the former pattern of images and as',

the dragon'or monster in the latter. However, as DeVane note9’5 o C

N

with reference tocthe Perseus-Andromeda and St. Ceorge myths, only

those speakers who judge Pompilia and Caponsacch1 favoura%%y picture

( 4
Guido as the dragon'10 and the characters of evil import in

v

\\ ',The Ring and the B%gh use the same essential mvth but use ‘i: in a
11

.~ debased form for a base purpose.”
o . ¢ . \ o T

All the Jealous cﬁ§¥acters oo

PN

are, to varyihg degrees, "of evil import?'and ‘thus assign the4roles

. 3 o
of the myths to the participants ln the murder case to ‘suit the1r
own selfish- ends. S g ' ' ‘ o : .‘

A studv of the theme of jealousv ‘in The Ping_and the Book

B can thus be made by con‘pdering the individual monologues of the '

2 ]

jealous speakers who reveal their characters through thelr judge—

: : h s L . '.‘. ! > - v
-ments of the murder case and through their uses of animal imagery"

and their presentations of the n, Perseus—Andromeda,«and

St. George-myths. Of the first tri of speakers, those who are

.’

- not at all involved in the proceedings of the case, Half Rome and-
Tertiuu Quid are examples of jealous speakers, the former portraylng
.jealousyiin love and the latter‘exemplifylng, to a,certain extent,
‘jealous riualry. Of the third triad'of speakers, those uholmust )
pass judéement on the case, Archangeli and Bottinius are»obviouslp
jealous rivals. The two monologues of 6ount Guido Francegphini | &
the onlv Jealous character in the shgond triad of speakers, can be
tonsidered last, for Cuido is perhaps the most jealous, and
consequently the most evil, of all of»Browning s characters; He is

r

. - V2 . . c
the ultimate example of jealousy's destructive force wreaked not

-,



, o N . _— o .
only upon its victims, but also upon the victims' imagined
adversaries. As in the dramas and. the dramatic'monologues,

Browning emphasizes jealous rivalrv in The Ring and the Book;

however, of the five jealous speakers,vonly Cuido is a victim of ';'M:_";f

all three types - é} jealouéy ' ' o o ;fh‘Jhb

-

- e ' . .
A e
R

Half-Rome, the'first jealous speaker, presents a totally‘
<“biased view,*which completelgydistorts the truth. Although the
speaker purports to present only facts, for he 'tells his auditor,

"But facts are facts and ‘£linch not" (II l.1049, p.60) and
‘ironicallv ascertains, "God knaws I'11 not prejudge the case"
(II 1 680, P- 51), the poet affirms that Half -Rome's monologue
is "The instinctive theorising whence a fact/ Looks to’ the eve as
4
the eye likes thevlook" (I, 11;863—86&, ;?213. Theureader is
warned by the poet in the first book that the speaker s argument
" harbours Wu1fﬁé centre of its sense/ A hidden germ of failure"
(I, 11.849-850, p.21), and the poet states,
the source of swerving, ‘call =

Over-belief in Guido's right and wrong :

- Rather than in ‘Pompilia's wrong and right. (I, 11.859- 861 P- 21)
Indeed’ "the source of swerving" is Half—Rome s jealousy in love,

. . '] N ) BN .
which he does not reveal until the end of his monologuexwhen he S R
mentions

axcertain what "s—his-name and jackanapes
Somewhat too civil of eves with lute and song -
About "a house here, where I keep a wife. (11, 11 1554—46, p.72)°

Thus,_throughout the entire monologue, the jealous speaker identifies

himself with Guido, the duped husband, and- attributes qualities and

v
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characteristics to Guido which, he believes, he himself possesses. .

y Accordingly, Half-Rome does not reveal the GuidoePompilia o A

‘Half- Rome reveals obliquely his own situation. w13 His dram tic

v » - -
monologue expresses only pity for Guido, whom he stvles an "honest
.

'man" "And man. of birth to boot" (II, '11.69- 70, p.36), the "luckless

relationship but, as Donald Hair explains,,"in telling the SEory

Bl

husband (ITI, 1.887, p 56), and "the injured man" (11, 1. 1236, p. 60)

t

lHalf Rome s defence rests on the assumption that Guido has been
bnronged by society, for "rougher handrand readier foot" (IL, 1.309, "
p.&Z)’prevented him‘fromxadvahcing in the Church; by the‘Comparini,
particularfy Violante who spied her p%ey" I1 1 321 P- 42) in

him, and by Pompilia, his supposedly" unfaithful wife. The speaker
stresses Guido's loss of honour by picturing him as the duped |
husband trooping after, piteouslv / Tail between legs

(II 11. 1061 62, P 60). with "the customary compliment/ of cap and
bells" (11, 11.886-7, p.56). Thus, the speaker feels that Cuido s.
' killing of Pompij}a and the Comparini was Justified because he had.. .

~to save his honour.

14
I

Suggesting his own. emotional state, Half- -Rome further attributes

e

"~ Guido's actio“s to his jealousv. He«mentions the regular jealous-'?
. ¥
-fit that s incident/ To .all old husbands that ‘wed briskAyoung wives"
(11, 11. 828 29, p 55) and marks that Guido s Jealousv was augmented
by‘thd pe0ple s teasing, which was, enough to make a oise man mad" . ’)i _
(II,vl.lgoz,vp.6$5. Jealousy in love finallv goaded Guido to action,.
contends,Half—Rome, when he heard of the birth’of "Cuidovs_heir and

Caponsacchi's-son" (II, 1.1384, p.68). Remarking that “All five .



P

soon'somehow found themselwes at?Rpme3/ At the villa door"
- (I1, 11.1401-02, p.68), Half-Rome does not make Guido responsible

, - for the murder . Instead Cumdo "Revenged his own wrong 1i -

)

.'"This statement clearly reflects

Half Rome's attitude toward‘his own«situailo r he feels

justified in-taking action against his wife's-lover, wvhom he

/
!

his rival, a passion harboured by almost all of Browning's jealous

threatens to whip. This threat‘displays his vehement hatred of -

~ characters. Referring to this threat, Donald.Hair states,

In effect, the erntire story is told, not as a piece
of idle gossip,, but as a warning. 'You, being his
cousin, may go. téll him so" (II 1547). Half—Rome,'
then, is. fiercely involved in just the kind of .
world he portrays, a society where the crafty, the
selfish, the worldlv wise pursue thein—own*vicious ‘
wayvs, where a measure of self—respect is gained ' -

only by preserving one's honour. 14 R
)

Because the self-centered Half—Rome isfon1§ concerned with his own

fsituation, he is able to ‘conclude cruellﬁ that the murders are 7*
""The better }or you and ne and all the]fﬂlld / Husbands of wives,
espd/ially in Rome" (II 11 1538 -39, p. 71) |

B In keeping with® his own Jealousy: Half- Rome;’iike Guido,

: consistently denounces and‘expresses hatred'for Violante and

Pompiliadfwho for him represent all women. For example, he refers
» - »

to. Violante as Pietro s scheming "bad wife" (II 1.56, p. 36) and ¢

: derogatorily exclaims; "%ou know the sex like Guido's self./
:Learn the Violante—nature'" (11, 11.532—33,.p.47). _Half—Rome's
v attitude toward the participants'in the murder case and his

consequent revelation‘of\his own chatacter are reflected in his = (

112
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2 ﬂ@elf imagerv in The Ring and the Book, Barton Friedman notes that -
AP FASEH ' IR ONE
vHalf—Rome reverses the correspondences of sheep and wolf, making '

. Eve and Pietro with Adam (T1, 11.253- _s4, p. .41).  The r-omen, chere'—

‘ Referring to the general pattern of sheep andv' K

Guido's wife the bestial villain and her husband the blameless gy
victim." 15 HoweVer Half;Rome doesvnot develop a single, sustained - ﬁ%f.
animal-image pattern. He applies manv animal images to Bbth Guido fr
and Pompilia, who i,inotablv presented as the snake/ Pompilia™
*
(11, 11. 794 95, p-54) and appears "Viper ~like, very difficult to
s1ay" (II 1.1445,up,69). Park Honan.points out that
Guido and Pompilia are of little real significance
in themselves for Half-Rome, as neither is focy
with an intensity; he is not primarily interested .
" in the moral implications of the murder or in the
question of guilt on either side. His images are 1
concentrated in their effect onlv in the case of
Caponsacchi, who is 1abe1ed as a fox once, and :
then as a wolf no less .than three times. Caponsacchl
is Half—Rome s villaln.... 16.
Indeed, as Honan states, the animal imagery which reflects the
‘speaker s jealousy 'underlines Half-Rome s self—centeredness and
perfect indifference to goodness or gullt——even %?stlce——insofar as v
’ 17

‘they do not impinge directly on the 11tt1e circle of his own affairs:"

Caponsacchi also,appears as villaim in Half—Rome’s Eden_imagery:
The gallant, Caponsacchi _ucifer

I' the garden where Pompiiia, Eve-like, lure : :
Her Adam Guido to his fault-and fall. (II, 11.167-69, p.39)

