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Preface

Matthew Arnold is undeniably one of the most disregarded
voices of Victorian poetry. This in spite of his being tradition-
ally classified as the third major poetic figure of his age after
Teomyson and Browning. There are even those (and they are by
no means few) who will insist that his fame rests on a single
poem {i.¢. the highly anthologizsed Dover Beach). Critical stud-
ies solely dedicated to his poetry are few and far between com-
pared with the volume of criticism ranging from general pro-
files to analytical studies which focus attention primarily on the
ideas expounded by Arnold the essayist. Such patent neglect
almost tempts one to infer a tacit acceptance, no doubt encour-
aged by the neat temporal demarcation of Amold’s artistic and
intellectual life — the first twenty years for poetry, the second
twenty for prose — im regarding the former as the essentially
immature stage of an intellectual development which came to
full bloom in the essays of social, religious, and literary criti-
cism. Yet, whilst both his poetry and prose express similar
motal concems for spirttual and philosophical enlightenment in
an age matked by rapid change and dwindling beliefs, they deal
with these matters in essentially contrasting ways. The hallmark
of poetry is tension, and as a verbal artefact, the poem also ex-
ists beyond the purely conscious intension of its author. How-
ever much the prose writer may inveigle his readers inte 4 sym-
pathetic engagement with his ideas, the poet can ocaoly hypathe-
sise an essentially ittesolvable world—view. The imaginative
power of Aernold’s wverss resides precisely in the ultimate
irreconcilability of opposing forces which tear at the heart of his
existential and philosophical dilemmas. As modemn readers, we
can sympathise with the earnest voice of the struggling poet and
his discontent with preconceived morality and neat formulas.
This earnestness, already evident in his first velume, catne as a
surprise to those with whom he was intimately acquainited. Tt
was also a factor which led him to be accused of insincerity.
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Yet, one feels more sincerity and poignancy in Amold’s poetry,
with its unflinching representation of the underlying contradic-
tions between the real man and his poetic, or *buried’ self, than
in that of most of his peers.

Arnold wag the first poet of the Victorian age to sense that
the malaise in British poetry was an indication of its cultural in-
sularity. Like T. §. Eliot after him, he was an intellectual with
an acute awareness of the linguistic and prosodical strategies of
his craft and made a significant contribution in paving the way
towards the radical forms {both prosodical and thematic) that
were {0 emetge in the early twentieth century. In particular, he
was the first to experiment with free~verse {although his han-
dling of the fortn is limited to few poems}. He also sought to
restore a sense of nebility and dignity to poetry by seeking to
transcend what he regarded as the essentially limiting influence
of unquestioned romantic assumptions as well as verse that
¢choed temporal concems (ie. poetry of social commitment).
Eliot's own programmatic disparagement of Aenold is sympto-
matic of an anxiety of influence which exposes a reluctance on
the [atter’s part {0 acknowledge the extent to which the two
writers shared common features and objectives.

The present study traces the progression of Arnold’s poetic
vision through three fundamental stages: the first in which the
post consciously sets out to distinguish his own world—view
from that of his predecessors (particulatly Wordsworth); the
second, in which the overwhelming power of philosophical in-
fluences leads to a vision that is apparently inconsolable in its
pessimism, and a final staze which reveals poignant attempts to
transcend a fatalistic view of the world through images of hope
and redemption. It is a progression that seems to consciously
point to an end — the end of poetic composition. For once Ar-
nold turns to language as a form of salvation, rather than an
embodiment of tension, the need to express himself in prose
almost naturally supplants his need to express himself in postry.

This study is the result of five years' academic and research
activity at the Victorian and Edwardian University Studjes Cen-
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tre at the “G. d’Annunzie™ University in Pescara directed by
Protessor Francesco Matroni. As a member of the CUSYE, my
awareness of the relevance of Victorian literature on present
day life and culture has increased with the vears, One of the
main tenets of the centre is its stress on {esser known works and
writers. [t therefore offered me a golden opportunity to explore
the neglected and often misunderstoad world of Matthew Ar-
ncld’s poetry. In Ttaly, sspecially, his postical works remain not
anly utknown, but mysteriously un—transkated.

I wish to thank Professor Andrea Mariani, who, as head of
the Linguistic and Literary Sciences Department at the “G.
d’Annunzio University”, encouraged and supported me in my
project. '

Words are insufficient to express the moral and intellectual
debt and gratitude [ owe to Professor Francesco Marroni who
has beetl a constant source of inspiration over the years. He
most attentively supervised the work, reading (and re-reading)
chapters and offering precious suggestions and comments
which have been gratefully accepted. 1 am sure that all of those
who know him will agree when I say that his boundless enthu-
sitasm for English literature is not only contagious but a con-
tinual stimulus.

My thanks and gratitude goes fo Paola Evangelista who pa-
tiemtly worked on the typescript and made the cumbersome
process of type—setiing and proof—reading so effortless.

I also wish to thank Enrichetta Scoccie and Saverio To-
maivalo for offering materials which proved useful for my
study.

Besides receiving fascinating insights into Victorian litera-
ture from them over the vears, T have also enjoyed stimulating
informal exchanges on Ameld’s poetry with Professors Alan
Shelston, John Chapple and Norman Page.

Finally, a special note of thanks goes to the staff of the So-
cial Sciences Library at the University of Bristol for all their
kindhess and help,

Pescara—Bristol,ﬁ pril 2005.
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Resistance and Acceptance

Fate gave, what chance shall wot canirol,
His sad lucidity of goal

In his poetry, Matthew Arnold offers a powerful exploration of
the spiritual and moral discrientation of the Victorian [ntellec-
tual. At the same time he was quick to perceive that the root
cause of these symptoms lay in the disruptions and disintegra-
tions of a rapidly changing social order, and was acutely con-
scious of the extent to which such transformations were in dis-
hammony with the spiritual and intellectual aspirations of hu-
mankind in general. As a result, his early works reveal a matu-
rity and confidence that should beguile no reader into interpret-
ing as a sign of reluctance or insecurity the fact that his first two
volumes of poetry were published under the anonymous initial
‘A’. His own assurance of his postic achievement is bhaldly
gtated in a letter to his mother, dated June 5 1865

by poems represent the main movement of mind of the last quarter
of 2 century. T may have less sertiment than Tennysorn, and less in-
fellectual vigour and abundanse than Browoing yet because I have
perhaps more of a2 fusion of the two than either of them, and have
more regularly applied that fusion to the main line of modern de-
vclopgucnt, 1 am likely enough to have my tutn, as they bave had
theirs".

These are the words of a man who, though prepared to ac-
knowledge the metrits of his more suceessiul peers, s far from
displaying fear, let alone inferiority, towards them as rivals.
Any connections between them, as such, are for the sole intent
of vindicating the uniqueness of bis own poetic yoice,

U The Letters of Matthew drrold, vol. I, ed. Cecil Y. Lang, Charlottes-
ville and Londoen, The University Press of Virginia, 1996, vol, III, p. 347,
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To a Gipsy Child by the Sea-Shore, which, to quote his
most recent biographer, signals “the emergence of the poet who
has a real ¢laim on our attention™, cap be considered the earli-
est expression of Arnold’s unique poetic vision. Composed
pnl‘i-:?:nr3 ta the other titles that make up his first collection, The
Strayed Reveller, and Other Poems, (1849} it may also be justly
regarded as his first major poem. Already it exposes his grow-
ing realisation of the limitations of those romantic influences
with which his earliest productions, particulatly the conven-
ticnal Rugby and Oxford prize-winners Alaric at Rome and
Cromwell were permeated. It is also the first of many poems to
draw inspiration from real-ife, being based on the poet’s casual
encounter with a female child during a holiday on the Isle of
Man with his brother Tom:

[...] Amald and Tom were at the pier, watching the amival of the
Liverpool steamer. Just in front of them in the crowd was s poar

worman, whe could have been a gipsy, logking down, like them, at the
steamer. The child in her arms was looking backwards over her
shoulder. “Its pitiful wan face' recalled Tom, “and sad dark eves
rested on Matthew for some time without change of expression™,

From the beginning, the posm sets out to endorse a view of
childhood that goes deliberately against the grain of romantic
and Victorian idealism and nostalgia, Whereas the romantic’s
vision, particularly in Wordswarth, is colpured by the adult’s
awareness of lost innocence and glory, here the gap between the
two generations is conflated to wipe out any possibility for such
contrasts. Arnold’s gipsy child appears ag a gtim precursor of
Thomas Hardy’s frighteningly conceived Father Time in Jude

* Nicholas Murmay, 4 Life of Marthew Arnold, London, Hodder &

Stuughtm, 1598, p. 49,
fbid, p. 49 “Although it waz written on the Isle of Man where Armald

had been on boliday with his brother Tom, the latter, (whase unreliability on
such matters haz proved notorious} enly refers to this vaguely as being “in
1843 or 1844°, whilst Arncld (3 surely mote rsliable source) recorded in his
diary to being there jn 18457 :

* bid., p. A0,
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the Obscure, puinting to a deracinated condition which is symp-
tomatic of a spiritual exile® representative of humankind in ge-
neral. The poem progresses through a series of considerations
that hinge on the enigmatic nature of the child, who seems to
hawve literally hypnotised the poet into creativity with the pro-
fundity of her gaze. Indeed, the poem never detracts from the
fatalistic nature of this epiphanic encounter whose significance
the poetic voice feels he has, for some mysterious reason, been
singled out to interpret.

The opening in medias rag presents the child in terms of an
efigma to be deciphered. The seeming lack of setnantic direc-
tion in the series of rhetorical questions generates a multi—{ayer
of interpretaticns in which the speaker becomes increasingly -
engaged in his own ideological struggles and resistances. The
anaphoric construction of the initial questions is strongly remi-
niscent of the central interrogations of certain poems by Blake,
Shelley and Keats®. Yet, if anv parody is intended, it is surely
with the aim of subverting romantic thrill and wonder into an
essentially pre—modernist anguish:

Who taeght this pleading to unpractised ayes?

Whir bid such import in an infapts gloom?

%Who lent thee, child, this meditative guise?

Whe massed, round that slight brow, these clouds of doom?”

The incipit already displays in full bloom recurrent features of
Amold’s poetics: the gravely meditative, interrogative voice,
the careful lexical choice, verbal echo and repetition, together
with the haunting sense that pain and suffering are endemic to
humankind. With its combination of humility and gravity, the

P Cf E. D. H. Yohnson, The dier Vision of Victorian Foelry: Sources af
the Poetic Imagination in Terapson, Browaing, apd drnold, Princeton, Prince-
ton University Press, 19352, p. 148,

® The Tvger, Ode fo q Skylark, and Ode or o Grecian Urn, respectively.

T Matthew Arnold, The Posms of Martiew Arnold, ed, Kenneth Allot 2™
edition Mirlam Allot), Londan, Longman, 1579 (1965, p 23, All subsequent
quotatipns refer to this edition with page and line oumbers provided in the text
and praceded by the initial £.
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noun—verhk “pleading™ is a particularly fitting anticipation of the
tone and theme of the poem as well as of the poet’s oceuvre in
general. The anaphoric construction {(who + varb + object) of
the first three lines of stanza [ reiterates a series of suppesitions
that an unknown agent has forced the child into 2 pramature
state of hardship, thereby setting up a thematic expectation of
child exploitation. Such a social preoccupation, however, s
immediately negated by the abstract snbject “What™ in the final
ling'. The deliberately ambiguous diction significantly con-
tributes to this shift in smphasis; “Taught”, ironicaliy connected
with “pleading”, is denied its didactic connotation; “hid” im-
plies devicusness and evil, and “lent”, a temporary, as opposed
to a genercus offsr. The transition. from the third person (“this
pleading [...] in an infant’s gloom™) to the direct invocations
“child, thy forehead [...]” also betrays an initial reluctance on
the part of the poetic voice to focus on his subject as something
too alien to be contemplated (a point ¢confirmed in stanza VI).
The hypnotic gaze of the child that had captivated Arnold is
given a thematic valetce in the gerundial phrase “this plead-
ing”. That “pleading” and “(un)practised” are alliteratively
linked reinforces the contrast between what the child has been
taught {presumably to beg, but the significance is made more
general) and her actual inexperience of it. Similarly, the struc-
tural and assonantal equivalences of the two—syllable words
“inport” and “infant” in the second line set up an analogous
contrast since “import” evokes the adjective ‘important” and is
suggestive of a seriousness of intent inappropriate for a small
child. Likewise, her gloom is qualified by the weighty adjective
“meditative™, which is one of the longzest words in the whaole
poem. Following this initial description, the speaker turns from
abstract questionings to direct address, thus altering not only the
tone but also the nature of his reflections on the child. What ap-
pears as a poem of social awarsoess dencuncing Victorian

g [nterestingly Arneld’s 1835 version of this line {5 “What clpuds thy
forehead and foredates thy doom™, which undermines the idea of explaitation
ar mistreatment. '
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child—exploitation in vindication of the *purity” and ‘innocence’
of childbood, in reality becomes an exploration of spiritual—
philosophical speculations that transcend such spatial and tem-
poral confines.

Stanza 1 also offers excellent examples of the functionality
of Amnold’s thyme ‘words. The connection between “eyes” and
“guise™, i the first and third line is all the more ironic when as-
sociated with the idea that the child’s gaze actually communi-
cates unspeakable thoughts to the poet. For *guise” (ie. dis-
guise) only frustrates the possibility of an open, honest revela-
tion of thoughts and feelings suggzested in the poetic convention
of “eyes” as mirror of the sool: the thyme words “gloom™ and

“doom”, in lines two and four, mutually reinforce each other in

spite of the fact that they bear slightly different connatations.
The first suggests the subjective nature of the child’s dejection,
which may be transitory, whilst the second adds the impersonal
sense that it is & part of its own (and, by extension, every man’s)
destiny. The initial strugzle to comprehend the child's ex-
pression becomes more and more frustrated as the questions
cantinue o arise, since each one alludes to the idea of deceit:
not only rezarding the origin of the child’s gloom {whether in-
flicted on by an adult or self-imposed) but also its actual nature.
Thus, the verb “clouds” in the final line of stanza I is appropri-
ate, since it conveys the idea of obfuscation as well as sadness.
The alliteration of “forehead” and “fore—dates™ in the same line
also contains the final pun that the child has been irrevocahly
marked as a doomed creature from the outset.

Stanza II presents a sudden drastic shifi of scene. From the
imtepsely brooding internal perspective of the speaker’s inter-
rogative reflections there follows a description of the external
surroundings in which images of change and instability Tun
counter to the profound impression of stoic calm embodied by
the gipsy child:

Lol sails that gleam a moment and arg gans,
The swinging waters, and the clostered pier,
Wit {dly Earth and Ceean labour on,
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Mo idly do these sea—birds hover near {F. p.24),

The energetic interjection: “Lo!™ seems rhetorically designed to
snap the speaker out of the trance—like state into which he has
been ensnared by the child’s gaze. Consequently, the descrip-
tion of the lively seascape suggests that the poem may foilow a
previously unforeseeable direction. This i3 Initially confirmed
by certain lexical choices: for example, the contrasting link,
through alliteration, between “gleam™, and “gloom™ (as wel| as
the further partial alliteration with “clonds™) in stanza I. The
sudden paradigmatic shift from DEATH in stanza [ to LIFE in
stanza II is reinforced by other lexemes associated with activity,
movement and abundapce. Just as the sails indicate freedom of
movement, so are the waters represented in terms of a joyfully
rhythmic “swinging”, which is effectively evaked by a chias-
mus on a phonological level: “(Sw) inging (water(sY’. Yet, an
underlying mood of negativity also pervades the stanza, creat-
ing a tension that persists throughout the poem. For the sails
that gfeem in the sun are transient {<[...] 2 moment and are
gone™) and “the clustered pier”, with its implication of a ho-
manity huddled together, suggests & condition of enfrapment.
Moreover, the final two lines continue to refer to the [ively sett-
ing through the negatively marked terms “idly™ and “labour”.
The litotes: “Not idly”, although connected with “labour”™, di-
vest the description of energy: humankind and nature both
struggle, but any idea of interdependence is illusary; the sea—
birds {a significantly general term here) move near to the earth
witheut making actual contact.

That the shift in scene {s merely transitory is confirmed in
stanza 1[l, as the poet returns to his reflections on the gipsy
child in a language strongly reminiscent of Wordsworth’s ade
on Intimations of Immortality. It s interesting to compare it
with the section concerned, in which the speaker addresses a
child in similarly lofty tones, because the apparent similarities
conceal essential differences of perspective and attitude:

Thou, whose exterigr semblance doth belie

R L L a ae eaEPes e
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Thy Soul’s immensity;
Thou best Philpsopher, who yet dost kesp
Thy heritags, thew Eve among the blind [

But thpu, whotn superfluity of joy

Wafts not feom thine owo thoughts, nor longings vain,
Mor weariness, the full—fied soul’z anooy —

Femaining in thy hunger and thy pain [...] (2 p. 24},

If, as has been suggested, Arnold’s portrait of the gipsy child is
essentially anti-Wordsworthian', this must be in terms of what
the child is denied, rather than in the qualities Arnold actually
assigns her. Both Arnold and Wordsworth elevate their child-
figures in terms of paradox. In Wordsworth's case, the child’s
inmocence is precisely that which allows him access to a spiri-
tual state from which the adult is barred. Arnold, on the other
hand, concedes none of the graces or joy acknowledged by
Wordsworth: “superfluity of joy wafts not” from his child'', It

* William Wordsworth, The Poetical Works of William Wordsworth, ed.
E. De Salincourt and Helen Dwarbishire, Oxford, Clarendon Press, 1966,
(1547, vol IV, p. 282

\* Park Hanan, Matthew dracid 4 Life, Cambridge, Massachusetts, Har-
vard University Press, 1983, p. 88 “He addrezses the child as if it were one of
Wordsworth™s premising ovteasts, full of cbseure but profound kmowledge™
The critic also gives a negative judgement oo the poem’s poverty in Arnold's
philosaphy and theefogy as well as “his lack of any animats idea that might
encourage the spontaneity he wants™ (p. 89} Sse also Anthony Harrison,
“Matthew Arneld’s Gipsies: Intertextoality and the New Historicism”, Ficto-
#ian Poery, 4 (1991, p. 369 “"To A Gipsy Child by the Sea-Shore’ is a pes-
simistie, if not moroge, elegy that visibly reinscribes and transvalues Waords-
waorth's Intimakions Ode,”

" The Complste Prose Warks of Mamkew drrold, od, RH, Supet, Ann
Arhar, The University of Michigag Press, 1973, vol. IX pp. 43-50; Though
written vears later, Amald’s essay “Wordsworth™ includes the follewing ex-
plicit criticism of the fmmortality Gde which confirms this oppesitienal stance
to Waordsworth's representation of childhood: “[...] the idea of the bigh in-
stincts and affections coming out in childhood, testifving of a divine heme
recently left, and fading away as our life procesds, — this idea of undeniable
beauty a5 a play of fancy, has Hzelf not the character of poetic truth of the best
kind; it has no real solidity. The instinct of delight in Mature and her beauty
had oo doubt exteacrdinary steength in Wordsworth hienself as a child. But to
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is interesting to see how the verb “wafts” itself is semantically
connected to “hover” in the previous verse, recalling the poet
back to his inttial reflections and his recognition that, just as the
sea—birds maintain a distance from the earth, s0 does the child
agsume a complete detachment from the life around her. The
quality of stoicism, that becomss a recurrent feature of Arnold’s
mature poetry, is already evident here, and the elevated diction
instils a seriousness in asserting its importance as an ideal to he
followed. The five—syllable Latinate nown “superfluity” {the
longest word in the poem) carries an intellectual weight that is
incongrously at odds with its subject. The rest of the stanza
presents rejected states of being ([...] nor longings vain/Nor
weariness [...]") aligned against homan suffering (“thy hunget
and thy pain™). The child is endowed with quasi—extra—human
qualities at one level, and condescendingly pitied at another.
The contrasting thyme words, “joy”’/’annoy™ and “vain™/pain”,
one indicative of superficiality, the other of profound suffering,
alse maintain thiz paradoxical oscillation between childhood
and expetience that the child herself embodies.

It is in stanza IV that, for the fist time in the posm, ths
child is referred to as an active agent. Yet curiously, the verb
choice (“drugging™) suggests her endeavour to neutralise her
pain through the apparent virtue of patience, apparent becauss
the neutralising effect mitigates the otherwise positive connota-
tions of that noon. Furthermore, the verb also reinforces the
gloom that js intrinsically connected with the child, however
tempered by the stoie atfitude of patience. But stanza IV i3 also
a central moment becanse it clarifies the speaker’s role as the
chosen object of the gipsy child’s attention. Until this mement,
no mention has been made of & parent. Now, although a mother
is referred to, it is only in terms of rejection: *[...] half
averse/From thine own mother’s breast, that knows not thee
[...]”. This mutua] non-recognition between mother and child is
ironically contrasted with the mutual recognition between the

say that universally this instingt is mighty in childhood, and tends to dic away
afterwards, is to say what is extremely doubtful ”
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child and the speaker {a complete stranger): *With eyes which
sought thine eyes thou didst converse™. It Is at this point, a quar-
ter of the way through the poem, that poetic voice and poetic
subject converge. It may not be going too far to claim that thete
is a sensé in which the speaker becomes foster—father to the re-
jected child. This series of interrelations is paraphrased in the
following actantial scheme:

(Theng — averse from — mothar’s breast
thine own mothsr — knows not — thee
That soul-searching vision — fil! on me — that sought (thee)

It is, of course, imperative to point out that the postic voice
“‘adopts” his subject (just as she offers herself to be *adopted™) as
an alter-ego of his own poetic personality, one that will be
characterised throughout Arnold’s vetse by a similar grim stoi-
cistn tempered with profonnd sadness. Thus, the gipsy child
seems to feed her gloom into the speaker’s eyes in order for him
to discover that very quality in himself'?. Nevertheless, he dis-
plays a dichard resistance in relating to the gipsy child’s sorrow,
for no sooner does he allude to this fantasy role than he simul-
taneously confeszes that the atate of gloom transmitted by the
child is attogether too profound and saturated by a manifold ex-
perience for him to fathom: “Gleoms that go deep as thine 1
have not known [...] Thy sotrow and thy calmness are thine
owil [...]7 That this resistance is necessary to the fictional de-
velopment of the poem is evident in the fact that it serves to
sustain an important tension between poetic subject and poetic

* An observation may also be made that provides illumibation from 4
biographical point of view. For what he (Arneld az opposed to the postic
voice) actually seeks and finds in the confrontation is a special kinship with
the gipsy shild, for her profound sadness is also e reflection of his own eme-
tional diztress at the time, which 15 accounted tor by the fact that the scens for
the poetm ocoutred very shortly after the sudden death of his father, Themas
Arnpld. Thos, fatherless like the child, Atmoeld may very well be vsing her to
project a fantasy of his own orphan—liks stete as & man whilst simultaneonsly
takiing ot a quasi—parsntal role as post as if to expiate for his loss.
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voice!, and at the same time transcend the romantic duality be-
tween innocence and experience. That the poetic voice is
dramatised as subconsciously seeking the child all the time
(“with eyes that sought thine eyes”} in order to articulate his
own emotional and spiritual state belies the fiction presented on
the surface layer that a mere child is capable of opening him up
to a world of sorrow and suffering. In this sense, the Words-
worthian paradox of the final line of stanza V: “Glooms that
enhance and glorify the earth”, and the almost Shelleyan quest
for metaphors in the following four stanzas, in which the postic
voice resumes the interrogative tone of the poem’s incipit, make
sense only if applied figuratively to the poet himself:

What mood wears like complexion to thy woe?
His, who in mountain glens, at noon of day,
Sits rapt, and heats the battle break below® -
— ART thine was not the shelter, but the fray.

Same exile’s, mindful how the past was glad?
Some angel's, o an alien planet born?

— o exile’s dream was ever half so sad,

Mor any apgel’s sorcow sa forlom,

Ts the calm thine of stoic souls, who weigh

Lifs well, and tind it wanting, ner deplors;

Bt in disdainful silence turn away,

Stand royute, self-centred, stern, and drsam no more?

Cr do I wait, to hear same gray-haired king

Unzavel all his many—colouted lore;

Whase mind bath known al! arts of governing,

Mused omuch, loved life a little, loathed it mare? (F, pp. 24-5}.

15 Alan Grob, 4 Longing Like Despair. drrold’s Poelry of Pesstmism,
Mewark, University of Delaware Press, 2002, p. 56; “Even [n his carliest
poen, then, Armeld is ready to atribute to hirsedf these personal shertcom-
ings that typify the Arpoldian persona: e has lived only on the meaningless
sueface, never at the meaningful depths; his 1ife has been marked by unsteadi-
ness, swings of mood, the eddyings of an unfixed identity that have so far de-
harred hira from becoming truly self-sufficing like the gipsy child”
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The lenely figure of the exile, prophet or king viewing a world
of struggle and strife from a perspective of detachment antici-
pates a recurrent Amaoldian motif. Here the ahalogies unfald an
emotional reaction that progresses from woe and sadness in
stanzas X1'* and XVII to culminate in a stem stoicism that bord-
ers on loathing in stanzas XVIII and IX". Yet the repugnance
towards human life embodied in the “grey-—haired king” is in
contrast, not comparable with, the passive absorption of human
suffering in the gipsy child. That the poetic voice implicitly re-
futes the conclusion that fulldmowledge of human existence
can only lead to rejection of it is evident in the fact that, for the
first time in the poem, he focuses attentively on the child’s feat-
ures, as well as simultaneously underlining her transcendental
qualities:

Dovwn the pale cheek long lines of shadow slope,
Which vears, and curious thonght and suffering give.
— Thou bast foreknown the vanity of hope,

Fareseeq thy harvest — yet proceed st ta live (P, p.23).

The gipsy child embodies a poignant paradox that is central to
Amold’s  philosophy: o the knowledge of death
(“pale”shadow”/slope’™) and the vanity of all human hope (as
evinced in the ironic rhymes “slope” and “hope™), corresponds
the irresistible instinct for life. This condition i# neatly weighed
on a metrical level in the equal syllabic division of the final line
of the stanza:

M See K. Allot and M. Allot, op cit. p. 24 [note) for a comparison be-
bween sranza V1 and stanzag 111 and TV of Wordsworth's fremortalite Ode.

' Warren D. Anderson, Mafthew drnold and the Classical Tradition,
Ann Arbor, The University of Michigan Press, 19685, pp. 1378 suggests that
stanza VIl “reveals a less adequate understanding of Stoicism than the poet
bad achieved by 184%, when the poet was published [-..] While the stoic was
by no means incapable of emotional respanse, his philosophy committed him
to absolute belief in a master plan: the *logos™ reconciled to a higher purpose
all that zeemed dissonant or detective ™ Paradowically, vet perhaps not s& con-
sidering the period in which the poem was composed: “Ameld’s phrage “and
dream no morg” shows a strong element of Remanticism™.
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X ¢ X Jx X x ! K/
Foteseen thy harvest — yet progeed’st to live

The composure and dignity in the gipsy child represents a re-
versal of Wordsworth’s child as “father of the man™ credo. Her
pain is equated with an accumnulation of expetience denied even
to the grey haired scholars (in the first stanza the speaker al-
ready asks: “Who taught this pleading to unpractlsed eves?).
The irony liss in the inability on the part of scholars to learn
consciously what the child has ‘I.earnt’ unconscionsly. Indeed,
the idea of saturation of knowledge' can actually lead to the
threat of oblivion: *I think, thou wilt have fathomed life too
far,/Have known too much — or else forgotten all”. It 15 pre-
cisely because of his innocence and purity that Wordsworth'’s
child appears, to him, like a *mighty prophet’, in contrast with
Arnold’s gipsy child whose very presence teases man’s capacity
for endurance.

Sigmﬁcanﬂy, the guide referred to in the sudden reapite in
stanza XIII is not qualified in religidus terms'’, (apart from in
his final poems, Arnold generally avoids e'{phmt references to
Christian figures and images). The idea expressed that some
kind.of faith in a superior being may help to mitigate the pain of
homan existence, even delude one from pain, is evoked in the
image of a triple veil. Its suggestion of mystery and deliberate
concealment is suggestive of a psychological bracing against
reality and also carries the implication that the gipsy child has
no such veil or protection, and, by extension, no such faith:

The Guide of our dack steps a tripls veil

¥ This bocame a central prepccupation during the compositional stages
of Em,?edclcfea or Etuet (see chapter two).
A. Grob, ap. cit, p. 37, over—stresses the mysteripuaness of this figure:
“the first of those puzzling and pointedly fictive supernatural agents who from
time to time will inexplicably intrude themselves into his poems™. Thete
seems no teal reason to consider the “Cuide" to bs any more ‘inexplicable’
than the host of other figures already alhided to, and the allosion to a God-
figure seems straightforward enough.
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Betwixt out senses and o soorew Keeps;
Hath sowh with cloudiess passages the tals
O griet, and eased us with a thouzand sleeps (£, p. 26).

This form of self-oblivion is antithetic to the drug-induced
state associated with romantic sensibility: “Ah' not the necta-
rous poppy lovers use™)" and the robotic passivity that results
from the mechanical activity of daily life: “Not daily labour’s
dull, Lethean spring”. The disconcerting tortuousness of the
syntax of stanza XIV seems deliberately designed to reflect the
unreality of a process that lies behind the consciousness:

Oblivion in lost angels can infuse
Of the spiled gloty, and the wailing wing (£, p- 260

Against the “glooms that enhance and glorify”, “the soiled
glory, and trailmg wing” (again directly reminiscent of Words-
worth’s Ode) speak rather of failure. Thus, any victery is only
achieved at a heavy price:

And thiweh thou glean whek streouous gleaners may,

In the thronged fields where winning comes by strifs;

And thoogh the just sun gild, as mortals pray,

Some reaches of thy storm—vexed stream of lifs (P, p. 24,

The adjective “strenuous” i3 dialogically connected with
Keats’s lines “[...] whose strenuous tongus/ Can burst joy's
crape againsi his palate fine” from (e o Melancholy'. But
hsre the word 1% stripped of such sensual connotations. If there
is any °joy’ to be reaped, it 15 at the price of almost fruitless

¥ Leon Goitfried, Motthew Arwold ond e Romeatics, Loodob,
Eaoutledze and Kegan Faul, 1963, pp. 1167, describes this ling as confosing
and “mors appropriate of Arnold’s image of Keats than to the subject at
hand”. This momentary sumender to Keatsian diction is an indication of the
complex two—way reaction of attraction and repulsion which Keats comtitued
to sxert on Amold even in his mere mature poetry (for eg. The Schnlar Gipsy
atd Tﬁyrx:’s}. ]

¥ ¥pbn Keats, The Foesw of Jahm Keosr, ed. bitiam Allet, Landon,
Longman, 1970, p. 541,
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hard labour: “Some reaches” only receive the sun’s rays on the
“otorm—vexed stream”™. Thus, the “thronged fields™, {just as “the
clustered pier” of stanza II), rather than offering consolation,
only serve to increase the sense of loneliness and alienation i
the ultimate suggestion that the natural, as well as the human
world, are qualified by an anonymity of which every individual
form is an inescapable part.

The meditative tone that dictates most of the poem suddenly
gives way to a climax that increases in emotional imtensity i
the final three stanzas. The sense of an irresolvable tension be-
tween struggle and suffering on the one hand and hope and sal-
vationl on the othet is sustained by an equal number of contrast-
ing fexemes: '

SALVATION ETRUGGLE
winbing strife

Just atarm-vexed
sun blank

gild hlind
sunshins cloud

£ase severed
grace dulls
wisdom decline
FUCCESS chaitn
majesty grief

There results a sense of indecision underpinned by the five—fold
rhetotical repetition of the adversative “though” which inter—
changes, negative () and positive (+) referents.

And though thou glean [..] +

And though the justsun gild [...]

Though that blank sunshine [...] — though the cloud [..]+
Though ease dulls grage [..] -

The refergnce to the “just sun”, which later becomes “blank
sunshine” that “blinds”, is particulatly ironic. The subjunctive
case is significantly shifted to the present indicative tense when
referring to the disappearance of the cloud which initially re-
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presented an obstacle between the child and the werld, as if te
suggest that the experience is now shared {if not assumed) by
the poetic voice. Lexical repetition and broken syntax in the fi-
nal stanza creates a tone nothing short of euphoric:

nce, ere the day decling, thou shalt diseem,
b onee, ere night, in thy success, thy chainl
Ers the long evening ¢loss, thou shalt returm,
And wear this majesty of grief again (F, p. 26).

The final urge for victory is juxtaposed with a simultaneous
sense of death. The explicit encapsulates this paradox particu-
larly in the juxtaposition of “majesty” and “grief” wherein the
olory of triumph is marred by the pain of its illusion, Although
~ there i3 no doubt that the child embodies a dignity and stoicism
which the poet himself will adopt as the central tenet of his po-
etic attitude in his subsequent works, Arnold ultimately leaves
the reader with a rather impressionistic conclusion, that begs a
less mystical and more phalosophical and existential explora-
tion. In Resignatior, which iz a more complex and engaging
poem, he definitely rebukes the logocentric epistemology of
Wordsworth’s legacy with its fusion of perception and object™.
Resipnation is the concluding poem of The Strayed Re-
veller, and Other Poems. One of the striking features of the vo-
lume itself lies in its surprising variety of metrical forms and
poetic genres: sonnets, iambic pentameter stanzas, blank verse,
free imitation of classical metres, dramatic verse, trachaic tetra-
meters, anapaestic tetrameter quatrains, free—verse, iambic te-
trameters etc. This metrical experimentation is symptomatic of
an attitude that hovers between a reliance on the solid structures
of poetic tradition {which, with a few exceptions of free—verse
Arncld never relinquishes) and a desire to transcend them. The
poem which best exemplifies this ambivalent metrical approach
is the intriguing 4 Modern Sappho, (an exploration of posses-
siveness and jealousy towards a male friend who shuns the

o Cf. David G. Riede, Matthew Arniold and the -Bermya.? & Larguage,
Charlottesville, University Press of Yirginia, 1988, p. 24,
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company of the speaker in order to be with his woman) in
which a basic meter of anapasstic tetrameter quatrains is ret-
dered in lines ranging from ten to thirteen syllables. In spite of
this, Amold never takes his metrical experimentations to the
lengths of Browning or Hopkins. His main preoccupation is not
so much to transform traditional poetic forms from 3 metrical or
linguistic point of view, than te champion a programme for
maoral reform in which peetry functions as a vehicle for express-
ing ideas. Indeed, the opening sonnet on Nature immediately
reveals the poet’s bias for a philosophical poetry (and, inciden-
tally, pmvides a declaration of intent that i3 a foreboding of his
own future life). Against the dominant work ethic of Victorian
capitalism and industrialism he advocates an ideal of activity as
& creative, organic process, of “toil unsever’'d from tranquillity™
taking place behind the spotlight of social advancement “in si-
lence perfecting” and in mockery of our “vain turmoil” {7,
p.19). Tt is the poet’s hope that he be able to produce great work
from such a quiet source. Ironically, in later years, his gruelling
job as inspector of schools, which tock him the length and
breadth of the country as well as around Europe, would be one
of the reasons why he ceased writing poetry altogether. Thus,
the first volume alegady testifies to a simultanecus sense of the
jmportance of activity together with the futility of all human ef-
fort. Indeed, the suphoria of Atncld’s poetic cteativity is under
constant threat of annihilation by this sense of dejection and fu-
tility, a factor that has induced one critic to describe him as
fiever having been a young poet®. The fact, for exampls, that
the overbearingly intoxicated youth in The Strayed Reveller is
represeutad in the context of a drama, places him at a distance
from the stoicism of the real poet, leaving no doubt that his
over—excited, rapturons monologues should be received with a
keen dose of iroay:

21 Stefan Collini, Avaold, Creford, Oxford University Press, 1985, p. 34.
See also William A- Madden, Matthew Arnald, Bleomington, London, Indi-
apa University Press, 1967, po 220 who describes Arnold a5 & young man
“preternaturally weary”,
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Fastar, faster,

()} Circe, Goddesa,

Lat the wild thronging train,

The bright procession

Of eddying forms,

Sweep through my soul! (F, p. 67)

Whatever tone qualifies the typically Arnoldian poetic voice it
is certainly not this. The very fact that the poem begins and
ends with the above speech serves merely to underling a circular
structure that allows no room for progressien. In spite of its cen-
tral preoccupation of reconciling the two opposed states of in-
volvement and detachment, the reveller, after drinking Circe’s
wine, is unable to go beyond the state of an “inexperienced poet
who succumbs o the frenzy of images into intoxication and en-
chantment™. In The New Sirens, a complex poem which the
poet was even forced to clarify in a note to his most intimate
friend Arthur Hugh Clough, he transforms the mythical creat-
ures of Homer’s Ulysses into modern romantic counterparts.
Although the poetic voice i3 enchanted by their singing, this is
no longer characterised by the primitive passions of yore, but
now only leads to an irresolvabie oscillation of alternative statss
of apathy and ecstasy:

Yet, indeed, thiz flux of guesses —
Wiad delight, and frozen calms —
Wirth to—day and vine—bound wesses,

2 . Rabert Strange, Maithew Arnpld: The Poet as Humandst, Princaton,
Princeton University Press, 1267, p. 17, For a ragher different interpretation of
the poem see Warten D. Anderson, Matthew drsold and the Classical Tradi-
ton, Ann Arbor, The University of Michigan Press, 1963, p. 26 “By absent-
ing himself from the revel he elects not to be possessed by the powsr of Dio-
fysus”. See also A Dwight Culler, Bnoginative Reason, The Poery of Mo
ithew Arnald, Wew Haven & London, Yale University Press, 1966, po 114,
whe sees the states ag inherent problems of Arneld’s own poetic self: “Arnold
was adopting two stances that were, in teality, two acts of pretence — that of
the: Quietist 1o solve the problem of human sutfering and that of the revelier to
splve the problem of persopal anguish”.
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And to—mareow—folded palms;

I5 this all? this balanced measure?

Could Life Tun ne happier way?

Joyous at the height of plaasure,

Passive, at the nadic of dismay? (F, p. 56}

The implicit criticism is that the romantic poet stops short at
this state of impasse and thus fails to achieve a total compre-
hensive vision of human experience. It may, of course, be ar-
zued that this was never part of the remantic poet’s programme
" in the first place and that the precccupations that bedevil Arnold
inevitably arise from the conditions of his own changing times™
(not to mention his own personal dilemmas). Yet his need to
measute himself against the romantic tradition (particularty
Wordsworth) for his own poetic orientation is evident time and
time again. In view of the complex interrelation of bicgraphical,
sociological and intertextual elements that make up the poem’s
background™, Resignation can be considered the culminating
motent of Arnold’s first volume, tackling problems posed in
such poems as The Stroved Reveller and The New Sirens in a
mote personal and direct way as well as offering philosophical

® Por the complex topic of Amold and thes Romantics ses: Leon
Gottfried, Matthew Arnold and the Ramantics, cir, William A Jamison, dr
wold and the Romantics, Copenhagen, Bosenkilde and Bagger, 1958, and I
. James, Muaithew drrold and the Decling of Englivh Romanticiss, Oxford,
Clarendon Press, 1961 and Roland A- Duerksen, "Arnold and the Remantics™
in Influerce and Resistance in Nineleenth-Century English-Paetvp, ed. (. Kim
Blank and Marget K. Louis, Mew York, St. Martin's Press, 1993, pp. 233-
247

* ¢, B. Tinker and H. F. Lawry, The FPoetry of Matthew drrold, 4 Com-
meniary, London, Oucfard University Press, 1940, p. 57, point out the inter and
extra-{extval festures which bear testimony to the poem’s complex back-
ground: “The death of Arnold's Facher, the religious onrest, the Oaford
iovement, and even Caclyle's netion of the importance of ‘redociog one’s
denominator’, are all f...] to be barne in mind when considering the spirit in
which the poem was composed.”



