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ABSTRACT

While deception-and its artifices have been recognized as central
to Browning's ‘poetry, -they have not been examined in his 1ate'works;

The dominatirig coricept in The Ring and the Book that falsehood is ubiquit-

ous in human existence provides Browning with impetus for the next decade, "
as he attempts further t¢ understand and dramatize both the meéns by

which man obscures truth, and-the circumstances, if any, under which man
may-act-according to some sort of moral perception.

Prince Hohenstiel-Schwangau presents a persona who manipulates

point 'of view in order to mask his insecurity. His final realization:
that his political benevolence is an illusion leads not to salvation but
to an impasse, since the truth he perceives is that all language is
inevitably false,:and thefefore all arguments inevitably futile. Once
he relinquishes deception, -he is at the mercy of chance.

Don Juan in Fifine g}!the Fair flaunts the artifices of language

and mind overtly and deliberately. He apprehends both the elements of
deception in all perceptual processes, and-his dependence for knowledge
on the.mis1eadihg appearances of reality; coﬁsequent]y, he realizes a
"histrionic truth" which is based on this realistic understanding of -
man's limitations and which enables him momentarily fo reconcile the con-
f]iCting impulses 6f soul and flesh.

In Red Cotton Night-Cap Country, Miranda's disastrous leap of

faith is the result of his insufficient strength of intellect to perceive

properly the function of religious symbol. Al1 the characters in this
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story.adhere to external signs, either symbols of belief or indications
of social convention. Clara, the cousins and the c]ergy-ekp]oit the
possibilities of deception, taking advantage of Miranda's impulsiveness
and flawed perception. His death is rational in a perverse sense accord-
ing to-his circumstances and training, but his reasoning functions in
terms of a naive 11tera1ism; He dfesg a victim of the inept-attempt of
his fancy to merge the reality -of illusion with ‘the reality of'physical
fact.

The Inn Album dramatizes the reaction of three people to the know-

Tedge "and discovery of - falsehdod. ’The-Lord views deception as character-
izing human morality and he exploits its possibilities to impose his
cynical design on others. The Youth acts impulsivé]y and naturally to.
destroy it, but he retains the same obtuse idealism at the end with which
he admires the Lord at the beginning--he has swapped a master for a mis-
tress. THe-Lady»feacts with'horrOr,(trying to escape from falsehood and
to purify its leprous touch--her suicide is a kind of martyrdom to the
cause of tainted purity. The Lord's social artifices, epitomizing human
- pretentiousness ‘and sophisticated behaviour, are contrasted with the
spontaneous beauty and natural- art of the landscape. Man's deceit out-
rages the civilization of the natural world.

None of-these poems offers-thé purely generous response of right
against wrong; even good ac£ions retain an element. of selfishness.
Brownihg-does,‘however,'a]]ow the reader -to judge his characters and
his point of view which underlies each poem testifies to at least the

possibility of abstracting and‘authenticating values from human experience.
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Much of the interest in'these dramas of consciousness lies in-the para4.
doxical ability of reason to perceive good or unselfishness while it
simultaneously deceives itsélf. The refinement of inte11ect Teads to
the obscurity of earthly reality as well as to the apprehension of -its
esséntia]]y-ambiguous nature.  These poems aré dramatic, unified and
more intelligible ‘than many critics have admitted. They undoubtedly
emphasize the experience of the mind, but they .are not devoid.of emotion.
Juan's sense of the "histrionic truth" combines Browning's aesfhetic
with his metaphysi¢, and Browning as always locates intellectual ques-v

tions within the labyrinths of .personality.
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INTRODUCTION

Several years ago, in Essays in Criticism's Critical Forum, Philip

Drew'referred to Barbara Melchiori's "courage" in writing about ‘Fifine
g}_gbg_Fair.] Since then, .the poem has been described as one of Brown-
ing's "most crucial" by Roma K1'_ng,2 and as one of Browning's "four

~greatest" by Morse Pec_kham.3

This revaluation and the excellent analysis
by Philip Drewvmeén that courage is no longer necessary  -for serious dis-
cussion of the poem,-4 but the long critical tradition which regards
Browning's Tlate work as, in L. G. Salingar's phrase, "tedious word-
spinm’_ng,"5 will require more argument yet before it is appreciably

altered. Such a perceptive critic as Isobel Armstrong, for example, says

there is a "definite decline after The Ring and the Book (1868),"6

although she does say in a review of Roma King's recent book, that he
"shows conclusively that the later poems are ready  for revé]uation."7
The ultimate purpose of this dissertation is to promote this revalua-
tion; its central and 1mmedﬁate purpose; howevér, is to advance the
understanding of -the four selected poems, in the be]iéf.that a poem may
be fairly.evaluated only after it has been carefully examined.

That Browning's interest in character dominates his canon has
become the commonplace observation that it ought to be only. after the
work of Park,Honan,,Roma,King, and,more-recent}y, Philip Drew. Browning,

of course, stresses not character in action, but “incidents in the devel-

opment of a soul." The works he created, and the techniques he employed



to create them, are principally concerned with presenting individual
character, with describing, particularly fn his argumentative poems, the
mind in the process of formulating ideas and ordering its complex. maze

-of thought and sense perceptions.  Central to this portraya]uof-character,-
and to the attempts of ‘the personae to discover truth, about themselves

or about'théir situation, is the problem of -deception. . Deceptidn is
central to the problem of choice and . to man's potential for apprehending
value or right behaviour, and it is basic to the problem of evil. Because
of -his emphasis on mental and moral being, and'therefore on individual
choice and‘perception, Browning is particularly interested in the means

by which people deceive themselves or others. Ambiguity, paradox, sub-
tleties of metaphor and the manipﬁ]ation of point of view occur frequently
| in Browning's poetry; they are the artifices which characters use to
perpetrate their deceitful or self-deceptive purposes. Of course, in

the Targer sense of art as artifice, all artifice is the poet's. For
critical purposes, however, the artifices exploited by the persona por-
tfayed, in the pursuit.of his particular deception, are to be distinguished
from-fhe artifices exploited by the poet, in the pursuit of‘his aesthetic
deception. This study is concerned with the - former, with thematic content
.and effect rather than with poetic technique, although aesthetic deception
is crucial to quwﬁing'slart theory, and poetic artifice enters the dis-

cussion where it becomes appropriate, notably in Fifine at ‘the Fair.

The expediencies of deception are recognized, if implicitly, as
being central to most of Browning's work, including the best known mono-

Togues. Roma King, for example, writes in The Bow and the Lyre that "no




poet has insisted more-strenuously than Browning on the complexity of

8

human motives, the illusion of appearances, on ambiguity."” Altick and:

Loucks comment clearly.on the prob]em,as.it appears in The Ring and the

Book: .

Inability or unwillingness to discern truth, no matter how plainly
presented, is regrettable enough but far worse, because it is an
inveterate instrument of evil, is man's practice of -deception--his
exploiting, for selfish ends, the limitations .of knowledge and the
discrepancy between appearance and reality that are the conditions

of earthly existence. In The Ring and the Book falsehood.is the form
that evil most characteristically takes Greed is Guido's motive,
but the Tie is his..chosen tool.. The events. of the poem illustrate
many -varieties of 1ie, trick, and deliberate ambiguity.

The pervasiveness of deception as an "instrument of evil".in The Ring and

the Book, -and the implications in the notion that falsehood is among “the

conditions of earthly eXistence, seem to provide Browning with impetus
for the next decade, for-in almost all the poems of the 1870's deception
is an integral element. The subject has not been satisfactorily examined
in these poems, and it provides a convenient approach to four usually
neglected works.

Ideally., this study would.include all the late poems, after The

Ring and the Book, but then, since Browning wrote such a large amount in

his last twenty years, it would tend towards a survey, and one of the
limitations in Browning criticism has been the proliferation of general-
ized surveys. At this stage of Browning scholarship, and in view of the
complexity of most of the important late works, it seemed best to limit
the scope of this examination and to focus more closely on fewer poems.

This decision also heeds Philip Drew's directive that "what is most



necessary -for an appreciation of Browning's stature is -a series of de-

tailed studies of individual poems.’"]0

The four poems chosen are the
best and most significant of the later works, with the exception of some

shorter poems such as "Numpho]eptos," and notably of The Parleyings With

Certain Peop]e'gj_lmportance in Their-Day. The Parleyings certainly

“require further analysis, but they.haye been the subject of -at least one
~ book-Tength study and one dissertation, so they have received more
attention than that generally given to the late poems. Because of their
~comprehensive structdra].principies,rthey also raise distinctive critical
problems. For these reasons, and since the selected poems form a neat
chronological unit, the Parleyings have not been considered here.

Also, these four poems provide associated studies of four differ-
ent aspects of deception and its accompanying.artifices. Prince

Hohenstiel-Schwangau presents a persona who manipulates point of view in

order to deceive himself into believing that he does have a consistent, -
responsible identity. His recognition of this deception leaves him unable

to act decisively or with conviction. Don Juan in Fifine at the Fair

flaunts the artifices of language overtly and deliberately. He apprehends
the element of deception in all perceptual processes, his dependence for
knowledge on the misleading appearances of reality, and the artifice which
is inherent in all experience and thought; consequently, he realizes a
"histrionic truth" which is based on the ubiquity of falsehood in human
existence, and which enables him momentarily to reconcile the conflicting
impulses within his character of the soul and the flesh. Red Cotton

Night-Cap Country examines the dilemma of a character who confuses an
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emblem with the reality it represents.. Léonce Miranda cannot distinguish
accurately between illusion and rea]ity, and consequently he dies, a
victim of the inept effort of his fancy to merge the-réa]ity of illusion
‘with the reality of physical fact. His attempt to handle deception is
doomed to failure because of his‘flawed perception. In contrast, his
mistress, his cousins and the church all take advantage of this inadequacy.

Finally, The Inn Album probes the manner in which moral nature is obscured

and dramatizes the reaction of three people to the knowledge and discovery
of falsehood. Despite the attempts.of the Lord to enforce his cynical
design and;unSckupu]ous purposes -on the other characters, reality is
~gradually revealed. The Lord's social artifices, epitomizing human pre-
tentibusness_and sophisticated behaviour, are contrasted with the spon-
taneous and artless "civilization" of the natural landscape.

Several aspects of these poems are not treated in this study. The
question of Browning's language, for example, requires exterisive and

specialized treatment which is not attempted here. Red Cotton Night-Cap

Country-and The Inn Album exhibit several similarities with the novel,
particularly in their realistic presentation of social circumstances, in
the use of a controlling narrator somewhat like Thackeray's puppet-master
in the first instance, and in the movement towards character in action
rather than the more usual Browningesque focus on action in character in
the second. Philip Drew; however, has an extended discussion of this
critical problem and it would obviously be superfluous to duplicate his
comments. Ultimately, as he says, "these‘two novel-poems must, like"

II.I-I

Fifine and Schwangau, be judged.as poems. Drew also has many




observations about these poems. as portraits of Victorian Tife, since.
Browning employs contemporary subjects and makes numerous contemporary
references in each;-again it is unnecessary .to re-examine the ground

which Drew ably coyers.]2

A few references to other-writers and to pos-.
sible sources of influence have been included where they seemed to be

appropriate, particularly in the discussion of Fifine at the Fair, since

the nature of that poem urges a wider perspective, but the value and
purpose of .this dissertation must lie predominantly in its contribution
to the understanding of individual poems..

Drew's recent book and Roma King's The Focusing Artifice contain

the best critical discussions of these four poems,- and consequently

' frequent allusions are made to their comments. Repetition is avoided,

- however, since they dd,not approach with any -serious attention Browning's
handling of deception.. Though many of -their points are argued with,
their work (especia]]y Drew's, whose analysis of each poem is more de-.
tailed than King's) remains a gontribution to critical opinion and com-
mentary .which is not superseded here.

King's title refers to Browﬁingfs use of art as a means of focus- -
ing multifaceted ahd dynamic truth; his concern is with defining the
~general natufe of Browning's art, the kind of artifice his poetry in its
totality effects. The artifice which this dissertation examines is that
used by each persona as part of his own design, and therefore the critical
approach employed here is distinct from.King's. The deceptions which
complicate and obscure man's perception are described here as they are

dramatized by Browning in each of the four poems. King's point that



Browning's poetry depicts "man's perception of meaning and not Meaning
itself" is therefore an initial assumption rather than a final conclusion.
Two distinctions between terms which are used in this dissertation

might conveniently be introduced here. First, deception is to be dis-.
tinguished from illusion. . A causal relationship is understood between
them, where illusion is ﬁhe false concept which fesuTts from_deéeption.
Also, deception is used with its implications of conscious artifice or
wilful trickery, although a character may unconsciously-deceiVe himself,
without the inference of deliberate deception, or he may be deceived by
some external party. Second, personality is to be distinguished from
identity. Harold Rosenberg characterizes the difference between person-
a]ity and identity as essentially the distinction between "being" and
"action“; personality is "who" somebody is, while identity is "what" he
is. Identity is usually constant, and "change of identity takes place

. all at once, in a leap, and not as in personality through a con-

tinual transformation of e]ements."]3

Personality, par?icu]ar]y in a-
literary sense, is "a psychological condition," while an identity is the
result of or the requirement of some public role--a requirement of the
plot in 11terature.]4 Personality and identity are normally consistent
with each other, but a dramatic situation very often depends on a con-
flict between their respective demands.. Browning, of course, was fascin--
ated by the discrepancy between public action, or apparent identity, and
private impulses and feelings, or personality. This distinction is used

mostly for Prince Hohenstiel-Schwangau, though the terms are- to be ‘under-

stood in the sense outlined here whenever they enter the discussion.’
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With' regard to evaluation, the tacit assumption throughout is that
Philip Drew is right when he says these poems "all deserve a place among
the best Victorian long poems.»”]5 More specifically, the analysis is
intended to reveal that these poems are not the unintelligible "meta-

16 They are dramatic,

physical quagmires" which they are purported to be.
unified and more cdrefu11y~structqred than many critics have admitted.
They undoubtedly emphasize the experience of the mind more than earlier
poems, but fhey are certainly not devoid of emotion. In these long
poems, Browning explores the processes of man's thought and dramatizes
the artifices of man's intellect. Chapter Five discusses these more
evaluative conclusions, and also the more general implications which the
poems elicit about Browning's attitude towards the presence of deception

“in human existence, . and particularly its effects on man's ethical per-

ception.
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CHAPTER ONE

PRINCE HOHENSTIEL-SCHWANGAU, SAVIOUR OF -SOCIETY:

SELF-DECEPTION AND THE ARTIFICE OF POINT OF VIEW

In 1904, Edward Dowden found "something almost pathetic" in Prince
‘Hohenstiel-Schwangau's "sense that the work allotted to him is work of

mere temporary uti]ity."]

The Prince's predicament, however, too clearly
approximates the modern sense of'futi1ity to become merely pathetic for
the post-Existentialist reader. Also, Dowden only partially understands
the poem-in observing the Prince's»sense that his work is impermanent;
far more pertinent is the Prince's fundamental sense of his own fleeting
and enigmatic existence. The poem dramatizes -the Pr{nce's_attempts to
establish, to his persona]\satisfaction,ja demonstrable, conéistent
identity through developing a defensible po]iticé] philosophy, and also
his effprts to prove the veracity of his existence through rational and
decisive action. His final indecisive state -of -mind ("The letter goes!
Or stays?") and the reduction of his argumehts to a mere gambling gesture
("Double or quits!") demonstrate his inability to.establish any convin-
cing basis for action, and evince the terrible insecurity which is at the
core of his persona]ity.2 The Prince's reverie is ‘his attempt to dis-

~guise his inner vacuity, to deceive himself into believing that he does

have a consistent, responsible identity.
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In recent Browning criticism, the only two significant accounts

of Prince Hohenstiel-Schwangau describe the'poem'in.opposite terms.

Philip Drew views it as a political satire on Napoleon III, though he
does point-out that it showszrowning'sA”fascination with the intricacies
~ of the human mind," whereas Roma King says "Browning's interests here

ére néither historical nor political, but metaphys.ical."3 This diver-

l gencé clearly results from the differing emphasis which each critic
places on the poem's meaning and on the-area of rea]ity'involved in the -
poem. Drew says,_"the poem depends on the contemporary situation"; for
him, the Prince's references to an externd],,historica] situation require
knowledge of that historical reality for a satisfactory understanding of
the_poem.4 For King, Napoleon III serves Browning only as the bretext
for a poem, as "one more opportunity for Browning to depersonalize him-
self-in order to put himself momentarily into someone e]se.”5 JIn Prince

Hohenstiel-Schwangau, says King, Browning "is more interested in the sub-

jective reality of the character than in his relation to the external
wor]d.”6 These conflicting attitudes have appeafed preyious]yfin criti-
cism of the poeh, even within the same paragraph,7 and Browning's ‘fusion
of historical, psychological and philosophical fnterest undoubted]y
.causes problems of interpretation.

Drew and King, however, are both mis]eading in some degree: Drew,
when he says the reader requires historical knowledge to understand the
poem, and King, when he says Browning focuses on the subjective elements
of - character. - DrewFS.references to the historical events of Napoleon

ITI's rule of-France clearly add another dimension of irony to the poem,
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and ‘enable a historic judgement to be made of -the persona which would
othérwise be absent. But Drew's interpretation -leads him to observe a

8 and

"weakness in the larger matters of structure and organization,"
this flaw severely Timits:- the poem's success for him. On the other hand,
King's emphasis 6n the metaphysical problems concerning the persona . is
closer -to the reader's direct experience of the poem and allows unity
through the character of -the gersonag-which_is usual in Browning's mono-
logues. " Park Honan's examination of the two Guido monologues, for
e*amb]eg is devoted.to demonstrating.the “"complexity, intensity and
unity" which is to.be seen in-Browning's dramatic verse when it is
approached "in the light -of iits characfer-revea]ing effects."9 In view -
of Drew'gvdiscussion,.thfs chapter-examines the poem independent1y~of
its historical context, and the question of its total effect and struc-
.fufal unity remains an underlying critical problem to be approached .
through the characteristics and-qualities of the persona.

To study "the subjective reality of the character" .does not mean,
‘however, -that -the external world has no significance in the poem. The
Prince refers at-many.points to contemporary figures--such as Comte,
Fourier, Metternich, Thiers and Hugo--and to geographical places--such
as Rome, Italy, Savoy and Nice--and these references direct attention
not only to the reality of the Prince's historical persona, but also to
his relationship with the external world which, notwithstanding King's
comments, is of intrinsic importance for his character.

Honan observes the numerous images which the Prince takes from

trade and industry--optics, mining, chemistry, agriculture, surveying,



13
smelting, minting, taxation, industrial processes--and the presence of
the widest co]1ectf0n of proper nouns in almost any Browning_mdno]ogue.
The former, Honan writes, reflect "the -mechanization of his character

. the dehumanizing effect of .a profession itself," and the latter.
demonstrate'his "preoccupation with the social face of Europe .:. . and

. . his di]ettantfsh'concern for cu]ture.-"]0

But -Honan neglects -the
Prince's central deception, his contrived identity. The externé]'wor1d
is important to the Prince,.not so much because he is desperately con--
cerned with its organization, as he prefends, but because it is a means:
of establishing a stable identity. Hi; eclectic use of images from pre-
dominantly mechanica] sources underlines his attempt to play the part of
a..ruler motivated by rational and commonsense purposes. But his apparent
materialism, supposedly of benefit to his people, merely obscures his
inability to deal successfully with qualitative values and hides the very
non-mechanical doubt»about his inner security. Honan says "he has become
dehumanized by -the mechanical leviathan over-which he presides," but the
final effect of the poem is rather to suggest that the Prince has ex-
ploited the mechanical aspects of that leviathan in order to determine
his own reality. Similarly, the large number of proper nouns -emphasizes
his attempt'to»seize labels--another device he uses to deceive himself
about reality. Presumab]y,‘thé more names he can encompass; the more in
coﬁtact with the outside world he believes himself to be. Honan is right
to remark on the Prince's "dilettantish concern for culture," for this
feature evinces his apprehension of -surfaces and his inability to deal

with, essences, itself a reflection of his own indeterminate essence.
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This attempt to replace his inner uncertainty with a pragmatic
‘attitude to life is an elaborate artifice.for self-deception, and pro-
vides the irony.in his defence of -a conservative opportunism. It
explains why Dowden found the argument to lack the "wise enthusiasm"
which is present in dther.apolggies for conservatism, such as Burke's.H
The irony may also account for the numerous references,:such as W. 0.
Raymond's, which assert the Prince'S‘“sophistical pleas" or the "hollow--
ness" of his casuistry, without indicating why his argument is fallacious.
Raymond's only evidence is Browning's temperamental antipathy to

“timorous, prudential, time-serving policies," seen in other poems. such

as "The Statue and the-Bust.'-']2 The Prince's argument, as Drew points

out, is not easily ref.uted,]3

and yet.it is unconvincing. This is.be-
cause the Prince himself is unconvinced. His discourse may be rationally
sound within the confines of his given and imagined situation, but he
knows finally that it -is verbal and therefore deceptive. It merely
obécures the fundamental truth that he is. concerned first with himself
(2102-2103), not with his people, and that the construction of his
policies is aﬁ attempt to rationalize his existence and identity rather
than to rationalize his actions as ruler.

In the persona of the Prince; Browning dramatizes the relationship
between philosophy and psychology in such a way as to expose the Prince's
inherently weak will and the biased attitude which underlies his pose of -
objective rationality. The final impression which the Prince leaves is

not one of the mechanically operating animal, -the product;of'a system-

atic social organization, which Honan describes, it is rather one of-


http://yet.it

15
extreme indecision and uncertainty. In this respect, the poem reflects
Browning's stated objection ‘to his historical source: “. . . there has

.“14 Else-

been no knavery, only decline and fall of the faculties . .
where, he blamed Napoleon's will: "We all, in our various degrees, took
the man on trust,. bélieved in his will far too Tong.after the deed was

miserably -inadequate to-what we supposed the wi]l."15

Browning's inten-
tion, then, was satirical. W. C. DeVane says the poem, "was a satire in
effect because, as we now know, Browning, did not believe that any justi-

fication of the Emperor's conduct was poss1'b]e."]6

But if the effect
depends on what "we now know," Drew is right to talk of its fai]uresf
Browning's satirical purpose, however, can be observed in the poem:
itself; on analysis, the reader is able td discern the Prince's selfish
~ impulses, and the impressive artifices which he exploits to evade the
truth about his inner weaknesses.

The most obvious artifice used by the Prince to deceive himself
’is the dream or reverie. The whole of the poem until line 2070 .is an
illusion in the Prince's mind, his moment of waking being clearly signi-

fied by a half-rule -between the two se,c’cions.T7

“Until this point, the
reader -is led to believe in the Prince's exiétence as he converses in
Leicester Square. - The debate between Sagacity and the Head complicates .
his pkesénce, but it is still effective. When thé dream.js-revea1ed,
the reader is forced dramatically to realize he has been deceived-fthe

18 This effect of the poem directly

fact was fancy, reality was illusion.
represents .part -of the Prince's dilemma in having to perceive the nature

of his reality thkqugh the web of language, which he weaves for himself -
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in his reverie. Of necessity, human cogitation and expression is verbal,
-yet "somehqw words deflect /As the best cannon éver rifled will" (2133-
2134).. The paradox is one which occurs -in many Browning poems--in
Sordello, for examp]e, where part of Sordello's difficulty is that “"per-
ceptions whole . . . /reject so pure a work of thought /As language"; in

The Ring and the Book, where the Pope recognizes the "filthy rags of

speech, this coil /Of statement, comment, query and response, /Tatters

all too contaminate for use"; and-in the parleying "With- Charles Avison,"

19

where Avison refers to the "Poet's word-mesh." George M. Ridenour's

use ‘of this last example, in association with the "web" image -in "Master
Hugues of Saxe-Gotha" andbwith his reference to Browning's "practice in

‘the late discursive poems," is pertinent to Prince Hohenstiel-Schwangau,

where the Prince exploits the web of language as a means for catching
fea]ity.zo |

. The illusion is a reverie rather than a dream ("My reverie con-
cludes, as dfeaming should, /With daybreak"; 2146-2147), in the sense
that it is a half-conscious exp]oration of an imagined situation, rather
than an unconscious sequence of images. It is provoked by the Prince's
need to make some practical decision about sending a Tletter to his
Cousin-Duke, and the requirements of this choice lead him to question
his political philosophy and public achievement, and thereby his funda-
mental character. The construction of the reverie:and the development
of its argument dramatize a‘mind in the conscious act of defending

itself. The whole poem takes place within the Prince's mind, which in

the purest sense presents Arnold's "dialogue of the mind with itself,"
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and which therefore makes the poem central to the. nineteenth-century
fascination with divided sensibilities.

'Hohenstiel-Schwangau is in the position of creating his own poem,
and ‘his relationship in the cénc]uding section to the_previous_two parts
(the reverie divides itself-naturally into two sections, with the break
before the Thiers-Hugo episode) is that of an author to his created

wokk,Z]

In effect, he turns a soliloquy into a dramatic monologue by
imagining an audience who will fulfil his need for somebody.to judge him
and afdihim in his décision about the letter. Critics have frequently
observed the manner in which the auditor in a dramatic monologue symbol-
izes some inner aspect of the speaker. Honan develops this notion to
suggest that "the speaker is always larger than his audience.- He includes

22

the audience characteristics presented." In Prince Hohenstiel-Schwangau,

the auditor is 1iterally encompassed by the speaker's character. Despite
this, she functions less a§ an externalized symbol or as a.catalyst for
argument, than as an audience -to act before., In this subordination,Aher.
role is closer to the.police in "Fra Lippo Lippi" than to Lucrezia in
‘"Andrea del Sarto." She is a hypothetical listener and consequently her
responses to the Prince's arguments are of relative unimportance. Her
intrusions diminish in frequency-as the poem proceeds and of far greater
significance for the development of the dialectic are the Prince's critics,
whom he quotes.

Insofar as his Lais does represent elements in the Prince, she
intimates three of the impulses which underlie his reverie: his desire

-for friendly counsel in this moment of personal, though.po11tica1,
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decision, -his anxiety for a private, sympathetic judge who will hear his
case, and his need.for an outside observer to applaud his performance.
Her function can be seen to shift in the course of -the poem as. these im-
pulses vary in importance,.and as the Prince seeks increasing objectivity.
in order to validate his -apology..

‘Initially, she is a friendly female companion who flatters ‘the
Prince's social urbanity and who indulgently accedes to his mildly comic
flirtations. He proposes to "tell all . . . for Lais' sake, /Who finds
[him] hardly grey, and likes [his] nose, /And thinks a man of sixty at
the prime".(18-21), and later he addresses her as a "good young lady

. /Despite a natural naughtiness or two" (184-185). At this point,
she is the ideal companion for an aging and 1one1y ruler--intimate, dis-
creet and willing to listen. (Perhaps there is a certain wish-fulfilment
in' choosing such an auditor.) However, the Prince's reverie has purposes
other than imagining the interest he mighp arouse in some "bud-mogthed"
Oedipus (2). He would like her not only to understand him but also to
judge him, which becomes clear, mid-way in the poem, when he addresses her
as "fair judge," and when he conc]udes the first section with "God will
estimate /Success one day; -and, in the meantime--you!“~(1212-12]3).- She
now represents his inner desire for an.opinion of his character and polit-
. ical performance, and to facilitate her task he places her in her final
role as reader of .the historical chapter by Thiers-Hugo. . In this passive
and objective role, she withdraws completely, enabling the Prince to
‘concentrate on the debate between Sagacity and the Head. Final]y,_wheh

he is aroused from his fantasy by the clock, he announces .through a
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theatrical metaphor that the whole situation was a simulation: "Exile,
'Leicester-square; the 1ife /I' the old gay miserable time" had been
"rehearsed" and "tried on again 1ike cast clothes" in case they might
still "serve /At a pinch" (2075-2078). It was all "A nod /Out-Homering
Homer!" (2080-2081), a wry comment which, in terms of the common ﬁhrase
"Homer sometimes nods," admits the dullness of his monologue, and which
consciously associates the reverie with a poetic creation,.giving an
illusory .reality to its participants. Unlike other dramatic monologues
where the aqditor is a tacitly assumed artifice in the form,.in Prince .

HohenStie]-Séhwangau the auditor is an acknowledged artifice.

An 1mportaht feature of -the Prince's control over the poem is that
he emerges as one of Browning's most self-conscious characters. He has
"a remarkably full grasp of events, and of the tentative nature of his

23 Certain asides throughout the poem, such as "grant

own arguments."
the phrase" (277), mark his awareness of his rhetoric, but his acuity is
most apparent in two passages: when he moves from the monologue to the
Thiers-Hugo section, and in the conclusion. When he wakes to realize
the futility of his reverie, he demonstrates his understanding of .the ’
corruptions- inherent in language: "Alack, one lies oneself /Even in the
stating that one's end -was truth" (2123-2124). He would -prefer "the
inner chamber of .the soul" for argument, since "there /One pits the
silent truth against a 1ie" (2126-2128; the implication that truth is
silent is a remarkable revelation. for such a voluble monologuist), but

"words have to come" (2133). He realizes that his reverie was a series

of falsehoods achieved through the artifices of language, but his
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comments before part two (the Thiers-Hugo episode) elicit his awareness

of another means of deception--a controlled point of view.

There, my arch stranger-friend, my audience both
. And arbitress, you have one half your wish,
At least: you know the thing I tried to do!
A11, so far,.to my praise and glory--all
Told as befits -the self-apologist,--
Who ever promises a candid sweep
And clearance of those errors miscalled cr1mes
None knows more, none laments so much as he,
And ever -rises from confession, proved.
A god whose fault was--=trying to be man. _
Just so, fair judge,--if I read smile ar1ght-—-
I condescend to figure in your eyes
As biggest heart and best of -Europe's friends,
And hence my failure.  (1199-1212)

He is aware that everything he has said so far is to his "praise and
~glory," aware that self-confession in terms of reliable, objective judge-
ment is a failure because it presents only one, biased view. Because
confession gains sympathy (confession is as much for forgiveness as for
judgement), it subsumes judgement, and hence the apologist "rises from
confession, proved./A god." He wishes to create the illusion of-giving
his hearer every chance to judge him, however, and .therefore he attempts:
to rectify-the situation by rejecting autobiography and by presenting
his 1ife as if written by a combined novelist-and historian, Thiers-Hugo.

A plague of the return to "I--I--I

Did this, meant that, hoped, feared the other thing!"

Autobiography, adieu! The rest

Shall make amends, be pure blame, history

And falsehood: not the ineffective truth,

But Thiers-and-Victor-Hugo exercise.

Hear what I never was, but might have been

I' the better world where goes tobacco-smoke!

Here lie the dozen volumes of my 1life:
(Did I say "1ie"? the pregnant word will serve). (1218-1227)
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He now dramatizes his actions and arguments as if reported from an objec-
tive point of view; he changes his technique from that of an apologist.
to that of.a social observer, in effect changing the technique of his
‘reverie from a dramatic monologue to.a novel. It is important to note
the manner in which he introduces the new method. He is no longer going
to présent himself.by way of the truth ("ineffective" because from .only -
one point of view), but by way of "history and falsehood," by "pure
blame" or "Thiers-and-Victor-Hugo exercise.": His appellation and descrip-
tion capitalize on the popular and obvious notion that fiction, even.
though in the form of history, is a lie, and therefore to be mistrusted.
He immediately establishes one level of ifony by -implying that only false-
hood can reveal the truth.. In a rhetorical flourish designed to lessen
the auditor's suspicions, he playfully allows, and thereby makes explicit,
the ambiguity in lie. His artifice here, then, is to say that his pre-
sentation is. false, so that his judge, instead of seeking falsehood. in
truth, will Took for truth in falsehood.

This paradox links the Prince's -exercise in deception with Brown-

ing's aesthetic practice and»theory.24

The moral problem that art is.a
1ie is not new to Browning and he combines here the Prince{s deceit with
the poem's illusion, so that both falsehoods paradoxically contain truth
for the reader. (This intermingling of art, morality and metaphysics

occurs again in Fifine at the Fair.) The Prince's conscious manipulation

of -.confessional techniques and their potential for receiving understanding
sympathy rather than unimpassioned judgement also combines his personal.

predicament with Bfowning's artistic dilemma. - Despite a monologuist's
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plea of honest and objective confession,.his presentétion is inevitably
biased by his point of view. This invokes the epistemological problem
of knowing truth in the face of this serious Tlimitation in judging such
a controlled point of view. The possibility arises that a skilled and-
conscious manipulator of confessional technique without external opposi-
tion could -argue a.selfish concept with impunity. This possibility is
enhanced -by the Prince's second technique of self-explanation, which is
equally a failure, with the first, for external judgement, since its
point of view is stil]'cdntrol1ed'by the Prince, not by its ostensible
author, .Thiers-Hugo.

In a nove],;the reader has to -rely on the narrator's control -and
information for perceiving truth and for-judging character; consequently,
it becomes even more difficult to judge the Prince adversely in part two
than in part one, without informatibn external to the poem.- Without
_ givihg this reason, Drew.arrives at a similar conc]usion.z.5 To emphasize
this.obstacle in perceivihg a culpable persona, however, is to avoid the
real point that the artifice employed in part two makes the Prince's
defense more effective, and testifies even further to his intellectual
ability. The only way to expose the deception behind thié illusion is
to reveal the underlying assumption that everything given 1is controlled
by the author, in this instance the Prince. It is all therefore from his
limited and naturally protective point of view, so only the kind of
illusion created differs from part one. Thé poem is instructive both as
an object lesson in literary control and as an illustration of the manner

in which a mind defends itself through the deception of a carefully
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regulated field of vision.. However, the resulting illusion is only an
outward one, which the Prince!s perceptibn brings him finally to realize.

| This skilled manipuiation of . the poem's form by the'gersona does
not mean-that the reader.cannot recognize.theirecurring impulses and
predfspositionsAin his character, which emerge despite the care he
exercises to disguise them. Part'oneg pa?ticu]ar]y,,contains the usual-
inadvertent character-revelation of the dramatic monologue; in this poem,
however, the monologue -exposes not-so.much casuistry, in the sense of
erroneous or fallacious.arguments, as an emotional anxiety and:selfish

scepticism which underlie the speaker's phi]osophyg26

ii

- The Prince opens his monologue in.a mildly -bantering manner which
is both'ingratiating and lighthearted. He appears amused by his compan-
jon's desire to know him. ("Wise men, 'tis said, have sometimes wished
the same, /And wished and .had their trouble for their pains"; 4-5), and
yet his flirtatious teasing about her interest--"Who finds me hardly
~grey, and likes my -nose" (20)--masks the importance to him of the task
proposed: ."Revealment. of myself!" By casting himself first as the
Sphynx, he immediately posits the riddle of -his actionSfand identity.
But despite the apparent spontaneity ofahisbgestureg he seems eager to

have "justice rendered! to "the good. trick which served the turn," and,
particularly, to avoid classification with Home's charlatanism (6-14)..

The Sphynx metaphor, in its evocation of a significant mythological
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figure, is flattering to the Prince, but he also introduces a comic
element in the image of his Oedipus lurking "Under a pork-pie hat and
crinoline" and pouncing "on Sphynx in Leicester Square" (6-8). This fus-
ion of.the archetypal with the commonplace and trivial creates a sense of -
flippancy which recurs as the poem proceeds; as yet it is-amusing, but
as the artifice accumulates, its effect borders on an unhealthy scepti--
cism. |

He next performs the lesson of the blots (inevitably referred to
by the poem's commentators), which, he says, illustrates his fundamental
impulse to "turn to best account the thing /That's half-made" ratherithan
to "Make what is absolutely new" (85-88). Even as he does this, however, .
a.number of incidental phrases require attention. While he joins the
two blots ‘with his right hand, his Teft "Pulled smooth and pinched the
moustache to a point" (44)--again the flippant gesture, this time physi-
cal. In his mention of Euclid and geometry, the first .of numerous ref-
erences to scientific matters, the phrase "moral mathematics" (52)
suggests a desire to deal with human values in a quantitative manner.
He also says he "knew how to extend" the two blots "into a line /Symmetric
on the sheet they blurred.before” (89-90); the contrast between
"symmetric" and "blurred" implies that he created order from disorder,
adding a concern for organization to his interest in empirical data.
After the initial impression of witty sophistication, he seems now to be
developing the image of an educated and rational intelligence. Yet, to
maintain the rapport with his less knoW]edgab]e_companion, he continues

with a jovial and earthy humility:
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_ leave this first
Clod of -an instance we began with, rise
To the complete world many clods effect.
Only continue patient while I throw,
Delver-like, spadeful after spadeful up,
Just-as truths come, the subsoil of me, mould
‘Whence spring my moods. (93-99)
Even this genial self-depreciation employs a geological metaphor which
suggests that he is being objective and honest, that truth is available
upon,ana]ysis.bf his spadefuls:
your.object,--just to find,
Alike from handlift and from.barrow-load, .
What salts and silts may;chstitute the earth . . . (99-101)
In the first scoop.of earth (111ff.), he explains his relationship
with God, reconciling the apparently contradictory~notions that he lives
"to please himself" and that he recognizes an "immeasurable" power greater
than his own (111-117). His tone is now that of a-phi]dsqpher making
careful mental distinctions:
I,--not He,--
Live, think, do human work here--no machine,
His will moves, but a being by myself,
His, and not He who made me for a work, .
Watches my working, judges its effect,
But does not interpose. (120-125)
The purpose of his argument in this section (111-229) is to sep-
arate his will and his existence from God's, and yet-to maintain that he
fulfils God"s purpose; the artifices employed to assert his position

illustrate the manner in which his argument is not captious, .but avoid-

certainvimplicationé contained in it, The central metaphor for his
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relationship with God is the courier. A courier, once given his task,
may execute it by whatever-means and in whatever mannervhe’chooses; when
his journey is completed, his performance will Be_judged by his employer,
not before; as the courier is to the Prince, so the Prince is to God.

The analogy ‘is not false, and yet the courier's relationship with his
master differs from the Prince's with his God in one respect which the
Prince here ignores: the courier, unlike the Prince, receives a difect
and specific command. Emphasis is p]aced.on the means of performing the
task and on the judgement of that means,.avoiding for the moment the
question of what that task is and, more particularly, how the Prince
knows what it is. A little later, he will describe his "mission," but
here his effort focuses on the assertion that his actions were wrought
~according to God's intention. He acknowledges the "inter-communication”
which some men have with God, and mentions the "varied modes of creature-
ship" which imply "just .as varied intercourse'" with their Creétor (170-
183). The impression is that the Prince has a dialogue with God, except
of -a kind different from others, but by his own analogy he receives only
one message which conveys his task, and that is.hardly - intercourse. His
lady companioﬁ,‘whom he types as one who continually seeks divine guid-
ance, suggests that he consciously pursues emancipation from God (199-
200).. He answers this by directing her attention to the duty of every
man, however menial his daily work, td take "the path appojnted him,"

and by involving her insincerity with his. (205-206, 217)--a rhetorical
device which avoids the question rather than answers it, since she will

presumably be reluctant to accuse herself of insincerity.  The:
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interrelationship between his duty and the duty of the "Tittle lives of

men" anticipates his concern for the poor and less fortunate citizens of
his country, which he professes later.: Certainly no-one would wish to
criticize him for associating himself with ordinary people, yet this
should not conceal his phrasing when he says each man should follow the
path which is "appointed him /By whatsoever sign he recognize"»(215-216);
this, of course, leaves the way clear to decide his own task at will.
Neither should. the édmirable religious sentiments in always acting with
regard to ultimate, not immediate, divine judgement deflect attention

from his acknowledged concern not only with what his "head and heart /Pre-

scribed," but also with "every sohf of -helpful circumstance" (235-240;

my jtalics).

The advantages in the form of divine relationship outlined by the
‘Prince ére threefold. He may simultaneously claim -divine authority for
his purpose and decidé for himself the means of pursuing those purposes.
(If.divine_guidénce,is continually sought, it might, of course, vary from
what is politically opportUné.) In subjecting all his methods to heavenly:
judgement, he gives the impression of subordinating himself to ideals
higher than human.expediency. In claiming to work always to the end of -
becoming "the creature [he] was bound./To be,” and not to thwart "God's
purpose. in creation" (246-248), he in effect shifts the responsibility -
for his motivations and.actions onto God who began it all. These advan-
tages are particularly important in preparing the way for the Prince's
later defence against accusations that he works solely by opportunism,

lacking any higher-ideal, but their validity is entirely.dependent on
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his claim to sincerity. The -diversion from his listener's query about
conscious emancipation is legitimate in emphasizing that very point.