’

,Later, Half Rome reassigns the. roles, associatlng Vlolantg with -~

fore{ are consistently pictured as antagonists to men; a view which

Half-R me further confirms through his imagery of hunting, in'which

. . . s

- Violante is the hunter, Pompilia is the bait;wand Guido is the prey.

i

o

- o . R o -

= | Sy
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For example, finding, his angler—51mile" (1 322, p.42) usefuix\

the speaker concludes that Guido was the unfortunate victim who was

lured into marriage by Pompilia. "Such were the pinks anJ grevs
about the bait/ Persuaded Guido gulp down hook and all™ (11 11. 342-43
pP. 43) Characterist1ca11v Halg—Rome thoroughlv distorts the

relationsh1p between Pompilla and Caponsacchi by p1ctur1ng Pompilia

) not only as, balt capable of Juring both Gu1do and the priest,  but

also as a temptress through his unheroic presentation of Pompilia

as Helen and Caponsacchi as Paris:
- “

Pompllla, soon looked Helen to the life,‘ N
Recumbent upstairs in“her pink and white,’

So, in the inn-yard, bold as 'twere Troy—town,

Therg strutted Paris in correct costume,

Cloak, cap and feather, no appointment missed, B
Even to a wicked-looking sword at side, . N

He seemed to find and feel familiar at. (%}, 11.1003—0§;$$.59)

Like the entireimonologue,.this'imjge’betrays.Half-Romefs totally

‘erroneous, self—centered Judgement whiée is based upon, and

»reflects his own jealousy in love. * . .

Tertium Quid's use of.imagery; panticularlv-animal lmagery,
notes Park Honan, reveals hls own character as one deprived of
humanlty through his attempts to d1ssociate himself from the

%pmmOn 1ity and mlngle and identify h1mse1f with the Roman upper
w18

Although Tertium Ouid does not express hatred and

ward a particular rival he exposes his. Jealous rivalry
for soc al pOSition through his monologue, calculated to 1ngratiate

himself with the nobility; .In the first book of The Ring and the

) Book, the poet prepares the reader for’ the monologue of Tertium Quid

.

some man. of quality" (I, 1. 928, p.23)'from the ' superior soclal'

o

114
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"section" (Iu 1.927, p.23), ' Courting the approbation of no mob, /
. But Eminence This and All-Illustrious That" (I, 11.936-937, p. 23,
Accordinglv, the speaker begins his monologue with a d1rect address
acknowledging the eminence of his audience: "Irpe, Excellencyj-asi.

»

his Highness says..t" (IV, 1.1, p.114). ln a' selfish effort to . ‘\‘“;o'
gain approval, he repeatedly names'his prominent auditors to remind.
~them. that he is "Favoured with such an ‘audience" (1v, 1. 59 p. 115)
Before he Iullv proceeds with. the displav of his own supposed
shrewdness, Tertium Quid even apologizes for hlS relating an _
"episode/ In burgess,iife" (1v, 11 64-65, p.115). Thus begins his
‘continual. debasement of the 1ower social classes, "the mob'" which
\\is represented, for him, by the people whose acts he refuses to
judge in his monologue. : |
For Tertium‘Quid, the Roman murder case is only to be considered
‘ as.an opportunitv for demonstrating his own supposed social‘and
intellectual superioritv however, 11ke Balf- Rome, he is fully
successful onlv in exposingvhis own brutal and insensitive nature.
'He makes no attempt to dlstinguish between Pompilla s goodness :nd o .
‘innocence and Guido's evil Instead he pictures both as equallv‘
vobjectionable characters not worthy of his serious attention. This :.b -
| attitude is revealed in his choice of animal imagery, which does ’
.not clearlv differentiate between Guido and Pompilia LiPe Falf—Rome,
,he pictures Pompilia as a worm, the Comparini s. bait to lure Guido.
vThev baited their own hook to. catch a fish |
With this poor worm, failed o' the prize, and then
Sought how to unbait tackle, let worm. float :

Or sink, amuse the ‘menster while they scaped (IV 11. 708 ll, p.131)

' Unlike-Half-Rome, however, Tertium Quid does not picture Cuido
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as gccepting the bait and -thus implies that neither Guido nor
o

ilia and the Comparini are innocent. Pompilia is similarly'
described as bait. prepared by the Comparini when Tertium Quid tefers’
to her as a pet lamb" (1v, 1. 665, p.130). Although he pictures

her as "the rose above~the dungheap" (IV, 1.247, p£120) and '/

describes her as: .th trange tall pale beautiful'creature grown/“
Lily-like out o' the cleft i' the sun-smit rock” (IV, 11.322-23, '

f

p. 121), both images. implying innocence and purity, Tertium Quid
emplovs the images only to illustrate Pompilia 'S suitability as
;bait to lure Guido. That the speaker does not acknowledge Pompilia 8

VL
innocence is further evident in his reference to her, through words

which he attributes to Guido,_a A "cur cast mongrel" (IV 1 611

.p.128).‘ Guido is sim‘larly describ d-as "a very cur" (IV 1.1200,

furicus bull" (Iv, 1.1559, p.151). Tertium ) s irﬁbility or

refusal to distinguish betweenfgoodAand evi demonstrates, as

Park Honan states, that his "social'striVin brutalized»his~dwn-

1soul. Far from being, in truth, a refined and discriminating figure,

he is blunt and bestial,'-'19

_Tertium‘QuidYs reluctance to employ the imagery of Eden suggests

that Pompilia has committed'afsin greater than Eve's and thus. .
illustrates his refusal to recognize Pompilia's innocencer

But then this is the wife q—-Pompilia s tale-- .

Eve's...no, not Eve's, since Eve, to speak the truth

Was hardly fallen (our candour might pronounce) o \
- So much of paradisal nature, Eve's,

When simplv saving in her own defence

"The serpent tempted. me and 1 did eat."

Her daughters ever since .prefer to urge
““Adam so starved me I was fain accept
’ "The apple any serpent pushed my way." (IV 11.851- 59, p.134)"

o

e
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. ;o .
This quotation also reflects his view of ;life that man, in this
case Pompil(gf is motivated,onlyzby EETg{interest. Donald Hair o
. S . “ - ~ ] |

explains that{ in Tertium Quid's conqept of human relationships,

"Profits.are gained, however, only at'the,expense of the others,
R i . : . W

and consequently each party discovers that he has been cheated.

Neither side can be blamed,,forlsuch is the way of’the:world.“ 20
Thus, Tertiuvauid states that neither Guido nor the Comparini can
- hold each other responsible for the failure of the1r bargaln,‘for
"Each did give and did take the thlng designed / The rank on this
sﬁde and the cash on: that"' (IV, 11.529f30)_p.126); Therefore, he

'fconcludes, ’ B o S o IR

o co : Who .
waghfodgsz;;;>knave? Neither and both »- pérchance.

There was 'a bargain mentally proposed
On _each side, straight and plalv and fair enough
¥, 11.506-09, p. 126) -

©

In accordance with his estlmation of 1ife, the spé&aker . says

—

~of the Comparini, "The pair. had nobodv but themselves to blame,/

Being selfish beasts throughout, no less, no more" (1v, 11.701—02,
p.131). IrOnically, Tertium Quid proves through his monologue that

‘he is also a "selfish beast," for all he says is calculated to

2y

elevate his own esteem. Hls entire- monologue displaVS his self-

centeredness, a characteristic tvplcal of the jealous individual

and thereby suggests his approval of a life motlvated solely by

. jl}
. self interest., As’ Donald Hair notes,\accord1ng to Teriium Quid

the ‘crime of the Comparini is not that theB pursued their self- . :
interest but that they did so openlv, coarsely, and without ' taste."zl

-

' Guido, on the other hand is a member of a noble family and there-
foretexecutes 'the finer vengeance" (1Iv, 1.769, p.132)t _&*'
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You see, the maﬁ/;;;\Aretine, had ‘touch

0' the subtle air that breeds the subtle witg» - TREVS
Was noble too, of old blood thrice-refined : ' to
'That shrinks from clownisl, coarseness in disgust: y

.- .~ Allow that such an one mayAtdke revenge,
- ™~ You don'tgexpect he'll catch up stone and fling,
~ Or_try cross-buttock, or whirl ‘quarter-staff? (Iv, 11.756-762,
p&f32) ) . LI - :
- Tertium Quid, like ﬁalf-Rome, purports to'being/;nbiased and fair .
— P

in‘his assessment of the murder case, for he notes, "I simply take

the facts, ask what thev show." (IV, 1.1353, p-146) and pretends to.