Resistance and deceplance 31

pronouncemetits that are in direct antithesis to the romantic leg-
acy of Wordsworth®.

Yet, surprisingly, the poem begins with a reference not to
Wordsworth, but to Byron. For its two opening lines are noth-
ing less than a loose quotation from The Gigowr, a Fragment of
o Twrkish Tafe published in 1813 and Byron's most important
early work after Manfred. It may be useful to quote the passage
concerned:

*Tis true, I could not whins nor sigh,

I knew but to phtain or die.

T'dig — but first [ bave possest,

And come wliat may, [ fove been blest™.

The Christian hero who wtters these woeds as referring to his
Turkish lover who has been executed by her own people for in-
fidelity. Arnold adapts Byron’s line to set up an uncompromis-
ing alternative which lies at the heart of the pilgrim’s raison
o ‘éfre: “To die be given us, or to attain!/Fierce wotk 1t were, to
do again [...]7 {italics mine). Arnold’s early verse owes much
to Byron and his subsequent views on the poet are well docu-
mented”’. But in spite of his admiration for the poet’s power of
evocation, especially of single incidents, he finds him ultimately
poor 1n terms of development of ideas (“The moment he reflscts
he is a child™®®) and although he adopts the same thumping ana-

# A, Grob, op. cif, p. 73 describes the poem as “[...] the first and per-
haps fullest exposition of metaphysical pessimism in nineteenth—century Eng-
lish poetey ™

" Lord George Gordon Byron, The Camplete Poetical Works of Hvear,
gd. Terome J. MoGagn, Oxford, Clarendon Press, 1981, 1. 73,

T See in particular, Mentorial Ferres, Courage, Stanzar from the Grarde
Chartruese apd Artold's essay Bwor.

“ R, H. Super op. cit,, vol. [X, p. 227, Amold quetes from Goethe with
wham he &5 in agreement. In the same essay he refers to Byren's own admis-
sian that the Giacie “is but a string of passages’ and puts this weakness down
to the fact that he {Byren) “had not enough of the artist in him for this, ner
encugh of self-command” (p. 2190, In a letter to Clough {29 September 1848}
Artiold calts him: “[...] that furiously flaring bethiefed eoshlight, the valpor
Byron” {italics ming}, Cescil Y, Laog, op. cif, vol. 1, p. 120
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paestic tetrameter metre and rhyming couplets Byron uses for
his poem, analogies cease hiere. Byron’s bold romantic adven-
ture is worlds apart from the introverted philosophical self—
reflections of Amold’s poem. If any thematic analogies are to
be drawn with Byron's poem, these must be in connsction with
the addressee, the Fausta of the sub—title, that is, his sister
Jane™. Since the central action of Byron's poett is the avenging
of a woman’s death, could it be stretching issues too far to sug-
gest that Artold may be subliminally inseribing a dramatisation
of his own brotherly angst towards a sister for whom he had a
special fondness™, particularly with the knowledge that the
poem was written “to console her from a broken romance™'?
Biographical speculations aside, Resignation is essentially ani-
mated by the qualities of degp thought and ideas (qualities Ar-
nold saw as totally lacking in Byron). To put it more bluntly, he

¥ P. Honan, oz ik, p. 176: ~His sister Jone now becomes his alter ego:
she is the half—bored, smiling, undisciplined Favstian activist in hiz gwn pa-
ture [...] but she iz also Important as a critic who punctures Arnold’s compla-
cent thetoric and causes him to refine his ideas.” As ¥, Murray, op. e, p. 93,
points out, “K was an important reader of bis poems”. The follewing words
from a letter te his sister show how central a figure K was to him in hiz poems
at this slage: *“¥ou my darling have been a refreshing thought to me inooy dri-
kst periods: | may say that you have been ong of the most faithful witnesses
(almast the only enc after Papa) among thaee with whom 1 have lived & spok-
en of the reality & possibility of that abiding inward life which we all desire
most of us talk about & few possess [...], ©. Y. Lang, ap. o, vol. T, p. 171,
Similar parallels may be made with Dorothy Wordsworth’s influence on her
brother.

T guch was the [ntimacy between Arnaold and his sister that Honan feels
obliged to warn the modern reader from placing the wrong kind of etmphasis
on theu affections. See P. Honan, op. cit., p. 101,

*! lan Hamilton, 4 Gyt Imprisoned: The Poettc Life of Matthew drnold,
p. 132. The poem appears t0 bave been written and revised between 1843 and
1847, The critic goes oo to ponder: “What Tane made of the poem, as consola-
tien, no one knowrs™. However, he continues: “It is unlikely that she saw it, o
any part of if, in 1843, And in any caze, she would have seen that Arnold in
Ferigrnadion 15 not actially addresasing fer. Yet again, though hete most mark-
edly, he is straining to construct for himself a poetic that will regist accusa-
tions of escapist selfabsarption.” p. 8%
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borrows Byron’s voice in order to sing a very different kind of
30Ng.

To pursue a more fertile terrain, parallels between Resigra-
tion and one of Arnold’s favourite Wordsworth poems, Tinfern
Abbey are naturally inevitable™. Bath poems describe a revisit-
ed landscape and refer to two journeys which have taken place
in different moments in time (Wordsworth’s after five years,
Amold’s after ten), both cantain a brother and sister as central
protagonists as well as exploring the poet’s role o and percep-
tion of the world, Each also confronts the feefing of dejection
and. recognises a sadness in the extermal universe whether it be:
“the still sad music of humanity” (Wordsworth), or a bleaker
“mundane spectacle” (Arnold). Yet, for all the similarities that -
can be gauged from the two poems, there are essential differ-
ences. First, Armold shares none of Wordsworth’s sense of the
healing power of the natural world. Indeed, his poem seels a
strange detachment from the Kind of human love and charity
advocated by the former. Second, the landscape of Resignation,
which {in contrast with Wardswarth) is, at first, topegraphically
delineated, marked by physical motion as well as densely popu-
lated {with its pilgrims, armies, walking parties and gypsies), is
gventually transformed into an frighteningly gloomy backdrop
to pessimistic ruminations on the plisht of humanity. Third,
there lies a difference in the roles assigned to the sisters in each
puemm; in Resignation the sister is assigned a relatively active
role, whereas in Timtern Abbey, the sisier’s role 15 essentially
passive. Not only, but Arnold’s Fausta is a teasingly polemical
presence, inspiring the speaker further and deeper into his grave
metaphysical reflections. Fourth, whereas the poetic voice in
Wordsworth'’s poem pitches his hopes on an uncertain ‘belief’
Arnold’s speaker resigns himself to an ultimate knowledge that
is certainly less mystical and not entirely independent of pre—
gstablished philosophical doctrine. Finally, in contrast with

2 See L., Gotftied, op. cit., pp. 219-223, the tirst modern Arnold critic to
highlight the parallels bepween the two poems See alse L G Sundell
"Tindern Abbey and Resignation”, Fictoricn Poelry, 5 [1967), pp. 255404,
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self-centredness of the poetic voice in Tintern Abbey, there
seems a definite reluctance on the part of the speaker in Resig-
nation to identity himself as the poet of the poem. Arnold con-
tinually ohjectifies the poetic figure by qualifying it through the
definite article theveby creating an uneasy tension, since al-
though one understands it to refer to him, grammatically speak-
ing it does not. Consequently, therg i3 no merging of the indi-
vidual soul into the realms of his own sensations and emotions
— no dramatic subjective intensity, rather there prevails a brood-
ing melancholy underscored by an ascetic ol:glectivit}ﬂ.
Resigmation is divided into ten sections™: the first, with its
historical perspective and wide canvass, embracing worlds from
all four points of the compass, describes pilgrims and armies of
men at the point of reaching their aimed destination: the second
section shifts to the present motment of the poer and describes,
by conirast, the milder natures of men who have freed them-
selves from such religious or warldly passions. Section three
describes the walk the protagonists of the poem took ten years
previously whilst the following section describes the present
walk of the poem: section five considers the plight of the gip-
sies and contrasts them to that of the poet: sections six and
seven deal with the nature of the poetic sensibility whilst sec-
tions eight to ten offer the poet’s philosophical/metaphysical

 Another difference that caonet go unnoticed concems the forma) as-
pets of the peems: Werdsworth's unrhymed fambic pentameters suggest a
co—presence of frecdom of expression and relative restriction whereas Ar-
nold's rhiyming fambic tetratnsters reinfocce the severify of his uncomprotnis-
ing, rational vision. See B H. Buper, The Time-Spird of Matthew Arnold, Ann
Arbor, The University of Michigan Press, p. 13, whose appreciation of the
structural feafures of the poem is rather a question of ity naturalness: “Resig-
reétovr, i particular, shows the mastery of structure that Arnold learned from
the ‘conversational poems’ of Wordsworth and Coleridge, a structure he wsed
Again in somve of the best poems of his maturity ™

¥ 1 am, of course, following Arnold's toxtnal divisions here. See Alan
Roper, Arnodd's Poetic Landscaper, Baltimors, The Johns Hopkins Press,
1969, p. 132, who offers o more general tripartite diviston in which a satic
central scction is flanked by an initial section of physical movement and a
closing section of thetorical movement,
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reflections and conclusions. This outline alone suggests the dis-
tance Arnold’s poetic maturity has travelled in terms of compo-
sitional organisation since To a Gipsy Child by the Sea—Shore.
A good deal more thought lies behind its structure together with
a profundity of reflection in tranguillity that owes much to
Wordsworth”® that make the poem the first major example of
Arnold’s skill in orchestrating a variety of powerful thoughts
and moods.

The title defines a philosophical attitede that, by this stage,
has become integral to Arnold’s poetic world—view. Against the
romantic’s assertion of the individual self and its striving for
seff—realisation {s posited the more gentle and passive attitude
of quietism which leads to disinterestedness and freedom from
desires. This is also a central teaching of the Hindu text The
Bhagavad Gita which, with its emphasis on work without re-
ward and tranquil wisdom, exerted a profound influence on the
poet’s thought at this stage of his development. The story be-
hind the Bhazavad Gitz i3 that of the warrior, Arjuna, and his
reluctance to go into battle against an army comprised of people
he esteems and reveres and his friend Krishna's spiritual justifi-
cations to persuade him to the contrary, (Resignation itself be-
gins with references to Medieval Crusaders, Goths and Huns).
However, In spite of its apparent condoning of war, The Bhaga-
vad Gita is, in the words of one editor, “the great spiritual mes-
sage of the hurnan soul™®. Its central warning contains the fun-
damental precepts of Amold’s own ideals:

 Murray's aheervation of the realistic detail of Armeld’s description of
the landscape fails to take in the esseatial differances in terms of ropographi-
cal :ejpresentation between the two poems, ag. eir, p. 93,

® The Bhagavad Gita, Translated from the Sanskrit by Juzn Mascard
with an ipttoduction by Simon Bodbeck, Harmendsworth, Penguin, 2003,
(1%62), p. x)viil. Ses also C. Y. Lang, op. cit, vol. [, p. 8% *The Indiands dis-
tinguish between meditation or absorption — and knowledgs: and bepwsen
gbandoning practice, & abandoning the frnits of action & all respect theretn.
This last iz & supreme step, & dilated on throughout the posm' {letter to
Clough dated March 4 1848).
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62 When a man dwells an the pleasurss of sense, attraction for them
arises in him, From attraction arises desire, the lust of possession and
this leads to passion, to anget.

63 Fromn passion comes coonfusion of mind, then lgss of remem-
brance, the forgetting of duty. From this b0ss comes the min of rea-
son, and the ruin of reason leads man to destruction.

64 But the soul that moves in the world of the aenses and yst keeps
the senses in barmouy, free from attraction and aversion, finds rest in
quistness”,

When man surrenders his desires he becomes at one with God
and, consequently, 15 at liberty to work in terms of the spirit. As
propounded in the Sesnef to nature: “In liberty from the bonds
of attachment, do thou thy work to be done: for the man whose
wortk 18 pure attains indeed the Supreme”.38 Yet, at the same
time, Arnold reveals an imperviousness towards any sense of
ultimate joy which may derive from the serene detachment ad-
vocated in the Bhagavad Gifa. The central preoccupation of the
poem is not religious but metaphysical and philosophical.

Resignation may be seen to have three beginnings — almost
as if the poet iz seeking each time to set the right tone and per-
spective with which to confront his theme — The opening lines
unfold the historical vision of a universal human drama repre-
sented by religious pilgtims tribes and warriors:

Se pileriens, bound for Mecea, praved

Al burning neon; so warniors said,

Searfed with the eross, who watchad the milss
H dust which wreathed their strugazling files
Drewwn Lydian mountains: 5o what the shows
Found Alpine summits, eddying vose,

The Goth, beund Bome—eards; so the Hun,
Crouched on his saddle, while the sun

Went lurid down o’er flopded plains
Through which the greaning Danube strains
To the drear Buxing; so pray atl,

T fhid, p 15,
1 fbid, p. 19,
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Wheom labours, self-ordained, entheal [L..] (F, p. 38

This first “beginnipg’ is muoch mare than a merely “boyish
opening” as has been suggested™. Its circular pattern is spe-
cially designed to evoke a universal image depicting Christians,
Muslims and Fagans equally co—involved in a gruelling quest,
such that “to do again [...] were pain™. Whether the goal be
spiritual redemption or territorial occupation the Activist's
plight is characterised by a hardship and endyrance that knows
no going back. In contrast, the second ‘beginaing’ introduces
the gentler pature of the Quietist, with a sudden shift into the
present tense:

But milder natures, and mors free —

When an untlamed gerenity

Hath freed from pessiens, and the state

Of struggle these necessitate;

Wham schoaling of the stubborn mind

Hath made, or birth hath found, resigned [...] {8 p. 390

The teachings of the Bhagavad Giia are reflected in the Hindu
detachment which, differently to the first incipit, is described in
a—historical terms, the implication being that the Quietist is free
not only from passions but also from the burden of historierty:
“these mourn not, that their goings pay/Obedience to the pass-
ing day [...]". By extension, the dividing line is ultimately that
of the Victorian’s sense of modern man as cut off from the past,
{a problematic that was to become a major tenet of modernist
works such as The Waste Land and [fysses). This section is
particularly convoluted from a syntactic point of view. While
the main subject is qualified by a verb (the negatively marked
“mourn not”) that is delayed for no less than six lines, the fo-
llowing four lines are oceupied by two subordinate clauses in
which the theme word “resigned” is placed in a curiously non—
emphatic end—position and the second main clause (“These
claim not [...J") is followed by at least four subordinate clauses.

* P Haonan, op. cit., p. 176,
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This syntactic arrangement, together with the abstract nature of
the lexical choices (“unblamed serenity [...] pay/obedience to
the passing day [...] every laughing hour {...] handmaid to their
striding powet™ stc) is not so much a question of ambiguity or
non—¢larity of thought. The four—fold repetition of the negative
particle “net” reiterates plainly enough what is being refuted
{passions, ambitiens, the presumptions of the individual ego).
Amold is deliberately employing a form that is appropriate to
the tactful, introverted nature of the speaker. In contrast to the
regular marching rhythm of the first section which underlines
the rigoreus determination of the Activist, there is now a more
subtle distribution of stressed and unstressed syllables that si-
multanecusly contribute to the mildness of expression and quiet
confidence of tone. Thete may alse be the added humour that
the poet is trying to persuade his sister and can only doso ina
roundabout way! The last two lines: “These, Fausta, ask not
this; nor thou,/Time’s chafing prisoner, ask it now”™ convey an
appropriate hesitancy through its two parenthetic clauses. Al-
though Fausta herself is presented as the antagonistic voice in
the poem she alse embodies a predicament: as “time’s chafing
prisoner” she is at once historically dependant, like the Activists
of the opening section, as well as rebellious towards the fimita-
tions imposed on her by her own times.

The thitd and final ‘beginning’ compares the two walks that
concern the brother and sister, first as members of their now
dead father’s “motley bands" and second as the sole survivars
of that company ten years later. These two walks are chiasma-
tically framed by the point of departure; “We left, just ten years
since [...] we left to—day [...]". It is essential for the underlying
dialogic nature of the text that the former walk be recalled not
by the poetic voice, but Fausta herself: “We left, just ten vears
since, you say/That wayside inn we left today™ {my underlin-
ing), in such a way, that the former is free to respond unpreten-
tiously, though with a vividly imaginative recreation of that
moment in the present indicative tense, (as opposed to the past
tense used by his sister)k:
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Qur jovial host, ag forth we fare,

Showts greeting from an easy chair.

High on a bank our leader stands,

Reviews and ranks hiz motley bands,

Makgz clear our goal to every eye —

The valley's weatern boundary [...] (underlinings mine)
(£, pp. 9010,

The former walk is clearly a parody of the dreary, exhausting
journeys described in the opening of the poem™ and its energy,
joviality and positiveness (in contrast with the *miles of dust”,
“alping sumits” and “flooded plains™) lead to an image of
spiritual renewal: “We bathed our hands with speechless
glee/That night, in the wide—glimmering sea”. From the beginn-
ing, the goal of the journey 13 ¢learly circumscribed (“The va-
lley's western boundary™) and its various landmarles passed
with lightness and ease in a relentiessly linear progression:

A gate swings tol our tide hath flowed
Adready from the silent read.

The valley—pastures, one by one,

Ars threaded, quiet in the sun;

And now beyond the rude stone bridgs
Slopes gracious up the western ridge.
Itz woody border and the last

I its dark upland farmg is past —

Cool farms, with oper—lyring stares,
Undey their burnished sycamgres,

All past! and through the trees we clide,
Emetging on the green hill side (7, p. 91}

The contrast with section I of the poem is underlined in a series
of deliberate echoes:

[...] who watched the miles
Of dust that westhed their struggling filas L)

I fiod myself in disagerement with Grob wha sees the summons to ac-
tion on the patt of the pilgrims, Gothz and Huns as a direct paralle]l with that
of Aroold's father. See A Grob, op cib, p. 76,



41 The Poery of Matthew drmold

Hevigws and ranks aur motley bands (10)

[...]th=s Hun,
Crouched on his saddle (T)

Hizh ¢ & bank our leader stands (11}

A goal, which, gained, may give reposc. ()
Makes clear.our goai to every eye {II)

The struggling tiles ([}
~ {Jur wavering, many—coloarsd line (I}

Al burning noan (T
Through the deep nogntide heats we fare {I0)

The joviality of the former walk is characterised by the unquali-
fied confidence the members of the party bestow upon their
leader. There is no questioning of any hesitaticn in confronting:
“Those upper regions we must tread”™ and even the walkers” “s¢-
fious ait” seems assumed as a counterfeit to their cheerful ac-
ceptance of their task. This is a far cry from Wordsworth's evo-
cation in Trnferr ABbey in which there is not so much & concern
in delineating external features of the landscape as in explering
their beneficial effects on the poet’s psyche. Thus, the deictics
in Arnold’s landscape description are unambiguous and clearly
defined (he gives a vivid and ‘faithful’ representation in terms
of a referential reality), whereas in Wordsworth they are sssen-
tially seif-referential:

Dnce again
D T behold these steep and lofty cliffs,
That on a wild zecluded scene impress
Thenghts of mars deep seclusion and connect
The landscape with the quict of the sky
[..]
Theze beauteous tarms,
Thraugh a lang absence, have hot been to me
A3 i a [andscape ta a blind man’s eye:
But oft, in lonely tooms, and “mid the din
Of towrns and cities, T have owed to them
In hours of wearinsss, sensations sweet,
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Felt in the bload, and felt along the heart;
And passitg ¢veén into my purer miod,
With tranquil restoration [...]*.

Wordswaorth's landscape works on the very blood and bones of
the poet. His “serene and blessed mood” in which “we become
a living soul” and “see into the life of things” is a natural result
of the commution betweett man and nature, or, rather, of the
simultanecus process of perception and ¢reation from which the
post extracts a moral lesson that becomes his spiritual suste-
nance. No such attitnde enters Acnold’s poem in which the
landscape merely serves to corroborate his pessimistic world-
view.

The fourth section alse enumerates various landmarks to
convey a sense of emptiness and apathy as the poet and his sis-
ter retrace the same path alone together: “Ghosts of that boister-
ous company”. The resulting monotony is appropriately con-
veyed by the three—timss repetition of the verb “ttead” in the
first three lines. This section 18 particularly replete with deictics
{underlined):

Hete, whare the brogk shines, oear its head,
In jtz clear, shallow, tupf{ringed bed;

Heare whenge the sye first sees, far down,
Capped with faint smoke, the notsy town;
Hete sit we, and again anrell,

Though slowly, the familiar whale.

The suleran wastes of heatby hill

Sleep in the July sunshine still;

The self-sane shadows now, as then,

Play through this grassy upland glen;

The lovse dark stones on the green way
Lie strewn, it geems, where then they lay:
On this mild bank above the stream,

f¥ou crush themty the blue gentians gleam.
Stell this wild brook, the rushes cogl,

The sailing foam, the shining pool!

Thess ars not changed; and we, you say,
Are searce more changed, o truth, than they (7, p. 92)

"' E. De Selincourt and H Darbishire, (8ds.), ap. cit., vol, II, pp. 25960,
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The contrast between the two walks could not be more clearly
marked. Just as the former is characterised by liveliness and jo-
viality, the latter is marked by brooding melancholy and stasis.
The predominance of insubstantial elements (“shallow™, “faint
sinoke™, “sclemn wastes”, “shadows”, “lovse—dark stones”,
“mild bank”, “sailing foam™) and passive verbs {“sit™, “sleep”,
“lie” as well as verbs of perception) contribute to svoke a
physical and spirttual apathy. The lifeless, almost dreamy at-
mosphere of the present walk is very effectively rendered in the
long vowels and alliterating laterals and nasals in; “[...] and
again unroll/Though slowly, the familiar whole [...]". The
most active verb, “crush”, alludes to Fausta as a spoiler or de-
strover of the fandscape and this brash infrusion on her part in
the poetic speaker’s discourse anticipates her callous cbserva-
tion that they have hardly altered any more than the landscape.
Her refusal {or naive inability) to accept change reflects a
youthful disregard for the passing of time which induces the
older poetic speaker into imparting an impersonal moral [esson
around the simple and unconscious mypsy—folk.

The gypsies described 1n this section are not to be confused
with the gipsy child of Fo a Gipsy Child by the Sea—Shore, who
is not represented in terms of her nomadic existence, Also,
whereas her profound gloom bespeaks a foreknowledge of
man's suffering, the gypsics in Resignation, on the contrary,
represent the primeval ¢ondition of man’s uhconsciousness:
“Chance guides the migratory race [..77. As aimless wanderers
of a mean, purposeless existence made up of “dingy tents, dark
- knots and wild flame™ they serve as 4 contrast to the travellers
of the previous journeys in the poem®. The poet speculates on
the gypsies similar re—encounter with a former scene, but only
concludes with their inability to interpret the signs before them

* Bee AL D. Culler, op. eit, p. 277, who-sees a tripartite division be-
twaen the majority of men who eddy about {like the gypaies), the few who try
to achicve a goal (like the questers at the beginning) and the post 52t in calm
detachment from everything.

o ———
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which would lead to a more profound awareness of their condi-
tion:

Signs are ot wanting, which might raise
‘The ghosts in them of former days —
Sighs are Dot wanting, if they would;
Supgestions to disquistude (2, p. 53,

The gypsies in the central section of Resignation provoke a se-
ries of sombie reflections upon man’s destiny:

For therm, - tor all, Time's busy touch,

While it mends fittle, troublss mush,

Their joints grow stiffer — tut the year

Founs his old round of dubious cheer;

Chilly they grow — yet winds in March,

Still, sharp a3 ever, freeze and parch,

They musgt live still — and yet, God knows,
Crowrded and keen the country grows;

It seems as it, in their decay,

The law grew stronger every day (P, pp. 93-4).

‘A5 a description of the effects of the passing of time, the pas-
sage above has a poignancy analogous to CGustay Helst’s So-
turn. The cruelty of the alternation between weakening restora-
tion and increasing deterioration is aptly rendered in: “Time’s
busy touch/While it mends little, troubles much™ The fact that
most of the lines are end—stopped further reinforces the sense of
limitation and rigidity that comes with old age. The only en-
jambment that occurs significantly suggests the rapid passing of
time and culminates in the ominous alliteration in “dubious
cheer/Chilly”. But this {s by no means the only ambiguity:
“runs‘his old round” indicates movement without progression:
“Chilly they grow™ also suggests a paradoxically static develop-
ment. This simultaneous counteraction between contraction and
stasis {8 subtly conveyed in the quasi—anagrammatic link he-
tween “sharp™ and “parch” in the following line. The final cruel
paradox lays to rest any deubts that Amold may intend to retain
some fragments of Wordsworth’s positive response o the natu-
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ral world. For him nature is, if anything, indifferent or hostile to
humanity and any signs of its regeneration {(*Crowded and keen
the country grows™) merely serve as a reminder of individual
mertality:

Buct na! —they rubbed through yesterday
In their heveditary way,

And they will rub theaugh, if they can,
To—mortow on the self-same plan,

Till death arrive to supersede,

For them, vicissitude and nead (F, ¢ 543

The *blind’ hereditary laws of the gypsies ironically reflect the
same laws that govern the natural world. Their nomadic state is,
in actual fact, a form of stasis in which the enly real prospect is
a “self-same plan”. Their unawarsness of mortality (for the
speaker) is rendered in the penultimate line in which death acts
as the main active subject of which the gypsies are passive
agents. On the other hand, the harshness of the sibilants in “su-
persede” and “vicissitude” may wvery well betray a quasi-
sadistic glee in the speaket’s attemnpt to shock his sister into ac-
knowledging the ultimate reality of death. This poetic ‘pose’, of
course, bears witness to the psychelogical complexity in the
relationship between brother and sister that lies behind its dia-
logical representation in the poem.

Fram the questers of section 1 to the gypsies of section V,
flie apeaker now turns to the figure of the poet himself. Signifi-
cantly, it is here {though not only) that Arneld reserves his maost
pointed references to Wordsworth;

The poet, o whose mighty heart

Hezaven dath a quicker pulse tmpart,

Subdues that energy to scan

Wt his own course, bot that of man (7, p. 040,

The expression “mighty heatt” directly refers to the concluding
line of the sonnet Composed Upon Weseminster Bridge (“And
all that mighty heart is lying still™), but Arnold converts
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Wordswoith’s 1mage of a city at sleep before dawn (with the
implication of its bond of sympathy™) into an emblem of the
poetic self capable of scrutinising the joys and somows of ha-
manity rather than actively partaking in them®, Although the
poetic figures in both poems are represented as detached from
humankind, they differ in that Wordsworth exploits a vertical™
plane in order to reassert those values that have been a part of
his natural growth on a spiritually heightened level. Ameld, on
the ather hand, is concerned with epistemological issues that
bypass such spiritual transcendentalism. His ideal poet is iso-
lated in Kind from the rest of humanity because of his deeper
knowledge and awareness:

Though he move mountains, theugh his day
Be pagged on the ptovd heights of sway,
Though bz hath loosed a thousand chains,

# Francesco Marmoni, “Quel cugre possents™: La Citth nella letteratura
inglese dell ottocents™ (Pridusione), A# dell’ nzugrarione dreo decademi-
cio JRALQ2 Chier, Universitd degll Stadf "Oabriele d'drmunzio”, 1992,
p 31, perceptively notas the potentially ambivalent effect of Wordsworth's
metaphar, On the one hand, the majestic sight of Londan in Lper Hesdminster
Bridge [s, in reality, a temporary beanty that ultimarely does not belong to it.
Yet, an the ather: “[...] & proprie quel coere possente dell’ultime werso [..] a2
dare la misura del fascine esercitate dalia scena sull'ie poetice®™ [¥[...] it is
presisely that mighty heart of the last line that measures the extent to which
the soene exerts a fascination op the poetic—vpice®, my translabion}. In the
light of this paradox, thete seems an added poignancy in Amoeld’s wse of the
metaphar.

* Anather imtertextual slement is the verb “gubdue”, which Wardsworth
uges in Timterr dbfey: and to whick Arold gives a quite different nuance of
significance in his qualification of the philesophical attitude of the ideal poet
himzelf: "For | have learned/To look on natare, not as in the hour! Of thought-
less youth, but hearing oftentimss’ Ths still, sad music of humanity,S Moc
harsh nor grating, though of ample power” To chasten and swbdie™ {italics
mine}. E. De Selincourt and H, Darbishire, (eds.}, a2 cit., vol. I p 261,

* Johtt R Reed, “Romantic 1o Victorian Ieonegraphy of Mature” in [u-
Fience and Resistarce in Nineteenth-Century Erglish Poerry, ol G, Kim
Biank and Margot K. Louis, Mew Yotk St dartin's Press, 1993, p- 23 *The
high place, whether above Tintetn Abbey, on Snowdon or in the Alps, is the
suitable vantage peint for the Romamtic imagination to reassess itself”. As
shall be seen, Artngld exploits this vantage point to very different ends.
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Though he bath berne immortal pains,
Action and suffering though he know —
He hath not lived, if he lives s0.

He zeeg, in some great-historied land,
A ruler of the praple stand,

Sees his strong thought in fery flood
Eall through the hegving mealtitude;
Exalts: yet for no moment's zpace
Envies the allregarded place.
Beautifu] eves meet his —and he

Bears 1o admirs uncravingly;

They pasz — he, mingled in the crowd,
15 in their far—off triumphs proud (P, pp. 94-5}

The image of Shelley’s Promethean figure is the first in a series
of three stages of the post as represented by Atnold here:
mythical, historical and tragic. The transition is characterised by
a shift from emotional to cognitive to wvisual perception:
“Though he hath borne immortal pains [...] Actien and suffer-
ing though he know [...] He sees [...]". It is no accident that
there are nine occurrences of verbs associated with sight to un-
derline the final transformational stage of the poet who even
when: “From some high station he locks down [...] does not
say { am alone”, for he essentially inhabits the same horizantal
plane as his fellow men of whose joys, passions and pain he
remains a passive witness: “Beautiful eyes meet his [...] he
mingled with the crowd [...] He lsans upon a gate and sees [...]
Leaned on his gate he gazes [...] Before him he sees life un-
roll”. Arnold’s transition from a mythical perspective to one
that is essentially anti—mythical, even anti—lyrical, is corrobo-
rated by an increasingly clichéd landscape, one not void of
Wordsworthian echoes:

He sees the gentla stic of hirth

When morning purifies the earth;

He leans upon a gate and sees

The pastures, and the quiet trees.

Low, woody hill, with grasious bound,
Fuolds the still valley almost round,
The cuckon, loud o sotte high lawvn,
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Iz answered from the depth of dawny

In the hedpe stragpling to the stream,

Pale, dew—drenched, half—shot roses gleam,;

But, where the farther side slopes down,

He sees the drowsy new—walked clown

In his white quaint-embroidered frock

Make, whistling, tow'rd his mist-wreathed fiock —
Sowrly, behind the heavy tread,

The wet, tlowered prass heaves up its head (P, pp. 93-6).

Against a background of Wordsworthian sxuberance where
natural elements rejoice and delight ete., Arnold employs 4 de-
flated language in which any animation in the patural world is
deliberately muted: “gentle stir [...] quist trees [...] low woody
hills [...] the hedge straggling to the stream [...] Pale [...] half-
shut roses [...] drowsy new waked clown [...] slowly, behind
the heavy tread”. This de—enerpised landscape is corroborated
try the emptiness of the poetic diction and the droning regularity
of the trochaic tetrameters. The melodramatic sxpression
“tears/Are in his eves, and in hig sars/The murmur of 4 thousand
years” is also pot uttered without self-conscious irony. Yet,
through this poetry of the mundane, in which every natural fza-
ture is void of individuality, the following ten lines emerge all
the more majestically in spite of their bleakness:

Befors him s sees life unroll,

A placid and continupus whole —

That general lifs, which does not cease,
Whose secret {5 not joy, but peace;

That lifs, whose dumb wish 13 not missed
If birth proceeds, if things subsist;

The fife of plants, and stones, and rain,
The iife he craves —if not i vaio

Fate pave, what chance shall not conteol,
His sad lucidity of soul (F, pp. 96-T),

In polemical response to Wordsworth’s faith in a “spirit that
rolls through alf things”, is posited the sombre, anti-lyrical un-
rolling of a “general life” that, in the neutrality of its placidity,
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relentlessly supersedes individual mortality®. Similarly to the
sense of anonymity in To a Gipsy Child By the Sea—Shore, the
individual is again seen as a helpless entity within an imper-
sonal mass foree (a sense further underlined towards the end of
the poem in the plrase: “Crowd as we will its neutral space™).
As a result, the simple enumeration of basic natural clements
such as plants, stones and tain’, has a very different pathos to
Wordsworth's precisely because of the refusal to rscognise a
transcendental power behind the impersonality of these life
forms. In his epistemological ‘retort’ to Wordsworth’s meta-
physical certainty, Arnold’s ideal poet is not only impervious to
Joy but displays no inclination whatsoever to “see into the life
of things”. The “secret’ of life, for him, lies in the desire for
peace, for the end of struggle and escape from self—absorption.
The metrical contraction in the final line from trochaic tetra-
metet to trochaic trimeter appropriately underscores the ideal
poet’s resignation to this existentially sober yet sombre view.

Although Fausta appears as polemical alter-ego to the poet,
up until this moment her words are only reported in indirect
discourse. In this passage, however, they are anticulated through
the speaker’s intuition and speculation. The dynamics of the
brother—sister relationship that constitutes the dialogic basis of
the poem reach a critical point here, and from cne perspective,
expose the acute self-consciousness of the spealeer:

% ow listen = kot that wapdering smile,

* See also other recurrences of the verb in the poem; lines 9-10 section
T¥: “Here sit we, and again unrell, Theagh slowly, the familiar whols [..]",
finez 13-14 zection VI: “Sees his strong thought in fiery flood/Rell through
the heaving multinde [...]", in which the concept of circularity is contrasted
with the tortuons linear progression of the pilzrims and warriors of the first
section and the corresponding lexical choices which reinforce this Yinearity
(*stouggling files”, “thread back™, “past straits, and currents” ete.).

T These degeriptive elements intersstingly recall the final line of Wards-
worth's “A Slumber Did My 3pirit Seal”, which iptrinsically conpects the
dead woman with the pateal world: “Bolled round in Earth's diomal
coutse, With rocks, aod stones, and trees”. E. De Selincourt and H. Dar-
bishire, (ede.), ap. £ié, vol. IL p. 216
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Fauszta, betrays you cold the while!

Your eyes pursue the bells of foam
Washed, eddying, from this banl, their home,
Thaze Gipades, so your thoughts | scan,

Are less, the poet more Bran men,

They fee! nad, though they move and see;
Deeper the Poct feels; bul ke

Brearhes, whan fe will, immaeial air
Hhere Chrphens and where Homer are.

In the day's life, whase lvar vourd

Hettg g ol tr, Re is nor boiae!

He escapes thence, bui we abids —

Not deepr the Poel rees, bt wide (P, p. 97}

The coldness to which the brother is s0 sensitive “betrays’ an
impasse it their relationship. The tension in his sister’s silence
seeras to bespeak past conflicts which she is reluctant to re-
kindle. Thus, although her far—away gaze at the rocking waves
symbolically anticipates her idea of the poet’s real dimension
{escape frotn mortality) it may also be seen as an intention to
avoid manifesting her disagreement. It is interesting to note that
the first part of her ‘retaliation’ {as voiced by the speaker) actu-
ally corroborates his binary opposition between gypsies and
poet. Her apparent objection that the post sees “not desp”, is
also never explicitly referred to by the speaker either. Her main
contention leads back full circle to those influences Arnold
himself is not only resisting but positively refuting; the poet as
romantic escapist: “[...] but he/Breathes, when he will, immort-
al air”. Fausta's bitter awareness of her condition as “time’s
chaffing prisoner” in which she is “iren bound” to the “day’s
life” incites one of the most beautiful, inspirational sections n
the poem:

The wotld in which we live and move
Qutlagts aversion, putlasts love,

Outlasts cach effort, intersst, hope,
Eemorse, grief, joy; —and were the scope
Of these affections wider made,

Ilan still would see, and see dismayed,
Beyond his passion's widest range,
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Far regions of eternal change (F, pp. 97-8).

Against Fausta’s view of man as an “iron bound” prisotner on
the one hand, and the poet as a vast seer on the other, the
speaker envisages a grim Darwinian perspective in which the
immensity of eternity, far from offering an, albeit undefined,
spiritual consolation, is a depressing reminder of the absolute
futility of human effort which is indiscriminately and in-
differently nullified by the very “world in which we live™. This
world “outlasts” not only every human endeavour (“Beyond his
passions widest range™), but even death tself. Interestingly, the
section is equally divided into two octets, with the negation
“nay”, which opens the second part, reinforcing the negatwe'
view of the first:

MNay, and sipce death, which wipes out mar,
Finds him with many ap vnzolved plan,

With muoch unknown, and much untried,
Wonder not dead, and thirst not drisd,

8till gozing an the evar full

Eternal mundane spectacle -

This world iy which we draw gur breath,

In soime sense, Fausta, outlasts death {F, p. 98).

These frightening lines show the depth to which Ameld has
plunged in his metaphysical pessimism since Te a Gipsy Child
By the Sea—Shore and anticipate the metaphysical preoccupa-
tions that lie at the heart of Empedocizs on Eina. The terrifying
spatialtemporal reference: “Far regions of eternal change”
finds a further qualification in the depressing phrase “the ever
full/Eternal mundate spectacle” in which the idea of unmnensity
is coupled with banality and stasis.

However, in section I, the limitations of man’s scope are
eventually resalved by the perspective of the poet—figure. In his
foll.wing retort to Fausta, it becomes incteasingly apparent that
Ammold’s fictional representation of his sister serves as a thresh-
ing—floor upon which he can thrash out his self—conﬂmﬂng
ideas:
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Elame thou not, therefore, him, who dares
Judge vain beforshand huenan cares;

Whose matural insight can discen

What through experience others learn;

Whe needs not love and power, to knew

Love trahsizmt, power an unreal show;

Whe treads at ease [ife's uncheered ways —
Him blame not, Fausta, rather praise! {7, p 58)

The sudden imperative tone which takes over in the poem is in-
tensified by the reinstatement of the initially tightse rhythm,
verbal repetition and parallel syntactic constructions, The initial
trochee stress on: “Blame™ is reinforced by pricrity stresses on -
the key functional words “not”, *him”, *dares” and “vain”, as if
to spell out & message which grows in confidence as the dis-
course progresses: the poet intuitively discerns the vanity of
human cares which his fellow beings only learn atter the pain of
experience, This natural, in—born ‘knowledge’ [s not only dis-
tinguished from experience, but, as the anti—suphoric expres-
sion “uncheet’d ways” implies, is also in deliberate contraposi-
tien to the romantic poet’s celebration of the imagination. Ar-
nold’s metaphorical transformation from gypsy child to de-
tached poet is now complete. Nevertheless, just as the speaker
in To a Gipsy Child By the Sea—Shore rejects the self-
agseciation with the child implied in the poem, the speaker of
Resignation likewise steps back from acknowledging any final
agsociation betwesn himself and his idsal poet to take his stand
besids his sister: “And though Fate grudge to thes and me/The
Poet’s rapt security [...]", where the two interesting verb
choices of “grudge” and “rapt” point to double meanings
(arudge = a persistent feeling of resentiment recalls ‘hegrudge’
meaning to envy and rapt = absorbed or engrossed is simultane-
ously undermined by the noun ‘rapture’, which is precisely
what the poet is denied). Armold’s rhetoric once again hovers
between assertion and persuasion underlining the deliberate
hesitancy used by the speaker to convince his interlocutor:



52 The Poeby of Matthew drnold

Rather thyself for some alm pray
Wohler than this, to fill the day;
Rather that heart, which burns in thes,
Ask, not to amuse, but to set fres;

Be passionate hopes not il resigned
For gquiet, and a fearless mind.

[..-]

et they, belicve me, who await

Me gifts from chance, have conquersd fate.