At this stage of the poem; there is 1nsuff1c1ent»evideﬁce to judge
the Prince's integrity fairly.  Nevertheless, there are three hints that
his piety might'consist of convenient linguistic expressions: heaven and
earth are ".igures-which assist our sense" (114; my italics); life's
failure or success is "What folk call being saved or-cast away" (252; my
italics); and his auditor is .asked to "grant the phrase" when he refers
to his "mission" (277; my italics). Perhaps a crucial point is his
desire to "please [himself] on the great scale, /Having regard to immor-
tality /No less than 1ife" (233-235). He seeks to combine his political,
earthly aims with spiritual, heavenly purposes, to reconcile what may
otherwise seem opposite‘principlés, and his desire to balance different
views is one of -his basic emotjonal. and intellectual instincts.

He maintains a similar balance .in public affairs. His "mission;,"”
he says, is

to rule men--men within my reach,

To order, influence and dispose them so

As render solid-and stabilify

Mankind in particles, the light and loose,

For their-good and my pleasure in the act., (278-282)
The combination of public good with personal satisfaction and fulfilment
is probably the ideal defence for a political figure, as long as an
equi]ibrium is maintained and the second does not interfere with ‘the
first; The Prince's disarming honesty-in admitting that his own pleasure

is involved no.doubt helps to overcome fears that personal satisfaction
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might upset the balance.. Frankness is one of his -most useful and fre--
quently used artifices for promoting pTauéibi]ityl His appraisal of
himself in the next section, for example, where he describes himself as
a conservator, "possibly" a man most useful to his fellows, but not one
of the greatest:minds or rarest natures (2945297)? deflects criticism
and draws sympathy as an objective and fair-minded judgement. K Equitable
self-evaluation is another kind of balance, and the Prince's desire for
equalizing opposites is essentially a passion for order. He makes this
desire.expljcit-in saying that he aims to "stabilify /Mankind" (280-281),
and in professing "to trace-/The broken circle of society, /Dim actual
order" (300.302). It is, of course, a perfectly reasonable passion.

The poem proceeds with an important passage about the Prince's
concern for social order and about the nature of change.. The regenera-
tion of society occurs at irregular interva]s and is brought about by
men of exceptional character; the Prince, however, says.that he is not
such a man and that his time does not require such radical change. He
accepts -the fact that rebirth must-inevitably occur sdme time, .but it
seems ‘a reluctant admission as he renders the processes of change ambig-
uous.. He employs a geographical illustration for.these processes, and
though the result of change is “"New teeming growth . . . a world broke
up /Andlre—made;f even "order gained by law destroyed" (341-343), the
act .of change means a terrifying upheaval: Earth's "mountains tremble
into fire, her plains /Heave blinded by confusion" (339-340). The value
of the man who promotes this upheaval is also made ambiguous by a list

of such men which includes a "dervish desert-spectre" and "swordsman"-as
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well as-a "saint, /Law-giver" and "lyrist” (350-351). The Prince's
phrasing of -the breaking up of ice-tracts is attractively handled, and
his description of what is lost is an example of his ability to achieve
a splendid lyricism:

there's an end of immobility,

Silence,.and all that tinted pageant, base

To pinnacle, one flush from fairyland

Deep-asleep and deserted somewhere,--see!--

As a fresh sun, wave, spring and joy outburst. (333-337)
Certainly, "joy" comes forth, but the impressive tone in imaging the Tost
fairy]and‘suggeﬁts that the Prince prefers its silent immobility, not
because what is new is not valuable, but because of-the confusion and
the dissipation of order necessary to bring it-about. His selection of
irregular and violent geological. transformation may also be seen as an
artifice designed to reinforce the dangers inherent in physical, and by
analogy -social, change. To employ metaphors of seasonal variatioh-wou1d
undermine his effect, since that form of regeneration is regular as well
as inevitable. In this passage, the Prince's passion for order insinuates
a covert fear of disorder.

After dramatizing the contradictory attitudes of his critics, and
incidentally giving another demonstration of his infrequent felicity with
words ('"Leave uneffaced the crazy labyrinth /Of alteration and amendment";
382-383), the Prince reiterates his conservative aim, to "Do the best with
the Teast change possible" (397). He says he will prepare the way for
the man of genfus Who-is to renew society, establishing a "good hard sub-

stance, not mere shade and shine" (411) for this man to build on.
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Hohenstiel-Schwangau's hope for mankind is “something equably smoothed
everywhere, /Good, reconciled with hardly-quite-as-good, /Instead of
- good and bad each jostling each" (429-431). A conciliation in the latter
sense is acceptable, even if an "equably smoothed”:society is a somewhat
bland propoéition.. Man toils such a long-time before'producing»any
change in "the heart of things," concludes the Prince, that not even a
cigar whiff should be risked for "Fourier,-Comte; and all .that ends in
smoke!" (434-439)--a reference which typifies the use of proper names in
the poem.. The theories and proposa1s of Fourier and Comte are not dis-
tinguished or analysed, but in casually inserting their names into his
conversation, the Prince can pretend to:a fami]iarity with contemporary..
inte]]éctuél,thought; his equally casual dismissal of them into the realms
of smoke disposes of that thought without the need for further consider-
at%on.

The Prince next emphasizes his plan for the coexistence of various
kinds of moral happiness (440-472).- It is another praiseworthy endeavour,
provided, as the Prince points out-in one of his comically frivolous
images, "each toe spares its neighbour's kibe" (450). To "rule and regu--
late the course,":making sure that "none impede the other's path" (460-
466), is the Prince's chosen purpose, yet his mechanical metaphor for
society ("the whole machine should march /Impelled by those diversely-
moving parts"; 466-467) is significantly at variance with his cbncern
for qualitative ("moral, mark!--not material"; 446)_héppiness. The
quality of moral happiness implies a series of fine gradations, whereas

mechanical order is a relatively gross and blunt systematization. The
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fmachine" iﬁage'invokes the Prince's earlier reference to "moral mathe-
matics" (52) and further demonstrates his preference for the quantita-
tive ordering of human values.. Since a society which moves.smoothly and
machine-1like is one where feelings, emotions and qualitative judgements
bring no.unruly disturbances, the>image a150’reihforces his desire to
avoid uncontrolled circumstances, where the course of -political action
might be uncertain.

Continuing his monologue, the Prince:reaches an important sum--

mation:

I think that to have held the balance straight

For: ‘twenty years, say,. weighing claim and claim,

And giving each its due, no less no more,

This was good service to humanity,

Right usage of my power in head and heart,

And reasonable piety beside.

Keep those three points in mind while Judg1ng me! (473-479)
This is a crucial element in his apology, since it shows his attempt to
combine an external balance in social order, the judicial sustaining of
equality for all points of view, with an internal integration between
head,.heart and god-(or between intellect, emotion and spirit,'insofar-as
he believes .in spirit). His "right usage" of his head and heart in-con--
trolling social order is an act which, for him, fuses identity and per-
sonality--to make Harold Rosenberg's distinction between these terms.27
Political action chh.as the Prihce describes would esfab]ish his iden- -
tity as a self-posséssed, rational and ideologically comprehensive ruler.

This identity coincides with the impulses for -unity and the fear of

chaos which characterize his personality, and the underlying object of
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the monologue 'is to reach a decision which would continue to demonstrate
the identity of .a real and integrated personality. The Prince creates
the illusion that his natural personality is expressed through social
action which combines the fulfilment of his public identity with politi--
cal advantage to his people. His political philosophy is therefore
designed to unite his psychological state with his public identity, and
-this intention is.fraught with the complexities of his intellectual:
effort to sustain the illusion.

One part of his argument must rest on the position that his con-
servative policies suit the conditions of his nation.. His repeated
asseverations that the time and "state of things" demand conservative
rule (e.qg., 352-354, 440-442) are an important element of his political
debate. In terms of his psychology, they are crucial artifices to sup-
port.his implied claim that the qualities he possesses for action coincide
remarkably with the gualities required by the social situation for -its
successful rule. Harold Rosenberg comments on the identity and person-.
ality predicament in Hamlet:

In«[Hamlet], the action of-a person, which is the expression of a
psychological condition, is contrasted with that of an identity,
which always takes place in response to his role--which he performs

. as required of him by the plot, by the whole in which he is located.
. . . Hamlet has all the qualities required for -action; what he

lacks is the identity structure which would fit him to be a charac-
ter in a drama, a one-ness with his role originating in and respond-
ing to the-laws of his dramatic world.28
Hdhenstie]-Schwangau's dilemma involves a similar contrast, with the dif-

‘fererice. that he lacks Hamlet's inner personal qualities and that his

reverie is an attempt to hide this deficiency. In this regard, the
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relationship with God which he specifies earlier becomes relevant. His
freedom of will in determining the means for pursuing his assigned task
assures the Prfnce, since he is his own auditor, that his actions do
express his individual personality, or conversely that he does not act"
merely in accord with external circumstances. (The latter situation
would place him in Hamlet's predicament, which he is trying to avoid,
albeit through,se]f—deception.)!AThe success of -the Prince's claim is
always dubious;,however, because un]iké Hamlet he controls, in this
reverie, his own "dramatic world," and therefore is in a position to des--
_ cribe that world in such:a way that the action required by it would in-
dicate an identity admirably suited to his "psychological.condition."

The -fruitful union of his personality with-fhe external circum-

stances is also the point behind his description of-his "double joy";

This is the honour,--that no thing I know,"

Feel or conceive, but I can make my own

Somehow, ‘by use of hand or head or heart:

This is the glory,--that in all conceived,

Or felt or known, I recognize a mind

Not mine but 1ike mine,--for the double joy,---

Making all things for me and me for Him. (570-576)
Because he can both make all that he perceives his own--whether through
sense, emotion or intellect--and recognize in all this a mind not his but
Tike his, the two--God and Prince--ake-interdependent, This satisfying
communion with God effectively symbolizes the summation of -his desires:
the integration of .self, achieved through an interdependence of external

circumstance and internal personality.which could not be effected with-

out this integration and which therefore proves its existence. The
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Prince's heaven, a grand reconciliation of»po1ar1t1esv(5894598),'simi]ar1y
symbolizes his strong impulses to unify warring e]ements.29 Ironically,
the reconciliation is an f]lusion, and what appears to be interdependence
is a one way affair, with all relationshipsbdependent on the Prince's
point of view. The 1ntégrated self is not proved, although there is also
a further irony that the Prince finally does achieve a form of equilib-
rium in his character, and thereby renders himself incapable of making a
decision.

Another necessary part of the argument for preserving society must
be that society.is worth preserving. The Prince pursues this point in
two ways: by heavily criticizing those who belittle man's nature, partic-
ularly poets (499-612); and by asserting that evil is a necessary agent
for good (620-646). The second propbsition is a version of the doctrine
of imperfection, familiar in Browning's work. The first argument, how-
ever, has more dubious merit. An argument -by negation, it emphasizes.
not the va]uerf-man's nature, but the worthlessnesslof those who deride
that value: The Prince accuses the Bard of engaging in wi]fu1‘deception
in order to establish his personal superiority over dther‘men and over -
the "visible universe." This accusation would appeal to the popular
desire for poetic sincerity,30 based as it is on the kind of aesthetic

attitudes seen in Bentham's "The Rationale of Reward" ("Truth, exactitude
)31

of every kind, is fatal to poetry")” --an appropriate attitude for a
pragmatic politician perhaps, particularly when he wants to divert ques-
tions about truth away from himself. Basically, however, the Prince re-,

futes by travesty rather than by argument, -and his performance frequently
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verges on mere ridicule:
"0 sun, 0 moon, ye mountains and thou sea, .
Thou emblem of immensity, thou this,
That,.and the other,--what impertinence
In man to eat and drink and walk about .
And have his little notions of his own,
The while some wave sheds foam upon the shore!" (521-526)
The whole passage, including the reduction of the pathetic fallacy to a
matter of ventriloquy (540), is a travesty which by exposing the Prince's
phi]istihism,32'suggests a certain disingenuousness if not cynicism on
his part333 despite his plea that he has the interests of all men at
heart. - His immediate purpose again is the matter-of -equality and co-
operation. The poet muét not-be allowed to suggest that man is inferior
to nature, or that some men are inferior to others; the Prince's phil-
osophy is one of all-embracing tolerance and cohesion between disparities.
When he turns from describing his aim to _discussing "the means
thereto" (649), he again pauses to develop a long aside reiterating his
refusal to destroy existing objects, even if destruction weré the proper-
work to choose. In the sustained elaborateness of its structure, the
episode is evidence of his verbal skill, but it also makes apparent the
obéessive quality in his plan for preservation. The repetition of his
aspifations is becoming tedious for thé reader, but the tedium should
not hide the poiht,that his dismissal of doubt about.the correctness of-
his "end"--"Can there be question which was the right task-- /To save
or to destroy society?" (653-654)--emphasizes his choice as one between
saving or-destroying society. He'now,.conyeniently,.1gnores the possi-

bility of change, whereas earlier, when discussing his action with the
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blots, hé presented his choice as one'between creating something new or
making "the best of the old" (263-268). | |

After the emotional and rhetorical tone of this digression, the
Prince once more assumes the role of .an objective and honest-apologist:
"the means /Whereby to save [society],--there begins the doubt /Permitted
you,'imperative on me" (701-703). He continues to play down his own ego
("Sustaining is no brilliant-self-display /Like knockiné down or even
setting_up“§ 712-713) as a ploy to avoid hints that he acted-in his own
interest; yet his reference to man's regard for Hercules as-mightier
than Atlas implies that he;desérves.the recognition due an Atlas who
‘bore the earth's load continually, not-just for one day. The Prince is
careful always to.maintain a balance, even in his own self-appraisal.

Following the immediate introduction.of what will constitute his
most.important and viable defence of his conservative policy--his
sympathy for-the mass-of ordinary people, those that "sought-the daily
bread and nothing more" (742)--he dramatizes the demands of his critics, }
and particu]ar1y;fhe~demand that he choosevone of their.causes (776-779).:
In the process of accusing him of Tlacking high aspirations (760-766) and
of pursuing a "sham policy" (801), the critic outlines some of the
specific polarities faced by Hohenstiel-Schwangau: strict faith or vague
incredulity, social hierarchy or democratic freedom, foreign policy or
domestic reform, and complying with the nation by fighting or snubbing
the nation by-seeking peace (780-793). One further policy--"Bid /Hohen-
stiel-Schwangau first repeal the tax /On pig-tails and-pomatum, and then

mind /Abstruser matters for next century!" (793-796)--employs one of the
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Prince's typical travesties against himself, and the critic exploits the
clumsiness of the Prince's name for a similar satiric effect: "print /By
force of arms . . . /Hohenstiel-Schwangau on the universe!” (787-790).
He characterizes the Prince's all-inclusive conservatism as an oscillat-
ing and."tantalizing help" for alternate sides, and finally concludes"
with a crucial paradox: "Your choice, /Speak.it out and condemn yourself
thereby!" - (804-805). A choice would condemn the Prince because it wdu]d
deny his principles. of tolerance for.all views; it would commit him to
one specific policy which would render-him more vulnerable to attack 4f
proved wrong. In what amounts, in terms of the larger illusion, to self-
deprecation, the critic says_the Prince's attempt to maintain a compre-
hensive view, not limited by a single perspective, is a
“sham policy,

Sure ague of the mind and nothing more,

Disease of the perception or the will,

That fain would hide in a fine name!"- (801-804).
This accusation points to the heart of the matter: the Prince's phi]osophyt
as a means of deception, pursued for personal purposes, a "disease of the
perception." In one sense his dilemma is not~an_"§gue of the mind," but
a too agile mind which aspires to encompass all views; it is fit enough,
after all, to embrace its own criticism:and finally its. error. However,
the suspicion remains that the Prince will not choose any single course
of action lest it involve a wrong decision. It is an important accusa-
tion in terms of the poem's total purpose, since it intimates the

Prince's personal insecurity, and its critical significance is only
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superseded by the cry that he has not acted upon the ideals which he once
had as a youth.  This cry--"we desiderate performance, deed /For word"
(881-882)--is directly pertinent to the political decision that provokes
the reverie and to the Prince's defense of inaction; the two, of course,
are concomitant.

The Prince's arguments in the remainder of part one (the next 400
Tines). are of mixed quality and exemplify the ambivalence which dﬁstin--
guishes his personality. He answers his critic's -demands for choice by
referring to-man's limited life span{ guarantee him a hundred years énd
_ he would concentrate on one cause, since he too, he claims, has a cause.
But in describing how heonce "took wings, .soared sunward, and thence
sang" (821) of his ideals, he gives to his expression a taint of scepti-
cism which undermines his sincerity. The 1mageiof soaring sunward on
wings imp]icft1y parodies both the critic's previous images wanting the
Prince to look upward withvfmore of the eagle eye" (764), and the myth
of Icarus; the latter, particularly, renders youthful idealism absurd
rather than inspired. After the Prince has outlined his ideals--a united
Italy, free trade, free press, universa] suffrage, labour rights (871-
873)--there is a:further interweaving of rhetoric between Prince and -
critic. The critic picks up the Prince's "voice only" metaphor for
impractical idealism to apply it against him, and after denying the
Prince's achievements says he stands eitﬁer false or weak--false in pro-
mises or weak in their implementation.. The Prince, of course, admits to
neither. He puts the words that man "craves finer fare, :nor 1ive$ by .

bread alone" (898) into the critic's mouth (and includes a subtle
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criticism by having the critic forget where the quote is from;-899) and
then uses it in'his first justification for not acting out his ideals.
He could not fulfil his intentions because practical conditions demanded
certain priorities: "'Not bread alone' but bread before all else /. .
the bodily want serve first,vsaid‘I”~(918-919).‘ This is the strongest
possible argument, but it Teads on to derogatory remarks about democracy
("diverse hundred:thousand_foo1s,may,yote‘/. . .t/And so elect Barabbas
deputy -/In lieu of his concurrent"; 932-935) which again suggest that he
argues an appropriate rather than a sincere case.34

The Prince's second justification rests on the‘paradox that social
development entails -social disintegration:
man is made in sympathy with man

At outset of existence, so to speak;

But in dissociation, more and more,

Man from his fellow, as their lives advance

In culture . . . (948-952)
Man is-faced with the contradictory promptings of nature--to "consult"
the ordinary demands of men and -women (971-973), and to "care .:. . for
thyself a]éne".(974-979)-—which are particularly difficult to resolve
for a ruler of.society. - The Prince explains the predicament through
evolutionary theory--he has always shown a predilection for scientific,
empirical references--which supports his political policies in a number
of ways. It accounts for his personal deficiencies: he had:to "cut
probation short," not havihg time to. experience all social grades as

part of an ideal apprenticeship or evolution for his task as prihce (994-

1011). Evolution is a slow process: "God takes time" (1011). Hence the
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Prince's concern for the development of society through the gradual de- .
~grees of natural growth;n Finally, evolution téstifies to the interdepen-
dence of man and nature, and of the varying stages of growth. Having
been Todged successively-in hole, cavé, hut, tenement, mansion and
palace, the Prince finds'himself "Toftier i' the Tast," but "not more
emancipate" (1016). Progress dbés not mean he can sever the Tink wfth
his past, yet neither does this inability to.free himself mean his iden-
tity is dependent on his surroundings: -"From first -to last of 10dging,
I was I,_/And_nof at all.the place that harboured me" (1017-1018). This
notion both refers back to his dilemmé»in wanting to establish an identity
which adequate]y‘expresses his personality, without merely capitulating
to circumstances, and explains his action in serving man's common demands.
His inextricable kinship with nature and with other men leads him to
recognize mankind "in all its height and depth and length and breadth"
(1056), and therefore he will not allow social superiority to blind him
to the requirements of the less fortunate:

I, being of will and power to help, i' the main,
Mankind, must help the least wants first. (1058-1059)

These admirable sentiments are reduced in value by the next pass-
age, where the implications again allude to the Prince;s selfish bias.:
He refers -once more to the short life .(an average of twenty years, he
says; 811) avai1ab1é to men, presumably expecting his account of the in-
adequate time for a proper apprenticeship (994-1011) to bring sympathy
for his attitude. If he could be assured of a hundred years, he would

certainly work "with hand and heart" at some “"exceptionally noble -cause”
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(1060-1070) . His belief in such a cause is questioned by the hint of
irony, when he says there would be time "to try experiment at ease," and
when he contrasts-the-“suaden marvel" which he would then erect with the
otherwise "slow and sober uprise all around" of the building (1072-1078;
my italics). His comment that there will be "full time to mend as well
as mar" (1074) also suggests that the critic was right earlier to accuse
him of being afraid.to choose one cause, for. fear of -losing his good
name.. Finally, this third justification, that there is not time for
experiment, ends merely in a flippant gesture, quite different in tone
from the rest of the passage:
Well, and what is there to be sad about?
The world's the world, life's life, and nothing else,
' (1085-1086)

It is a reduction of his position to a facile platitude, making stronger
the sense of hié scepticism, and anticipating the gambling gesture in
the conclusion, as if he can no longer mainfain the strain of careful
argument. . |

His last two justifications for not fulfilling his promises expose
an increased degree of scepticism: His fourth argument is to imply that
one -of the "higher sort"I (1088) who believes i11 can be made good or
ugliness made beautiful is simply being fanciful. He concedes that they
find sufficient success to justify hope; but they also experience "fail-
ure enough . . . /To bid ambition keep the whole from change, /As their
best service" (1098-1100). Al1 change, .he says, inevitably leads to the

same chequered mixture of black and white which forms the present state
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of things (1094-1098); this, when taken to its -conclusion, is an argument
for-tqta] inaction.

His fifth justification is really a subsidiary of the first, sep-
arating the needs of -the body from those of the soul. The Prince pro-

fesses to value idealism, but typically his expression modifies his

approval.  In pointing out that "Hans Slouch" would refuse The Critique
of Pure Reason as a substitute for meat (1109-1111), he appeals to common
sense, but the humourﬂis‘boorish and reminds the reader of the Prince's
earlier philistinism towards nature poets. Common sense also prompts
that Kant never intended that his Critique could or should serve as such
a substitute. Idealism, the Prince says, functions best .when hindered,
and -ignorance and stupidity form a necessary opposition. Comparing ideal-
ists ‘to a river; he says they crash, after moving smoothly for a while,
on the rocks of "ignorance, /Stupidity, hate, envy," but then
Up [they] mount in minUte-mist,

“And bridge the chasm that crushed [their] quietude,

A spirit-rainbow, earthborn jewelry

Qutsparkling the insipid firmament

Blue above Terni -and its orange-trees. (1141-1145)
It is an attractive image, but this ethereal beauty has 1ittle to do.with
social change,_ The idealists' torrent has been transformed into a pleas-
ing "spirit-rainbow," but "minute mist" has none of the force of -the
"roya]est»of rivers" which they were before the "chasm" (1136), and
"earthborn jewelry" is merely ornamental. The firmament may.be "insipid,"
but it is the stage of socia] action, as the Prince has repeated]y

pointed out; and a man who frequently employs scientific references to-
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support his attitudes could reasonably be expected to have reservations
about being-"King o' the castle in the air" (1108),.as he terms Kant.
Also, in the bontext bf his previous obsession with balance and order,
.he cdu1d~hard]y be expected to want his quietude "crushed" or to be
fretted into "foam and noise" (1140). His consciousness that he may
have cohveyed these "impressions 1s-apparenf when he immediately .inter-
jects- "Do not mistake me!" (1146). But once he has acknowledged the
"rights" of idealists, he simply.continues with two rhetorical questions
which are equa]]y_ironic.35

The first part of the poem, the formal dramatic monologue, then
concludes with a reference to the Laocoon sculpture. The Prince uses
this figure to characterize what appears to be somnolent inertia as con-
stant and ardent strain (1183-1198), with the clear implication that the
same interpretation applies to himself. The metaphor is viable enough,
but it is carefully -chosen to.exploit the pub1ic's insensitive and
uninformed judgement of art objects in the Prince's favour.36

Prince Hohenstiel-Schwangau is -not intent on the kind-of wilful
" deception which Sludge and Guido attempt. His deceit is more to mask a
natural scepticism than to defend gross fraud or murder. His arguments
are spurious rather than sophistical. The defence of his policies is.
not ruined by erroneous logic, but it exploits images and examples which
imply - the emotional anxiety and ambivalent beliefs underlying his apology.
This revelation does not mean he is necessarily to be judged-harshly;

rather, it increases the understanding of.his predicament, which helps to

mitigaté whatever condemnation his sceptita1 attitude to idealism might-
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elicit. Such a conflict between sympathy and judgement is, of course, a

characteristic of the dramatic mono}ogue_form.37

In the second part, the Prince employs a different technique, re-
porting in the third person various arguments. between the Head of .
Hohenstiel-Schwangau (the country) and Sagacity, the spokesman for ex-
pediency .and popular opinion. In the opening;section,.bf about 150
lines, the narrator describes the Head's policies, which are the same
principles of non-interference and -preservation of -order émbraced by the
Prince in part one of the poem. There is also the same scepticism about
the possibility for human goodness. The Head, the narrator repqrts,
recognized that "weakness, wickedness will be, /And therefore should be"
(1317-1318), that even the most perfect man would break "into some
'poisohous ore," thus compensating, in what might be called moral ecology,
"Man's Adversary" for excluding him (1318-1329). The ore-smelting .image
is reminiscent of the industrial and scientific metaphors empioyed by the
Prince earlier. Evidently, in the role of narrator, the Prince has not
relinquished his character and point of view, and he manipulates the
~ reader's approval for the Head, who supposedly (it is never explicit) -
represents what he "might have been" (1224, 2085). The Head, the
narrator says, "chose truth" and rejected swift action to apprehend
those servants of the people who falsely plotted against him. He preferred

“to acquiesce in the Creator's plan, "leaving Tittle minds their Tliberty /0f
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Tittleness" (1290-1291). The Head is characterized by the narrator as a
.man of patience and-integrity, and as 1Qng»as the reader is depeﬁdent on
the information given, this opinion cannot be disputed.

The Head eventually appeals to the people for the power to do
their will. It is to be their choice, he says (1400-1401), although he
also will choose if the means they allow him "be adequate /To the end
and aim" (1403-1404)--a convenient method of leaving the responsibility
for his proposal with them, while he retains control over -its content
and purpose. Passing the dilemma of choice to the peop]e_is cohsistent
with the previous -arguments for -avoiding éhoices about specific action;
these. arguments are inevitably hidden, in both parts of-the poem, by a
mask of préctica]»scepticism,about the success of all human endeavour,
“particularly endeavour for moral good.

The Head is approved in his request and proceeds to demonstrate a
new dimension of the Prince's character: the ability to.act decisively
when required. In the first monologue, the Prince argues a policy of
preservation and-explains his failure to fulfil his political (and
youthful) promises: a defence of inaction; To.this point in the second
part, the narrator has favourably presented the Head's forbearance towards
his enemies: again a defence of inaction.  Now, however, the Head, in
punishing all wanton deceivers and tricksters (1419-1435), represents
the Prince's capability for successful action. When Sagacity attempts
to complain that he édhered to the Tetter of the law, so that by not
destroying villainy in its embryonic state he perpetrated thrice the

necessary slaughter (1456-1474), the Head maintains that he preserved
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truth, implying that he might have harmed good as well as evil with more
hasty -vengeance (1476-1484). The narrator then more carefully explains
the Head's character in terms of this new development.

The Head ruled twenty years with one main principle: "govern for

the many first, /The poor mean multitude, all mouths and eyes" (1491-
1492) .- His purpose was to maintain the order and unity of society, to
narrow "the gulf /Yawning so terribly 'twixt mind and -mind" (1496-1497),
to "Equalize things-a Tittle!"™ (1501); and he pursued -his task, certain
that "he was in the hand of -God” (1511). A11 this is in accord with the
Prince's monologue, but the important revelation follows. This man, who
was so "timid" about harming the "order" of humanity, so afraid to imperil
any good.in the depths of things "for a problematic cure /Of grievance on
the surface" (1516-1517), will act without hesitation when confronted
with real evil:

This same man, so irresolute befo?e,

Show him a true excrescence to cut sheer,

A devil's-graft on God's foundation-stock,

Then--no complaint of indecigion more! (1519-1522)
As further proof of his resolute intention, the narrator offers the example
of the Italian affair. Sagacity argues to Teave things as they are, to
"keep Rome manacled /Hand and foot" (1549-1550), but the Head_ddes not .
listen, and excises "the canker"--"Out it came, /Root and branch" (1560-
1565) .. When Sagacity complains that he did not try persuasion through
public opinion--"The great mind knows the power of gentleness, /Only tries
force because persuasion fails" (1574-1575)--the Head retorts that the

only result after twenty years would be "your own fool-face waiting for
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the sight," since."knavesf work while "fools" wait (1589-1594). His
scepticism here is of a healthy, practical kind; as the narrator points
out, "the war came which he knew must be" (1597).

Concentrating on two issues--the fighting in Italy and the choice
of a successor--the remainder of the second part further reinforces the
Head's character as a man of decision and integrity, a man with staunch-
aﬁd high, yet practical and rea]istic; principles, a man particularly
“who 1is antipathetic to all deceit and false dealing. The country,
Hohenstiel-Schwangau, had once fought'for its own liberty and life and
had fought well, but from this time the people had a]éo gained a love of

fjghting "for fighting's sake," so thatIWhat was once a glory became a
“plague," and the "champion-armour" now masked marauding (1598-1617).
Within this tradition, the country nourished the 1ie that "War is best,
/Peate is worst; peace we only tolerate /As needful preparation for new
war" (1631-1633). To deal with this situation, Sagacity advises an ex-
ploitation of the people's selfishness, prolonging peace "artfully, as
if intent /On ending peace as soon as possib1e"‘(1652—1653);~and tHe nar-.
rator says that since "devil's-doctrine . . . was judged God's ]a&," it
would have "seemed a venial fault at most," if the Head had agreed with
Sagacity (1646-1649). But the Head prefers truth and will not deceive
his people:
. While I have rule,
Understand!--war for war's sake, war for sake

0' the good war gets you as war's sole excuse,
Is damnable and damned shall be. (1739-1742)

He admonishes them for seeking an illusory glory and expresses a contempt



49
for their foolishness (1769-1771) similar to the Erince's earlier-atti-
tude to democratic processes (927-935). Whereas the Prince's expression
implied an insincerity in his claim to idealism, the Head's purpose here
is more strictly rhetorical. He openly-derides his people's intelligence
in order to assert his own wisdom, .which he wishes to enforce -onto them:

See! you accept such one wise man, myself:

-Wise or less wise, still I operate

From my.own stock of wisdom. .. .
You,.I aspire-to make my better self

And. truly the Great Nation. (1804-1818)
This aim to make his people an extension of ‘his personality and identity
~differs from the Prince’s concern with an interdependence between himself
"~ and society in the first part, and 1f,measures fhe,different kind of
self-deception the Prince is effecting.withlhis third person narration.
A man such as the Head, who is secure in his beliefs and firm in his
decisions, need not bother unduly about external circumstances, or about
social abprova1._ Certain of his purposes, he imposes his will on his
surroundings; since his capacity for action is exactly co-ordinated with
his inner impulses and principles. His identity is the direct expression
of his will and neither need submit to political expediéncy. Hence, he
confident]y announces the necessity of - fighting for one cause, for
"truth- and right . . . on the absolute scale of God" (1862-1870). Con-
tinuing his opposition to deceit, he urgés his people to "endure no lie
which needs [their}-heart /And hand to push it out of mankind's path"
(187}—1872), since "man's life lasts on]y-twenty-years”-(1875; man's

short -1ife is now an argument for action; earlier it justified the Prince's
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failure to act on one specific policy). Austria's rule over Italy.is"
"such a lie, before both man and God," and -therefore they should free
Italy, "for Austria's sake the first, /Italy's next, and [their] sake
Tast of all1" (1876-1880).

In declaiming "war for the hate of war, /Not love, this once!"
(1906-1907), the Head is asserting a noble and unselfish princip]e_for
fighting, but his proposal still exploits his nation's desire to fight,
similar to Sagacity's»édvice-to exploit its selfishness, even though he

replaces ignoble reasons with worthy ones.-38

If this observation momen-
tarily detracts from the total idealism of-his argument, it does not
harm the main -importance of .the Head's behaviour--the assertion of his
independent will. In the wider context of the poem, this achievement is
of particular significance, since it is what the Prince finally cannot
do. The narrator goes on to state that the Head "was resolute /No trep-.
idation ... . should imperil from its poise /The base o' the world"
(1910-1919), which, by restating the Head's basic desire to preserve
order, maintains a consistency with the first part of the poem. Never-
theless, the narrator also describes the value of the Head's character:
in him, "will and power concurred, /0' the fittest man to rule™ (1921-1922).
The fact that the Head was chosen by the nation is proof; says the
narrator, that "the world had gained a point" (1920), and-in rejecting
the temptation to -found a dynasty, thé Head rejects the "pernicious fancy
that the son and heir /Receives the genius from the sire" (1955-1956).

The Head's reference to the succession of an Italian priesthood by assass-

ination also urges the naturalness of uncertain change:
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Depend on it, the change and the surprise
Are part o' the plan: 't is we wish steadiness;
Nature prefers a motion by unrest,
Advancement through this force which jostles that. (2027-2030)
The Prince has earlier expressed a similar notion, that change is accom-"
panied "by unrest" (324-354).- However?nthe Head's attitude towards the
idea is different: in pakt one, the Prince gave the 1mpression of preferf
ring calm, of being afraid of the confusion in upheaval, buf here, the
Head accepts the fact, and recognizes that the desire for "steadiness" is
a personal wish.. This differing attitude is again an aspect of the Head's
confidence; a man who is sure of his ability and purpose need not fear
disquietude or conf]icf., The Head also goes. on to ridicule the authority
of "pillow-Tuck," pointing out that it is impossible to determine which
son belongs to which father from an observation of the lives of his
fcrowned acquaintance"--"there's nothing so unproveable /As who is who,
what son of what a sire" (2051-2057). There is a hint here of the ques-
tion of identity again. Identity is not bestowed by birth, it must be
established, proven by the expression, perhaps even the imposition, of
will; a head of state cannot be given his name‘gratuitous]y, he must earn
it, so that "will and power" concur in "the fittest man to rule."’
As he wakes, in the conclusion, Hohenstiel-Schwangau makes explicit
the theme of identity: "'Who's who?' was aptly.asked, /Since certainly I
am not I!" (2078-2079). He has,.of course, been indulging in a diversity
of :roles which demonstrate his protean qua]ity.bf:mind: the educated-
intellectual, the witty séphisticate,-the judicial and dispassionate self-

apologist, the objective social observer, his critics, Sagacity, the Head,
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and the self-flattering figures of the Sphynx, Atlas and Laocoon. The
“histrionic nature of his monologue is also reinforced by several theatri--
cal metaphors: exile and. Leicester Square are "rehearsed, /Tried on
égain like cast clothes" (2076—2077).;39 the Prince's critic demands
"performance," since "solid earth" is the:”stage" (880-881); man's
apprenticeship is frequently curtailed, forcing him to "shuffle” through
his "part" as best as he can "on the stage" (1008-1011); the Head
allows plotters to “p]ay,the part" .given to them in the Creator's -"scheme"
(]298-1300); and the narrator emphasizes the dropping of ‘“masks," when
the deceivers are exposed by the Head (14]7). Amid the numerous voices
and dramatic devices, the Prince's character becomes uncertain, but not
non-existent.: Uncertainty'is at the centre of his personality, and he
reiterates in the conclusion the most important area of uncertainty for
him--his relationship with the external world.

As a politician, it is his duty to notice the demands of practical
circumstances, but therein lies the dilemma, as has been already sug-
~gested. The Prince faces the conf]ictAbetween_the external requirements
~of his public role and his personalvimpu1sés. "Inside the soul,"” he
says, argument is easy. There, thé "interlocuters" subordinate "claims
from without that take too high a»tonef—-claims made by God, man and a
prince's -"dignity"--and render these claims insignificant beside the in-
timate fact that he himself, his personality, is "first to be consiqered“
(2091-2104). This . "one intimatest fact" was hinted at in the two parts
of his reverie, and here he récognizes it openly. Unfortunately, when

"forced to speak," he continues, "one stoops to say" what one's aim
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"should have_been.f Motives which sufficed in the darkness (and silence)
of -the soul, are inadequate when brought “into the 1light by-languade, and
"one lies oneself /Even in the stating that one's end was truth” (2124-
2125). To harmonize the antiphonal claims of inner -self and.public
identity means, for the Prince, to exercise his bowers of decéption.

In the conclusion, -the Prince also takes up the last line of his
reverie ("meanwhile use the allotted minute . . .") as "the clue /[He]
fain would-find the end of" (2081-2082). This comment points to the
specific purpose in his reverie, to his decision -about the letter, “"whose
~grim seal, /Set all these fancies floating for an hour" (2152-2153). It
also points to his sense of Timited time, which accumulates in the poem
from his repeated references to the twenty years which constitute both
the time of his rule and man's average life (474, 811, 1069, 1490, 1589,
1875, 2154). This apprehension that there ma&-on]y remain "the allotted
minute" clarifies the relevance of the section on succession and accounts
in part for his fear of change in part one. It also leads directly. to-
his final impasse, where he relinquishes the effort to make a reasoned
decision, remaining content with his aéhievement in the Jast -twenty.

years:

Twenty years are good gain, come what come will!

Double or quits! The letter goes! Or stays? (2154-2155)

The Prince -may not finally be deceived about his selfish motives, but his
awareness about his continuing powers is more problematic. The concluding

paradox, that despite his acuity he is carelessly flippant.about his
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decision, climaxes the ironic discrepancy--apparent particularly in the
more revealing first part--between a lofty seriousness and a somewhat
commonplace frivolity. For all his intellectual ability--his knowledge
extends, albeit superficially, to mytho]ogy,'art, government, mathematiCs;
~geology, agriculture, medicine and-industry--and his protean agility of.
mind--indicated by his multiple role playing--he does not finally sub-
stantiate his identity. His will can no Tonger sustain the conflict, .
which he recognizes. His awareness mitigates criticism, and his final
ineffectuality, in view of his potential, is both tragic and comic. This
last point has been anticipated by C. H. Herford, who refers to Browning's

apologies as "tragi-comedies of principle, in which the whole action Ties

in the efforts of a se]f-reviewing;mind,tp'get its own life into the

compass of -a formula too narrow or too wide .40

Despite its limitations,
particularly about the second half of the poem, Herford's article is
also interesting for its tentative movement towards the personality.and

identity tension.

iv

The prince is a confessed self-apologist. Hé realizes that an
honest confession can be disarming and ingratiating, and that it enables
the listener to understand and sympathize, but to judge inadequately
when carefully controlled by a self-conscious speaker. He attempts to
posit a third view to facilitate judgement, but that view too is controlled

by him. His artifice is chosen to support his attitudes;-this he knows
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and.ackhow]edges. His understanding continues to the recognition that
all verbalized attitudes are lies, because of the artifice inherent in
all Tlanguage; Consequently, his very perception is a cause of his in-
ability to act.decisively, which effects another of.the ironies in his
character. The poem is an exercise in deception which finally admits
that since all is deception and therefore enigmatic, with uncertain
reality, the exercise itself is one of .futility and an argument for

‘inertia. If all verbal expression is a lie, and if a]](attempts:at
social improvement-ultimately produce no change, as the Prince argued in
part one,.then any chosen action would be wrong or at least vain. The
Prince may be able to balance polarities, as he claims, but he cannot
finally separate them when necessary. This predicament, in the context
of his passion for order and stability, produces the supreme irony that
he does achieve the desired equilibrium in his own personality, but of
a kind which amounts te an inept stasis. The only épparent means of
escape is through chance.

Philip Drew cites the difficulty of judging the persona-as a ser-
ious flaw in the poem:
. .. if Prince Hohenstiel-Schwangau were read by someone who had no
notion that Napoleon IIT was glanced at it would be very puzzling
indeed, for nothing is provided against which to check the Prince's -

arguments. - This has to be_supplied by the reader from his knowledge
of Napoleon III's career.

Drew elsewhere says that

even the advantage of a large historical perspective is not really
decisive ... . it does not, for example, enable us to detect a con-
sistent direction of ironic attack in the whole of thepoem.42
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There is, however, a consistent, if subtle, irony between the Prince's
embellishment of his worth through such comparisons as the SphynX,;Atlas,
Laocoon and Homer, and his scepticism which,frequent]y.questions his
sincerity. This irony-is(1ess obtrusive in part two because of the
third person narration, and because of the Head's confident will. There
are ‘also several other ironies which emerge with the conclusion, and
which have been outlined above. The limited judgement of the persona,
however, ié central to the poem's meaning, and the political arguments
are to be understood in terms of the persona's characteristics.