..consider alﬁ’aspegts.of hii;argument;_howeVer, he does lean slightly

in favoﬁr of the ari;tocratic Guido. Nevertheless, he réEUSés to

make a moral judgement and thus pays.deference to Guido's status

onlv to fla;ter'his aristocratic audierice.
Like Half-Rome and Tertium Quid, fhé t&ovjealou§ fi;a1s,‘
‘ ~Archangeli and Bo;tinigs,;réveal.their own églf—cenﬁered'and base
natu;es in their dré;atic‘ménologues._ Neither lawyer's defénce
'mak@s any éttempt to reach éhe fruth, fdg‘eagh:prepages Qié speech.
with the sOIe émbition of impressing hisilegal fivai aﬁd ;ﬁe‘judges.".
" As Réma King notes, "Both’afe\occupiea in achiéving a’lggal Qicféry )
when they-shduid, for tﬁeir own saivafiqn,‘be concérned with.huﬁan , 4
22

"”values;", In faét, Bottinius is so concerned with creating a

favourable impféssioh that, instead of defend%?g'Pompilia,'He speaks

.+ - of her with the'gregtest‘injustipe.' In Book XII, the monk relates
thrqugh.his_sermon;that the law has treated

* "The if%dequacy and inaptitude - . -
“"0f that self-same machine, that very law ™ -
"Man vaunts, devised to- dissipate the gloom,
"Rescue the drowning orb from calumny, _
"--Hear Waw, appointed to defend the just,
"Submit, for best defence, that wickedness
"Was bred of flesh and innate with the bone

Pompilia most unjustly:

..“.e -,..
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passion upon a jeal us lover“

[

'ls‘ //\_ - ' ’ ' e \ ¢ \.\ . ‘ . : Lo

"Rorne bv Pompil}a\sis r a.space,. ‘
"And no’ mere chance faule, p ssionatecagd'brief;
(XII 11. 576—584, pP- 503‘ ‘

N o~
. \»

Both lawyers claim consiste tly that .the end justiffes the means,

o

art

a view that is reflected in. their own defences of their clients.,

Ly \\ . \
Philip Drew remarks that, for Archangeli and Bottinius, winning

: A
the case jusgifies any means." %3 ConSeq&é§£lY; they distort. the

truth to gain their own desired ends and "even wﬁere truth is an

adequate defeh e, [the] ‘lawyers resort to’ distortion." 24

"~ Although A changeli is technically defending Cuido, BottiniUs

I3

also appears to favour the evil Count through his very inadequate
defence which 1mp11es that Pompilia was guiltv of adulterv. The

Y T
otheﬁ two jealous characters also defend Cuido, Palf-Rome

attributing total innocence to- the Count and Tertium Quid leaning

slightlv in his favour. 91milar1ye all the jealous speakers, ekceptr

o

‘for Tertium Quid, excuse Guido,* 1n part or totallv, on the assumptdon_'

that his actions were motiyated by jealous>.» Half—Rome readily

assigns his own role of Jealous husband to Cuido, ahd Bottinius

: .
122 W

similarlv attributes Cuidoﬁs act1ons to his Jealousv of,Caponsacchi"'

Deserted by each charitable wave, / Guido, left high and dry, shows .

jealous now!" (IY 11 375 376 p-35

bachelor ofﬁers‘a\pirceptive description of the effects of the

Ironicallv, Bottinius the

P

" Have I to teach my: masters what e_‘ ct .
Hath jealousy and how, befooling men, ™ L
It makes-false true, abuses eve an ear . 5\\ . _

Turns the mist adamantine, loads with sound '
Qilence, and into voé%/and vacancy :
Crowds a whole pha@a of conspiring ‘foes? (IK 11 386 389,p 352)

L
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Rather than presenting the Count as a "jealous. husband Archangeli

\ ) ‘ v
_baFes his argument—upon the assumption that\fuido was jealous ofj

_his honour°
Nor can revenge of injury done here :
To the honour proved the life and soul of us, ,
.Be too excessive, too extravagant. (ViIii, 11. 475-477, p.310)

L )
Tertium Quid, on the other hand, claims that he is mexely recounting

' reports of Guido 'S jealousv. “For example; he notes that Guido's -

»Q.

friends' conterd tha¥ Pompilia

v . _ T
herself from first. to last ' , . égﬁ
Attributes all the so-styled torture Just '

To Jealousv,——Jealousv of whom but just

This very Caponsaccail (1V, 11.912-915, p.136) . L

Sim larly, Speaking for Caponsacchi Tertium Ouid states that the

- priest Heard evervwhere report she suffered much/ From a jealous

. burly case" (VIII 1 106, p. 301), but rather wishes to\ketain and

husband thrice her age" (IV 11 981-2, p 137) » Consequently, All
these speakers, presumably unaware of‘their own ?%alousv, recognizeﬁmb
the passion in Guido, and most of them even excé/e his actions on
the assumption that thev were motiyated\py jealousv, Each speaker
1s, therefore, unconggiously excusing hiA own base actions motivated
in part, bv hls own jealousy.

In contending.that Cuido’s actions are justitied‘because they f'
were perpetrated to preserve‘*is honour, Archangeli is-betraying
'his own motive in his defence N Guido,' Like Tertium Quid he . is

not 1nterested in the truth of this, as he says,. "huge, this hurly—

\Augment his ow: -onour through an argument calculated to impress

the judges and his rival. Donald Hair states ’ iy

‘o
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and is:made out with an eve, not to the fdersons

The case is, for him, an exercise in'mengileagility,

involved in it, but to his legal rival, the judges,
etc. He is not involved in, the case morally or

’emotionallv. It is 51mp1y an intellectual
that is to be shaped into a virtuoso legal

Archangeli re 2ls in his postscript to Cencin1

problem 25
performance.

that his fame and

honour were 775 sole concern, ‘because his only lament is- fov his

own failure: . Much good 1 get by ny superb defence'" (XII, 1. 304

vp.496). Even in his monologue, he: notes that hls "brisk career"

is "A source of honest profit and good fame" (VIII 1.53, p.300),

and thus his stress on the importance of honour, as it relates to

Guido, merelv reflects his excessive concern with h1s own fame and

. , >
honour. - A

: ’
-

'Fonour; he proclalms as part of h1s defence, Yis a-gift of

Cod to man/ Prec1ous bevond compare" (VIII 11.458- -59, p.310) and o

"is the sdpreme gbod" (VIII, 1. 583 “p. 313) As

does Guido in

Book Vv, Archangeli ironicallv compares hls cllent with Christ.

Kﬁ/ | but when 3e found Pimself

y

-

Touched in flis hono
Then outbroke 1ndignat10n pent before—— (VI

g

¥ never so little for' once, . ' :
I1, 11. 661 63 p.3lS)

Archangeli,»however, is not concerned w1th Cu1do s honour, but

rather with his own esteem. ‘Like Tertium Quid,
the favour of his auditors and, therefore, in Pr
he compliments his hearers on their sagacitv (VI

I
and later cynfcally notes to himself

you have to ‘plead before these . priests

he plans to gain
eparing his case,

1, 1.932, p.321).
-

And poke at them with Scrlpture, or vou pass‘

= For heathen and, what s worse, for i norant

0': the quality o' the Court angﬂyhat it likes

By way of illustration of the

v (VIII 11. 1736 40, p 340)

Not onlv must the judges be flattered but Bottinlus, his,rival,

Y} Sraa
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must be conquered;, ‘Before beginnlng to construct his defenée,

Archangeli vows, "We'll beat you, my Bottinius, all fot love )
All for.our tribute to CanttO s da&'" }VIII 1.97, p. 301) ‘He T
con51stent1v antic1pates Bottin1us reactions to his arguments and

at one point interrupts hls work to consider Bottinius preparation

of his case::

’ Confound the fop--he's now at work like me:
Enter his study, as I seem to do,
Hear him read out his writing to himsegf'
I know he writes as if he spoke® I -hear
The hoarse shrill throat, see shut eyes, neck shot- forth
--1 see him, straln on tiptoe, sear and ‘pour
Eloquence out, nor stay nor stint at' all--

‘Perorate in the air, and so, to press

With the product! (VIII, 11 234- -42,pp. 304—05)

w c

Even after Archangeli has failed in his defence, he writes'to
) Cencinl that -he looks forward to defeatlng Bottinius in."the ‘Ml
v marridge case" (XII 1. 363, p- 497), ‘f o ‘ ' lfii
| 'Success with which shall plaster aught of pate
"That's broken in me by Bottini's flail,
" "And bruise his own, belike, that wags and brags.

AXII, 11.364- 66,pp 497-98)

Since,Archangeli is concerned primarily with‘hisiewn success,
.he,-like Tertiun‘Qufd, voices no definite judgement on the murder’i‘
case. He notes thatgcuidb nas confessed under torturelto the “
murder-and states that his sole cuncern,.tnerefore, is:"to's%mply
find‘excuse,/ OcciSorem, for who"did the killing-work" (VIII B :
111448;9, p;309) Consequently, for the jealous Archangeli who
cénsistently expresses hatrgd for his rival, the only villain is |
Bottinius. This attitude is~reflected in the animal imagery uhich
is mdst,notably emplqyed to qescribe'the Fisd rather than the

participants in the murder case. Bottinius is pictured. as “fine/ ' T



‘.distinguish betyzen the good and evil of Pompi ia and Guido,

- '.
S s
As pale—haired red-eyed ferret which pretends/ 'Tis ermine, pure

~

' soft snow from tail to snout" (VIIT, 11.225- -26, p.304); and while

thinPing of his rival, Archangeli vehemently asks, "Do you suppose
that T didn't see the beast?" (VIII; 1.230, p.304) . Similarly,

anticipating his own. triumph at the end of- his m?nologue, Archanéplf

. exclaims, "Bottini\ ‘burn your books, you blazing ass'" (VIII, 1.1804,

p.342). Park Fonan writes that Guido, on ‘the other hand, is .