They, winning roo (0 3ee and hear,

And to men's business not too near,

Through elouds of individuaf strife

Drraw homewards to the gensral life.

Like leaves by sups not et uncurled,

To the wise, foolish; to the wotld,

Weall; yet nat weak, I might repiy,

Mot foolish, Fausta, in His eye,

T whom sach moment in its race,

Crowd as we will its neutral space,

Iz but a quict watershed

Whence, equally, the seas of life and death are fed
{F, pp. 934,

Emphatic reversals (“Rather thyself [...] rather that heart [...]
ask not ..} ellipsis (“To the wise foolish [...] Yet not wedk™)
and lexical repetition (particularly of the negative adverb “not™}
run counter to the convoluted phrasing of Arncld’s syntax and
his typical litotes: “Be passionate hopes not ill resigved [...]
And to men’s business not toa near”, to effectively convey the
speaker’s crafted verbal struggle. But the rejection of Western
{romantic) individualism for Orienial detachment and objectiv-
ity rendered in the metonym and simile of: *Through clouds of
individual strifeDraw homewards to the general life/Like
leaves by suns not yet uncorled”, clearly indicates a degree of
optimism until now absent in the poem. The alexandrine devia-
tion in the two extra feet of the final line further articulates, on a
metrical level, this endarsement of the quality of neutrality with
its even 4xdx4 syllabic division between metrical and syntactic
unit: “Whence squally the seas of life and death are fed”. Yet,
for all the thetoric of persuasion in the speaker's plea that the
young Fausta placate her passions and “pray For quiet and &

P e
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fearless mind”, the binary oppositions between the agitations of
passion and the serenencss of detachinent are, of courss, the
contradictory elements of Arnold’s own tormented self which
he seeks to reconcile through an uncompromising philesophical
and existential position that he can only present as a challenging
ideal.

In the final section of the poem, which contains some of
Amold’s most famous lines, the speaker, rather than seeking to
ram home his dismal message, elaborates g tentative, open—
ended conclusion;

Encugh, we live! —and ifa Jife,

With largs resuftz so little rife,

Thouogh bearable, seems hardly worth

This ptrp of words, this pain of bicth,

Tet, Fausta, the mute turf we tread,

The salemm hills around us spread,

The streamn which falls ibceszantly,

The strange—acrawled rocks, the lonely sky,

IF I might lend their lits & voice,

Seem to bear mther than rgjeice (F, pp. 991000,

The sudden imperative adverb “encugh”™ (whose final aspirate
has afl the connotations of a sigh of resignation) followed by the
matter—of—fact statement “we live”, brings to a halt the
speaker’s sombre ruminations over human destiny. Without the
comima separating the three words, the phrase would become
elliptic and carry a slightly different shade of meaning {i.e. “it’s
encugh that we live™), though this sense of ironic gratitude is
also contained in the newtral statemnent “we live™. It is a poigh-
apt memesnt in which the speaker’s surrender (he has exhansted
his subject and can go no further) leads to a deliberate underes-
timation of man’s paln and suffering. Furthermore, his resigna-
tion threatens to become a mere form of self—deprecation. Thus,
before it is even complete, “this pomp of words” that is the
poemn, is already recognised as being too grandiose and preten-
tious beside the futility and vanity of human {ife (*with large
results so little rife”). Similarly, the phonetic connection be-
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tween “pain” and “pomp” is as ironic as it s affecting, for it

gives the impression that the speaker sets even less store in life

than he does in his own ‘empty’ poetry. No longer confidett in

the joyful creation of his own means, the poet can only con-

clude with an acute awareness of the impotency of language

which is seen as totally inadequate to illuminate or save him

from his own melancholy and suffering. Nature, by parallel, is

either silent (“the mute turf we tread™} or its language is un-

decipherable {“strange—scrawled rocks™). The “quet sky” of

Wordsworth’s Tintern Abbey, which bespeaks a universe char-

acterised by harmeoniousness and meekness, becomes a “lonely
siy™ in Resigmafion undetlining the ultimate isolation of ho-

manity from the natural world. At the same time, the natural

elements are almost presented as an intrinsic expression of the -
speaker’s own pessimistic sclipsism: “If I might lend their life 4
voice™. If the priority stress here be given to [ {as opposed to
some other poet) the postn acquires all the force of an act of
philosophical vengeance. Given his chance to offer his 0w in-
terpretation of the natural world, the speaker finds the same res-
ignation and lack of jov inthe natural world as he finds in him-
self. The final seven lines leave the sense of this negativity fun-
damentally open—ended and, rather than a conclusion, offer an
image menacing in its vagueness:

And even could the intemperate prayer

tvlan iberabes, while these forchear,

Far movement, for an ampler sphere,

Fierce Fate’s impehetrable ear,

Mot milder is the general lot

Because our spirits have forget,

T action's dizzying eddy whirled,

The something that infects the watld (F, p. 1001

The anaphoric sequencing of the first part of this section seems
designed to anticipate a dramatic climax which is, however, ne-
cated by the heavy subordination of the second part. Apgainst
man’s spiritual urge for an “ampler sphere”, nature itself “fore-
bears” (l.e. resists). The delay in syntax suggests the inefficacy
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of man’s “infempetate prayer” which only {eventually} reaches
the “impenetrable ear” of Fate (Arnold’s use of nepatives are
again sighificant}). But the final four lines exploit the double
pattern of poetic line and syntactic unit in such a way that the
decrease in tension fram a syntactic point of view is paralleled
by an increase in lexical intensity. A rearrangemernt of the linear
semantic ssquence shows the first two lines as being the first
and seecnd part of the main clayse respectively, and, con-
versely, the third and fourth the second and first part of a suber-
dinate clanse. Thug, 1o re-phrase:

275 The general lot is not milder

276 Because our spirits have forgot

2758 The something that infects the world
277 [n action’s dizzying eddy whirled

The effect of detraction from the main clause to the subotdinate
clause is countered by a sequence of increasingly negative lexi-
cal choices (from “milder”™ — “dizzying” — “whirled” — “in-
fects™) framed by the initial stress given to milder and the end-
stress to myfects. The conclusion is a statement posing as a half—
answer. It is also ambiguous: “oblivion does not make the world
a necessarily bearable place™; andfor “it 15 not oblivion that
makes the world bearable”. This ambiguity is underpinned by
the vagueness of “something that infects the world” since the
conjunction “becanse™ on which it depends is qualified by “not™
and is therefore only the beginning of an answer that the
speaker leaves deliberately incomplste. Whilst: “The some-
thing™ is menacing in its anonymity, “infects™ unambiguously
points to the certainty of a malefic force working like a poison
not only against humanity, but the world at large. Yet, in “ac-
tion’s dizzying eddy whirled” human activity iz simultaneously
offered as an altemnative possibility. The adjective “whirled" re-
calls the stream into which Fausta looks earlier in the poem
which represents an escape from her enchained condition™.

* It may be no sccident that the term is alse adopted by Empedocles
[whom Armold was at this time studying) in his outlining of the dynamis al-
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This is further reinforced on a broader level by the fact that (the
ungrammatical) “forgot” echoes the interjection “Enough’™ and
that both indicate consciows and unconscious ‘resistance’
through action which is the human being’s ultimate weapon for
survival. That there is a possibility that things be milder, that
human beings be blessed with the capacity for forgetfulness of
their tragic plight, is seen as a matter of consolation rather than
a weakness against an ingrained corruption and evil which the
philosaphical attitude of resignation Arnold advocates should
help one to transcend. This alone is sufficient indication to
suggest his own doubts about whether i can.

ternation between love and strife that characterises the movement of the cos-
mos. The “whitl” refets to ab a—<osmic state in which the elements are sepa-
rated and a]| Jife and the werld iz destroyed.
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A Poem of Rejection

Empedocles on Etna

[---] { alpne
A decd tp ife and jay, therefore £ read
Tn all things my own deddness.

Empedocles on Etna and Other Poems (1852) is undoubtedly
Arnold’s most wide ranging and ambitious volume. It contains
some of his most well-known poems, among which fristram
and Iseuli, 4 Summer Night, The Buried Life, Humon Life, and
Lines Written in Kensington Gardeny, the sonnet Youth's Agita-
figns, and four of the poems that were to make up Switzeriand
and Faded Leaves. Empedocles on Etma itself’ ranks among Ar-
nold’s greatest productions. Its attempt to combine poetry and
philosophy makes it undoubtedly one of the most ambitious po-
ems of the nineteenth century, and, a5 one critic has noted, in its
major character “we recognise [...] a portrayal of our owil con-
fusion, the modern condition™. Besides its theme of suicide’,
which touched many a sensitive Victorian nerve, the poem ideo-
logically takes its cue from the existentially negative conclusion
of Resignation and the character of Empedocles reflects {or
strives to represent} the stoic qualities Arnold advocates in that
posm. Yetthere is an obvious difference between the two worls
besides that of poetic form. Whilst Resignation is permeated
with a broeding, melancholic speculation, Empedocles or Efma
vibrates with a tension that is the product of an tangible mental

' Arnold worked on the posm intermittently between 1849 and 1332, It
was, [0 pregress during the writing of meost of the titles in the volume.

2 Paul Fietlow, “Heard but Unheeded: The Songs of Callicles in dMatthew
Arnold's Empedocles on Etna™ in Fictarien Poetry, 21, 1983, p 254,

1 Such socialogival soasiderations are outside the scope of the present
study. Bt see Linda Ray Pratt, “"Empedocles, Suicide, and the Order of
Things", Victarfan Posiry , 26 1988, pp. 779 for a brisf discussion.
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struggle Its central theme of the deracipation of a divided mind,
is an inverted parody of Wordswarth’s self—confident calebra—
tion of the growth of a poet’s mind*. Furthermore, the intellec-
tual complexity of the poem is a testimony of the various radical
philosophical influences that were exerting themselves on Ar-
nold, and that constituted a pewerful challenge to the sslf—
gratifying climate of conservative Victorian intelligentsia’. Ar-
nold’s linguistic interplay between the twe main characters
(Empedocles and Callicles) is also underscored by an implicit
intertextual network which anticipates the compositional strate-
gies of T. S. Eliot and Ezra Pound and testifies, at the sams
time, to his heavy reading and brain +:raurr1rningé of an array of
philosophical systems. However much he may have rebuffed
suggestions that his characters were conceived as mouthpisces

* Sume critics place the poem in the tradition of Byron's danfrod. Sec
Warten D, Atderson, Matthew dmeld ard the Clagsical Tradition, Ann Ar-
bor, The Univeraity of WMichizan Press, 1965, p. 36, See also Kennath Allot,
“4 Background for Empedecles on Etna”, in David [. Delaura (ed.) Marsfew
Arnald, Englewood Cliffs, M) Prentice Ha]l 1973, p&3 who associabes At
neld” s Romartic melapcholy with Byron’s poen.

3 In the following words from 4 Letber to his sister Jane, Arnold u:leplcts the
barran ground of Victerian English Intellectual society: “f...] England has
fallen imtellzctually =a far behind the continent that we canot fail to see her
agsjsting to carry on the intellectual work of the world from the point to which
it is now arrived: for ta what point it is artived not 20 English people know: so
peofound(y has actvity in this country extirpated reflection [...1". C. Y. Lang,
ap. cif, p. 107, See also L. Trilling, op o, po 790 “[-..] he {Araold) wrote
primarily for a small group of saddeped intellectuals for whem the dominant
world was a wasteland [-..]7

8¢ Y. Lang, ap. cit, vol. 1, p. 78:%For te you may often hear my sinews
cracking under the sffart to units matter”. During this period {1849-52) Ar-
told immersed himself in 8 multitude of philosophical systema including those
of Lucretius, Epictetus, hareus Aurelivs, Carlyls (pacticularty his translation
of Goethe's Wilheltr Afeister), Bmerson, Senancourt {le (Chersann) and
2pineza, not to mention the classical references that abound in Calkicles’
songs. The intertextual density behind the poem that makes it sueh an ines(lec-
tunl bour de force prefigures the so—called miythical methed that was to be such
a tadical featurs of Pound's and Eliot's poetieal wotlks. As D. G. Ried, op. ot
P. 78, points out, it i3 Arnold’s ultimate failore to connect the fragmented
thoughts disseminated in the poem that {s the reason for its artistic success.

mArE = T, AL A T e TR
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to voice his own opinions’, the poem is the ultimately personal
struggle of a young man seeking some “Idea of the world in or-
der not to be prevailed over by its multitudinousness™. Yet, for
all his mental effocts, it remained the one major work be ex-
cluded from further editions until eventually reinstating it at
Robert Browning’s insistence in 1867, The famous Preface to
the 1853 edition, which partly elucidates the reasons for the
poem’s exclusion and partly attempts to herald a different poetic
attitude and wision, is, in reality, the culmination of a long
struggle “between the urze to formulate “general criticlsm’ and
the desire to abstain from ™. The deliberate unfairness with
which the poem is offered up for sacrifice, seems the necessary
price the author was ready to pay in swrendsring to the oppor-
tunity to systematically set down his own ideological poetic
programime.

First and foremost, Arnold imperatively denies that the re-
Jection of Empedocles on Eina was a question of the remoteness
of its subject:

I hawe, in the present collection, omitted the poem from which the
volume published in 18332 took its dile. [ have done so, nat becanze
the subject of it was a Sicilian Groek born bebwesn two and three
thousand yeors agn, although many persons would think this a suffi-
cient reason (P, p. 634

"8ee C.B. Tinker and H F. Lowry, op. cif, pp. 2878

! C.Y. Lang ap. cit, vol. I, p. $28. Letter to Arthur Hogh Clough, De-
ceriber 1545

¥ Wlanfred Dietrich, “Arneld's Empedocles and the 1853 Preface”, in Fie-
taviar Foctry, 14, 1976, o 315 Dietrich offers a stimulating sccounst of the
intellectual background to Atoold's Preface. Rather than being an after—
theught, the Preface developed “leng before Emmpedocles was written™ (p.
318). Indeed, both works ate produsts of paralls] but contradictory develgp-
ments" [i#d. )
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In swift response to criticism'’, Atnold asserts that the dramatic
poet’s prime duty must be the selection of an “excellent action”
which is representative of the universality and homogeneity of
human feelings: “That which is great and passionate is eternally
interesting” (P, p. 657). The fitness of a postical subject is a
question of its inherent qualities which override the fact of its
modernity or antiquity. Shakespeare is a precursory model for
the English writer in this respect: “For we must never forget that
Shakespeare is the great poet he is from his skill in discerning
and firmly conceiving an excellent action [...]" (P, p. 666). For
Amold, the real weakness of Empedocies on Etna, lies precisely
in the fact that it lacks such an “excellent action’'. As has been
pointed out”, his self—criticism is, in reality, confined to dra-
matic poetry and the fact that he does hot make this sufficiently
clear in the Prefice explains the critical confusion that was to
grow around his retrospective condemnation of the fallacious
Romantic idea of poetty as an expression of the suffering soul
where there is “everything to be endured, nothing to be done,
and in which a continuous state of mental distress is pro-
longed”,(P, p. 656) especially since he himself continved to
compose poems of this order. Less problematic is his rejection
of poetry as a mimetic art form in which exclusive priarity is
given to mete accuracy of representation:

A postical wotl, therefors, is not yet justified when it bas been
shown to be an aceurate, and therefore interesting representation; it
has to be shewn alao that it 35 4 representation from which men can
derive enjovmant (P, p. 635}

% Those whose criticlsms were directed at the subject matter of the poern
included the poet's friend Artbur Hugh Clough, Elisabeth Barreft Browning
and Charles Kingsley, See alse Douglas Bush, Matthew Ampld: A Stady of His
Pee:r{y and Prose, London, Macmillan, 1971, p. 26

L O the othet hand, Empedocles’ suicids can also be seen precisely as
the “vent in action™ Amold claims the poern lacks. See M. Districh, op. it
PP 3223, : :

¥ Ty 3, Tames, op. cit, pp. 634,
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Thus, the mimetic approach, besides conveying charm and in-
fusing delight, must also increase understanding. As Northrop
Frye succinetly points cut, literature appeals not to any pleasure
in the vicious things it presents as entertainment but in “the ex-
hilaration of standing apart from them and being able to see
them for what they are because they aren’t really happening™.

The text must be able to appeal to the sensibility of its reader in
such a way that aesthetic enjoyment of the work be 4 product of
its reception from a moral point of view. To lend further auda-
ciousness to his justification, Arnold draws a dividing line be-
tween the ancients, whose first consideration was “the poetical
character of the action in itself and the conduct of it", and the
modemns, whose attention is primarily focussed on the valee of
the separate thoughts and images which occur in the treatment
" of an action. As a result: “We have poems which sesm to exist -
merely for the sake of single lines and passages; not for the sake
of producing any total impression” (P, p. 6¢1). For Arnold, the
moral grandness of the ancients lay in the pleasure detived from
the total impression of the work. Such an aesthetic evaluation
depends, as Trilling has pointed out, precisely on “the achieve-
ment of & philosophical WthEﬂESS”H whereas the modern post,
who is constantly prevailed over by the world's “multitudinous-
ness’ can only achieve an a—maral, impressicnistic subjectivism.
The fallacy of such a historically clear—cut polatity between an-
cient total impression of poetical sense and modern fragmenta-
tion of rhetorical sense, is exposed by what is, in effect, Ar-
nold’s underlying preoccupation with his own self—onflicting
artistic temperament which he seeks to resolve l:::,,r means of his
growing awareness of the poet’s social function'. His belief that
the poem fails to perform a moral, didactic purpose, on one
level, is therefore undermined by the fact that his ¢haice of sub-

Y Warthrop Frve, The Educated fmagination, Bloomington and Indian-
apolis, Indiana University Press, 1964, p. 100,

¥ L. Trilling, op- cit, p-32.

¥ Amold would later conttadiet his own preaching by republishing a se-
lection of Callicles’ songs sepapately in later editions of his posins,
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Jject {(a Sicilian Greek philosopher of the fifth century B. C.) and
eventual rejection of that subject, masks a controversy which he
i5 all too ready to make plain:

Bt T 22y, that in the sincste endsavour to learn and practiss, amid the
bewildering confusion of our times, what is sound and fue in poetical
art, | seemed o ryself to find the only sure guidance, the only solid
footing, among the anciemts, They, of any rode, Lrew what ey
wanted in Art, ard we do nat (P, p. 670, italics mine).

As a victim of “the bewildering confusion of our times™ and an
accomplice to the destruction of the calm, cheerful, disinterested
objectivity of the Classical Greek wotld, Empedocles smbodies
the vacuous state of transition and uncertainty that characterises
Armold’s own epoch. At the same time, however, his considera-
tion of the decline of the Greek State as a “historical analogue™'®
to the modern wotld, begs the question of precisely which age
he considers to be in decline'”, What is true is that as Arnold’s
character is plunged into a frustratingly fruittess modern “dial-
ogue of the mind with itself” {F, p. 654), which is given “no
vent in action” (P, p. 654}, he makes him an intellectually impo-
tent witness of a crisis that is as much about the Victorian age as
the decline of the Ancient Greek world. In this sense, Empedo-
cles’ suicide is sufficiently justified by Amold’s own condem-
nation of him'®, Therefore, althongh the preface may read as an
apologia for a poetical criteria that Empedocias on Etma fails to

¥ 1 Trilling, ap. eit, p. 113

" In 1 letter to Clough dated 28 October 1852, Amold bypasses the prob-
lem of classitying poetry in terms of historical periods by meking a distinction
between a postizally mature and a poetically youthful ‘age’, seeing the forever
young Keats and Shelly, “on a false wack when they set themselves ta repra-
duce the exubsrance of sxpression, the charm, the richness of images, and the
felicity of the Elizabethan poets {... 1. Consequently, ¢titics whe ge along for
the ride do s with the conviction that “the ohject of poetry = to produce ex-
quigite bits and images [...]" €. Y. Lang, op cff, vol. L pp. 245-6.

" It has also been noted by mare than one critic that the poem ftself con-
tains an implicit comensnt that Empedacles is not a fitting matter for poetry in
Callicles” final fong. Sex A, Dwvight Culler, ep. i, p.176 and P. Henan, o
cif., p. 209
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fulfil, the author’s censure of his work should not be seen as a
rejection of a certaln poetics as such, but the expression of a cul-
tural and spiritual malaise that had become epgrained in the Vig-
tarian intellectual world ™.

Empedocles of Acragas in Sicily (c. 492-432 BC) is gener-
ally considered one of the most important of the pre—Socratic
philosophers. His postical warks Or Natere and Purifications
exist in more than 150 fragments, though little is known about
their composition — just as liitte is known abont Empedocles
himself™, He has been variously considered a materialist physi-
cist, a shamanic magician, a mystical theologian, a healer, a de-
mocratic politician, a living god, not to mention a fraud. The
world—view conveyed in his writings is one of a cosmic cycle of

" As R H Supet, op cit, po 13 points out, Acncdd’s is “an objective diagnosis
af the age not a purely private, essentially emotional approach to life”. For
suggestions of autobiographical elements behind the compesibon of the posm
itzell see alsa M. Whurray, ep. o, p.128: “Arnald’s identification with Empe-
docles” greui — which was also the reasen why be was to drop the poem from
the next edition of bis poems — i5 clear enough. Exhansted hy his inspecting
duties, gut of sympathy with the intellectual and assthetic climate, disillu-
sioned with palitics, vet stili convinced that he had something to say, Arnold
foupd a metaphor for hiz own unease in the life of Empedocles™. That Ar-
ordd’s criticizm of modern poetry is, in reality, directed to the critics finds con-
flrmation in oue of his letters to Clough: “They {the critics) still think that the
ohiect of poetry is t produce exquisite bits and images [...] whereas modern
poetry can anly subsist by its corbents, by becoming a complete magiser vitee
s the poetey of the ancients did [..]" (original italics). C. Y. Lang, ap. cit,
vol. T, p. 246, .G, James, op. cif., p. 58 sees the Preface as a deliberate imita-
tioh and counrer-statement o Wordswarth's Preface o Lyrical Balladz and
pinpoints key phrases that smulate its mannet and chythms. As shall be seen, a
ctiticqus of Romantic conceptions and principles iz also engrained in the poam.

Arnold’s primary zoutes for Empadecles” poem was Simon Karsten's
two—valume work Phifosophorum Cragcorum Feterum [provsertim gui onte
Flotonem FlorwernndOperum Religuioe published in 1333, though the ulti-
mate source, which he afso muest have copsulted, j5 Diogenes Lasttiug' Lives
of Emnpedocles and Parmenides. Indesd, ail that is known of Empedocles iz
dus to Laertivg® acepunt. For the background to the poem see C. B. Tinker and
H. F. Lowry, gp. cit, pp. 286303 and Ksnneth Allott, “A Background for
Empedocles on Etna”, in I Delaura, op cit, pp. 33-70, especially for Ar-
nobd’s use of Karsten's edition.
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constant change in which two cosmic forces, Love and Strife,
engage in an eternal battle for supremacy. Empedocles was also
a believer in the transmigration of souls and claimed fo be a
daimon, a divine or potentially divine being. Amold’s represen-
tation of Empedocles as a lonsly, sad, exiled figure, completely
out of touch with his times, seems to have derived from a mis-
reading of a passage in Empedocles’ poem which refers netto a
petsonal exile, but to every individual's state of incarnation. In
being made incarnate, every person is, for Empedocles, exiled
from the gods: “Thus, I too am [...] an exile from the gods and a
wanderer, trusting in mad strife™. Empedocles’ idea of exile is
therefore inextricably connected with the concept of original sin.
As a result of its fallen state, the human being necessarily in-
habits a world of woe which, for Empedocles, is the only world
at its disposal if it wants to aeek redemption or enlightenment.
Amold draws on some of Empedocles’ central pronouncements
and the extent of his attraction—identification with the philoso-
pher can be gauged from his preparatory notes for the poetn:

He hag not the religious conscdation of other men, facile because
adapted b their weaknesses, or because shared by all around [...]

e sees things ag they are — the world as it iz = CGod ag he is: in their
stern simplicity [..]

But hiz friends are dead: the world is all against Him, & ineredulous
of the truth: his mind 35 over-Tasked by the effort 1o hold fast, 20
preat & severe a truth in selitude™,

However, it 15 patently obvious that Arnold used the original
poem as a frame around which 1o explore his own intellectual
and philosophical precccupations. As with his fascination over
the Bhagovad Gita during the writing of Resignation, his engag-
ing imtersst in Empedocles (a source of bemusement to his
friend Cloughy, together with his absorption of a variety of phi-

*! Empedacles, The Poem of Empedocies, A Text and Transiction Intro-
duction by Bead Inwood, Totonto, University of Toronfo Press, 2001, p. 217,
Subsequent quotations vefer to this edition and ate followed by the abbrevia-
tion EMF and page references,

# C_B. Tinker and H. F. Lowery, ap. cit, p. 251.

——— -
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" losophical systems, nurtured the moral fibre of a very personal

poetic vision.

From a structural point of view alone, the 468—line poem is
a product of acutely conscions patterning. The tripartite division
of its two acts, with two scenes in act one and a single scene in
act two, 15 underpinnsd by its three-fold topological, actantial,
and thematic development with comesponding tempaoral, spatial
and natural dimensions which demarcate Empedocles’ inexora-
ble ascent towards the crater of Eina as outlined below:

Forest Mﬂrniﬁg Coolness (Rest)
1 1 1 1
Glen Noon Heai {Climb)
1 1 I 1
S b jt Evening Fire Fall)

The increasing intensity of the natural references which parallels
Empedocles” mounting pathos until his leap inte the flames
{Fall}, is undermined by the poem’s circular structure which ac-.
tually concludes with Callicles’ description of the cold distant
stars (the fact that he is also the first and last speaker reinforces
the circularity of the poem). This triadic structure is extended 1o
the three characters, Callicles, Pausanius and Empedocles him-
self, who respectfully embody three different generations and
professions. The actantial levels are schematised below:

YOUTH Callicles (Foetry)
MATURITY PFausanias (Medicine)
AGE Emepdocles (Philosophy)

The chronolagical order of each character’s appearance coin-
cides with that of their exit (thus, Callicles is sent away by
Pausanias™ who, in turn, is dismissed by Empedocles whe, in
turn, disappears by casting himself into the volcapo) to suggest
not only the relinquishing from one generation to another, but
also a trajectory which symbaolically demarcates Empedocles’

¥ The fact that Paugianus is believed to have been Empedocles’ boy—
lover may add an unintentional humour te his dismissal of Callicles!
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undertaking and successive denial of these branches of knowl-
edge in the three stages of his own life. The poem derives much
of its pathos and tension from the fact that Empedacles’ interre-
lations with the Ariel-like character Callicles (an invention of
Arnold’s and a figure of central Importance to the dramatic de-
velopment of the poem) and his faithful friend Pausanias, are
nothing less than a series of dramatic confrontations with the
two former selves he has been forced to outgrow and reject be-
fore taking on his final role as philosopher. But philosophy,
rather than providing him with the resolutions for his existential
problems, only makes him more acutely conscious of them.
From one angle, therefore, Empedocles’ suicide represents the
absolute rejection of all three possibilities of cultural salvation
from spiritual and moral aridity.

The poem's incipit in medias res summarises the plot ele-
ment 50 far (from this Fowr to all wight) in which Callicles, after
following Empedocles and Pansanias, has overtaken them and is
waiting in a pass in the forest:

The mules, [ think, will not be here this hout;
Thay feel the coal wet turf under their Teet

By the stream—side, after the dusty lapes

Trn which they have toiled all gight from Catana,
And scarceby will they budge a yard. 0 Pan,
How gracious is the mountain at this hour!

& thousand times have 1 bezn here alone,

Chr with the revellers from the mountain towns,
But never on so fmiramorn [.] {7 pp. 1567}

Callicles immediately strikes an objective note in this opening
speech by shifting what could have been a description of his
own fatigue after his all-night pursuit of Empedocles and
Pausanias onto a consideration of the temporary respite given to
the mules. The irony of his observation that Etna, which s to be
the place of Empedocles’ suicide, has never appeared to him o
‘gracious’, is countermined by the sense that this peak moment
of felicity may placate the poet—philosopher’s despair:
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{ne sees one's footprints crushed in the wet grass,

One’s breath curls in the air, and on these pines

That climb from the stream'a edge, the long grey tofts,

Which the goat’s love, are jewelled thick with dew.
[...] Apollot

What mortal cguld be sick or weary here? (F, p. 157).

In spite of his Wordsworthian faith in the restorative powers of
natare, Callicles’ lyrically evocative description already con-
tains aoticipatory signs of the destruction (“foot prints crushed
in the wet grass™*) and transience (“one’s breath curls in the air
[...] jewell’d thick with dew™) that already mark Empedocles’
plight. Callicles himself has a complex actantial function in the
drama which cannot be reduced to that of an innocent pre-
lapsarian pastoralist”. His own understanding of the nature of
- Empedocles’ sickness, for one thing, reveals a subtle psycho-
logical awareness™ that contrasts with Pausanias’ more facile

gxplanations:

[Pausgrias)
[...] but now, sinee all
Clouds and grows daily werse in Sicily,
&ince broils tear us in twain, sinee this new swarm
Of sophists has got empire in our schools
Where he was paramaunt, since he iz banished
And lives a lonsly man in tripls glosm —
He grasps the very reins of lite and deach.

{Catlicles)
*Tis not the times, 'tis nat the sophizts vex him;
There is sotme oot of suffering in himself,
Some secret and unfpllowed vein of woe,
Which makes the time look black and sad to him (P, pp. 1632-3).

* This line afso echoes ling 103 of Resignation.

= Comparisons betwesn Callicles and the youth in The Swraved Revelfer
are inevitable, Tn their celebration of a Pagan warld of mythology in their
songs they both provide a remctionary element to Arpold's sense of the an-
poetical spirit of his age.

% As Anderson, ap. cit., p. 37 notes: “This evidently is ne unretlecting
child of nature, a5 some have tried to make gut, but a psychelogist and ration-
alist™ '
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From a metrical point of view”’, the traditional jambic pentame-
ter form of the 167 lines that make up the dialogue between Cal-
licles and Pausanias in the first scene of act one (Pansaniag him-
self never speaks anything but iambic pentameters), is an appro-
priate vehicle for their matter—of—fact conversation about Empe-
docles. Here, Pausanias’ sees the Sophists® philosophy of sub-
Jectivism, relativisin and cynicism as the inevitable by—product
of changing times where “all/Clouds and grows worse [...]".
Callicles’, on the other hand, dismisses any attempt to lay the
blame for Empedocles’ distress on an external cange, The line
“Some secrst and unfollowed vein of woe", is, on hindsight,
psychologically much closer to the bone than the immediate
causes of Pansanias’ explanation. Its very phonetic resonance is
as suggestive as its Jexical choices: the alliteration of the sibilant
3] sematttically links “secret”, “suffering”™ and “sad™ with the
indefinite pronoun “some” and the assonance lau| connects
Empedocles” isolation, implicit in “unfollowed”, with his per-
sonal grief ("woe”). “Vein” invokes a three—fold allusion; the
image of the veins of the buman bedy branching cut like a series

of streams; a pun on vein, {1.e. streak), and through its phonetic

echo with vain, the vanity, or senselessness, of Empedocles’
suffering.

Callicles’ simultaneous denunciation of Empedoctes’ indul-
gent self-pity and his mutual-identification with and admiration
of the poet—philosopher, prove him to be a much more complex
character than seems initially the case:

He knew ms well, and would oft notice me;
And still, 1 kaow not haw, he draws me to him,
And T coutd watch him with his proud sad face,

7 A5 shall be seen, no single poem by Amold exploits complex metrical
patterning quite to the saple extent as Ewpedocier on L. It i3 0o exapgers-
tion to say that his presedic achievements are, far from being a merc display of
technical virtuosity, challenging and exciting, functional in bighlightiog the
changing moads of the main character and intrinsic o the orchestration of the
conflicting elements within the poern.

————
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of this miracle” {#, p. [62). Although Empedocles’ invective
does concemn what “profits” him, as shall be seen, this has noth-
ing at all to do with the secrets of his so—called miracles.

It is ironic that the very first lines spcken by Empedocles are
not an expression of his dejection, but an excited recognition of
Callicles’ music. It is significant also that Callicles’ song inter-
rupts the regular jambic pentameter used so far, with its alterpa-
tion of iambic tetrameter and lambic pentameter lines:

! ! i £
The track winds down to the clear stream,
i i ! /
To crass the sparkling shallows, there
i i i !
The caitle lgve to gather, on theic way
! i i i !
T the high mountain-pastuces, and o stay,
! F ! i
Till the rough cow-herds drive them past {...] {7, p. 165}

In his joyful recegnition of Callicles® playing, Empedocles’
words almost leap from the page with the interjectory force of a
hopeful invecation:

Hark? What sound waz that
Pose from belaw? If it were poszible,
And we were not so far from human hauat,
T should have said that some one touched a harp.
Hark! There againl {7, p. 164

It is a recurrent factor in the poem that whenever Empedocles
etnerges from his gloomy thoughts to momentary flashes of de-
light, such moments are the direct effect of Callicles’ harp—
playing. Though temporarily, his music continues to exert an in-
fluence over him. Pausanias, on the other hand, appeals to the
cognitive side of Empedocles, and his insistence on learning the
secret-of the latter’s most famous miracle, provekes a derisive
comment:
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Spella? Mistrust them!
Mind is the spell which governs earth and heaven.
Ivlan has a mind with which to plan his safety;
Koow that and help thyzell (P, p. 1633

Empedocles’ declared faith [n the guiding powers of the human
mind is ironic in view of the fact that he himself is subssquently
unable to follow his own advice. Not only, but his sudden re-
cognetion of Callicles” music canses him to intercupt Pausanias’
quoting of his actual doctrine which holds the very opposite
view:

Frousaniar
Bt thine gwn wiords?
“The wit and counse] of men was nevet clear,
Troubles confound the Little wit he has.*
Mind is a light which the Creds mock us wich,
To lead those false who trust it

The karp sounds deaia
P 1%

Ewmpedocias

Hist! onge mors!
Listen, Pavsianas! Ay, “tis Callicles!
1 Knew those notes ameng a thousand. Hack? (F, p. 163)

Pausanias’ later remark: “But Apollo!/How his brow lightened
ag the music rpsel”, reveals the extent to which the emoticnal
power of music is stil! capable of arousing Empedocles’ morale,
¢ven in his most spiritually deadened moments. But such brief
bursts of optimism are a mete flash in the pan, for the spatial
distance from which an invisible Callicles plays kis music from
the second scene onwards, like an outcast spirit from the past,
only reinforces the impossibility of Empedocles’ salvation. In
his “fierce, man—hating mood®, {P, p. 160} the philosopher has
irremediably withdrawn into the refuge of his own isolated self
not only from a society governed by sophists, but from the
world at large.

With its three hundred and fifty lines, Empedocles’ sevet-
ty—stanza invective dominates the second scene of act 1. Its met-
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rical deviation, which consists of heavily stressed iambic trime-
ters {or hexameters broken into quatrains) also immediately
counteracts the light tripping movement of the initial metrical
deviation of Callicles’ first song. In terms of content, this central
section may be seen as a free reinterpretation of the existing
fragments of Empedecles’ original worle, which is similarly ad-
dressed to Pausanias for the benefit of his instruction: “And
Pausanias, Son of wise Anchites, you listen”, (EMF, p. 217) and
inn which Empedocles actually promises to reveal the *magic’ of
his ‘wizardry’: “All the potions which there are as a defence
against evils and old age/You shall learn, since for youn alone
will I accomplish all these things” (EMP, p. 21%). But Amold
subverts the confident tone of Empedocles’ philosophical dis-
course in the original poem inte a deliberately inchoate expres-
sion of self-loathing and confusion. That Empedocles only
‘speaks’ his discourse in response to Callicles’ song whilst ac-
companying himself on his harp in a sad self—parody, is suffi-
cient confirmation that all joy and spontaneity are irretrievably
lost to him. His invective (as indeed all his discourses™), is an
ironic contrast to Callicles’ melodious song about Chiron who
instructs Achilles with the same lore that was handed down to
him from his father Peleus. Callicles’ songs, as will be aeen,
have an undeniably dramatic effect in the poem, in their being
continually set against Empedacles’ tormented monologues:

Insuch a glen, oo such a day,

Oy Pelian, on the prassy ground,
Chiren, the aged Centaur lay,

The young Achilles standing by,

The Centaur taught him to explore

The moustains; whene the glens are dry
And the tired Cantaurs eome 10 test,
And where the soaking springs abound
And the straight ashes grow for spears,
And where the hill-goats come to feed,

@ There is a vertain pathos in the fact that Empedocles' spesches ars in-
variably responses te Callicles' songs. In effect his pressmt {philosophical} self
is dependent on his former {poetic) self to goad him into speaking.
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And the zea—eagles build their nest [...] (P, pp- 16667

This is a landscape of enerzy and vitality (lively rendered by a
regular tripping metre, verbal repetition, alliteration and ana-
phora) in which all creatures have their part. Its mountains,
which offer welcoming solace for the weary Centaurs, are an
ironie contrast to the desolate ashen mountain landscape that is
the scene of Empedocles suvicide, If, as Zietlow points out, Cal-
licles” tone is one of disinterested objectivity, wholly concerned
with the external manifestations of a meoval or right order deriv-
ing from myth®, Empedocles’ attempts to provide a maral
framewatk for his world—view are construed from conclusions
drawn from philosophical speculation which enly lead him back
full circle to the egotistical self!. His invective is, in effect, the
first real sign of his breakdown. For the reguiarity of its metrical
structure and rhyme scheme, which suggests the inflexibility of
frozen degma, conceals & discourse characterised by a setfes of
lethargic utterances counter—marked by continually shifting atti-
mdes from lamettation to explication and recommendation in
which each stanza conclodes in 2 release of tension embodied by
an alexandrine™. The first ten lines are a sardonic evoeation of
man's Gienesis™:

M B Zietlow, gp. cit., p. 243.

' Ampld clearly and deliberately exposes the poetical limitations of
Empedacles’ ode. As T G. Riede, op. cit, p. 81, points cut, Empedocles be-
comes “just another questionable vojce™ in a poem ultimately coneernsd with
“the “dialegue of the mind wich itself'™,

 Thiz fixity is further underlined bre the strict chyme scheme (signifi-
cantly Empedecles’ enly rhyming spesch) whose alternating abab pattern is
reinforced by the rhymes carried over into each successive alexandrine {thus
:ay."enjxpa’oy etel.

* To appreciate the difference between Ameld’s Empedoctes and the
original poet, one may consider the opening lings of one of the fragments
which direetly concerns his healing of the dead woman: “As soon as I arrive in
floarishing cities T am revered by all, men and women. And they follow at
once, in their ten thouzands, asking where iz the path to gain, some in need of
divinations, others in all sorts of diseases, sought to bear a healing oracle [..]"
EMP, p. 211
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The cut—spread world t span

A cord the Gods first slung,

And then the soul of man

Thete like a mirror hung,

And bade the winds through space impel the gusty toy.

Hither and thither spins

The wind-borne, mirroring soul,

A thousand glimpses wins,

And never sees a whele;

Laooks onee, ani drives elsewhers, znd leaves its last employ.
{7, pp. 167-T8).

It is generally acknowledged that Arncld derived the opening
image, as well as the geweral tone of Empedocles” investive,
from Senancour’s Gbermann™. For nowhere in the original
fragments does one find anything like the bitterness and disillu-
sicnment expressed by his character. The opening stanza, which
indicates the soul’s helplessness and lack of direction, is marked
by lexical items that underline its insignificance. Lines 34 of
stanza twa also seem to sum up Arnold's own predicament at
this stage of his inteliectual life. For was he not also seeking his
own enlightenment in an “iron time/Of doubts, disputes, distrac-
tions, fears™ " through the feverous study of different systems of
thought? And did not the existence of these different systems
merely serve to fire hiz anxisty over the possibility of discover-
ing wholeness, just as Empedocles wonders whether or not:
“The Gods “laugh in their sleeve/To watch man doubt and fear™
(P, p. 168) in their mockery of all intellectual endeavour?