The Laocoon reference at the end of part one is an appropriate
image for. the poem's structure as well as for the Prince's immediate argu-
ment. He asks his listener to consider the statue with all accessories
covered, leaving "only-Laocoon /With neither sons nor serpents to denote
/The purpose of his gesture" (1187-1189). This limited exposure leaves
the statue open to ambiguous interpretation. An imaginative, sensitive
person could understand the statue's meaning--its struggle with some
unseen obstacle--while a less acute observer might call it "a yawn /0f
sheer .fatigue subsiding to repose" (1196-1197). The value of the inter-
pretations,; of course, is weighted in favour of the more heroic and less
trivial.. The poem presents a similarly incomplete 1ook-ét the Prince,
and with a similar ambiguity. The Prince's stand hovers between a sus--
taining of forces and a yawn, with the Prince intending to convince his
auditor that the first.is the more,perceptive Jjudgement.

When only one point of view is given by a highly conscious man, it

is difficult to fault that view without further information. Because the
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first part is a dramatic mono]ogué in the more conventional sense,vthe
Prince's expression can be seen to imply underlying biases. As a result,
the reader may observe that his political policies are the product of
~ personal needs, of his craving for an independent, confident, demonstrable
will.  The Prince develops a philosophy -of expedient preservation because
that -enables him to fuse idgntity and personality. Whethér or not the
opportunism conforms to the socia]lrea1ities is superficially a political
concern in his reverie; it 15 more fundamentally a problem in perception
and psychology. The second part, because it is apparently more objective,
is even more difficult to judge, except as the Prince intends. This
section gives the impression of an external account which considers more
seriously his political activities, but the deception is simply more
devious, for he still firmly governs the point of view. The poem drama-:
~ tizes a political figure who can defend himself, but only as long as he
is willing to deceive himself, to exploit a mask of,]anguage.43 Even his
final honesty ambiguously gains him favour at the same time that it con-
demns him: an acknowledged 11é-1s more ‘acceptable than a blind or dis-
honest denial of falsehood. .

In presenting the two forms of argument, the poem presents two
ways in which the persona views itself--each deception producing a differ-
ent kind of .i1lusion. In the first part, the Prince predominantly defends
a policy of inaction, effecting the illusion of a ruler who feeds the
poor-and promotes the co-existence of diverse ideologies.. In the second
part, he describes a policy of action, creating the image of a ruler who

acts raccording to high principles. . The two share a common concern for -
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social stability. The second does not contradict the first, since the
specific actions which are described there are not denied by the more
~general argument of the first. On the other hand, they may shed doubt on
each other. When the Head rejects Sagacity's advice to deceive the
people and puts -the truth about their attitude to war before them, is -
he opposing the Prince's earlier argument that idealism (truth) functions-
best when diluted with its opposite, falsehood? Or is the fact-that»tﬁe
Head's attitude to war finally supports his people's disposition (to.
fight), even if for more noble motives, the element of opportunism which
dilutes truth suffitient]y to make it effective? The crucial difference
is a matter of -personality. The Head is a man of firm resolve and de-
cision; he is secure in the expression of his personality through the
identity required of him by his social role. The Prince in part one is
more interested in co-operation, in the interdependence between society
and himself, where the satisfactory expression of his personality is
dependent on the social requirements conforming to that personality.

The Head is what the Prince "might have been" if he had overcome the in-
security of his personality. The reverie dramatizes the conflict between
personal idealism and practical politics which the Prince, at the con-~,
clusion of the poem, is unable to resolve rationally and convincingly.

To approach the poem as an exercise in self-deception, then, is
to perceive a structural unity rooted in character. Knowledge of
Napoleon III may-certainly add another level of “irony, but the poem is
intelligible within its own boundaries. As well as the deficiencies in

irony and structure, Drew also says Prince Hohenstiel-Schwangau lacks
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either "a narrative line" or "a progressive revelation of the true char-

acter of the speaker.”44

There is, though, a revelation of the Prince's
ambivalence and insecurity in.the course of the poem, particularly.in’
part one. It is not perhaps as "progressiVe" as might be desirabje, and
the argument tends to be repetitive; but the repetitions, again, while
dissatisfying, even at times exasperating, are due to the persona. They
expose his obsessions and are important, in view of the differing-tech-
niques in parts -one and-two, for emphasizing the common source of all
sections.

In disagreeing with Drew's unfavourable criticism of the poem,
this discussion may help to explain Browning's own satisfaction with it,

which most critics have subsequently dismissed.45

If, however, ‘the poem
is still not as exciting as others by Browning, then that also is -the
result of the persona or of the poem's realism, since part of the Prince's
deception is to seem quietly objective and self-possessed. . Perhaps an

arch-conservative is prosaic and dull by definition.. Nevertheless,

Prince Hohenstiel-Schwangau provides a fine eXémp]evar Morse Peckham's

description of a dramatic monologue: "the heart of the dramatic monologue

is- that the reader perceives the speaker as actor, self-conceived, self-

defined, and\self-deceived.“4§
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CHAPTER TWO

FIFINE AT THE FAIR: HISTRIONIC TRUTH

AND THE FLAUNTING OF ARTIFICE

After the predominantly dry, politic language of Prince Hohenstiel-

Schwangau, Fifine at the Fair is lively and vigorous. Whereas the

Prince's weariness was.reflected in his vain attempts at a prosaic secur-
ity, and whereas his verbosity reflected his sense that he should continue
his apology betause,it was never quite successful, the speaker's prolixity

in Fifine at the Fair is the expression not only of the complexity of his

thought, but of the intensity and energy with which he pursues the myriad

images and intellectual distinctions flooding his mind. "In subject,

Fifine is a continuation of Prince Hohenstiel-Schwangau, a further explor-
ation of the problem of being. ... . The poem .seeks some abiding truth
amid fhe dissolving fragments of the external world; specifically, the
speaker gropes for reality of self and, by extension, for the reality of.

a changeless order -beyond time."!

The speaker, or Don Juan, as it is
convenient to ca11;him,2 s presented by Browning in the act of organiz-
ing his thoughts and perceptions, his view of himself and of his surround-
ings. As a monologuist, he is again an actor, "self-conceived, self-
defined, .and se]f-deceived;"3

The degree to which Juan deceives himself and Elvire, hisvwife,

has caused considerable dissension among critics. Most have recognized
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that judgement of Juan is no simple matter,.and the consensus has been’
that there is a mixture of truth and falsehood in his a_rgume’nts.4 What
_1n the poem informs the reader of Jgan's casuistry is even.more proble-
matic, with the reasons for'haréh judgement ranging from moral outrage
at his return to Fifine (the most emphasized reason) to his interference
‘with God's p]an»of progress.s The most elaborate reason for judging him
adversely is presented by Charlotte Watkins, who says the reader may-
recognize Juan's culpability through his "perverse development of the
symbolic language of the pro]ogue."6 Unfortunately, her thesis is
severely flawed by .over-emphasis on an allegorical interpretation of
the. prologue, and her view has been appropriately criticized by J. L.
Kendall and Phi]ib Drew.7

The attitude to the persona which the poém elicits in the reader
is ambivalent. Any simple or preconceived decision is cifcumventéd,8
which, according to Roma King, Browning achieves by "emphasizing the
metaphysical. rather than the physica1, the psychological rather than the

mora].“9

But the poem is as much about-sensuous experience as it is
about spiritual or mental experience. With few exceptions, Juan's argu-
ments are more difficult to fault even-than the Prince's. The Prince,
for example, unwittiﬁg]y,exhibits his philistinism by using the notion
‘that beauty lies in the beholder to deride poets; Juan uses the same
notion to explain the function of the soul's perception and to describe
| man's place in the universe, quite without malice or detriment to his

intention. A]sb, unTike the Prince who defends his own theories and

actions, Juan moves more often into general theory which applies to all
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men and which directs attention away from his specific situation.

To a minor-degree, this diversion is an artifice designed to’
deceive Elvire by steering her away from her personal complaint, by con-
vincing her that hfs arguments are sincere because they are true to the
whole human-situation. Also, much of the poém]s tension is created by
its dramatic circumstances, where a man who is obviously fond -of sensual
enjoyment ‘defends ‘his indulgence in terms of idealistic definitions of
the soul's experience; the value of -Juan's discourse is continually
threatened by the facetious .nature of -this initial purpose: But this
irony is different from the ironic discrepancy between the grandiose and

the trivial in Prince Hohenstiel-Schwangau, which exposed the Prince's

scepticism, for Juan is openly a sceptic and the Fifine incident is a
specific manifestation of a psychological and philosophical prob]ém al-
ready in his mind when the poem commences.

Two of the major incidents used by Juan to explain his argument,
his dream and his swim, occur prior to the monologue in time. The dream
in particular is important.. As Philip Drew has pointed out, it provides
a ‘basis for the entire poem: -

It is Don Juan's dream (Sections 93-125) which, as it were, lays down
the conditions of the debate. In the poem it comes very late, but

it is antecedent to the monologue in point of time. It -is.a dream
about the transience of all earthly institutions and hence the rela-
tivism of-all standards. . . . It is.the implications of this dream
which Don Juan discusses. . . . [He] is trying in the poem to satisfy
what he calls 'My hunger both to be and know the thing I am.' (103)

To do this he searches for various sources of certainty, in a kind of -
fevered fear of emptiness.10

Significantly, his quest for jdentity is characterized by a reliance on
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his own resources; for him, as for Coleridge in "Dejection: An Ode," the
world has no intrinsic worth and all value rests within the soul which
perceives it, and which, through the act of perception,.gives'it life.
and substance:

. . in the see1ng soul, all worth lies, I assert,---

And nought i' the world, which, save for 'soul that sees, inert

Was, is, and .would be ever,--stuff for transmut1ng,—-nu11

‘And void until . man's breath evoke the beautiful . .

(Lv, 824—827)

Both King and Drew describe perceptively the manner in which Juan searches
for some .source .of .absolute truth, and for verification of his existence,
and they demonstrate how this search structures the poem. But they, and
other critics; regard only peripherally one crucial element in the
persona's hypothesizing, the matter of perception itself. It is in this
respect that the swimming metaphor is of consequence. Juan uses it to
illustrate the necessity for man to endure falsehood while gaining brief
~glimpses of truth, yet it.is also symbo]ic.ofzman's ability.to experience
multiple planes of reality, since in the poem falsehood is associated, at
least.superficially, with the f1esh1y-senses and truth with the realm of
the soul.

Essentially, as Clyde Ryals ;uggests, Juan explores a dualistic
phi]ésophy,]] attempting to.resolve the centuries-old antipathy between
flesh and spirit; it is in terms of this dualism that.the prologue, "Amphib-
ian," has significance.  The notion that man is an amphibious creature has

a long tradition. Browning, however, dramatizes a character who contem-

| plates and exercises his dualistic nature without reference to revealed
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truth, without any predetermined belief in the reality of either flesh
or spirity with only the know]edge-of his own personal experience. The -

boldness of the poem may certainly be-said to lie, as Drew states, "in
Browning's initial assumption that it is possible that nothing whatso-
‘ever is outside the flux of time and:in his willingness to examine the

consequences of this for the nature of mam."]2

Through the process of
organizing his thoughts, Juan gives verbal testimony,to the two modes of
perception defined by him, and the poem is.as much an exercise in the
subtleties of human perception as it is a quest for identity.

| The ironic contradiction which frequently obtrudes between Juan's

‘ pbstu1ated»be11ef.in'the soul's experience and his obvious delight in
physical activity is an irony.caused by the contrast between two realms

of reality. His predicament is a sincere one, and he constructs a complex
maze of language to cope with it. Any summary would be unjust, but the
following account attempts to abstract -one line .of -thought in an effort

to describe his problem. - Uncertain .of absolute values, he must defend
sensory experience since life and human existence depend on it. Yet sen-
suous fulfilment-is transitory-and without'permanent worth; therefore, he
considers another level of experience which, when combined with the flesh,
both proves his existence and bestows value on it. The dilemma is in re-
lating the two experiential realms, as well as in defining and:demon--
~strating their reality, and it 1s.hejghtened-by-the process, the inex-
orable flux, which characterizes all human, physical existence. Because
finite eXpérienCe,is an ever-changing affair, any proof . of value, or any

interpenetration of flesh and spirit requires constant renewal, :repeated
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consummation. Tb surrender himself either to the deceptive fluctuations’
of the flesh or to the permanent infinity promised by the spirit is to
deny one ‘area of reality and experience, and:consequently-Juan struggles
against Elvire's demands for domestic and lawful restriction to one
woman . Yet,E]vire is as necessary to him as Fifine, and the two women
embody the polarities in his personality: "Together the two represent
the necessary tension between spirit and sense, law and lawlessness, res-
traint-and freedom, death and Tife--Elvire and Fifine;"13

Juan naturally faces great difficulty in defining his soul's world.
It is a realm of perception not subject to physical Timitations, and its
intangibility requires explanation by analogy.. One of the reasons he
recounts his dream is to avoid the disadvantages of rational discourse;
a sound mind "Keeps thoughts apart from facts" (1528) in a dichotomy
which too readily implies a similar schism between the senses and the
soul.: Flesh and spirit share an uneasy coexistence in him. Their recon-
ciliation is but a momentary affair, achieved by "the excepted eye, at
the rare season, for /The happy moment," and depeﬁdent'on‘a paradoxical
relationship between truth and falsehood:
“Truth inside, and outside, truth also; and between
Each, falsehood that is change, as truth is permanence.
The 1nd1v1dua1 soul works through the shows of sense,
(Which, ever proving false, still prom1se to be true)
“Up to an outer soul as individual too." (CXXIV, 2182-2186)
Juan.is able to glimpse truth and permanence, but he cannot sustain the

vision and must descend, as he confesses, "to mere commonplace old facts"

(CXXVI, 2229). His final oscillation between Elvire and .Fifine is but a
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continuation of the conflict between the polarized realms of perception
to which he has testified throughout his discussion. Resolution of the-
tension is at best a paradox and both areas of experience are subject to
deception--the flesh because it hés only superficial reality and the soul
because it is subject to the will and imagination of the 1'nd1’v1’dua1.]4
The soul's experience cannot be proved ("Soul finds no triumph, here,
to register like Sense"; CXXVIII, 2259) except by faith ("'tis faith
a16ne means ripe /I' the soul which runs its round"; CXXIX, 2283-2284),
and Juan's: vision and understanding of himself and his surroundings is,
in accord with his amphibious nature, equivocal. His perception is ambi-
valent, with the possibility only of .some.tenuous relationship between
the contrasting factions.

Emphasis on the subject of perception should not, of course, de-
tract from a larger interest in the persona's characteristics, since the
poem is a dramatic monologue with its unity founded in character. Unlike
Hohenstiel-Schwangau,.Juan is secure in his distinctions of value among
qualitative matters, and his Tanguage abounds in descriptive expressions
representative of qua]ity-rather-thah crude quantity or bare utility.

He continually evinces a fine discrimination and an aesthetic sensibility
which is devoid neither of feeling nor sincerfty. Sensitive to surface
qualities, as he is to inner essences, he is adept at making subtle dis-
tinctions between levels of reality. He is a man of refined sensibility
and intellect, and thése qualities assure an interest in his discussion
which might otherwise be absent. His-hjgh]y wrought consciousness informs

his perception at all levels and invests his inner conflict with an
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anxiety the more intense because the more fully apprehended.

It is also entirely characteristic of Browning to give such an
important debate to a persona who appears superficially dissolute, for
the'{ncong;uiéy‘thch occurs -between what he does and what he says, be-
fween his identity as a libertine and his personality as an intelligent
and sensitive individual, .heightens the drama of -the poem. The manner
in which his outward facetiousness and wanton behaviour mask an internal
depth of intellect and seriousnes§Adramatica11y embodies the‘thematic
concern with truth which is obscured by deception. The problem of decep-

_tion in Fifine at the Fair is a problem with numerous implications for

human endeavour: it questions man's modes of perception, his abi]ity'to
apprehend -truth, and the nature of .reality. And yet, conversely, the

recognition that deception is ubiquitous. in human existence can lead to
an understanding of the kind of truth available to man, both in art and
in life. Through the conscious flaunting of artifice, Juan formulates .

the "histrionic truth."

ii

Fifine at the Fair is framed by a Prologue and an Epilogue. An-

nounced respectively.as "Amphibian" and "The Householder," they are not
| necessarily the voice of either Juan or Browning. However, they are

linked thematically and imagistically to:the'centra] poem;15 and conse-

quently they function as réf]ectingvareasiwhich mirror certain aspects

of the poem, anticipating themes in the first instance and.forming an
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obliquely.ironic comment in the second. Preceding the Pro]oQUe;:there
is also an epigraphs. where Donna Elvira scorns hef husbahd's inept de-
fence of himse]f,and_ufges.him to arm himself. "with nob]ebimpudence.“
Donna-Elvira's ‘challenge immediately introduces the possibility of .a
feigned protestation of unchanging_1ove that establishes one theme of
the poem. The Prologue thén_posits the concepts of multiple planes of
reality, of varying degrees of perception and of imagined perception."-
The speaker in the Prologue recounts a "fancy which turned a
fear." He observes a butterfly--an overt and traditional symbol of
Psyche--and considers their respective éxistences in éeparate dimensions,
with death awaiting whoever attempts to join the other:
I shall never join its flight,
For,.nought buoys flesh in air.
If it touch the sea--good night! -
Death sure and swift waits there.
Since he "undoubtedly" rejoices in the insect's flight, he wonders about -
its feelings towards -him. But their presence in different realms and
their different states of consciousness mean they cannot communicate;
knowledge of the butterfly's attitude is not available ("Who can tell?").
In‘WOndering next what some specific soul, looking down at him from
heaven, might-think of his swimming, he expresses the complacency of .
one who.substitutes swimming for flying:
By passion and thought upborné,
One smiles to oneself--"They fare

Scarce better, they need not scorn
Qur sea, who 1ive in the air!"
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Finally, the sea becomes a metaphor for poetry, which is also a
"substitute" for heaven, and this medium offers sport to the flesh.which
"a finervelemenf /Affords the spirit-sort." Nevertheless, the realms in
which the poet and the spirit exist are distinct, .and the poet's percep-
tion of the “spirit—sort" is clearly limited to assumptions, to the
imagination and seeming:-
Whatever they are, we seem:
Imagine the thing they know;:
A1l deeds they do, we dream;
Can heaven be else but so?
To swim:in poetry is to. imitate the soul in flight, to imagine the soul's
experience in its freedom from "worldly noise and dust." But there is
always land in sight and escape is inevitably par‘tia].]6 The poet or
swimmer is always restricted, despite his apparent ease of movement in-
the imagined or alien realm, to bodily.capabilities; man is tied to the
flesh. Hence, the fancy turns a fear. The poet, in recognizing the
limitations inherent in his feigned flight, fears the reaction of the
soul who observes his mimicry of .her flight:
Does she look, pity, wonder
At one who mimics flight,
Swims--heaven above, sea-under,
Yet always earth in sight?.
Man, as -an amphibious creature, is able to "sport" in two domains, body
and ‘spirit, through his imaginative faculties, and this divided experience
is described and defined by the analogy of swimming. - But his experience

of ‘the spirit's realm is a simulation--art is an artifice--and man-is
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deceived by the 111usions which are created by the artifices of his im-
agination. -

As J. L. Kendall maintains; "the speaker does not have complete
confidence in poetic inspiration. . . . His 'fancy' has suggested that
the truth known to the spirit e end the yision which buoys up the
poet may be as different as air and water, the one wholly inaccessible
. to the sWimmer-poet, the other fatal to the winged spirit. . . .”]7 The
Prologue anticipates Juan's preoccupation with his dualism, as-well as
the-swimming metaphor which he e]abofates in order to conceptualize its
nature. In .the Prologue, Browning also raises doubts about the relia-
bility of man's perception, about man's ability to discover the truth

cohcerning all aspects of human knowledge.

iii

The main poem intertwines three streams of movement: Juan's and
Elvire's walk through Pornic; the debate which Juan has with Elvire about
Fifine; and Juan's metaphysical speculation about the nature of reality
and human experience. Juan constantly uses the tangible scene where he
walks for analogies and metaphors or to convey mood, and these images -
embellish his more abstract -processes of thught; Two earlier experiences,
his swim and his dream, intrude on his mind a]so. He mixes their impres-.
sions with the scene around him, so that the physical, external sea merges
with his remembered and imaginatively recreated experience of it, and

the culmination of his walk at the Druid monument coincides with the
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climactic mental image>of his dream--also the monument. This complex
interplay of present experience and past memory promotes the conflict
between intuition and concept which characterizes the poem, .and if thé
three Tevels of movement are kept in mind, the poem's structure is more
réadi]y followed.

Don dJuan's delight in his physical .surroundings is -apparent early
in the poem as he expresses his enthusiash for the sudden appearance of
the gypsies and their fair. But never content with the enjoyment of sur-
faces, he considers also the mysteries and paradoxes which their behav-
iour supplies. Three images of transformation, for example, express his
recognition -of the emergénce of -beauty or-gaiety where none §eemed pos-
sible: the fair grew from "mere bit of:-hoarding-. ... as brisk as butter-
fly from grub" (V, 8); "squalid girls" are “transformed to gamesome boys"
(I11, 26); and the caravan itself burst from a bud into the “queen-
tulip of the Fair!"™ (V, 34). He also observes the deception on which
the gypsies depend, as they hide their_"treasﬁref-in order not-to stale
its appeal "Before the time is ripe" (I11, 18), as the women alter their
physique with tricot or padding (III, 24); and as their master this year

parades' a six-legged sheep which last year was "the TWin-headed Babe, and
Human‘Nondescript!"'(XI, 125).

The gypsies are indifferent to the social disapproval of their
cheating. Since they have no respect for repute or good fame, their -in-
version of socially accepted values poses a mystery: "How comes it, all
we hold so dear they count so cheap?" (X, 103). They apparently know a

secret which is oUtside normal moral censure, and Juan's sympathy for
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_the truant's delight .in what to the law-abiding seems a degraded existence
is contained in the irony of his mild travesty of public disapprobation: .
amidst an "inclement" sky and “"brute"-companionship, these "misguided"
ones, who spurned a "sweet and civilized" ministration, and who are left
with a "se]f—squght.wretchedness;“ send up "frank" laughter (VII, 63-72).

Juan, of course, has already expressed his desire for freedom, in
his response to the-pennon which flew "Frenetic to be free" .(V, 38). He
resents being "at the beck" of society, but-beside . his inability to give
- up society.his restlessness presents a paradox, which is similarly posed
by both the flag and the gypsies.  As Roma King suggests, the pennon |
"attains its 'frenetic' life precisely because it is anchored. . . . It
becomes an appropriate image for the speaker, who realizes in the process
of his meditation that what he wants is the experience of -being, caught
between earth and sky, quivering with Tife, frenetically stretching for

18 This incomplete or

home whi1e he remains,firm]y-anchored‘to,earth,"
circumscribed freedom is in accord with the speaker in the prologue and
similarly with the gypsies--"They, of the wild, require some touéh of us
the tame" (VIIL, 80). The anomaly in freedom is physical survival, "Since
clothing, meat and drink, mean money all the same" (VIIL, 81). Juan re-
fers to other such clandestine activities by birds who "furtive]yJ‘take',
"tax1andfto11"]from‘mankind to strengthen their nests, and concludes with
the puzzle: "the how and why of which, /That is the seéret, there the
mystery that stings!" (IX, 97-98). Juan may ask analytical, intellectual

questions about paradoxical circumstances, but they nevertheless carry -an

émotidna]-impact‘(“stings“). He is clearly bothered by the question, and
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soon returns -to 1t--fNow,.what is 1t? . . . heartens. so this losel that
he spurns-/Al11 we so prize?" (XIII, 139-140). He is fascinated by the
idea that they»might'haVe some knowledge ('"compensating joy"), however
esoteric ("unknown and infinite"), which he lacks.

Fifine Herself culminates -this opening speculation and questioning,
since she epitomizes what is most alluring in the lawless being of .her |
people: she is "self-sustainment made morality" (XVI, 175). She also
contains certain ambiguities. Juan elaborates in a lyrical manner, too
enthusiastic for Elvire's satisfaction, her exotic beauty, her "Greek-
nymph nose" and "Hebrew pair" of eyes;(XV, 153); but dressed as a boy
she has an ambiguous 'sexuality and she is also, he says, a "Sexless and
bloodless sprite" (XVI, 173). She poses "half-frank, half-fierce" (XV,
168), and "though: mischievous and mean," she is. "Yet free and flower-
1ike too, with Toveliness for law" (XVI, 174). Her very .being is her
source of morality; it is a natural sense, not imposed or artificial,

and 1ies-beyond the comprehension of public judgement.]g

Juan may des-
cribe her sexual ambiguity and her meanness as well as her loveliness
partly for Elvire's benefit, but partly too because -he is conscious of
a danger in her provocative enticement. She evokes not merely the dan-
gerous excitement inherent in what is illicit; she also arouses the more
subt]e,_tanta]izing mixture of enchantment and fear which is promised by
unknown and unconventional experiences.

This quality is developed in the image of the 1ily, which immed-.

jately follows (XVII). The 1ily, through a "de]iriousiy-drugged-scent,“

entices insects into her "golden gloom" where they die, marking‘”her
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wea]thf and manifesting "her pride." The 1ily, too, acts outside the
bOuhds of conventioné] judgehent, and the fault, Juan implies, is in the
deceived rather thén the deceiver ("is she in fault . . .?"). He assumes
é“superior wisdom, .which perceives both the beaufy and the danger, and:
which is therefore able to admire at a distance (XVIII, 188-189). Yef
there is a sufficient touch of “irony in his comment -to deny any complac-
ency or self-righteousness on his part, and to suggest that his distinc--
tions are in some small degree designed for Elvire's peace of mind:-

"Discreet we peer and praise, put rich things to right-use," and a rose,

not some "flavorous venomed bell," is placed "I' the proper -loyal throne”,
(XVIII, 189-193; my italics). He says he loves Elvire, not Fifine, but
while Fifine is a{”poison-p}ague,“'his implied comparison of ‘the two
women renders the safe Elvire somewhat anaemic; she is one of the "sim-
pler sweets," a "daisy meek, or maiden violet" (XVIII, 194-197)."

The facetious element in this doubtful compliment to Elvire does
not, however, belie Juan's feeling for her. Rather it serves to illus-
trate how his mqra]_ambiguityAis-rooted deeply in a genuine embtiona1~
conflict. Fifine and.Elvire appeal to him in quite opposite ways, and
~in terms of different realities. His development of the pageant of tra-.
ditional female beauty, in response to Elvire's request that he explain
why Fifine makes his thoughts sure-of their meaning (XIX, 199), serves
to explain further this schism. In one sense the artifice of the pageant
maéks reality, as Juan say§ it did for Louis Onze, screening the grave
fkom’him (XIX, 203), but in Juan's use of its imaginative possibilities

it a]so.clafifies reality, the reality of his sincerity towards both
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women, -and the .reality of his bifurcated vision. Sustained for twenty-
one sections (XIX-XXXIX), the pageant is a device which enables him to-
begin his exploration of different levels of perception.

His delight in fleshly surfaces 1s again quickly -apparent, mani-
fested particularly in his description of Cleopatra: ;"each orb of indo-
1ent'ripe health, /Captured, just where it finds a fellow-orb as fine /1"
the body" (XX, 219-221). There is also the same mixfufe of -allure -and

“threat in Helen and Cleopatra, which was in Fifine, and as Fifine con-
.c]udes the file of beauties with "smile and pout, /Submissive-mutinous"
(XXI;'251-252), her ambiguous attraction is maintained. Juan is, of
course, conscious of his attention to sensual detail and of its effect

‘ on Elvire. In these sections, his casual banter with her and his easy
sophistication mark his skilled hand]ihg of Her responses. He is able

to acknowledge yet suspend her protest: "O I know, Elvire! Be patient, . .
more remain!" (XX, 227);-"This time, enough's a feast, not one more form,
Elvire! /Provided you allow . . ." (XXI, 246-247); "do not flout!" (XXI,
250).  And he atones for his indulgence by placing her with her peers in
the parade, where she wi11 "prove best of beauty there!" (XXIII, 260).
This flattery, conveniently, soothes Elvire's vexation just és he pre--
sents Fifine with a franc, and to allay further Elvire's reaction, he

mocks his own -apparent generosity by assuming a "seigneur-like" posture

-which ironically echoes the droit du seigneur of more notorious times.
This,acﬁ‘]eads him to satirize caustically the pride and condescension
of "quality," of "dames, whom destiny /Keeps uncontaminate from stigma

of the stye /[Fifine] wallows in!" (XXIV, 276-278). He scorns those who
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‘scorn Fifine in hér unfortunate predicament, but the hostility he rightly
difects at their self-righteous insensitivity in part masks a certdin
jealousy which he displays as 'he watches Fifine report to her master with
the money. The intensity of his.dis]ike for her "lord" is clear in his
harsh description of the man ("--Brute-beast-face,--ravage, scar, scowl
and malignancy"; XXV, 288), who is "no doubt, her husband," and as he
continues he cannot conceal -his acerbity: "Oh, she prefers sheer strength
to ineffective grace, /Breeding and culture! seeks the essential in the
case! /. . . Ay, they go in together!" (XXV, 292-298).

The cohp]ex jrony in Fifine's seeking "the essential” 'is particu-
larly revealing. As an intellectual dilettante seeking sensual pleasure,
and .success “in seduction, Juan is outdone and frustrated, because, if
Fifine does Took for strength, then in terms of the flesh she is seeking
the "essential." As a cultured jntellectual, however, Juan is aware
that the attractions of the flesh are transitory and that the "essential".
is infinitely more refined than "sheer strength." In this sense, Fifine

“does not:seek -what is "essential," and therein lies -her limitation, which
is intellectual, not physical. Idle dalliance with Fifine may compensate
for the dull passivity of Elvire, but Fifine will be equally dissatis-
fying, for the opposite reason. This brief phrase thus becomes an
example of ‘the manner in which Browning embodies Juan's dilemma. Its
Strong emotional tone implies Juan's yearning for Fifine's bewitchment,
while its ironic or inte]]ectua]-meaﬁing simultaneously evinces his
awareneSs‘of her limitations. Through this moment of intense irony,

Browning has built into the persona's language the fundamental ambivalence
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which forms the underlying drama of the whole poem.

Juan relaxes and resumes his explanation of the pageant, now mak-
ing distinctions between the phantoms in his fancy-and the reality nearby..
When E]Vire joined the line of beauties, she gave up her "clog /0f
flesh" - (XXIV, 257-258), and Juan develops his perception of two Elvires
to enable Elvire to judge herself more easily. The two female phantoms,
thoUgh "mere illusion . . . dream-figures," are to be judged "without
fear /Or favour" by Juan and.Elvire, "the true" (XXvI, 298-301). A com- -
mon enough exercise of the imagination, allowing an individual to makefé
detached self-appraisal, this artifice also enables Juan to illustrate
different levels of .truth. After further flattering Elvire by.an implied
comparison wifh Helen (XXVII, 303-326), and‘after further playful teasing
by ascribing cosmic significance to her emotions (XXVIII, 326-329), he
arrives at his first announcement-of the deception in surfaces. He will
demonstrate that Elvire was mistaken in thinking he .regarded the flesh’
unduly, by proving "That, through the outward sign, the inward grace
.a1Ture§, /And sparks -from heaven transpierce earth's coarsest covertures"
(XXVIII, 336-337).

AT creatures, he says, have "supreme worth" in some way (XXIX,
339-341). He believes that "quick sense" is able to perceive the "self-
vindicating flash"-in each man and woman, thereby proving that each detail
{of‘the plan, "in place allotted it, was prime and perfect” (XXIX, 351--
1355). Self- vindication is in accord with Fifine's "self-sustainment"
(xvr, 175), and~1s'an aspect of Juan's keen interest in self-reliance and‘

self-fulfilment. The qualifying phrase, "in place allotted it," is
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significant for his asseveration of value in all things,lsfnce his abil-
ity to discriminate is inextri;ab]y;invo]ved with his recognition of"
value.' Each person has an essential and unique value, yet the kind and
degree of value is always to be determined. -

Fifine's value, Juan claims,:is that she makes no demands on a’
man, except that he admire her appearance (XXXII, 398-411). Presenting
a fascinating understanding of féma]e»types, with wittily ironic parodies
of their pride and arﬁogance, Juan imagines how Fifine would state hgr
demands 1n.comparison with,those‘made-by other women, including his wife
(XXXII, 412-507). Helen desires to be worshipped, Cleopatra to satisfy
uniquely men's-senses, the Saint to preserve her virgin innocence, and
E1Vire to keep her»mah. By presénting Elvire's speech as if in Fifine's
words, Juan tactfully removes the characterization from himself, but it
noneﬁhe]ess embodies his view of his»wife, and makes an important contri-
bution towards explaining fhe struggle between them which pervades the
poem. When Juan was uncertain of Elvire's affection, he was completely.
attentive to her, but now, by implication, the roles are reversed; Elvire
s uncertain of his affection. Consequent]y,.her morality is as much
rooted in her depth of instinctive, emotional being as his is. Fifine's
oxymoronic description of her "sad smiles and gay tears“=(XXXLII,.466).
measures her insecurity, and Elvire emphasizes the permanence of her
feelings,.the core of her argument against Juan's behaviour: "'The soul
‘retains, nay,.boasts old treasure hu]tip]ied'" (XXXIII; 472). She may

pinpoint a crucial element in Juan's philosophical quest:
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"'Preposterous thought! to find no value fixed in things,.
'To covet all you see, hear,.dream of, till fate brings

'About that, what you want, you gain; then follows change.'"
(XXXIII, 496-498)

But the strength of the derision which she directs at Fifine ("'"putridity
that's phosphoreséent"'"; XXXIII,,5O4)20 suggests the mixture of hurt
pride and jealousy which motivates her strictures:

"'In short [Juan] prefers to me--chaste, temperate, serene--

'What sputters green and b]ue, this f1zg1g called Fifine!'" -

(XXXIII, 506-507)

This is quite a different point from the one that he sees no "value fixed
in things," and implies Elvire's self-deception.. By making a virtue of
her consistency and by attacking his fickleness, she obscures -the fact
that her morality is just as self-interested as Juan's. She "emerges

both>a-10ne1y woman and a voracious fema]e."21

Juan, by acknowledging
Fifine's appeal to him, attempts to be honest in a way in which Elvire is
not (or he cannot imagine her to be), and his exasperation with her
emerges in his disgruntled indictment of woman's inability to "comprehend
mental analysis" (XXXIV, 5084511).~ The accusation is not simply mascu-
line arrogance. While his response to her unwillingness to acquiesce in’
his affair with Fifine is unjust and works against him, it also represents
the seriousness with.which he regards his explanation of separate percep;
tible realities.

He defends’his fickleness in terms of his discrimination of value.
He may struggle feverish1y‘to own a Raphael, and then "saunter past with

unaverted eyes" ohcé-it js obtained (XXXV, 549), but to accuse him of a
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"changef’in his appreciation of the picture is to "misappropriate sensa-
tions" (XXXVI, 557). Before he obtains his desire, man's. anxious doubt
about his success, his "fret and fume{” is obvious to all, but because
this disappears once he has his wfsh, it does_not follow that he no .
longer values the-object. "One chambér must not coop /Man's life in"

),22 and there will intkude other "novel hopes and fears,

(XXXV, 547-548
of fashion just as new /To correspond i' the scale" (XXXVI, 562-563; my
italics)--always there is a careful discfimination. Even though he may
be distracted by-Doré's‘pictures,.he would always save his Raphael in
case of fire.- The-pdint, of course, is that depth of value is to be
divorced from superficial sensation.' |

‘A description of Elvire culminates the pageant and establishes the
nature of her value for her husband. She stands "pure" in "pale con-
straint," "Inviolate of 1ife and worldliness and sin" (XXXVIII, 588);
there. is a slow, languid quality about her appearance; her clothes pro-
tective1y mask- her virginal beauty,_and,despite her "rebellious" breasts
the whole effect is one of statuesque calm (XXXVIII, 598-608). The calm
contains a.hint of Tifelessness--the dress is a,“ﬁa]],",though it moulds.
"sleep not-death" (XXXVIII, 603-604)--and Elvire is quite antithetical to
Fifine's tantalizing-and provocative challenge. Juan is nevertheless
sincere in his admiration of her: she "makes right and whole once more
/A11 that was half itself without" her (XXXIX, 610-611). Elvire, how-
ever, is astonished at his description, since her mirror reflects "'a
tall, thin, pale, deep-eyed /Personage™ (XL, 624-625), and she has appar-

ently forgotten Juan's separation of the two Elvires:: "I want you,:
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there, to make you,-here, confess you wage /Successful warfare, pique
those proud ones" (XXXVIII, 581-582). For an analogy to'eXplain his
vision and levels of peréeption further; he turns, the first of many
times,'to aesthetic experience.

Art is important to Juan, since its very nature is involved with
metaphorical realities or concrete glimpses of some normally hidden
beauty.. His use of Biblical symbolism to express an aesthetic experience
--"that burst of pillared cloud by day /And pillared fire by night"
(XLII, 639-640)--is symptomatic of his belief in art as "knowing, seeing,
feeling the absolute truth of things /For truth's sake" (XLIV, 686-687).v
Juan is anxious to discover the essence in things, what he calls “the
prime, the individual type," ‘and art provides one means for penetrating
the Shelleyan veil of appearances to perceive this essence. Each individ-
ual -may also achieve such penetration through love. There s a gross-
discrepancy between the features of each unique soul--no two souls are’
Simi]ar (XLIII, 655-656)--and its outéide form, the flesh, which invar-.
iably proves an inadequate representation. However, every face may pro-
vide fér some other person "a spark of soul /Which, -quickened by love's
breath, may yet pervade the whole /. . . and, freé_again; be fire" (XLIII,
675-676). As the artist may produce a masterpiece by "Retrenchment and
addifidn"'(XLVII, 716), each lover may "amend his love" (LI, _751), and

-produce "Result more beautiful than beauty's self" (LI, 754). Through -
the transforming power of "hand-practice" in art or "soul-proficiency" in
Tove (L, 736-737), reality mayvbe perceived in its inherent perfection.

This phenomenon 1$'further explained by Juan's Michélangelo sculpture.
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The Master's hand hewed "1ife out of deathﬂ:frbm the marble, but to the
wor]d.jf is "death stil11" (LII, 762), since it requires imaginative in-
sight to recognize its worth or Tife. It embodiés, for Juan,(MicheTan~
gelo's conception of Eidotheé. She has no physical reality and cannot
be seen "in earth, in air, /In wave," but she is "manifest i' the soul's"
domain,":and so can be perceived "through aid /0' the sou]!"'(LII, 788-
791).- If the statue is judged with the senses only, "without sdu]'s
help," it has little merit, which enabled Juan to buy it for ten dollars
(LII, 793-801)."