- desCribed "alternately~as a bird, a beast, an insect, a bee, and

an elephant. -The utter incongruity of these images'suggests the. .
- 4 v N .

extent- to which Archangeli appreciates the nature of evil when it ‘
26

tlooms before his eyes."‘ _ Thus, like Tertium Ou1d he fails to

v

respectivelv, betause people, the law, Pompilia, are significant

'jto the advocate only as they are able to contribute to his owry

well being and bodily satisfaction.. Justice is unimportant." 27,

Archangeli's excessive condﬁfﬁ'for his'own well—being, and

' consequently his concern for his honour and esteem ‘are reflected v

- . : {

in his constant interruption of his work to think of hlS son and |

of the evening feast. Indeed, he refers to® the feast so. often that

_ he even envisions his legal argument in terms of food 1mages.

S» . "The while we spread him fine and toss him flat

Thig pulp that makes the pancak trim our mass
Of matter into Argument the irst.7 (VIII, 11.66-68, p.300)

.He similarlv remarks, " Law is the gork substratum of the fry,/
'Goose-fo:t\and cock"' g:eymb are Latinity, - (VIII* ll 152-53,

P-302).. This quotation reflects what Park Ponan terms -the

- surprising and comic turn in Archangeli s use of animal imagery, -

’
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for."more animals are mentioned in terms of food than in terms
. A} e

.

which relate them to the‘attributes of other.characters.".28 Rather

than employing animal imagery to picture his cOncept of-the‘good
1
and- innocent as opposed to tﬁe evil and guilty charactsrs involved

in the murder case, Archangeii uses the imagery for his own selfish
purposes. Only Bottinius is pictured in terms of animal imagery
which consistently characterizes him as the villain. Thus,
Archangeli emerges through his choice of 1magéry as a Jjealous

rival who is characteristically self—centered, egotistical and
indifferent to people and'events which do not- immediately concern

N . . . \

v Archangeli s estimation of Bottinius as a villainous adversary

him and his family.

is certainly an accurate description of the Fisc's relationship to
,Pompilia.' Although the purpose of Bottinius defence is supposedly
Jto support Pompilia and, as the poet ironically statesK jWith special
end to prove. Pompilia pure" (1, 1 1208, p. 30), he actually makes

her appear morally guilty Like Archangeli, he is not concerned

: with determining truth but only with defeating his legal (;yal..
Unlike Archangeli who expresses affection for his wife and- son,
Bottinius has, as Roma King states,”"little to redeem him. Beneath
ihis 1awyer facade there is, so far as we can see, only vacuity,.

He remains the arid bachelor, incapable of self-awareness and f

29.

4

affection.ﬂ

is self- love, ‘a common characteristic of. jealous individuals, for

he is motiva%ed not by a determination to- prove Pompilia s innocence,

but solelv by the desire to enhance his oén reputation and esteem.
e v

'Although he reveals his self—centeredness throughout his monologue,

-t

The only type of affection of which he seems capable.

>

%
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y,

"himSelf.,;His only latent is that he will not be able to deliver

'm pause/ 0 er the hushed ﬂsltitude‘ I count-One, two-" (Ix, 11.15- 16

-

the final proof of his jealous rivalry, of his total commitment to

his own interests, occurs in his letter, quoted in Book XIL, in g

- . ~

which he states that\he will prove Pompilia guilty to enable the
monastery of the Convertites to claim her wealth:
Hho but I institute procedure next
Against the person of dishonest life, o -
Pompilia, whom last week I sainted so? (XII, 11.704-06, p.506)

Indeed, the Fisc is, as the poet explains, "Pomuilia's.patron by

the chance of the hour / To-morrow her persecutor" b(I, ll 1173*74

Cp.29). SR : o . v N\ . !

Donald Hair savs of the Fisc's argument that

where Archangeli cultivates refinement of stvle,
Bottini makes use of a highly ornamented rhetoric that -
- s oftén as involved as his argument itself. Consequently: v
/ the moral'indifference of his monologue lies in the ’
" manner as much as the atter.' 30 -

7
r;

/
I

Bottinius, in fact, emphas zes the manner of ‘his argument over .

~

the matter in his effort to gain a victory.' Beglnning his nonologue,

Bottinius‘thinks fir:z/not of Pgmpilia and her fate but rather of

&gis speech, for it must be submitted in written form He'Conse—

Jguently consoles,himself bv imagining the "buzz of expectation"
T
which will. greet his entrance‘ "I rise, I bend, I look about me,

p.3&3). Not being able o impress his auditors with tKe manner of

ARy

his‘personal presentation, Bottini s.concentrates uponmthe mannsr
of his argument: "Anvthing,? he pronounces, anvthing to let the .

wheelsﬁ;Of argument run gliblv to their goal'" (IX 11 471 72,

‘ p 35&) Thus, like Archangeli he contends that the end justifies

&
SN N

e . ‘ [3
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the means and, therefore, similarly bases his argument on the -

contention that Pompilia's actions are justifiable becadie they

proved a means of ‘escape from Guido:

Enough- was the escape from ceath, I hope, ' _ -
To legalise the means illicit else
0f feigned, love, false allurement, fancied fact.
,(IX 11. 526 -26, P 355)

»
'Like Tertium Quid, Bottinius mi51nterprets Pompilia*s motive ﬁpr

Lo K

escape as self—interest: ' ‘i)'

. Rebellion,"say 15——rather;/self—defence, _

- Laudable wish to live and see good days, Vo
Pricks our Pompilia on to fly the foe
Bv anv means, at any price,-- (IX 11.412- 15, P- 353)

Instead of proving her innocence, the insensitive and self—
i
centered Bott nius plans ‘his own legal victorv by conceding that

Fompilia is guilty of -the char:ZE made against her. As.Philip Drev
notes,’ the satire ‘here.
is thus more telling than ir Book VIII for 1t
implies that ‘even when.a lawver is bending his .
mind’ intentlv on his brief and even when he is
‘By chance on the right side, the last’ thing that.
he will be concerned with is actually establishing
_.the truth. 31
In accordance with his own interests, Bottinius bases his argument
on a series of false assumptions of Pompilia s guilt. *Although he
¥ | 4 . : ’ . -
'proclaims that these assumptions are fiction, he, nevertheless,
justifiesbPompilia's drugging'Guido;fstealing hisﬁmoney, and
. Lo : “)
enticing Caponsacchi. Instead of recognizing Pompilia s pure,
. R e
spiritual 1ove for Caponsacchi Bottinius debases ‘her by insisting
~ that her capacity,to allure is,natural for»a woman and a means of

|

escape_and,!therefore, justifiableﬁ



Crant she sOmewhat plied
Arts that allure, the magic nod and wink, -
The witchery ‘of gesture, spell of word,
Whereby thé likelier to enlist this friend,
Yet stranger, as a champion on her side? (IX, 11. 435 -39, p 353)

Because of Bottinius tendency, like that of Falf—Rome, to categorize

'Pompilia as a representative of all womanhood Jerome annt.states
that "his major defect lies in 'his failure to réspect the integrity

of the individual personalitv. He maligns the humanhsoul by his

Nt

incessant categorizations of it. He cannot--or is indisposed to--see

it in the singular.” 32

Bottinius"depersonalized.and unjust attitude toward Pompilia .
is reflected in his use of imagery. For example, he identifies
»Pompilia with the image of the lamb, not to. suggest the innocence .
which the image conventionallv implies, but to charac_erize her

as a representative of female guiles. : oo '
-Know one, vou know all

Manners of maidenhood: mere maiden she.

And since all lambs are 1'%¥e in more than fleece, '

Prepare to find that, lamb- -like, shevtoo frisks-~‘ ]

0% the weaker sex, my lords, the weaker sex! - (IX, 11.221-25,

p.348) : ‘ :

He furtber emphasizes Pompilia's possession of innate female know—

-

' ledge bv comparing her with Eve after the fall'

~

Yet, at the Serpent's word Eve plucks and eats
And knows-—especiallv how to:read and write:
And so Pompilia. ' (IX, 11. 451_53,_p.354)

. . " : @ . - > .
Pompilia's capability of deceiving is stressed. by Bottinius, who

”thus denies any suggestion of her innocence, thrOugh his own version

o\
of the Perseus—Andromeda myth. o

"I look that, ‘white and perfect to the end
'She walt till Jove despatch some demigod;
"Not that,-—impatient pf celestial club . .