It is immediately symptomatic of the essentially inconclu-
sive hature of his whols invective that Empedocles’ initial tirade
becomes an opeti—ended statement as 300n a5 it is uttersd: s
this, Pausanias, 50? [...] I will not judge™ His advice to

* Sey P, p. 167, Like Empedactes, Obermann suffers a similar conflict
between acceptance and refection of society {note to lines 80-1).
5 Ademorial Verres, P, p, 241,
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Pausanias to follow paths that do not degrade the mind seems a
partial attempt to counter his cynicism:

Be not, then, fear’s blind slave!

Thou act my frisnd; to thes,

All knowledge that T have,

Adl =kl T wield, ars frae.

Ask ot the |atest nesws of the last miracle [--] (F, p- 163).

The final line of stanza V1 is a thin disguise of Arncld’s own in-
dictment of the unquestioning acceptance of new trends which
he castigates in the Preface in his reassertion of the [mportance
of the “sternal objects of Postry”, that is, the great human ac-
ticns which provide moral sustenance: “Ask what most helps
when known, thou son of Anchitus!” (P, p. 196). With a dowy~
to—earth realism that recalls the poetic voice in Resignation,
Empedocles offers Pausanias humbling advice, marked by char-
actetistically Aenoldian Iitotes: “He treats doubt the best who
tries to see feast #f [...] May'st see without dismay” (P, pp.
1639, italics mine). In his recognition of Pausanias as a fellow
sufferer, Empedocles sffectively uses him as a sounding board
for the exposition of his ideas. As a result, the selfreflexive
slant to his discourse becomes increasingly ruthless, and con-
sequently disjeinted, as his rhetoric awells:

What? bate, and awre, and shame

Fill thee tor see our time,

Theu feslest thy soul’s frams

Shaken and gut of chime?

What? life and chance go hard with thee too, as with us [...]
[F, p- 169

Empedocles’ awareness of people’s envy of Pausanias (“Thy
citizens, “tis said,/Envy thee [...]", P, p. 169), is equally self—
applicable. But his confusion in pinpointing external blame on
his (their} mental distress is compounded by his attributing it not
solely to them, but above all to the gods: “Scarce can one think
in calm so threatening are the gods”, (P, p. 16Y) as well as the
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Sophists themselves: “forsake/A world these sophists throng”
(P, p. 170). His confusion finds temporary vent in apocalyptic
images: “Heaven is with earth at strife [...] The dead retum to
life,/Rivers are drigd, winds stayed [...]" (¥, p. 169} Suffice it
to say that the term “strife” in describing the condition of in-
tellectual and moral helplessness into which Empedocles has
plunged is a key word in Empedocles’ philosophy™..Congestion
of intellectual knowledsge irenically leads to the assertion of in-
dividual self—dependency; “[...] the wiser wight/In his own
bosom delves [...] Sink in thyself! there ask what ails thee, at
that shrine!” (P, pp. 169-70). It is no accident that the lexemes
“sink™ and “shrine”, which frame the last line, respectively all-
ude to the states of perdition and salvation that constibte the di-
lemimas posed by Empedocles’ self-isolation. Yet even this re-
alisation leads to a lengthy invective (practically the remainder
of his speech) against humano vanity and pretentiousness:

What makes thee strugzle and rave?

Why are men i1l at ease?

*Tis that the lot they have

Failz their own will ta plense;

For man would make no mumuring, were bis will obeyed
{P,p 171}

As Arnold concludes in his sonnet Youth's Agitations: “One
thing only has been lent to youth and age in common — discon-
tent” (P, p. 152). Empedocles allows his own discontent to im-
pede him from formulating a coherent philosophical expasitianh,
for, from this point onwards, his diatyribe becomes a self-
enclosed discourse which alternates level—headed counsel with
heated condemnation of man’s folly. Thus, his explanation for
man’s discontent by the fact “that he makes this ‘will’/The
measure of his ‘rights’ [...]" whereas “man has no right to bliss"

* Empedncles” world—view is that of the cosmic cyvcle of eternal change
in which the two forces of love and strife constanthy battle for suptemiacy,
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[...T7 {P, p. 171}, is botn unwittingly into the world and forced
to submit to influences beyand his wilful control: “To tunes we
did not call our being must keep chime” (F, p. 173). As a result,
the recurrent Arnoldian image of the sea, appears here in an
ominous association with the detrimental effects of such unso-
licited experience which “soaks all-effacing in™ (P, p. 1747"
Not only, but man stubbornly refuses to accept the fact that *in-
ward peace”, the end of sorrow and “all pleasant ends™ (F, p.
175) can only be achieved through the labour of effort. As in
Arnold’s response to the materialistic Victorian work ethic in o
a Gipsy Child by the Sea—Shore, Empedocles advocates a simi-
lar act of labour that lgads to spiritnal self—enlightenment, but
whose possibility he sees overwhelmed by the moral negligence
and laziness of humankind: “But we an easier way to cheat our
pains have found” (P, p. 176). Against everyman’s innate ten-
dency for self—deception, Empedocles posits the virues of the
wise man whase plan is: “To work as best he can,/And win
what's wen by strife” (P, p. 176) (the Empedeclean word again).
Therefore, only through actions characterised by a humble ac-
ceptance of his limitations and mortality, can man overcome his
frustrations and dissatisfactions and readily accept his lot.

But Empedocles dampens the air of finality in this moral
lesson by reverting to an admonishment that even when the in-
dividual forsakes sin, other presences intervene to thwart its
happiness:

Like us, the lightning—fires

Love o have scope apd play;

The stream, like us, desires

Aq unimpeded way;

Like us, the Libyan wind delights ¢o ream ax lacge [P, p. 173).

¥ Thege Jines may also be compared to the following in Resigretion:
“Fet thay, bslieve me, whe awajt™Mo gifts from chance, have congquersd Fate
-1, F.p. 99

fe The to—and—fro shift of Empedocles’ thoughts themselves are like the
waves of the sea, constantly pushing forward and drawing back, never finding
rest,
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Since nothing in the natural world operatss deliberately against
his will, man has no right to rage. Nature i3, to quote Trlling,
“Spinozistically neutral™; “Nature, with equal mind /Sees all
her sons at play;/Sees man control the wind,/The wind sweep
man away” [...] {(#, p. 176). But even if harm does not come
man’s way via nature, there are always the ill deeds of others to
“make often owr life dark™ (P, p. 176, Arnold’s italics). Empe-
docles’ oscillating anxieties continue with his denouncement of
man’s ultimate madness:

Se, lath to suffer mute,
We, peopling the void air,
Make Geds to whom to impute
The ills wre ought to bear,
With Grd and Fate to rail at, suffering easily {7, p. 177}

If gods are invented by man, then Empedocles is the first to be
guilty of this indictment, for he himself has already blamed the
gads for his own troubled state. In spite of this there follows
what |5 probably one of Arold’s strongest denunciations of re-
ligion; '

Fools! That in man's brief term
He cannet all things vigvw,
Affords ne ground ta afficm
That thers ape Gods who de;
Mor does being weary prove that he has where to rest

Again, Qur youthful blogd

Claims raptuts as its right;

The world, a rolling fiood

o newness and delight, :
Diraws in the enamaured gazet to jts shining breast;

L]

Fogls! That so often hete

Happiness mocked our prayer,

I think, might make us fear

A like gvent elsewhere;

¥ L. Trilling, ap. cit, p. 36.
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W gerutinise the dares
Of lobg—past human things,
The bounds of effaced states,
The lines of deceased kings;
We search cut dead men’s werds, and watks of dead en's haods,

L]

But still, as we proceed
The tmass swells more and mors
Of volumes et to read,
Of secrets o explaote.
{lur hair grows grey, our cyes ae dimmed, oot heat s tarred
(P, pp. 17849,

For Empedocles, the fact that the infinite possibilities provided
by knowledge transcend the scope of the individual: “Man’s
measures cannot mete the immeasurable Al [...] (F, p. 179"
is self-evident. What is not so is that the individual has a right
to happiness: “Fools! That so often here/Happiness mocked our
prayer [...]" (P, p. 181). The conflict between the will and the

selfcontradictions which beleaguer the final remarks of Em- -

pedocles’ long invective are the ultimate confirmation of the
philosopher’s Jack of existential convictions. First, he harshly
condemmns the vanity of man’s dreams and advocates a moderate
acceptance of what life offers: “Make us not fly to dreams, but
moderate desire” (P, p. 181). Significantly, the language of phi-
losophy makes way for a language of prayer, as the pleading
tone in the line suggests. But no sooner 13 this wish nftered than
there follows his immediate self—contradiction in the following
stanza with the hopeful thought that life may lead to more than
merely moderate bliss “for those who know/Themselves, who
wisely take/Their way throngh life, and bow/To what they can-
not break” (P, p. 181). After firing a series of rhetorical ques-

* See P, p. 179 {note to line 341), The phrase ke immeasurable Al may
derive from Carlyle’s Sortor Resarras: “Such a minnow 1s an; bis Creek, this
Planct Earth; hiz ocean the immeasurable all [L..J7 But Carlyle’s reference to
the ocean also intends to underiine the smallness not only of man, but of his
own immediate world,
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ticns around man’s inability to content himself with the simple
pleasures of the universe, Empedocles reaches a final forced
moral lesson, conveyed through Arnold's characteristic sse of
litotes; “Becauss thou must not dream, thou need’st not then de-
spair!” {7, p. 182}, whoss ominous and dubious conselation,
emphasised by the halfrhyme between “are” and “despait”, is
not se dlstzmt from the existentially bleak conclusion of Resig-
nation™

The long grim pause that punctuates Empedocles” invective
is interrupted by the melodic notes of Callicles” harp. Whilst
Empedocles warns Pausanias of the dangers of dreaming, Calli-
cles’ evokes an alternative dream—world in his mythical story of
Cadmus and Hartnenia as an ironic counter—response to Em-

pedecles’ isolated condition: '

Far, far from here,

The Adriatic breaks in a warm bay

Among the gresn Llyrian hills; and chere

The sunshine in the happy glens is fair,

And by the sea, and in the brakes.

The grasz is cogl, the sea—side air

Buoyant and fresh, the mountain flowers

More virginai and sweet than ours.

And there, they say, two bright and aged snakes,
Who ones were Cadmugz and Harmonia,

Bask in the glens or on the warm ssa—shore,

In breathless quiet, afeer all their ills [..] (P, p. 183).

Callicles’ song is about two peopie who share the experience of
exile | In the warmth and serenity of a lyvically beautiful land-
scape” after having been transformed into two snakes. The
phonic echo of the diphthongs 163l in “here” in the opening line

*' As James Longenbach notes “Empedocles’ sang is carefully con-
structed to dafeat its own presuppositions™, “Matthew Arnald and the Modern
Apocalypse”, P.A L4, 104 1985, p. §51.

* The fact that Atnold later extracted all five of Callicle’s songs, publish-
ing them under geparate titles, testifies to his sense of a need to retum to the
qualities of Classical Gresk poetry in a polemical reaction to the romantically
ariented poetry of the time.
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of Callicles’ song and les| in “despair” in the final line of
Empedocies’ invective suggests a connection between the two
words that cannot be accidental, whilst Callicles® repeated lex-
eme “far”, entices the listener away from the self—torment and
misery of Empedocles’ discourse. A binary opposition is estab-
lished in the chiasmus of the following lexical interconnections
of the two discourses:

despair — here (human wocld)
Cthere  — fair (mythical world)

If the “sustaining and amelicrating wholeness ** conveyed in his
songs is seen in terms of a plausible alternative to Empedocles’
vision of despair, the apparently ineffective role played by Cal-
licles would be very much undermined. His songs are expres-
sions of obiective creation, untainted by self~precccupation.
The self is merely the channel through which a stable universal
order is celebrated. But Callicles’ lyrical evocations beleng to
the real of dream, which, for Empedocles, is connotative of a
feigned bliss: “Of doubtful future date™, in which we: “Lose all
our present state’” (F, p. 182). For Empedocles, appreciation of
the natural world necessarily belongs to the dimension of imme-
diate experience: “Is it so small a thing/To have enjoyed the
sun,/To have lived light in the spring [...]7" (7, p. 181}. The fact
of the matter is that Callicles’ songs are effectual to the extent
that they point to the self—cootradictions and hopelessness of
Emepdocles’ discourses. But, at the same time, they cannot help
betraying themselves az cold pastorals. Operating, as they de,
within a dramatic framework, Empedocles’ speeches and Calli-
cles’ songs are counter expressions of ‘non—création” the one a
spitalling, seli~tormented discourse leading to self—destruction,
the ather a verbal celebration of a static world vaid of human
sentiment. For in a sophistic world of deadened rationalism

U Zietlow, op. cit, p. 242,
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there is no breeding ground for original or inspirational poetry™
Whilst Callicles’ songs Jdepend upon convention and tradition
tor their expression, Empedocles’ discourses are the product of
an individual (romantic) soul that can only give vent to its suf-
fering. Between the two modes there can be pe communication
{Callicles is oblivious of Empedocles' reactions because he is in
no position to witness them, and Empedocles always interprets
Callicles’ songs erroneously). An inconsclable Empedocles can
by now only affectionately but regretfully dismiss Callicles’
sortg: “He ever loved the Theban story well!/But the day wears
[..T" (P, p. 184}, -

The iconic significance of the adjective “Alone™, which ex-
clusively occupies the opening line of act II (rather like the ini-
tial dramatic note of a musical symphony), is reinforced by its
* emphatic indentation™. Empedacles’ lonely climb to the summit
of Mount Etna is a temporal—spatial regression into the recesses
af his own aridity and sterility. The waste land he walks upon is
the waste land of his own soul:

: Alone —
T this charred, blackened, melanchaly waste,
Crowned by the awfis] peak, Etna's great moutf,
Round which the sullen vapour rolls — alone! (P, p. 155)

Empedocles speeches in act I are marked by an increasing met-
rical variation which effectively reflects his psychologtcal tur-
moil. Whilst his diatribe in act [ encompasses a last ditch at-
tempt to communicate with his fellow men, his monologues in
act IT oscillate between jambic pentameters (suggesting a return

* Mattew Arnold, “The Function of Criticism® in Collected Prose
Warks, cit., vol. T, p. 261: ™ [...] the grand work of literary gehius is 2 work
of synthesis and sxpositien, not of analysis and discovery; jts gift liss in the
faculty of being happily inspirsd by a certain intellectual atmasphere [...] Bt
it must have the atmosphere, it must find itself amidst the order of ideas, in
urder to work freely; and these it is not easy to commeand™,

** The indentation is not an indication of metrical continuity because the
line preceding it {the final line of act 1I) is 4 perfect iambic pentameter deliv-
erad by Pavsahias: “Just since, down at the stream, Hol Callicles?”
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to his old self) and a variety of irregular patters in distressful
emulation of his disorientation and suicidal madness. The above
lines mournfully resonate with a preponderance of nasals (Jm}
Inl and |0} through which key negative lexemes connotative of
Empedocles’ solitude and existential-philosophical pessimism
are terlinked: “blackened [...] melancholy [...] Crowned” (a
cataphoric allusion to Empedocles’ final ironic “victory™) [...]
“Ftna’s [...] mouth [...] sullen [...] alene”. The eircular struc-
ture (“Alone — alone™) already designates the enclosure of
Empedocles’ self—teferential discourse which can have no outlet
save in his own self-annihilation. For all this, Empedocles pre-
sents his decision to commit suicide™ as an act enforced by a
hostile world rather than induced by a tormented self—
CONSCIOUSNESS.

Mo, thou art come oo late, Empedocles!

And the world hath the day, and must break thee®’,

Mot thou the waorkd. With men theo canst not live,

Their thougtts, theit ways, their wishes, are not thins [...]
(P, p. 136).

Empedocies’ antagonistic reactions against the world are made
less effective by his sense of the selfsufficient nature of his
own joys. That he is only able to vaguely identify the cause of
his sotrow as a ‘something’ recalls Callicles earlier diagnasis:
There is some toot of suffering in himself,/Some secret and un-
followed vein of woe [...J (P, p. 163, italics mine):

And being lenely thou art miserable,

For something has impaired thy spirit's strength,
And dried up its self—sufticing fount of joy.
Thou canst pot Live with men por with thyself —
1 sage! O =age! Take then the ane way left;

* It is interesting to note that the actual term *sufcide’ never actually ap-
peats in the post, Meither is itused by Ameld in any of his poetical works.

7 The reduction to four stresses in the second line {*world [...] day [...J”
and must break™) significantly alludes, on a metrical dsvel, 10 Empedocles
break with the world.
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And turn thee to the elements, thy friends,

Thy well-tried friends, thy willing minizters,

And say: Ye helpers, hear Empedocles,

Wheo asks this final service at your hands?

Before the sophist—brond hath overlaid

The last spark of man's conscieusoess with words —

Ere quite the being of man, sre quite the world

Be disarrayed of their divinicy —

Before the soul loge all her solemn joys,

And awe be dead, and hope {mposstble,

And the zoul’s deep eternal night come on—

Reveive me, hide me, quench me, take me hame!
P pp 187-88)

To whatever extent Empedocles’ words may reflect Arnold’s
darkest feelings at the time of the peem’s compeosition {particu-
larly in his letters to Clough®™), the melodramatic tone of the
philosopher's discourse seems implicitly ironic: “0 sage! O
sage! [...] And say [...]". Furthermore, the fact that Empedocles
feels the threat of the annihilating potential of the sophists only
confirms his inability to wuphold his own philosophical vision.
His “self—sufficing fount of joy™ has dried up for that very rea
son. :
As John Woeolford peints out, the first act of the poem is
ethical-pedagogical, with Empedocles instructing Pausanias on
the correct way to live his life, whilst the second, in which he
reflects on the nature of his own self and his relations with the
world is ontological-eschatological”  Yet, the appareatly mano-
[ogical tone of act II is challenged by the contrasting voice of

* Bee, for example, Anold’s letter to Clough dated 23 September, 1549,
"My dearest Clough these are damned times — gverything is against ong ~ the
height to which knowledge has come, the spread of Juxury, our physical ener-
vation, the absence of great ratures, the unavoidable contast with milliope of
small ones, newspapers, cities [...] our own selveg, and the sickening con-
selousness of our difficulties ... T° C. ¥. Lang, ap. cif, vol. I p. 156.

* John Woolford, “Armold oo Empedocles™, Beview af Enplish. Shedies,
5ih, 1999, p. 35,
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Callicles™ that, from a distance, continues to proleng the dra-
matic interplay between the two diametrically epposing visions
of destruction (Etna) and creation (song). In a mest striking
stage direction, Callicles’ melodicus song is eerily juxtaposed”
with the description of Empedocles advancing towards the
smioke and fire of the roaring voleano: “He [Empedocies] ad-
vances to the edge of the crater. Smoke and fire break forth with
a loud noise, and Callicles is heard below singing”. Alteady,
Empedocles’ gesture is indicative of defeat and an anticipation
of his suicide.

Though much debate has circled around the significance of
Callicles’ final three songs™, they should, as in the case of his
previous songs, be viewed in terms of their dramatic function in
relation to Empedocles’ existential dilemmas. Thouogh the latter
denies the myths of Callicles’ songs theit true meating by fail-
ing to see them as the objective expressions of a common hu-
manity, their potential is not destroyed precisely because his in-
terpretation of them depends on self-association: “He fables, yet
speaks truth! [...] Great qualittes are trodden down,/And little-
ness united/Ts become invineible” (P, p.191). Empedoclss’ ans-
tocratic vision of the individual against the ignorant and super-
stitious masses: “[...] a people of children/Who thronged me in
their cities [...]7 (7, p. 192} recalls the fact that, in competing
against the gods with his magic, he has become a figure of wor-
ship himself. In his rejection of human community, therefore, he
necessarily rejects the myths that perpetrate the idea of pre—
ordered existence. Furthermore, the fact that both of Callicles’,

3 & Diwight Culler, op. cft, p. 176 notes how Callicles besames a kind
of chorus o disembedied voice at the end of the poem to the point of being
ipdistinguishable from that of the author,

U Warcen D. Anderson similarly notes something “[...] almost frighten-
ing", in Callicles’ serenity, op. cit, p. 37.

" gee, for example, P. Zietlow, op. cir., in partcular pp. 246251, See
also Buth ApRaberts, “The Theme of Wocation in Matthew Amold”, Ficterian
Foetry, 16, 1978, pp. 535 for a discussion on the dlalnglc relatignship be-
tween Empedocles” speeches and Callicles’ songs,
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songs ate concerned with the punishment of individual assertion
(the rebel Typho vanquished by Zeus and Marsyas slain bry
Apollo for daring to compete with his music™) is an ironic pre-
diction of Empedocles’ own tragic destiny. [n the following de-
seription images are juxtaposed in a way analogous to the ex-
traoedinary stage direction of the opening:

But an awfiil pleasure bland
Spreading o’er the Thundeter's face
When the sound clittths near his seat,
The Glympian eeuncil gees;
As he lets his lax vight hand,
Which the lightnings doth embrace,
Sink upon his mighty knees,
And the sagle, at the beck
Of the appeasing, gracigus hatmony,
Dirgops all his sheeny, brown, deep—feathered neck,
Mestling nearer to Jove's feet;
While o'ar his Sovrap eve
The ¢urtains of the blue films slowly meet.
And the whits Olympus—peaks
Rosily brighten, and the soothed Gods smile
At one another from their golden chairs,
And na oos round the charméd circle speaks (2, pp. 190913,

The frightening discrepancy between Empedocles’ despair and
Callicles” serenity is underscored in the contrast posited here be-
tween the calm, static world of the gods qualified by the lethar-
gic lexemes “bland”, “lax", “sink”, “gracious”, “slowly” and
“soothed”, together with a continual deceleration of the metrical
pace™, and their potential violence as counter qualified by the

** Apolla, though not the actuel inventor of the lyre (Mercury is said oo
bave invented the instrument}, is the god wha gave it jts fame.

* Aroold’s mestrical skilis cannot be adequately emphasised. Here he
achieves a balanced stracture of strophe and antistraphe (two initiz) quatrains
followed by two twenty—two line stanzas) whose congiderable variation ard
deviation contribute much towards the effect of deceleration. The first Yuatrain
varies In number of syllables (the first line contains 10 syllables, but @ i Iyreis -
nat cotsidered a5 a diastesis, the secand 11, the third 10 and the fourth &) as
well a3 in stress pattern (altsthating jambic and anapasstic meters), against
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lexemes “awful”, “Thunderst®s”, “lightnings” and “mighty™.
Callicles’ song of Typho opens Empedocles’ eyes to the fact
that his magic, which he merely used to trick people, had been
better left abandoned: “All the fool's-armoury of magic! Lie
there,/My golden circlet/My purple robe!™ (P, p. 192), just as
his song of Apollo, which, in turn, reminds him of his state of
isolation from men, induces him to lay down the “scornful
Apollo’s ensign” (P, p. 194) of his poetic laure] bough. As
Joyce Zonan notes, at this point Empedocles can no lenger te-
cuperate “his original, almast childlike identification with na-
ture. Rather, he must embrace the Grphic way of purification,
death and rebirth, choosing a literal enactment — death by fire —
of the symbolic purging encouraged by the Orphics™.
Empedocles” dramatic final speech is an inevitably doomed
search for a lost integrity within a confusion of prevailing “mul-
titudinousness”. His discourse wretchedly oscillates between the
need for human companionship and the equally urgent need for
absolute solitude, until he eventually realises that any contact
with men only constitutes a threat to the integrity of the soul:

Where shall thy votary fly then? back to men?

But they will gladly weleome him once mare,

And help him to unbend his too tense thought,

And rid him of the presence of himself,

And keep their frisndly chatter at his ear,

And baunt hirm, til] the ahsence from himszIf,

That other torment, prow unbearabls;

And he will fly to solitude again [...] (P, pp- 1950}

For Empedocles, only death can cut these oscillations short:
“and so/Bring him to poise. There is no other way [...]" (F, p.
1963, but he momentarily resists this desperate realisation laps-

which the sevond quatrainn reverts to a traditional iambic pentameter for the
tirst three lines and an iambic trimeter for the fourth. The metrical atructure of
two twenty—two line sections includes jambic peoiametst, Jambic rimeter and
regular and imegular 7 syllable iambic tetrameters.

i Jovee Zonana, “Matthew Ameld and the Muse: The Limits of the
Olympian Tdeal®, Ficrorian Poetry, 23 {1985), p. 60.

T
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ing into a sentimental evocation of the purity and integrity of his
glorious youth:

Thet we could still enjoy, then neither thought
Ner oubward things were ¢losed and dead tg us;
But we receiyed the shock of mighty thouwghts-
On simple minds with a pure oatueal joy;

And if'the sacred load oppressed our brain,

We had the power to feel the pressure eased,
The brovw unbound, the thoughts flow free again,
In the delightful commerce of the world.

We had not lost our balance then, hor grown
Thonght's staves, and dead to every natural joy.
The smallest thing could give us pleasurs then—
The sports of the courtry—psople,

A flute—note from the woods,

Sunzet over the sea;

Seed time and barvest,

The reapers in the corn,

The vinedresset in his vineyard,

The village—girl at her wheel {7, p. 157}

The smooth movement of the first eleven blank verse lines, with
their alternation of enjambments and end—stops, is reminiscently
Wordsworthian, as is the lexical choice {particularly the deliber-
ate paradexes in “shock of mighty thoughts”, and “sacred load”,
together with the simple joys man is able to derive from the
natural world)™. That Empedocles” enthusiastic recollections of
the happy mements of his youth are dampened by his loss of
poetic confidence is reflected in the metrical breakdown of the
final seven lines, whose irregularity in syllable numbers is coun-
teracted by the stubborn Insistence of a regular direter pattern,
Thus, the barrenness of the present threatens to annihilate all
possibility of a harmonious interrelation between inner and
outer life that once epitomised the philosophker’s full response to
life.

* Such echoes render problematic the view of Callicles a3 exclusive tep-
resentation of the Wordswerthian voice. See, for example, P. Zietlow, ag. cit,
12, p. 241 and A. D. Culler, op. cit,, 161,
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Empedocles’ lament at the passing away of a youthful world
of grace and innocence which was well placed “on the road of
truth” (P, p. 196), may also be read as a poignant epitaph for the
death of a Romantic ideology which can no longer be shared. As
far as the ‘trath’ 5 concerned, it remains an unqualified asser-
tion, enveloped in Romantic subjectivity, intangible and insub-
staptial, the moment it is evoked. The fact that “fillness of life
and power of fesling” are now only for the happy few: “for the
souls at eaze /Who dwell on a firm basis of content!™ (P. p. 197)
is no consolation for Empedocles who has lost all faith, having
not only outlived his prosperous days, but remained exiled in a
watld whose rules are alien to him. It is precisely this realisation
of being “trapped in the troubled space between culture and con-
sciousness™™, that leads to his self—conflict, which constitutes
the real double sidedness of the poem. Empedocles’ friction
with the common cultural code [s already evident in his ‘misin-
tetpretations’ of Callicles’ songs. But it is further accentuated by
his aristocratic detachment from the superficial and superstitious
crowids (*a people of children™) and his striving for a moral vi-
sion (in direct antagonism with the moral lethargy of the stoics)
a3 evidenced in his invective to Pausanias.

The dramnatic silence of the long pause preceding Empedo-
cles’ apostrophe to the stars is a symbeolical enactment of his
imminent death. The apostrophe is made up of two sections of
almost equal length (25 x 22 lines) in which an initial objective
shift of perspective indicating a temporary escape from the self
on a vertical plane (self — stars) is negated by the circularity of
Empedocles’ inevitably self—obsessive discourse (stars — self),
The two sections are alse differentiated on a metrical level. The
twenty five lines of the first section are an example of Arnold’s
experimetitation in free verse and effectively articulate the hesi-
tat movement of Empedocles’ interrogative and conflicting
thoughts:

*? Tameg Longethach, “Matthew Arnold and the deodern Apocalypze®, in
PAM LA 104 (1989, p. 844,
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Apd you, ye stars,

Who slowly begin to marshal,
Asof old, in the fields of heaven,
Your distant, elanchely lmes!
Have you, toe, survived yourselveg?
Arevow koo, what [ fear to becomea?
You, tog once lived;

Ton, tog, moved joyfully

Amaongst august comparions,

In an older wotld, peapled by Gods,
In 2 mightier order,

The radiant, rejoicing, intzlligent Sons of Heaven (P, p. 198).

The first ¢leven dimeter and trimeter lines colminate in the tri-
umphantly sonorcus and galloping dactylic pentameter of the -
twelfth line which evokes the glory of a lost “older world™.
However, this central line breeds no other metrical equivalent.
In fact, the second part opens with an adversative ¢onjunction
and trips haltingly as before until expiring lethargically in a final
dimeter line whose stresses depend on the near repetition of
“weary” and “weaniness™:

But now, ye kindle

Your lotely, cold—shining lights,
Unwilling lingerers

Ia the heavenly wilderness,

For a younger, ignoble world;
&nd repew, by necessity,

Night after night your courses,

In echoing, oaneared silenes,
Ahave B race vou know not —
Uncaring and updelighted,
Without frishd and without home;
Weary like us, thoueh not

Weary with aur weariness (F, p. 198).

Empedocles’ attempt to elucidate his own gloomy interrogations
by recalling *a mightier order”™ of universal harmony break
down as soon as he links his own plight with that of the stars:
“Are you, too, what I fear to become [...]?". In the second part,
he precisely interprets their existence as a mirror of his own fate.
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Thus, the “older mightier order” succumbs to 2 “younger ig-
noble world” {underlinings mine); the joyfulhess with which the
stars once moved “ameongst augyst companions™ dwindles to the
sad cendition of Empedocles’ own loneliness: *“Uncaring and
undelighted” (again Arnold’s characteristic use of litotes)
“without friend and withoot home {...]°. The shift to regulat
pentameter blank verse in the second part of Empedocles’ apos-
trophe, undetlines the conviction of his negative canclusions™,
The four times repeated “no™ in the first two lines are indicative
of this ultimate negativity:

Ma, t1o, ye stars| There 5 no death with you,
Wo languor, no decay! Languor and death,
They are with me, not you! Ye are alive —
Ye, and the pure dark ether where ve ride
Erilliant abave me! {7, p. 199)

No soonet does Empedocles trace a connection between himself
and the outer world, in terms of the pathetic fallacy, than he al-
most as instantly recognises the essential division. To the four—
timnes repeated “no” in the first four lines corresponds the four—
times repeated “I” in the final lines, thus reinforcing on a the-
torical level Empedocles’ ultimate self-negation:

I only
Whose spring of hope is dried, whose spivit has failed,
L who have not, like these, in soltuds

% Significantly, Empedecles speaks the language of iamhics whenever
deep in reflection, or seeking to re—order his thoughts, ep.

! { ! / ¢
Frr [ must benceforth speak ha mare with man

! f ! ! i
He has hiz [egson 1o, and that debt’s paid,

[.]
Fod ! f £
Mo, thow art come too late Empedoces
! i i ! o

And the world hath the day, and must break thee [...] [F, p. 1863,
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Maintained courage and force, and in myself
Wursed an immortal vigour — T eloge
Am dead to fife and joy, therefore | read
In all things my own deadness
(P, pp. 199200, underlinings mine).

As Empedocles stands upon the charred and quaking crust of the
terrible voleano, he becomes intensely aware of the life of the
natural world both above and below. But it is a life menacing in
its potential for destruction:

&nd thou, flery world,
That sapp’st the vitals of this tarrible mount
Upan whose charred and quaking crust I stand —
Thou, ton, brimmest with life! —the sea of cloud,
That heaves its white and billowy vapours up
To moat this isle of ashes from the world,
Lives; and that other fajnrer sea, far down,
Fer whase It floor 2 road of meonbgams leads
To Etna’s Liparean sister—fires
And the long dusky line of Ttaly — (P, p. 199).

Far from a Wordsworthian acknowlsdzment of the motal bene-
fits of nature, Empedocles underlings its frightening autonomy
in lexemes connotative of death and apnihilation: “sapp’st [...]
charred [...] quaking [...] ashes [...] sister—fires [...] duslo™.
His recognition of the schism between his own subjective world
and the objective world of nature leads to the ultimately nega-
tive qualifications of his subjective perceptions: “[...] therefore I
read/In all things my own deadness™ — this final line being the
key to the whoele section and exposing the circular movement of
Empedocles’ thoughts., Yet, his state of depression 15 not in-
tended to represent that of everyman, but of “thinking’ man
who, in isolating himself from the world around him, “has not
maintained courage™ and therefore lost all self—integrity.

The quatrain that follows has an wnpredictable metrical pat-
tern in emulation of Empedocles’ confusion and despair as is
evidenced in the distribution of stresses within ircegular, ana-
paestic and iambic patterns: :
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/ { !
i, that T eould ghosw like this mountatn?
i i f ! i
Crb, that my heart boundad with the swell of the seal
i i i i i
(th, that my soul were full of light as the stars!
! ! i i

{h, that it breoded over the world Like the aic!™ (F, p. 2000

The forced tone of the repeated interjection: “Oh”™ is a deliberate
ploy on the part of the poet to expose the rhetoric of a dead Ro-
mantic ideclogy. The emptiness is reinforced by the fact that
any liveliness is derived from the metrical pattern, rather than
the diction, which ranges from nine to bwelve syllables, almost
in bucyant mockery of the philosopher’s desolation. The heavier
mavement of the regular iambic lines of the following quatrain,
on thé other hand, appropriately articulate Empedocles’ ultimate
despair:

But na, this beart will glow no more; thou art

A living man o more, Empedaocles!

Mothing but a desouring flame of thowghe —

Bt 3 naked, eternally restless mind! (P, p. 2005

In finaily redocing himself to a source of negative energzy,
void of a corporsal identity, Empedocles hypothesises a condi-
tion of joy in the body’s veturn to the elements. Here Arnold
freely draws on the ideas of the original philosopher regarding
the transmigration of the soul. It may be interesting to compare
the following two passages which bath concern the four ele-
mehits which make up the soul:

B earth ws see carth; by water, water
By aither, shintng aither; but by firg, blazing fits [...]
LEMF, p. 2211

*® The reduction to four stresses in the last [ine may be seco as another
metrical parallel to Empedecles” brealk with the world (see also note 47),
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To the elements it came from
Everything will return —

Dreir boddies bo garth,

Chor blood to water,

Heat to fire,

Breath to ajr [...] (P, p- 200

Similar to the original Empedocles, Arnold's character refutes
the idea of the finality of death. Just as the former sees no “end
in destructive death/but only mixture and interchange of what is
mixed [...J" (EAMP, p. 221)™, the latter envisions a blissful state
of entombment in which “we might gladly share the fruitful
stirTlown in our mother earth’s miraculous womb [...]7 (7, p.
2000, As far as the body is concerned, the return to the womh
constitutes a conscling and reconciling image. Yet the ultimate
precccupation is not with the body, but the mind:

But mind, but thought —

If these have been the master patt of us —

Whete will they find their parent clement?

What will receive them, who will call thes home?
© [P, p 200, original italics)

In spite of the enslaving influence of the mind, Empedocles has
also recerved a broader awareness of the universe which he must
take into account if, to paraphrase Barbara T. Gates, he is to put
his death under his own power®!, thus making his will to die co-
reesponid with a moment of self-integrity. In spite of this,
Empedacles’ leap into the flames is not an entirely unproblem-
atic finale and there is a haunting sense that he 13 ultimately un-
able to completely conquer the self—doubts with which he is
continually tormented, particularly in view of the fact that his

® The following lines further clarify the logic behind Empedocles’ doc-
trine: “For it is ympossible that thers should be coming to be from what is
not'and thet what is should be destroyed s unaccomplished and unheard of
[...]’:g]ﬂ'l-ﬂ’, P22
Barbara T. Gratas, Fictarian Suicide: Mad Crimes amd Sod Hisrories,
Frinceton ™.1., Princeton, Universry Press, 1938, p. 87.
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final discourse oscillates irresolutely between loss of self and
self-recovery: “And we shall be the strangers of the world [...]
And then we shall unwillingly return [...] And in our individual
human state/Go through the sad probation all again,/To see if we
will poise our life at last [...J" (P, pp. 201-2). The determined
search for the “deep—buried self” with which Empedocles may
be finally united with the world is characterised b}r frustrating
counter—remarks on the soul's self—estrangemant and con-
tinnal state of perdition:

Or whethar we will ones more fall awny

Into somes bondage of the flesh or mind,

Some sivugh of sense, or some fantastic maze

Forged by the imperious lonaly thinking—powet (P p. 203}"3.
[.]

And who can say: [ have been always freg,

Lived aver inthe light of my own zoul? —

I cannot; T have lived in weath and gloom,

Flerce, disputatious, ever at war with man, -

Far from my own soul, far from warmth and Lighe (F, pp. 202-3),

Empedocles’ evocation of “warmth and light” recalls Ameold’s
own coupling of “sweethess and light” derived from Swift. His
sense that “the immense spiritual significance of the Greeks as
having been nspired with this central and happy idea of the es-
sential character of human perfection [...]"™" is also pertinent to
Empedocles on Etra, which fails to reconeile into a unity or

® «The unrecognising sea” evoked by Empedocles {F, p. 201} recalls
“The Strange scrawled rocks" in Resigrarion (P, p. IDD]

* The image of the final line recalls Blake’s “mind—forg’d manacles”
from Lom:-"clﬂ in Songe of fmmocence and Experiencs.

5 Matthew Ameld, Crilsrs and drorehy and Other Hritings, ed, Stefun
Callini, Cambridis, Cambridge University Press, 1993, pp. §6-7. For the quo-
tation from Swift's Batle of the Sooks, see Jonathen Swift, 4 Tale of @ Tub
with Other Early Works — 1696-1707, ed. Herbert Dravies, Ouford, Basi
Blackwell, 1965, p. 131: “[...] instead of dirt and poison, we have rather chose
to fill our hives with HONEY and wax, thus furnishing mankind with the twa
Moblest of Things, which are Sweetness and Light” The words form the con-
clusion to Acsop’s lengthy descant
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hamony the binary oppositions embodied by Callicles and
Empedocles. However, the latter also recognises the sincerity
behind his struggle in a momentary and uncharacteristic flash of
pride:

But I havs not grown casy in thess bonds —
But [ have not denied what bonds theze were.
Fag [ take myself o withass,

That I have loved no datkness,

Saphisticated no truth,

Morsed no delusion,

Allowed no fear! [F, p. 205)

As he leaps into the roaring flames of Etna, Empedocles carries -
with him the illusion that thought has been unsuccesstul in to-
tally enslaving him. Nevertheless, his conviction that he is “not
to die wholly™ and that he is suddenly able to “breathe free” (P,
p. 203} is instantansously negated by the anxious doubts of his
desperate final words:

15 [t but for 2 moment?

— A, boil up, ve vapours!

Leatr and eaar, thau s&a of fite!

Wiy zoul glows to meet you.

Ere it flag, ere the mists

CH despondency and gloom

Ruzh over it again,

Feeeive me, save me! (F, p. 204) |

The hope for rebirth he envisages after his suicide is marred by a
partial awareness that he dies only with the illusion of being
‘saved’: ¥[...] ere it flag, sre the mistsfOf despondency and
gloom/Rush over it again [...]". Therefore, hiz final utterance
has all the desperaticn of a prayer for help.

The 1rony behind Callicles” concluding song does not lie
solely in the fact that he is unaware of Empedocles’ death. His
paean to Apollo, in coatrast to his opening lines in act [, actually
declares the inappropriateness of Etna as a setting for the
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Musss®": “Not here, © Apollot/Are haunts meet for thee [...]"
{F, p. 204). Furthermore, the metrical regularity of its dimeter
lines reflects the call for order and stability:

Fitst hymn they the Father
Of all things; and then,
The rest of imimortals,
The actign of men.

The day in his hotness,

The strife with the palra;

The night in her silence,

The stars in their calm (#, p. 206).