The soul's perception,.which at this stage (LII, 789-791) seems
to mean simply imaginative insight, is- central to Juan's mental stance;
it is a means of ordering and evaluating exiétence, and yet-it records
1an enigmatic reality.  Art, he has said, is his evidence "That something
was, is, might be; but no more thing itself, /Than flame is fuel" (XLI,
629-630) . . Fife-in-the,poem comes to symbolize essence, and its flicker-
ing, continually altering, yet permanent, if ineffable, form, is- the
perféct image for the indeterminate quality which constitutes essence or
"type." It is the "Self-vindicating flash" (XXIX, 352) which may be
elicited from each man and woman, the "elemental flame" (LV, 829) which
may be drawn out by the soul's transmuting power. Hence, Juan's descrip-
tion of the phantom Elvire in the pégeant is his soul's view of her, his
personal perception of her essence (LIII, 802-808).

o In the next sections (LIV-LIX), he proceeds to emphasize .the de- -
pendence of essence, of value and beauty, on the "breath" which evokes

it, the individual "seeing soul." The world is "inert" until man evokes
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its beauty (LV, 824-829). Juan also emphasizes the importance of the
evocatory process itself, not only because it is the'sbdrce of value in
the external world, but because the soul's gain--"What each soul for
itself conquered from out things hére" (LV, 823)--will, he bélieves, de-
fine its own character-after death as well as -in life.  He sees no pur-
poée.in_the soul's striving with the world "unless the fruit of vjctbries.
/Stay,,one-and all, stored.up and guaranteed its own /For ever" (LV, 819-
821)-.- Revealing man's fundamental impulse to believe in the permanence
of his unidue identity, Juan finds support for'hié belief in the soul's
power to transform. It does not matter where the "flame" springs from,
whether from '"gums and spice" or "straw and rottenness"--these images
refer back to Elvire's taunt that he "hankers even /After putridity"
(XXXIII, 503-504)--as long as the "soul has power to make them burn" (LV,
829-831). He gathers heart from "just such conquésts of the soul" (LVI,
840), through transferring-all that is "achieved in visible things" into
a realm of the ?sou]'s'imaginings” (LVI, 844-845). This process amounts
to thevsou1}s creation of itself through interaction with the external
" world, and once created, it‘is,reluctant to contemplate its own demise.
The concern with self dominates Juan's discourse: gain ‘"would -not be
/Except a speciailsou1 had gained it" (LVIII, 8725873).,‘In asserting
this belief, that gain must a]ways,Be]ong “To who performed the feat;"

he acknowledges the éssiétance of God's grace as well as of man's will
(LVIII, 876). "God's grace," however, is out of place in this context
and the emphasis is rather on "man's will;f’ Indeed, Juan's use of soul

implies nothing more spiritual than imagination or mind, and the soul's
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expeffence is defined in aesthetic rather than religious terms.- Acknow-
ledgment, for'ekamb]e, of some previous source of an idea is to an
Aartist, rather than to any divinity. Juan admires the scholar who re-
‘mains 1oya1~to his Master (an artist), who proclaims himself as his
Master's product ("His work am I!"; LVI, 853), and who attempts to imi-
tate His work, -thereby -hoping to "vindicate" his Maker (LVI, 858); the |

Mi]tonic,and Popean echoes again indicate Juan's secular rendering of -
23

religious conceptions,
In section LIX, one of his most spiritual episodes, he anticipates

the joy -and intensity of love "Hereafter," when each soul will yeakn to
share its gain with the gain, "all diverse and -yet in worth the same" |
(LIX, 885), of some other soul. He anticipates a realm of spiritual and
fruitful coexistence, even of Neoplatonic fusion--"Tose the varicolor in
achromatic white!" (LIX, 897)--with a soul or "Todestar," "An other than
itself" (LIX, 902). The unity he contemplates, however, is sufficiently
far in the future, sufficient]y:énigmatic and speculative (the lodestar
cannot be defined--"God, man, or both together Mixed9--and the whole con-
cept is "guessed at"; LIX, 908); to enable him to emphasize still the
'souf's independence and;reSponsibf]ity to.itself: "each soul, Tlives, longs
and works /For itself, by itself" (LIX, 900-901).

Juan, in view of his keen desire to discover some evidence of per-
manent, eternal existence, is not disposed to speculation, preferring to
rely on:khbthexperiences, whether of the senses or of the mind, and as
a spiritual conception the passage is generally unconvincing. He cannot

demonstrate an unequivocal belief in this future union with Elvire--he can
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| only ask, "why doubt a time succeeds /whep . . . both share /The chemic-
secret . . .?" (LIX, 888-890)--and the whoie,notion‘seemS‘as much a ges--
ture as his obeisance to "God's grace"'(LVIII, 876). Also, in contrast-
ing his "self-indulgence" With,E]vire's“se1f—sacrifice" (LIX, 891-894),
he'pinpoints the;crucial difference in their moral attitudes. Later, he
develops this différence betwéen hedonistic and altruistic impulses into
male and female principles. At this moment,.howevek,‘his underlying
hedonism is satirized by Elvire, who,accusés him of -abdicating, despite
his contrary assertions, the "soul's empire" for the "rule of sense"
_(LX, 913-915)[ Before he reaches Fifine's soul, "some flesh may be to
pass!" (LX, 930), and that probability, for her, belies. his total argu-:
ment: "Who is it you deceive-- /Yourself -or me or God, with all this
make-believe?" (LX, 940-941). In having referred to the pageant of
women as "dréam—figures,“ as "the false" (XXVI, 301-302), and to the
"soul's imaginings! (LVI, 845), Juan has in a sense agreed already that
he is exploiting an illusory and_therefore deceiving realm.  But, what-
ever Elvire may-think about the specific circumstances, he is certain
that his soul's perception has more validity than she is willing to credit.
Consequently, he explains further the intricate interrelationships between
truth and falsehood.

| He refers to art again, this time wishing he could invoke music,
as if it were some form of substitute for divine aid:-"Ah, Music wouldst
thou help!" {LXI, 943). Music, he sa&s, would easily pierce the "False
_shows of-things,f'which words struggle feebly with, although music does

not "dissipate . . . /So much as tricksily elude what words attempt /To
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heave away" (LXI, 951-953). Falsehood, it should be noted, is ubiquit-
ous. in. human existence. Juan.also introduces a musical image which
affords another fine example 'of .the manner in which Browning builds into
Juan's language the multiple levels of perception he is exploring:

_ For-this is just the time,

“The place, the mood: in you-and me, when all things chime;

Clash ferth 1ife's common chord, whence, 1ist how there ascend

Harmonics far and faint, till our perception end;--

Reverberated notes whence we construct the scale

~ Embracing what we know and feel and are! (LXII, 966-970)

This metaphor.cémbines the "mood" or emotional state of the scene with
menta],know]edge 9fzharm0n1cs as a physical phenomenon; aural perception
and Tinguistic expression. As an analogue for the manner in which a
common event in life may yield depths and implications which encompass
life's multiplicity, the metaphor represents Browning's artistic practice
in the dramatic monologues, .and, in this particular poem, Juan's dialec--
tical process. The "clash" of a common chord, the argument between man
and woman about another woman, contains within it elements which con-
stitute human experience of.all types--intellectual, emotional, ontologi-
cal-="what we kndw and feel and are!" The metaphor is also an approp-
riate analogue for Juan's exercise of sensory‘ahd imaginative perception.
The chord can be heard, that is experienced through the senses, but the
many harmonics are not distinguishable by the human ear, unless removed
“from the chord's tonal structure and played separately. The harmonics -
cannot be heard, but they are nevertheless known intellectually, from
sound analysis, to be'there;-a]so,,they include the notes of a musical

scale for which the chord would form the tonic (that is, the basic chord
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in that particular scale). By analogy, Juan wants to discover, .as far
as the limits of perception allow, the elements of life's common chord,
" both those which are physically perceivable and those which are mentally
or imaginatively perceivable, and from those elements to construct a
metaphysical scale which comprehends the multifaceted nature of human
existence. He uses a similar image again in section CXXIV, :and such
repetition is one 6f the many ways in which Browning unifies the poem.

" An even MOre-significant'analogy for -Juan's exercise of -the senses
and .penetration of deceit is his swimming metaphor.. He Tikens swimﬁing,
the fruitless attempt to rise from water and remain in air, to his
"spirit's life /'Twixt false, whence it would break, and true, where it
would bide" (LXV,'1040-1041). The swimmer must Tlearn to work with the
grosser, fobstructing“;medium he finds himself.in, and not fight against
it, in order to reach the finer element above which gives him Tife.-
Deception characterizes the medium man moves in, and hence he must learn
to endure it, or be consumed-by it:

We must endure the false; no particle of which

Do we acquaint us with, but up we mount a pitch

Above it, find our head reach truth, while hands explore

The false below:.so much while here we bathe,--no more!

(LXV, 1059-1062)

Juan then -introduces quite-exp]ﬁcit]y a point central to his discourse,
a sfatement‘which emphasizes the crucial significance of his self-
awareness: |

One truth more true for me than any truth beside--
To-wit, that I am I, who have the power to swim,
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The skill to understand the 1aw whereby each 1imb
May bear to keep immersed, since, in return, made sure
That its mere movement ‘1ifts head clean through coverture.
' (LXVI, 1064-1068)
-It-is only through the continued consciousness of his existing, exper-
iencing personality that he verifies the redlity of his identity, and his
consciousness is inextricably rooted in his ability to perceive. Conse-
quently, sin§é~he must perforce live with deception, he should recognize
and handle -it, "swim" in it, and thereby overcome it:
the ‘more I gain self-confidence,
Get proof I know the trick, can float, sink, rise, at will,
The better I submit to what, I have the skill
To conquer in my turn... . . (LXVI; 1070-1073)
It is a superb argument for surmounting pleasure by indﬁ]ging in it, but
any -facetiousness whichbmight ensue from an application to the Fifine |
affair.adds a delightful comic note rather than detracts from the
point's viability. Juan, of course, is too ski]fu] a debater - to make
any specific application -and, despite the ironic layer which threatens
to undermine its brilliance, the point nevertheless approaches a paradox
of profound consequence for Juan, and implicitly for Browning. |
By deceiving, dJuan learns to_master deception and thence to per-
ceive truth, a paradoxical truth -in falsehood. By concentrating on
"reality, he may transcend it to reach,anbidea1ism beyond it 'and yet .in-
cluded in it. He also develops an extraordinary capacity for handling
appearances, which.is required of man if he is to penetrate their

illusion:.
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‘Full well I know the thing I grasp, as.if intent
To hold,--my- wander1ng wave,=-will not be grasped at all:
The solid-seeming grasped, the handful great or small
Must go to . nothing,-glide through fingers fast enough;
But none the less, to treat liquidity as stuff--"
Though failure--certainly succeeds beyond its aim,
Sends head above, past 'thing: that hands miss, all the same.
_ (LXVI, 1082- 1088)
The paradex lies in his deliberate exercise of pretense: -he pretends to
delude himself by treating a_liquid-as-if it were a.solid. This act-
“naturally fails, but it nevertheless "allows sufficient success to ensure
his survival. Truth is obtained through designed and controlled decep-"
tion, which depends again on his ability to manipulate illusion. A
similar fac11ity, with similar results, is required of the artist, which
will become more explicit in section LXXXV.24
For -the moment, Juan capitalizes on his coup, exploiting his meta-
phor further as the sea of life, "this wash o' the world, wherein life--
long we drift" (LXVII, 1089). Man breathes by seizing "what seems
. somehow like reality--a soul" -(LXVII, 1093); altkiough the illusion is
soon .discovered, his head "regains /The surface." The soul whichvaided-
him is "swallowed up" in the tide and disappears "who knows where," but
it goes "gaily," an epithet which anticipates any accusation that it was
used and left sorrowing (LXVII, 1099). The important point for Juan is
that it fulfilled its function: it confirmed his existence. Again, Juan's
words--"I felt it, it felt me" (LXVII, 1101)--have a literal meaning
which suggests duplicity, and it would be a cunning artifice indeed which
openly flauntéd deception-in order to.deceive.. However, ‘the import of

any -1iteral meaning is always countered by the skilled sophistication
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and metaphorical level of his thought; as he says, he interchanges with
Elvire "No ordinary  thoughts, but such as evidence /The cultivated mind
in"both" (LXVIII, 1140-1141). The uneasiness about his sincerity which
.15 effected in the reader is the element of -irony which maintains the
poetic or dramatic nature of the work, which prevents it from being
simply a metaphysical discourse (the usual critical stricture).

" Elvire's next objection to Juan is that he seeks aid on]y from
women, which Tleads him to expatiate on male and female principles. These
are-essenti&]Ty-a development of the difference between self-gratifica-
‘tion and,se]f-sacrifice, which, he has already hinted, characterizes
. the -difference between himself and Elvire (LIX, 891-894). Even if a man
is content to follow another's lead, he will still “pilfer” the leader's
"light and heat and virtue"; while a satellite caught up in his master's
"course," he yet-"turns upon himself" (LXXI, 1169-1172). By contrast,
"Women rush into you, and there remain absbrbed" (LXXI, 1173), or, to
express the antithesis more pithily, "Women grow you, while -men depend
on you at best" (LXXI, 1179), and the two kinds of "creature" require
diverse modes to dea] with theh (LXXV, 1219-1220). The aspiring leader
of men should not evince any superiority over.them; én the contrary, he
should disguise his abilities, "dissimulate the tHQUght'/And vulgarize
the word" (LXXV, 1226-1227), for men will only follow "One of“themse1ves
and not creation's upstart lord!" (LXXV, 1243). On the other hand, with
women, truth may replace disguise--one's "best self revealed" (LXXVI;
1254). Even if "the weaker sort" are tempted to.exaggerate their claims,

at least the lie is t6 elevate rather -than to debase (LXXVI, 1255-1258).
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With women, fBe all that's ‘great and good'and wise, /August, sublime"
(LXXVIT, 1279-1280).

The- subt]ety of Browning's ach1evement in these sections '(LXIX-
LXXX)" is remarkab]e + As Juan moves from.a gaily comic parody -of .thé
self-debasement required to lead men (LXXVI, 1261-1276), to a superb]y
vicfous attack on man as a horrible putrescence who is moved by'envy-
rather than by love (LXXIX, 1320-1351), his verbal agility and range of .
rhetorical effect.are astonishing. Both.the virile humour in his account
of~thé way man must be . snared "through letting him imagine he snares
you!" (LXXVII, 1286); and the caustic wit which permeates his satirical
exposure of masculine pettiness and virulence, are handled with a |
masterful confidence which ensures the reader's admiration for him.
Above all, his flaunting of artifice is as deliberate as ever: when
dealing with women, he advises, "Mimic grace, /Not make deformity your
mask!" (LXXVI, 1258-1259). Desperately anxious to secure his personal
reality, he rides the momentum of his rhetoric to the culmination of
this episode, the climactic assertion that women, by disengaging his
soul- from "“the shows of things," prove his existence (LXXX, 1363-1365).
They convince him that he is a "truth, though all else seem /And be not";
even if he dreams, at least he knows he dreams (LXXX, 1359). He. is
established as the centre of his own universe, or “the still point of

the turning world," to anticipate the Four Quartets:

The falsity, beside, is fleeting: I can stand

Sti1l, and let truth come back,--your steadying touch of hand
Assists me to remain self-centred, fixed amid-

A11 on the move. - (LXXX'1360-1363)
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Juan's triumph is real and honest ‘enough, but the perplexity for
the reader lies here in Juan's degree of consciousness about several im-
plications of his argument. While Browning elicits admiration for Juan,
he subtly undermines him. Juan is seemingly oblivious to the point that
each mode of handling men or women is equally a means of -manipulating
them for his personal advance. He appears oblivious also to the reflex-
ive effect of his-scorn for man's impbtent love: if man is an egocentric
whose "love-apple" is a "stinted crab," then by gender so is Juan. And
he ignores particularly the parasitical implications in his relationship
with women, which severely modify the previous assertions of his soul's
independence. Juan's clear statements of feminine sacrifice--a woman
"Takes nothing and gives all" (LXXX, 1355)--suggest he does understand
these anomalies in his moral attitude, and speculation mightvpropose
that the intensity of his attack on man in section LXXIX partly reflects
a furious frustration with his own impotence in being unable to prove
his reality without external assistance. He cannot, of course, openly
acknowledge these matters, because they would détract_from his preoccupa-
tion with self-definition. But, whether or not Browning intended to
imply Juan's silent recognition of them at this point, it is clear that -
they indicate a serious~résu1t of Juan's discourse: he has reduced love
to a means of masculine aggrandizement. This restriction does not deny
the intellectual validity of Juan's argument; rather it asserts that
selfish pride is an inevitable corollary-of his reliance on personal re-
sources for metaphysiéa] inquiry. The opposition is qualitative, based

on human value rather than incisive Togic. Despite Juan's effort to
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conceive everything intellectually, he does, hqwever, finally admit the
force of this qualification (CXXVIII), and it remains Browning's severest
criticism of his mental stance.-

In the meantime, Juan maintains his emphasis on the power of .the
mind. In explaining his need for more "than one woman, he says that
proving his reality is a continual process, a life-long task, and conse-
quently there is always more than one "voyage" to be made (LXXXII, 1396-
1400). It is the mind, however, which "navigates," which makes all dis-
tinctions between fact and fiction (LXXXII, 1414-1417), and which
requires constant exercise to avoid becoming effete. "Elvire is true,"-
but is therefore "too safe,” providing no challenge for the mind to
overcome (LXXXII, 1422-1427); alternatively, Fifine, as.a "cockle-shell"
beside Elvire's "ship," demands more'intricate seamanship, "the true
feat" of mind (LXXXII, 1428-1431).

This sustained-assertion of'the mind's ability to handle deception
prepares the reader for the most significant passage in the poem about
the interrelationship between falsehood and truth (LXXXVrLXXXVI).- Juan
explains why he admires drama, "the honest cheating" (LXXXVII,.1517).
Dramatic illusion 1s:épp1auded bepausewit'is an acknowledged artifice.
This open boast of simulation is hFa]sehood's bribe," which wins for Fifine,
an actress, the love of those "who hate Falsehood most" (LXXXV; 1478-
1482). The crucial point, however, is always to exercise the perceptions,
to distinguish between the object and its imitation; otherwise all enjoy-
ment -is Jost: "Mistake [the actor's] false for true, one minute,--there's

an end-/0f admiration!" (LXXXV., 1488-1489). Partly based on Aristotle's
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obsérvation that manlinstinctive1y admires designed 1mitat16n, the point
Teads to the difference between aesthetic experience and real experience:
"Truth, we grieve at or rejoice: /'Tis on]y falsehood; plain in gesture,
iook and voice, /That brings the praise desiredg.since profit comes thereby"
(LXXXV, 1489-1491). ."Truth," actual experience, demands a committed re-
sponse; it is not to be admired so much as accepted or acted upon. Dis-
cernable falsehood involves the observer's: faculties of perception,
requiring him to distinguish between fhe_rea] and the simulated, and con-
sequently .allowing him to admire the skill and success of the artifice.
However, actual experience may-not be "truth," and this exercise of the
mind isvnot:some-facile,-p]easurable act; it also involves.a more serious
tenet: "Thelhistrionicvtruth is in the natural lie" (LXXXV, 1492).

This complement of oxymorons constitutes Juan's central paradox,
and the central paradox in Browning's art. Oh one level, it simply
means that artistic truth resides in the acknowledgment of its falsehood:
an artifice is an artifice. But it also has a ﬁore profound meaning,
which rests on the opposition between "histrionic" and "natural."
"Histrionic truth," the truth contained in art, in consciously designed
artifice, is concomitant :with the "natural lie," the fa]sehood«which per-
meates aT] natuka] things (natural implies all that is not contrived--
man himself and the world of nature he inhabits). Everything, Juan says,
"has a false outside, whereby a truth is forced /To issue from within"
(LXXXVI, 1505-1506). Art, then, is truthful because it provides én
analogue for this paradox.. The deceiving element in art provides both

its value and its truth, it does this because art parallels reality,
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whose value and truth also reside in its deceiving appearances. ' Artistic
truth is not more real or less real than life; it is inextricable from
the truth about life. The artifice in ohe.reflects‘the artifice in the
other.. Deception characterizes both art and.1ife, requiring careful
discrimination for the proper perception of each.

This passage is.the climax of-Juan's progress to-this point. The
drama metaphor is not simply abstract speculation; it is appropriate to
his aesthetic sensibility and emerges from the inner qualities of his
character. It is the focal point for his insistence on the necessity
and value of-handling deception and“on the truth in falsehood.' It jus-.
tifies his interest in artifice, and in Fifine, who demands the exercise
of his discriminating faculties. It also explains further the importance
of perception, since all he says rests on the reliability of his percep-
tions, an assumption which underlies his argument throughout.  As in
art, where success is lost.if the false is mistaken for true,.so in
Juan's whole performance, if he mistakes false for true then the validity
and success of his thought is similarly Tost. The truth in his discourse,
then, lies in his overt flaunting of deception. By implication, this
procedure applies also to Browning, and Juan's climactic paradox here

characterizes an essential element of Browning's aesthetic theory as much
25 . '

as it does the persona's own performance.

iv
~ Sections LXXXVII and LXXXVIII form a plateau in the poem, where

Juan explains the impulses which moved -him to visit the fair with Elvire
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(his admiration for drama) and provoked his exploration of "abstruser
themes" (an earlier dream).- Also, he believes his discourse so far has
been inadequate, and therefore he proposes, like Hohenstiel-Schwangau,
to vary his technique.. In effect defining a distinction between poetry.
and prose, he explains this change in terms of the restrictions of
rational language. A sound, prosaic mind separates thoughts from facts,
and ‘confines its sense to one line of reasoning at a time (LXXXVIII,
1527-1530) . This process dichotomizes what is perceived as a whole, and
consequently leaves a "residue! of "things unseen" in the mind, which may.
"stagnate -and obstruct /The system" (LXXXVIII, 1526-1527). Juan is
clearly aware here of the difficulty: in expressing multiple levels of
percéption within the syntactical limits of logical expression, a dif-
ficulty which creates anothér underlying tension in his exercise of-
mind. When he is asleep, however, his "dreamings oft exceed /The
bound" (LXXXVIII, 1539-1540), releasing another kind of perception--
unconscious as opposed to conscious cogitatidn.¢ The poet,‘he says, is
not:troubled by "intrusive fancies," having the facility to express them
freely: "Unchoked, the channel's flush, the fancy's free to spend /Its
special self aright in manner, time and,p]ace"~(LkXXVIII, 1532-1533) .
Juan, in contrast to poets, will relate.his dream in an effort to com-
municate more satisfactorily his apprehension of "things unseen."26

Perplexed and overwhelmed after a swim by "fancies manifold /. .
memories new and old, /The antenatal prime experience" (LXXXIX, 1559-
1561); Juan turned td music for fhe "Truth that escapes prose" (XC, 1572),

invoking the "master of the spell," who "Mad'st moonbeams marble" “(XC, .
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1585)--a striking image for art which renders the insubstantial concrete,
the fleeting permanent. He plays Schumann's Carnival, reflects on the
fcertainty of change," the falsehood to be found in art as in nature
(XCIII, 1677-1679), and slips into a dream where Pornic and'Schumanh
merge and are transformed into a Venetian Fair.

The Fair, where a "Concourse immense of men and women" -are all
masked (XCV, 1691-1692)., becomes a symbolic representation of -the decep-
tion which permeates human existence. The human condition becomes a
maze of disguise, where the only known rea]ity is the disguise itself:
each person makes "the vizard whence himself should view the world, /And
where the world believed himself was manifest" (XCV, 1696-1697).
E*terna] reality may be c]assified.by "hard and sharp distinctions" be-
tween age and youth, but also by "the infinitude /Of passions" which
coalesce in the individual mask, or which "man pampers. till his mood
/Becomes -himself" (XCVI, 1713-1715). Repeating his earlier descriptions
of the soul's efforts to express itself in fleshly appearances--what
amounts to individual effort to fuse personality (psychological "mood") -
and identity (ekterna] characteristics)--Juan-says the "classed creature"
is

in the main
A love, a hate, a hope, a fear, each soul a-strain:
Some one ‘way through the flesh--the face, an evidence.
0' the soul at work inside; and, all the more intense,
So much ‘the more grotesque. (XCvI, 1717-1721)

This reference to the grotesque as an inevitable accompaniment of some

intense struggle between flesh and spirit, between different levels of
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reality, provides, obviously, an explanation for Browning's evident
fascination with §uch distortions . throughout his canon. It is in this
distortidn that the interpenetration of flesh and spirit is evfdenced.'
Juan goes ‘on,-however, -to.develop another feature of his dream; which is
also centra]vto Brown{ng's artistic practice, as it is-to Juan;s own
exercise of perception--point of view.

Juan emphasizes that his vision is a visual emblem only, without
sound:and therefore»witﬁout language which depends on the "will of who
affords /The banquet" (XCVIII; 1730-1731), the will of the speaker, and
moves from.his position above the crowd into the middle of them, becoming
"A groundling like the rest" (XCIX, 1738).' Less able to see the type and
more able to sée individual monstrosities in his new position (XCIX,
1740-1742), Juan yet discovers that the "brutality" is easier to accept
at-close range and that his attitude changes from disgust to pity (XCIX,
1747). His closer proximity limits his range of perception and there-
fore is a means of deception,.although, as ever, the deception Teads to
a'more truthful. perception.. He observes the discrepancy between gesture -
and speeéh,,“the eye that strove to say /The same fhing as the voice"

(C, 1758-1759), the daily conf]ict which characterizes the human condi-
tion. But the meéns of gaining -truth is important:
[ gained,
Knowledge by notice, not by giving ear,--attained
To truth by what men seemed, not said: to me one glance.

Was worth whole histories of noisy utterance,
~--At Tleast, to me in dream. . (C, 1761-1765) -

Juan -has already -implied that dreaming is akin to artistic vision



103
(LXXXVIII;-1524-1540),‘and Tike Browning's "recording chief-inquisitor"
of "How It Strikes A Contémporary" he discovers “truth through the
observation of common men, -now recognized as simulacra who represent
each Human identity. Juan finds aTso that prdpinquity brings acceptance
of the "wrong" as well as the "ugliness":in men (C, 1765-1768). Through
the strength of his wi]],.he could "observe, or manage to escape; /0r
make divergency assumé another shape /By shift of point of sight in
[him] the observer" (CI, 1771-1773). Hence, he can understand.the
value of man's propensity to deceive. "Force" and "guile" are necessary
weapons for personé1v50rv1va1‘in_"that squeeze with nature; we find--
1ife" (CL, 1781); they are further-justified by the paradoxical inter-
play of opposites, which is always present in Browning's defence of-
evil:

Are we not to learn the good of peace through strife,
0f love through hate, and reach knowledge by ignorance?
' ‘ - (cr, 1782-1783)

~ Comparing his delight in watching the crowd with the elation of a
chemist who, by "tracing each effect back to its cause," "Constructs in
fancy . . .1a11 diverse 1ife," Juan says he thus gluts his hunger "both
to be and know the thing [he is], /By contrast with the thing [he is]
not," and "so, through sham /And outside," he arrives "at inmost real”
(c1I1, 1806—1818). This brief passage explicitly represents Browning's
interest in the reality of-human‘pérsonality behind an outward and mis-
leading appearance, examined by means of the dramatic mdno}ogue;'it also

implies Browning's. quest for psychological self-knowledge and identity
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by exploring other-people, or personae, and thereby discovering what he

is not in ordér to know what he is. Fifine at the Fair combines these
concerns quife-specifica]]y, and containing as it does so much that -is
central to Browning's work, it is tempting to read the poem as an almost
direct expression of Browning himself, and particd]ar]y; in view of
Juan's aesthetic consciousness, of Browning as conscious poet. Such an
inference, "however, is specu]ati?e, despite the many efforts of bio-

~graphical critics.27

It is clear, of course, that the poem is as much
about poetry as it is about the qust for a permanent identity and for
knowledge of -self, and that it embodies crucial aspects of Browning's -
aesthetics.

Juan's dream-vision next undergoes "A formidable change" (CV, 1825),
which he evocatively compares with a sunset. Hié lyrically vivid des-
cription of a growing darkness which absorbs and eventually obliterates
all Tight and perceptible distinction seems almost to contain the des-
truction of all sensory experience (CVI). Mutability, however, is his
immediate concern, although the threat which it-continually poses to
certainty of existence and of perception is never far from his thoughts.

Before his gaze, the square 1ﬁ Venice expands its-significance to
symbolize first:Europe‘and then the world, and the impact of this tfans—
formation causes Juan to realize that the masquerade is permanent in-
human existence; the Carnival of the world.is -"the state /0f mankind".
(CVIII, 1858-1859). From this know]édge,~he says,_it is "easy to infer"
the meaning of his a]tgred attitude towards the "brute-pageant." He

ironically rejects his "pride of place" above the crowd, and contrasts
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"such pinnac1ed”pre—eminencef.with the ground which was “the proper goal
for wisdom?’(CVIII;1867). There, he discovered that by holding "the
balance" and by doing "justice to the drift /Of nature" (CVIII,1873-1874),
he could. explain "the glories by the shames /Mixed up in man, one stuff
miscalled by different names" (CVIII,1874-1875). The important point is
to "get close enough!" (CVIIT, 1877); then, propinquity leads to under-
standing of -the good in evil, of the paradoxical nature of man. "What
is all this," he asks, "except fhe lTesson of a life?" (CVIII, 1878).

It is also the lesson of Browning's monologues. Regarding an
over-view of 1ife as presenting a misieading picture of -men, Browning
preferred to get as close as possible to each individua1, to penetrate
the depths of each unique soul, believing that the only sure knowledge
obtainabTe is of ‘individuals in individual circumstances. Juan proceeds
further:

to get
Acquaintance with the way o' the world, we must nor fret
Nor fume, on altitudes of self-sufficiency,
But bid a frank farewell to what--we think--should -be,
And, with as good a grace, welcome what is--we find.
(CIX, 1880-1884)
This passage evinces thé same interest in realism that characterizes
Browning's work. This does not mean, of course, some superficial,
easily apparent naturalism, but all the complexity and ambiguity of
human-reality as it is experienced on éarth. In view of life's contin-
uing change, Juan qualifies his conclusion--"Is--for the hour, observe!f

(CX, .1885)--which emphasizes his romantic concern with the momentary
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truth that is dynamic and e]usjve. Rejecting the goal of "self-
sufficiency" as what idealistically "should be,” he struggles to reconcile
himself W1th the en1gmat1c realities of ' what is." This effort entails
not so much a new stance in his mental att1tude,,a5»a restatement, -in
symbolic dream terms, of his earlier attempts td illustrate life's inde-
terminate, ever-changing essence. Whi1e he'rejects "self-sufficiency,"-
he does not ré]fnquish the importance of his personal point.of‘view,'
which is quite clear in his emphasis on the difference between looking
down at the masquerade from above, and viewing it from within its midst.
He is not God looking down, but man observing from within.

A1l human activity is fraught with vanity, because attended by
change; architecture, academies, science, philosophy, history, morality
and art are all indicted by Juan (CX-CXVI). Only one voice never failed,
which, he says, "the preachment's coign of vantage nothing ailed" (CXIII,
i942), and which is contained in nature, not man-made; but all it can
state is that truth -is both;transientlahd‘permanent;

"Truth builds upon the sands,
Though stationed on a rock: and-so her work decays,
And so she builds afresh, with Tike result."
(CXIII, 1944-1946)
The'perp]éxity and disturbing quality in this paradox hardly present any
joyful consolation for the endless vicissitude§ in which man is caught
up, although Juan urges the notion that "some building will be there”
(CXIV, 1964), whatever its form. In doing this, however, he moves to--
wards a vision of the‘tota1'insubstantfality of all essence and reality,

towards the utter inability of man to determine or to state anything
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without -also stating or being conscious of its opposite:
Well, let the blocks prove mist .

I' the main enclosure,--church and college, if they list,

Be something-for a time, and everything anon,

And anything awhile, as fit is off.or on,.

Ti1l they grow nothing, soon to re-appear no less’

As something,--shape re-shaped, till out of shapelessness

Come shape again as sure! (CXIV, 1957-1963)
This is Hohenstiel-Schwangau's dilemma of mental polarization more fully
articulated, and yet ironically the almost nonsensical, cyclic movement
of indeterminate abstractions suggests -an inability to articulate. Also,
the manner in which the disjointed phrasing anticipates the more com-

‘plete fragmentation and series of contradictions in the opening of

Beckett's The Unnamable contains a key to the poem's modernity. Locked

within a series of sensory perceptions which revolve inexorably before
him, man struggles to grasp some principle whichvwill supply substance
enough to sustain his being and to satisfy his ego.  Whenever man rejects
the pre-existence of .absolute values in the universe, he is confronted -
with this dilemma; a feature of romanticism, it is therefore a modern
di]emma.28

Juan acquiesces in the princip1e that the only certainty 1s=
change: "Why, that's stability /Itself, that qhahge on change we sorrow-
fully saw /Creep o'er the prouder piles!" (CXVII, 1997-1999). - As always,
he resorts to a flaunting of the paradoxes he discovers facing him in

drder to perceive the truth they contain. There is never one concept

without its opposite:
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"So, all is change, -in fine," pursued
The preachment to a pause. When--"A11 is permanence!"
Returned a voice. ' ~(CXVIII, 2009-2011)
Perhaps aware that his statement sounds too much like a puzzle of his
owﬁ making, he reminds his listener of his present mode of perception..
He is still describing his dream and ought to say he "saw" -instead of
“thought":
Since ever-as, .unrolled, the strange scene-picture grew
Before me, sight flashed first, though mental comment too
Would follow in a trice, come hobblingly to halt.
_ - (CXVIII, 2014-2016)
He asserts, then, the reliability of his perception because it is the
direct result of, in fact part of, experience (his dream), not some idea
contrived from and after the experience. Mental comment follows "in a
trice," in virtual simultaneity with “sight," which "flashed first," but
then cohes'”hobb]ing]y to halt." Juan is concerned to avoid any
"disequilibrium between the moment of insight, which is certain, and the
problematical idea we abstract from it," in a conscious bid to_fetain
the va]ué'of;his experienced, even if privately experienced, Vision.zg
Juan returns to his cloud and sunset imagery to aid the recreation
of -his dream's élimax,, As darkness at the-end of day overwhelms all
objects and blackness reconciles all things, so there was an "arrest" of
change in the Venetian Square, and the whole scene merged into unity.
Again, Juan's vivid description of the enveloping darkness elicits a res-

ponse from- the reader which suggests a more serious -and metaphorical

meaning of the passage--the very extinction of consciousness. Such an
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implication is reinforced by Juan's -repeated depiction of the unity as
"blank /Severity of peace in death" (CXIX, 2022-2023; CXX, 2036-2037),
and -the fusion is a resignation ("they sank /Resigned~enqughf) rather
than a resolution.: |

| Both Juan's dream and his walk with Elvire end at the Druid
monument. In its tomb-like appearance; it also takés on the chilling
aspect of'death:-itAcontajns within its ‘depths "a Qrim‘/Bar-sinister”
which "ends /A1l with a cold dread shape" (CXXII,,2055a2057), and it is
"the mound" into which his dream subsides (CXXIV, 2164),30 But, of
course, it stands for more than simply the common end of.all life.. It
is the enigma which man's 1earning‘is unable to comprehend,.but thqh
ignorance, though understanding it even less, treats correctly by re-
coiling instinctively from it (CXXI11, 2057—2059). It stands for the
permanence which out1ast§ man's transience; it causes hope and fear, re-
minding “'us, all the while /Weicome and go, outside there's Somebody
that stays'" (CXXIII, 2080-2081). " It represents the limits of -man's
perception: -"there lies /Something .. . . that points to mysteries /Above
our grasp" (CXXIII, 2102-2104). It contains, too, the crude pagan
beliefs which persist among the peasant people, despite Christian efforts
to transform the stone's primitive sexual connotations into divine and
transcendent love (CXXIII, 2108-2149). Exploiting his complex levels of
reporting again, Juan tells, through a peasant's mouth, of some city
cynic who suspects that the church's spire is "'fjust the symbol's self,
expressed in slate for rock, /Aft‘s smodth»for Nature's rbugh,‘new chip

from-the old block!"'" (CXXIII, 2154-2155). This comment implies the
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monument's duality--it symbolizes both what is base (physical) and what
is refined (spiritual) in man: Since all this is spoken by a peasant;
the knowledge is -available to the ignorant as well és td the learned, a
point which is presumably designed, legitimately, by Juan-toladdicredi--
bi]fty to his story. ' |

This monument effectively constitutes the consummation of Juan's
argument.. As the climax of his dréam, it recreates the insight he is
striving for, and its physiCal preéence reinforces that recreation with
a convincing tangibility. This fusion of dream image and physical object
exhibits his desire to integrate imaginative and sensory.perception, and
the symbolic layers in the monument‘itself combine the many -opposites and
parédoXes which he has exp]oftedg man's duality, ‘his limited perceptions,
his contact with permanence. A musiéa] image "(CXXIV, 2175-2181),
similar to that in section LXII;‘again supplies a useful analogue for
Juan's modes of perception: ‘his discourse, 1ike music, mayiappear in-
tangib]é, but it nevertheless has a basis in physical fact. And the
image "again characterizes the relationship between his fundamental
premise or tonic chord ("'All's change; but permanence as well'") and
his fota] metaphysical position or accompanyfng harmonics, which comprise
thé sum of his argument and the insight represented by "those mammoth-
stones, piled by the Protoplast /Temple-wise in [his] dream!" (CXXIV,
2165-2166):

"Truth inside, and outside, truth also; and between
Each, falsehood that is change, as truth is permanence.’

The .individual soul works thrqugh the shows of sense,
(Which, ever:proving false, still promise to be true)
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Up to an outer soul "as individual too;:

And, through the fleeting, lives to die .into the f1xed

And ‘reach at length 'God, man, or both together mixed,

Transparent through the f]esh by parts which prove a
whole,

By hints which make ‘the soul discernible by soul---

Let only soul look up, not down, not hate but love,

As truth successively.takes shape, one grade above

Its last presentment, tempts- as it were truth indeed

Revealed “this time, so tempts, till we attain to read

The signs aright, and learn, by failure, truth is forced

To manifest itself through fa]sehood whence divorced

By the excepted eye, at the rare season, . for

The happy moment, truth instructs us to abhor

The false, and prize the true, obtainable thereby..

Then do we understand the va]ue of-a lie;

Its purpose served, its truth once safe deposited,

Each 1ie, superfluous now, leaves, in the singer's stead,

The indubitable song;-the historic personage

Put by, leavés prominent the impulse of his age; .

Truth sets aside speech, act, time, place, indeed, but

brings
Nakedly forward now the principle of things
Highest and least." (CXXIV, 2182-2207)

The "value of a.lie" is also the value of Juan's histrionic truth, and -
the value,-of course, of Browning's art. The broad aesthetic principle
implied here, that beauty and truth are to.be soughf through the real-
ities of human existence, is little different from Browning's position -
as he manifests it earlier in poems such as "Fra Lippo Lippi” and The

Ring and Book. But the important innovation in Fifine at the Fair -is

the emphasis on deception,.on the necessity for flaunting artifice in -
order to arrive at the truth it contains, in art as in 1ife. The dram-
atic monologue usually depends to some degree on the revelation of -
unconscious irony, and.therefore on deception. What is important here

is Juan's eonscious articulation of the method for reaching truth through
falsehood.. He has a more refined se]féconscfousness than previous mono-

loguists. -
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With this climactic penetration into the "principle of things,">
the protagonist overcomes his fear thaf there may-be a horrifying void
\behind the veils of reality:
What change to dread
When, d1sengaged at last from-every veil, instead
Of type remains the truth? . . .

Something -as .true as soul is true, though véils between
Prove false and fleet away. (CXXv, 2207-2212)

But these heights of metaphysical confidence cannot be sustained.

Through a clever burlesque of.Aéschy1u$f Prometheus’Bound, which juxta-
poses Aeschylean mythology and his irreverent commentary, Juan descends
from the metaphorical veil.of reality to the physical veil of Fifine
(CXXV). As he "disengaged" the former, so he hints naughtily at surrep-
titious Tifting of the Tatter. The travesty is inevitable, because Juan
" can never deny his duality, and the struggle to free himself from the
baser element will always fail. Like the pennant, he cannot leave the
pole to which he is. attached, and like the swimmer, he must remain in
the water, however:far out of it he manages to reach. All new experience
ultimately leads back to the same commonplace ground it started from: -
The fresh and -strange at first,
Soon wears to trite and tame, nor warrants. the outburst
.0f heart with which we hail those heights, at very -brink
0f heaven, whereto one least of 1ifts would lead, we
think,
But wherefrom quick decline conducts our step, we find,
To homely earth, old facts familiar left behind.
(CXXVI, 2230-2235)

And his awareness of this circular movement provokes a sense of weary:

futility, whose aching tiredness ends only with the peace of death:
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Awaking so,
What if we, homeward-bound, all peace and some fatigue,
Trudge, soberly complete our tramp of near a league,
Last Tittle mile which makes the circuit just, Elvire?
We end where we- began: that consequence is clear,
A1l peace and some fatigue, .wherever we were nursed

To life, we bosom us on death, find last is first
And- thenceforth final too. -~ {CXXVII, 2238-2245)

Juan, ‘subdued by this unpromising thought, is then impressed with "a
novel point," the notion that "each 1ie" has "Redounded tovthe praise of:
man" (CXXVIII, 2247-2248) . The Timitation in his argument is that his
exercise of déception was flattering to his pride, and asserted the power
of his personal will: "and Truth, unlike the False with Truth's outside,
/Neither plumes -up [man's] will nor puffs him out with pride" (CXXVIII,
2255—2256); The truth referred to is presumably the knowledge that all
life ends with death, a thought uncomplimentary to his ego; Consequently,
his whole insight-into the nature of reality, of his identity and exis-
tence, is again rendered doubtful, even suspiciously like some instinctive
assertion of his self-importance. Soul has not triumphed as he has been
at;pains.to suggest; rather it is sense which has provoked his total
argument, since the evidence for -sensory perception is avaﬁiab]e on
request--with sense "'tis ask and have" (CXXVIII, 2260). Sense, he says,.
promotes -self-as the soul's only master:" A
Stch savour in.the nose
0f Sense, would stimulate Soul sweetly, I suppose,
Soul with its proper-itch of instinct, prompting clear

To recognize soul's self Soul's only master here
Alike from . first to last. (CXXVIIT, 2269-2273)

A11 he has established, he implies, is -the power of his own will to
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deceive himself into believing he is his own master. It .is a natural.
illusion to effect; since the soul is not only stimulated-by the senses
in this act, it is a]so;prompted by "its proper itch of instinct." His:
consciousness of the inevitability of his personal eXtinction, “time's
pressure" and "dark's-approach,f makes him willing ‘to-admit the possi-
bility -that he is subject to some "soul" other than himself (CXXVIII,
2273-2280). Man, he says, "receives /And not demands--not first Tikes
faith and then beTieves" (CXXVIII, 2280-2281). The phrasing is 1litur-.