Id , Lo . . i
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"Alcmena's son should brandish at the beast,
"She daub, disguise her dainty limbs with pitch,
"And so elude the purblind monster! (IX, 11 971 76, p.366)

Bottinius' most malic10us use of imagery, however, occurs toward
the end’ of his argument when he again wishes to 111ustrate Pompilia s

deceit by applyving the image of the eel, a most suitable image for

himself, to Pompilia:
And, wily as an eel that stirs the mud )
Thick overhead, so baffling spearman's thrust,
She, while he stabbed her, simulated death. §
(IX, 11. 1417 19, p. 377) ; e

Referring to this use of the eel image, W D. Shaw notes that it
'adequatelv represents the reason for the Fisc's erroneous portrait

of Pompilia for his ' error lies in remaking Pompilia in his own

image." 33 ‘_ - ’ ] . K - " " L . . . Co

Like Archangeli Bottinius ddes not employ imagery to .-
Vdistlngulsh between Gu1do3s evil and Pompilia s goodness and

innocence. Instead, he uses.animal imagery and the imagery of e

Eden and of the Perseus—Anﬁromeda mvth .ﬁhjch%§uggest that Pompilia

. | - G :;?g;,-
is morally, i 3b}r ;ianner of argument,
.~v ) ‘é’j! -

the_ﬁealous j it"is owh purpoSe, ..

‘“which'is;to
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their self—centered, egotistical ‘and'proud natures. Alf except
Tertium Quid, express hatred for tﬂeir rivals, Falf—Ro@ vehemently
threatening his wife ] lover and the rivalling lawyers denouncing

each_other,as villains. None of these characters@= owever as far

as the reader can perceive, allows his hatrad,dggbused by jealousy, .

ﬁw{@gannent. Porphyria s

each of whom is driven to the attempted or_successful destruction

of his imagined rival. Browning's interestQ;n the destrucfive

powers'of jealousy.has-not however waned in The Ring and the. Book.‘
. Count Cuido Franceschini represents the culmination of 'all of
vIBrowning\s jealous characters, of whom Guido is the only one who ’

_is allotted two dramatic monologues by the poet. Thus, not only

- do the other speakers of The Ring and the Book reveal his consummite.

evil through theix judgements of the Count and through the conscious
and unconscious meanings conveyed by their imagery,»but Guido himselff \
unmasks his evil nature inABook X1, ‘his second desperate'monologue{
-'r,Indeed, as k D. Shaw notes,,"Count Cuido, the villain of the -piece,

‘is a Duke of Ferrara on a gigantic scale."v?4 . : f
| Guido s.two'dramatic monologues.differ‘greatly. In the-first,
' entitled "Count Guido Franceschini " the speaker wears the mask of
nohilitv .and fabricates an elaborate defence for his treatment and
'murder of Pompilia and-the Comparini. 1In his second monologue,

~

simply and appropriately entitled "Guido," he‘confronts‘himself and

)

S0 emerges as a man and reveals his real nature to himself, to his



“u

“"he makes an honest attempt to: define himself to himself.”

Tertium Ouid Archangeli and Bottinius, he hopes to gai% the favour

defence.

130
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auditors, and to the'reader. Roy Gridley states, "In Book XI

Guido is still a murderer, but he is ,mot $ conscious liar. Here
35"

( ..
Referring to Guido s first monologue, the poet notes that the\ Q

Count "does his best man s—service for himself" (I 1.977, ¢ .24); .
)

however, in Book XI, "the true words come last"” -from 'the same man, ,

another voice" (I, 11.1281 & 1285, p.31). Part of the truth which

emerges in Book XI is the confirmation of Guido's jealousy,

particularly of his jealous rivalry, which he unintentionally .
) < oy k
portrays in his first dramatic monologue. Book X1, however, also »

co@rms that Guido s jealousy in love, :to which he resorts
q

» t

frequently as a_basis for his defence in Book V, is not asvpassighate

as he had pretended in‘his appearance'before’the‘iudges.

In Book v, Guido s method of argument appears very similar to

that of the other Jealous rivals portrayed in the poem. Like

for example, he addresses ' the reverend Court" OV, 1 95, p 156) and
. : : . ‘

9 : :
‘the "sweet lords" (V, 1.323, p.161), and even attributes his own f?T)

reasoning to the judges: '"'Reasoned like yourself'" (V 1 472, p. 165)

iat speech for he notes that Caponsacchi s speech is "florid prose/

R

Although,. like - the Duke of . Ferrara, he- pleads that he is not adept .

As'smooth as_mine is rough" (V, 11.1694-95, p-194), he attempts )

through his monologue to tran5form himself into an innocent victim.

. As Roy Gridley notes, "Count Guido~in Book V has control of hés

language at all times, using it as a discursive rhetorical instrument

FORY
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R - | : o | . SRS
to prove,-casuistically, thatégs'treatment'and eventual murder of
36 |

-

Pompflia ‘and the Comparidi”%zre justified."
s

In accordance with hi
k]

im of gaining the judges sympathy" and
pity, Guido appears before'the'court in mock humility. At%empting
to convey his innocence and undue suffering, he absurdly:comﬁares

o~

himself with the crucifiéd‘Christf "...uhy, 'tis wine,/ Velletri,f» ~

and fiot vinegar and gall” (V, 11.4-5, p.154). Similarly, he later

' stresses his poverty by stating, "We become poor as Francis or our
Lord V 1. 164, p 158). This feigned humility, however, harbours

some truth in that it suggests Guido s sense of failure and : ‘ -
P

' inferiority, feelings'which characteriZed him'evenlbefore he

enc0untered the'CGm;arini and ?ompilia. His sense’of faiIUre”:
accounts ‘for. his jealous rivalry, for he regards the Comnarini,
Pompilia, and Caponsacchi as indiv1duals who have added to his

humiliation bv further defeating him. Roma Kingvoffers a statement

&

‘ which explains how Guido s jealousv of these individuals has been

— S

'mcre often, what he Qants-to‘be,fthus creating:tension within him."

aroused: "The Cardinal and the Abate, Pietro and Violante, Pompilia

andfcaponsacchi symbolically represent partly what Guido is_or,v‘

¥

Guido reveals that he was~engaged.in jealous rivalry during -

most of his life, for he relates not only his' poverty, but also //) .

his failure to advance in the Church: o ) o

L waite‘.thirtv years, may it plaase the Court: o N
Saw meanwhile: manv a denizen o' the dung 3 .3
Hop, skip, jump o 'er my shoulder, make him wings
And fly aloft,--succeed, in the usual phrase.

(v, 11.293-295, p-161) . I L)

‘After.a long lament over his failure, he describes ‘his decision to

~
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marry for tﬁe sole purpose of perpetuating the noble Franchchini»

line. Marriage, for Gdido, repreéents a means of élleviating hisg

n

failure in life and is, therefofe; cynically portrayed ‘as g‘meré
bargain:

I p&id‘dow? all engaged for, to a doit, L »ﬁ)\

Delivered them just that which, their life long,

.They hungefed in the_héarts of them to gain=-
Incorporation with nobility thus, o
In word and deed: for that they gave mé‘wealtb. o N

(V, 11.512-16, p.166) -
Despiteithis-attitude toward his marriage, Guido cohstantly

_excuses hiﬁ@elf on the assumption that he was a jealous husband.

He' thus chroﬁologicallﬁ :elates_all the ‘events which; he claims,
v S . ‘ o _
aroused his jealousy in love. He first claims to have been r

. , ‘ | . ST . o A
maddened by Pompilia's wandering glances, which finally attracted
. the aitentidn of Caponsacchi:- . [
.- That still Pompiliqﬁneeds must find herself i
‘ Launching her look§ forth, letting looks reply

As arrows to-a challenge;.on all sides .

Ever new contribution to hWer lap, -

Till one day, what is it knocks at my clenched teeth

But the cup full, curse-collected all for me?

(V, 11.899-904, p.175) .

&

'Next,'he feigﬁs the duped husband, pretending that he is theblasf
to learn of an'affair:between\his wife’QEg:;he priest. Supbosed1§
quoting his servants, he states, - _," B S " o .. '_\_. o
"D;d not you-knbw? Why, @f.alllknew,'you see!™

_ And presently, bit by bit, the full and true

Particulars of the tale were volunteered N
© With all tke breathless zeal of friendship-- .
- (v, 11.1008-11, p.177) e oo ﬁ'g.