However, as Joycs Zonana rightly observes, Callicles’ song may
provide “a harmenious and calm conclusion to the painful
drama of Empedocles”™ but “it is hardly a resoletion of that
drama”®, The two poetical modes represented by Callicles {pas-
toral/conventional) and Empedocles {subjective/Romantic) re-
main irrevocably separate. The final voice in the poem is a stiff,
stylised, and heartless utterance of an artificial poetic conven-
tion. The individual voice of human suffering has disappeared,
swallowed up by the violent flames of a raging volcano that em-
body the destructiveness of the passions when not countered by

 See A. Roper, ap cit, p. 183 who perceptively points out how Atnold,
by including the phenomena of the natural wacld {n his philosophizal concets,
makes Etna an spitome of the patural world which: “Liks men exemplifies the
perpetual shifting relationship between harmony and swife”. Thus, “Callicles
opens the drama by asking of Apolla “what mortal could be sick or zarry
here?” [} and cleses the drama by assuring Apclle that this is no plass for
the pod of poetry [.] %

BT Zuhaha, ag cif, b €7, See also Anne Marie Moss, “Seeing Thtough
a Clazs Drarkly: Perspective in Romantic and Victorian Landscape®, jn frflu-
erce and Rerdsianee in Mineteenth-Century Foebry, cff, p. 295 “Juxtaposed
withit. the rriulti—vosal texture of the poem to the homily of Empedocles, the
lyrics of Callicles contain no conselatary pesture for the philosopher’s suicidal
despair.” Sec also D, G. Riede, gp. eit, p. %2, who paints out that “the sinple
fact Arnold withdrew the poem in 1853 indicates that he himself did not regard
Callicles’” song a= definitive, did not regacd the “dialogue of the mind with it-
self’ as closed”.
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the vision of objectivity. As a result of this irreconcilability, the
irony of Callicles’ final song, which functions in Juxtaposition
to Empedocles’ farewell speech and not as a reply, may be fully
appreciated. Just as Empedocles invokes an illusive after—life
{or after—lives) through his corporeal reunification with the ele-
ments, Callicles appeals to a reassuring, hierarchically organised
world of myth: “First hymn they the Father [.. .] and then/The
rest of immortals/The action of men” {underlings mine ). That
the only representation of the action of men in the poem is
Empedocles” suicide is, of course, the ultimate irony. The static
serenity evoked in the closing lines of Callicles’ hymn to
Apollo: “The night in her silence/The stars in their calm?, rather
than neatly tying up the poem in a final image of conselation,
functions in juxtaposition to the disturbingly pregnant silence
that follows Empedoclas” deathly leap into the crater of Etna. It
is this siletce that continues to haunt the imagination long after
the poem ends.



3
The Fragmented and the Buried Self

Mucdiman or slave, mugt man be pre?

Amold’s critical assessments in the Preface to Fmpedocles on
Eina emd Other Poems highlight the ideological shift that oc-
ourred in his peetic views between 1849 and 1853. The wise
passiveness advocated in Resipmation and the unresolved exist-
ential dilemmas of Empedocles on Ema, are supplanted by his
concept of a poetry of ideas to present eternally relevant moral
concerns in terms of a total impression. Nevertheless, this third
‘phase’ of his artistic vision is, in actval fact, frustrated by his
oWl poetic practics, since the two mutually exclusive modss of
classical objectivity and distraught modern subjectivity that tear
at the heart of Empedacles, continue to characterise the mood of
Arnold’s poetry. In his macro text, the objective approach high-
lighted by the mythological subjects of his dramatic works Tris-
tram and Iseult, Sohrab and Rustrum, and later Balder Dead
and Merope, teasingly alternates with his acutely subjective rep-
resentation of the self in the Iyrical verses and elegies. Not only,
but in a lstter to his sister Jane, dated 7 March 1849, no less
than four years before the Preface, Arnold was quick o pin-
point what he already realised as the underlying “weakness’
within the individual poems themsebves:

Frat not yoursell to make my poems square in all their parts, but like
what ¥ou can my darling. The true rgason why parts suit you while
othets do oot iz that my poems are fragments i.2. thet [ am fragments,
while you ate 2 whols: the whale affect of my poems iz quite vague
& indeterminate: this is their weekness [...]"

The fragmentation of “separate thoughts and images” on which
his eriticism of Romantic verse focuses in the Prefuce, therefore

LY Lang, op cif, p. 143,
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tronically backfires onto the poet himself, Yet, as Anne Marie
Ross has pointed out, fragmentation in Romantic poetry: “[...]
often instigates the visionary moment from incompletensss to
wholeness whereas in Victonan poetry fragmentariness is a
constituent element in human perception®.” For Amold, frag-
mentation undoubted)y constitutes an artistic principle, as testi-
fied by his own candid admission that poetic composition is
nothing less than “an actual tearing of oneself to pisces™. For
the modern reader, the fact that his poetry enacts the cognitive
difficulties in transforming the fragmentary expetience of “the
world’s multitudinousness™ into a wheleness, constitutes a vir-
tue, and is precisely that which makes him a forerunner among
the Victorians, The extent to which his fragmentation ¢ a mod-
ernist feature or merely an expression of an ideological and
psychological diserientation is, however, a moot point that may
be side—stepped for the more intercsting question of his equa-
tion between ‘poetic’ self and ‘real” self Arnold’s diagnosis is
undeniably intriguing from a psycho—biographical peint of
view, especially when one recalls the important role his sister
played in his artistic development. For in bestowing onto her {as
alter—ego) the quality of wholeness (“you are a wholey lacking
in his own self, he masochistically underlines his failure as man
etpcd Pme*t {(“my poems are fragments” L. e. [...] °I am fragments’
[...]". More pertinently, however, is the discrepancy implicitly
embedded in his blunt self-analysis — and borne out in the po-
ems — between the true, integral “buried self” and the inconsis-

A M Ross, ap. oit, F 253,

.Y, Lang, ap cic, vol. 1, p. 402, From a letter to K dated 6 August
{for September), 1335.

*toid, vel. I, p. 171, In a [etter to Jane dated May 1850, Arnold directly
implicates hiz sister in his theory in a powerful declaration of brotherly affec-
tion: “You ray darling have been a refteshing thought to me in my driest peri-
ods: [ may say that you have been cne of the most faithful witnesses (almost
the enly ane after Papa} among thaose with wham I have lived & spoken of the
reality & possibility of that abiding inward lite which we all desire, most of uz
talk about & few possess —and [ have a confidence in you & in this so great
that I knew you will never be falze ta yourself: and everything merely fanciful
& romantic should be sacrificed to truth.
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tent and contradictory, divided or fragmented self. Far from in-
tending the mutnally exclusive characteristics of a split identity,
these distinctions, though qualified by a subjective/ohjective po-
larity {as Arncld puots it in Obermann “[...] two desires toss
about/'The poet’s feverish blood/Cne drives him to the world
without/And one to solitude [...]7, £, p. 140) are governed by
the spattal coordinates of parallel itineraries along which, on the
surface level, the individual, anaesthetized by the fret and
senselessness of daily life, is unable to detect the real, buried
self that lies concealed in the profound level of the “unregarded
river of our life” (7, p. 288)". Amold’s conception of poetry as
the direct precccupation of subjective (i.e. truthful to the indi-
vidual) experience is a Wordsworthian legacy with which he
has no qualms in identifying”. In a sense, his lyrical poems are
conceived as a series of appeals to the “buried self” which alone
can utter poetic “truths®. As he states in his essay “Words-
worth”, poetry is: “[...] nothing less than the most perfect
speech of man, that in which he comes nearest to being able to
utter the truth [...]%” For Arnold, it is precisely Wordsworth's
greamess that: (he} “tells of what all seek, and tells of it at jts
truest and best source” {i.e. nature), “and yet a source where all

 Thomas Catlyle, On Herpes, Here—Worship and the Haroic in History,
Motes and Introduction Michael K. Goldberg, Berkeley, Los Angeles, Oxford,
University of California Press, 1993, p. 69, Ameld's potion may well owe
samwething to Carlyle’s eonpcept of the “Divine Idea’, derived in turn from
Fichte, wiich lies at the bottom of all appearances: “To the mass of men oo
such Divine Idea i= recognizable in the world; they live mersly [..] among the
superficialities, practicalities and shows of the world, not dreaming that thers
is anything divine under thetn".

" [ G. Tames, gp. cit, p. 38, makes the interesting observation that Ar-
nald’s Preface (s a zelf~conscious imitation of Wordsworth's Preface to [yie-
a! Ballads, to the point that “the manner and rhythens of it are more Words-
worth's than Amold’s own™.

? The term ‘truths’ is significant, for Arnold’s eonflict is not character-
ised by a moral scale of values {good versus bad) but by ontological investiga-
tinn (false versus true). In his prose works, Arbold [ater altered his terms to
these of the Good and the Bad Ssif. See also A. D. Cullet, op cit, p. 263,

ER. H. Super, op. cir., vol. IX, p. 39,
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may go and draw for it*.” Above zll, he tells it with the sincetity
of first-hand experfence: “Wherever we meet with the success-
ful balance, in Weordsworth, of profound truth of subject with
profound truth of execution, he is unique’”.” Besides indicating
Amold’s partial realignment with a2 Romantic tradition he oth-
erwise eschews, these comments serve to clarify how his dis-
tinction between “parts that suit” and “cthers” that “do not” re-
flect his uncomfortable recognition of the discrepancy between
the poetry he was actually composing, which he felt to be a se-
lective and false representation of the self, and the poetry he
was striving to achieve and that would be the closest expression
of the real “butied” self. For Ameld, Wordsworth’s postry has a
saving grace, which, as has been noted, consists in the fact that:
“[...] his imaginative system allows for at least mornents of per-
sonal assurance from memories that mitigate the fret and fluster
of modern life"!.” In view of this possible ideal, Arnold’s poetry
plays out the tensions of a paralle! itinerary represented by two
distinct selves. the restless, fragmented self, helplsssly caught
up in the “stupefying power” of the daily flux of an existence
void of significance (P, p. 290), and the true, permanent, “bur-
ied self” that lives in calm detachment from the tensions and
struggles of daily existence but rarely, if ever, emerges from
“{...] the desp recesses of our breast [...J" (P, p. 28R).

4 Swmmer Night and The Bupied Life, both of which were
included in the volume of 1852 and revived in 1855, are among
the poet’s most powerful explorations of this binary opposition
between the fragmented and the buried self, In both poems, his
formal experimentation is borne out by the adoption of a metri-
cal pattern that almost spills over into free—verse, and 2 decid-
edly irregular rhyme scheme. The prosodical tension between
regulatity and irregularity, appropriately reflects the dramatic
conflict between the restless fragmented self and the calm de-
tached real buried self that recurs throughout the poem. The

® Ihid, p. 51
'? fhid, p. 54.
YR A Duerksen, gp. cit, p. 235.
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ten—line stanza that constitutes the incipit of A Suruner Night, is
divided into two equal parts which immediately encapsulate the
very different existential dimensions of these binary states:

In the deserted, moon—blanched street,

Howr 1onely rings the scho of my fest!

Thase windows, which [ gaze af, frown,

Silent and white, unepening down,

Repellent as the world; buot ses,

& break between the housetons shaws

The moet! and, kst behind her, fading dim

Into the dewy dark obscurity '
Dy at the far horizon’s tim,

Diath a whwle tract of heaven disclese! (P, p. 282)

The first five lines present the essentially amtagonistic relation-
" ship between the individual and the “repellent” human world in
which any attempt at communication is denied as the vagueness
of the speaker's gaze is met with the intimidating snd blank
frown of the “silent and white” windows. Arnold’s use of nega-
tive prefixes 10 the poem is sigoificant. Here the negative adjec-
tive “unopening”, alludes to the possibility of acceptance in the
root adjective “open’, whilst simultaneously underlining the ab-
stract entity of a disturbingly impetsonal presence that excludss
the speaker from its inner world. The pivotal point of transition
which ocours at the caesura break in line five, is marked by the
speaker’s self-exclamation of wonder: “but sse!” as the nega-
tive features of the descriptive elements in the first part dissolve
before the vertical movement of gradval suphoria in which a
very different landscape is revealed: the presumably half-
hidden moon of “the moon—blanched street” becomes the moon
that suddenly “between the housetops shows,” to the despon-
dent and empty street itself corresponds “a whole tract of
heaven.” This sudden wransfiguration from a cold, hostile uni-
verse through which the speaker moves like a lonely exile, to a
sudden heart warming prospect of the opening sky is one of the
most magnificent descriptive sequences in Arnold’s poetry. The
liberating effect of the spatial expansion E4RTH — HEAVEN
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on the speaker’s psyche leads to a temporal shift in his recollec-
tion: “Of a past night, and a far different scene™ (P, p. 283). Yet,
in spite of the lyrically soothing evocation of that past moment
in which: “The spring—tide’s brimming flow/Heaved dazzlingly
between;/Houses, with long white sweep, Girdled the glistening
bay [...]" (P, p. 283), the speaker is forced to acknowledge a
condition of stasis in which he recognises within himself “the
same restless pacings too and fro/And the same vainly—
throbbing heart [...J" {#, p. 283). Denied all communication
with the warld of men, he is compelled to compose an imagi--
nary dialogue with a calm moon whose words serve to objectify
a personal dilemma which consists fundamentally in the in-
ability to live fully either physically or spiritually:

And the calm moenlight ssems to say:

Hazt Hhaow then s5l the old unguiet brease,

Which neither deadens info resi

Nor ever feels the flary glow

That whirls the spivit from tirelf oway,

Bur fhuctuates bo and fro,

Mever by passion guite posresged

Ard never quite benumbed by the world's sway?’
{P,p-283)

The speaket®s loneliness and isolation is heightened by the fact
that, like Empedocles, he continually hovers in a limbo state:
“And I, I know not if to pray/Still to be what I am, or yield and
be/Like all the other men I see” (P, p. 283). The resistance to be
like other men is justified by a sombre vision in which human-
ity 18 reduced to the two basic categories of “slaves’ or ‘mad-
men’:

For most men in a bragen prisan live,

Where, in the sue’s hot eye,

With heads bent o'er their to]l, they languidly
Their lives 1 some unimeaning taskwork give,
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Direaming of nought beyond their prison wall
(P, p. 284).

In his shift from subjective fo objective preoccupation, Amold’s
nightmare depiction of a fruitless industrial wortd" in which
men fitilely and porpeselessly expend all their vital ensrgies, is
rendered in lexical itemns that are connotative of an inferno: the
emationally marked “brazon”, {semi—alliterating with “prison™},
denotes the shamelessness of man’s imprisoned condition as
well as suggesting its metallic harshness (brazon = brass). This
miserable state is compounded by the hostility of the natural
world, characterised by the “sun’s hot eye™ that renders men
blind to the possibilities of an alternative existence™. Thus, the
negative prefix in “vmmeaning” significantly conveys what is
lost or ignored. The weariness and apathy of thiz senseless ac-
tivity is rendered on a syntactic level in the convoluted inver-
sions of the enjambed clanse: “[...] they languidly/Their lives to
some meaning taslkowork give,” in which subject and comple-
ment precede object and verb. The whole passage is marked by
heavily stressed lines which, on a phonetic level, enact the ex-
haustion and toil of an activity whose fres# products are ironic-
ally the result of “barren labour” {P, p. 284). The gloomy at-
maosphere appears all the more forlorn by the fact that men con-
tinue to pursus this futile existence regardless: “Drearting of
nought beyond their prison wall”® (P, p. 284). Their only final

't For a similar example of gruelling fraitless labour see Meralih, “With
aching hands and bleeding feet'We dig and heap, lay stone on stooe,'We bear
the burden and the heabOf the long day and wish ‘twere done [L..]" (P, p.
274

¥ See T. Carlyle, gz cit, p. 137 “Complaint is often mads, in these
times, of what we call the disorganised condition of society: how ill onany art-
anged torces of soriety fulfil their work, how many powsrful forces are scen
working in a wasteful, chaotic, shogether unarranged manper”

! The hostility of the patural world in the face of man's labout in A
Surumer Night contrasts with Arnold’s sense of purpaseful activity in his eacly
Jourer to natare, in which the "glocious tasks” of the “sleepless miniaters” of
fature serve as an inspirtion, against “man’s senseless vproar mingling with
hiz toil”* (P, p. 15
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praspect being to die: “Unfreed, having seen nothing, still un-
blest” (P, p. 284). Arnold’s negative prefixes once again serve
to underline man’s total ignorance of the conditions of freedom
and grace which are denied him. At the same time, the adjective
“unblessed” appropriately cross—rhymes with the noun “rest”
which serves to connect the fates of these men with those that
comprise the speaker’s second category:

And the rest, a few,
Escape their prison and depart
O the wide ocean of life anew.
There the freed prisoner, whete’sr his heart
Listeth, will zail;
Mor doth he know how there prevail,
Despotic gn that seq,
Trade—winds which cross it from stegnity
{P, pp. 1B4-85).

The phonic link strezses the common destinies of these two
categories of mankind. For just as the former dies in ignorance,
the latter, whilst braving the “despotic™ winds, follows a false
way, “undebarred/By thwarting signs” (P, p. 283). His escape
from the prison is merely illusory, leading him to further tem-
pests and lightening until his ship is reduced to a driving wreck:

With anguished face and flying hair

Cirasping the mdder hard,

Still bent to make some poet he knows not where,

Still standing for seme false, impossible shore,

And sterner copnes the rpar

Of sea and wind, and through the deepening gloom
Fainter and faioter wreck and heltasman loom,

And he too disappears, and comes no more’ (P, p. 285).

The individual’s stubborn pursuit of an impossible goal is coun-
tered by overpowering forces that cruelly render his voyage a
ludicrous enterprise, vutil he also dies an insignificant death in

¥ For a very similar marine image of man's struggle with the elements
ses The Furwre, (F, pp. 278-82),
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the violent storms of the indifferent elements. Given these only
alternative existences, the poem would seerm to offer no form of
hope whatsoever. If there is a means of redemption from this
tragic fate it lies in the speaker’s final question: “Is there no life,
but these alone?Madman or slave, must man be one?” (F, p.
23837, which points to a third possibility (“be what [ am”, under-
lining mine) glimpsed in the liberating foreé of the natural scene
of the beginning of the poem. Similarly to the conclusion of
Resignation, but without its disturbing ambiguity, 4 Sumrser
Night offers a potential image of hope, clinched by the opti-
mism of its concluding {ambic trimeter couplet: “How fair a lot
to fill/Ts lefi to each man still!” (P, p. 286). In the divine clarity
and calm of the “untroubled” and unpassionate™ heavens (P, p.
286}, the speaker envisages an embodiment of the boundless
possibilities of man’s “soul’s horizons” (£, p. 286). This final
implicit choice to “be what I am” resides not in merging into the
oblivion of the flux of daily life by blindly and unthinkingly
obeying conventions, nor by stubbornly following a fixed but
unknown objective, but in being true to the buried self that
alone has the potential to discover its gennine spiritual identity.

In The Buried Life, which anticipates the central themes of
Switzerland, the schism between fragmented and hidden self is
explored through a surprisingly modem postic form and psy-
cholagical perspective. In spite of this, the tenets of Ameold’s
existential credo would be regarded today as more consonant
with Victorian moral precepts than with modern views of the
super—ego as such. The incipit presents a particular moment of
emotional complexity in medias res in which the speaker’s
light-hearted banter with his woman, who remains the silent
addressee of the poem, suddenly induces in him paradoxical
feelings of melancholy and restiessness. The speaker’s embar-
rassment and earnestness is effectively rendered through rock-
ing lineation, verbal repetition, hesitation and inverted word or-
der:

Lighe flows our war of mecking words, and yet
Beheld, with pears mine aves are wet!
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[ feel a nameless sadness o’sr me ol
ez, yes, we know that we can jest,
We know, we Knpw that we can smile!
But there's a semething in this breast,
To which thy light words bring ne rest,
And thy g3y smiles ne apodyne

{(F, p. 286, underlinings mine),

The opening lexeme (“light™} functions as an fronic point of de-
parture for the speaker’s ruminations on the deep butied life,
Hers, more intimately than in 4 Swmmer Night, Amold probes
beyond the surface layer of the conventional forces that condi-
tion the individual from revealing his or her true self:

I kmew the mass of men concealed

Their thoughts, for fear that if revealed

They would by other men be met

With blank indiffarence, or with blame teproved;

[ knew they lived and moved

Tricked in disguises, alien to the rest

Of men, and alien to themselves — and ver

The same henst beats in every human breast! (P, p. 287)

The binary opposition between human mistrust and the possibi-
lity of human solidarity is cutlined io a sequence that, as a result
of its heavy enjambment, moves with a natural, spoken thythm
that is comparable to Browning’s dramatic monologues. Even
more interestingly, the urgent didactic tone that runs throughout
i5 undetlined by a seres of rhetorical repetitions (2 recurrent
feature of Arnold’s lyries') that drive home the speaker’s insis-
tence that fidelity to the genuine seif is paradizmatic of individ-

" The following are other examples of Amold’s use of fhetorical tEpeti-
tion in the poenn: “Alas, i3 even love too weak [..] Are evey lovers pawstless
to revea| [...]7 [...] if gven we/Even for & moment [...] But gften jn the
warld's mest crowded streats,/But gften, in the din of strife I..] And we have |
been on many thousand lines/And we bave shown on each talent and
power/But hardly have we, for one little hourBeen on aur ¢wn line, have we
teen ourselves/Hardly bad skill to utter one of all'The nameless feclings that
course thtaugh out breast/But they colrso on farever unexpressed [..]" {un-
derlinings mine),
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nal ficedom, whereas man, in his frivolousness, is constantly
possessed by distractions (“He would pour himself into every
strife™ (P, p. 288) and thereby loses his true identity'”. In an im-
age analogous to the helmsman’s pursuit of his unknown goal
in 4 Summer Night, the speaker fancies the individual follow-
ing, in spite of himself: “The unregarded river of our life [...]
Eddying at large in biind uncertainty /Though driving on with it
etenally” (P, p. 289). In this sense, A Swummer Night and The
Buried Life offer central images of the individual’s search for
truth, the former underlining its inevitable futility, the latter
suggesting a possibility of illumination and redemption that is
never entirely absent. The Buried Life therefore, overturns the
negative representation of man’s blind quest in .4 Swummer Night
with a cautious optimism conveyed in the apparently paradoxi-
cal image of man on a paralle] itinerary, transported by the vio-
lenit currents of the sea yet, at the same time, unconscigusly pur-
suing the stream of his buried self. The following sequence,
whose tone is reminiscent of Wordsworth’s Fintern Abbey'’,
perseveres with this intimation of optimism with the speaker’s
tecognition that the desire to discover the “buried life” lies at
the heart of every man:

But aften, in the world's mest crowded strests,
But often, in the din of strife,

There rises an ungpeakable desire

After the knowledis of our bucied 1ifs,

A thirst to spend our fire and restless force

In tracking out our trug, original course;

"7 Bee alsp The Futwe: “Only the tract where he sailyHe wots of. only
the thoughts /Raised by the objects he passes, are his” {7, p. 275).

Y D. G. Riede, op. cit, pp. 185-92 traces a “disturbing implication {p.
150} in Weordaworth's voice here that leads him to a serics of intertexbual obe
servations (including Milton's Satan, Shakespeare's Hamlet and Crleridge’s
Kubla Khan that lead to a Babel of ancestral vojces fighting for recognition,
Such a deconstructive process Is typical of Risds’s general approash which,
ultimately, &s Adan Grob has recently commented {see ag. cif, po 151 “disturh-
mgly prefigures current critical tondencies by having considerably more tg gay
against than in favour of Arnold’s posto™,
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A longing to inguire

Imto the mystery of thiz heart which beats

S0 wild, 30 deep in us — to know

Whenes our lives come and where they go (F, p. 28%).

From the anxiety of his initial rhetorical questions, the speaker
moves to an increasingly intense conviction of the feasibility of
his existential credo which is further signalled by the pronomi-
nai shift from third person singular to first person plural, (since
the desire for the deep buried self, precisely, “beats in every
human breast.”y However, this is countered by the alternative
realisation that, although many attempt to penetrate the hidden
recesses of the self”, none succesd in delving “deep enough”
(F, p. 289). For the speaker, discovering the essentjal essence of
the buried self is a cognitive process, which is wly at the root of
man’s failure lies the question of a breakdown in language; to
the “nameless sadness” which oppresses the speaker at the be-
ginning of the poem corresponds the “nameless feelings” that
hardly anyone “bad skill to utter” and that “course on for ever
ytiexpressed™ (P, p. 290). Thus, the search for the buried life is
essentially the search for a language with which it may be po-
ctically represented: “And long we try in vain to speak and
act/Our hidden self, and what we say and dofIs eloquent, is well
— but “tis not true!™ (F, p. 290). Arnold’s opposition between
the false conventions of eloquence and good manners and the
true realm of man’s “life’s flow” (£, p. 275) is also an opposi-
tion between two different language codes. The tentative resolu-
tion in the image of the two lovers sitting hand in hand brings
the poem round full circle to the initizl scene in which the
speaker begs his lover to lay her hand in his and presages the
spiritually beneficial effects of such a union:

Omly — but thiz is rare —
When a belovdéd hand iz lald in ours,
When, jaded with the rush and glare

' As Empedocles himself declares: “I...] the wiser wight/In his own
bosom delves” (F, p. 161].
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(H the interminable hours,

Clur eyes can in ancther’s eyes read clear [...]

& bl s shot back somewhere in our breast,

And a lest pulse of fieeling stirs again [..-]

A man becotnes aware of bis lifs"s flow,

And hears iks winding mumur;, and he zees

The meadows where it 2lides, the sun, the hreczs
(F, pp. 250-51).

The communicative force envisaged in the lover's spiritual
bond is essentially non—linguistic, and runs counter to the
Jover's scene in the incipit, as well as Arnold’s recurrent repre-
sentation of the otherwise uncommunicative nature of the rela-
tionship between men and women in the Switzerfand poems. As
an attempt to resolve the dilemma he has put forward it does not
convince. Neither is it supposed to. Indeed, the poem concludes
with a partial withdrawal of the speaker’s optimism in a phrase
tainted with indecision: “And then he thinks he knows/The hills
where hia life rose,/and the sea whers it goes™ (P, p. 291, italics
mine)™™. In contrast to the tentatively optimistic conclusion of
A Summer Night, the underlying scepticism of The Buried Life
leaves a bitter trace of disappointment. Any hope in Arnold’s
philosophical and existential optimism regarding the existence
of a “buried life” depends upon an unpronounced faith in the
human being’s essential virtne, a frust that, beyond the daily
distractions that render peopis restless and insgnsitive, there is
an uncontaminated region of their being in which commonly
shared qualities of goodness, gentleness and kindness perma-
neatly reside.

Arnold’s recurring stress on the importance of the buried
self may explain the general absence of subjective representa-
tions of passion and sexuality in his poet:yzl. For, besides con-
stiteting only one dimension of human experience, “the tedious
vain expense” of passion with its “thwarting currents of desire”

WA Grob, ep cit, p. 153, describes this phrase as “one of Amold's
mast disheartening aporias”.

H Significantly, the same lack of passion apd sexuality can be seen in
Wordsworth's poetry.
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(£, p. 152}, needs to be necessarily mastered because synony-
mous of the contradictory and destructive tendencies in human
nature. The poet’s quest for the real, “buried” self is a means of
transcending the agitations of the passions, which, as he had al-
ready learned from The Bhooaved Gita, only lead to confusion
of mind and ruin of reascn, together with the other vanities and
weaknesses of humankind’s transient existence. Naturally, such
aj existential search is carried owt at the expense of a non—
representation of passion.

The lyrical poems dedicated to the mysterious figure of
Marguerite, which Amold grouped together under the general
title Switzerland™ for the first time in Poems (1853), can be
seen as a series of attempts to explore the attitudes generated by
such moral concerns. The posms, which bear Jittle relation to
English love lyrics™, pivat around the inner conflicts evoked by
the transitory and buried self in the attempt to provide a truthful
and unflinching representation of the mental oscillations of an
intellectual caught in a sentimental crisis. In an elaboration of
the thems of the foreknowledze of human vanity explored in Te
a Gipsy Child by the Sea—Shore, Arnold effectively decon-
structs the conventional codes of the love lyric in his dramatisa-
tion of the speaker’s premature insight into the transient nature
af love and passion. At the same time, however, the poetic
voice, to a certain extent, runs counter to the anti-[yrical and
anti-mythical stance adopted it Resigration. Much critical
speculation has predictably grown around the actual existence
{or non) of the woman (or women) who may have constituted
models for Marguerite™. Unfortunately, it is outside the scope

£ Arnold made three trips o the alpine resort of Thun in Switzertand. All
of the poems refer to his first two visits (15848 and 184%) apart fromn Tewrase of
Berme which was ¢omposed on his third visit ten years later, Fot biographical
accounts see . Honan, op it pp. 144167 and N. Mucray, op cit, pp. 78—
87,

2 Cf P Honan, gp. cit, p. 160,

Y The very name ‘Marguerite’, the French wored for the “daisy’, alludes
to a symbolic dimsnsion that transcends the idea of a particular individual. Tt
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of the present study to dwell on the fascinating, biographical
aspects of this enigmatic relationship™ except to point out that
most critical accounts insfst o a narrative continuity in the se-
quence™, or, at least, a unity deriving fiom “an underlying
paradox in the speaker’s situation™’, that is not always possible
to maintain. Amold’s own constant jostling with their ordering
in successive editions, until their final arrangement in 1877 (in

which two of the titles usually included in critical discussions

iz alzo a potently ironic symbal for the speaker’s najve expectations of the
woman's sexual innocence.

* The curious reader may tum to the particularly lively exchangs he-
tween Arnald’s biographer Park Honan and the co—editar of the Longman adi-
tion of his pocms Mirlam Allet, sce Miriam Allott, “Arnold and *Marguerite’
— Continued”, and Patk Honan, “The Character of Marguerite in Amoid's
Switrarland”, Ficiorian Postry, 23 (1935),

¥ See, for exapple, L. Trilling, oz cif, po 122 “[..] even without the
rsfutation of external evidence, jt is almaost impossible 0 read the posms
themselves without being convineed that here iz the attempt of 3 man 1o tsll
the truth about an important sxperience.”; Fraser Neiman, Matthew drnald,
Bew York, Twayne Publishers, 1968, p. 70, who refers to n story partly dra-
matic and partly narrative in form “spoken in the first person by a Tiresias—
tike commentator [...]; A, D, Culler, whe tmces a development that conven-
tently coheres with his critical representation of Arnold’s theee realms of for-
ast glads, buming plane and wide glimmering sea and concedes that: “The
story iz not told consecutively through the whole sertes of tyrics, but rather s
told in each lyric individually, bt with varying completeness and with a shift
of emphasis which does give to the seriss a consecutive charactsr” ap. sir,
pp- 122-3; M. Allett, g cit, p. 126; “When read in chronclogical sequsnce
[...] they are seen to possess a clearly defined parrative and dramatic =tooe-
ture®. Bee also, I Hamilten, ap. cif, pp. 11924 and N, Murray, op o,
Pp-78-87 both of whem favour a narative development of the posms, in-
triguingly entwining biegraphical and poetical considerations. Even D. G
Riede, momentarily puts @0 onc side his deconstructionist ohjectives: “it is
important kg note that it does very much matter to gur understanding of the
poems whether Amald was wiiting avtobiegraphy ot was generating a fictive
construct [ ], ap s, p. 166, More recently, A. Grob, op. cit, pp. 118-150,
interlaces bis discussion of the poems with a psychological parative of Ar-
nold's misegyniztic endencies and sexual anxieties.

* Ronald E. Becht, “Matthew Armold’s ‘Switzerland’: The Drama of
Chaice”, Fictavian Foeebry, vol. [3, 1 (1975}, p. 36 1 find Becht's senge of a
“pragressive collapse of the Jove affair” {p. 38) diffieult to accept, considering
that the poems never attempt to pressnt a chroaelogical “plet” ar sequence.
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are omitted)™", denotes a disregard rather than concern for narra-
tive unity™. If anything, his indecision avetrides the idea that
there was a real ordet in the f{irst place. A casual glance at the
publication dates arouses more than slight suspicion that the po-
ems actually refer to a single biographical expetience. No less
than nineteen years separates the publication of the first and last
in the group, coincidentally embracing the entire span of Ar-
neld’s poetic activity. This is surely sufficient indication that
his editorial manipulations were due to hindsight rather than
dictated by the structural principles of a pre—conceived narrative
sequence™. One may even go so far to say that the poet’s con-
tinual revisions of the Switzerfand group are paradigmatic of his
editorial procedures Tegarding his maceo—text as a whole®!. It
thersfore seems more appropriate to view the temporal dimen-
sion of the poems in terms of circularity rather than sequential-
ity, since, in effect, they centripetally reiterate the oscillating
poetical-ideological sentiments of the speaker who ponders on
a failed relationship that is over before it has had the opportu-
nity to be poetically represented™. From this perspective, Ar-
nold’s thematic exploration can be seen as intrinsically con-
nected with his poetic experimentation. For it is surely no acci-
dent that, with the exceptions of fsolation. To Marguerite and

# For the complex {ssue of the alterstions Arnold mads to the group see
C.B. Tinker and H. F. Lowty, ag eit, pp. 1313,

* There is inevitably disagreement agnong critics as to which of the po-
eros ar¢ part of the sequence. K. E. Becht, ap. cir, p. 35, for instance, fallows
the 1877 arrangement which places Meeting as the first poem and omits 4
Memory Picture E. E. Hale identifiad no less than twenty—one poems which
deal with the Margustits theme, see C. B. Tinker and H. F. Lowry, ap. cit,
pp. 132-3. Among these include, The River, Excuse, Tndifforence, Too Lake,
Ol the Bhine and Lorging.

M The first poems were originally scattered individually in the Etnpede-
cles volame in the fellowing order: The Lake, Porting, dbsence, To Margue-
rite,

¥ Similarly to Wordsworth, though not to the same radical extent, Ar-
nold was a constant reviser of his poems.

1 agres with Culler's observation that the poems “are really variations
on a theme rather than a narrative action consecutively developed [.]", op
cié, p. 125,
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To Muarguerite — Cantinued), nope of the compositions in the
group adopt the same metrical pattern™. Although Switzeriand
contains [ess metrical variety than Empedocies on Efna, the pat-
terns used nonetheless encompass all of the most common met-
rical modes adopted by Amold in his macro-text. Even more
significantly, his favourite metrical unit, the tetrameter, (a de-
cidedly stronger stress pattern than the iambic tetrameter,
theugh lacking its flexibility} which features in approximately
forty per—cent of his poems, is adopted in ne less than seven
cases in the “Switzerland” group™, five of which are structired
according to the popular 4 x 4 formation of the ballad, and
seven containing the same akernating thyme pattern. '

A Dream and A Memory Picture {originally titled “To My
Frisnds Who Ridiculed & Tender Leave-Taking™) were ex-
cluded by the poet in his 1877 grouping, and, admittedly, with
some justification. 4 Dream, the only poem entirely written in
blank verse™, is marked by a synaesthetically sumptuous lan-
guage that evokes an atmosphere of sexual fantasy that is pre-
sent in none of the other poems:

[.--] behind the pines

The meuntain—skirts, with all their sylvan changzs
OF bright leafed chestnuts and mosged walnut—trees,
And the frail scarlet—buried ash, began.

Swizg chalets glintered on the dewy slopes,

Arnd from some swarded shelf, high vp, there cams,

# The folloving metrical patterns are adopted in each poem. 4 Memory
Fietnpe: Trochaic tetramster quatraing. Meetiny: jambic tetrameter and iambic
trimeter quaTams. 4 Dream: Tambic pentameter blank werse. Posting: Ana-
paestic and farnbic dimetsrs; iambic pentameter. 4 Forowell: Tambic tetrame-
ter quatrains. frolafion. To Movguerite: Tambic tetrameter sestets. To Movgue-
rite = Continued: Tambic tstrameter sestets. 4bgence: Jantbic tetrareter and
iambic trimeter quatrains. e Terrace af Berne: lambic tetrameter quatraing.

% That Arnedd favours the four—beat rhythm is significant, since it allows
far & dgetes of syllable ~variatipn that hovers betwesn stress—metre apd E¥-
llable—stress melre, a characteristic of Victorian prosodic expetimettation
which has its most extreme example in the poetry of Georard Manley Hoplins.

¥ Pavting uses fambic pertameters as a metrical breal within the same
DO,
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Metez of wild pastoral music [...]

Lpon the mossy racks at the stream’s edge,

Backed by the pines, a plank—huiit cottage stood,

Bright in the sun; the climbing gourd—plant’s leaves
Muttled its walls, and on the stone—strewn roof

Lay the warm gelden gourds; galden, within,

Under the caves, peered rows of Indiah som €F, p. 3700,

The emphatic vse of assonance (jtalics) and alliteration, partico-
larly the conscnant clusters of this descriptive sequence {capi-
tals) (“BRighT LeaFeD CHeSTNUTS, and moSSeD waLNUT
Trees [...] a PLaNK BuiL.T CoTTage STooD [...] the CLimb-
ing gourd PLaNT’S LeaveS [...] SToNe STReWN [+..]7) are
reminiscent of the verbal sensuousness of Keats {perhaps the
one Romantic poet who does not come immediately to mind in
connection with Arneld). Such verbal asstheticism, which is
more characteristic of his sarly verse®, is an illustration of the
thetorical sense (as opposed to the poetical sense) that Arnold
was acteally working against. Also, the theme of solitude and
lack of communication, which js central to Switzeriand, is
played down by the fact that the poet is, for the only time, in the
company of a male friend. The cutious atmosphere poised be-
tween vision and reality that differentiates 4 Dregm from the
other poems in the group, is evident from the incipit in which
the vetity of the title is immediately put into question: “Was it a
dream? We sailed, I thought we sailed,/Martin and L down 2
green Alpine stream” (F, p. 370} and the central encounter in
which the two men espy the figures of Olivia and Marguerite on
their chalet balcony just as they instantly fade from their sight,
contains one of the rare instances of female sexval desire in
Switzeriond

They savw us, they confemed; their bosoms heaved,
And mare than mortal impulze filled thejr eves.
Their lips maved; their white arms, waved engerly,

** Sec P. Honan, op. sit, pp. 160~1. In spite of the fact that the poem was
publizhed in 1853 one may accord with Honan's view that it belangs, fogether
with st of the other lyrics, to 1849, '
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Flashed once, like falling streams; — we ross, we gazed;
One momett, on the rapid’s top, our boat

Hung poized — and then the darting river of Life,

{3uch now, me thought it was, the river of lite),

Lowd thundering, bore s by, awift, swift it foamed,
Black under cliffs it raced, round headlands shone.

Soon the planked cottage by the sun—warmed pines
Faded — the moss — the rocks; us burning plaing,
Briztled with cities, vs the sea received {P, pp. 370-T1).

Whether or not intended as an actual dream, the poem is marked
by a linguistic- discrepancy which creates a double vizion he-
tween the wistful, picturesque landscape and suppressed sexual-
ity {lines 1-30), on the one hand, and, on the other, the grim
philosophical speculation of the concluding six lines, which fo-
llow the spatialtemporal liminality of the phrase “Hung
peised”, with the recurrent Amoldian imagss of the “River of
life” and the “burning plaing™. The last two lines are thetorically
emphasised in the surprising inverted syitax of object + subject
+ verb (“Us burning plains/Bristled with cities, us the sea re-
ceived”) with its spiritually negative implications of post-
orgasmic experience, The fact that only the explicit of A4 Dream
reflects the general tone of the Switzerland compositions may
be the reason for Arnold’s hesitations regarding its inclusion in
the aroup.