_ gicé}’and:the-thqught'is akin to New Testament assertions éf God‘s love
which is given freely tomen.3! Juan does not; however,; embrace relig-
ious ‘orthodoxy. He does not specify what man "receives"; the other
"soul".is not defined (the fullest description would be his earlier
references to "God, man,.or both together mixed"; LIX, 907; CXXIV, 2188;
CXXV, 2210); and the conditional clause (CXXVIII, 2273) restricts ‘his
consideration of .Tosing "the rights /0f rule" to the level of‘possibility.
Only the humility induced in him by his sense of futility adds force_to
his statement's effect.

Brought to recognize his limitations, and the selfishness inherent
in his previous philosophy, Juan is willing also to acknowledge the
necessity of constancy in 1ove:-"Inconstancy_means raw, 'tis faith alone
means ripe /I' the soul which runs its round" (CXXIX, 2283-2284). He
comments ruefully on_thé absence of -self-indulgence in such a principle
--"Poor -pabulum for -pride when the first 1qve is found /Last a]so!”
(CXXIX, 2289-2290)--and says that his means of attaining.infinity caused

his error. Instead of some endless linear extension, attempting to "Fix
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into one Elvire a Fair-ful of Fifines,f-he should haye_analysed.one spot
in depth;'that is "From the'given'poiﬁt evolve the infinite!" (CXXIX,
2295). This point is the fault in Juaﬁfs'method;_as opposed to the more
qualitative flaw of selfishness. It 4s in accord with Browning's con-
cern with infinity in.art, but it is not ”the‘centra1‘theme50f~the poem,"
as Drew suggests.32‘ It is what Juan's task;ought‘to have been. Wiser,
Juan proposes to give up the "fickle -element". to rehain with Elvire:
"Land-Tocked, we Tive and die henceforth: for here's the villa-door”
(CXXIX, 2305). | |

However, as.Roma King points out, this statement contains its own
contradiction: "'Land-locked' . . . 'die' . . . 'door': these images,
surfacing from fhe depth of his subconscjous, are evidence of a tension,
a spiritual restlessness, that can never abide the restrictions he

g3

affects to accep Juan has just said, in support of permanency in

love, that ending where he began "looks Tike law, because the natural.

man /Inclines the other way;,fee]s-1oré}1er free than bound" (CXXIX,
2287-2288). This observation also ihvo]ves a curious repression of
sensual instincts, antithetical to his earlier emphasis on what is (CIX),
since to say that whatever restricts man's freedom "looks like law,"
because it does not pamper man's instincts, because it fails to rein-
force his pride, is to turn what "should be" into law instead of "what
is." In other words, Juan is now trying to have Elvire satisfy his.
sensual .desires as well as his spiritua] impu1$es,» She s to_satisfy

his whole personality, not just supplement what "was half itself without"

her (XXXIX, 611). And since he has to deal with her physically as well
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as mentally, the fear that his previous ‘perception of her on the spul's
level may have denied her physical substance produces a sudden, desper-
ate cry for proof of her sensuous presence: .

Touch me, and so appear alive to all intents!

Will the saint vanish from the sinner that repents?

Suppose you are a ghost! A memory, a hope,

A fear,.a conscience! Quick! Give back the hand I grope

I' the dusk for! (CXXX, 2308-2312)
But Elvire cannot satisfy the urge for excitement and freedom which Juan
has defénded so eloquently and convincingly, ahd;he implies the lifeless
imprisonment which confinement\with her would mean. She is "The solid
1ahd, the safe" (CXXXI, 2315); as a householder he will be "calm" and
"contemplative" (CXXXI, 2332); while "the seasons fleet," he and Elvire
will "abide" (CXXXI, 2333); "Enter for good -and all," he concludes, "then
fate bolt fast the door,./Shut you and me inside, never to wander more!"
(CXXXI, 2339-2340). Even when he_describéd earlier-his idealized percep-
tion of‘Elviré's beauty, Juan hinted ét the death-1ike overtones to her
calm aspect--it seemed "As if [her]‘vesfure{s snow were moulding sleep
not death" (XXXVIII, 604). - The peace and security which she offers him
form one side of the warring factions within him, but to accept them
alone would mean giving up.the torment "and flux which is the.essence of
his being and of 1ife itself. His return to Fifine is an expression "of
continued striving rather fhan stagnation. . . . his final act‘affirms
rather than negates his humam‘ty."34

His final act also restores the equivocation between sensé and

spirit, which has atcompanied'his behaviour throughout the poem. He has
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continually flaunted the expediencies of decéptiOn in order to balance
and interrelate the two eXperiential red]ms. In the last sections, mom-.
entarily disillusioned by.the realization that all his endeavour and:
brilliant handling of artifice lead to only one fatal conclusion,.he
~gives up the sthugg]é and anticipates the peaceful quietude and respec- .
tability of a conventional householder, "duly domiciled, /Contributable,
~good cbmpanion of the guild /And mystery of ‘marriage" (CXXXI, 2319-
2321). After all, "far from realizing gain, /Each step aside just
proves ‘divergency in vain" (CXXIX, 2290-2291).. It is a solution which
will both bring him calm and avoid the se]f—centrednéss which he has so
vehemently and bitterly satirized-in men. But to retain human existence
is to-refain sensual experience. Love is permanent in man's life, as
symbolized by the Druid stone, but that means physical as well as spir-
itual love.. Both Fifine and Elvire are necessary. Indeed,-Juan's total
behaviour, Tinguistic and physical, suggests that all Tove is the product
of man's double level .of percéption; there is no unifying, transcendental
love in his experience, only the‘hotion that a bifurcated love is neces-
sary for the continuing processes which make up his-existence. - Caught
between the conflicting demands of his consciousness, without belief in-
external absolutes to predetermine a solution, man's personality is in-

secure within his dualistic nature.

The Epilogué's relationship with the poem has always caused cri-

tical problems. Most usually its last line is abstracted (“'I end with
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--Love is all and Death is nought!' quoth Shef), which, it is said,
shows that true Tove is finally more powerful than death (oY a phflander-
ing Juan)f35 The 1ine, of course, would then constitute a common
Brownihg_aphoriSm,_and-it'has been quoted to assert Browning's continuing
optimism in his later poems.36' But:the Epilogue is not so simple as
critics often'imp1y;‘

Entit]ed,"The HoUseho]der,ﬁ these four stanzas in effect satirize
the respectable householder, who is here only too eager to give up what
is supposed to be bliss. Beside Juan's romanticizing of domestic joy in
section CXXXI, the householder is tormented and totally unhappy. His
predicament helps to explain Juan's tacit antipathy towards such confine-
ment and the Epilogue reveals household bliss as another illusion. There
is the point, of course, that the householder's Tife is miserable because
he is. separated from his dead wife, and his keen‘desire to die himself
is partly a desire to rejoin her. Also, her t%mer"up there," without
him, was equally unsatisfactory: "'And was I so better off up there?'
quoth She." Love is all, then, since it is all that supplies joy .to both
husband and wife, even after death. It is more than either conventional -
domestic "comfort" or supposed heavenly reward, and whether this Tove is
earthly or divine is at best ambiguous. The implication that the wife's -
existence "up there” lacked happiness c1ear1y'suggests that she is not:
"metamorphosed";37‘it therefore follows that any assertion of transcen-
~dental love is as equivocal in the Epi]ogue as it is in the poem itself.
Love is the means to the satisfactory experience of each person in the

Epilogﬁe as it was to Juan in the poem. Despite ugly circumstances and
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despite death, love overcomes all, even to the point where the hbuse--
holder prefers death to life.

But “there is another aspect to the Epilogue too.. The house--
holder's hurried, tﬁmb]ing 1anguage; the grotesque stagnation-of his
mind--?Dreary,iweary with the long day's work: /Head of me, heart of -me,
stupid as a stone"--his physical discomfort and mental torment--"the -
neighbour-talk . . . /A1l the worry .of f]abping door and echoing roof;
and then, /A1l the fancies"--all imply an extreme desire to cease the
agony. ‘"Help and get it over!'" he says to his wife in his urgency to
surrender earthly existence,.and central to,the'epitaph he composes for

himself are the lines "Affliction sore long time he bore . . . /Till God

did please to grant him ease." Indeed, there is a grotesquely comic and
irreverent gusto to these lines, as the householder in careless glee com-
poses a rough epitaph, only too anxious'to conclude the formalities with
the utmost .celerity. In his haste, he cannot finish and asks his wife
to do'so. In view, then, of his obvious anxiety to free himself from his
decaying -circumstances, of his desire for.death to éase his "affliction,"
her reply that "Love is all" becomes ironic. .

The whole passage suggests that sensuous experience js at least
as significant to man.as spiritual Tove,.since the householder is as
eager to relinquish his-earthly torment as he is-to join his spiritual
wife. The Epi}ggue continues the ambivalent perceptual experience of
Juan's monologue, and concludes the poem with a fine ambiguity. Clyde
Ryals concludes that "pefmanehce comes only wﬁenvthe swimmerziﬁ'meta4~

morphosed into a butterfly, when 'sense' totally yields to 'soul," when
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the amphibian is transformed into a householderr"38

- But the householder's
existence in the:Ep11queris not permanent and quite uninviting; he is
still an amphibian. Rather Browning implies, as Roma King says, "that
man's devotion can never become single and aT]-satisfying until he is
transplanted from time into.eternityﬁ For Browning this event remains a
hopeful possibility but, in this'poem,'nothing more.”39 Only in death

can man's dual vision be reconciled, only then can he find peace and

ease of mind. This point ironically reflects on Juan's reluctance through- .

out the poem to accept death.

vi -

The truth -in Don Juan's discourse is contained in his exeréise of
the imagination; it is a:"histrionic truth," to do with acting, creating
an illusion, with-deceiving. Consequently, it involves a prolonged effort
of perception and will on the persona's part. The poem, in turn, forces
a similar sustained effort of perception and will on the reader, which is
second only.to Juan's, or Browning's, and second because the reader
follows where Browning leads. This interaction -between reader and poem
is intrinsic to the poem's point: to manipulate deception is neéessahy_
for knowledge of the truth about life, but it is difficult; to maintain a
clear perception of that manipulation is also difficult; but both are
poséib]e. |

Juan's flaunting of artifice means that he‘attains something of

the role of stagemanager, definfng his surroundings--the fair, the
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gypsies, the sea, sky and landscape--eliciting their meaning to further
his argument, and purposely directing E]vfre to the Druid monunient in
order to make its physical presence before her' coincide with its meta-
phorical presence in his dream (CXXI, 2041-2045). Juan's character in
this role shou1d, however, be carefully distinguished from that of the

Duke in "My Last Duchess," whose similar manipulation and staging of a’
"show" has been excéllently analysed by David Shaw.40 Shaw concludes that
“the craft of the hrodUcer,;whose theatrical self fiercely wills the ex-
tinction of every other self, becomes a metaphor for the damnation of -all
self-deceived .and egocentric men,”41 Juan is egocentric, but he is not

as arrogantly self-deceived as the Duke, and he does not will "the extinc-
tion of every other self." Both characters transform the past into a
present which supports their self-conceived identity and purpose, both
manipulate their companions for their own ends, and both flaunt artifices.
But these shared features are shared.with,any monologuist, and in-a sense

42 The important distinction is

define the dramatic monologue's form.
that Juan's "stage-craft" is consciously exploited, :and that his verbal

display is the result of a sincere desire to.understand the depths of his
own experience; it .is not the unconscious manifestation of -an "obsessional -

neurosis" as seen in the Duke's brief performance.43

{ ’ :
His egocentrism does mean, though, that the world-view he presents
is subject to his will and . to his perception.. The natural world, for
. example, is not something to be reconciled in some romantic redemption of

the mind, but it is there to be valued by men and to be appreciated

aesthetically rather than religiously. Nature supplies images, metaphors
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for the mind's experience, and is set aparf from men. . Juan's -exercise
of'wi11;'his emphasis on his uniqUe,|séparatejidentity;'thus'p1aces him
among the heroic types of Manfred and Faust, and his awareness of the
neéd.fof.conStant1y,renewed experience - links him particularly with Faust:.

Ay, in this thqught I pledge my faith unswerving,

Here wisdom speaks its final word and true,

None is of freedom or of -life deserving

Unless he daily conquers it anew.4
Juan, however, never stands alone. Women, he asserts, are necessary to
establish his reality, the culmination of his. philosophic insight involves
working "through the shows'of sense”.to "an outer soul as individual too"
(2184-2186). The Tlimitation in this position is that it 1nvd1ves'an
endless exploitation of women for his personal needs; it is a limitation
which exposes Juan as selfishly egocentric,'but not as a malicious .
deceiver. He is caught up in a human dilemma too fundamental and natural
for-him to be cqndemned_as-"the»dev11-quoting_Scriptqre for his purpose,"

d."®  He is honest enough to recognize momen-

or.as -"a mere heartless ca
tarily that his philosophy might be redeemed from its egocentrism by
reaching his desired goal of infinite permanence through one point, by
penetration rather than by a ceaseless stretching of'experien;e; But his
native‘impulsp for sensual freedom prevents that redemption. Browning
reveals in Juan a discrepancy between vision or mental perception and
action, which is deeply rooted in instinct and character, and which
illuminates the limitations in man's will. Juan has sufficient will to

flaunt -sensory perception and the deceptions it involves, but not suffic-

jent will to regulate sensory experience. Relying on his own resources
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for fulfilment, he cannot resist his instinctive drive for self-
indujgenCe;'sgnSory eXperience is too powerful. He can only momentarily
reconcile his divided consciousness, énd‘therefore‘he presents finé]]yj

~an ambivalent or ironic vision'of;Jffe.: While his self-sufficiency is
proved a vanity, his sense of freedom still alienates him from conven--
tional society (in his dream he was always an onlooker), and this predic--
ament is also typical of the nineteenth century: "In a great deal of "
Romantic imagery human society is thought of as leading to alienation:
rather than identity, and thié sense increases steadily throughout the
nineteenth'centdry as literature becomes mqre'ironic in both tone and

str'uc’cur'e.v'-'v46

Juan, however, is the ironist rather than Browning, for,.
despite the ambivalence about Tove and about man's perception throughout
the poem, Browning indicates the morally 1im1tfng factor in Juan's
attitude, which is sufficient to induce a portion of satire into the
poem.  Frances C. Kemper distinguishes between an ironist who is uncom-
mitted to any-ideology or didactic principle, and a satirist who is com-

mitted, who judges.47

To -the extent that Browning enables the reader to
Judge ‘Juan--and the extent is not nearly so. great as critics have gener-
ally maintained--Browning remains a satirist who exposes the weaknesses
in an fronist;

The matter-spirit debate which- informs Juan's ironic vision is,
of course, central in Western literature, and both'fhe_p]ay of e]emen£§
énd the Neoplatonic thought in the poem place it in this tradition.
Ihagery of .the four elements--earth, air, fireé and water--occurs many

times -in “the poem, and central to Juan's quest is his desire to attain -
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the more refined elements, to Tift himself into air from water and to
draw forth the flame which Turks behind "earth's coarsest covertures"
(337). His assertion of an eventual fusion with some other soul, -or
"lodestar" (901), is akin to Aristophanes' twin-soul concept in the
Symposium,-and -the transcehdenta}ish.he attempts to maintain din his view
of matter is comparable with Platonic Idealism.  The influence of -Shelley
and ‘Carlyle on Browning is no doubt evidenced here.: However, the differ-.
ence frOm,Juan's more Platonic predecessors lies in his emphasis on
individual man and on the transforming power of his imagfnatiqn (or
“$0u1,”_to use -his term) as the source of all value. Spiritual reality
is not pre-existent or to be reached by man;. it is created by man.

" Having his more immediate origins-in romantic 1iterature, Juan
48

also anticipates aspects of twentieth-century thought and writing. His

statement, for example, that man's task is td transform‘inert matter is

more fully developed in Rilke's Duino Elegies: . the most visible

joy /can on]y:revea1 itself.to us when we've transformed it, within."49

His notion, hinted at briefly, of the imagination creating its own per-
manence is epitomized later by Yeats in "Sailing to Byzantium," where
the artist desires to move, by means of his own creation, into "the
artifice of eternity." And Juan's emphasis on the importance of érti-
fice, on distinguishing between simulation and reality, and on-the
element of deception in all human existence, in all reality, is seen
again in Wallace Stevens' "Adagia“: "The final belief is to believe in a
f1ct1on .which you know to be a f1ct1on, there being nothing e]se The
exqu1s1te truth is' to know that it is .a fiction and that you believe in

it willingly.">Y



125

Juan, however, ‘is nqt comp}ete]y a deern existehtia] man; he re-
mains a-transitional figure. - Moving avidly towards a definition of solip-
sistic eXistence,-he nevef quite refinduishes established modes of
thqught;v There is his qse_df-the term'soul itself and his efforts to
penetrate the 'veil of reality. There'are ajso his few and casual,’
seemingly involuntary, references. to God and faith (876, 907, 1515,
2188), and his short-Tived admittance of the need for faith in love
(2281, -2283). Thé equivocation jmp]ies, of course, Browning's own unwil-
lingness to cease hoping for a divine absolute or for permanent existence.
"It is characteristic of Browning that what he wants to maintain is . . .
that for himself personally there is still room, if not for certainty,
at least for'hope.“5]

One of the most integral and neglected qualities of Fifine at the

a quality frequently ignored
52

Fair is its nature as a "poem of experience,
by -critics who become antagonized by‘ifs "metaphysical" content. This
quality is directly concerned with the soul-body or.thought-feeling

debate, and therefore wjth‘Juan‘szexercjse of deception.  To observe that
Browning developed the dramatic monologue in order to restore the assoc--
iation of thought and feeling, to record the momentary truth of an inte-
~grated experience or epiphany, is now a critical commonp-]a_ce.53

Browning's moSt.hjgh]y praised monologues usué]]y present this experience
direct]y, as it occurs, with the persona, since he is concentrating.on

his act (invariably a verbal act), unconscious of the integrating process
he is engaged'in. Obvjdusly,'his lack of awareness is a logical necessity,

since to be ‘conscious of, that is to think about, fusing "the elements of
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“thought, feeling and perceived objectf-is to contradict that fusion.
"My LastrDuchess;“~"Fra Lippo Lippi;".fAndrea de1,Sarto,?ijhilde'quande.
to the Dark Tower Came" affordreXamples of this pqetry of eXperience;'

Fifine at the Fair, however,.is more complex, because Juan has a more

complex self-consciousness.

Juan is certainly engaged in conflict with Elvire about his
feelings fOr-Fifine;;and this situation,makeé the poem.a usual -monologue,
a poem-of eXperiehce; But Juan's disCourse far exceeds the bounds of
that argument, in excess even of-other monologuists, and becomes, as he
realizes in section LXXXVIII, a rational contemplation divorced from
any -immediate emotional involvement with either Fifine or Elvire. The
women -become appropriate because necessary appendages of his thought and
personality. On the other hand, that rational contemplation is not with-
out emotional energy .either, because it emanates from Juan's intellec-
tual fear of non-being. In effect, he oscillates between passages of
expression which arise from a -combined emotional and mental anxiety, and
which therefbfe fall within Browning's usual type of -dramatic mdno]ogue,~
and passages which more nearly approximate abstract thought. Juan does
not so much move dramatically towards a new epiphany in the usual manner
of monologuists (although he does unwittingly reach this in section
CXXIX), as endeavour to recreate a previously experienced epiphany (which
he achieves in section CXXIV).  He pursues this recreation both for
Elvire's benefit, in order. to justify-his rationalization about Fifine,
and ‘for his own, in order to sustain the continual process of satisfying

his own reality. This complex effort of mind means that he.conscious]y‘
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attempts, through metaphor, through the recreation or simulation of all
kinds of eXperiénce;eaESthetic‘(ﬁuSiC),»phySica] (sWimming); imaginative
(dream)--to validate a perception of .reality which he also describes
rationally; and the subtleties in this process may account for critical
puzzlement about the poem,-particularly for critical dissatisfaction
with its uneVen tone. Isobel Armstrong;‘for example, says it contains

"erratic flashes of strange.intensity."54

But the poem's unity, excite-
ment and verbal -brilliance is easily apparent, if the reader .recognizes
the 1ncisiye3yrefined tension elicited by Juan's awareness of his predica-. .
ment .in having to recreate his insight or be condemned for mere intellec-
tual, ‘and therefore problematic, unconvincing knowledge, .and also by the
underlying fear that he may not achieve this desired result. The poem
dramatizes the persona's process of trying ib recreate experience, with
deception prominent at each stage, on each level, both in the surface,

immediate awareness and in the simulated, recreated event.

Fifine at the Fair dramatizes the struggle between concept and in-

tuition; it is the drama of man's .conceptual process struggling to appre-.
hend intuitional experience.  Although the Tanguage and metrical
patterning is quite different, Wordsworth's "Ode: Intimations of Immor-
tality" presents a-similar predicamenf. Susanne Langer's ‘comment on

Wordsworth's poem could, for example, be applied also to Fifine at the

‘Fair: "The logical structure of the thought is really very loose; yet the
whole composition sounds like a piece of metaphysical reasoning, and the’
semblance of fresh ideas occurring in 'very unacademic surroundings gives

it a peculiar-depth, which is really depth of experience rather than
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depth of’inte11ect.”55

There is no ‘reason to assume that either Words-
worth or Browning lacked fdepth of irtellect," and Juan's handling of
deception is highly sophisticated. The important point, however, is the
integral role which thought has in human experience and the depth it
supplies to otherwise superficial,.even if intensely dramatic, action..
Susanne Langer continues: "Thinking is part of.our instinctive activity
--the most human, emotional; and individual pért.;.‘; . it is so intimate-
bound . up with']anguage'that meditation is inseparable from ways of
speaking. .-. . discursive thought . . . is in turn. the mold of -our in-
dividua];experience.ﬁ56 Browning is not concerned so much with the

' productAofwthqughf,,externa] acfion, as with the flow of thought, the

. internal act which forms the actual process of-mdu]ding{experience.

In Fifine at the Fair, the persona is engaged in precisely this

kind of verbal act, and the gap which he is conscious of between his
expreﬁSion and his previous insight, between mentaf reflection and intui-
tion, -directly embodies the gap between mind and body--man's dualism..

His prolixity, in part the product of a fertile and agile mind, is nec-
essary-fo overcome ‘this schism, since -he must consider a variety of cir-
cumstances and phrases in order to comprehend the complexity of-his
pérception.' Because he is aware that all perceptual processes are subject
to deceptidn, because he is dependent for knowledge and existence on a
reality which presents.a "natural lie,"-and because he is conscious of

the artifice necessary to his thought and experience, the end which he

attains is an "histrionic truth.”
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CHAPTER- THREE

"RED'COTTON'NIGHT4CAP'COUNTRY; QB!TURF'AND'TOWERS:

FLAWED PERCEPTION AND THE ART -OF SELF-PRESERVATION

Prince Hohenstiel-Schwangau and Fifine at the Fair each features

a persona who controls his world.by manipulating it. The Prince's
skilled handling of ‘point of view and Juan's assiduous exercise of arti-
fice assures each of them a high ‘degree of success. By contrast, Léonce

Miranda, the protagonist in Red Cotton Night-Cap Country,:is a slave of

circumstances rather than‘their.master; rather than the player, he is
the .played upon. Like both the Prince and Juan, he is tormented by
inner-conflict, but he cannot resolve the antagonism, because he lacks
the intellectual acuity to discriminate properly between illusion and
reality. Unable to handle paradox, he destroys himself through an inept
attempt:to prove his worth, through the inadequate effort of his fancy.
to mefge the reality of illusion with the reality of physical fact.

Red Cotton Night-Cap Country has received some of the most severe

criticism directed at Browning's poems, mainly because of the sordidness

and ugliness in the story.]

William DeVane also blames the rapid composi--:
tion of the poem--it was written in two months--for its lack of public
success, but Browning had written quickly before and the crucial point is
almost certainly the grotesque subjeét-matter;-a point we]]-made{by an
‘exasperated Carlyle: "nobody out of Bedlam ever before thought of choos-

ing such a theme .2 Browning himself was obviously -ex¢ited by his’
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subject, although he was also worried, it seems, about his ability to
deal with- it properly: "I have got such a subject for a poem, if I can.

only:do justice to it."3

Eschewing the dramatic monologue form, he
employs a-narrator-engaged in conversation with a friend, maintaining
in the process -an omniscience and-a distance from the events which by
preventing an overly sympathetic involvement with the characters prevent
any -simple sensationalism. DeVane says "the poem loses in intensity be-
cause it is narrative instead of dramatic monologue,"4 but the narrative,
if somewhat’rambling, encompasses passages which are both diffuse and
intense, and.the poem finally coalesces into an extraordinary unity of
opposites, effecting what Arthur Symons-called "the imp?essiveness of
contrast.'"5

The conversational tone and relaxed intimacy with his Tistener,
which are estab]ishea immediately--"And so, here happily we meet, fair
friend!" (1)--enable the poet to induce a mood:.of quiet credibility.
The casualness of the occasion allows him to exercise his mind- in a play-
ful and spontaneous :contemplation of the countryside around him--its
appearance, its apparent calm and purity, and the deceptiveness of that
appearance. Since the poem depends entirely on-the contrel of its
narratof,=1t 1s~imporfant to notice his mixture of mental analysis and
poetic evocation.’ He enjoys the "growth unsheaved /Of emerald luzern
bursting into blue" (24-25); he readily acknowledges the legitimacy of

his companion's symbolic title for the place, "'White Cotton Night-cap

Country,'" for people do wear "This badge of soul and body in repose"

(149).. But he also makes distinctions; he is, for example, unsatisfied



136
with the statement that a fiddle means "Just'a fiddle" (248), playing
upon the‘ékc]&matbry senée”of-"fiddle" as trivial frivolity and "fiddle"-
as»instrumentf The Titeral eye, which appreciates the surfaée qualities,
the "sweet rusticities" of the land around:it,

From stalwart strider by the waggon-side,

Brightening the acre with his purple blouse,:

To those dark-featured comely women-folk,

Healthy and tall, at work, and work indeed,

On every cottage door-step, plying brisk

Bobbins that bob you ladies out such lace! (115-120)
is ‘augmented by the mental eye, which perceives different Tevels of.
existence or reality. . An atmosphere may be misleading; and meaning is
something more distinctive; the'narrator, therefore, "Proceeds . . . to
recognize /Distinctions” (246-247). This combination of qualitative
description and mental penetration marks the poet's technique throughout,
and enables him to unite the surface realism of social circumétances
with the hidden realism of psychological resources. The result is typi-
cally Browningesque; the method differs from his general pattern..

- Browning's broad purpose in the poem is clear. He tells Miranda's
story -in order to illustrate man's inability to distinguish false appear-
ances, from inner truth, his- adherence to external signs, whether they be
emblems of belief or indications of social convention. Roma King says
Browning "seems uncertain of his intentions," that he does ‘not develop
"into a"éing]e, unifying theme" his separate’inferésts in "the grotesque
irony of the subject," and in "the superstitious nature of a religion
which in -thé name of saints destroys human beings.f6 These interests are

united, however, through tHe theme of deception, which in the poem is
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predominantly a matter of .images. Miranda's abnormality 1iés in his
divided personality which does not-allow him to distinguish the illusory
from the real, wifhfthe'added compjication of his Catholic faith which
emphasizes the importance of images and theif worship. For someone who
has been taught the power of reiigious'symbo], the literal application
of -belief becomes a strong impulse; for a.man of Miranda'sAweak'inte]]ect,
the impulse becomes 1rresistibie.l As’always; Browning is fascinated by
the processes thrqugh_which man_deceives himself or others, and he is
severely critical of institutions which 'exploit those processes.

Wh11e Brown1ng still demonstrates his usual interest in individual
character,7 his use of an omniscient narrator who Jnterprets events, in-.
stead of his usual dependence on the protagonist's limited point of view,’
enables him to range wider in theme and social implications than in many
mono}ogués. The poem's perspective establishes a broader interest than
that -supplied by one man's -spiritual dilemma. The poem, through humbur.
and a-sustained irony, takes on many of the attributes of social satire,
and Browning clearly intends the story to have universal significance.
The narrator and his friend meet on an "unpretending beach" (17), which,
despite its humble circumstances, is a."razor-edge "twixt earth and sea"
where the poet stands "at such a distance from the world /That 'tis the
whole world which obtains regard" (181-183). One spot, he says, provides
any man who has. a soul "to see and use" with notice that "through the
place he sees, /A place is signified he never saw" (62-63). He acknow-
ledges the inauspicious social fare offered by the local village, but

nevertheless perceives a "formidable" fact: "Little Saint-Rambert touches
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the great sea" (95), the "natural .blue" which- "Broods o'er a bay of -
secrets, all unbrOached"‘(90491);7

Browning, of coursé, is defending his selection of an ordinary,
apparently dull and quite'uninteresting area for his setting and subject-
matter, and this defence he admits:-

. this is a pretence, you understand,

Disparagement in play, to parry thrust:

0f possible objector: nullity

And ugliness, the taunt be his, not mine

Nor yours,--I think we know the world too well! (99-103).
These lines supply a good indication of Bkowning's technique and effect,
particularly in part one. (The poem is divided into four parts.) The
- good-humoured tone is pleasantly ingratiating, establishing an intimacy
‘and openness with his listener. By assuming, with her, and by implica-
tion with his reader, that they "know the world too well" to accuse -the
place of "nullity and ugliness," he attempts to forestall the reader's
objections to his subject.. It might be objected that this statement i§<
too obvious a ploy and that the "thrust" would be parried without
advertising the fact.. But the confession of pretence is not as blatantly.
obvious as, it may appear. Browning's claim that his- disparagement was
' p1ay,jand therefore not to be taken seriously, could also apply to his
"truth" about the sea (89) or to the possibility of light in "Earth's
ugliest . . . imprisonment" (65); yet presumably he wishes his reader to
consider-these notions more earnestly. His pose of playfulness, there-
fore,.renders all statements doubtful and posits an irony ‘which requires

careful attention.’ At this stage, doubt about what is or is not meant
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seriously -is highly appropriate for Browning's ‘purpose, since it urges
the reader to suspend his judgement of -truth and event.in case the poet
catches him out. The reader'is in a sense being warned not to take any-
thing at surface value, and this warning is an important preparation for
the ‘narrative which follows.

Browning clearly plays ‘a game with‘his'companjpn (and reader) in-
artfu11ygagreeing to the nature and quality of appearances, while still
maintaining that such bland generalizations are inadequate. He ranges
broadly over the county-before him and over the affairs of men as they are
there represented, and then gradually focuses on smaller areas, ending
with Miranda's country estate. This procéss of an, increasingly narrowed
focus continues throughout the poem, until in part four he elaborates
Miranda's inner thoughts. Carefully controlling his story throughout,
he suspends his revelatory.points, introducing each with dramatic impact,
and -leads skilfully to his climax, Miranda's ironically triumphant Teap
from his tower. In this poem, the narrator openly controls the artifice
of its presentation: conscious Qf his role as artificer-(725), he both
withholds information (873) and manipulates the'symbols through which he
unifies the whole work (1144-1147). !

The p]ayfu]ness‘is most fu]]y.ekp]oited in the first,sectfon,.
where Browning delights in his exercise of perception and speculation,.
in pretending to be losing his argument while always secure in the know-
ledge that he could win it at will. His plea for generosity on the part

of his opponént is a typically neat piece of ironic tedsing:,
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’ You must be ‘generous, strain point, and call
Victory, any the least flush of pink
Made prize of, labelled scarlet for -the nonce--
Faintest pretension to be wrong and red
And picturesque, that varies by a splotch
The righteéous flat of -insipidity. (393-398)
The element of play allows the intrusion of slang--what Roma King disdp-
provingly refers to as "a care]ess'co]]oquia1ness"9-?without undue dis- -
ruption’of thertone and effect. It also allows a subtle undermining of
estab}ished values, which is part of the poem's satiric intention. For.
example, in the passage just quoted, what was white, or pure and serene,
has ‘become righteous and insipid. The 1ight1y comic'effectrof splotch
keeps this changed quality from being_taken.too seriously, and the hint.
of<criticism.is a rhetorica] device rather than a serious implication,.
though -it is nevertheless present.

The lighthearted surface of the language should not, as suggested,
be taken for granted. Lurking beneath appérent]y-unmethodica] refer-
ences are symbols, themes and-ideas which are constantly and unobtru-
sively-introduced, until, at the end of part one, all important elements
in the poem which are to be deve]bped are prepéred for, except the turf
and towers emblem, which opens section two.,  The Miranda name, for
example, is casually mentioned almost immediately, as the narratgr hails
his friend, feminding her. of the places where they met previously (11).
The church of La Ravissante is iﬁtroduced equally casually as part of the
landscape, though it is more emphatically noted ("There now is something-
Tike a Night-cap spire, /Donned by no ordinary Notre-Dame!"; 433-434) in

order to include its significance as one of the three centres of



141
miraculous cures.in France (with Lourdes and:La Sa]ette;,438);10 The
account of the "two great real gold crowns" (460), supposedly donatéd.by
the Pope, but paid for by the "faithful of our province" (469), intro-
duces the .central role played by -the church in local ‘1ife, with its
emphasis on a splendid show and on the .illusory and far from "spontan-.
eous bounty .of the Pope" (481). . Even the apparently irrelevant para-.
~graph about the mock-miracle, which transported-a "sceptical".Browning
to Miranda's country-seat (531-547), anticipates Miranda's more serious
and tragic attempt at the miracle.of f}ight,f'And-there is CTarafs
(Miranda's mistress) blank face, which BroWning:supposes "might flash
significance /To who had seénﬁhfs soul reflected there" (877-878). The
abi]fty of her "wax-like features" (851) to correspond with whoever 1ooks
at them, and so reveal his importance to himself, anticipates the
subtlety of Clara's technique for self-preservation, and the complex
master-slave relationship between her and Miranda. For the moment,
Browning simply points out that to have.one's importance reflected by -
another is a more_de1jcate‘"so]ace to conceit" than to be challenged by
some independent companion (865-870); this is because the soul's reflec-
tion is easier to govern--"Why should\your;éoul's‘ref1ettion‘ru1euyour,
soul" (871)-=and because mastery overAthe_réflection, manifested in
someone else, gives the illusion of mastery -over.another.

One of the two dominating sets of symbols in the poem, the red
and]white night-cap, is also plainly discussed in part one. As Philip
Drew notes, "white, nof surprfsing]y, stands for innocence and serenity,

ull

red for guilt and sin. But these symbols are more complex than this
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definition suggests: the white-red opposition also becomes a heaven-hell:
opposition (556-558), or white can become falsely righteous or insipid,
and red picturesqué’(396-398).- Most important are the associations with
red. Brownjngﬂs‘eXamp1e of .a'red night-cap is that given to Louis XVI
when he was‘confroﬁtedAby~the revolutionary mob in 1792; this cap, Brown-
ing says, is "The Phrygian symbol, the new crown of thorns, /The Cap -of
Freedom" (313-314), and the red cap thus takes on associations of emascu--
» lation, martyrdom and freedom.

It is not certain what the "Phrygian symbol" imp]fes exactly. A
Phrygian cap is usually associated with liberty, which is probably
Browning's intended meaning, since he a]most'certain]y got the night-cap

image from Carlyle's The French Revolution, where the phrase "Phrygian

12

Cap-of-Liberty". appears. However, he does say "Phrygian symbol," not
specifically a Phrygian. cap, ahd;there aré other associations which are
‘also appropriate to the poem. The priests of Cybele, whose cult was cen-
tred in Phrygia, were eunuéhs in imitation of Attis, who, in one-version
of the legend, castrated himself after being driven mad by Cybele when
she was jealous of his desire to marry another. In the poem, Miranda's
burning of his hands is assuredly a symbolic castration, made explicit

by his announcement that»hé and Clara have "changed" and that she is to
be his brother-(2755—2756).?3’ He mutilates his hands out of the remorse
and excessive guilt which arise in him after his mother's death, so that
in effect his madness is caused, if indirectly, by his jealous mother.

The parallel with the Attis legend is even closer when it is noted that

Cybele, as a goddess of nature, is the Phrygian Mother of fhe Gods.
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Worship of Cybele was adopted by the Romans fn 204 B.C., and - there is a
statue of Attis in the Lateran Museum at Rome which depicts him w1th a
Phrygian ca"p;14 There is no~evidence’thatABr0wning,ever saw this statue,
but its cap does add another link between-the Phrygian syhbo] and Attis.
One meaning, then, of the phrase could -be -emasculation, which is appro-
priate to the red cap that Mifanda finally presents (3600).

An association of Phrygian with Attis, whose supposed death and .
resurrection anticipated Christ, :is also appropriate to the "new crown
of thorns," which obviously refers to Christ. In its immediate context,.
the phrase makes the death of Louis XVI a parody of Christ's martyrdom,
a parody rendered grotesque by his "feeble mirth," by his "ejaculation, .
~ground so hard /Between his teeth, that only God could hear," and by his
"liver-worried stare" (314-320).  Miranda's unintended martyrdom, for
the cause of his faith in La Ravissante, becomes an even more grotesque
parody of. Christ, with the parallel also apparent in Miranda's scene on
the tower, which, as Roma King observes, is a travesty of Christ's second

temptation,1.5

- Miranda acts in an opposite manner to Christ, and his
martyrdom or "crown of thorns" is dramatically ironic; Miranda acts in
~ the 111u§§ry expectation of -triumph. -

‘Fina11y, the cap as a symbol of freedom, already ironic in the
context -of Louis and the French revolution, is equally ironic when applied
to Miranda. His freedom, Tike his faith, is 11]usory and se]f-deceived.
Browning, -then,.in -one gesture fuses sensational event, character and

religion into the one grotesque and ironic symbo1.of the red cotton night-

cap. When Miranda lies dead on the turf (which unites the poem's other
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dominant metaphor, turf and towers), and it is apparent that his own
blood forms his red cap'(360015-the'symbol is climaxed in one macabre
stroke of. horrified recognition:.at that moment, "The Phrygian symbol,

u

the new.crown of thorns; /The Cap of Freedom," all belong to the wretched
Miranda. The wide-ranging associations of the symbol and their applica-
tion to one specific instance also evince Browning's combined interest

in generalization and.individual example.

Part two opens with an extended passage about ruins, from which
the contrasted metaphors of turf and towers emerge. The ruins afford
Browning another vehicle for suggesting both the individual implications
and the universal signifiéance of his étory., He presents some'falTen:
architecturefea'mixture ofLEhOking obstruction ‘and picturesque attrac-
tivepéss-Lfor.cohtemp]ation, and'péses the question of whether toireno-
~vafe-fhe bui]ding or to let.it decay naturaily in the course of time.