_Guido continues to describe the further arousal of hig jealousy in

love when he.relates\his diséovéry'of Pompilia and Caponéacchi,ﬂ'v"
.. : A - v ] o

\

D TR
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"Two avowed lovers forciblv torn apart" (V 1. 1128, P 180), at

the inn and when he notes that he suspected after the ensuing
. - , .
trial and Pompilia s release from the monastery of the Convertites, ~

that Caponsacchi might seek "a certain villa smothered up in vines g
(V 1.1335, p 185), " 'Betakb him%elf and whence ride back, some
morn, / 'Nobodv the wiser"'(v, 11. 1340 41 P 185) Guido s final

_suggestion of his Jealousv in love occurs when he’ describes the , _ .-
N\

birth of Pompilia s éﬁn and questions, "fs he 1ndeed my flesh and -
‘blood, this babe?" V, 1. 1507, p 189) ~Fe thus claims justifi—

cation for the heinOus murders on the assumption that he was

"

motivated by Jealousv in love, as well as bv the need to save his
. - ‘ '\<
“honour and his noble lineage:, "1 dld/ Cod s bidding and man s'
dutv, so, bTeathe free" (v, 11.1702-03, P 194)

- Since Guido ‘s sole purpose in his monologue in Book V is to

defend himself One nust gyestion the truth of his jealousy in

A -

love. According to the ‘ nologues of Pompilia, Caponsacchi,,and o

the Pope, Pompilia could not write and, therefore, the lebters

I J 5

sdpposedlv written bv her to the priest were forgag by Cuido. The

unt, not able to drive Ponpilia away through his torturous treat- .

[ N

o ' !
'mendb thus schemed to create an affair between Caponsacehi and his

wife, who would then appear morallv guiltv while Guido himself o

-

*  would seem innocent., Being successful to the ‘extent that Pompilia_ -

~— 1.’ .

- does eventuallv enIist Caponsacchi s aid in escaping, Guido pleads

s

‘on behalf of his jealousv in love. Guido s jealousv in love thus

appears to be a fabrication, however one cannot totallv discount

“his claim to such jealousy. As Roma kingaexplains, Guido s

yZes
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disturbed mind could eventuallv lead him to believe that he is a

. duped husband. He thereby subconsc10uslv alleviates his fear of

\

“

! inadequacv or failure as a lover because he can blame a rival for -

-

luring Pompilla away from him:

Guido"' s fears render plausible .to his dusturbed

mind his accusation against Pompilia and Caponsacchi.

He dwells upon their imagined relation with ambivalent
torture and pleasure. He would rather believe Pompilia s
dlsinterest in him to come from her love for another
than from his inability. His fedrs 111uminate the
v1q1ent seizures and shameléss violations of which she .
complains. His fears also explain his attitude toward °
the child. His birth moves Guido to greater violence
than any other incident: Fesis torn between desire for
an heir and doubt of his son's 1eg1timacy. The latter
triumphs and the babv assumes the focus of: his hate.~ 38

H

Guido 'S claim in Book X1, in which the Count expos his real self
that he was a iealous husband lends support to . King s statement'

Allow then, were no one ﬁbint strictlv true,

Thefe's that i' the tale might' seem like truth at least -
. To the unlucky husband »——jaundiced patch,f-

Jealousv maddens people, whvy not him?-

Say, he was maddened, so,‘forgivable. .

. Humanity pleads that though the wife were true,
“"The priest true, and the pair of liars‘true:

Thev might seem false to one man in the world!

(XI 11.882-89,pp.452-53)

Despite Guido s confirmation that he wa;/a jealous husband, the
hatred which he expresses for Pompilia n both monologues suggests

that he is suffering not "so much from jealousy in’ love asg. from a

1 N ~y -

v jealous desire for possession. -Although he schemes to drive

L

1"Pompilia awav, he feels the failure of his power over her when she

. finally dbes eééape. . Like Porphyria 8 lover and the Duke of

Ferrara, Guido wishes to reduce the beloved to an object whiqh,

& -

_ within hiswpower, alleviates his feelings of inferiority and failure.

"'., ".‘:-‘ ”

e

134



"

Y

Al though Guido does eventually believe that he is a jealous

husband, he does not directly adinit to his jealous rivalry, the
_ real cause of his madness.» As Roma klng states, Guido: regards
~Pompilia as a rival "because she is good and he is evil and also

because she reminds him of his bitterest failure.” 39 Pis “bitter— .

oY

est failure" is his age, undlstingulshed by success, which’ he
reveals when he quotes "friends": " 'The. fact is you are forty-
five years old,/ "Nor very comely even for that age" w, 11. 586 87,

p.167). Guido consistentlv clalms that Pompilia failed in- her-

“obligations as a wife: For example, he notes that shc "refused

from the beginning dav/ Either im bodv or soul to cleave to mine"
(v, 11, 608 09, p 168); however, his complalnts about Pompil1a s

supposed «ailure merely reflect his fear’of hlS own 1nadequacy as

. a desirable husband. In Book YI he flnallv reveals the real

l»reason for his hatred of Pompllia'

v But myself am old :
0' the wane’ at least, in all things: what do you say
To her who franklv thus confirms my doubt? :
1 am past the prime, 1 scare the wonman—-world,
- . Done-with that way: vou like this piece of neus’
”Wv(x1 11.997-1001, Pp-455)

CN

Bv failing to fulfill their \bllgatidns in the bargain, éhe
Comparini also remlnd Guido of his failure in- life. * Roma King(

explains that : -

N LN

. Guido hates the Comparini less because thev are ignorant,
vulgar, grasping, and dishonest than because they
; too remind him of failure. It is. galling to be
- surpassed by equals but intolerable to be defeated
by 1nferiors.1 ‘When they make him the laughingstock
of Rome, he turns upon them w1th a violence near madness.

.
Tt

o

'.>// .!l f e
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Similarly, Caponsacchi, who was originally chosen by the scheming.

‘Guido to become Pompilia's love  , attracts the Count's hatred

because he appears to Guido's disturbed mind "as the man-lover he -
) 41 | '

N -
In addition to stating that he was a jealous hasband, Guido

[Cuido] would like to be."
betrays his rivalling‘nature in Book XI,-to 4 greater extent than
in Book/é,'as he, expcses'his fear of his unsuccess:
I . ! -
For unsuccess; explain it how you will,
Disqualifies vou, makes vou doubt ‘yourself,
—-Much moré, is found decisive by vour friends.
Beside, am I not. fifty vears of age? ;
What new leap, would a life take, checked like mine

I' the spring at outset? Where's my second chance?
X1, 11.1839-44, p.475)

Like Browning's jealousfcharacters in the dramas and in the.

vdramatic monclogues and like Hdalf-Rome, Archangeli, and Bottinius;'” L
' ! : BTN

- Guido employs an1ma1 imagerv to characterlze his hated rivals.‘i

¥

L

&

. Caponsacchi, for example, is "this new gad—f&y" (v, 1. 912 p 175),
and the Comparini, particularly Violante, are associated uith
‘serpents,and correspondingly, the devil. For example,'refetring'-

to the night of _he murder, Culdo States that he, first encountered

’

Violante: "I had stumbled, first th1ng, on the serpent's head/ -
Coiled with “eer at- foot of it" (V, 11.1659-60, p 193). He

.retains this imagery in Book XI when he pictures his slayin; of the
N

Comparini' : . H_ , ,
T o . SR
‘T rather. see ‘the griesly lion belch
Flame out i' the midst, the serpent. writhe her rings,

Grafted into the common stock for tail,
And. name the brute, Chimaera, which I slew!
(X1, 11 1122-25, p. 458) ‘ :

L



. Accordingly, Guido also pictures the Comparini as devils when

.

[T

he‘quOtes what he believes Pompilia, as an obedientfwife, should-
have said:

"Henceforward and forevermore, avaunt
"Ye fiendsy who drop disguise and glare revealed
, " "In vour own shape, no lenger father mine
. ~"Nor, mother mine! (V 11 787-90, p.172)

pd

Pompilia is also pictured as a serpent as Guido notes that the
pure smooth egg which, laid within my nest,
Could not but hatch a comfort to us all,
Issues a cockatrice for me and mine. (V, 11.654-56, p- 169)
Tike the Comparini Pompilia is associated with Sstan, for Guido

claims that he killed ‘her to destroy "The antagonistic spark of

‘l.‘

~ heil and tread/.Satan and al]l his malice into dust"_(V, 11.1576~-77, -

e p¢191), : . o

[\"

Ironically, the imagerv which Cuido emplovs to describe hisv
r’»als i1s most appropriate when applied to himself Thus, like

Beivindus, Gu.do® errs by creating other characters in his own evil

image However, Guido is described by . the other speakers of

o

’.b The Ring and :he Book, and ‘even by himsei(J in terms of animal

imagerv and through an association of the evil Count with Satan.

et

Referring to the animal imagery in The Ring anﬁ the Book,

o

“T: H. Jones states,

This is indeed Browning s most striking 1maginative :
effect 'in"the whole .poem:. not only do all the other

* characters instinctively see Guido as something animal, .
but his essentially brutish nature is brought out and - .
emphasized bv the fact that he hinself consistently thinks -
and speaks ‘in animal terms, and-so to a great extent 7
does the lawver wha is defending him. 42 '

’
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As with the jealous characters of the dramas and the dramatic : N

monologues, Browning’ stresses the rapac1tv and viciousness of the

" .victims of jealousv bv consistentlv associating animal images,'

~

~but th

: imagery. For example, the speaker makes Pompilia describe Guido as

"ﬁ 'The beast below the beast in brutishness!' "(III, l.l299,:p.104)‘

particularlv those of. wolves and serpents, with Guido. The animal

1magery of The Ring and the Book, however, is much more intricately

: developed than that of the dramas .and dramatic monologues, because

not onlv Guido uses animal imagery to apply to others and to himself,

er speakers also adopt similar image patterns to symbolize,

con ciouslv or unconsciouslv, ‘the Count s jealous and evil nature.