Similarly to 4 Dream, A Memory-Picture also differs mark-
edly in tone from the other poems. The explosive laughter to
which its opening refers and the galloping trochaics of its seven
syllable lines, jar insensitively with the underlying earnestness
of the poetic voice:

' Laugh, my friends, and without blame
Lightly quit what lightly came,
Rich to—morrow as to—day,
Spetid as madly as you may! (F, p. 114)

With its deliberate discrepancy between language and metre,
especially in the grating refrain: “Ere the parting hours go
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by/Quick, thy tablets, Memory "™, 4 Memory Picture sets up a
self-satiric tone that continues in the following two poems of
the group, 4 Meeting and Parting, and which gradually yields to
the melancholic representation of universal tragedy in the re-
maining six compositions, In this poem, the central themes of
Switzerland ate presented in terms of an implicit dialogus be-
tween the speaker, his mocking friends and Marzuerite:

(rnce [ said: *A face iz gone
If tew hotly muged upon;
And aur best impressions are
Thase thet do themselves repair.'
Mary a face ! 50 let flee,
Ahl is faded utterly

L]
Marguerite says: “As last vear went,
So the coming year'Il be spent;
Some day next year, [ shall be,
Entering heedless, kizsed by thee”
Ah, T hope! — yet, onee away,
What may chain us, whe can say? (P, p. 114)

The speaker’s earnest attempt to conquer time and change by
mnemonically ‘fixing’ Marguerite’s beauty in his lines, leads to
a mere catalogue of stereotypic features which leaves no space
for individuality:

Farnt that iilac kerchisf, bound

Her soft face, heor hair around;
Tied under the archest chin [...]
All her pale, sweet—rounded cheek,

Paint that figure’s pliant grace [...]
Faint those ¢yes, se blue, so kind [...]

Those frank eyes, where deep [ zee
An angelic gravity [...] {F, p.115),

" Driginally: “Ere the parting kiss be drp/Quick, thy tablets, Mesmory?”
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The satire directed at the speaker on the part of his friends in the
penultimate stanza exposes his own sense of the absurdity of his
attempt: “What, my Friends, these feeble lines/Show, you say,
my love declines” (P, p. 115). His ultimate awareness that:
“Time's current strong/Leaves us fixed to nothing long™ (F, p.
115} is a momentary change of tone that prepares for the medi-
tative self—absorption and melanchelic reflection that are the
more characteristic features of the Switzerlond poems.

In the ironically entitled Meefing, the shortest lyric in the
orpup, the speaker enuineratss the sams female traits of the pre-
vious poem, (fair figure, languid cheek, blue eyes) but this time
the focus is on his thwarted passion. The circumstances of the
poem are qualified by a spatial and temporal circularity {under-
lined by the recurrence of the lexeme: “Again™) which obses-
sively re-iterates the same situation™ .

Apain T see my bliss at band,

The town, the lake are here;

My Marguerite smiles upon the strand,
Unaltered with the yvear.

| know that graceinl figurs fair,
That cheek of lapguid hue;

T knioow that soft, enketehiefed hair,
And those gweet eyes of blue.

Azain | spring to make my cheice,

Aurdin in tones of ire

I hear a God's tremendous voice:

‘Bz eounselled, and retiee” (P, pp. 122230,

The speaker’s continual failure to possess Marguerite, (whose
“wnaftered” beauty seems, as it were, to be ‘frozen’ o time), is
assigned not so much to his own shortcomings but an external
force. The poem is a fine example of Arnold’s mastery of or-
chestraticn. There is nothing to prepare the reader for the sud-

* The return to an unaltered landscaps recalls the thind section of Resig-
agiior. See alzo T 3. Riede, gp eir, p. 168 who sees in the leweme “Again®
an initial tone of “¢alm self-assutance™,
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den dramatic change that occurs in the third verse. The impulse
of sexual passion indicated by the dynamic verb spring, which
15 disturbingly suggestive of an aggressive attack, is just as im-
mediately frustrated by “a God's” voice, which, albeit, as Reide
points ont, “a vague, unspecified divinity™, may also be the
projection of a guilt—ridden conscience. The syllabic parallelism
between “enkerchiefed hair” and “tremendous voice” highlights
the contrasting relationship between a frail humanity (as em-
blemised in the protective handkerchief) and an overpowering
divine force. Furthermore, the rising cadence in “tremendaus™
plays against the falling tones in “enkerchiefed” as well as con-
trasting with the otber lexical items in the poem, with their con-
notations of frailty and delicacy.

Parting, which was originally placed after 4 Dream, is a
decidedly more complex poem oscillating between the aban-
donment of passion and the desire for detachment*'. These mu-
tually exclusive states are rendeted in two completely different
metrical forms: the first in anapaestic dimeters, with considera-
bly varying syllable numbets per line and stanza lengths and an
abch thyme scheme, and the second in a regular iambic meter
with thyming couplets. The contrast between these two metrical
parts is further complemented by the fact that they refer respec-
tively to an outdoor and indvor scene. Throushout, the me-

D G Rieds, op. cit, p. 168.

* The concept of a higher pewer antagonistically controlling man’s fare
1z the central theme of SeffDeception. See also, Destiny *[...] Ask of the
pawers that sport with mantfThey yoked in him, for endiess strife/A heart of
ice, a goul of firey'And hucled him on the Field of Life/An aimless unal layed
Desire” (F, p. 151); and Humarn Life: “[...] As, chartered by somes unknawn
Powers,/We stem across the ses of life by night” (F p. 1461

“' P, Honan, ap cft., p. 163, who highlights Arnold's anticipation of the
psychological representations of modern poetry, particulariy the dramatic
monologue: “The poem must have been written in a fine impulsive rush of
teeling and polished in tranquillity: fts structure might be that of the uncoo-
scicus, Arnold here opened a door to the futore in predicting dramas of the
experiencing psyche [...]7
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chanical metre, forced poeticisms, heightened emotional tone
and frequent intejections clearly expose a satirical intent™:

e stopm—winds of Aoturmo!

¥Who rush by, wheo shake

The window, and ruftle

The gleam—lighted laks;

Who crozs ko the hill—side
Thip—sprimklsd with fartms,

Where the high woods strip sadly
Their vellowing atms —

Ye are bound fer the mountains!
Ah? with you let me go

Where vout cold, distant barrier,
The vast range of snow,

Through the loose clovds litts dimly
Its white peaks in air—

How deep jz their stiliness!

Ab, would Twers thers! (P, p. 124)

As in A Memory Pictire Arnold exploits metrical synchronicity
and wverbal exuberance to satirise the self-dramatisations of a
speaker pleading for calm detachment whilst being simultan-
eously transported by the throes of agitation {just as he is by the
lightly tripping anapaestic metrel¥”. The two breaks in blank
verse (gach of which melodrammatically conclude with two dime-
ter lines of five and four syllables) are appropriately applied to
the entrance of Marguerite, whose clear, buoyant, musical voice

e Analegy his been made between this poem and Shelley’s Ode fo the
Fesé Wind. Ses, P, p. 126 (note to line 73), Rasher than analogy, Arnokd's
may bs seen a5 a tongur—in—heek response, since his poem i3 a reversal of
Shelley's ideolopical pronouncements.

s rough distinction may be made bebween those poems with a fixed
metrical pattern, where expression tends to be subservient to thythm, in which
passign i3 a central preocoupation, and those with a move complex metrical
structurs, which probe the existential consequances of human isolation. A pos-
sible bi—partite thematic division of the poems, in this respect, could be as fol-
lowres; A Memory Piclure, Meeling, Parting, fealatian — To Margueerite, and
Abserce = pazsion, 4 Dream, 4 Farewell To dMovguerite — Condtnued and The
Terrace ai Berne = Isalation,
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contrasts with the stormy winds apd temporarily pulls the
speaker away from his need for attachment:

But on the stairs what voice is thiz T hear,

Buoyant az marping, and a5 moroing elear?

Say, has some wet bird—haumoted English lawn
Lt it the music of its trees at dawn?

O was it from some sun-flecked mountain—braok
That the sweet voics its upland clearneas took?
Ah! it comss nearer —

Sweet notes, thisway! (P, p. 124)

The speaker's temptation to fulfil the passion of his “uncon-
queted joy™ (P, p. 125} is immediately thwarted by the recollec-
tion of his real urge. But this time it is no God's voice that im-
pedes the intercourse between the man and woman:

Forgive me! Forgive me!

Ah, Marguerite, fajn

Would these arms reach ta clasp thee!
But see! “tis in vain.

In the void air, towards thee,
My stretched arms are cast,
Buta sea rolls between us —
Our diffarent past! (P, p. 125)

The responsibility for the failere in the relationship is now
placed on the speaker’s refusal to accept Marzuerite as a sex-
pally experienced woman: “To the lips, ah! of others/Those lips
have been pressed /And others, ere I was,/Were strained 1o that
breast [...]" (7, p. 120). While it may be pertinent to question
the extent to which Arnold satirises the speaker’s idealisation of
female virginity, the speaker’s discovery of Marguerite’s ex-
periences leads to an inevitable estrangement between the man
and woman that i3 characteristically rendered in the symbolic
obstacle of the sea (which, in the later poem To Marguerite—
Confinued is transformed inte a universal image of alienation
in: “The wnplumbed, salt, estranging sea”, P, p. 1313, As with
Meeting, the moment of encounter is held in frustrated suspen-
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sion (“In the woid air towards thee /My stretched arms are
cast”), but already the very title of the poem anticipates the im-
possibility of a union between the couple. The final section,
with its more emphatic quartst divisions, is marked by a definite
change in mood as the speaker tums in resignation from the
sweeping enumeration of landscape images to a brooding medi-
tation on man’s essential state of isolation (a condition the
speaker himself eagerly seeks):

Far, far from sach ather

Chur spitits have growmn,

And what heart knows another?

Ah! who knows his own? [F, p. 128)

The melancholy of the concluding stanzas of Parting is
taken up in the underlying iambic beat of the twenty-two stanza
ballad A Farewell. The incipit of this psychologically complex
poetn i3 strongly reminiscent of Wordsworth’s “Strange fits of
passion have I known”,* where the speaker is likewise riding
on horseback at night towards his lover. The atmosphere of ex-
pectation and excitement in the opening descriptive sequence
can alsc be compared with Robert Browning’s Meeting of
Nighe.

Iy hoeses teet beside the lake,

Where sweet the unbroken mognbeams lay,
Sent echoes through the night to waka

Each glistening strand, each heath—fringed bay.

The poplar avenue was passed,
And the roofed hrides that spans the streamy

“ Dersk Attrides, Poetic Riythm. dn Iniroducéion, Cambrides, Carm-
bridge Uniwegsity Press, 1995, po 7. obgerves: “Poetic shythm strives not only
for mimstic and emaotiopal suggestivensss but alse foreerounds literany asso-
ciations. [n Switzerdand these factors come instartaneous(y inte play. The met-
tical similatities with the squally snigmatic sequence of Wordsworth's Lucy
poems will hardly escape the reader. The rwo sequences, both about apn ended
relaticnzhip, share similar thematic concerns, though they completely diverze
in intent.
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Up the steep street T hurried tast,
Led by thy taper’s starlike beam (F, p. 132).

Nowhere else in Switzerland does the speaker appear in such s
dytiamic attitude, as his horse, a clear emblem of passion, erepts
upon the quiet of the night with the virgin image of its “unbrok-
eft moonbeams”. The pre-dominantly soft-voiced consonants
{particularly nasals and liquids) effectively evoke the sense of 2
peaceful landscape and the decelerating effect of the final line
of stanza I with the clogging consanant clusters {EaCH GList-
ening STRand eaCH heaTH FRiNGeD [...]) conveys the ten-
sion of a moment held in suspension. In stanza 111, for the first
and only time in Switzerland, the speaker and Marguerite are
wrapped in a physical embrace:

I came! I saw thee rise! ~ the blood

Poured flushing bo thy languid cheek:.

Locked in zach other's arms we stood,

In tears, with hearts too full to speak {#, p. 1320

Tins, the most passionate moment in Switzeriand, is striking in
its emotional excess. Love and passion are intensified by the
torment of separation to such an extent that it inhibits verbal
communication {“with hearts too full to speak™). Verbal silence
is also an initial sign of the couple’s estrangement in the follow-
ing stanza which re-proposes the same descriptive elements in a
reverse situation:

Daye flew; ah, soon [ could discern

A trouble in thine altered air)

Thy hand lay langueidly in mine, )

Thy cheel wag grave, thy speech prew rars {2, p. 320,

The contrast between initial union and eventval separation is
reinforced by the structural and lexical parallelism of the two
stanzas. The euphoria of the swift actions in the first line of
stanza TM ("1 came! [ saw thee rise”) corresponds to the eapid
passing of time that leads to dejection in the first line of stanza
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IV: “Days flew; ah, soon ! could discem/A Trouble in thine al-
tered ait!” The woman's “languid cheek” flushing with passion
in stanza II1, becomes “grave” in stanza IV, whilst the lexeme
“languid” is transfiotmed nto the adverbial: “Thy band lay lang-
uidly in mine™, which both contrasts with the couple’s powerful
embrace, rendered in the participle “locked” in stanza IIT, as
well as underlining the woman's sudden apathy and ndiffer-
ence. Finally, the silence induced by the rush of emotions in
stanza Il acquires a completely different semantic nuance in
stanza IV where the couple are reduced to the silence of es-
trangement. Although the signs of disaffection are initially
manifested in the woman (as in Parting), the speaker initially
appears to lay the blame for the failed relationship on himself:
“This heart, I know,/To be long loved was never framed;/For
-something in its depths doth glow/Too strange, too restless, too
untamed” (P, p. 132). This, however, leads to an ironic evalua-
tion of the polarized forces represented by male and fernale, the
former characterised by strong will, control and self-certainty,
the latter by kindness, gentleness {a tecurrent word in the poem)
and insecurity,

And womet — things that live and move
Mined by the fever of the soul -

They seek to find in those they love
Stern strength, and promise of control.

They ask not kindness, gentle ways—

These thay themsslves have tried and koown;

They ask a spul which never sways

With the biind susts that shake their own (P, p. 132).

The speaker now senses that he is a victim of the stereotypical
attitudes he himself assumes in the previons poems, for, far
fram possessing ‘masculine’ strength and control, his intellect-
uzl nature has more qualities in common with a feminine sensi-
tivity:

I oo have longsd for trenchant force,
And will like a dividing spear;
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Have praised the keen, unserupulous course,
Which knows no doubt, which feels no fear,

But in the world T lcamt, what there

Thou toa wilt surely ane day prove,

That will, that energy, though racs,

Are yet far, far less rare than lpve (F, p. 133),

In spite of his longing, the speaker reveals an unease with male
aszsertion, evident in the potentiaily destructive phallic image of
the dividing spear and the strongly negative lexemes “trench-
ant” and “unscrupulous”. The fact that his (real) gentle spirit,
which nurtures doubts and fears, clashes with conventional no-
tiens of masculine identity, is precisely the dilemma that con-
founds his “restless” and “untamed” heart. That his atternpt to
smeoth out his selfconflicting notions, which are heightened
rather than resolved by his being in love, are, partly, dependent
upon the woman’s perception of his role as male lover rather
thap as a sensitive individual and, partly, a product of his own
preconceptions, 15 seen in his conirast between the forees of
convention, which condition the individual into expecting de-
termined qualities and characteristics according to a patterned
perception, and the exceptional experience of love:

We scheol our manners, act our parts —
But He, who sees ug through and through,
Knows that the bent of both our hearts

Was to be gentle, tranguil, true (P, p. 1330

Hidden from conventional codes of behaviour, true love, for the
speaker, is a product of gentle, tranquil souls and a means of
nurturing the superior traits of the buried seif. The alliterative
connection between “tranguil” and “true” undoubtedly undet-
lines the inextricability of their setnantic bond. That the woman
is as yet unable to realise this is evident in the bitter retort: “Co,
then! —till time and fate impress/This truth on thee, be mine no
morel™ (P, p. 133). The speaker’s sense of the power of their
spiritual bend: “[...] for thou, T feel, not less/Than I, wast des-
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tined to this lore™ (#, p. 133) underlines his essential mistrust of
passion as a basis for their relationship:

Fetwe shall one day zain, §ife past,
Cleay prospect o'er our being's whole;
Shall ses ourss|ves, and [earn at fast
Chur true affinities of soul {2, p. 133},

Only through the spiritual union of an asexval relationship that
transcends earthly love, where man and woman become as
brother and sister, can complete knowledge of the self and of
the other be attained. But this is not to be achieved without a
price: “Then we shall know our friends! — though nuch/Will
have been lost [...] there will be yet/A sympathy august and
pure;Enobled by a vast regret/And by contrition sealed thrice
sure” (F, p. 134}, This spiritual penance is reinforced by re-
ligiously connoted lexemes and Arnold’s characteristic use of
Titcrtes: *[...] whose ways were unlike here [...] unreached by
earthly jars [...] All our unquiet pulses cease!™ (P, p. 134). The
apparent circular strocture of the peem, which concludes with
the opening image of the untouched moonbeatns: “The hush
among the shining stars!/The calm upon the mooenlit sea” (£, p.
134}, ironically frames the speaker’s transformation from the
intensity of romantic passion to a vision of spititual love,
which, although it may be seen as a flight from sexuality®’, is a
necessary itinerary in Arnold’s quest for the buried self.

The language and tone of the concluding stanzas in A
Farewell are carried forward in fsplation. To Marguerite and its
follow—up Marguerite—Continued”. Stanza 1 of Iselation. To
Marguerite temporally reverses separation and bond in a way
that anticipates the death of the relationship:

3 4 factor which leads Alan Grob to conclude thet the posm offisrs “a vi-
sion clearly directed against love™. See A. Grob, op. it p. 1500

" Grob displays a curious disregard for Ameld’s arangement of the
Swirzeriand pocms by preceding his discussion of 4 Farewedl with a consid-
etation of frofatipr To Marguerite, and Marguerite—Conginued,
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We were apart; yet day by day,

I bads my heart more sonstant be,

I bade it keep the world away,

And grow a home for only thee,

Mor feared but thy love likewise grew,
Like mine, each day, marte tried, more true.

The fault was grave! [ might have koown,

What far tog soon, alas! [ learned —

The heart can hid itself alone,

And faith may oft be unreturned.

Self—swayed our feelings ebb and swell -

Thow lov’at no mors; — farswell? Farewell! (P, p. 127)

The speaker’s quest for mnemonic fixity in A4 Memory Picture
becames a4 moral concern for constancy. But the four words of
the laconic abstract phrase with which stanza II begins fall like
hammer blows to exclude any possibility of a lasting bond. The
simplicity of the lexical choices in no way undermines their
aptness: “grave”, (with its obvious connotations, as a noun, with
death) co-refers to Marguerite's grave cheek in 4 Farewell and
the alliteration between “tried” and “true™ underlines the intrin-
sic link between suffering and genuine happiness which is also
central to that poem. Yet passion as a salvation from a hostile
wortld, is an idea the speaker has already refuted from the start.
As In Meesing and Parting his premature awarensss of the iso-
lated nature of individual experience (“far too soon™) becomes a
psychological barrier impeding any self-sbandonment to an-
cther person. The final line of stanza II seems uttered with a
terse indifference that borders on satire. Yet the meditative dis-
¢ourse assumes an earnestmess that surely undermines any such
intentions, as is evident in the Keatsian repetition of: “Fare-
well”” and the rhetorical emphasis in stanza II{ whose lack of
punctuation in its four central lines contributes much in evoking
a tone of anger:

Fargwell! — and trow, thow lonely heatt,

I Beminiscent of Kears’s ode To o Nightingole.
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Which sever pet without remorses

Even for a mement didst depart

Fromm the remate and spheréd colrse

To haunt the place where passions reign —

Back to thy solitude again! (P, p. 128, ikalics mine)

The recurtent cycle of passion teaches only: “How vain a thing
is morta} love [...] But thou hast long had place to prove/This
touth — to prove, and make thine own; “Thou hast been, shalt be,
art, alone.”” (P, p. 128} The inversion of the temporal sequence
of the final line is dus to a rhetorical emphasis produced by a
series of heavily stressed iambs (which would not be the case
with a chronological order) to emphasize the bitterness of the
speaker’s self reproach. Like the child in To ¢ Gipsy Child by
the Sea-Shore,” he *foreknows’ the vanity of human life. Ne-
vertheless he succumbs to its temptations.

To Marguerite—Continued 15 nct only the most dramatic
pronouncemsnt in Switzeriand, but iz undoubtedly one of Ar-
nold’s most powerful poems. Although a continvation of fsela-
tion. To Marguerite, thers is no explicit mention of the woman
herself, beyond the title. The stress varlations and alternating
rhyme scheme also contribute to create a more restraiped
rhythin that contrasts with the swifter movement of the rhyming
couplets of the former composition. Furthermorte, it explores on
a more profound level, the theme of isolation which is only
sugpested 1n the title of the previous poem, and its broader exis-
tential implications markedly depart from the representation of
subjective experience that dominates Switzerland (with the pos-
sible exception of Meeting) and prefigure the power and pro-
fundity of such poems as Consolation and Dover Beach:

Yeal in the gea of life enizled,
With echoing straits between us thrown,
Dgtting the shoreless watery wild,

4P Henan, sp. cit, p. 157, comments that the poem “is a triwmphant in-
tegration of Amoldian themes” where “the unnscessary literal teading of the
Switzerland poems, merely as records of Amold’s dalliance with = French picl
is wee]) exposed™.
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We mortal millions live alome.
The islands feel the snclasping flaw,
And then their endless bounds they koow (£, p.130),

The peem is structured in the three parts of thesis, antithesis and
re—affirmation of thesis. The rhetorical emphasis on the first
word opens the poem in medias res to set up a counterpoint
rhythm which pestpones the main sentence after three subordi-
nate clauses that stretch for as many lines. Arnold gives a pow-
erful evocation of the hleakness of man’s isolation through his
favourite symbol of the sea, where verbal communication js
emptied of meaning in the hollowness of “echoing straits” and
the lack of physical contact is rendered by the inaccessibility of
the elemental “shoveless watery wild”. The ambivalence of the
gerund  “dotting” in terms of its grammatical category
{verb/adjective} simultaneously suggests that individuals have
been arbitrarily scattersd around the world as well as tacitly
complying with the state of isolation to which fate has con-
signed them. As in Resignation, the frightening impersonality
of the natural wotld, with its “enclasping flow™ (in mock parody
of a passionate embrace) and the paradoxical “endless bounds™,
is a painful reminder of the individual’s own tiny place in the
universe and the inevitability of death as ironically underlined
by the phonic asscciation in “mortal millions”, together with the
contrasting juxtaposition of “millicas”/“alone”. In the final two
lines, the shift of subject from first to third petson plural sig-
nificantly undetlines the speaker’'s own detachment and isola-
tion from others. At the same time, precisely because his dis-
course becomes objectified, the sense of tragedy 1s intensified
with the frapmentation of the self hecoming the symptom of a
disintegration on a much larger scale. The two central stanzas
which follow develop the antithesis in which desire for commu-
nication is seen as a patural human impulse reinforced by man’s
sense of a lost hanmony with the natural universe;

But when the meon their hallows lights,
And they are swept by balmz of spring,
And in their glens, on starty nights,




The Fragmented ard the Furied Seif 133

The nightingales divinely sing;
And lovely notes, from shore to shore,
Acrass the sounds and channels pour —

Oh! Then a (anging like despair

I to their farthest caverns sent;

For surely once, they fieel, we were

Parts of a single continent!

MWow pourtd us spreads the watery plain—

Ch might our marges meet again! (P, pp. 130- 313"

The lyrical features of stanza II contrast with the sombre evoca-
tion of estrangement with which the posm begins. The sound

patterning, with its recurrence of softi-voiced consonants, and

insistence on liquids and nasals, is particularly evocative of the
therapeutically soothing effects of the natoral world. Although,
this incantation provokes the painful paradox of & nostalgic
“longing like despair” for a lost golden age of unity and har-
mony, a saving grace is recognised in the human being's in-
stinctual need for communication in the final line of stanza III:
“0h might cur marges meet again™, where the semi-alliteration
of the phoneme |m} in the archaic “marges” and “might” and as-
sonance of /a) in “owr and “marges™, simultanecusly evokes
the conditions of disjunction and conjunction. The final stanza
comes back full circle to the initial statement of man’s isolation
by questioning its cause:

Who grdered, that their longing’s firs

Should be, a2 saon as kindled, cooled?

Who renders vain their desp desire? —

A God, & God their severnce tuled!

And bade betwixt thejr shares to be

The unpluenbed, salt, estranging sea (F, p. 131).

* These lines make an interesting cemparisen with the follewing from
The Burfed Life: "From the soul’s subterrancan depth upborhefAs from an in-
finritefy distant labd/Come airs, and flpating echoss, and convey/A mefan-
choly into all our day™ (P, p. 2900,

** The lexeme “marges” is alse used to refer to the “River of Time” in
The Futiee.



134 The Poetry of Matthew Arnold

Although, at first glance, the choice of diction may sestn conne-
tative of passionate desire, “longing’s fire” obviously co-refers
to the “longing like despair” of the human desire for contact in
the previous stanza, which is a spiritual expression of the deep
buried self. As in Meeting, such a yeaming is thwarted the mo-
ment it is experienced: “as soon as kindled, cooled”. Also, az in
Meeting, responsibility for all that conditions the human being’s
fate is attributed to “a God”, a factor repeated with the revela-
tion of a sudden dizcovery: “A god, & God their severance
ruled!” The degree of significance in the lexical choice of “se-
verance™ can be gauged by considering it against ite synonym
“separation”, which would have necessitated an eight—svllable
line at the expense of eliminating the strongly emotive repeti-
tien of “a God”. Furthermore, ‘severance’ implies a condition
imposed by an external force, which is underpinned by
“ruled™". There is nothing in the poem, however, to prepare the
teader for the surprising semantic density of its final line, cer-
tainly one of the most strikingly evocative in Arpeld’s poetry.
The negative prefix un- in “unplumbed” simultansously negates
and évokes the sense of ‘plumbed’, an adjective with a physical
roundness suggestive of Keats, which resonates with meaning.
As a transitive verb it denotes sxperience of the worst kinds of
misery {as in the idiomatic expression: “to plumb the depths of
despair”), as well as to understand or master (as in the idiomatic
expression: “to plurnb a mystery™). Furthermore, the noun form
included in the word, ‘pluml’, {(a dead weight suspended at the
end of a line used to determine water depth), directly links with
the water imapgery of the posm. Thus, the sea that symbelically
represents the physical and psychological barriers of the human
world, is connotative of the unfathomable and painful reality of
the individual's ultimate isolation. The grammatical deviancy of

1 G Riede, op. sit, p. 1790, points out that God's volce here “emEerges
from the thoroughly questicnabls saurce of the speaker’s psychological nesd
for justification” and that it “cannat be taken serdously 25 more than the wizh
for certainty, the wish for absolute dictates ta explain and justify human be-

" havioue™
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“salt” {noun for adjective) gives an almost iconic force to the
hittertiess of man’s state of physical and psychological isolation
that is underlined by the regular recurrence of the harsh sibilant
f&f (salt, extranging sea) which inextrcably links the three lex-
emes t0 rainforce the notion of an uncomgpromisingly alien
force of which man is at the complete mercy.

It iz notable how Marguerite, who becomes increasingly
distanced until vanishing from sight, is eventually reduced to a
mere memoty in dbsence and A Terrace at Berne. These two
poems, with which Switzerland cencludes, ultimately resclve
the final circularity of the group (which is further underlined on
a structural level| in the retum to the initial ballad form), by re-
spectively encapsulating the two recurrent themes of passion
and isolation. They also turn back full circle to the initial pre-
vecupation, particularly evident in 4 Memory Picture and Meet-
ing, of the tension between fixity and flux. Finally, they also re-
confirm the recurrent behavioural pattern of the speaker whose
brooding meditations rendsr him impervious to a passicnate in-
volvement in the present moment. Although its incipit evokes
the presetice of another woman, 4bsence is haunted by the
ghostly presence of the lost Marguerite and the speaker’s con-
tinual paradoxical feelings towards her. The opening line, which
picks up from the conclusion of To Marguerite—Contimued
through the root word ‘strange’, as the “estranged sea” is trans-
tigured into the “stranger’s eyes of grey” (P, p. 144), effectively
captures a psychologically disturbing moment in which the im-
age of the former woman {LOVER) is superimposed on the new
wotnan (STRANGER) creating a temporal confusion of particu-
lar emotional intensity:

In this fair stranger’s eyes of grey

Thine eyes, my love! T see,

[ shiver; for the pasaing day

Had bome me far from thee (7, p. 144).

The implicit chromatic contrast between the grey eves of the
female stranger and the blue eyes of Marguerite underscores the
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negative transition from the idealised past to the dreary present,
in which sentimental poetic musing succumbs to sombre phi-
losophical reflection™. There is, at the same time, a poignancy
in the speaker’s reluctance to release his hold of the past which,
like a ghost, comes back to haunt him (“I shiver”). The re-
visitation of Marguerite is all the more powerful because |t
comes unexpectedly, in spite of the apparently distracting influ-
ence of the flux of “the passing day™. It is with growing bitter-
ness that the speaker realises that nothing can ohliterate the
deeply imbedded memory of his former passion:

This Js the curse of life! that not

A nobler, calmmer ttain

Of wiser thoughts and feelings blot
Cwar passions from gur brain;

But each day brings its petty dust

Chur gogn—choked souls to fll,

And we forget becange we must

And not because we will (7, pp. 144-45).

Stanza II complicates the coordinates of Arnold’s polarity be-
tween the fragmented and buried self by setting up an implicit
double standard whereby the speaker’s passionate feelings for
Marguerite, are contrasted with the noble and “wiser thoughts”
which, though not explicitly related to the new woman, never-
theless represent his present demands, in which any room for
pasaion is denied. Concurrently, the resurgence of his passion is
also posited “against’ the flux of “the passing day”, as if it were
an mfrinsic expression of the buried self. Therein lies the pain-
ful paradox of the tormented consciousness of the speaker who,
acutely aware of the “petty dust” of mortality that looms over
mankind and the povwer of obligation over the will, realises that
his aim to transcend the dark ignorance of his passiens (“Once-

* See also Separation which deals with the same thems of the death apd
tesutrection of love and whose explicit echoes the incipit of Abrerce; “Who,
fet me say, & s Stranger regards me/Witk the grey eves, an the lovely
brows Raird™ (F, p. 246).
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longed—for storms of love™) can only be accomplished by means
of an ardent struggle towards the light of knowledge:

T strugele towards the light; and ye,
Cnes—longed—for storms of love!
If with the light ye cannot be,

I bear that ya remove.

I struggle towards the light; bue ob,
While et the night (s chill,
Upon tims's barren atormy flow,
. Stay with me, Margueritz, stilll [P, p. 145

The final two stanzas contain significant verbal parallels and
gchoes. The affirmative and adversative conjunctions which fo-
llow the reterated phrase I strugeles towards the light” under-
line the oscillation between cognitive illumination on the one
hand and blind passion on the other. The parallel phrases:
*Once-longed-for storms of love” and “Time's barren stormy
flow™ are also conversely related. 1f fove is dismissed by the
speaker in the first case as a transitory phenomenon that does
not live by the light he is sesking, in the second, that same love
is invoked to still the flux of time. The urgency of the self—
enclosed final line {framed by the lexemes “stay™ and “still”™)
gchoes the refrain “Quick, thy tablets, memory™ in 4 Mewmory
Picture. Thus, the plea with which Swifzeriomd beging comes
full circle from the process of losing to a more profound and
tragic realisation of what [s inevitably lost. In this sense, no-
thing is ultimately resolved. Just as the poems reiterate the same
basic dilemmas, the speaker is ultimately left in the identical
position with which he began, his foreknowledge of the transi-
tory nature of passion being finally confirmed through hind-
sight.

The Terrace at Berne, wiitten in 1867, is a re—visitation of
the Marguerite theme nineteen years after its inception. The
tone of resignation and restraint is indicative of the changes that
have occurred in Arneld’s postry during this lapse of time.
There is an authorial control over the subject, and a sharper fo-
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cls that is synonymous of an older, sadder, but wiser speaker, a
sign that the poet himself may have finally come to terms with
his tragic vision. As a result, The Terrace af Berne corroborates
all that Switzerfand is loath to recognise, and offers no resis-
tance to what is acknowledged. The poem begins with the re-
current Amoldian device of a revisited landscape: *Ten years!
and to my waking eve/Once more the roofs of Berng appear”
(P, p. 518). The familiar features of the landscape of the
speaker’s youth are now registered with a neutrality and de-
tachment bordering on indifference: “The clouds are on the
Oberland,/The Jungfrau spows look faint and fary/But bright are
those green fields ai hand/And through those fields comes
down the Aar”™ (P, p. 518). The charting of such precise place
names which point to a referential reality has no correspondent
in Switzerlond but is a characteristic of Arnold’s later verse.
Furthermore, the poem develops not in terms of integral poeti-
cal images, but around 4 discourse comprised of a series of sup-
positions concerning the passible fate of Marguerite:

Droth rictous |aughter nosw replace

Thy smile; and rouge, with stony glare.
Thy chesk’s sott hue; and flettering lace
The kerchief that enweund thy haie?

O iz it over? — art thow dend? —
Iead! —and no warming shiver ran
ACIPss my hedrt, to say thy thread
O ltfe was cul, and closed thy span!

Could from earth's ways that figure slight
Be lost, and T not fesl “hvas 507

¥ that fresh woice the gay delight

Fail from earth’s 4ir, and 1 not koow?

O shall I find thee stll, but changed
But not the Marguerite of thy prime?
With all thy being re—arranged,
Pazzed through the crucible of time;

With spirit vanished, beauty wansd,
And hardly yet a glance, a tons,
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A'gesture —anything — retajned
O all that was ry Margustite’s own? (P, p. 519)

The speaker plays out a fantasy of transformations in which
beauty cedes to repulsivepess, purity to indecency, in a mocking
self-parody of his past idealisations. Shocked by his own in-
difference, he goads himself on to generating some sort of feel-
ing which fails to surface: “Dead? — and no wathing shiver
ranfAcross my heart [...] Could from earth’s ways that figure
slight/Be lost, and I not fee] ‘twas 507, Unlike Absence, where
the mere meniory of Marguerite provokes a shudder in the
speaker, here he is unable to respond even to the possible fact-of
her death. Also, whereas A Memory Piciure seelis to freeze the
woman’s beauty in lines that will consecrate her in time, The
Terrace af Bernte does exactly the opposite. It creelly and un-
flinchingly records a series of transitions from vouth to age,
beanty to wgliness. The realisation, previously foreknown is
now eventually acknowledged, The final two stapzas, which
allude to the conclusion of a lifetime of poetic preoccupations
of which Marguerite is the poignant symbol, are amongst the
mast moving in all of Arnold's verse: '

Like driftwaod spars, which meet and pass
Upon the boundlass ocean—plain,

50 on the ses of life, alas!

Ivlan nears man — tneets, and quits again.

T knew it when my Life was young,

1 feel it atfll, iow youth is o%er.

—The mists are gn the moontaing bung,

And Marguerite I shafl see no more [, p. $19-20).

The penultimate stanza reverberates with intratextual echoes
from other Marguerite poems. Just as Martin and the speaket
are carried away from the women in the stream in 4 Pream, the
analogous water imapge here underlines the transitory and te-
nuous nature of all human coptact. The recurrent Arnoldian mo-
tive of the sea of life, which is used with such power in Irofa-
tion—To Marguerite is here elicited as a potent spatiak-temporal



140 The Poetry of Matthew Arnold

symbol, on the one hand, embodying the ultimate isolation of
the individual, and on the other the transitory flux of its essen-
tally restless existence. The stemn simplicity of the final stanza
acquires a profundity and pathos when set against the dramatic
background of Switzerland of which it is an ultimate comment,
a pathos all the maore significant and self—revelatory in the equa-
tion between loss of poetic vision, as symbolised by the mist
covered mountain, and the definite disappearance of Margue-
tite.




4

Between Loss and Redemption

Fandering between twa warlds, one dead
The cther powerfess jo be borr [...]

Silent — ire besf ara silent row.

New Poemss {1867) marks a watershed in Arnold’s artistic and
intellectual development. During the decads that separates its
publication from his “noble” failure' Merope (1858), he had al--
ready begun, with a new fervour, to publish the essayvs of social
and cultura] criticism which would exert such a profound influ-
ence on twentieth century thought The moral zeal that pet-
meates these works frequently finds its way into those final po-
ems which proffer solutions to the ontological and existential
dilemmas of his poetic vision, often through a re—evaluation of
Christian values and at the expense of deliberately suppressing
tlie ambiguities and tensions which make his poetry so powerful
in the first place. The dominant note of objectivity and moral
imperative that characterises Wew Poems is significantly evident
in Arneld’s return 1o the sonnet form, a genre which frames his
poetic  activity at the tal ends of his career’.
The secular theme of the early sonnets, especially the celebra-
tory dedications Mritten in Emerson s Essays, Shakespeare and
To o Republican Friend, for example, are in stark contrast with
the Christian tone of tributary sonnets such as, East London,
Anti-Desperation, Immortality, The Divinity, The Good Shep-
herd with the Kid, East and West and Monica’s Last Fraver.
The 1867 sonnets also differ structurally in their bailad—like

V. Murray, op. eit, p. 161, Altheugh many critics find Arnald's attempt
at reviving the Classical form naive, Merope surely deserves a more sympa-
thetic assessment than it has so far received. Unfartunately, such a task is well
outside the scope of the present study.

% Besides Fouth's Agitations and The Farld's Triumphs, Amold wrote no
other sonnets duriog his middle peripd.
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stanza divisions of 4 x 4 x 3 lines. As a result, Rachel, East
fondon and West London in particular have a narrative de-
velopment, typical of the ballad form, underpinned by an un-
characteristic socially—conscious realism:

"Twag August, and the fisrce sun overhead
Smote on the squalid streets of Bethpal Green [L..]
(P, p 5230

Crouched on the pavement. close by Belgrave Square,
A tramip I saw, ill, toody, and tongus tisd,
A babe was in her arms, &nd at her zide
A pirl; their clothes were rags, their feet were bare
(F, p. 326}

However, such urban details only seem to confirm Arnold’s en-
gagement in the “unpoetic’ age of a feverish world, The very
fact that he could muster little more than a handfu} of sonnets
for his last volume (with hotable exceptions, namely Palfadium
and Obermann Cnce More) is indicative of a fading voice — the
last gasps of a post whu was aware that he had come to the end
of the line’. :

To be more precise, New Poems is 8 mixture of new and old
verse, some of which appeared in a collection for the first time.
One of these, Dover Beach, which Amold had appareatly writt-
enl years ¢arlier and inexplicably delayed publishing until 1867*,

* Cf. C. Machann, sp. cit, p.68. There is geperal agreement that Arnold
was aware that his poetical carser was coming to a close, See 1. Hamilton, ap.
cit, p216: “Thers is alse a feeling that with New Poems [.] Aroold is purt-
ing his poetic affairs in order.” See alzo P. Hopan, op. cit, p. 263 “Arnold be-
came the elegiac figure of his own poetry: for in years ahead he lgst the ability
to write varse” M. Murray, ap cfé, p. 164, neatly condenses the inkerrelaked
factors that contributed to Arnold’s waning poetic activity: “His theories and
hiz eritical stgjcl:ures, caupled to the demands of his public lifs, were killing
off the poet™ It has becore almost a clich? to see the end of Amold's poetic
activity as the result of such external factors, but it 15 nonethalsss tre.