His proposed answer observes the-danger in admiring too readily what is
merely picturesque, since what appears secure amidst ruins is not neces- .
sarily so; therefore; he prbposes to remove.“what is plain obstruction,"
and to "Let partiai-rufn stand while ruin méy; /And serve world's use"
(1090-1094) , suggesting transformation rather than reuse. An old belfry,
for example, although quite dangerous for bells, may be quite suitable
for an astronomer (1095-1100). The task is to separate the firm from
the infirm, lest they both be desfroyed,
lest the tread
0f too-much-tried impatience trample out

Solid and unsubstantial to one blank
Mud-mixture, picturesque to nobody,-- (1081-1084)
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a task which involves the distinction between what is really safe and-
what only seems safe:; |
When Browning-applies the image to Miranda's predicament, his
strugg]é through a-wdr]d'"stréWn~/With'ravage of 6pin10ns" (1103-1104),
it is clear that the ruins encompass man's received beliefs and institu-
tions. Because they are in a state of disrepair, they require careful -
navigation, and.that navigation requires a pérception-which Miranda
lacks:
. . neither he, nor any friendly wit,
Knew and could teach him which was firm, which frail,
In his adventure to walk straight through 1ife
The partial-ruin,-~in such enterprise,

He straggled into rubbish, struggled on,
And stumbled out again observably.  (1105-1110)

As a result, his judgment is almost invariably false:

"Yon buttress still can back me up," he judged:.

And at a touch down came both he and it. (1111-1112)
The problem of renovation prepares the way for Miranda's attempt to re-
novate or reaffirm faith in miracles andffor2C1ara's attempt, twice; to
renovate or rehabilitate Miranda. Both efforts, Browning shows, are
based on selfish and erroneous perception.

The narrator also raises at this.point some associated moral
issues, as he asks about the advice his listener would give a."climber®
among ‘ruins.. Should the climber fall, "Head-break to him will be heart-
break" ‘to whoever advocated nonfinterferehce with the ruins, perhaps be- -

cause -they offer material for artists: "'let poets, painters keep a
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prize! /Beside, a sage pedestrian picks his way'"-(1131-1132). ATl may-.
be well, the narrator says; if.the pedeStrian"is,.as~stated;”§age; but
"What- if there trip; in mefry carelessness, /And come to grief; a weak
and foolish child?" (1134-1135). Browning is concerned about fhe dangers
provided by decaying ideologies and beliefs which are permitted to remain
untouched, a decebtive mixtufe of the valuable and the rotten. He is
also concerned about the morality of allowfng such a_sifuation.to con-
 tinue.- Even a wise and perceptive adventurer among the "ravage of
opi,m‘ons"'I must tread warily and with frustrating;s]owness (1137-1142)
therefore, for "brisk youth," the attempt‘ﬁTo foot it fast and easy" is
almost inevitably tragic, although Browning, for dramatic purposes, does
not mention as yet any tragedy. He does, however, make explicit his
symbolic use of turf and towers:

Keep this same
Notion of -outside mound and inside mash,.
Towers yet intact round turfy rottenness,
Symbolic partial-ravage,--keep in mind!,_(1144-J147)
Philip Drew explains the symbols in this way: "The towers, the wall, the
rock, the stone, or the ridge are a symbol for faith or moral living.
Significant]y,ithey are normally spoken of as being in ruinous disrepair.

The turf, or grass, or flowers are a symbol for youthful dalliance and-
w16

self-indulgence. There is no need to qualify this interpretation,
except to note that the image presented here by Browning describes the
solid tower as hiding the inward rottenness. This obscuration is in

accord with the thematic interest in deceptive appearances--an outwardly
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strong faith may surround an fnner;doubt, or worse, a false belief--and
it provides -for towers and turf a common element (deceiving surfaces)
with the red and white set of metaphors.

In the remainder of .part two; Browning follows Miranda's story
from his birth until his five paradisal years at C]airvaﬁx'with Clara,
and ‘the section prepares the way for Miranda's excessive behaviour later
on.: His troubled personality, Browning suggests, is the combined re-
sult of inheritance and early training. His divided mind is congenital,
the result of a union between passionate, Caﬁtilian blood and a cold,
French, critical spirit (1151-1154); and “"From infancy to boyhood" his
friends "bulwarked him about" with faith (1169-1170). The Tegends
attached to the church of La Ravissante, for example, were "sucked in
along with mother's-milk" and absorbed by him as facts -(1217).  Challenged
by the "undisputed faith" which blood establishes (1161-1162), the
critical spirit attacks.subtly, through crevices, until it "fronts the-
astonished man" inside his "faith-defence“ (1163-1]68). But doubt has
‘1ittle effect since there is no knowledge for it to fight, only "sheer
ignorance." Miranda's mind is a "feather-bed /Of thoughtlessness," an
intellectual vacuum, and-thérefqre an "operating tool" which is made "to
transpierce the flint-stone":is simply ineffectual, having no substance
‘to drill through (1175-1181). In the face of this blind belief, the
critical spirit changes "its tactics and becomes unquestioning acceptance:

"Share and share

Alike in facts, to truth add other truth!
WAy with old truth needs new truth disagree?" (1229-1231)
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For Miranda, both faith and doubt are matters of the flesh, .and neither
the new truths nor-the old are adequate]y_suppofted by reason or know-
Tedge. . |

As doubt invades Miranda through the flesh (1233), he is tempted
to satisfy fleshly desire oh~the turf, before reverting to the stony
platform of faith (1251-1252); he 1s_promptéd_n0t to choose between wall
and turf, but to accommodate both (1270-1273). The attempted compromise
then involves a series of sélf-deceptions which increase in seriousness,
and which- eventually culminate in his final mono}oéue.

Emerging,from:his first communion as a candidate for "saintship”
(1295), Miranda changes his "mask" to become a gentleman of the Boule-
vard (1328-1330). As such, he manages a double deception, hiding his
social behaviour from his parents, who thought him "their best of sons,
/Type of obedience,. domesticity" (1341-1342), and hiding his rich status
from his mistresses. The narrator, with delicate irony, says he "Was
prudent in his pleasure," passing himself off as "rich in mere good looks
/Youth, hope" (1408-1411). Browning also notes how the soul seeks "a
show of -durability," in order to hide its subjection to change (1368-1370).
Therefore, in keeping with the architectural metaphors, a tent may rise
round the turf. It is "a temporary shroud,v/Mock-faitH to suit a mimic
dwelling-place" -(1372-1373), and it symbolizes Miranda's flimsy pretence-
that he maintains a clear evaluation, suitab]e to his faith, of his be-
haviour. Turf, then, is "acknowiedged”’to be only grass, and grass is
"held contemptible /Compared with solid rock, the rampired ridge"

(1379-1380). The narrator's wry comment suitably implies the element of
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deception in such a pose:

- To truth a pretty homage thus we pay

By testifying--what we dally with,-

Falsehood, (which, never fear we take for truth!)

We may enjoy, but ther--how we despise! (1381-1384)
Miranda's conscious dalliance with sensual amusement contains an insolent
pride which he cannot recognize, but which the narrator exposes by iron-.
ically referring to his understanding of “the worth of -woman kind"--that
they "furnish man" with "sport" (1392)--and by quoting his crudely com-
placent comment about his strict management of his affairs: "‘'never
fear /My escapades cost more than market-price! /. . . Trust me, I -know
the world, and(know myself" (1427-1432).- The tendency to measure moral-
ity in material terms which is evident here will become an increasingly
insistent aspect of his mental attitude. - |

The narrator's 1rony is constant and pointed as he describes

Miranda as "fortified and realistic" and "against illusion armed"
(1434-1435). The fortification image is, of cburse, appropriate to the
system of architectural metaphors, although it now includes the implica-
tion that the fortification is deceptive, since one ironic meaning of
Miranda's'being.arhed against illusion is thaf he is armed with,i]]usidn,
his "mock-faith." Indeed, his precarious security is short-lived,
since almost immediately he falls "captive" to a young woman, whom he
sees at the playhouse. In one moment, the "illusion-proof" youth is
lost (145é-1453); His tortured chagrin, as he realizes the folly of
"all that seemed so wise" (1458), and his exaggerated reaction in rushing

to obtain the girl's love, become, in Browning's hands, a parody of the
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soul's drama (1454—T4ZO); But if Miranda's extravagant action is amus- -
ing, it also anticipates the more bizarre extravagance to COme;

. Miranda's résponse is real and:-honest enough, if ungoverned by
common sense, but his perception is weak; his newly attempted "wisdom"
is as much based on éelf-deceptidh as his previous mock-faith.  He still
mistakes a dénde]ioﬁ for a primrose or pq]yénthus,=and Browning. hints
at the similarity with "hié other instance of mistake," which is yet to
be’to]d:,“WaS'Chfistianityvthe;Ravissante?” (1501). Miranda has a pro-
pensity,forfconfusing an emblem with the reality it .represents; and by
implying the fmportance of this flaw so early in the piece, Browning
enables the discerning reader to follow its development thrdughout
Miranda's story. It'gives a consistency to Miranda's personality and to
Browning's construction of the poem,

Another instance of Miranda's problem with images follows his pre-
liminary encounter with Clara. He is disturbed by the possibility that
his Tove for her is "the vulgar sin, none hates as he" (1616). And this
question, which he puts to his brother, is also intended, says the
narrator, to reach "Her, the p]a;ab]e, the Ravissante" (1622). The
drawback, Browning points out; is that the statue's fixed smile offers
permanent encouragement (1623-1625), regardless of thevcircumsfances.l
Sbme worldly and tolerant Police Commissary, on the other hand, would re-
spond with. a “twinkling apprehension” and with knowledge that could have
saved‘thié "chicken threatened with fhe pip" (1629-1640). This opposi-
tion-between?a‘fixed, supposedly divine, source of approval and a'wor]dly,

profane wisdom, which is- based on human experience and which responds to
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individual needs, is one of the important oppositions in the poem. -
-Browning is perturbed by the consequences of divorcing the two, which
any -belief in the Titeralness of fmages‘wi]] certainly promote.

Browning even eitends the comic element in Mirahda's inability to
treat metaphors as metaphors to his handling of his soul: in order to
determine its contents, when Clara reveals the truth about herself, he
"took his-soul /In both his hands, as if it were a vase" (1791-1792).

He decides that the contents of his vase constitute love. Love for
Clara, however, will mean renouncing the world, or social approval, and
Miranda's concérn with surface convention might cause him some diffi-
culty. At this point, though, events combine to make the task easier
for him--an episode which_demonstrates his malleability in the hands of
circumstance. First, his brother, who was his "confident, /Adviser,
referee and substitute" (1827-1828), dies, and since Miranda is "meant
to lean /By nature,"-he "needs must shift the leaning-place /To his
Tove's bosom from his,brother's neck" (1837-1839). Next, his father
dies, leaving him "a fat succession" (1849). Then Clara's husband
appears, and so -prevents Miranda from continuing "disguise and subter-
fuge," from maintaining the falsehood of Clara's pretended identity,
which would be socia]iy convenient and "Therefore so pardonable--though
so wrong!" (1865-1873). Finally, Mirenda's mother, who, as "avdaughter
of the Church," and as the "one most thoroughly beloved" by Miranda be-
fore C]are, is a serious obstacle to his Tife with Clara, acquiesces
(1937-1945). These circumstances combine to bid Miranda entrench himself

even further on the turf,.and thereby to.redgard his "tent" as a more
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permanenf'affair-thdn‘before (1963-1972). What was initially -a temporary .
structure;'a "mimic dwelling-place" (1373);‘now claims a stability like’
that of the towers, so that it becomes increasingly difficult tb lie
flat (1974),

The concern with-1iteral appearances, this time with the illusion
of permanency - (2005-2006), is also behind Mfranda and Clara's renovation
of Clairvaux, .the "relic half, and ruin who]e”i(1981),vin order to
“change it into Paradise!" (2010). Those with individuality, the narrator.
comments, prefer to be reminded occasionally that the'bui]dings which
they erect for themselves ‘are a form of deception, that they seek an
illusory permanence, before acquiring true permanence "in that far land
we dream about" (2015-2022). Buf Miranda and -Clara, despite superficial
diffefences, wear - "the flock's uniform" (2033). They belong to the mass
of pebp]e and:therefore follow common convention as far as possible.
They did not leave Paris as an assertion of independence, but as an
attempt to forestall and so avoid public disappro?a];h“They}gave a kick

. . /To Paris ere it turned and kicked themselves!" (2035-2036). And
the menace of the wall; which is always -in Mifanda!s mind, serves as
further motivation to keep up appearances:

"Soon or late will drop
Pavilion, soon or late you needs must march,
And laggards will be sorry they were slack!
Always--unless excuse sound plausible!" (2112-2115)
Consequently, he works~enougﬁ to give the impression of working, he
dabb]es>enqﬁgh in painting, music and literature to learn how difficult

they are, enough to delude himself into believing that these "playings
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at life's toil" (2134) dissipate his offences against society and
against the towers of faith (2116-2143).

In part three; Miranda's mother and cousins disturb his cqntrived
equanimity; His mother admonishes his reck]ess,eipenditure and reminds
him of his high ideals (2199-2206). She is the woman "whom most he
feared and loved" (2200), and her-criticism strikes hard. - Yet she had
not asked him earlier to choose between her and Clara; consequently, he
is faced with the dilemma of accommodating both women, and . all they per-
tain to morally (2238-2246). One of his mother's main objections is dir-
ected af a toWer which Miranda has built at C]afrvaux, and the contrast
between his tower -and her game of ‘cards 1mp1jés the severe difference in
their situations:rshe is secure in the towers of faith "And there took
pastime," while "he was stil} on Turf" (2261), and so built-a Belvedere
to give the illusion df faith. H1§ act of restoration is even more
clearly now an act of deception. But his mother?s-wordS'and religious
position have made him realize that he is'“stii] on Turf," and though he
maintains the idea that he can still reach the towers at will, whenever
he'chooses.(2262-2263), he vents his anxiety in anger "with himself,
/With her, with all the world and much beside" (2264-2265). The Seine
is suddenly before him and he is tempted to "'Go and be rid of memory in
a bath!'" (2274).. He jumps, and Browning's words--"Done as soon as
dreamed" (2276)--indicate his impulsive and extreme behaviour, His con-
version of fancy into action too precihitate]yAis an unfortunate aspect
of hisvtemperamenf which wii]'eventua]1y lead to his death. As part. of

his character,. this-hastiness is no simple matter, but is- a combination
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of his fluctuating emotions, his dull mind, his re]jgious’trafning, his
]itera]hess;~his subordination to'circumstances; dnd his Cbmp]ete divorce
from common sense. | |

When his mother dies, ‘and Miranda is confronted by the "scenic
show" (2422)-<which, the narrator suggests; is designed by his cousins
(2381-2386)--and by the accusing voice of the priest--"You murdered her!"
(2425)--his tent, his temporary dwelling, ffna]]y collapses (2432-2438).]7
His guilt removes the i11usion with which he has deceived himse]f;.and,
the towers, the faith he badly wants, stand "distinct and dread" before
him. He determines to abandon all self-indulgence--"'Vanity /Was ended:
its redemption must begin'" (2464-2465)--and the way. is prepared for his
acts of remorse and purification. |

His purgation by fire is an extraordinary instance of his folly
with.images. Forced into extreme rerIsion towards his past life by a
mixture of gquilt, remorse and desire foF at0nement, he regards literally
his union of the flesh with Clara. Unable to understand that the mind's
images are not to be dispelled by burning the body, he is tormented by a
vision which he cannot exorcise: | |

"She is my body, she and I are one,

Yet,.all the same, there, there at the bed-foot stands

The woman wound about my flesh and blood,

There, the arms open, the more wonderful,

The whiter for the burning . . . Vanish thou!

Avaunt, fiend's self found in the form I wore!" (2639-2644)
The "fiend's self," of course, is not part of his physical form; but is
a producf'of~his imagination, and his confusion of these distinctions

suggests. madness. Sanity;-however, is not as simple as that,. for
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Beaumont, his physician,.regards body and soul as synonymous terms, and
therefore thinks him deranged because insensitive to pain:
"Mad, or why thus insensible to pain?

Body and soul are one thing, with two names
For more or less elaborated stuff." (1652-1654)

- "Such," Browning continues, "is the.new Religio Medici," and he refers

to the "old unscientific ways".which understood the soul to be master of -
the body and cohsequent]y;independent in feeling (2655-2674). He "notes"
these ways, and therefore is not concerned to enforce some dogmatic
principle, but his remarks do imply both the mysteries-involved and the
power of the mind to concentrate so fiercely on its own images that
bodily torment is insignificant beside its own obsessions.  This interest
in the question of madness prepares for Browning's later assertion that
Miranda's leap is "sane" (3603), and serves as another example of the
constant juxtaposition in the poem of dramatic incident or description
and analysis or speculative comment. The two go together, so that the
horror of Miranda's purifying act is mitjgated by a more detached interest
in the reasons and.procésses of mind which produce it. The act and
horror must be retained, though, lest the speculation have only academic
appea].

This grotesque act is also skilfully prepared for -in part three
by seemingly-innocuous fire images which promote a deep sense of uneasi-
ness in the reader. In b]aming Clara for Miranda's "illicit bond" with
her,-his mother says she thought "the smoking flax" would smoulder away,

and asks, "Is spark to strengthen, prove consuming fire?" (2220). ' The
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narrator says Miranda is "all affection, all one fire.of heart /Flaming
toward Madame-mother" (2237#2238); and»Beaumont; noticing Miranda's
obsession with "A certain woman-shape;”'obseryés that the "cold -Seine
could not quench this f]ameﬁ (2295):, Clara, when trying-to restore
Miranda's health and spirits, asks him to let in the Tight of new year’
and. to keep her warm (2348). He responds: "Let New Year contribute
warmthi-- /I shall _refuse no fuel.that may blaze" (2352-2353). “Nor did
he," the narrator cryptically comments, and this statement of Mfranda's'
is particularly ominous in terms of his tendency to literalness. Then,"
when Miranda is reported to be reading Clara's létters before the hearth-.
fire, one of his cousins stands "Warming his own hands. at the fire," and
quips caustically "Better he shovelled them all in at once, /And burned
the rubbish!“‘(2565-2567). The cousin's act is quite natural since it
is snowing outside--a realistic detail supplied by Browning, presumably
to contribute to the ordinariness of -the scene and to add another con-
trast--and yet the fire has become a portentous centre of attention. In
similar fashion, Miranda's tower becomes an even more important focus of
his folly and-unifying symbol in the poem, His mother's scorn, for
example, forms one of the most suggestive and threatening references to
it: |

"This Tower, stuck like a fool's-cap on the roof--
Do you intend to soar to heaven from thence?
Tower, truly! Better had you planted turf--

More fitly would you dig yourself a hole
Beneath it for the final journey's help!" (2229-2233)

Miranda's return to Clara after he has declared he will leave. her-
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forever is apparently a new attempt to deal with the reality of his
position: He at Teast recognizes that neither is his "earthly love" a -
sham, nor-his "heavenly fear" a counterfeit: ”'Each may oppose each, yet
be true alike!'" (2844); His task now fs to handle' the paradox, to
"Unite the opposites" without abandoning either, and he sees the means
for this in a revocation of worldly wealth (2853-2857). He gives "gifts
/To God and to God's poor," in order to "stay /In sin and yet stave off
sin's punishment" (3126-3128), and because of -the deal with his cousins
about his jewelry business, he can give generously. But this penance is
simply another show of outward belief which is at variance with the
inner stateé of affairs. The narrator tells of Miranda's generosity, of
"Such signs of grace, outward and visible," rather, he says, than "put
in evidence the inward strife, /Spiritual effort to compqund for fault
/By payment of devotion" (3165-3169). The strength and desperation of
this spiritual effert is contained in Miranda's continuing punishment of
his flesh by walking from La Ravissante to Clairvaux on his knees. The
punishment- is intended it seems to compensate for his physical indulgence,
since he otherwise Teads as normal a.life as possible within the Timits
of his crippled condition (3206-3217).

Until part four, Browning as narrator describes Miranda's charac-.
ter from without, and therefore overtly controls the reader's view of
him. In part four, he dramatizes Miranda's thoughts and allows the reader
to experience directly the processes of deception which cloud Miranda's -
mind. A conjunction of wealth and spirit, an equation between the soul's:

worth and the body's worth, is immediately apparent:-
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~"This Spring-morn I .am forty-three years old:
In prime of life, perfection of estate
Bodily, mental, .nay,.material too,--": A
My whole of worldly fortunes reach their height..
Body .and 'soul 'alike on ‘eminence:
It is not probable I ever raise - _
Soul above standard by increase of worth,
Nor reasonably may expect to lift
Body beyond the present altitude." (3288-3296)
As usual, Browning's ‘ironic play is evident in this passage, since,
standing on his tower, Miranda has his body and soul Titerally "alike
on eminence" at the "height" of their "fortunes." Of course, the play
element is no loriger comic and the implications are correspondingly
severe. Miranda cannot "reasonably" expect to 1ift his body higher, but
-he can expect it unreasonably, which he proceeds to do. -
La Ravissante's power over Miranda is inherited from his mother.
As a mother-figure associated with religious belief, she is an appro-
priate ‘and Togical substitute, and Miranda attempts to yield.her an
equally appropriate devotion. But his offering is external and therefore
a form of deception. When he says he "gave" himself to her, he really-
means, as he goes on to suggest, that he gave all his "belongings," his
material possessions (3298-3301). He cannot give his tota],a]]egiancé
since he sees in Clara "a Power: as absolute" (3306). Born to be a slave
(3323), he finds himself caught between two masters. One, hefsays,iis
a "despot" and the other an "encharitress" (3319), but each term is an
exaggeration and therefore an illusion.: On the other hand, his designa-

tion for them has a certain validity, since each "power" has exploited

him. . The Virgin hés demanded the rigid commitment of his soul, and-
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significantly the soul's tribute, so that quite Titerally she has fed on
his'sou]'s,desire; ravished him;.as her title Suggests: Clara has
ravished him in quite é different mannér; as an enchantress, she has fed
on his body's desire (Browning later says that "caterpillar-like" she’
fed her fill; 4037-4039). Both his masters; or mistresses, La Ravissante
and Clara, manipulate him for their own purposes.

Miranda, then, is understandably indignant -that his efforts to
p]ease'the_Virgin have not met With recognition: . "'Well, where is the
reward? what promised fruit /Of sacrifice in peace, content?'" (3345-
3346). - Yet he is oblivious of the fact that he measures his efforts
materially: "'My soul retained its treasure; but my purse /Lightened -it-
self with much alacrity'" (3343-3344); "'I pay . . . Earth's tribute-
money'" (3370-3371). The Virgin is a religious symbol which requires
spiritual belief rather than earthly tribute, but Miranda is Tloathe to
percei?e_that. He does, however, after considering the possibility of-
insufficient faith and-the past-miracies performed by La Ravissante, move
towards a deeper insight into his predicament. He still maintains the
value of his sacrifices, but as usual he over-values their significance;.
despite their artificiality, they seemed to him to be "real enough"
(3455). But if his gifts gain him no reward, he considers that he would
"dawdle out [his] days" at C]airvéux in ?motk 1ovéf——which.outward1y,
professes to give freely, while inwardly wishing it dared refuse (3464)
-=in "Mock worship™ and in "mock superiority" (3462-3469). If at last he

seems to recognize'the falsehood in his situation,.it is but a momentary -
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insight, for the desire to gain "health of mind," "youth renewed" and
peaceful co-existence with his "Opposing potentates" (3456-3462) proves
decisive. He will demonstrate his faith, even though in wondering what
"act" will prove its sufficiency (3475) he reverts to his preoccupation
with external show..

Finally; the slave aspires to be masterful, to decide himself
what to do, -and to save the world from profane ignorance at the same
time: "'I solve the ridd]e,‘I'persuade'mankind'“‘(3486). His excitement
as,héAconSiders“the possible consequences of his proof of faith 1éads
him into further se]f;delusjonment,.as he attempts an inevitably hopeless
effort of self-assertion. His willingness to accept'Without question
the fulfilment of his proposed miracle is fed by the combination of his
belief in previous miracles, his overwhelming urge to cease his inner
conflict,.and his concept of the Virgin's literal role as Queen of
Angels--since "in a picture" she is surrounded by them (3514-3516).

The catalogue of possible results which he imagines for himself removes
other considerations. In his eagerness, he fails to realize that he is
making his faith more important than its object, the Virgin, which is an
act of pride. He summons her angels in order "to prove indubitable
faith" (3517), failing to remember Christ's admonishment of the devil
(the second temptation), that he should not tempt God, and failing to
pergeive,thét faith and proof are contradictory. He makes a show of
wanting benefit for others, for'France'énd for Clara, but benefit for
them is benefit for him, for his fame, for his social status and for his

peace of mind. Having always been the slave of circumstances and subject-
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to the will of others, he is ironically, -in his effort to be mastér,}a
slave to his own fancfful'impu1s¢s.:

There is a perverse rationa]ity; a misdirected-logic; in Miranda's
thoughts. Given his religious training; his impulsive and intemperate
behaviour, his excessive feelings for his mother and the transference of -.
these to La Ravissante, the support of the clergy, his love for Clara,
~and»hi"_s"'lac:k»of intellectual discrimination, 'his conclusion is understand-
able. Thefefore‘Browning declares 'him sanef “Such being the conditions
of his Tife, /Such end of life was not irrational" (3604-3605). It has, .
of course, been Browning's purpose to expose and to satirize these condi- -
tions as much as to ekp]ain Miranda's reaction to them. .

~ The religious element is central to Miranda's behaviour.and self-
deception, and in section three both the church's reinforcement of his
eccentricities and Browning's critical attitude to this support are made
clear. Because Miranda was "a stupid soul," he needed a guide.(2887y,
and Browning eulogizes his friend, Milsand, as an exemplar for this role.
But Miranda turned to La Ravissante (2947-2949), and the priest and nun
who tend his "soul-disease" (3029) bring "dogma in the bottle," not
"fresh distillery of faith" (3033-3034). This opposition between "dogma"
and~"fa1fh“ is sufficient to indicate Browning's feelings,.but his satire
becomes still more pointed. He reports.the story of Luc de la Maison
Rouge to show that thé church's own records require Miranda and Clara to
separate: "'Not a step /Nearer:till hands be washed and purified!"'"
(3102-3103).  But this advice was not enforced. "Somehow," Browning con-

tinues with macabre irony, "gloves were drawn o'er dirt and all, /And
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practice with the Church procured thereby" (3108-3109). The priest ‘and
nuhileft-C1airvaukl"With'heayiﬁeSS'of heart;" but also "each palm well:
crossed with coin" (3115-3116).. - Miranda wiT] not compound his sin, "but
by gifts--prepare /His soul the better for contrition" (3119-3120).

The Church, then; acquiesces in Miranda's sin, in order to receive his
wealth. He s fféquent]yAmoved to help the poor and unfortunate, but-
these are "as spillings of ;the golden grist /On either side the hopper"
(3150-3151). The main stream pours into a sack "held wide and close /By
Father of the Mission . . . /And Mother of the Convent" (3153-3155). "
The Church profits from Miranda's ébsorption of the doctrine which its
priests had taught him, "'Pain to the body--profit to the soul'" (2519),
and in doing so supports His confusion of material and spiritual wealth.
: Not only does the_Church'exp]oit,him directly, but also his

cousins use his religious fears for their purposes. They arrange for
his mother's .bedroom,  her "deafh-chamber,“ to be "tricked with trappings
. ;‘. /Skulls croSs7bqnes" (2572-2573), effecting a horrid scene of -
medieval morality, whose ominous atmosphere is designed to play upon his
intemperate emotions. . Even the priest who aécuses him of -causing his
mother's death has, the'nérrator hints, taken his orders from the
cousins (238272386).; And their -deceit is -further implied by a theatrical
metaphor: "A11 things thus happily performed to point, /No wonder at
success commensurate" (2446-2447).

The other major force to play upon Miranda is Clara, who also re-
inforces 'his ill-conceived activities and is judged by Browning accord-.
ing]y,’ Her design,.however, is less malicious than the cousins', since

her deception is'directed only-towards her -survival, and her behaviour.
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may-be said to illustrate the art of self-preservation.in untoward cir-
cumstances. From the outset of her relationship with Miranda in -part
two, she plays a studied part;”inifia11y winning his sympathy by taking-
a "statued stand" of martyrdom with a careful mikfure of self-effacement
and self-control-="half timidity, composure half" (1543-1550). After
she”has successfully aroused his love, by hiding the soil (she is married)
under a carpet, like some hashish-man seducing a novice, she removes
fthe preliminary 1ie," assured that Miranda is won (1641-1657). The
revealment is necessary -because she is "Loaded with debts" and "needs
must bring /Hér soul to bear ‘assistance from a friend" (1702-1703), so
that her deceit is the result of social necessity.  Later, ‘in part four,
in her speech after Miranda's death, she reveals how she has treated him

as a child, her "truant little boy," in actuality being a mother to him,
despite the "mock disguise of mistress" which held them together (3690-
3697). She understands his-infantile imaginings and would have indulged
his desire to fly, as she had presuhab]yvindu]ged-other fanciful impulses,
holding him tight while he pretended to fly, and-dropping him onto. her
knees instead -of onto the ground (3698-3709). The key to her artifice,
however, Ties in the manner in which she deceived Miranda into believing
he ‘'was master.. She made him rebuild Clairvaux, thinking it was his
inspiration, and she used to busy him with tasks, while pretending that
he worked for her surprise (37]0-3714);."‘What.weariness to me will work
become /Now that ‘I need not seem surprisedAagain!*? (3715-3716) .. At

this point the relevance of Browning's earlier comments about the face

which reflects ‘whoever looks ‘at it (850-859) and about the slave who yet
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"aspires to dominate" (875), becomes cléar. '

Browning finally describes Clara as a‘caterpi11ar; an image which
evocatively“ahd;critic&]Ty-characteﬁizes her parasitical relationship
With Mirand@:

.". . settled on Miranda, how she sucked,

Assimilated juices, took the tint,.

Mimicked the form and texture of her food! (4055-4057)
She has "just one instinct,--that of growth" (4036) and believed simply
in her "own birthright’to sustain /Existence" (4099-4100). In this, of
course, her artifice is triumphant and:her victory -over the 6thers who
would feed off Miranda is particularly praised by,Browning_(4105-4113).
In fact, she alone among the "masks" in his history claims his respect,
though his judgement of her 1sfsﬁbt1e and carefiilly measured.- Morally,
she is to be critized because she did not aspire (4017-4019). Aestheti-
cally, however, she appeals to the artist's preference for completion..
She is a Meissonier, beside Miranda's Blake (4024-4025). On a limited
scale, as a miniature with. finesse of detail and completeness of design,.
she can be‘admired;ﬂbecause her design in life is.completed, her ends
are achieved.. But her ends are selfish, and therefore on any more uni-
versal, aesthetic or moral, scale, she is inadequate.- Her love in-
particular is not to be praised, because it is self-interested. Real
lTove, Browning says, regards and embraces truth even at its own expense
(4117-4118).. On the other hand,. she is still better than the cousins
and -the clergy; beside "the velvet green and puce /Of caterpi]]arf the

latter figure as some "scarabaeus . . . a-trundling dung" (4122-4129).
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The narrator's overt judgements in part four_caUsevcrifica);prob-
1ems.' As Philip Drew'says; "it appears that Browning is first the
puppet-mastér and then thé'eXteﬁna]'ekaminer; awarding marks to the

n18 Drew kight]y.

characters in accordance with a predetérmined schedule.
points out that Browning uses his master-images to unify-the poem and

to link his two roles, but Drew does not make clear that Browning's
attitude to his characters is always apparent. Miranda's limitations

of mind (3998) are obvious from the account of his birth in part. two;
and Clara's position as "The medium article; if ruddy-marked /With
iron-mould-. . . clean at least /From poison-speck of rot and purulence"
(1779-1781) has been clear from her introduction into the story.
Browning is both'the story-teller and the moralist throughout.' His
point in part four that even "in pettier love /The nice eye can distin-
guish grade and grade" (4120-4121), is simply a continuation of his
earlier concern "to recognize ./Distinctions" (246-247), whether about
violins, nightcaps or human behaviour;. and his judgements in part four
are the culmination of his ironic undermining of conventional generali-
zations and deceiviﬁg surfaces. In terms of social appearances, Clara
is most to blame for Miranda's distress, but in terms of underlying
avarice and deceit she is, while still culpable, less to.b1ame than the
others ‘who take advantage of his weaknesses. While this distinction has
been implied already by the presentation of the story, and by Clara's
confronfation-with‘thé cousins, it fs consistent for:fhe narrator to
make: his thoughts on the matter explicit.

Drew's defence of Browning's moralizing, that judgements are "kept
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fluid," that the poem "mimics the situation in real 1ife, where moral
judgements determine our view of events at the same time as events. are
shaping our moral standards,“'is an eXce]]ent account of the poem's tota]

effect.]9

But the additional comment should be made that all shaping

of standards and of events is openly controlled by the narrator. He
knows -from the outset where his argﬁment and narration is headed, despite
the spontaneity of his conversation (which gives the poem realism and-

authenticity); and for this reason the poem must be regarded as didactic. .

Browning shows in Red Cotton Night-Cap Country that he can narrate

a story with geniality and with subt]etyvof\détail; but the poem's suc-
cess is limited by -its Tength and its loose structuking. Since the lan-
~guage and syntax are, in keeping with the relaxed mood of -the narrator,.

simpler and easier to follow than Prince Hohenstiel-Schwangau or Fifine

at the Fair, the poem can be read relatively quickly--Arthur Symons says
"it is -perhaps the easiest to read" of Browning's works,20 though this
Jjudgement is zealous. The increased ease of reading helps the reader.
immensely and-the narrator's tangential remarks are always related in
some way-to central themes and images, but-many have only tenuous rela-
tionships and.are simply continued too long. ' The miXture of moralizing
and narration,.of character analysis -and character-dramatization, is con-
sistent thrdughdut and the reader cannot complain of the 1ntru$ion5‘and
comment which conclude part four. ‘Authorial control can, however, be
conveyed -move subtly and equally effectively without 'this kind of narra-

tion;'and'therefore'The‘Inn”A1bum,-which follows this poem, is more suc-

cessful for the modern reader.



167

The virtues of Red Cotton Night-Cap Country.should not, of course,

be ignored as a result of this preference; Browning's interest in the
subtleties of the human mind are’as evidént as ever, and he presumably
fe]t‘ob]iged'fo effect this loose structure because of the sensational
subject-matter and the satirical tone. he wanted to ekp]oit. The poem's
purpose and effect is misunderstood if the reader complains, as Roma King
does, that the narrator "has no functional role" in the story he te1ls.2]
As-in a dramatic.monologue,. the narrator subsumes thé poem's structure
within his own'character,.except'that here the irony is not unconsciously .
directed at himself; it is consciously directed at the social milieu which
he depicts. Browning's use of this kind of control enables him to

pursue his interest in deception in quite a different'manner,from that

in dramatic monologués. Most important is the social interchange, the
effect of wilful deceit on others, but of almost equal importance is the

. discrimination between levels of reality and between degrees of deception.
Roma King says that the poem is marred as a psychological study because

~ Miranda is abno_rma]._22 But his abnormality, his lack of intellectual
perception and his confusion of literal appearances with symbolic be-
liefs, is a matter only of.degree. He is simply following through to a
lTogical, if perversely logical, conclusion the conditions of belief and
behaviour imposed upon him by his social and intellectual betters. Every-
body mistakes appedrances for reality, even the narrator's friend, with
her white cotton night-cap courtry.

Roma King also writes disapprovingly of the narrator's "parlor-

argument" with his companion, where he counters "her more 'idealistic’
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view with his more 'réa1istic,' insisting that red cotton night caps
better depict the general human condition than do white onesiﬁZB‘_Again,
this is a seriously limited ekp]anationvof the poem's intention and-
effect.. It would be more accurate to say that the narrator counters one
level of reality with another, and in this connection there is an inter-:
play between metaphdr-and.11tefal”event which provides one of the best
features of the poem. Towards the end of part.tWo, when, after hesitat--
ing, Miranda abruptly joins Clara, Browning employs a swimming metaphor: '

. . . one bold splash

Into the mid-shame, -and the shiver ends,.

Though cramp and ‘drowning may begin perhdps.  (1933-1935)
The-image is obvious enough, and insufficiently striking to.command
special attention, at least initially, but in part three, when Miranda
precipitately jumps into the Seine, this metaphor suddenly becomes a
harsh reality. The profusion of fire imagery in part three has already
been demonstrated, ‘and the turf and towers metaphor similarly engages
in this movement from image -to fact. In this manner, Browning prepares
for events through anticipatory images, a useful structural device in
such a long uhdertaking. The narrator's .concern to apprehend some of .
the multitude of “thoughts which_give the act significance" (3280); and
even the feeling behind the . thought (2834-2835)--an idea perhaps suggested,
like the nightcaps, by Car1y1e24--fs also part of the. penetration into
variéus']eve]s of psychological reality, which is an insistent preoccupa-
tion in most of Browning's work.

Roma King's -concluding cbmmént on Red Cotton Night-Cap Country-is:




169
that Browning "comes closer in this poem perhaps than in any other to

- . s . . YA
seeing man as a victim of his environment."

"Environment," however,
is too vague. Miranda is a victim of his own incompetence and inherited
nature, as well as-his learning .and his greedy acquaintances. The
Tatter--his mother, his cousins and the clergy--are also the victims
both of their inner desire for aggrandizement and of their social train-
ing which emphasizes wealth and r{ch_disp1ay.‘ In keeping with the poem's
thematic interest in deceptive surfaces, Browning sees mén‘as a victim
of the deception inherent in values and beliefs which stress superficial
show,.the emblem itself rather than what it connotes. Man falls such a
victim because of his own -limitations, because of the ease with which he
can deceive himself and because of the selfish desires which promote
this self-deception.’

Browning certainly urges the ugly truth of man's nature underneath
apparently pure appearances, but in view of his fascination with the
rationality and sanity behind;itva11, it is dffficu]t,to agree with Roma
King that he "displays here.a disillusionment whicﬁ sees life as more red

than white."?®

The narrator in the poem begins withvnd illusions and
therefore he cannot be disillusioned, although his companion might be
after his story. The narrator, and therefore Browning, carries throughout
a clear sense of the reality.of the situation. He is angry .with those

who wilfully exploit human weaknesses. He is realistic rather than dis-
illusioned, with a fine moral discrimination which recognizes distinc-

tions and-shades rather than viewing life as red or white, or more one

than the othef;
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CHAPTER . FOUR

" 'THE INN ALBUM: CIVILIZATION AND

THE ARTIFICES OF CYNICISM

Like Red Cotton NightJCap Country, The Inn Album has been repeat--

edly attacked_fof'its-sOrdid and imp1ausible content.. Reviewing the
poem in 1875, J. A. Symonds imitated "1qcé1fnewspaper-1anguage;”'in what

he thought was the best method for retelling the "vulgar, repulsive, and

II-I

improbable story. In 1956, H. C. Duffin repeated Symonds' strictures:

"The story . ... is s0 wildly absurd,'its happenings, relations and

motives so inexplicable and incredible, that to re-tell it would be a

II2

waste of time. If a plot outline is to stand for the poem, this view

is undoubtedly .correct, and a most effective reductio ad absurdum of the

poem's - story can be found in Henry James' review for IQg;Nation.3 But

it is as misleading to emphasize the plot in The Inn Album as it is in

Red Cotton Night-Cap Country.  Such an approach to this poem.quite ignores

the subtle and gradual reye]ation of character, the suspense about inter-

woven re]ationships,'and the depths of -resourcefulness which are probed

in the three protagonists. For this reason, the importance of'Philip

Drew's insight into the poem's kinship with a Morality or Masque of Vice

and Virtue cannot‘be<overstressed.4
' It is also important to notice that such a description does not

deny the poem's realism. Drew says Browning's success lies in the fact

that "his characters perform what is almost a Masque of Vice and Virtue,
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enacting a basic ethical conflict, and yet the poem is.not -in the Teast
abstract in effectf"5 As usua],{BFowning—is ihterested in psychological
drama, and the concrete effect of the poem will bear further examination.
It is true; as Drew points out; that "the characters, 1ike the reader,.

begin.inAignorance"of the chains which bind]them together, and their
II6 )

suspicions grow as the reader's grow. It is also true that each
character,-1ike the reader, begins in ignorance of the true moral quality
of the others, and part of the poem's achievement “is to develop a gradual
and inexorable revelation of these qualities.