Like the Jealous speakers portraved in The Ring and the Book The

"r'Other—Half Rome, Caponsacchi Pbmpilia,-and the Pope also recognize bl

Cuido s base, animal nature.
" The Other Half- Rome, for example, expresses a sentimental and

romantic interest in the Roman murder story, and because he feels

pitv for Pompilia the beautiful and innocent heroine, he~supports

N her for the wrong reasons. Nevertheless, he recognizes, to somg\\

extent Guido s"evil nature and thus pictures him in terms of animal

-~

and accordingly pictures Guido as‘"worm—like" (III 1 696, p. 89),

a. lion (III 1. 534 p 85), a ferret (1.781, p.91), a wolf-faCe whenpe
the sheepskin fell" . 991, p. 96), ‘a wildcat (1. 324, P- 194), and a ¥
dog "Whose bark had promised biting, but [who] just sneaked/ Back -

“to his kennel tail twixt legs" (11 1459- 60, p.108). e

[

Caponsacchi, like The Other Half- Rome, associates primarily

A"

Cuido with animal images. "Comparatively few other animal references




exist in the monologue, the priest is not inclined to see his fellow

43
men as beasts——preciselv because he’ sees them as souls." However,

\

because Caponsacchi recognizes the truth of Pompilia s goodness and
“innocence, he vehemently expresses a much more passionate hatred for
Guido than does any other speaker. . Bis use of animal imagery thus
approﬁriately characterizes the bestial predatory,'and evil nature,
- of the Count. The priest, for example, names Guido "the beast" .
'(VI,‘l 1493, P 239), "the ‘mad dog howling there" (l 1513, p 239),

'and the "transfixed scorpion" (1.671, p 219) Caponsacchi.ﬁlso

— -

emplovs snake imagery frequentlv, as when he- refers to Guido as
Ehe soft, slv adder” (l 620 P 217) and‘as "the snake, hatched on .

Q}ll top by mischance" (l 1924, p. 249) He extends the metaphor

N i

to include the Franceschini familv. when he exclaims, " 'No mother

" nor brother viper of the brood/ 'Shall scuttle off without the -

.'instructive bruise!' “(VI 11.689-90, p 219) Caponsacchi also
, 4_, _y . !
effectivelv comb the Count' sterpent and wolf nature when he

describes his encounter with Cuido, who- "part howled, part hissed"

-~

'(_VI, 1.1440; p.237), at the ton. o SR

. Caponsacchi freouentlv pictures himself as St. Ceorge rescuing

Pompilia ﬁrom Guido the dragon. Pompilia also speaks constantly of

the priest as St. Ceorge or‘Perseus, her soldier saint" with

: "lustrous and pgllucid soul" (VII l 935 p.276), and thus, by

implication, Cuido is the monster.’ Pompilia however, does not

consciouslv and directlv applv animal images to’ her husband for as
e S

,Honan state . “ﬁhe is not aware that she is imaging Cuido eden when

she does " it ost,vividly. -64 For example, even she unconsciously

] .
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applies the snake and wolf images to Guido hy auoting "friends":

"Whv, you Pompilia in the cavern thus, -

"How comes that arm of yours about a wolf?

"And the.soft length, --lies in and out your feet
"And laps you round the knee,——a snake it ist"™
(VII, 11.124-27, p.257)

The Pope, who of all the speakers except Pompilia is mosgt aware

of the truth, also figures Caponsacchi as St. George. In addition,

" the Pope verifies Guido s bestial nature,by developing an image

pattern which pictures Guido, the-voracious_wolf, preyingiupon

Pompilia, the innocent lamb. For example, describing the Comparini,

" he states that "they watched the wolf/ Feast on their heart, the

lamb- like child his prey" (Viii 11. 557 58, p.394). _ Similarly,
pretending that he is addressing the ArchbishOp, the Pope questions,

"How of this lamb that panted at thv foot/ While the wolf pressed

. on her within crook's reach’" (VIII 11.989—90 p.404). Like

, Caponsacchi, the Pope extends the images of vicious animals to apply

to the entire Franceschini family, for Paolo is "this fOXffaced
horrible priest" (VIII 1 879, p. 402), Cirolamo‘is 'nor wolf nor
fox,/ But hvbrid" (VIII 11.897—98, p,402), and their mother\is

"the hag that gave these three.abortions birth" (VIII 1. 911, p. 602)

'_ Because the Pope, unlike the jealous speakers of The Ring and the

Book, does not speak from self -interest, he is able to perceive the
.entire truth of Pompilia s‘goodness and innocence and Guido_s~evil
vand guilt.' The fope's exacting perceptionbofvthe truth:is”reflectedn
'1n his use of animal imagery for, as Park Ponan writes, "the Pope

makes it ‘clear which animal it is that most appropriately character-

izes villain and heroine of the piece." 45_

-
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Altheugh-Guido,'in his first dramatic moﬁoiegue; refers'tobhis
supposed rivals in terms of images thch best deseribe himself, in
Book XI he finally reaches self—realiiation and identifies bimself
with wolf and serpenthimages, In Book V, he ironically and uhwibtingly
arrives at theltruth of his own nature when he cynically remarks,
.fBefore'de had cohabited :a month/ She fOundAI'was a devil and‘bb "
man' (V, 11.612-13, p.168). Similarly, Guido inadvertently compares
‘himself with Satan when he describes hlS pursu1t of" Pompllia and

|

CaPonsacchi, stating that he ’ '_ . ‘ - I : BT

[

;Floundered thro’ dav and night, another day
And yet another night, and so at last, .

As Lucifer kept falling to find hell,
Tumbled into the court-yard of an inn.

AV, 11.1044-47,; p.178)

In Book XI, before he'admits to‘hjs wolf and serbent'nature, Guido
again unconsciously reveals his real character as hég\ses the verb.

writhe" (XI 1. 117, p. 436) to describe his own movements. Finally,

L

however, Guido realizes that the Cardlnal and the Abate will not

-

'reverse his death: sentence and therefore,-resignS’to telling the
truth: - "There, -let by sheepskin-garb, a curse en't, go--/ Leave my
-teeth free if I must show myv shag!" (XI, 11 443~ 44 p 442). This
image serves him as he denouaces the Church wh1ch he states,

:  bade ‘me wear sheep's uool
OVer wolf s skin, suck blood and hide the noise

By mimicry of something like a bleat—— ‘ g:
(X1, 11. 8”4 -26, p 451) . i N

Simiiarly, he presents himself‘as Ethevreritable welf beneathu';he
nsheepelrke thing"'(XIgzllrl}76 &-1174; p.459) as he explaiﬁs why‘

the;Comparini'could>n9tﬁtakevadvantageﬂof him thrdugh tbe marriag%
...contract. ' Guido finallyvidentifiesvbimse1f>so completely with the

!



wolf image that he envisions the total’ loss of his humanity, which

fg to be yeplaced by a wholly bestial nature after death' E

Let me turn wolf, be whole, and sate, for once,—
Wallow in what is now a wolfishness :
Coerced too much by the humanity :
That's half of me as well! Grow out of man,

Glut the wolf-nature,-- (XI, 11.2054-58, p.480)

Through' the use of aniral imagery to picture Guido, Browning
‘depicts the‘ultimate baseness, voracity, anﬂ evil to which a man,
driven by jealousy, particulafly by jealous rivalr§, can succdmb.

Nevertheless,‘Guido is not merely evil personified, but remains

a human being:who, like Othello, is driven to madness by his jealogéy.

The creation of Guidb thus reflects the poet'sfvrofound’understagdingf
of the compleicity‘ of this passion, @’,&jﬁdersﬁahdiﬁg which is also-

evident in the dramatic ﬁbnologues. However, because the dramatic

: mOnologﬁee es‘a vhole.cahnot possess the uqity of The Ring and the
e,399§3 the lattervwerkbtrea;e‘the theme‘of jealouey wiih fﬁe gréatest
- depth endaiﬁtricacy;v'fﬁe‘many sﬁeakers,‘for egample, employ very
siﬁilar.image pattefnsAwhich feveal that all the characters recognize,
- ! 9 : '

"either consciously or unconsciously, Guido's base, evil, and jealous
. 3 : y )

‘nature. The use of animal imagery to characterize the jealous

N
7/

i1ndiv1dua1 is ev1dent even in the early dramas, is used more
'concentratedlv and con51stently in the later dramas and in the

&ramatic monologues, and 1s-deve10ped to its greatest effectiveness

in The Ring and the Book. The Ring and the Book alsojreflects'and

_develops Browning's early intefest.in;the presence of this passion

o2



<,

' ‘Tertium Quid, Archangeli Bottinlus, ‘and Guiilo, he betrays.s self—

v
in-the uppér intellectual_and social classes, and thus the work
strésses the poet's understanding, which is particularly emphasized
in the dramatic.monologues, that no man, regardless ¢f his social °

or intellectual status, is immune to becoming jealousyﬂs victim.