* Most of the posm was probably composed during Arnold's pre—
haneymoren visit to Trover with his wite in June 1331, Ses P, pp. 23940 But
se= Donald J. Weinstock, *"Say Not We Are on a Darkling Flain'™: Clough’s
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is without doubt his besi—loved and most anthologised poem.
Yet, such i3 the diminishing interest in his poetry that a critic
like Alan Grob can complain of its having “received less and
less attention in recent years™. One only hopes that at least this
single work upon which his fortunes as a poet seem exclusively

_to rest be spared consignment to oblivian! For, thaugh the privi-

leged status it oceupies in his ceuvre may be debated, there is
no doubt that Dowver Beach i3 a most densely concentrated ex-
pression of the subjective and objective poles that characterise
the angst of Arnold’s poetic vision, Its irregularity of syllable
numbers per line {ranging from 4 to 11%) and variation of verse—
paragraph divisions (14 x é x 8 x 9 [ines) are set against the
regalarity of a dominaat jambic metre’ and rhyme scheme® to
underpin, on a structuralprosodical level, the contrast bebween
form and formlessness reflected in the moving tension between
the troubled postic voice and the deceptively serene night—ime
landscape. In stanza T the threat of instability and change is an-
ticipated iri the implicit break with the traditional sonnet form.

rgjoinder to “Dover Beach’, Fistorion Poetrp, 15, [{1981), p. 73 {nobe 1), for a
“representative sammpling of opinions” which suggeat dates from 1848 to 1562

* A Grob, gp. it p. 15 Grob himself provides & lsngthy snd detaifed
analysis of the poem, much of which the present writer i35 in accord. But his
stress an the historicity of the poem by—passes a close consideration of certain
linguistic and stylistic features which the present analysiz zims to put into evi-
dence.

8 According 1o my own frequency analysis, the total number of feet divi-
sions in the poem is as follows: two—foot = 1, three—foot = 6, four—foat = 11,
five—foat = 19 the tota) number of syllabic divisions is: four syllables = I; six
syllables = 5; seven syllables = 1; cight syllables = 3; nine svllables = 4, ten
syllables = 15: sleven svllables =2 and the total number of strezsed lines is as
follows: two—stressed = 3; three—stressed = §; four—stressed = 13; five—
streszed = 11, On the basis of this caloulation it iz difficult to 2ee how Kenneth
and Miriam Allet arrive ar the conclusion that “mote than half the lines are
five—stressed” (P, po 240, which seems impossible even with an emphatic
performance reading.

T There are almost enc hundred occurrences of an jambic metre in the
PO )

¥ The thyme scheme being az follows: stanza [, abacdbdesfoipth; stanza
11, abache; stanza 111, abodbade; stanza IV abbacddee.
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For the graphically marked sestet and octet division of its four-
teen lines, which deliberately alludes to one of the most co-
mimon sonnet divisions, is undermined by a predominantly jr-
regular metre in which only six lines are regular jambic pen-
tameters. The opening sestet presents the external scene of calm
and tranquillity that is framed by the window through which the
speaker gazes into the night:

The sea is calm tonight.

The tide iz full, the moon lies fajr

Upon the straits; on the French coast the light

Glearns and is gone; the ctiffs of England stand,
Glimmering and vagt, out in the trangquil bay.

Come to the window, sweet is the night—air! {P, p. 254}

The theme of deception that underpins the whole vision of the
poen, is emphatically undetlingd in medias res by the end-
stopped opening line of agparant tranquillity in: “The sea is
calm foright” (italics ming). The ebbing and flowing of the sea
waves and the serenity of the nighttime scene are effectively
rendered through the gentle rocking lineation of the free—
flowing enjambment (especially in the gradually increasing sv-
llable numbers in the first three lines) together with a sound pat-
teming that resounds throughout with liquids and nasals inter-
spersed with occasional sibilants: The sea is calm tomight [...]
moon lies [ ] the fight'Gleams and is gowe [...] Glimmeting ...
in the tranquil bay [...] sweet is the night-air [...]. The rhetori-
cal elements on which such a lyrical interpretation of the sea—
scape relies'” already contain the signs that any idea of a stable
universe, encouraged by the “cosmologically harmonizing pow-
ers that manifest themselves through the light that emanates

? Joseph Bristow (sd), The Cambridge Companion to Ficlorion Poetry,
Cambridgs, Cambridge University Press, 2000, p. 144, who correctly per-
celves that “[...] this ses is not always calm, it only happens to be 50 *to-
night'”,

' The opening lines of Dover Reach make an intetestitig conteast to the
incipit of 4 Summer Might where the apparamt calm is an expression of 2 host-
ile Buman woeld.
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from that night skv®', is about to be somehow negated. The
sudden disappearance of the lights on the French coast i3 an
ominous anticipation of the melancholic mood which permeates
the remaining three quarters of the poem. Indsed, the octet pro-
ceeds t0 blur the distinction between real/external and imagi-
nary/internal landscape as the speaker invites the woman to join
him in gazing upen the view outside the window,

Only, from the long line of spray

Where the seq meets the moon—blanched land,
Listen! you hear the grating roar

Of pebbles which the waves draw back, and fing,
Ar their returhy, bp the high strand,

Begin. and ceage, and then again begin.

With tramulous cadence slow, and bring

The ternal note of sadness in (F, pp. 254-55).

The adverbial “onfy™ ironically understates the ensuing negativ-
ity of the speaker’s subjective interpretation of the nocturnal
seascape, initially (also on a textual level} demarked by the line
of white spray stretching along the moon—blanched land* that
constitirtes the threshold between human and natural world, and,
by extension, stability and instability. The three dimensions of
sed, land and sky converge to represent the naturalistic scenario
of a dramatic confrontation which upsets the mild complacency
of the initial descriptive sequence with the speaker/lover's ass-
ertion “sweet is the night—air’. The positive lexemes: “calm”,
“full”, “fair”, “gleams”, “glimmering” and “sweet”, almost im-
perceptibly succumb o the negatively marked “grating roar”
and “sadness” as the description moves from visual calm to
auditory movement and, by extension, from stasis to flux. The
slight textual alterations Amaold made at this point contribute in
a significant way to the change in mood and orientation. For the
original “suck” for “draw’ in “the waves draw back”, may seem

1A Grab, gp. cit, p. 173,
" Whish also tecalls the “moon—blanched streets” of 4 Summer Night,
confirming the assaciation of hostiliey with which that poem bezins.
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phonically appropriate, but it highlights a sensucusness that ac-
tually runs against the direction of the speaker’s reflections. The
eventual term used has the two added meanings of “chance’ (as
in the drawing of lots) and a forced retreat (an idea later con-
firmed in the lexeme “retreating”). The sense of individuals se-
lectively and randomly cast about the earth against their own
will, as in Ivelation. To Marguerite, is already contained in this
naturalistic detail of the apparently tranquil night—{ime scene.
The “longing like despair” that characterises humanity’s nostal-
gia for a lost world of barmony in Isofation. To Marguerite has
its counterpart in the “grating roar/Of pebbles”, in which “roar”,
far from afluding to the sound of a cheering crowd, is an ono-
matopoeic cry of collective pain.

The intensity of existzutial suffering s also significantly
rendered in the adjective “grating” which suggests a penetration
to the very nervous system. The implication that sech a sound
may provoke irritation in the hearer indicates an absence of hu-
man solidarity which is in some way symptomatic of the
speaker’s disdain of the world's ills highlighted at the end of the
poem. A further anticipatory element in this stanza is the noun
“strand” which, with its adjectival meaning “abandoned’, pre-
figures the vision of isclation with which the poem closes. But
its forther meaning of *fibte” also conveys the image of a nerve,
thus reinforcing the idea of a metaphorical representation of
physiological disorder. Meanwhile, the opening and concloding
lines of stanza I demarcate the two central perspectives of mo-
mentary serenity (“calm tonight™) and perpetual sorrow (“stern-
al [...] sadness”) which constitute the speaker’s shifting phe-
nomenological perceptions of the external scens. The very
rhythm of the motions of the waves is subverted to an intemal
symbolism whereby sea and text are merged in the phrase
“tremulous cadence™, which in itself enacts a decelsrated
rthythm emphasised by the inversion of adjective and noun in
“cadence slow” and the menotonous repetition of the ling “Be-
gin, and cease, and then again begin”. Although the noun “Ca-
dence” contextually refers to the rhythm of the sea waves, its
tnait technical definition of a measure in poetry and music can-
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not go unnoticed. The rhythmic monotony of “Cadence®, in
turn, is paradoxicafly juxtaposed with the emotional agitation of
“tremulous™ and these two states paradigmatically anticipate the
conflict between calm and stougele which perneates the exis-
tential dimensions of the poem. The naturalistic signs of the
night—time scene therefore become the textual features — framed
by the window which is also the page — that the poetic speaker
sets out to *read’ and interpret.

The brooding melancholy of the final wnage of stanza 1
leads to the discursive tone of philesophical reflection in which
the sudden leap into the Classical world suggests the speaket’s
need to give authoritative support to his initial subjective im-
pressions:

Sophosles lohg ago

Heard it oo the AEg®zan, and it brought

Into his mmind the furbid ebb and flowr

Of human mizery; we

Find aleo in the sound a thought,

Hearing it by this distant northern sea (8, p 253).

Sophocles, one of Arnold's favourite Greek dramatists, func-
tions as an interoultural link uniting temporel {ancient and mod-
em}), and geographical (Meditemanean and Northern) ex-
tremes". The enjambment of “we/Find also [...]" serves to un-
derline the sense of continuity in the fact that time is conflated
to degree zero through the unison of analogous sensibilities, for
just as Sophocles: “Heard it on the AEg=an”, so the speaker
hears it “by this distant northern sea™® Yet, as lias been
noted', at the same time, the misery which qualifies Sophocles
reflections, although it anticipates to a certain degree the
speaker’s semantically neutral “thought”, is to be distinguished

Y Far pessible textual refetences to Sophocles see C. B. Tinker and H. F
anl?f ag. it pp- 1769,
4 Sumemer Wighé conlaing an analogous phrase at a similar turning
point: *[-..] and t3 my mind the thought is on a sudden brought [..1° (7, p-
287,
YA Grob, ap. cit, p. 176,
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from the latter which revolve around the decidedly historicist
presumptions regarding the intellectual and spiritual crisis of
ninetsenth century Britain, and transcend the generalities of
Sophocles’ considecations of humankind’s misery in general.
Also, the spsaker’s “we™ implies, or assemes, that the vision is
shared by someane else (his lover?) so that the notien of isola-
tion is temporarily mitigated.

Precisely what thoughts are *found’ on hearing “the turbid
ebb and flow™ are articulated in one of the most poignantly
evocative stanzas in the whole of Arpold’s poetic osuvre:;

The Sea of Farth

Was onee, too, at the full, and round earth’s shors
Lay like the folds of a bright girdle furled.

But now I only hear

Tts melancholy, leng, withdrawing roar,
Retreating, to the breath

Of the night—wind, down the vast edges drear
And naked shingles of the world (£, p. 256),

This stanza completes the transition from real (“The sea™) to
symbolic space (“The Sea of Faith™} as the cross—referénces of
textual elements converge towards the final nightmare vision of
confusion and darkness. Yet, in bewailing the disappearance of
the Christian faith, with the pronominal shift from “we™ to “T”
reinstating the isolation of his own individual responss, the
speaket simultanecusly intimates the possibility of redemption
from despair in the very image of the cyelic return of the sea
waves'®. The contrast between past faith and present loss of
faith s enacted on a metrical level in the altemnating line lengths
in stanza III:

¥ See A Crob, op cit., pp. 1785, who outlines the two basic positions
regarding Amold’s tidal metaphor. On the one hand, the image of the with-
drawing sea ln iself contains an indication of foture hope, on the other, the
constant etoding of the tide only reinforces its destructiveness.
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The Sea of Faith

x f Pxx o !

Was onee, tog, at the full, and round sarth’s shors
Fxox f oxx f xS

Lay like the folds of a bright girdle furled.
x Fxfx 7

But now I ohly hear

x fxazx ! x fx !

Tt's melanchely long withdrawing roar

The opening four—syllabls lins (the shortest in the whole poem
and one of only three two—stressed lines) is deliberately laconic,
its metrical brevity articulating a sense of apathy intrinsic to the
lack of faith lamented by the speaker. This is followed by two
loosely iambic pentameter lines in which the very evocation of
past spiritual fulfilment, heightened by the use of enjambment,
interlinear punctuation and long vowels, reinforces its present
absence. The fourth line, with its reference to loss of religious
faith, contracts to six syllables, whilst the iambic pentameter of
the fifth line mirrors the second and fourth to complste, on a
metrical leve], the thematic transition from faith to loss of faith.
Arnold’s charactetistic verbal repetition and parallelism is no
less evident in this his most fanmous poem. Stanzas [ and IIL in
particular, resonate with such examples. The adjective “full”
referred to the tide {1} becomes a noun in the Sea of Faith at
the full” (III}; the adverbial “Only™ in “Only, from the long line
of spray [...] you hear” {1) is later echoed with a significant
change of subject: “But now ] only hear” {underlining mine}
(III); the “bright girdle furled” (III) recalls the “glimmering™
lights (13, the “tremulous cadence slow” of the waves (1) co—
refers to the more sombre “melancholy long withdrawing roar”
{11); the image of the sea waves which “draw back” {1} is trans-
formed into the sea “retteating to the breath of the night wind”
(1), “Glimmering and vast (1) is transformed into the negativ-
ity of “vast edges drear” (IIl); finally, the “pebbles” (1) become:
the “naked shingles of the world” (11[}. Such a dense web of
lexical interconnections contributes immensely in evoking the
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haunting atmosphers that permeates the poem and testifies to
the poet’s acute awareness of the possibilities behind the rhe-
torical strategies of his craft. Even Amoid’s use of the word
“girdle”, which has produced a series of critical intetrogations'”,
besides functioning as a protective image and conveying a vis-
ual simile for the sea waves'®, may also be explained in terms of
the thetorical dimension of his text. For it [s surely no ceinci-
dence that the assonance of the back vowels in “girdle™ and
“furled” (italics mine) serves to underline the sense of protec
tive enclosure conveyed in the two lexemes, as well as to con-
trast with the assonance of the long front vowels in the oppasite
negative image of “withdrawing roar” (italics mine). The ur-
gency of the “grating roar” in stanza I now dwindles 1o a sound
that fades into the infitite bleakness of “vast edges drear”. The
harizon of lost hope can still be glimpsed in “edges”, but it is
far too distant {“vast”) to reach. The resulting despair is evoked
in the lexeme “drear”, a poeticism for ‘dreary” used with utmost
effect, its abbreviated form both rhyming with “roar” as well as
conveying the lethargy implicit in loss of faith. But the most in-
teresting lexical choice of the final lines of this stanza is the
substitution of “pebbles” in stanza I with “shingles™. The two
words are not placed in a strictly synonymic relationship be-
cause the latter also refers to "gravel’ and thus, by implication,
alludes to the erosion of the landscape through time. Not only,
but a further meaning of the term adds an unexpected semantic
expansion to the whole stanza, as well as providing a plausible
explanation for Arnold’s previous use of the term “zirdle”. For

7 Arnold’s choice of “girdle” has sparked a controversial debate. See, in
particular, the fellowing respenze and counter response, William A Ulmer,
“The Bright Girdle of “Dover Beach™, English Longucge Wotes, 4, 1985, pp.
548, Lars-Hikan Svenssen, “A Mate on “Dover Beach™, Ewglich Language
Motes (4), 1588, pp. 46-53.

* 8o alsn, incidentally, does “garment” which was the word Arnold had
originally written before dalsting it in favour of “gird(e”. Admittedly, Ulmer
alsa coneedss that “girdle™ contributes nothing that any of its far commoner
synonyms would not also add.® See op, oft, p.37. My later sugpestion for the
reasan behind Arnold’s lexical cheice, of course, has no bearing gn the effect
of the mage as such.
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“shingles” also signifies an acute viral disease characterised by
inflammation, pain and skin eruptions in certain nerves. The
connection with the metaphoricat manifestation of nervous agi-
tation in the image of the “grating roar of pebbles” in stanza 1 is
inescapabie, and again confirms the implicit preoccupation with
human suffering in the poem. Moreover, “shingles” detives
from the Latin term ‘cingalum’ the meaning of which is pre-
cisely ‘girdle’’®. If the deliberate pun on Arnold’s part is
granted, the ensuing co—refersnee between “shingles™ and “gir-
dle™ can be seen to create an omincus nuance of meaning that 1s
the exact opposite of the protective image originally evoked.
The human being, once spiritually protected and nurtured by
faith, now lies sick, abandoned and exposed in a desolate and
hostile universe, '

The initial sense of the speaker’s reflections is that of the
individual as a victim of the ephemeral circumstances of its un-
certajn existence. The image of the retreating waves suggests
that there are forces beyend its comtral dictating the directions
of an uncertain trajectory. Thus, the final, apocalyptic image of
Dover Beach partly coroborates and partly retracts from the
notion that individuals have no responsibility over their fate:

A, love, let us be true

Ta one anothet! For the world, which zeems

To lie before us like a lnnd of dreams,

S0 various, g0 heautiful, s new,

Hath really neither joy, not love, nor light,

Nor certitude, nor peace, not belp for pain;

And we ars here as oo & darkling plain

Swept with confuged zlarms of straggle and flight,
Where ignorant arrajes clash by night (P, pp. 256-57).

In his outline of the contrasting critical interpretations which
regard Dover Beach as either cheerfully optimistic or darkly

'* The OED} definition of “shinghes” clarifies the connection thus: “Var.
of cinguium, girdle [._.] At eruptive disease often extending round the midde
of the body like a girdle {whence the name) vsually accampanied by vialent
neuralgle pain.”
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p'essimisticin, Alan Grob argues against the view that Arpold’s
affirmation of Iove overwhelms the nihilistic images that follow
it, by considering his “declaration of love and appeal for love's
continuance” as “not a precautionary defence against the dis-
turbance to follow™ but as “itself that which must be defended
against™’, Yet, in his attempt to justify the apparent contradic-
tion, Grob fails to explain that the speaker’s invocation is not a
declaration of love, but an appeal for truth: “Ah, love, let us be
true/To one another” (underlining mine). The quest for trath, as

already seen, is the central preoccupation which lies behind
Switzerland, where love, is mistrusted as a false emotion™. Its
ideal realisation in Separation, it may be recalled, is in the spiri-
tual communion of a brother—sister bond whose sense of alle-
glance and trust transcends the fleetingness of love and sexual
passion in the quest for the real dimensions of the “buried self”.
In his final realization that the world befors them only
“seemsiTo lie [...] like a land of dreams”, the speaker sar-
donically dismisses the redeeming features of human existence,
including love, in a series of negative conjunctions which run
counter to'the deceptive posttivity of “So various, so beautiful,
so new” {italics mine) in lines five and sixc * [...] neither joy,
wor love, nor light/Nor certitude, nor peace, nor help for pain™
{italics mine)”, Truth not only transcends the falsity of Jove, but
also all the other illusive virtuea of liuman life. The ultimate
sense of Dover Beach is that humanity cannot be trusted to act
autonotmonsly, without the puiding light of faith. Just as the dis-

# A, Grob, op. zir, pp. 17984,

= ghid, p. 180.

* This, Grob himself recognises, of coutse, though his partial mispercep-
tict of the speaksr’s invocation remains.

¥ See Joseph Bristow, "‘Love, let us be true to onc another’; Matthew
Arnold, Arthur Hugh Clowgh, and “Our Aquepus Ages'", Literoture and fis-
fary, 4F1 (19930, pp. 20-32, for ab alternative discussion which considers the
additional possibility of the poem's celebration of the secwrity of male com-
panionship agsinst other—sex desires,
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appearing lights over the French coast™ lead the spesker into
the melancholy reflections that deminate the poem, so is human
lite, void of faith, teduced to “confused alarms of struggle and
flight” vpon “a darkling plain™ in which “ignorant armies clash
by night™ {italics mine). The final imags of grotesque military
confusien, posits the harbarity of ignorance against the illu-
mination and enlightenment of Christian faith. Any possibility
of progress seems annihilated in this final image which suggzests
that misery and suffering are endemic to humanity™.

The essentially negative conclusion of Dover Beach may
seem a neat suinmation of Arnold’s pessimistic philosophy. Yet
it is by no means typical of his poetic attitude in general which,
apart from individual exceptions (such as solation. Te Margue-
rife, for example) is characterised by a tentative ambivalence
and scepticism. Moreover, the increasingly explicit references
to Christian values in his final poems are synonymous of his at-
tempt to reconcile the tentative exploration of philosophical
ideas with the certainty of morai truths.

Stamzas from the Grand Charfreuse is undoubtedly one of
the poet’s most powerful explorations of the existential di-
[emmas of the Victorian intellectual after Resignarion and
Empedocles on Efma. Like those poems, it is constructed upon a
dialogical confrontation between antagonistic philosophical and
religious positions but, unlike them, it strives towards the vision
of new—found faith which is a recurrent feature of Armold’s later

2! From a sultural print of view, symbolic darkness over Franee would
be the ultimate apocalyptic image for such a Francephils intellectual as Ar-
fiold!

# For the background of this image, drawn from Thucydides, who was
one of Arnold"s father's favourite authors, see C. B. Tinker and H F. Lowty,
op. cit, pp. 1756,

¥ Francesco Matronl, Disarmonie vistoriane, Eoma, Carocci, 2042, p.
48 31 ultimi tre versi di Dower Beech [L..] tematizzano bon sele lo scenatig
apocalittico di un cosmo ortmad in preda alle forze del caos, ma anche la fine
dell’illusions del progresso. La fine della Storia™ *The last thtes linss of Do-
ver Beach [...] do pot only prefigure the apocalyptic scenario of & cosmos
now at the mercy of chaos, but also the end of the illusicn of progress and
History™ {my translation).
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verse. The poem appears to have been composed, like Dover
Beach, during the post’s honeymoon in 1851 and was published
in Frazer's Muagazine in 1855 before being included in New
Poems™.

The Grande Chartruese itself is the monastery of the severe
ordst of the Carthusian monks, sttuated in Isre, north of Gre-
noble, at a height of 3,205 ft. above sea level. The original set-
tlement was founded by St. Brumo around 1084 and the first
convent was built between 1132 and 1137. However, through
the ages its buildings were often bumt — a testimony to the hos-
tilitiss between this strict religious order and the outside world.
By Arnold’s time, it had become an irresistibly appeating objec-
tive for Romantic pilgrimages™. Yet his decision to visit a place
50 ahtithetical to his own intelfectual and religious upbringing is
significant. The physical remoteness and traditional ways of the
old monastery offered the poet a rare imaginative insight into an
anachronistic world which represented the very cradle of Chris-
tianity and continued to live by the dictates of medieval Ca-
thelicism. There was no more effective way to represent the
death of traditional religious and spiritual values than to drama-
tise the irreconcilable contrast between the austere world of the
monastery and a morally impoverished modern civilisation. In-
deed, Stanzas from the Grande Chartreuse explores on a more
orofound and personal level than Dover Beach the problem of
lack of religious faith in an increasingly secular and scientific
universe. The inflexible resistance of the medieval order of the
Grand Chartreuse to the external modern world of progress and
scepticism is reflected in the deliberate austerity of the lan-
guage, particularly in the opening section. Similar to Resigra-

T Far a detsiled account of Ameld's journey see P. Honat, g it
Fp. 235=242.

* Beckford had already written a fascinating account of his visit there [n
1778. Thomas Grey, Horace Walpols and John Ruskin zlso bore testimony to
the place n their writings, Mast significantly of all, Wordsworth describes his
visit to the menastety k1790 tn Book V1 of The Prefude, There is small
wonder that Arnold could barely resist adding his own name to thig list of il-
lustrious literary tigurss.
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tion, the poem is written in iambic tetrameters and its thirty—
five stanzas are divided into six basic parts: an external descrip-
tion of the gradual approach to the monastery gates (I-V); a de-
scription of the internal surroundings (VI-XI); an exploration of
the inner conflicts of the disoriented postic voice {KII-XIX);
the vanity of past intellectual and artistic endeavour (X3(-
HXVI); a brief presentiment of a tetum to religious faith in a
Titure world (XXVII-XXIX); the ultimate separation between
the cutside wotld and the monastery (XXX-XXXV).

As with Resignation, the presence of Wordsworth also
looms behind the composition of Stanzas from the Grande
Chortrewse. Having himself visited the monastery, where he
remained for two days in pleasant contemplation of its scenery,
he later included a description of it in The Prefude. Needless to
say, Arnold’s poem owes little to the appeal for the sublime and
the picturesque characteristic of Wordsworth’s evocation. His
diary joHings, on the contrary, reflect a dramatically sombre in-
terpretation of his journey conducted in a spirit hovering be-
tween curiosity (as a non—Catholic) and morbidity (as a disari-
entated soul on a spiritual quest). It is perhaps telling that the
poetic recreation of his excursion conveys little of the alpine
adventurousness with which it was actually peppered®. The
precise topelogical feahires that plot the gradual progression
towards the monastery in the first five stanzas are rathet matter—
of-fact and reveal referential features typical of Arnold’s late
verses:

Thtough Alpine meadows goft—suffusad
With rain, whers thick the crocus blows,
Pact the dark forges long disused,

The mule—track from Saint-Lawrent gocs.

® Cecil, Y. Lang, op. cft, p, 217. Fanny Lucy’s lethers testify to his
staunch determination as he walked all the way from Col de Sejgne to Cor-
taselr, “and scareely seemed tired at all, although the heat was zreat and the
ascent each day very long and fatiguing.” Arnold’s inzistence on taking a dan-
gerous bub picturesque route found them puesuing nacrow, tocky and stesp
paths: “Then T had my legs hanging awer the edge at the mast frightfu] height,
with nothing for hundreds of feet below.” See also P. Hooan, ap. cit., p. 243,
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The bridge is croszed, and slow we ride,
Through forest, up the mountain—side.

The autumnal evening darlens round,

The wind i5 up, and drives the min;

While, harkl| Far down, with strangled sound
Digth the Dread Guiet's stream complain,
Whers that wet smoke, among the woods,
Crver his bailing caufdran broods. '

Swilt rush the spectral vapours white

Pagt limestone scars with ragged pinss,
Showinhg —then bletting from our sight!

Halt! —through the ¢loud-drift something shines!
High in the valley, wet and drear,

The buts of Courrerie appear.

Sérike feflward! Cries our guide; and higher
Mounts up the stony forest—way.

. At last the encireling trees retie;
Look! Thraugh the showety twilight grey
What pointed rools are thess advance?
A palace for the Fings of France!?

Approach, for what we seelk i3 here!

Aldight, and sparsly sup, and wait

For rgst in this outbuilding neat;

Then cross the sward and reach that gibs.

Enock; pass the wicket! Thou art come

To the Carthusians' world—famed howme (P, pp. 30203}

The directional impetatives are reminiscent of the similarly ass-
ertive instructions of the father, as recalled in the childhcod
walk in Resignation. But the familiarity of the earlier scene con-
trasts with the alien [andscape of the Alps, rendered all the more
forebeding by such gloom-evoking phrases, not entirely void of
gothic-like melodrama as: “long-disused”, “autumnal evening
darkens”, “strangled sound”, “Dead Guiet’s stream”, “spectral
vapours”, “scars” and “twilight grey™ and, with an adjective that
comes straight from Dover Beach, “wet and drear” (undetlining

mine}.
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The initial perspective emphasises the a-temporal, of, more
precisely, anachronistic dimension of a world abandoned to its
own destiny®® with the poetic speaker as ironically detached ob-
server:

The silent courts, where night and day

Inta their stone—arved hasins cold -

The spleshing icy fpuntains play —

The humid eorridors beheld?

Where ghostlike in the deepening night,

Cowled forms brush by in gleaming white [P, p. 303).

The eerie atmosphere of the external landscape continues into
the static, ghostly interior surroundings of the Chartrense where
the eternal silence is animated only by the comfortless sound of
icy fountains and interrupted by anonymous hooded figures
brushing by like forgatten phantorns in the night:

The chapel, where no grgan's peal
Trwests the sterh and oaked prayer —
With penitential eries they kneel
And weestle; rising then, with bare
And white uplifted faces stand,
Fazsing the Host from hand e hand;

Esach takes, and then his visape wan

Tz buried jn his cowl onece more.

The cells! —the suffering Son of Man

Upon the wealf —the knee—warn fleor —

And where they slsep, that weoden bed,

Which shall their coffin be, when dead? [P, pp. 303--04}

" The broading melancholy of Ameld’s opening description is in stark
contrast with the excitement and euphoria of Wordsworth's account:™ [L..]
while 5t Bruno's pinesWaved their dark tops, not silent as they waved,/And
while below, along their several beds Murtnured the sister streams of Lite
and Death,/Thus by conflicting passions pressed, my heartBesponded; *Hon-
our te the patriot’s zeal/Glory and hope to new—born Liberty!/Hail to the
mighty projects of the time!™ William Wardsworth, The Prefude; The Four
Textr (1798, 1799, 180%, [1834), ed. Jopathan Wordzworth, London, Penguin,
1993, p. 231, See alsg P, p. 286, note 30.
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The only human sounds to issue from this world of stern disci-
pline are the harrowing cries of repentance and remaorse, recall-
ing the “grating roar” of Dever Beach The intensity of the
soul’s communion with God’' is marked by a painful struggle
which leaves the individual drained of all vitality {“white up-
lifted faces [...] visage wan™). The emotionally detached
speaker, whilst dutifully registering the ritualistic featnres of
this severely disciplingd rmonastic life, cannot help but note its
inextricable associations with death in the semantically en-
closed chiasmus of the image of the coffin—bed:

slee%u den bed

coffin dead

The deliberately inflated and archaic rhetoric which charac-
terises the following stanzas outlines the unappealing qualities
of the Carthusian order, particularly the grim sobriety of its li-
brary “[...] where tract and tome/Not to feed priestly pride are
there, [...] They paint of souls the inner strife,/Their drops of
blood, their death in 1ife” (P, p. 304). If there is reverence on
the part of the speaker for the ritualistic Roman Cathelic mani-
festations of faith, it is the tentative reverence of a “guardedly
skeptical tourist™. Left to his own devices by an ephemeral
guide, he suddenly feels the perverseness of his own presence
thete:

Thase kalls, teo, destined to contain
Each its own pilgrim—fost of old,
~ From England, Germany, or Spain—

" Gerard Manley Hopkins, The Poemr of Gerard Manley Hophing, W.
H. Gamer and W. H, Mackenzie (eds ), Oxford And MNew York, Ceford Uni-
versity Prass, 1970 (1967, p. 100, Tnterestingly, Hopkins' sonnet of religious
strugole, “Carrign Comiprt” concludes with the same werb: “I wretch lay
wresdling with {my God!} My God™, {italics mine).

" Roger B. Wilkenfleld, “Amold’s Way in Stanzas From the Gremds
Charirewye”, Ficloriar Poelry, 23 (1985), p. 413,
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Al are before me! I behold
The Heuse, the Brotherhoeed austers!
—And whatam |, that T am here? (F, p. 304)

The central question is stressed in the first part of the clause of
the final line; far the issue of the spealcer’s 1dentity is what is at
stake, rathier than the circumstantial reality of his present su-
rroundings. Precisely, “that I am here™ is a given, but the crucial
question is “what am I {...]7". For, the speaker discovers that
his real journey does not reside in the confrontation with a mys-
tical, austere and impenetrable world, but in a re—evaluation of
the spiritual and intellectual resources of his own being.

The protagonist’s journey consequently becomes an imagi-
native and dramatic confrontation with the ghostly voices of the
rabional magsters of hiz past (i.e. Thomas Arecld, Goethe,
Senancour, Spinoza ete)” all equally dumbfounded at the in-
congruoustess of his presence in such a placs:

For rigorous teachers seized my youth,

And purged its faith, and trioumed its firs,
Showed me the high, white star of Truth,
‘There bade me gaze, and thare aspire.

Ewven tvow theit whizpsrs piercs the gloom:
Fhar dost thear in thi living tonB® (P, p. 304},

The speaket—tosnist finally abandons his protective mask of de-
tached irony at this unexpected dramatic self—confrontation,
The intensity of his personal struggle is marked by the striking
difference in register, consisting in strongly marked verbs, emo-
tionally rhetorical emphasis and repetition: “rigoroms 1...]
seized my youth/Purged its faith, and frimmed its fire [.. ]
there bade me gaze, and there aspirs [...} Evern now [...] What
dost thou [...]” (italics mine}. To the avsterity and severity of

* The very fact of visiting the monastery would have appeared, for the
anti—-Cathefic Thomas Arneld, an act of rebeflion on bis zon's part Cf A.
Grob, ap. eit, pp. 196-%7, who propozes a curious peychological imterpreta-
tion of Amold’s regtession nte a moment beyond paternal authority and re-
sponsibility {see alzo note 35}
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the Carthusian order correspond the rationally “rigorous teach-
ers” of his vouth, who, conversely “purged”™ him of all faith and
who, in mock parody of the phantom figures of the monastery,
return to haunt his tormented conscience. Their question: “#hat
dost thou in this fiving tomb?” (underlining mine) echoes his
own previcus self-interrogation: “What am I that I am here?”,
and places a special stress on the apparently regressive pature of
the course undertaken in his return to a dogmatic, ritualistic
world—view he has begn “taught’ to ‘unleam’. This places him
in a paradoxical position with regard to his old masters, in spite
of his insistence that: “I came not here to be your foeld seek
these -anchorites, nat in eoth,/To curse apd to deny your truth
[...T" (F,p 303). Yet, his awareness of the liminal space of the
Grande Chartreuse, leads to the dramatic realization that he s
also- wandering: “between two worlds, one dead,/The ather
powerless to be bom [...]" (£, p. 305): the past order of re-
figious faith and certainty, and a non—existent limbo state heid
at bay by disbelief and scepticism and strupgling into existence
it his mind. Granted, his pilgrimage is hot conducted with the
veneration of the Christian pilgrim. His real *gods’ are else-
where. “Think of me”, he says to his old masters: “as [...] a
Cireeld/In pity and mournful awe might stand/Before some fallen
runic stone —For both were faiths, and both are gons™ (P, p.
305). Rather than leading to an enlightened awareness of the
emptiness of old faiths, the speaker expresses a desites to lose
himself in the hidden static topology of the monastery, in order
either to retrieve them again, or lose them forever:

Oh, hide me in yaur glgom profound,

Y solemn seats of haly pain!

Take me, cowled forms, and fence me round,
Till T possess my soul again;

Till free my thoughts befere me roll,

Met chafed by hourly false cotitral! {F, p. 306)
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This Empedoclean outburst of 4.‘]~2:s;:=air'1'4 poignantly contrasts
with the ironic detachment of the previous two sections. The
speaker’s inner dialogue with the antagonistic masters of his
education and the sarcastic voices of a society characterised by
scielists (the equivalent of Empedocles’ “sophist brood™) in-
different to matters of the soul, only intensify his sense of his
own iselation: “For the wotld cries vour faith is new/But a dead
time’s exploded dream;My melancholy, sciolists say,/Is a past
mode, an outworn theme [...]7 (P, p. 306). His turning to the
monastery for solace against the falsity of “earthly hours™ is
synonymous of the Amoldian quest to reach the truthful essence
of the buried life, as oppased to the “white star of Truth” to--
wards which he has already been (falsely) ‘guided’ by the mas-
tets of his past. Thus, his simultansous rejection of the ‘old* .
world of religious faith and the ‘new’ world of his intellectual .
teachers. However, his recognition that the Grand Chartreuse
represents the only remuant of unwavering faith on Earth, the
only real strongheld, is one of the most poignant moments of
the poem: “Ah, if it be passed take away /At least, the restless-
ness, the pain; Be man henceforth no more a prey/To these out-
dated stings again!/The nobleness of grief is gone~/Ah, leave us
not the fret alone!™ (P, p. 306). In his imaginatively empathetic -
invelvement with the silent world of the Grande Chartreuse, the
speaker is able to envisage a possible solution to his own rest-
lessness and pain in words that are short of prophetic when Ar-
nold’s futire poetic activity is considered: “Silent — the best are-
silenit now™ (P, p. 307). '

The spiritual silence of the monks is set against the silence
of the “kings of modern thought” who have become the impo-
tent recipients of “the grief men had of yore” and can conly

* Compase this sestion with Empedocles” suicide gpesch: “Before the
soul lose all her solemn joys./And awe be dead, and hope impasaible /And the
soul’s deep, etertial hight come on/Receive me, hide me, quench me, take ms
home!™ [P, p. 185).
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“stand mute, and watch the waves” (P, p. 290) of the sea of
time:

For what availed it, all the noise

And outcry of the former men?

Say, bave their sons achieved more joys,
Say, iz life lighter now that then?

The sufferars diad, they left thelt pain —
The pangs which termented them remain,

What helps it newv, that Bytan, bors,

With haughty scorn which mocked the smart,
Through Eorope to the Ftolian shoee

The pageant of his bleeding heart?

That theuzands eounted every groan,

And Eorope made his woe her own?

What boats it, Shelley! That the breeze

Carried thy lovely wail away,

Muzizal through [klian trees

Which fringe thy soft blue Spezzian bay?
Tnhetitors of thy distress

Have restless hearts one throb the less? (P, p. 3080

The speaker himself represents one of the few impotent suce-
essors to the romantic heroes of the past who have now become
fallen gods {“But we — we leamt your lore too well!” — P, p.
309), and whose rebellious standpoint against a liypocritical and
corrupt society, which once generated a communal empathy,
has heen inevitably historicised and set aside: “The world,
which for an idle day/Gracs to your moad of sadness
rave,/Long since hath flung her weeds away™ (F, p. 309). Yet
the irnplication that, in order to retrieve its true dimension, the
individoal has to transcend the *noise’ and “outcry’ that exem-
plifies such historically—conditicned responses is contradicted
by the speaket’s own hope that in some future time there “may
dawn an age/More fortunate, alas! than we,/Which without
hardness will be sage/And gay without frivolity [...]" (P, p.
309). The paradoxical core of the poem in which death and re-
newzl merge at a midpoint, indicates Arnold’s acute awareness
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of the spiritual and intellectual impasse of his time and his
equally keen Viconian optimism that a new age may signal a
returnl to Spiritual felicity”. As in The Buried Life, apparent
mistrust for a eynical, frivolous, blind and ignorant humanity is
countered by an underiying faith in its capacity for active re-
generation and reform (“The same heart beats in every human
breast™). The speaker’s proclaimed ignorance of what such a
fiture will hold s symptomatic of an attitude of non—
commitment which contrasts with Arnold’s actual zeal for re-

- newal and reform as reflected in his prose writings. However,

the one thing he does tnake clear is that he cannot, and never
could aceept the anachronistic world-view held by the Catholic
monks:

[---] We admire with awe

The exulting thunder of your race;

*ou give the universe your luw,

You trivtnph over time and space!

Your pride of litk, your tirsless powers,

We laud thern, but they are not curs {2, p. 3093

In spite of this, Amold actuates a curious pronominal exchangs
i the following stanza in the shift from first to third persen plu-
ral, in which he momentarily blurs the distinction between the
speaket and the monks:

We are like children reared in the shade
Beneath some old—world abbey wall,
Forgatten in a forsst glade,
And secret from the eyes of all.
Lieep, deep the greenwond round them waves,
Their abbey, and its close of graves!

{F, p. 309, underlining mine)

¥ 0f P. Honan, op. cit., p. 240,
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Far from suggesting a retreat to the regressive condition of
childhood™, the pronominal union marks his temporary identi-
fication with the monks. ln fact, the simile *we are like chil-
dren” three stanzas later refers only exclusively to the monks
and signals the end of such an association. Tt is a psychologi-
cally telling shift that somehow seems to link up with the pre-
vious image of the Greek standing amid the ruins of his awn
ancient culture”. Thus, the image of childhood represents a
primal stage in the cultural development of hemanity which it
has now outgrown. Tt is a painful process to recognise that the
remnants of the past ho longer have the vitality to imfluence the
development of the present world. Just as Shelley and Byron lie
forgotten in their graves, so also do the institutions that repre- -
sent man’s coltural and spirimal past lie dilapidated and aban-
doned. The ooly outlet from the imprisonment of 4 dead culture
is the outside world of activity with which the prem concludes™
and which seems to impings on the contemplative life of the
monks ag a temnptation to entice them from their immobility and
isolation:

But, whers the road rons near the steear,

¥ See P. Honan, op. cit, p. 241: “In the final stanzas, the Grande Char-
treuse becomes a mate manageable, peronal symbel The monastery, now,
suggests fis own childhood [...T% See also A Grob, op. cit, pp. 195-T who
finds the transformation of the speaker into a child “the most surprizing and
ingxplicable” change in the coda of the poem and proceeds to offer a long
psychological explanation which, ameongst other factors of 2 biographical na-
turg, sees the “tumn to & reconstituted childhood in the abbey in the “torest
glade® [...] an atempt to unde the spiritual and psychologically withering ef-
fect=" of his rigorous teachers, Mars accurately, B B, Wilksnficld, ap. cit,
7p- H16—17 nptes that “Arnpid's fusion with the brotherhood [...] “cannot be
sustalned” being only a brief moment “displaced by an extended period in
which he repositiong himeelf n eelatipn to the gutside world and the monks™,

T Amold’s sense that the modern warld has completely seversd itselt
from the culture of the past anticipates simiilar modernist conceptions by al-
muost one hundred years.