Because of the limited authorial intrusion, the reader is required
'to,fo]1ow’the argument and case made by each character in order to,deter-
mine for himself what is false; he is thus forced, because of the suspen-
sion of vital information until the-last possible moment, to experience

7

directly something of the dilemma of the Youth.” It is-the Youth, as

Drew says, who "stands .in the position of the chooser: he is the Soul in
need of guidance for whom the Lord and the Lady are both contending.;"8
Browning in a éense interweaves three monologues (a foukth, the Cousin,
 is peripherally involved also);-the reader is required to digest each

ahd discriminate between them. Truth is finally clear and the correct’
judgement: obvious,; but, despite the_me]odramatic appearance of the violent
conclusion, Browning develops a complexity of character in each instance
which remains to-the end to cloud .all virtue, and which prevents any of
the éxaggerated simplicity inherent in melodrama.. The Masque-iike

structure supports the contrived plot,.and the Miltonic overtones, .noted,

by‘Drew,Q'add typological inferences which reinforce the moral debate
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and universalize the circumstances. . The complexity of motive and subtlety
of characterization add 'a thematically rich fabric of deception which
effects a typicaTiy Browningesque realism. -

One of the remarkable features of fhe'rea]ism is the antithesis
between .the "Shabby-gentéel" ‘parlour room and the country outside, which
Browning elaborates in the opening écene; In the narrator's most extended
~entry into the poem, the "Vulgar flat smooth respectability" of the inn
~ is contrasted with "the burst of landscape surging in" (43-44).. The des-
cription of the landscape forms one of Browning's finest scenes, where
the careful infusion of movément,.light, stillness and ﬁaze dissolves the
so1jdity into a shimmering impressionism:

He Teans into a Tiving glory-bath

Of air-and Tight where seems to float and move

The wooded watered country, hill and dale

And steel-bright thread .of stream, a-smoke with mist,

A-sparkle with May morning; diamond drift
0' the sun-touched dew. (50-55)

Only-a village -disturbs, albeit slightly, the natural solitude and peace:

Except the red-roofed patch
Of half a dozen dwellings that, crept close
For hill-side shelter, make the village-clump,.
This inn is perched above to dominate--
Except such sign of human neighbourhood,.
(And this surmised rather than sensible)
There's nothing to disturb absolute peace,.
The reign of English nature--which means art
And civilized existence. Wildness' self
Is just the cultured triumph.  (55-64)

It is nature which supplies civilization and culture rather than man--

Tourists have "vulgarized things comfortably smooth" (33). Nature, as a
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supplier of art,.is opposed to man's sentimental pretentiousness, which
.the narrator h&s observed in the parlour's cluttered walls (34-41), and
which he is -about to satirize. in the "lovers of the picturesque" (73).
Nature's art is without artifice,.unpretentious and spontaneous, and it
contrasts ‘with man's exercises in deception, his vain attempts to capture
its beauty-in "some pencil-drawing" (81).

The landscape, however, is more than a beautiful scene;j it con-.
tains life:
Presently
Deep so]1tude, be sure, reveals a Place
That knows the right way to defend itself:
Silence hems round a burning spot-of life. (64-67)
Secure within the silence of nature, the "burning spot" is brotected from-
abuse, from prying, vulgar eyes, but 1life means man, and man inexorably
intrudes -into the scene:
Now, where a Place burns, must a village brood,
And where a village broods, an inn should boast--
Close and convenient:.here you have them both. (68-70)
The narrator thus skilfully returns to his point of departure, and in
doing-so‘he creates a remarkable accumulative effect with the movement -
from "burns" to "broods" ‘to "boast." This progression, emphasized by
the alliteration, combines an Augustan balance in the phrasing of the
lines with an imagistic penetration in meaning. As man intrudes into
nature further, he simultaneously and paradokica11ylremoﬁes Himse]f from

it. When 1ife burns, it is spontaneous, silent and natural; when the
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village brOods;;lifejiS‘sti1T silent and therefore in contact with the
siient world around it;;but now out of -harmony with that world, emotional,
unhappy and ominoUs;raﬁd,when the inn boasts, life is verbal;'artificia];.
asserting its pride, its 1ndepen&énce from its. surroundings, its con-.
ceited eXTStence._ The movement is one from purity to sin. Roma King says
the country is "no longer the symbol of natural innqcehce,“9 but if he |
means -the landscape scene, and he presumably does since he refers to its
fidy]]ic atmosphere," it is difficult to agree with his comment.. Browning
c]eaf]y implies that man,.insofar as he indulges in deceit and selfish-
ness, separates himself from "The reign of ‘English nature--which means
~art-/And civilized existence."

Having described the juxtaposition df man and nature, the narrator
withdraws, apart from some brief accounts of movement and scene, which
frequently include pointed epithets, and so allows the characters to
speak for themselves, thereby revealing their qua]ities-and'their design.
In scene one (there are eight sections or scenes),‘which introduces the
Youth and the Lord, a reasonable balance of sympathy is maintained for
each.’ The Youth is designated as a "polished snob" (143) by the narrator,
and he acknowledges the notion himself (277). He is a "clumsy giant" |
(255), lacking the refined polish of the elder man, in speech as in Appear-
ance. His.metaphors are mundane and his structures follow well worn pat-
terns and phrases: fpoint me to one.soul beside /In the wide world I
care one straw .about!” (263;264),' By contrast, if the Lord enmploys a
proverbial cliche, he varies ‘it sufficiently to restore interest and

vigour::"still silk purse /Roughs finger with some bristle sow-ear-born!"
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(397-398). Aware of the Tow social background he springs ffom, the
Youth iS‘se1f—cohséious about his Tack of linguistic ski114(2584263;
286) . Hewproffers,~h6we9er,'a simp]e‘goodwill,Which wants to disregard
his -companion's debt;  A]thqugh this generosity is that othhe’economic-'
ally secure, the Lord's accusation that he merely postures as a hero "
(236) may have some validity. His material well-being, for instance,
is quite taken for granted; and it means the offer is a gesture, since the
méney itself is of 1ittle consequence to him. Though he says the amount
will meet the debt-of gratitude which he owes the Lofd, the Tatter might
!justifiab]y fee]_aggrieved-that such a debt is so effortlessly met. The
Youth's money.seéms‘to give.him a sense of personal seéuritvahich has
dulled his responses to ordinary excitements. His match with his cousin
will increase his wealth even further, and the prospect of owning the
- beautiful scenery around him is-treated wifh a lack of enthusiasm which
hints at an underlying complacency: ."'Fine enough:country for a fool like
me /To own, as next month I suppose I shall!'" (125-126). The house and
lands are to him a "plump-bodied kite" which will pull-him "Along life's
pleasant meadow".(340-342). His materialistic inéensitivity even leads
him to suggest that a Correggio might be suitable repayment for the
~gambling debt, a thought which provokes his companion's anger. The Youth
is we]]-meaning, but he does not .understand the Lordfs,aristocratic
pride, his (as yet) realistic penetration into.motives. Indeed, the
Youth's own histéry;-his rushing off to jso]ation;'to build 'a sea-side
tower in Dalmatia after some wounding experience (295),fimp1ies an impul-

sive tendency ‘towards exaggerated magnanimous gestures. It-also implies
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a certain naiveté‘which is present again.in his contﬁnua]'subservience
to his companion? He 15; he says;.a "poor disciple" of this man-who is
his fmaster” (154-T56),~and.in view of the Satanic associations which
later gather around the Lord, an fncreasing irony deQe]ops in the Youth's
Bib]ica]‘terms;f of courée, his hum11{ty is attractive, but there is an
untomfortab]e feeling,-caused mainly by his straight-forward and impul-
sive manner, that it accompanies a lack of matufe perception.'

.The'Youth's admiration of: the Lord-bffsets many of the unpleasant
overtones to the 1étter’s officious}and‘imperious tone, which is seen
pérticu]ar]y 1n‘fhe opening lines: "'That oblong book's the Album; hand
it here!'" (1); "'Open the window, we burn daylight, boy!'" (12). Since
the Youth accepts the commands wifhout quarrel, the reader tends at this
stage to do the same. The narrator twice asserts the Lord's refinement
(144,.224), and in the face of his financial loss, to the amouﬁt of ten
thousand pounds, he preserves a proud.dignity and stoical calm--"'You man
of marble!'" -(221) says the Youth. It is apparent that the elder man is
an inveterate gambler, that he deliberately engineered this game as his
last chance to fleece the Youth of his money (160-207), and that his
unsavoury reputation makes him unwanted in dohestic circles (176). . But
his social ease and independent attitude tend to mitigate his more sinis-
ter purposes. Even when it is clear that his independence is really
based not on nobie principle but on the social fear that his ignominious
defeat and inability to pay his debt might 1nadvertént1y slip out in the
1qfe-night.1ntimacy of some smoking-room, .his attitude.g]icits not simply

criticism of his selfishness, but also recognition and acceptance of his
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knowledge about human behaviour. At this point, his attitude suggests a
reasonab]e'steptjciém or realism about human weakness whiCh‘affirms
rather than denies his-social skill and p1ausibi1ity:

His outburst of sarcasm-at the Youth's mention of the Corﬁeggio
painting is also ambivalent. On the one'hand, he gains approvélif0r~his
rejection of the distasteful proposal, but on the other hand, . the cdntempt
whjch he exhibits towards the Youth's social background is too real to.
be Tightly dismissed: "'father's apron still /Sticks out from son's court-
vesture'.;; " (396-397) . Of course, he quickly suppresses his response
and the incident remains -as a momentary slipping of his social mask, -
though how much the revé]atidﬁ is crucial or important to his character
is not yet certain. -

As he restores his equanimity, he demonstrates an easy grace which
is ingratiating--"'Well, neither I nor you mean harm at heart! e
(399)--but which also, as he proceeds, contains the elements of -his
verbal artifice, his techniques for social manipulation. He first mixes
praise of his protegé with praise of himself, so that the second -is -
acceptable because of the first: "'The polisher needs precious stone no
less /Than precious stone needs polisher'" (405-406). Next, he mixes
self-depreciation with self-praise, as he asserts an .unselfish wisdom
which wishes to help the Youth'in drder to atone for mTSUSing_another
"stone of price," himself (414). He devalues his outward development -
("cut awry /Or left opaque"; 417-418), while never denying the value of
the raw material (415, 419). This move, whichvécknOW]edges his failure

to prdduce any external sign of success, while maintaining an independent
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inner quality which yet remains ("'I'm nobody--or rather, Took ‘that same
-=/I'm--who I am--and know it'"y 420#42]); subtly prepares for hfs final
ploy, which is the open-confessional technique of Prince Hohenstiel-.
Schwangau. He admits his somewhat insidious design on the Youth: "'I

end with--well, you've hit it!--"This Boy's cheque /For just as many -

‘thousands ‘as ‘he'11 spare!"!'" (426-427). Having gained his listener's.

confidence with the account of -his failure to develop his Tatent bril-
Tiance, he concludes with this disarming frankness and with a lightly
comic touch, Whiéh in the context of his speech and through a neatly-
balanced rhetorical f]qurish ("The first I could, and would not; your
spare cash /I would, .and could not'"; 428-429) draws sympathy for his
further failure instead of criticism for his initial inertia. He con-.
fesses his ignoble intentions without fear of recrimination, he placates
the Youth's objections to his paying the debt, he restorés social
harmony, and he even hints indirectly at.a noble stoicism--to counter-
point his ignoble intentions--in his accepting the consequenceé of ‘his
actions. The Lord is -verbally adroit and elusive, though there is no
reason yet to suspect him of.anything more than aristocratic supercil-
iousness and an'intehtion to exploit the social gaucherie of a young
millionaire.

In scene two, the Youth and-the Lord confide in each other their -
~unsuccessful love affairs. They do this while walking to the village
station,.and the narrator takes anofher opportunity of praising the
natufé] sCene,'which’contraSts aga1n'w1thlman's bourgeois pretentious-.

ness, now exhibited in the Youth's cousin who regards her recently.
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acquired piano-as a "brand-new bore" "(507).. The inequitable distribution
of wealth, which means she has an.excellent piano while her teacher, a
musician of considerable talent, -has to‘practiseioh a table-top (517),
reinforces-the Lord's previous anger at the Youth's materialistic insen-
sitivity to artistic matters.

The;Ybuth continues, as beforé;~to praise his master's ability,
though the idéa of the Lord's -aching with love, a preposterous notion to
the Youth, promotes a momentary awakening to the possibility that he may
be mistaken in his attitude: "'My sort of ache? No, no! and yet--perhaps!
/A11 comes of thinking you superior still'" (573-574).. He also continues
in his tactlessness, hopelessly muddling his references ‘to the Lord's
age (604-607), but as he talks of his lost love his halting speech con-
veys the deep-rooted intensity of his passion, a passion which combines
the anguish of love's loss with the fury of frustration at his foolish-
ness and ‘inaction:

"Fool -to be so meek,

So humble,--such a coward rather say!

Fool, to adore the adorer of :a fool!.

. . . I grind

My teeth,. that bite my very heart, to think--

To know I might ‘have made that woman mine

But for the folly of the coward--know--.

- Or what's the good of my apprenticeship

This twelvemonth to a master in the art?

Mine--had she been mine--just one moment mine

For honour, for dishonour--anyhow,, _

So that my life, instead of stagnant . . ." (1039-1054)
The irony in their respective affairs, which the elder man is quick to

point out, is that each acted as the other should have (1068), yet their

present attitudes mark quite different natures. The Youth blames



182
himself and still loves (569-570), the Lord:blames the woman as well ‘as
himself and hates her for-not giving him a chance to repair his error .
(823-825): If the Youth's nature is the more noble it is also the'More'
rash and compu]siveﬂ The Lord is complekjandﬂca1CUiating by contrast,
and he enforces a more careful consideration of. his charactér,

The Lord's earlier postulate of the difference between his outer
roughness ‘and inner value (415-419) establishes an ambivalence, a dis-
crepancy -between personality and identity, which he sustains in this
scene, and which becomes a device to mitigate his wrong-doing. The dis--
tinction enables him particularly to justify his role in the affair with
the country-parson's daughter and even to retain for himself a measure
of sympathy, or at least the benefit of doubt, in the face of his irres-.
ponsibility. In his previous affairs, the Lord-had exercised-a command
of social-deception, telling his. women lies which they disbelieved, but
which they required as "their decent due" (716). Such Tlies are artifices
by which the WOmen‘deceive_ﬁhemse1ves into thinking better of their be-
haviour -than they ought. But the parson's daughter knew nothing of
social masks and believed his false antics:."'No mock-heroics but seemed
natural /To her'".(722-723). Because she herself was "true, devoted,
constant," she thought these qualities were found in all people (719-721);
she misjudged him because of -her own natural virtue. Ironically, the
Lord ‘made the same error. He thought her heart "Must correspond in
folly just'as-faf /Beyond ‘the common” as her face was beautiful (723-726),
and when he revealed his falseness to her, her horrified reaction was an

"all-unsuspected revelation" to him (741). He ackhow]edges~the irony,



183
which 'since it is to his detriment aids the plausibility of his point of
view, and which also helps to ekaain his conduct -as an act of under-
standable misjudgement;‘ He was, to his mind, simply behaving in-the
manner.eXpected of him; He was also behaving as 'a collector of beauti-
.fu1~objects;~with the collector's instinct for possession which invar-
iably develops into greed. Similarly, he acknowledges this instinct as
part of a'pattern of behaviour which, because recognized and appropriately
devalued by. him, is an acceptable, if reprehensible, pattern of the
society rake.  Again, he was only .acting as others would: "'It seemed
as thqugh the whole world . ... /Would break bounds to contest my prize
with me'" (676-678).

But the Lord is unconscious of the cynicism which he reveals in
telling of this experience.  If the woman éxhibited an. imperceptive
naivety towards social intercourse, he certainly showed a thorough mis-
understanding - of -human goodness and of -the severe shock in disillusion-,
ment.. What was. the Lord's realistic perception-of human weakness in
scene one becomeés his cynical misapprehension of human virtue in scene
two. From now on, his verbal techniques may be regarded as the artj-
fices of cynicism. With this development, his accusations that the
Youth's humility is "mock-modesty" (617) and that his youthful assurance -
iS "self-complacency" (610) may be doubted, and as the Lord's 1ncreasing1y
apparent cynicism separates’ him from the Youth, the reader -is forced to
reconsider the moral nature of both men..

The elder mar thinks his culpable behaviour towards the young

lady -is. offset by his offer'of,reparation in marriage. Unable to observe
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an ironic justice in the scorning of .his one attempt at honesty, he
courts sympathy for being the victim of a hard, unforgiving mistress
who sent him on the path of destruction. His attitude, a mixture of
hate for himself and-for her, is pjausib1e,_since he appears to be.sfn-
cere in regarding her ndt only-as.the supreme "prize," but also as a
magnificent source of inspiration who might have given.purpose .and impe-
tus to his life (809-816). What he hisses, and what Browning builds
into his speech, -is the thorough se1fishne$s of -his professed love. In
retrospect, he hopes he meant "to do /A1l requisite for such a rarity"
when he had time l"To 1earn'requirementﬁ-(693—696), but.eyeﬁ amidst the
present reminiscence aﬁd'remorse he evinces no understanding of what the
“requirement" might be. His bitter resentment of the parson whom she
married;-"'some smug crop-haired smooth-chinned sort /0Of curate-creature'"
(755-756)--and his contempt for her "Respectable" and "countrified".
happiness clearly expose his complete lack of consideratiqn for her
fee]jngs or dignity.
| More impontant1y3>his ski]1,in minimizing the degree of his sin
demonstrates the manner in which he employs verbal artifice to obscure
truth -and to gain himself a sympathetic hearing.: He establishes a
cleverly contrived ambiguity about the exact nature of his experience
with the parsonfs daughter by combining his collector's attitude with a
pun on "lie": |

"There lay

My marvel, there my purse more Tight -by much
Because of its late lie-expenditure." - (733-735)
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He has just mentioned the 1ies he told to his previous women, and the
superficial effect of this comment is.to-suggest that his crime was
simply one of verbal deceit. He later reinforces this effect in a sim-
ilar -attempt to diminish the gravity of the incidert by saying that she,
as ‘the pursued gahe,,was-frighténéd away by;"c1ap /Of boyish handéV
(783-784). Obviously, the 1mp1icationvis that her reaction was exagger-
ated and unfair to his intentions.. However,AhiS comments also hint at
‘the more serious enterpkise of 'a premature marital consummation:.

"'Marry me!'
Or rather, 'We are married:.when, the rite?'" (730-731)"

Again, he exploits an‘ambiguity, depending on what is meant by rite, but
the combined effect of "We are married," "There lay /My mérve]".(my
italics), "late lie-expenditure" (my italics), and his Tater reference
to her "Maéda]en's adventure?;(802), strongly indicate a sexual relation--
ship. His skill is such thaf if he is undersfood superficially, his
crime is: verbal only and therefore he is exonerated because it is not
serious; alternatively, if his amﬁiguity is understood properly, his
language attains a comic subtlety whose cynical wit and socja] sophisti-
cation glide over .the deed equally effective]y. - This episode is also a
tribute to Browning's handling of the sexual problem.  Prevented by the
social attitudes of his time from.presentingvthe:matter explicitly, he
exploits covert and ambiguous references as an aspect of character, and
this, of course, is an excellent solution to his difficulty..

Despiie the ‘underlying elements of bitterness and selfishness in

the Lord's speech, he yet, to be fair, cannot be totally condémned by the
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reader.  The Youth's reaction is indicative and he clearly -is not per-
turbed by his maSter's'ac60unt; though the woman concerned sounds sus-
picious]y Tike his own lost beauty. Also, the Lord retains the
appearance of fair and -honest “judgement because he is willing to dis-
parage himée]f as We]1 as -blame the girl. His open confession of his
faults, or some.of them, anticipates and therefore lessens criticism.

The mixture of frustration at the knowledge of his own error in not Eecoge
nizing the girl's fea] value (782-783) and-outraged resentment ‘at her
refusal to-allow him a second chance (823-825), and his mixture of help-
Tessness in the increasing degradation of his Tife and his scorn for:

her naive respectability, still maintain an equivocation about the depth
ahd degree-of his moral nature. In one sense, he flaunts the wilful.
naughtiness of an outrageous, -but likeable because plausible and clever
rogue; in another, he exhibits several malicious attitudes which imply
more»sinister depths. within his personality, and which deny the,suﬁerior
quality of his inner self which he posited in scene one.

The third scene 1ntroduces the Cousin and the Lady. It is quickly
apparent that the Cousin is the Youth's fiancée, and towards the end of
the scene, when it is discovered that the Lady is married to a clergyman,
it is fairly obvious that she is the parson's daughter whom the Lord
talked of in scene two. The dominating effect ofbthis scene is the
ironic contfast between the naive innocence of the Cousin and the worn:
eXperiencerf the Lady.  Beside the careless gaiety of the younger woman,

the elder (neither is-old: "one young, /One very ydung”; 1086-1087) ex-

presses ‘a brooding intensity, but her ominous preoccupation with the calm
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of death is not apprehended by ‘the Cousin until the end of the scene.
The'Cdusin;<of course; .is preoccupied with her own'affair;vwith'her
prospéctive marriage and with the’promise of happiness which she assoc-
iates with the ffairy-marriage-trée.” Her youthfu] exuberance and ‘hope-
ful anticipation form'a striking antithesis to the’Lédy-in this scene.
Her entry-at the conclusion of the pqém again brings in the fresh
naturalness ‘which she'radiates, and the antithesis whiéh_she’proVides then
includes the tense épprehensidn of the frightful scené she is about to
discover. By not-actually including her keaction, Browning avoids any -
me]odramatic'ekéggeration, while still retaining the poignant effect of
her contrasting innocence. Since her part in the drama is small, though
necesséry (she is the catalyst who brings the other three together), she
is primarily important in scene three for the additional point of view
she provides on the Youth, and for the interest which she elicits for
~ the Lady, who is  "an angelic mystery" te her (1183). She reinforces for
the reader the Youth's unsophisticated nature (1217-1218), and indirectly -
implies his indifference to natural beauty by noting his desire to fell
the elm tree.outside the inn as an example of his physical vigour. Her
two most significant observations are -that "He runs into extremes," and-
that "he wants /Someone to serve, something to do" (1225-1227). Both
of these points have  been notedia1so by the Lord. They are obviously
crucial aspects of the Youth's character-as Browning portrays it.

The Lady exhibits a grand dignity in this scene, with ‘an underly--
ing melancholy which is surprising in one so young; There is -little dif-

ference in the ages of the two women, ‘but there is a wide separation ‘in
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mood -and .attitude which is intriguing in its possibilities.. The ironic
misunderstanding of the Cousin.when the Lady says she could dispense

"With all thought fair in feature, mine or no,

Leaveé but enough of face to know me by--.

With 'all found fresh in youth except such strength -

As lets a life-long labour edrn repose

Death sells at just that price, they say;" (1169-1173)
- emphasizes the disparity betweén them and is a measure of the depth of
experience in the older woman. Also, the latter's beautiful appearance
is contrary to her inner.mood, and the Cousin believes -only love coula
have nourished such loveliness (1308-1316). ' But beauty (in an image
which the Cousin employs, though apparently without being aware of ‘its
broader implications) is "'the prize-flower which dispenses eye /From
peering into what has nourished root'" (1309-1310). Beauty, because of
its attractiveness may lead the eye to faocus only.on surface appearances
and may therefore be an unwitting -agent of deception.. The Lord, for
examp]e,.said-of hfs lost prize'thaf "'her mere face surprised-so much
/That [he] stopped short there'" (649-650); if there had been only a
"Tittle flaw," he would have ”'peeped /Inside it, Tearned what soul ..
inside was 1like'" (643-644). In scene three, the Cousin is shocked to
discover that the Lady's soul seeks an undisturbed oblivion under the
elm (1331-1335). |

Scene four presents a dramatic confrontation between the Lord and

the Lady -which forms one of the highlights of the;poem.f.Heré,hthe'Lord's
social artifices are balked. by the Lady's absolute refusal to believe

anything he says.. She regards him throughout as a‘trick$ter,.and
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enlists universal moral forces to augment her struggle against his evil
(1410-1411). He retains;'af least superficially (his pacing Tater hints
at inner agitation; 1898), social ease, but even as he moves - towards
momentary'sincerity; she wi11'not»cohbede one point. In this irony, as
Arthur Symons first pointed out; "lies the 1ntensity of the situation."lo
~Roma King says ‘they "talk at cross purposes,"]] but that description is-
too weak for an encounter which develops.all the fascinating 1rony and
verbal manouvering of .two mono]ogufsts'who are each intent on asserting
his own point of view:. Such an encountérzhas‘a11'the elements of comedy,
but the Lady!s*séverity and stern morality render .the situation too
serious for that. The two, indeed, talk at:crqss purposes, and thereby
dramatize something of the futile agony.in proud obstinacy.and selfish
wheedling. S .

This scene advances the revelation of the Lord's nature and re-
sourcefulness a stepvfupther. As he cjaims that the Lady has caused his
ruin, and;not he hers, he inadvertently discloses his real attitude to-
wards the Youth. Far from desiring to polish the raw stone, he had
I'»t1"ghtened-ho1d" on this boy "as green as grass" in order to win his
money, and the dissolute morality of .his intention is ignored by his
. emphasis on the blow of his own defeat;-“'the boy . ... buries me /In
ruin who was sure to beggar him'" (1434~1435). His selfish obsession
with 'his downfall and his blaming the Lady's  fiendish charm for causing
it are both a refusal to accept responsibility for his immoral behaviour
and ‘an inverted-admiration of the Lady herse1f§ He credits her with the

sjniStergartifice'of a‘femme‘fata1e, and ‘his description of her-hair, .
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with its snake-Tike writhings, takes on the]éssociations of Medusa: .
: "See

The low wide brow oppressed by sweeps of hair

Darker and darker'as they coil and swathe

The crowned corpse-wanness . . ." (1445-1448)
He also regards her as having employed her artifice on the curate whom -
she married, thus landing her ' prize "the true artistic way" (1496). In
attributjng to her the same kind of deceitful and selfish design that he
has himself, he can feel that he was simply beaten by a superior arti-.
ficer, with his confident cynicism no longer threatened by her play of
superior morality. His initial ploy, then,.is to reduce her to his Tevel
of tactiCalvscheming.f His anxious desire to fird some compensating
factor in the parsoh--youth,‘riches (1605-1607), or even domestic happi-
ness (1695-1697)--wh1ch would have ‘induced her to marry the man, sus--
tains this ploy, since such motivation on her part would allow the Lord
to continue in~hfs cynicism. To marry for,advantage.is an act -he under-
stands. When'ft is clear that she married %n order to éive herself away
and that she married into hardship and squalor, not into riches and joy,
he is shattered.

It is.then his turn to profess disillusionment, as he changes his
tactics and moves from admonishing her: as a "woman-fiend" (1444) :to call-
ing on her angelic potential to redeem him from a life of sin. The two
attitudes ‘evince a paradox in'his viewpoint rather than a contradiction,
being extensions of fhe conflicting feelings which he ekpressed in scene
two--an osciiiation bétween self-vindication and recognition that she

possesses a virtue which society women lack. In his se]f-depregiation and
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admittance that she is right in her harsh judgement of him, he is very
convincing;_and his attempt yet again to win her has the air of humble
sincerityl 'Momentari1y; it seems; he is willing to reform, if she will
commit- herself -to him:: But there is a rhetorical subtlety even here
which retains the impression of a controlled artifice; The repetition of
her name, for'eXample (1899, 1910, 1918,_2015);1%§ an -overt device, énd'
when he says the devil had his "moment" (1909), the reader might well
recall the continuing series of afféirs which ‘were implicit in his con-
versation with the Youth:in scene two. Also the bitterness (1833) with
which .he confesses his guilt--"'l abused you, I betrayed, /But doubted--
never!'”,(1843-1844)--evihces,his re]dctance to concede the point; and
he hastens to include criticism of her, that she did not love him--"'I
wronged love, /Am ruined,--and there was no love to qung!'” (1862-1863).
But this additional attempt to include her in his denjgration_éiso
fails, and he is at last forced to consider her virtue.

In his final plea, the Lord's arguments are skilfully handled, and
in playing on -the Lady's Christian belief and moral pride, -he penetrates -
further into the true fibre of her character than he has so far. In
recognizing her real worth, he comes closest ‘to being sincere in his con-.
trition; but he cannot,apprehénd]the,stubborn depths of -her contempt for -
him. Hé calls on her to practise Christian charity--"'God forgives:
/Forgive you, delegate of God'" (1899-1900)--he praises her justice, he
hints at hér.pere—-”'Had'ng_no fault? . . . /Wherefore did God exalt
you?'" -(1919-1924)--he seeks.heh redemption (1930), he denies ‘the valid--

ity of her-marridge, which he says is a-"mock marriage" with a "Man-mask"
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(1974-1975), .he urges’ the sincerity of his love which continues, he
emphasizes, through adversity (1995-1997), and finally he very cléverly
asserts: the superficiality-of what 'he has spoken--"'love lies deepéﬁ
than a11'words;'/And,notvthe'spoken but*the speechless love /Waits
answer" (2612%2014);' Any TeSS‘resolute or more charitable woman than
the Lady would -assuredly have been'swayed;"but his underlying -cynicism
has missed a crucial point, -her duty. to 'her husband, which she is quick
to notice, and to comment on:.
"Ay, no barb's beneath
The gilded minnow here! You bid break trust,.
This time, with who:trusts me,--not simply bid
Me trust you, me who ruined but myself, .
In trusting but myself!" - (2026-2030)

In view of the expediency "in his altering attitude to her and his
selfish neglect of her husband in trying to-win her again, the Lady is-
no doubt right to'reject the Lord absolutely as she does.. But perhaps-
she is too harsh in her contempt (his confessional technique still
appeals strongly), and his hint at pride and self-righteousness is a
convincing objection.. Like the Youth who is seen earliéer to be furious
with his own foo]iShness,hthe\Lédyitoo is annoyed with her folly in-
previously-trusting -the Lord's lies--he is an "all-abject knave," she
says, but she is a "perfect fool" (1556, 1791). Also like the Youth,
she‘is'a<person of‘extrehe reactions. Her first impulse when -she dis-
covered her ruin was to destroy herself (1561-1563), since how, she

thought, could she avoid
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_ "falling down
From sin to sin until some depth were reached
Doomed to' the weakest by the wickedest
0f weak and wicked human kind?" (1565-1568)
Her superlatives are indicative of the stréngth and deptﬁ of her feeling,.
and later when she tells -how completely she trusted énd'be]ieved'the
Lord (1868-1886), it is again 'clear that her reaction was extreme, to
veer from absolute trust to absolute contémpt.- Indeed, it was the vigour-
of ‘her contempt, she says, which saved her: .
"Clear-sighted was-I that who hurled contempt
As. I-=thank God!--at the contemptible,
Was scarce an-utter weakling. ' Rent “away
By treason from my. rightful pride of-place,
I was not destined to the shame below." (]577-158])
The injured pride which was denied its rights and her implacable dignity
sought -punishment ‘and restitution within the hard labour of the clergy-
man's parish. But there too she was made aware of man's coarse wret-
chedness:
"I teach the poor and learn, myself,
That commonplace to such stupidity
Is all-recondite.- Being -brutalized
Their true need is brute-language, cheery grunts
And kindly cluckings, no articulate
Nonsense that's elsewhere knowledge." (1677-1682)
After four years, .this life had become so intolerable that she was glad
to leave it for a.day, dreading hér return (1796-1803). In a harsh

indictment of human commonp1ace'andtsma11-m1ndedness,'sheb again saw
earth pursue /Its narrow busy way amid small cares, /Smaller contentments,

much weeds, some few flowers'" (1805-1807); but her seducer's
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interruption broke the.illusion that she could return and she again sub-
mits ‘her soul--a fai]ure;'she'says; because it Tost its Tove--to the
bounds she has chosen for it (181241817);  In doing this, she believes
she is pursuing the "high'aim;“-which ddes not mistake falsehood for.
truth:

"Better have failed in the high aim, as I,
Than vulgarly in the Tow-aim succeed
As, God be thanked, I do not! Ugliness

Had I called beauty, falsehood--truth, and you'
--My Tover!" (1823-1827)

She has done, then,-what the narrator in Red Cotton Night-Cap Country -

says Clara ought to have done. This cTaim of the Lady's is a measure
~of an important difference from Clara: whereas Clara desired only to
survive, the Lady cares not for survival, but for salvation, or if there
is no salvation, then for death, rather than reduce her self-respect
and -dignity further:
"Purify my -powers,
Effortless till some other world procure
Some other chance of prize! or,.if none be,--
Nor second world no chance,--undesecrate
Die then this aftergrowth of heart, surmised
Where May's precipitation-left June blank!"- (1817-1822)
These are strong words which, with her mood in scene three, anticipate -
and make plausible her-suicide.- She does not express -idle thoughts, and
her invective towards the Lord is fierce: "'Lay -these words /To heart -
then,'" she says, "'or where God meant heart should Turk!'" (1558-1559);
to brush him would bring'"1eprosy“~(1575);’he is the "murderer" of her

love (1865); and he is the "Arch-cheat" and "Adversary" (2043).'2.
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The Lord is right also to point to her lack of charity. In tel-
ling of the hell which her hquand'preachés,'a-he]T'of'eterna1~conscious--
ness where men know sin'without.thelpossibility of ‘redemption, she says
that ‘any "healthy" or "sane" view of things and of their Maker would
immediately dissipate such a doctrine;, Yet she shows a marked tendency-
herself to witness an 01d Testament divinity of wrath and just retribu-
tion (1553, 2045-2046).- She has nothing of the forgiving tenderness of
Pompilia, and her severe scepticism, which her trusting innocence has
attained through an introduction to deception and brutality, is a quality
which is scarcely appealing.’ Neverthe]ess, her stoicism amidst the sense
- of -futility in her husband's work and her unwavering hostility towards .
her seducer give her in this scene a masterful, if self-righteous,
tridmphf,

"Your fate is of your -choosing: have your choice!
Wander-the world,--God has some end-to serve

Ere he suppress you! -He waits: I endure,

But interpose no finger-tip, forsooth,

To stop your passage to the pit. Enough

That I am stable, uninvolved by you ’

In the rush downwards: free I gaze and fixed;

Your smiles, your.tears, prayers, curses move alike
My crowned contémpt." (2044-2052)

At the end of scene four, the Youth returns to the Inn, finding
the Lord prostrate before the Lady in a climactic gesture-of,remorSe; ”
This moment of ‘recognition,-when -the three protagonists perceive their
inter-relationships, -though contrivéd by Browning is intensély dramatic
and effective in itsAcontékt.b Scene five begins the concluding action.

The Youth initially surmises that the other two are in league,:and.
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_1mpu]sive1y derides them both. Later, he shows that his basic goodness
has not been tdatally-suppressed after'a year under the Lord's tuition.
and.he’eihjbits a fine instinct for -fair play as he stops the Lord from
bullying the woman; His sense of chivalry is enraged enough then td
believe all the stories about his "master" which he had previously denied.
The Lord is no Toriger simply-a cynic ‘and a deliberate gambler, but the
Youth's angry.disil1usionmeﬁt now expdses him as a cheat, a fraud and a
coward.

The Lady reacts to the'Youth's discovery'with a cold superiority
which is not so much an.artifice as a controlled indifference, aﬁ aloof-
ness- and judicial air which isvregal if not -presumptuous. She has been
engaged by the Cousfn to evaluate the Youth, so that she has a valid
reason . for announcing her verdict--"'I find you, save in folly, innocent'"
(2215)--and yet there is a degree of relish in the role which reinforces
her superciliousness. The latter detracts. from her virtue, because it is
based 6n derision and.scorn, but paradoxically it-also aids her plausi-
bility. The sincerity of her stand is emphasized not so much by skill
of argument or Verba] artifice as by her,r%gid independence, by her un-
concern, for example, with what the Youth thinks of her, while she is
clearly concerned that he should recognize and reject the Lord's villainy:

“Distribute as it please you praise or blame

To me--so you but fling this mockery far--

Renounce this rag-and-feather hero-sham, .

This poodle clipt to.pattern, lion-like!" (2205-2208)
This scene reveals her unselfishness. Though the product of self-condem-

nation which in turn results from her sense of shameful sin, it is
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sufficiently real to make her deliberate dignity a paradokiCaT virtue,.
instead of. a'moral Tiability.:

By contrast with the Lady, the Lord's smooth irony in the face of
the others' combined hostility registers the'artifice’whjch he continually
emp]oys; He still attempts to exploit their weaknesses, as he has always
exploifed other people. Inspired by some new sinister-§cheme——"The hid
snake has conceived'a purpose” (2243)--he accuses the Lady of deceiving
her husband by failing to confess "the whole horror" of her fall: -"'screen-
fng{the deceivef,-]amb were found /Qutraging the deceitless!'™ (2258-
2259), She'sayé she will not destroy her hstand's faith which the whole
truth would do--"'Saved, I yearn to save /And not destroy'" (2278-2279)--
but the 1lie Teaves her vulnerable, despite her worthy intentions. The
Lord's cynicism, of course, has difficulty in.accepting the notion of -
unse]fish human action, and he perceives this as a weakness which can be
turned -to advantage.-IWhen the Youth prevents him from threatening the
woman, fbr example, he still mahipu]ates-her by playing on her fears -for
tHe inexperienced Youth: |

"I--no more
Bully, since I'm forbidden: but entreat--
Wait and return--for my sake, no! but just
To save 'your own defender, should he chance .
Get thwacked thro' awkward flourish of his thong." (2391-2395)

Scene six consists wholly of the Lord's verbal manipulation of the
Youth. It is his final attempt torreVerse'his position and emerge trium-
phant, to preserve his social position which the Youth has threatened. He

_resumes the-imperative tone with which he began in scene one, a tacit
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resUmptioh of his previous position as the’Youfh's‘mastér; He berates
the Youth's 1ngratitude; and:cleverly professes-to be in’'the process now
of teéaching the Youth another 1e$son; this one about the wiles of women.
Playing on the Youth's ‘earlier anger-at his own foolishness, and
exploiting his natural desire not to be foo]ed‘égain, and playing too on
the earlier estéem with which the Youth regarded ‘him, the Lord deliber-
ately a]ﬁers,his account 'of his affair with the Lady:

"Your paragon of purity had p]umﬁed

Into these arms at ‘their first outspread--'fallen

My victim,' she prefers to turn the phrase--

And, in exchange for that frank confidence,

Asked for my -whole life present and to come--

Marriage: a thing uncovenanted for,

Never so.much as put in question." (2492-2498)
The story is changed from his earlier version to the Youth, but now he
says he has decided to "'téll the.fool the truth!'" (2491). Eventually,
having possibly raised some doubt in the Youth's mind, who is in no
position to know which version is-truer, he undertakes to prove his
case: "'When she enters, then, /Make 1ové to her!'" (2601-2602). What-
ever.the effect of his argument so far, this proposal is dramatic and
arresting. Finally, he subtly refrains from advising the Youth what to
do, though he c]ear]y‘indicates-which would be the novice's act and which
the instructed man's, and he even hints that the proposed act is beyond
the Youth. He thus plays on the Youth's pride and on his ambition to-be
sophisticated and worldly-wise. |

In the last two scenes, the-action finally reveals the value and

depth of moral impulse in each protagonist.- The Lady returns and initially
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is-alone with the Youth. As befbre;'she'is independent and superior,
but she now shows . a tenderness whitﬁvShe has not shown before, though it
is a tenderness which emerges from remorse at not respondiﬁg differently
towards the Youth four years ear1ier: If she had understood the true
nature of friend and ‘foe then,;és she does now; she would have acted
otherwise: -

"I do believe I'shoh]d«have straight assumed

My proper function,.and sustained:a soul,

Nor aimed at being just sustained myself -

By .some man's soul--the weaker woman's-want!" (2691-2694)
In this action,.she would have missed being "in presence of a god," but
fnstead she would have known something of -divine creation, "!gained the
~god's own feeling when he gives /Such thrill to what turns life from
death before'" (2697-2698). Perhaps she is presumptuous in seeing her
opportunity as godlike, but more importantly she recognizes the chance,
which she lost, to have performed some deed far worthier than her work
with the old parson. Roma King says that '"to have married the young man
out.of~sympathy would have been as much a betrayal of love as to have

w13 But the Lady views the matter dif-

married the older as compensation.
ferently. In marrying the Yodth, she would have diverted his soul from -
a false god; and in an appealing outburst of Tyricism, she clearly
implies the qualitative difference between what she mighf have done and.
what-she has ‘done: -
v _ "'T had shed my love )
Like Spring dew on the clod all flowery thence,

Not sent up a wild vapour to the sun
That drinks and. thén disperses.'" (2702-2705)
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Her marriage, she implies, is a sterilé affair, dry after Tove has evap--
orated. - Having escaped the'LoYd'é'f]eprosyf at last "uncontaminate,"’
she ‘can perhaps be excused for assuming .the “imperious tone df»a'sermOn:
"Break from beneath this icy premature
Capt1v1ty of wickedness--1 warn
Back, in God's name!” (2724-2726)
But when she says,'“'I am past sin now, so shall you become!'" (2729),
the virtue of her desire to serve as an example for the Youth to imitate
is -in danger.of becoming lost within .the éuspfcion_that she has not yet
"past" the sin-of pride. She concludes by asserting the deceit of her
seducer, and by appealing to the Youth's sense of right (2730-2736), and"
also to his healthiness (2734), which is implicitly contrasted with the
Lord's disease (2708).
The Yoﬁth replies with a clumsy honesty which knew instinctively,
“he says, that the Lord had -1ied about her, though theiana1ogy of his
mother implies the blind emotiona]-faith»ﬁhich is the source of his per-
ceptioh,(2754-2760). His account of how he escaped from a labyrinth by
pushing violently through the thorny hedges is indicative of his tendency-
towardg direct, rather brutal action, énd he clearly desires to serve the
Lady in.some .active, heroic capacity. Self-conscious about his verbal
ability .(2749-2750), and finding truth difficult to perceive through the
" Lord's ‘subtle artifices (2768-2772),,he offers aCtive service. Unsure
- of what her predicament 1is precisely, he offers positive’éttioh whatever .
it is: |

"if her shame be shame
I'1 rescue and redeem her,-—shame S no ‘shame?
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Then, 1'11 avenge, - protect--redeem myself ‘

The stup1dest of s1nners'. Here I stand!™ .(279852801)
The Youth thus declares a love QithoUt_qué]ification: He 1is unrealistic,
naive, committing himéé]f completely to.the-role'of the-romantic hero
who will willingly sacrifice himself for his love--somewhat in the tradi-
tion-of courtly love--but above-a11; he is unselfish and idealistic, the
antithesis of his former mastér.. He does inadvertently ask the Lady the
question which the Lord proposed, but in a manner quite different from
what the Lord had expected, and the difference between ‘this proposal and
the Lord's in scene four 'now totally separates the two men.