"qu in the dramatic monologues and ‘to an even greatet extent

<,when one. considers the character of Cuido, Browning demonSstrates

——

his profound understanding of the complexity of the passion as he.

1'illustrates other passions associated with jealousy, characteristics

common tqQ jealous 1ndividuals, and similar reactions of jealous

/' ] -

characters to their situations. First, like the dramatic monologues,

must;ﬁe qualified as self-
/ ;

.f
love, as the primary passion assoc1ated with jealousy. Half-Rome
o

supplies little evidence that he loves his wife; however, like ‘

The Ring<and the Book»presents love, whic

“3, . .

'love through a, dramatic monologue motivated by his self- centeréal“'

‘Guido grasps the truth of his own'evil nature in Book XX hhen he
realizes that his death sentence is irrevocable. Wrath and possess—'
iveness, demonstrated purticularly by Falf-Rome and Gu1do, are.also.
passions often assoclated with jealousv ‘ Both Half- Rome and Guido
are. frustrated, angry individuals verbally and physicallv striking
out against their situations .Both jealous characters seek possession
of their wives; however,'only Guido reveals his feelings of failure

'and inadequacy'whichsmotivate'his posseSsiveness of Pompilia. Next

to love, hatred for a rival is, perhaps, the most common passion -
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associated with jealousy. Half-Rome, Archangeli; Bottinius, and

t
Ve

particularly Guido @ehemently denounce and,to varying degrees,

threaten their rivals. OnlynGuido; howéver,:harbburs a hatred so

-

intense that he murders his imagined opponents.

Associated_with_self—love are the common]characteristics of

—self—centeredness and egotism shared by all the jealous characters

'of;The‘Ring and the_Book. Pride also characterizes the jealous
individual,\for‘Half—Rone, TertigF'Quid, Archangeli, Bottinius, and
Guido €ach stresses a concern for'regaining; maintaining, or
augmenting his ownvhonour.‘ The feeling of inferiority or failure
‘is a characteristic best exemplified by the jealous Guido although

the fear of failure or. inadequacy seems to motivate the rivalry of

the other jealous characters in The Ring and the Book Finally, as

demonstrated by some jealous indiv1duals of the dramatic monologues,
’self-pity characterizes‘the Jealous individual who perceives his own
'inadeouacy'or failure in life; As ‘part of His strategy,>Cuido
attempts in Book V to gain the sympathv of the judges, however, his “
self-pity is not feigned because he believes that he has been
unjustly maligned and defeated by his imagined rivals.

vIn addition to illustrating the=common passidns and'character—
‘ istics of jealous individuals, Browning presents his intricate under-
standing of the passion of jealousy by suggesting that jealous
individuals react similarly in similar situations. For example,
Guido in Book V shows a thorough understanding of a jealous husband s
reactions when he pretends that before Pompilia and Caponsacchi met,’ T

he heard "a treason in [her] every innocent conversation, perceived

0
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"a betrayal in a smile of politeness," and imagined'"an»already'

46

Y

consummated embrace in the exchange of social graciousness;"

Guido's claim to jéalousy in love before Pompilia's?escapevis not

well substantiated however, after the birth oﬁ Gaetano whom Guido
refuses to recognize as his legitimate heir, the Count may, indeed

have been the’ jealous husband who imagines clandestine meetings.

- between his wife'and the priest. Similarly, a jealous individual
commonly reacts with malice to-the‘successiand happiness of his‘
rival. Again, Guido best serves as an example, because his malice

- develops into ‘extreme and ungustified hatred which motivates his

‘ torture’and eventual murder of the'Comparini and of Pompilia. 'The
~1auyers'are‘also malicious toward each other as they are rehearsingl
,their-respective speeches, and after losing his_case, Archangeli

'vows to avenge hisﬁdefeat with "Gomez andlthezmarriage case" {x11,

R 363 P- 497) to "bruise his [Bottinius]' own [pate], belike,

»that ;ags .and brags" (XII 1.366, p.498). | '
| Each jealous. speaker reveals his own character through‘his
interpretation of the Roman murder story; however, Browning s

: greatest,achievement in his study of jealousy is’hislcreation-Of

dCount Guido Franceschini. Because the dramatic monologues of

. The Ring and the Book are unified the reader gains various inter-

o
pretations of the Count's character.,as well as Guido s own

‘estimation of himself first wearing the mask of nobility and
finally, in his second dramatic monologue, revealing his real nature.

“Guido is ‘the culmination of all of Browning s jealous characters,
O
for he illustrates the depths into which a man, afflicted by JeaIQSSy, }

o -t
[y

%
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b

‘can descend. Cbnsequehtly, The’ﬁing.aﬁdvtﬂé Book is the climax of )
Broﬁning's‘preéenﬁa;ion of the theme.?f jealéUsy.ﬂ : | o | !
¢ . SR T



C%Etlusion

Robert Brdwning s abiding interest .in the theme of jealousy,

which is evident\in the- dramas, the dramatic monologues, and

The Ring and the Book, marks his steadyv progression as\a poet.‘ </§‘
The early experiments with stage drama illustrate his awareness
' of the complexity of jealousy fOK;ﬁrowning begins to présent the
different manifestations of jealou ¥y, as well as the common passions,
'commonicharacteristics, and’ similar reactions of Jealous ch;racters.
These aspects of»jealousy are not, however, developed in depth, for
" the jealous characters,‘such as the jealous couﬁtiers of?the early
politicalvplays, are‘shallow and static stereotvpes,rather than
complex 1ndividua‘m Since Brouning's1primary interest vas_character'v
creation*rather than udherence to dramatic convention, the dramatic
- monologue form proved most conducive to'his'purpose.b With the
development of’this form, already incorporated into some of his

earlv dramas, Robert Browning could 1ncreasinglv concentrate upon :
character development tc the complete omission of stage convention.
As’a result, the more fullv developed characters of those dramasj
-;luhich tend toward the dramatic monologue form'better‘exemplifv:the
different manifestations of jealousy as: well as the passions,.
characteristics, and reactions of jealous 1ndividuals'than do the

characters from the dramas which adhere to stage convention.

Similarly, “the jealous speakers of the‘dramatic monglogues evidence

il
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such depth and complexity that their jealous‘natures are superbly . -

_ presented. Finally, through the unifi:ation of ,the twelve dramatic -

monologues in The Ring and the Book, the theme of jealousy evolves

with the‘greatest complexity, particularly in the gresentation of - - -

“y

Count Guido‘Franceschini. “4§4u'; . ‘ e
‘Browning’s steady progression in the development of the theme®

of jealousy is paralleled bu?_is—hse of animal imagery to character— .

ize jealous individuals. The‘earlv dramas initiate the use of

‘ RS

animal- imagery to portray . the voracitv and baseness of jealous- cew
§ .

.individuals, and the drf

tic monologues further develop the o [T

1magery and.indicatgpri ark Honan notes, more certain evidence

.

S -

effective than*fhose of the dramatic monologues could possiblv be

.’

T

because,:sigce 'some of the same image subjects carry over ﬁrom N N
monologue ta monologue, the 1magery tends to operate in certain ways e
'not paralleled in the independent monologues 2 ﬂbe‘ironic ,

‘juxtapOSition of the uppeg/éocial and intellectual'classes with

animal 1magery, initiated in the dramas, continued in the dramatic

monologues, and concentrated upon in The Ri;g and the Book—’eﬁiect-

tes that all men, regardless of their elevated

'pOSitions, reveai their base and voraciOus natures when they are

’ . - =

L victims of jealousv.‘ Because the dramatic monologues expose. the L v‘ e

passion of jealousv in all classes of both men and wOmen, they

confirm that no human being*is immune to‘becoming the»victim of et

jealousy." o o B L S d o . R



Consequentlv, as he 'was writing his early draﬁas, Browning
was aware of the complexltv; universality, and baseness of

jealousy. Only with his development of the dramatlc monologue

form, -however, does Brownlng effectively convev his understanding

of the passion ofljeaiousy, and«the,unification'of several

dramatic monologues into a single poem renders'hiS'treatment'

of thevtheme of jealousy even more effective. 'Theimajority of
Browning s.jealous characters are afflicted bv jealous‘rivalrg,
and thus one can conclude that Brownlng perceived this form of

jealousy most prevalent_and often 1nit1atorv to Jealousy in love ‘

. and jealous preservatlon of a possess1on; . Thus, Robert Brouning

demonstrates throughout his works,,from Strafford in 1837 to

The Ring and the’ Book in 1868, that the d1fferent nanlfestations

-

of jealousv can afflict all.men and women to varv1ng degrees; and
“he superbly il ustrates, particularlv through hls creation of

Cuido, ‘the depths of evil and 1nsanitv to whlch a Jealous 1nd1vidua1

2

- can descend. Do

o
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