¥ Interestingly, Siarsas from the Grande Chortreuse concludes with an
imags of a mass humanity reprasentative of wat and peace analogous to that
of the opening section of Resigratian. .
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(Mt through the wees they catch & glance
Of paszing troops in the sun's beatm —
Pennon, and plume, and flashing lance!
Farth to the workd thase soldiers fare,
T life, to cities, and to wat!

And through the woeod, another way,

Faint bugle—netes from far are borne,

‘Where huntets gather, staghounds bay,

Round some fair focest-lodge at marn.

Gay dames are there, i sylvan green,

Laughtet and crigs — those notes between! (7, p 3100

It is an index of the dialogical intensity of the poem that the fi-
nal words, ‘uttered’ by the monks, express the ultimate
irreconcilability between secular and religious world: — Pass,
banners, pass f...J and leave owr desert to its peace (F, p. 311,
otiginal italics). The speaker is ultimately as crushed by the
power of their autonomons presence as he is by the uncertain
outside world in which thers is: “nowhere yet to rest my head”
(P, p. 306). As in Resignation, there are nooe of the sought-for
effects of a pilerimage {no spiritual rejuvenation ot catharsis),
merely a confirmation of a restlesstess and angst in which amy
possibility of solace is ultimately refuted.

Tronieally, it is in his great elegies, Tfrsis and Rughy
Chapef, that Arnold hypothesises a vision of spiritual recovery
and renswal that transcends personal tragedy and contlict. Thyr-
sis is in all probability one of his final poems™. Jts Mittonically
inspired jpscription: “A MONODY, to commemorate the au-
thor's friend, ARTHUR HUGH CLOUGH, who died at Fio-
rence, 18617 (P, p. 537)* anticipates the intertextual nature of
the poem, with its classical references to Theocritus, Lucretius
and Virgil. The initial stages of the composition of the poem

¥ The date 1861, in its inscription, refers to Clough’s death, The peem
was projected during 18623 and probably not completed until 1566, See, F,
p. 337 {note).

* Recalling Millon's beading in Lyveidas: 'In thiz Menody the Author
bewails & learned Friend, unfoctunately drown'd in his Passage from Chaster
o the frish Seas, 1637 [..1. See, P, p. 537 [note). :
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correspond with the post’s deliberate dscisien to revisit the
scenes of g early days at Oxford two months after Clough’s
death with a volume of his verses:

I shall talge them {verses by Clough) with roe to Chefiord, where I shall
g0 alooe after Easter; — and there, amaryg the Cumaer hills, whers we
hawve so often ramblzd, I zhall be able to think him over as [ could
wishi*l.

Clough’s poems no doubt served to rekindle the memory of an
artistic/poetic dialogue in which growing disillusionment and
final resentment were central. His vindication of the postic
principles of his youth leads to a partially biased representation
of his friend’s more idyllic side™, as he himself was full aware,
as well as confronting the problem of the loss of his own poetic
powers. Indeed, there is every sense in which the poem is also
an glegy an Amnald the poet™: “My pipe is lost, my shepherd’s
holiday! Needs must I lose them, needs with heavy heart/Into
the world and wave of men depart [...]" (F, p. 500}, Although
he has remained ideclogically faithful to his original ideals, the
poetic speaker has besn reluctantly forced inte the daily grind of
human activity and steife, whilst Clough/Thyrsis “of his own
will went away” (P, p. 540} and his “piping took a troubled
gound/of storms that rage outside our happy ground [...]7 {F,
p. 541). The ideclogical world—view around which Thyrsis re-
volves derives from its intratexteal connection with the earlier
poetny The Scholar Gipsy, with which it shares the same pasioral

Aoy, Lang, ap. cit., vol. IT, p. 121, Letter dated 22 Jaouary, 862,

U Fhigt, val. 11, p. 33, In a letter to John Campbedl Shaimp, Arnold comen-
ehtzd: ““Thyrsis” is & very quict poem, bt I think salid and sincere, Tt will not
be popular, bowever [..] one has the feeling, if one reads the poetn as a me-
morial peem, that bot ensugh is said about Clough n ity T fsel this so much
that T do not send the poern to Mrs Clongh. Still Clough ked this idyllic side,
too [---17.

I F. Weiman, ap. cit, p. 102, justly abserves that elegy is not ebituary
and that “the formalism of the pastoral with its lamentation, changs of maod,
and consolation gave Arnold a congenial vehicle for his statement of the exist-
ential drama.”
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form, a ten—line iambic pentameter stanza (excepting the iambic
trimeter of line six in each stanza) with a fixed abebcadeed
thyme scheme. The association of Clough with this earlier
poem also explains why, on his own admission, Artold felt
himself “carried frresistibly™ into the same pasteral form in his
portrayal of his friend in Thyrsis™. The Scholor Gipsy, based on
the legend of a poor student who abandons the intellectual life
of Oxford to become a wanderer among the Cumner hills pro-
vides the ideological inspiration for the celebration of a purer,
sitnpler past which had: “otie aim, one business, ene desire” in
comtrast with the sick confusion of the modern werld:

0 barn in days when wits were Tresh and clear,
And |ife ran gaily as the sparkling Thames;
Before this strange disease of modern life,
With (ks sick hurty, its divided aims (£, p. 366).

Thyrsis, subsequently laments Clough’s self-imposed exile from
the world of the scholar gipsy of the earlier poem. As the poet
recalls to lis brother Tom in a letter dated 15 May 1857 -

[...] that life at Oxford, the feest and most delightful part, perhaps of
my lifs — when with you and Clough [...] [ shook off all the bonds
and formalities of the place, and enjoyed the spring of life and that
unforgotten Cheferdshire and Betkshive country. Did you sver repd a
poetn of mine called *The Schelar Gipsy?” T was meant to fix the
rememnbrances of those delightful wanderings of ours in the Cumner
hills before they were quite effaced [...]*.

Though Clough himself highly rated the poem: “I myself think
that the Gipsy Scholar is best. It is so true to the Oxford Count-
ry" %, Arnold’s own response was self—disparaging: I am glad
vou like the Gipsy Scholar but what does it do for you? [...] the
Gipsy Scholar ai best awakens a pleasing melancholy. But this

* Ibicl, p. 497
Y. Lang, op. cif, vol. I, p. 359,
1 MWurray, ag clt, p. 141
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is not what we want” (italics mine). By this time, his confi-
dence in the moral function of poetry, of its ability to animate
and ennoble the spirit, was strong enough for a denunciation of
what he thought The Scholer—Gipsy fell far short of performing.

The incipit of the poem underlines the recurrent Arnoldian
precccupation with flux in the description of a townscape
marked by transformation in which an initial dysphotia under-
lines the obliterating effects of time on the memory:

How changed is here each spot man males or §ells!
In the two Hinkeys nathing keeps the same;
The village street its haunted mansion lacks,
And from the sign is gone Sibylla's names,
And from the roofs the twisted chimney—stacks —
Are ye too changed, ye hills? [.] (F, p. 335

The sense of loss induced by physical ¢change is enhanced by
the speaker’s rhetorical questions in his initial struggle to re-
cognise the features of a once familiar landscape: “Are ye too
changed, ye hills [...] Runs it not here, the track by Childsworth
farm [...] once I knew each field, each flower, each stick™ (P,
pp. 539-40). As is typical of his late verse, Arnold plots pre-
cisely named landmarks*®; Childsworth Farm [...] The signal-
elm [...] Ilsley Downs [...] The Vale, the three lone weirs, the
youthful Thames [...]¥ {7, p. 539). Topological exactness real-
istically confirms the extent to which the walk constituted a
temporaty escape from Oxford for the young men and shows
how, although the speaker’s visits to this location have become
*too rare”, its spatial boundaries are gradually re-appropriated
in terms of the poetic and cultural ideals which allowed free

Y. Lang, op. cif, vol. [ p. 282,

*% 8ir Francis Wylie, “The Scholar Gypsy Country” in C. B. Tinker and
H. F. Lowry, op. cie, pp. 331-373. In an essay which retraces the walk, Sir
Francis Wylie comes to the conclusion that the poet was truthful in almeost
every detail He notes in particular the fact that it takes in a region whelly to
the west and south west of Oxfprd on the Beckshire side, rather than the {-
fordshire side of the Thames, '
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reint to Nis imagination®, For the rarity of the speaker’s visits is
synonymous of Amold's own increasingly waning activity:
“Only, methinks, some loss of habit’s power/Befalls me wan-
dering through this upland dim” (P, p. 539), so that the act of
physically walking through the landscape is analogous to the
recovery of his artistic inspiration. It is alse significant that the
mere recreation of the former scene revives the Keatsian diction
and rhetoric with which The Scholar-Gipsy itself [s permeated.
Althoush the sensuous celebration of the natural world is a-
typical of Amold’s verse in general, the decade that separates
the two poems has done nothing to sradicate his ability to adopt
romantic thetorical strategies. Stanza VII is highly illustrative
of such features. Apart from the Arnoldian characteristics of
verbal repetition and anaphora, thers is a complex interweaving
of sound patterning, assonance, alliteration and semantic conn-
ections to eonvey the over-abundance of ripeness and plenitude
that recall Keats® ode To dudummn:

Too quick despairer, whetefore wilt thou go?
Soop will the high Midsummer pomps ¢ome on,
Soon will the musk catntions break and swell,
Soon shall we have pold—dested snapdragon,
Sweci—Williarm with his homely cottagz smell,
And stoeks in tragrant hlow;
Buases thit down the alleye shine afar,
And open, jasmine—muffled krttices,
And groups under the dreaming garden—rees,
Apd the full moon, and the white evenipg star
[P, p. 341).

As in Resignarion, the memory of the former walk is col-
oured by its opportunity for temporary escape from the fret of
moedetn life. The landscape revisited by the older and wiser
speaker is now perceived as the ideological locus for the re-
interpretation and re—affirmation of a temporarily misplaced vi-
sion. Territorial recognition therefore connotes the re-
appropriation of his artistic imagination. Consequently, the ref-

B Cfr. A D Culler, op. ol p. 256,
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erentiaj features of the poem give way to an fictional space in
which modern and ancient worlds converze, as in the imitation
of Lament for Bion™ in which the story of Corydon and Thyrsis
simultaneously recalls the other two Arnoldian poet-figures
Callicles and Empedocles:

Alaclk, for Corydon no fival pow? -

But when Sicilian shepherds lost a mate,

Soine good surviver with his flute would go,

Piping a ditty sad for Bion's fate,

And cross the unpermitted ferry’s flow,
And relax Plube’s brow,

And make leap up with jo the beaoteons head
Of Froserpine amnong whose crownéd hair
Are flowers first opened on Siciliap ajr,

And flute hiz friend, like Ocphens, from the dead
{P, pp. 54243

Arold attempts to mitigate the tensions and conflicts clouding
the memory of his friend’s death by symbolically transforming
his present surroundings into a Classical world of serene de-
tachment that is reminiscent of the songs of Callicles: “And re-
lax Pluto’s brow,/And make leap up with joy the beautegus
head/Qf Proserpie [...]" (underlinings mine). Initially, the
identitiss of the speaker and Proserpine are interrelated though
the theme of the quest in the following parallel phrases:

Far she herself had trod Sicilian fields,
She knew the Dorian walet's gush divioe,
She knew sach ily white which Enpa yields,
Each roze with blushing face [...] {P, p. 302).

{ kenow the wood which hides the daffodil,
I know the Frfisld tres,
I know what white, what purple fritillaries
The grassy hacvest of the dyer fields,
Above by Engham, down by Sandford, vields
[...
I know these slopes; w%g kenerars them if not 17

M See P, p. 542 note to lines §2-100.
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(P, p. 54344, underlinings mine).

Yet the insistence on the English place-names simultaneously
exposes a recognition of the illusion of such imaginative identi-
fication: “But ah, of cur poor Thames she never heard!/Her foot
the Cumner cowslips never sticred [...] And we shouold tease her
with our plaint in vain!” (7, p. 543}. In a line that recalls Tenny-
son’s: “And with no language but a ery™ from r Memoriam
{another an elegy to a dead friend) the speaker acknowledges
the impotency, but also the necessity, of artistic expression:
"Welll Wind-dispersed and vain the words will be,/Yet, Thyt-
sis, let me give my grief its howr [...T" {F, p. 543).

The transition from flux to stasis in the perceptual process -

from altered to familiar landscape is reverted and repeated in
the final section of the poem. The speaker’s grief for his friend
suddenly gives way to an intense awareness of his own mortal-
ity in one of the most moving passages in Armold’s poetry:

Tes, theu art gene! and round me too the night
In ever—earing circle weaves her shade.
I see her vell draw soft across the day,
I feel her slpwly chilling breath invade
The cheek grown thin, the beown hair sprent with grey;
1ieel her finger light
Laid paugefully upon lite's headlong train;
The foot less prompt to mest the morning dew,
The heart [esz bounding at emotion new,
And bope, ohee crushed, less quick to spring again
(P p. 545

Encroaching ald age and death {though Arnold was barely 43
when he wrote the poem) is powerfully evoked in his passive
submission to an invisible relsntless force ag it first enticingly

L Alfred Lord Tennyson, The Poems of Tewmaon, ed. Christopher Ticks,
Hatlow, Longman, 1987 {1963}, vol, II, p. 370: “S0 runs my dream: but what
am [*An infant crying in the night-'Ar infant crying for the light/And with na
languags but a cry"™
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then menacingly closes in upon him™. The inescapability of
pliysical decay and ultimate disintegration of the individual is
rendered by the appropriately estranging effect of definite arti-
cles in place of possessive adjectives: “The cheek [...] the
brown hair [...] the foot [...] the heart [...J". Deatl1, on the other
hand, is personified by the third person feminine pronoun:
[...] weaves her shade [...}/1 see her veil [...] /] feel her slowly
chilling breath [...J/1 feel her finger light/Laid pausefully upon
life’s headlong train [...] ” (emphases mine), the latter image
significantly conveying a thrill of anticipation that is almost
sexually connctative. The absolete lexeme “sprent” {a stain or
mark) is a significant choics, since it alse contains the adjective
‘spent’, which is connotative of an exhausted energy evidenced
later in the typical Amoldian understatement of: “The foot less
prompt [...] / The heart less pounding [...] / And hope [...] less
quick [...]". The deceptive calm that masks the threat of app-
roaching death is further rendered ou a phonological level
through the insistence on soft-voiced consonants (particularly
Jiquids and nasals) and open vowels: And rownd me too the
night/In ever-nearing circle weaves her shade. I see her veil
draw soft actoss the dapT feel her slowly chilling breath in-
vade [...]". Although hope may have been “crushed”, the fact
that it is “less quick to spring again”, neveriheless suggests the
possibility that it may well do so. It is no accident, therefore,
that this very word occurs prior to the eventual discovery of the
iree.

The two representational levels — the referential empiric
world and the self-referential pastoral world — finally culminate
in the speaker’s discavery of the elm-tree that has symbolised
the object of his quest:

Bt hush! the upland hath a sudden loss
O quict! — Look, adown the dusk hill-side,
A troop of Oxford hunters going hame,
As in old days, jovial and talking, ride!

% gee D. G. Rieds, ap. cif, p- 151, for a view that lays stress on the essen-
tially interterctual nature of Amofd’s persanal langaage.
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From hunting with the Betkshirs hoonds they come.
Quick! Let e fly, and sross
Into yon farther field! - "Tis done; and zee,
Backed by the sunset, which doth glarify
The orange and pale violet evening—sky,
Bare on its lonely ridge, the Tree! the Tree! (B, p. 346)

The phrase “Quick! Let me fly” is a figurative enactment of the
instructions retterated in the final supplication in The Scholar—
Gipsy: “[...] fly our paths, our feverish contact fly!” (P, p. 368).
The physical urgency of the imperatives (“Hush [...] look [...]
Quick [...] Let me fly [...] Tis done [...] and see”) gives way
to imaginative recreation at the very point in which the poet, in
a moment of emotional revelation intensified by the chromatic
contrast of the orange And violet sky, recognises the same tree,
{(“that single elm-tree bright/Against the west —” P, p. 540)
which he and Thyrsis/Clough had previously associated -with
the scholar gipsy's retreat from the world. The excitement of
the poet’s discovery is underlined by the long embedded clause
which creates a crescendo separating main verb {“see™) from
object (“Tree™). The sudden invoeation is all the more poignant
when it is realised that the temporal coordinates of Clough’s
departure for the continent are deliberately confused with his
actual death, as the reflections drift from the “rude Cumner
ground” (F, p. 549) and the return to an evocation of the Classi-
val world of Greek myth:

Hear it, O Thyrsis, stibl our ree is there!
Ah, vain! Theze English fislds, this upland dim,
These brambles pale with mist engarlanded,
That lone, sky—pointing tree are pot for him;
Toa boon southern country he is fled,
And now in happier air [..]

Thu bearest the immertal chants of old!
Putting his sickle to the perilous grain
In the hot cornfield of the Pheyoian king
Far thes the Lityerses—song again
Young Draphais with his sibver voice doth sing [-.-]

(P, p. $47).
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The moment of reconciliation with Thyrsis depends on a de-
liberate eschewing of all past conflicts™ and an exclusive rec-
ognition of a commonly shared quest: “Thou too, © Thytsis, on
like quest wast bound,/Thou wanderedst with me for a little
hiour” (P, p. 549). This is further consolidated by the definite
adoption of the second person intimate pronoun “Thou’, (during
the poem the speaker oscillates between the distant third and
second person). Consequently, Arnold not only by-steps the
problematical issue of his friend as an implicit eritical presence
working against the poetm, buet also expresses any possibility of
hope through the direct discourse attributed to ThyrsisClough
with which the poem concludes: “Roam on/ The fight we sought
is shining stfl [...]7 (P, p. 550, original italics). As with Stanzos
" from. the Grande Chavtreuse, the ultimate ‘message’ of hope is
conceded to the addressee. Thyrsis’ incitement to “roam on”
may be seen on. one level as reiterating the restlessness of the
quest, but it also peints to a possibility of future hope which
{eads, not so much to the reconciliation of an estranged relation-
ship, hut a reaffirmation of the moral function of poetical ideals,
as is evident ip the symbolic function of the *signaltree”,
which though it cannot be reached by the speaker (it ultimately
belongs to an irretrievable past), nevertheless remains as “a
happy omen™ (p. 547) of future hope.
Rugly Chapel, the poet’s famous elegy to his father Tho-
mas Amold, is a poem for which few critics have a high re-
gard™. Yet, it is a powerful display of poetic technique and im-

 Lawrence Kamer, “The ‘Intimations Ode’ and Victorian Romanti-
cism"”, Ficterian Poetry, 18, & {1980), p. 327, Kramer sees the compensatory
image of the signal-trec as “creating a kind of threshold to the past without
admilting access to jt".

i Among the most recent comemsntatars, A Grob, op et pp. 218-1%
distmisses both Thyrets and Rughby Chapel ag “highly comtrived™; M, burray,
pp. cit, p. 150, likens the posm to Haworth Chircfivard *in being a little too
prosy and earnestly gravid and finding oo little opportunity to takes poetic
flight in memorable images”; C. Machann, ap. git., p. 7, does little more than
defins it cooingly as “that most ‘Victorian' of poemns; 1. Hamilten, ap o, p.
172, sees Rugly Chopel as “a poem which tells us more about the son’s low
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agety and a moving attempt to channel the discrepancies that
hound the quest for stability and calm into a coherent vision of
spiritual enlightenment. It is also a wonderful orchestration of
moods, from the sad solemnity of its temtative incipit, to the de-
termined tone of its victorious canclusion. Yet it may almost
pever have been written. For, if it had taken Arnold approxi-
mately five years to complete his elegy to Clough, he had to
walt fifteen before he could even face the task of clarifying his
thoughts about his father, let alone begin putting pen to paper
for the first time to honour his memory. It was cettainly no sim-
ple feat to write 2 poem about a man like Thomas Arnold. Not
only, but as Tinker and Lowry observe: “He could hardly write

of Dr, Arnold and omit all reference to his Christian faith; there- -

fore, the poet fell inevitably into the traditicnal language of
Christianity’” . However, Christian terminology is not exelusive
o Rugby Chapel. Even the ‘Christian’ notion of the saving of
souls, reiterated in the poems of 1867, is the recutrent Ar-
noldian preoccupation in his quest for the “buried life” and has
its origins in Empedocies on Etna. As a pesult, his initial strugg-
le against the fallacy of Romantic self-assertion, inevitably led
him from the passive approach of Hinduism to the hercism of
Christian activism. Re-embracing Christian metalanguage
represents an important cultural step in Arncld’s intellectual de-
velopment because it provides the author with a language upon
which he can deconstruct the superficial dogrmas and supersti-
tions that impede a genuine search for the spiritual self.

The original impetus for Rughy Chapel seems to have de-
rived not s much by the appearance in 1357 of Thomas
Hughes' sympathetic portrait of the Rughy headmaster in Tom
Erown s Schooldays {1857), but by Fitzjames Stephen’s hostile
criticism of Thomas Arnold in a review of the book in the Edir-

sense of his own worth than it doss ahout the father's excellance™ Even Tl
Honan, op. cif, p. 296, comments an the poem’s “bolere—like thythms” which
he sees as being undoubtedly inspited by Arnold's marching with the West-
minster Bifle Volunteers during a national crisis with Mapelsan UT twice a
weel! '

0B Tinkerapd H.F. Lowry, as cit, pp. 24041,
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burgh Review. Stephen ridicules the headmaster’s grave ear-
nestiness and lack of humeur which led the Rughy boy ta “[...]
niever tHe his shoes without asserting a principle [...]",

In a letter to his mother, Arnold reveals that it was
Stephen’s review which incited him to a definite vindication of
his father’s noble qualities’:

T knew, my dearast mnother, the Rugby Chapel Poem would give you
pleasure: often and often it has been in my mind to say it to you, and
I have foreborn because my own saying of my things doss not please
me. It was Fitzjames Stephen's thesis, maintained in the Edinburgh
Review, of Papa's being a narrow busiling fanatie, which moved me
fiest tor the poetn. I think [ have dope something to fix the tme legend
about Papa, as those who knew him best feel it qught to run [ 1%

The undercurrent of moral indignation that runs throughout the
poem undoubtedly helped Arnold to transcend an inevitable
compound of feelings for a man who had been such a strong
presance in his'early life, whose moral strength he admired, but
whose religious beliefs he could not share. Besides offering his
mother a conéocted but well-meaning justificaticn for the long
delay of the poem, Amold’s Jetter presents the circumstances of
its composition in the terms of a son’s vindication of his fa-
ther's memary, in this way instilling a sense of purpose more
characteristic of his prose writings.

The poem is divided into twelve unthymed sections whose
irregular line divisions charactetised by an alternation of iambic
and trochaic-trimeters™, progress in a seriss of advances and

# Ibid,, p. 241,

A D Cubler, op. cit, p 272, who also sugzests that Arbold's re-
thinking Clough in Thoesis tenewed his solidarity with his father. See alse p.
264, where his general observation of the tripartite structure of Arnold’s sle-
gies, (death of subject — lamentation — recovety and reconeiliation) may be
ssen a8 divectly applicable to Thpweis and Rughy Chapel.

® L. Y. Lang, op. cit., vol. 11, p. 168, From a letter dated & Auwgost,
1847,

* Terrald Ranta, “The Metrics of ‘Rugby Chapel™, Victotian Postry, 10
(1972}, pp. 33349 is the mest detziled metrical analysis of the poem [ have
come across. Fanta notes that although the “ideaf™ line of “Rughy Chapsl”isa
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retreats. The powerful opening lines depict a cold, comfortless
autumn scene in which the features of a natural landscape sud-
denly dwindle awsy in the intensifying darkness:

Caldly, sadly descends

The autwmn=evening. The field
Streswry with its dank yellow drifls .
CH withsred leaves, and the elms,
Fade inte dimness apace,

Silent; hardly & shout

From a dew boys late at their play!
The lights come out in the street,

In the school-room windows, but cold,
Solemn, unlighted, austers,

Through the gathering darkness, atise
The chapel—walls, in whess bound
Thau, my father! art laid (F, p. 452).

The falling trochaic and rising iambic beats appropriately con-
vey, on & metrical level, the faltering spirits of the mournful po-
gtic voice and the profound sense of letharzy sugzéstive of the
death-like atmosphsre that invests the scetie, i3 evoked in la-
conic phrases, void of active verbs. The despondency of tlie first
descriptive sequence {"Coldly [...] windows™) is rendered in
lexemes connotative of lifelessness and apathy: “strewn”,
“dank” “yellow drifts”, “withered”, “fade”, “dimness”, “sifent™}
which seem to be at the same time the external manifestations
of a profound spitrtual desolation. Yet, an underlying paradig-
matic tension of Death vs Life i3 suggested in the adjective
“dank” and the adverb “apace” which respectively connote re-
sistanice and speed. This sign of spiritual recovery is confirmed
it the second sequence (“but cold [...] laid™) which intimates
the counter attitude of moral strength and purpose in “solemn™
and “austere™ embodied by the poet’s father.

variable line which containg three stresses and vaties syllabically in its length.
The eritic notes fiftean different kinds of stress—lines, pp. 3374,
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In the secohd section, Wordsworthian muoemonic recolise-
tion provides a spiritual fortification that converts the present
November gloom into past radiance:

Thare dost thow lis, in the gloct

CHf the autumn =vening, But ah!

That word, glpam, to my mind

Brings thee back, in the light

CHf thy radiant vigour, again;

Tty the gloom of Movesnber we passed

Days not dark at thy side;

Seasons [mpaived pot the ray

CH thy buoyant cheerfulness clear [...] {, p- £83}.

The adjective “gloom™ becomes the paradigm of a potential evil
which the poet’s father easily overcame, so that its very men-
tion paradoxically recalls his relentless cheetfulness. The em-
phatic negative phrases: “Days not of gloom {...] Seasens im-
paired pot the ray [...]" (underlinings mine), give further rthe-
tari¢al force to this resistance of negative influences. The oppo-
sition between gloom and cheerfillness is reversed in the fol-
lowing section which relates the death of the poet’s father:

Fifteen vears have gone round
Sincs thov arosest to fread,

In the summer—notning, the road
Of death, at 4 call unforesesn,
Sudden [...] {7, p. 4%3).

The thematic transition from autumn evening (LIFE) to summer
morning (DEATH) ironically underpins the temporal unpredict-
ability of human existence accentuating the speaker’s loss and
vilnerability: “Bare, unshaded, alone/Lacking the shelter of
thee” (F, p. 483). Significantly, the three epithets “Bars, un-
shaded, alons” delibsrately coutrast with the stucturally paral-
lel epithets “Solemn, unlighted, austere™ in the first section.
However, the speaker immediately tetracts from this momen-
tary relapse into self—pity in the fourth section which h}fp(}the—
sises the after-life existence of his father:
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O strong scul, by what shore

Tartiest theu now? For that force,

Surely, has not been left vain!
Somewhers, surely, afar,

In the sounding labour—house vast

Of belng, is practised that strength,
Zralous, beneficent, firm! (7, pp. 48384}

The image of the vast “labour-housze/Of being” is a far cry from
the “brazen prison” of 4 Stewmer Night in which men work lan-
suidly “at some unmeaning taskwork”. The speaker’s teast that
his father's energies have not been spent in vain is conveyed in
terms of an affecting rhetorical plea: “Surely [...] Somewhets, -
surely [...]", that somewhat blunts the euphoria of yet another
third group of three positive epithets: “Zealous, beneficent,
tirm!” The selflessness with which the speaker imagines his fa-
ther continuing to perform *the word/Cf the spint” (P, p. 484)
is symptomatic of the alternative work ethic Ameold envisages
against the purposelessness of the spiritually destroying “barren
labour™ of a materialistic society. Furthermore, his role as guide
is esseniial in dispelling the doubts of those souls (the majority)
that “with half~open eyes/Tread the border-land dim/”Twixt
vice and virtue™ (P, p. 484). At this point, appears the descrip-
tion, reiterated throughout Arneld’s poetry but nowhers with
quite the same ruthlessness, of a blind humanity struggling
vainly towards an invisible and unknown goal:

What is the course of the lifi
Cr mortat men on the earth?
Ilost men eddy about

Here and there — eat and drink,
Chatter and fove and hate,
Gather and squander, are rajzed
Adoft, are hueled 1o the dust,
Striving blindly, achieving
Mothing; and then they dis —
Perish; and no one asks

Who or what they have been,
Mlors than he asks what waves,
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Tn the moenlit solitudes mild
Of the midmest Dozan, bave swelled,
Foamed for a moment, and gene (F, po 4850

The initial question mirrors the final phrase of the previous sec-
tion to set up an implicit contrast between the father’s immortal-
ity and the mortality of the mass of men: “This was thy life
upon earth ... What is the course of the life/Cf mortal men of
the earth [...]". Thus the enumeration of the concepts: “eat and
drink/chatter and love and hate/Gathet and squander [...]7
serves to underline, not so much their intrinsic evil (the inchu-
sion of “eat”, “drink™ and “love” would otherwise be inexplica-
ble} but their emptiness when pursued without purpose and
moral direction. In contrast with most of Arncld’s sympathetic
depictions of the individual’s futile journey towards an un-
known goal, here there is an almost sardonic gloating in the
emphasis of the stressed words in: “[...] achieving/Nothing; and
then they dig — / Perish; and no one asks/ Who or what they
have been [...]" {underlinings mine). This harsh tons is in sharp
contrast with the lyrical evocation of the natural elements in the
lines immediately following, which, with their recurrence of
nasals, liquids and the open—vowels poignantly convey the eva-
nescence of the mortal being: “In the moonlit solitudes mild/Of
the midmest Ccean, have swelled,/Foamed for a moment, and
gone™ (emphases mine).

As in A Summer Night and The Bwied Life, Arnold’s postu-
lates a third category of individual in the sixth section: those
who refuse to follow the crowd and “to go round/In an eddy of
purposeless dust/Effort unmeaning and vain™ and determined:
“Not without action to die/Fruitless [...]" (F, p. 485). Although
the path chosen presents a “clear—purposad goal”, The journey
18 characterised by the steep wphill Struggla “through
sunk/Gorges, o’er mountains in spow” (P, p. 486)”". Commenc-

* Michael V. DiMassa, "*On to the City of God": The Influence of The
Filgrim's Progress op ‘Rugby Chapel™, English Lawguage Notes, 2 [1997),
pp- 4461, for interesting teximal parallels between Armold’s poem and Bun-
yan's allegorical work.
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ing with cheerful optimism it soon becomes a hetoic enterprise
in which, one by one, the members of the company are lost n
the snow, This central section of the poem depicts a scene of
adventurousness and daring that render the speaker’s desperate
pursuit of his goal all the more dramatic:

Then, on the height, comes the storm.
Thunder crashes from rock

To rock, the cataracts reply,
Lightoings dazzls our eyes.

Roaring torrents have breached

The track, the stream—bed descends
Inthe place whete the wayfarer gnee
Planted his footstep —the spray
Buiks o'er its borders! aloft

The unseen snow—beds dislodge
Their hanging roin; alas,

Havac iz made in our train!

Friends, who set forth at our side,
Falter, are [ost in the storm.

We, we only are |eft!

With frowning forcheads, with lips
Sternly compressed, we strain on,
O —and at pightfall at last

Come ta the end of aut way,

To the lonely fnn "mid the rocks;
Whete the gaunt and taciturm host
Stapds on the thrashald, the wind,
Shaking his thin white haits — {P, p. 486).

The emergence of a marching thythm that characterizes the
metrical beat of the latter sections of the poem can already be
seen in the fact that fifteen of the twenty—two lines above con-
tain initial stresses. The effect here, however is to reitiforce the
tension and strnggle symbolically represented by the vielent
snowstorm, whose upsetting of the natural order, evident in the
phrases: “breached the track™ “Boils o’er its borders™ “‘dis-
lodge their hanging ruin™ “Havoc is made” {(underlinings
mine), reflects the disorientations of the lost human soul that
become the primal cause of its ultimate loneliness, Against the
spiritual weakness of the soul that falters, the speaker posits the




182 The Poctry of Matthew Arnold

earnestness of “frowning” foreheads and the sternness of his
cotnpressed lips (both signs being suggestive of moral dis-
approval as well as the fatigue of increasing effort). His ulti-
mate “victory’ is mitigated by the irretrievable loss of human
companionship and solidarity, which always constitute Arnold’s
underlying hope in humanity and that he senses as the natural
impulse of the real “buried self” that lies beneath evervone
{(“The same heart beats in every human breast™).

In Rughy Chapel Arnold finally discovers a means of over-
coming the recurrent dilemma of the individual’s isolation
through the supreme moral qualitiss embodied by figures such
as bis father. The victorious tone of the rising crescendo that
characterises the final sections do not necessarily endorse tradi- -
tional Christian values so much as vindicate the moral strength
and fervour of a man whose faith in goodness and solidarity is
held as a beacon over a dark, miserable, selfish world of men
wha: “Bluster or cringe, and make life/Hideous, and arid and
vile [...]7 (F, p. 488). From this point onwards, the speaker is
ao longer alone in his quest, for the spiritual fortitude he feels in
his father is similarly present in other great people of the past:

And theough thee I believe

Inthe noble apd great whe are gene,
Pure souls honoured and hlest

B former ages, whe else —

Such, 50 soultess, so poar,

I5 the race of men whom T see —
Seemed but a drepry of the heart,
Seemed but a cry of desire (P, p. 458

If, a3 Allot suggests, Amold draws on the Carlyean notion of
the hero in his portrait of his father®., this is surely because he
becomes one part in a chain of figures (not necessatily Christ-
ian} all equally important as examples of moral guidance: “[...]
through thee I believe/In the noble and great who are gone
[...]". In the speaker/Arnold’s third and final representaticn of

il Sec P, p. 482 note to lines 145-208.
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the weary journey of the soul, it is not his father as such who
comes to their aid, but the angels with whom he has become an
indivisible part:

See! 1nthe rocks of the world
tlarches the host of mankind,

A fzeble, wavering line.

Where are they tending? — A God
iarshalled them, gave therm their goal.
Ah, but the way is sp long!

Years they have been in the wild!

Sore thirst plagies thern, the rocks,
Rising all round, overaws;

Factigns divide them, their host
Thraatens to break, to dissalve,

— Ah, keep, keep them combined!

Else, of the myriods who £l

That army, not one shall aive;

Sgle they shall stvay; in the rocks
Stageer for ever in vain,

Die one by one in the waste {#, p. 45%.

This final depiction of human endeavour marks a definite shift
in attitude from moral indignation to sympathetic understanding
and is touchingly rendered in the contrast between Arnold’s re-
current military imagery (“Marches”; “Marshalled”: “Factions”
and “army”) and the frailty of the “feeble, wavering line” of
mankind {which also recalls “the struggling files” of the incipit
of Resignation). The reference to “z God” {italics mine) as in
Parting and To Marguerite — Continued, again retracts from the
idea of a single divinity to refer to a general power, thus under-
mining the idea, dominant among critics, that the poem (almost
embarrassingly) articulates a farced Christian message™. At the

B Tinker and H. F. Lowry, gp. eit, p. 241, are representative of this
wiew: “[..] thersfore the post fell inevitably into the traditiobal languages of
Christianity, and we read with a certain surprise the words of the author of
“Trover Beach® and the Chartreuse stanzas about the saving of souls, the jour-
ney to the city of God, and the future life”. These comirlents are symptomatic
of the critical tradition which tnterprets the poem exclusively in terms of
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same time, the representation of loss and despair is counter-
niined by the possibility of redemption, not through a God, but
the atigels of whom the speaker’s father has become an anony-
mous entity. It is po accident that this eighteen-line stanza con-
tains no jess that fifteen lines which begin with an initial stress
and that this metrical beat continues to characterise the positive,
spirited note nf the poem in contrast with the sad elegiac mood
of the incipit™.

The conclusion is all the more moving and powerful when
it is realised that the speaker’s mounting enthusiasm cotre-
spands ta his equally intense fear of loss and despair:

Then, in such bour of need

Of your fainting, dispirited racs,
Ye, like angels, appear,

Radiant with ardour divipe!
Bracens of hape, ye appear!
Languar is tvot in your heart,
Weakness iz not in vour word,
Weariness pot on your brow,

Ye alight in our van! at your vojce,
Fanie, despair, flee away.

Ye move thtough the ranks, recal|
The stmgglers, refresh the putworn,
Praise, re—inspire the brave!
{irder, coutage, rehim

Eyes rekindling,.and prayers,
Follow your steps as ye go.

Ye {1l up the gaps in our files,
Strengther the wavering line,
Stabiish, continwe our march,

On, to the bound of the wasts,

O, to the City of God (P, p. 457

Christian values. For 0. G Riede, oo cit, pp. 139-60, the reference merely
: E:{pﬂses the empty rhstoric that characterlses the concluzion of the poem,

™ Cf Jerrald Rants, op. cit., pp. 346-7. D. G. Rieds, op. cit., p. 156, sees
the “forced march™ az “the explmt subject of the poem, not a critical intetpre-
tatien of what the poemmn enacts™.
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The characteristic Arnoldian litotes at the beginning of the final
stanza {“Languor is not in your word,/Weariness not on your
brow™ {underlinings mine) give way to the euphoric diction of
the finale of the poem, culminating in the fourth instance of a
thres—word epithet; “Order, courage, return™. At the same time,
the reiterated prefix re— of the verbs: “refresh”, “re-inspire”,
“rekindling” suggest, as in Dover Beach, that loss and redemp-
tion are interdependent parts of 2 cyclic process. Thus, Amold’s
deliberate juxtaposition in the final twe lines of the poem: “the
bound of the wasie™ “the City of God” is a reminder that the
two states of perdition and salvation tread similar bordets since
they are essentially part of the same world. The alternating
states of courage and despair may continue to characterise hu-
manity’s existential journey in its striving towards spiritual re-
" demption, but if it follows the right guidance with the apptapti-
ate attitude of fortitude, there is no reason why the soul should
stray from its path. It is precisely becavse Arnold can begin to
imagine a possibility of redemption from the wasteland of spiri-
tual despair that his poetry ceases to serve its primary function
as a dramatic representation of philosophical and existential di-
lemmas. Yet, although the confident voice of the urban prose
writer soon takes complete control over Arnold’s ideological
prenouncements, there is little doubt that the true buried self
which cries out to us from the tormented consciousness of his
poetic voice continues to exert its powerful influence.
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The Poerry of Malthew Arnold

The present siudy cxplores the development of Matthew Arnold's
poetic vision through three speclfic stages, Close wlteniion is partic-
ulatly dovated to the poetic language and strusture of represenlulive
texts in the atlempt to sitess the ofien nepglected aspects of his
prosadlenl and rhetorical skills. Although traditionally regarded as
the third major postle figwe of his age after leunyson and
Browning, Atnold undeniably remains the mest neglected poetic
voive of the Victoitan period. Yel, the existential angst and stmggle
that marks his poeifeal works, together with hls essentially hiresclv-
able ward view, arc fattors whick speak directly to the modetn
reader, Coniradictorny and lully Vietorian though bis theught may be,
Arnold establishes o precise ideclogical line which connects him
with our rodern-day sensibility.
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