When the elder man returns, the Lady takes the Youth's hand. In
this sudden, surprising gesture, she seems to corroborate the Lord's
attitude and to destroy in one swift movement the value judgements which
Browning has carefully developed so far. Even the Lord himse]f is sur-
prised, though he quickly resumes his socig] mask of "the much-experienced

an" (2860). Believing himself at last to be vindicated, he is vicious
and caustic in his triumph, deriding -the other two for -their assumed
mantles of superiority, when they are in fact no better than he suspected
or hoped, certainly no better-.than he, which is perhaps the real point
for him:
"So, at suppertime
,These masquerading’.people.doff their-gear,.
Grand Turk his pompous turban, Quakeress
Her stiff-starched bib.and tucker,—-make believe -
That only -bothers when, ball-businéss done,
Nature demands champagne and mayonnaise.

Just.so has each of us sage three abjured
His and her moral pet part1cu1ar
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Pretension to superiority,
And, cheek by jowl, we henceforth munch and joke!"
' : (2866-2875)
But he overp]ays'hfs hand and his gloating only serves to goad the
others' anger:

The Lady ‘then reveals what caused her to take the Youth's hand,
and in doing so reveals the Lord's utter villainy. He threatened to be- -
tray her secret'shame~to her husband if she did not-elope With the
Youth. Missing her-hints that she has performed -her own remedy--"'There-

fore I "stopped his mouth the only way" /But my way!!" (3001-3002)--the

Youth strangles -her tormentor. Justice is swift and certain, but is
uncontrolled and irrational, since the Youth's-confused obtuseness and
obstinate devotion to the one fact of "The lady's right-hand" are clearly
recordedpby the narrator (2967-2971). In his "stupefying," -almost un-
rea]istic state, he seems to understand the situation with a primordial
instinct which is not subject to rationalization. Though laudable, the
destruction of-evil by good is -an entirely primitive affair.

By contrast, the Lady's death is consciously premeditated, and
renders the Youth's action futile. : She claims earlier that she has only-
just-Tearned "What sin may swell to" (2648), but now she says she has
anticipated the Lord's -venom for -four years, and has always kept with
her the means of stopping his mouth (3027-3033). Not entrusting herself
to God's purpose, she has developed, in her sense of secular reality, a
scepticism which almost matches her-antagonist‘s cynicism, However, she

is morevcomplex than that, since she observes the potential for good in
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the Youth, and she ‘dies to preserve her husband‘é'faith: In the last
respect; her suicide is én unselffsh'act;"and yet it is unnecessarily
destructive, as -she “indirectly péfteiVes'when she considers how she
might have "sustainedfﬁthe Youth instead of -seeking confinement and
hard—]aboUr with her husband: Rbma King concludes that "her death, in
contrast to Miranda's; is chosen and purposeful, her sacrifice being

w14 Buf her death is

consistent with both her -realism and her idea1ism.
also the result of her precipitate attempt to escape into obscurity, to
punish herself in ordér to expurgate her sin, which is behaviour quite
similar to Miranda's. The difference is that she does .not die believing
a miracle is about to be performed. Also, she engagés in an element of
deception--her "simulating soundness" (2272)--which allows the Lord to
retain so much influence over her. Her .independence from him depends
fina]]y.on her willingness to destroy herself in order to thwart his
vindictiveness. While that is independence of a kind which the Lord's
cynical selfishness could never understand, it is not in these circum-
stances an independence from the. very artifices of .deception which pro-
vide the basic tools for his perniéious design. BroWning again, as in

Fifine at 'the Fair, achieves a fine ambiguity. Good has certainly des-

troyed -evil, but the triumph is undercut by the futility of the act:

"'And that was good but useless'" (3023). When the Cousin arrives and

announces

the oft-quoted, Tong-laughed-over 1line---
"'Hail, calm acclivity, salubrious spot!'" (3077-3078)

the apostrophe rings with a horrible irony..
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'The Inn Album presents the réaction of three people to the know-
ledge and discovery of deceptioh; "The ‘Lord views it as cha?actehiZingv
human morality and he eXp]oits its possibilities to exert his purposes
and to preserve his existence. fhE'Youth'acts'1mpulsive1y.and naturally -
to ‘destroy "it, without considering or comprehending the subtleties or-
the consequences of hfs action. The Lady reacts with horror, trying to
escape from.it and to purify its. leprous touch--her suicide may be seen
as a kind of martyrdom to fhe cause of tainted purity. The Album itself-
functions as- the silent repository of:man's inane observations; as a
symbol of human pretentiousness, it recofds and contains this drama of
social deceit and elemerital impulse. w1th its "Shabby-genteel" surround-
ings, the book is appropriatéiy isolated from the "art /And ‘civilized
existence" outside, since the further man indulges in artifice, the
further he.moves away from nature ‘and iﬁto evil. J. A. Symonds found
himself "angry.at 'being forced to pay so much attention to a;barcel of
knaves ‘and dupes, devils and-victims,Aplaced-in paradoxical circumstances

w15 However, it is not so much that

that outrage the realities of life.
the circumstances outrage life's realities, as that man's deceit outrages

the civilization of the natural world.
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CHAPTER FIVE

THE DRAMA OF -CONSCIOUSNESS

In concluding their study.of The Ring and the Book, Richard Altick

and James Loucks remark that "the search for truth in the midst of deceit
and illusion, for stability in the midst of flux, turns out to be the
search for fhe'princip]es of right conduct."! Such a statement should
not presumably be surprising, since Browning is clearly, in his more
representative poems, conCerﬁed,with_thé morality of human action and the
resources of conduct. Indeed, this interest which tends to be didactic
¢rathér~than purely aesthetic (though not dogmatic, as some maintain), has
unfortunately promoted the deplorable practiceé of "extracting from

Browning's poems innumerable moral p]ums.”2 However, putting this ten-

dency to one side, ATtick and Loucks' conclusions about The Ring and the
Book provide pertinent quéstions for discussing some of the broader impli-
cations’fn Browning's handling of -deception 1n'the'long‘poems examined
here.

Two impbrtant and related points -about. moral behaviour emerge from
their analysis of Browning's‘attitudé: "man's will remains free and he
can save his soul, if he wishes, through decisiVe»action that rends the
chains of custom"; and "the pervasive curse of doubt can be countered.

only by thé vigorous response of a’'soul inspired by ChristianAteaching."3
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Both statements: have béen taken up by Philip Drew in his review of

Browning's Roman Murder Story, where he raises the questions which they

provoke. In the first instance, Drew points out that Guido acts "decis-
ively" as well.as Caponsacchi and Pompilia, and.therefore he asks, "How
can we distinguish between ‘the different kinds of free and decisive

action?"4

In the second instance, he queries the meaning of "Christian
teaching," for even if it means "doing what you know to be right regard-
less of,precedent; with the sort of courageous faith that we admire in
Christ,”" there are,difficultfes; "how does this help us to discriminate
between the sort.of bold free action which is truly human and admirable
and»the sort of freedom which is purely selfish and damnable?  Or can't
we distinguish at a]]?"5 In all the poems discussed here, Browning
appears to haye been fascinated by this epistemological pfob]emlof how
man knows value, and he ‘explores ‘its implications not through philosophi-
caﬁ analysis, but as always through individual characters and the proces-
ses of mind which they exhibit. -

The simplest ‘generalization about these poems is that no single
doctrine will apply to them all. The Prince is to be criticized because
hé does not act decisively, Juan because he does. The Prince and Juan
are culpable because they lack the inspiration of religious faith,
Miranda is at'fau]f because he does have such inspiration. Miranda's

death suggests that a realistic perception of human experience should

neVer be divorced from divine belief; but in The Inn Album the Lady's

combined sense of realism and divinity 1eads her to death nevertheless.

Juan's convincing argument and Miranda's state of mind both imply that
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the handling of deception and illusion is a necessary human activity, but
the Prince's recognition of his se]f-decépfion leads him to an impasse,.
and the Lord exploits the possibilities of -deceit for malicious purposes.
Even the Lady's:.attempt to handle deception, her pretence-to her husband,
makes her tragically vulnerable. The Prince and Juan are blameworthy be-
cause they lack the strength of will to alter their patterns of behaviour.
into something worthwhile; Miranda and the Youth have that will and yet
both commit futile actions. The Prince, Juan and Miranda all misuse
knowledge in some way,.so perhaps ignorance is more praiseworthy; but-
the ignorance of the Lady's husband leads her to call ignorance a sin.

Of course, each one of -these brief summaries fakes up only one aspect of
character or-situation, and each is a misleading simplification. The-
real point is that no one situation can be adequately represented as an
abstract principle without its entire complexity and unique circumstances
being considered. This comméntrought to be a commonplace about Browning's
poems, but unfortunately it is not.

There is, then, no single organizing moral assumbtion underlying
these‘poems;_rather; there is an attempt to understand the means by which
man obscures - truth and a desire to discover under what circumstances, if
any, man may penetrate the obscurity and act according to some sort of
moral perception.. In terms of content, there is a semblance of methodical
progression, though not necessarily progress, from poem to poem. The
first two monologues probe the recesses -of individual minds, their per-
ception of themselves and their world, their limitations and their

strengths. The emphasis is on self-deception and ‘the possibilities for
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penetrating this deception.. The second two poems view man in social
circumstances, and while there is 'still interest in Se]f-deception, the

emphasis changes (more in The Inn Album than in Red Cotton Night-Cap

Country) to the inter-relationships between people, to the flaunting of
socia1~artifice and the perception of falsehood in others.

In Prince Hohenstiel-Schwangau, the Prince's intense self-conscious-

ness makes him aware of the difficulties of se1f-judgemeﬁt, of judging
properly what is inevitably presented from his own, biased point of view..
When he ceases to act his“many:ro1es,'he faces the hard truth that his
argument of expediency for the sake of his people is a lie. . But the
apprehension of -truth, the realization that his maze of language is a
deception,.does not lead to salvation or to divine inspiration. His per-
ception of truth leads only to an impasse, since the truth he perceives
is that all language is inevitably false, and therefore all argUments

| inevitab]y.futile} For the Prince, self-knowledge is self-inhibiting and
the perception of truth means action can only be decided upon by chance.
He has no received ideal by which to guide his decision, no stability or
inner security-of character, and consequently no means of making a
rational choice once he must relinquish any-fabricated»pose; Once the
Prince gives up deception, he is left with nothing.

Don Juan, in Fifine at the Fair, moves the problem a stage fur-

ther. He argues that some deception is necessary . to all human activity
‘and to the knowledge of all value. Through deft handling of the para-
doxes of truth and falsehood,.and through his conscious and skilful.

flaunting of artifice, he formulates an apprehension of -the kind of truth-
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available to man which is the most significant of any found in these
four poems--what may be called, in his own terms, "histrionic truth."
His manipulation of ambiguity and paradox enable him to justify his
ambivalent behaviour, to reconcile the excitement and vicissitudes of
physical experjence with the more sober admiration of spiritual value.
Juan's individual effort to impose intellectual order on his conflicting
e%periences and perceptions also involves the more genéric struggle be-
tween concept and intuition. Man, through thought, continually considers,
tries to ana]yze and ‘thereby to.understand, his-intuitive experience.
Insofar as he engages in this cognitive activity, he engages in artifice
as opposed to spontaneous action; both atfivities,“and this is 1mportant,
are "natural," and for men who are both physically and mentally active
there is continual interplay between the two. Through his contemplative
processes, man moulds his attitude: to himself and to his universe, and
he may also attempt to remould or to redirect his attitudes on the basis
of his analysis. But when, as in the cases of the Prince and of Juan,
man admits no preconceived value structure which may guide his thought -
or'conﬁéptualizing, the process, if he is to remain true to his changing
experiences,-is a continual and difficult one, with the ever-present
possibility of .unintentional self-deception, whatever his degree of
hbnesty. Great stress is placed on man's rational capabilities, and if
these aré flawed, he is doomed to some sort of failure.,6 The Prince, as
observed, facing the.knowledge of deception in all Tinguistic forms,
cannot sustain his conceptualizing process and is reduced to relying on

chance. His ‘exercise of mind has reduced intuition to a gamble. Juan,
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on the other hand, has a more vital intellect and is able to make his
way if not quite with ease, at least with more success. His artifice in

this respect is superior, which is the advance from Prince Hohenstiel-

Schwangau to Fifine at the Fair. But Juan does not escape without

Browning's criticism. His wilful self-reliance, while admirable and
even heroic in terms of the romantic assertion of individual will, is
egocentric and unacceptably arrogant in its disregard for women, except
insofar as they reinforce his reality.

Browning enables the reader to perceive Hohenstiel-Schwangau's
moral culpability by dramatizing his inabi]ity to make a rational or
responsible choice when it is required. He exposes Juan's moral inade-
quacies by allowing the reader to feel or sense the qualitative force of
Juan's attitude to women. It is not Juan's return to Fifine which gives
him away--that action is perfectly consistent with the philosophy he
develops in the poem--but his faiTQre to consider the value of feminine
self-sacrifice except.as it is a sacrifice to his aggrandizement.

Perhaps the really heroic-or»mora11y good act is -one which trans-

cends individual point of view. Red Cotton Night-Cap Country examines a

character -who attempts this, whose action results from trust in the
principles of faith and belief which he has been taught. His is "the
vigorous response of a soul inspired by Christian teaching," to employ
Altick and Loucks' phrase. But Miranda's action is the result of his
insufficient strength of intellect to perceive properly the function of
religious symbol. A1l the characters in this story adhere to external

signs, either symbols of belief or indications of social convention.
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Most of them, the cousins, Clara and the clergy, are sufficiently aware
of the possibf]ities of deception to exploit them, but Miranda is even-
tually destroyed because of his impu]siveAnatUre which Tacks a .counter-
balancing rationality. He has, of course, a rationality of a kind,
which, as Browning points out, -in his circumstances makes his leap from.
the tower a logical conclusion to-his thought, but his reasoning func-
tfons-in'terms of a'naive literalism. His loyalty to Clara implies a
regard for ‘her and a sense of duty, despite opposition, which Juan does
not exhibit towards either Elvire or Fifine, and he sustains an unselfish
faith in some principle outside himself which.Juan does not even attempt.
Yet Miranda, because he lacks Juan's intellectual acuity, ironically
ends up demonstrating the same faults as Juan--pride and submission to
selfish 1mpu1sesf Browning reveals this through the combined effect of
Miranda's so1i1oqdy and the narrator's judicial commentary.

The Inn Album comes closer than most of Browning's poems to por-

traying chafacter in'actioh'rather than the action in character which he
more.-typically focuses on.-'Consequent]y, the poem's interest is:
located in its gradual revelation of character and in the altercation
between the three protagonists rather than in intricate processes of

mind. . Nevertheless, such processes are involved and they probe further the
possibility and nature of moral perception. The Lord -combines Juan's
understanding of the need for artifice with Hohenstiel-Schwangau's manip-
ulation of point of view and confessional technique; he cynically dis-
believes all appearance of nobi]ity,and‘his attempt to prove this view

correct provides one of the elements of suspense in the poem. The
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difficulty in penetrating the Lord's artifice is amply demonstrated by
both the Lady and the Youth, who initially believe him to be a brilliant,
masterful individual. The Lady only discovers his deceit through his
own confession, and the Youth only discovers it through the Lady, who
draws out his latent potential for chivalric devotién. By his own
account, the Youth disbelieves the Lord's 1ies about her for the same
reason he would disbelieve accusations against his mother--emotional
loyalty. This is not the rational perception of deceit, but the bold
spur of impulsive reaction. The Lady's recognition of the Lord's false-
hood -is not rationai,either, but the result of severe disillusionment.

Her opposition to him in the poem is based on a scornful rejection -of his

-~ attempts to undermine her claims to -moral sUperiority.. SHe endeavours -

to combine the strengths of Miranda and Juan--religious belief and duty
with an awareness that some deception may be justified--but she still
remains vulnerable to the Lord's wiles. While both she and the Youth
discover the Lord's evil and act against it, proving their moral resource-
fulness, their actions do not transcend their point of view, or rend "the
chains_of{éustom.? They both act in accord with their previous behaviour.
The Youth rétéiﬁs the same obtuse idealism at the énd-é"ha1f the idiot's
stare /And half the prophet's insight" (Inn Album, 2968-2969)--with which
he admired thé Lord at the beginning; he has swapped a master for a mis-
tress. And-the Lady retains her proud austerity; she would rather destroy
"herself than admit her sin to her husband and face his criticism.' She
says his sermon on hell would be rejected by any;heélthy view of God and

the world, yet she cannot conceive forgiveness, whether God's, her
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husband'sior her own.-:Her. opposition to;the Lord is as much a se]fish
impulse to preserve Hékwhard;wonf§e1f4respect and'pridé as it is a spon-
tanedus-impu]se to thwart evil.

None of these poems offers the purely generbus or unqualified
responsé of right against wrong. Philip Drew suggests that "all the
Tong poems of the 1870s are in a sense Browning's attempts to convince
himself that Guido was really wrong and that there was .some authentica-
tion for human values in a world without God andvE.B.B."6 If this sug-
~gestion is correct, and the examination of deception in these poems
- would suggest that it is, then Browning's conyictidn'appears to be at
best ambijvalent. However, he does'enab]e the reader to obsérve and
judge his characters and their actions in great depth of subtlety;
consequently, his point of view which he builds into his poems testifies
to the possibility of -abstracting and authenticating true values from
human experience.  Browning's attitude jh the 1870's would thus be that
man rarely, if ever, acts altruisfically, and that most, if not all,
human virtue is clouded by some form of falsehood; on the other hand,

- good -actions are performed and authentic values can be perceived, if
neither motivation nor perception is necessarily pure.-

One of the difficulties in achieving this perception 'of value is
provided by the discrepancy between personality and identity. Hohenstie15‘
Schwangau parades the identity of a ruler who has séved society, but the
degree of his moral responsibility cannot be proper]y'judged without
understanding the depth of insecurity din his personality. His identity

is mis]eading]y noble. - Don Juan's identity as a philanderer and libertine
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is, on the other hand, misleadingly base. HiS»undér]ying-persona]ify is
finely-intelligent and aesthetically sensitive, and these qualities

should be examined-in conjunction with his external behaviour. - The Lord

in The Inn Album tries to exploit an ambfva]ence similar to Juan's.

Not attempting to.hidé~his identity as alsociety rake, he yet professes
to retain an internal, undeveloped merit.  The strength of his claim man-
ages to save him from hypocrisy perhaps, and for most of the poem his
exercise of the identity/personality distinction helps to obscure the |
depths of his corruption, but he fina]]y'éhows‘that his personality and
his identity are equally treacherous.. Any distinction between the .two,
then, is a means of deception and may hide either vice or' virtue. It
does not deny the efficacy or validity of the reader's judgement, so Tong
as the individual is being‘tofa11y considered, not suberficia]]y.

These poem§ create a striking impression of what might be termed
the artifice of intellect. The Browningesque idiosyncracies -of wrenched
syntax, complicated sentences and elliptical structures are as intensive
here as :in ‘any of his works. They support the sense of mental strain, -
the effort of mind to order the chaos of perceptions whiéh flood it, and
they are particularly apparent in the first two argumentative monologues.
Browning seems to be'suggestjng that man's refinement of consciousness
leads to the obscuring of truth rather than the;c]arification of -it. The
acuity-of mind and high degree of self-awareness of both the Prince and
Don. Juan make 1t'difficu1t_tq'fau]t-their-arguments, to penetrate the
poses which? particu]df}y in théjcase_ofbthe_Prince, they develop. Re-

lated also to this problem are the two passages in Prince Hohenstiel-
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Schwangau and The Inn Album which assert that the improvement. of culture
means the,dissoéiation of fndividua]s.. In man's civilization, freedom
from care about basic survival leads to an increasing interest in self,
in sé1f-qggrandizement'and in the artifices necessary for such asser-

tiveness, rather than to a reasoned altruism. Red Cotton Night-Cap

Country suggests this in the differences between Clara, who works only
for survival, and the cousins, who always seek to improve their wealth.

The Inn Album clearly manifests the problem, notably in the Lady's account

of her husband's parish, and in the narrator’s;deSCﬁiption of the Tland-
scape's natural "civitization." Of course, it is easy enough to reiterate
once_égain that Browning distrusts reason. Yet the matter is not neces-
sarily so simple.

Reason, as he presents its workings, is undoubtedly flawed. But

in Book I of -The Ring and the Book ("--No dose of purer truth than man
digests; /But -truth with:fa]sehood; mi-1k that feeds him now"; 830-831),
he maintains that deception is inevifably mixed with truth in human
existence, an attitude which Juan clearly follows, and ‘the proper handling
of this mixture is an intellectual affair. OtherwiSe; the pursuit of
truth would be a vigorous thrusting aside of all obstacles, 1ike the
Youth's attitude, and he is not exactly an inspiration for all to follow.
To the extént that the Lady is more rational than the Youth, her action
is morally superior. Miranda, of course, .explicitly lacks intellect.
Also, even the Prince and Don Juan, arch-casuists and wilful -deceivers

to most readers, evenfually recognize their faults. Though they are not

led to this recognitibn by - the careful progression of logic (the Prince
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wakes to redalize his reverie was a deception, and encroaching darkness
with its associations of death brings Juan to realize his arguments were
selfish), they nevertheless. apprehend their errors mentally.

What is more important than man's misuse of intellect is his
inability to act upon his moment of anagnorisis. It is possible for man
fo peréeive his mistake, but he seems powerless to do anything about it.
This.paralysis, or incapability of changing fundamental impulses of
character, “involves ‘the discrepancy,befween perception and performance;
it also éxp]ains the significance of final action in these otherwise-
verbal dramas and leads to the problem of will. Both thé Prince and
Juan have the potentfal to achieve better things, but they succumb res-
pectively -to inertia and to sensuality, lacking the will to act -other-
wise, though both respond to natural human instincts. Final action is
important because it alone -cannot -be ambivalent, though the reasons
behind it may be, and it becomes a guide to the moral quality of.the

persona. In one passage in Red Cotton Night-Cap Country, ‘the narrator

emphasizes the importance of the' consequences of action,“the effects of

7

belief as opposed to the origins of be]ief, and in Prince Hohenstiel-

Schwangau the Prince's courier metaphor is used to divert attention from
the ends of action, which he wishes to avoid analyzing too closely, onto
the means.  Neither the ends ﬁor the means should be ignored in moral
matters.
Browning called Shelley a moral man "because what he acted corres-
8

ponded to what he knew. While this is one of the best single statements

of Browning's positibn,9 like any other Browning generalization it cannot .
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be applied without discrimination.’ The actions of -both the Youth -and
the Lady, for example, correspond with what they know, yet neither is an
untainted moral person, even in his final action. Also, neither of them
"rends the chains of custOmf through decisive action,‘which, according

to Altick and Loucks, Browning in The Ring and-the Book believes man is

free to do. Both act in accord with their previous behaviour, in accord.
with custom, and in these four poems Browning doubts that man's will is
free to é]ter-the patterns of habit and individual impulse. Each action,
or inaction in the Prince's case, retains an element of selfishness.

As Morse Peckham asserts, "perception is govérned by Will. . . . The Will,
however, has but one aim, .a viable self-conception that is necessarily a

se]f-deception."]o

In all these poems, Browning exposes and dramatizes
this complicated facet of personality; he was no facile optimist in the
1870's.

In thus enabling the reader to view man's limitations, Browning
emerges ‘as a satirist rather than a relativist, and he almost invariably
employs two of the satirist's conventional tools.: the discrepancy between
self-knowledge and social image, and the discrepancy between aspiration
and performance. Browning's particular interest in the struggle between
concept and intuition is familiar in Browning studies, and as one of
the fundamental dilemmas of Romanticism, it is familiar also among general

nineteenth-century studies.H

Browning's preoccupation with the epistemo-
 logical problem of knowing and authenticating value is part of a growing
concern in Victorian Titerature, beginning with the emphasis on individual

vision which emerges from Romantic thought., In these respects, Browning,
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is hard]y'an innovator.. However,.his uniqueness and significance lie in
his ceaseless efforts to locate this intellectual question within the
complexities of human pelr-sonai'ﬁty-.]2 This endeavour emphasizes again
the need to examine each poém‘in its total subtlety before .attempting to-

generalize about his beliefs.

i

Prince Hohenstiel-Schwangau, Fifine at the Fair and Red Cotton

Night-Cap Country all exhibit a tonSciousness of literary techniques.

. The first two, particularly; are as much poems about_poetry as about the
personae they dramatize. In this respect, they follow a long line of
Browning's poems which discuss aesthetic questions: among others,
Sordello, "TranScendenta]ism," "Fra Lippo Lippi," "Abt Vogler," "How It

Strikes a Contemporary;" and The Ring and the Book. The principles ex-

pressed in the poems of the 1870's involve no radical change from earlier

principles, and frequently elaborate previous comments. In The Ring and

the Book, .for example, Browning ﬁndicates briefly his interest in the -
threefold process of feeling, thought and action, and the difficulty in
probing its movement: ". . . how heart moves brain, and how both move

hand, /What mortal ever in entirety saw?" (I, 828-829). In Red Cotton

Night-CaE_Cbuntry, he regards the understanding of this process as neces-

sary to.the poet's task:

Along with every act--and speech is act--
There go, a multitude impalpable
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To ordinary human faculty,

The thoughts which give the act significance.

Who is a poet needs must apprehend

Alike both speech .and thoughts which prompt to speak.
' o (3277-3282)

Don Juan, in Fifine at the Fair, repeats the idea of detachedly observ-

ing the activities of men which is found in "How It Strikes A Contem-

porary," and his implicit principle that beauty and truth are to be

discovered in the realities of. human existence is also expressed in

than elsewhere the advantages. and weaknesses of confessional techniques

and the effect of manipulating point of view. The Prince exploits these
értifices as part of:his se]f—deception;:BroWning<use$ them as essential
elements of the dramatic monologue form.

The most significant variation in principle is Juan's emphasis on

artifice. In The Ring and the Book, Browning invites his reader to ponder
the moral dilemma thaf art is a lie:

What's this, then, which proves good yet seems untrue?

... . Are means to the end, themselves in part the end?

Is fiction which makes fact alive, fact too? (I, 700-705)
Juan in effect answers this questioh when he says "The histrionic truth
is in the natura]_]ié”'(1492). In pointing to the parallel between art
.and 1ife-;the artifices in one reflect the artifices in the other--this
statement ‘combines Browning's aesthetic with his metaphysic.

| Deception becomes a cohmon denominator»in bdth art and life which

enables the reader to enjoy exercising similar faculties of discrimation

in both real and aesthetic experiences. The reader's experience of a
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poem thus becomes an analogy for his experience of 1ife, and through
this principleABrowning‘manages‘to fuse didactic intentions with aesthetic
design,'to.ynite his philosophical, moral interest with aesthetic form. -
The processes -of .thought, man's artifices of the intellect; are 1nfegra1,
to Browning's understanding of ‘man's ethical behaviour. Consequently,
since thought is dependent on Tanguage for its articulation, ‘and percep-.
tion is dependent on levels of consciousress, which in turn are also
inextricably linked with 1angua§e,—it iS'only:a short 'step from appre-
hending such conditions to presenting.language in some kind of artistic
organization which would 1ntensify and dramatize man's conceptual
dilemmas. o |

Browning -imposes a.heavy. burden on his readers, particularly . in
the two monologues, but it is a burden directly related to similar diffi-
culties in understanding the complexities of human character in real
1life. Perhaps an aspect of Browning's success‘in imitating the conditions
of actual existence is .the way critics have, for example, been frequently
too willing to treat‘Juan's'libertine.identjty as sufficient reason for .
judging him adverse1y,Aw%thqut attempting to probe his character further.

Critics now tend generally to agree that Vfctorian authors, partic-
ularly the poefs, sdught some way to;fuse_privaté vision and public form,
to restore an acceptable relationship between individual perception of
value or truth and social ordelr".]»3 Browning by -no means provided final
answers to this problem, but-Juan's "histrionic truth" at least posits a
convincing principle for uniting ethical, intellectual and artistic

purposes.
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In discussing "Fra Lippo- L1pp1, and in describing Browning's
method in his successful poetry-as "a dialectical play of opposites,
brought together at their climaxes . . . in a synthetic union of person-

ality and ideas," David Shaw defines the danger which this form of art

faces:
. if the "philosophy" solves the problem that the speaker raises
. then the poem will cease to be a dramatic monologue . . . and
become instead a mere lecture by.the poet himself. . . . Once a

character discovers the "truth," his dialectical p1lgr1mage is over.
Because we can predict what such an oracle will say, he is seldom
enterta1n1ng as a person. This paradox helps explain why Browning's
increasing preoccupation with the "truth" could prepare for the’
tedious exposition character1st1c of his later period.
But the four poems analysed above do not provide such tedious exposition.
In no instance does the philosophy solve permanently the problems raised,
and while a character such as the Lady .may think she knows the "truth,"

her- attitude is undermined with sufficient :irony to maintain interest in

her personality. - Only .in Red Cotton Night-Cap Country does Browning

become overtly didactic and there it is made palatable by the playfully
ironic narration and the psychological interest in Miranda and Clara.
Isobel Armstrong says in her generally excellent introduction to

Browning that after-The Ring and the Book "there are erratic flashes of

strange intensity in poems such as Fifine at the Fair (1872), but in

general Browning Tost his agnostic puzzlement and became dogmatic--and

u15

boring.! In these four poems, Browning may be didactic but he is never

dogmat1c, and though difficult he is not boring; except in some of the
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repetitious passages in Prince Hohenstiel-Schwangau. Even ‘these, hbwever,

can be explained as realism. The judgement which Browning 1mp]1esﬂof
each persona is always subtle and in terms of the total complexity of
personality and identity which he examines..

E. D. H. Johnson's dissatisfaction with the -later poems is per-
haps the most representative. He explains their weakness as "a failure

in dramatic sense":

. . the later monologues lack internal action of the kind produced
by emotional 1ntens1ty Ironically enough in one who so distrusted
the theorizing faculty, intellect comes to preponderate over feeling.
‘ What these poems offer is not the throb of passion, but the psycho-
analytic investigation of motives behind impulses which never them-
selves get actualized. Having previously dispensed with incident,
Brown1ng now tends at one further remove to refuse emotional involve-
ment in the situations he evokes. And, correspond1ng]y, the reader
finds it more and more difficult to care very greatly why a char-
acter acts in a given way when the act itself, anticipated or retro-
spective, has not béen made to seem interesting or significant.10

By citing "Tater monologues," Johnson presumably means to exclude Red

Cotton Night-Cap Country and The Inn Album, since his strictures apply

in only an extremely limited sense to those poems. A man who attempts
to drown himself, who burns his hands, who travels notable distances on
his knee§ and who jumps from a tower expecting to be carried by angels
could hardly be said to lack emotional intensity.of . some kind, and he
by no means asserts intellect over emotions. - Rather than exhibiting a
driving regularity, his "throb of'passionf is perhaps syncopated, div-
1ded.as it is among his mother, La Ravissante and Clara, but motives
and impulses are actualized .in one large leap, and his final act has

immense significance for several areas of human interest--sanity, reason,
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faith, religion, love (both secular and divine), avarice, pride and-of

course deception. Similarly, in The Inn Album, the Lady and the Youth

both evince a clear emotional intensity and intellect preponderates only
in the Lord. Even he is not devoid of a]] feeling; his artifice is
simply more- effective and controlled. The Lady's scorn, the Youth's
longing for a mission, -the Cousin's lively gaiety and-the Lord's cynicism
all involve emotional qualities, and again motives and impulses become
fused and actualized in the protagonists' responses to each other and in
the final action.' The climactic execution and suicide are crucial to
Browning's combined interest in epistemology, character and aesthetic
form. - Without the'preceding.dialogue with its revelation of thought and
attitude, fhese'actions would be meaningless, and without the concluding
violence, the preceding drama of personality would be effective and
arresting, but it would be epheﬁera1 speculation without. purpose, a
design without conviction. If the act itself in any Browning poem is
intended to avoid futility, that feature alone gives it significance; any
ambiguity about the success of this evasion makes it even more signifi-
cant. |

Browning does, however, concentrate on the experience of the ﬁind.
more 1in ‘these four late poems than in his better known.middle period.
There is, as Johnéon §uggests, an emphasis on psychqaha]ytic investiga-
tion, but this, as has been urged repeatedly in-this dissertation, is
not;divorced-from philosophical and-aesthetic interests. Particularly
in the tWo monologues, and to a lesser -extent in the other two poems,

Browning asks the reader to care more about metaphysical and
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psychological labyrinths than about the exigencies of individua1~qction.
But this demand is not antithetical to poetic creation since these
labyrinths are universal in human behaviour-and therefore of prime
interest presumably to a1].th1nkihg‘men;

The answer to Johnson's complaint that "the Tater monologues Tack
internal action of the kind produced by ehotiona] intensity;" \is that
the internal action in these poems is prodqced instead by .intellectual:
intensity. - The drama is .one of refined self-consciousness; its conflicts
are those of mental existence and perception, of morality, belief,
scepticism, the nature of human reality, and the cultivation of intellect
with consequent implications for-man's knowledge of -himself and'of_his
surroundings. If the Prince and Juan are isolated individuals, seemingly.
remote. from the more ordinary notions of human passion and action, that
is partly the point, for the mind is an isolating phenomenon. Johnson
observés that Browning, "while professing dependence on the outer world,
could never accept its evidences until they had first passed through the

filter of his imégination.“]7

But Johnson misses the centrality, which
Browning does not, of this predicament in human perception. Walter Pater

recognizes and describes the problem in his conclusion to.The Renaissance:

"Experience, already reduced to a swarm of impressions, is ringed round
for each one of us by that thick wall of personality through which no -
real voice has ever pierced on its way to us. . . . Every one. of those
impressions is, the jmpression of the individual in his iso]ation,.each

18

mind keeping as a solitary -prisoner its own dream of a-world." The

mind's handling of this dream and.its potential for penetrating the wall
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of personé]ity in order to discover some authentic principle of behaviour

are matters which preoccupy Browning in Prince Hohenstiel-Schwangau and

Fifine at the Fair.

Johnson focuses his argument on Fifine at the Fair, where, he

says,-

Browning overreaches himself and so-loses control over his argument..
For such appeal as the poem-makes rests in the very skill with which-
the protagonist rationalizes his selfish desires and thereby reduces
morality to conform to private convenience. Deprived of any ethical
sanction, the emotions become the p]ayth1ng of intellectual casuistry;
and this too often seems to be the case in those later monologues.
where the dramatic conflict enacts itself-on a level .of abstract-
ideas.19
While he perceives an important element in the poem (the rationalization
of selfish desires), Johnson is unwilling to evaluate the work on its own
terms and he does not therefore admit its positive effects. He turns
Juan's convincing argument into Browning's loss of control over the poem
and does not, it seems,.understand the manner in which‘Browning_deveTOps
the discrepancy between Juan's selfishness and his skilled-argument as a
subtle but pointed satirical device. Also, it is inadequate to say that
"the emotions become the plaything of intellectual casuistry" when they
are deprived.of ethical sanction, since the relationship between emotions
and intellect is a -paradoxical interdependence rather -than a straight-
forward submission of one to the other. Juan's emotions, in their respon-.
siveness to continually changing experience and in their attachment to

sensual satisfaction, are basically selfish and provoke the intellect to

justify their indulgence. In this sense, they seek ethical sanction
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through casuistry, which also means paradoxically that they submit to
the ability of casuistry to.provoke this sanction. (Lest the objection
be raised that the emétions‘do not necessarily come first, if should be
remembered that it is Juan's swim and dream,.and his emotional, responses.
to these experiences, which promote his speculations.) - Because .they re-
quire ‘'ethical sanction, selfish :emotions become dependent on- intellec-.
tual-casuistry in order-to retain their sway over fhe mind. . At the same
time, since in governing perceptfon the will operates, as Peckham
suggests, to develop "a viab]e_se]f—conceptioﬁ"v-which is essentially a
selfish, though natural, preoccupation--intellect is‘a1so largely moti-
vated and moved‘to.exertionvby these séme selfish emotions. This situa-
tion promotes a ceaseless play of desire and justification which
constitutes the mental 1ife of Juan and most. other men.

Browning is concerned, of course, with the place of morality in

this perpetuum-mobile of the mind. Juan does finally realize that his

arguments are false because they are selfish, and he reaches this con-
clusion after perceiving the circular process of his thought and the con-
sequent futility of his intellectual effort. Although the emotional
aspect of -futility is involved, the perception is-an intellectual one,.
the result of thought, and not emotional impetus. Juan then argues for
faithful, and conventionally ethical, commitment to Elvire, until the

will weakens, when he succumbs once more to selfish prompting and. the

cycle begins all.over.again. The consequences of Fifine at the Fair in
~terms of the source of morality is rather startling for a Browning poem,
since the implication is that unselfishness is an intellectual concept,

not an -intuitive one.
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Inevitably, however, this conclusion is misleading. A final point
which Johnson misses in his.complaint that the drama is enacted "on a

1eve1 of abstractideas," is that man's flow of ideological argument may-
itself generate what may be called intellectual emotions. Morse Peckham
makes the excellent observation that "the peculiarity of [Browhihg's]
dramatic monologues is not so much in the jnteraction between the speaker
and situation in which he is speaking, but rather that the flow of utter-.
ance becomes part of and changes the situation,-and thus changes the
character of the interaction."go Through this process of interaction
with what he says,.the speaker responds emotionally to the ‘concepts he
evo]ves.=.Variousffears-—of non-being, of futility, of death, of foolish-
ness, of impermanence--are strong-and imposing emotions, and -they are
intellectual emotions because they are based on knowledge and perception.
They are of the mind rather than the heart, not necessarily rational, but
emerging -from the conscious rather than the unconscious mind. As the
Prince and Juan attempt to rescue their be{ngvfrom the threat of inconse-
quence, their monologues generate emotions ranging from humorous scepfif
cism to weary despair, from quiet admiration to caustic bitterness. But.
insofar as these emotions and fears are reactions -to the notion of self-
extinction, they are all selfish in some way. Thus, Juan's perception
of his‘selfishness is promoted by his response to the sense of futility
and personal death, and his momentary éommitmentato Elvire is motivated
in partvby“his selfish desire for some sense of his personal permanence.
Much of thé interest in these dramas of consciousness lies in this

equivocal ability of reason to perceive good or unselfishness while it-
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simultaneously deceives itself. The artifices of the mind are devious
and the means of deception are various, yet'man is by nature a thinking
animal, and the constant interplay -in.his characfer;betwéen concept and
intuition>promotes‘end]ess-possibi]ities'for dramatic conflict. - Brown-

ing examines these processes in Prince Hohenstiel-Schwangau, Fifine at

the Fair, Red Cotton Night-Cap Country and The Inn Album with immense

subtlety -and insight.
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