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PREFACE

‘

Ay, mel What perils do environ
The man who meddles with Lord Byron!

~~==Quennell

"Meddling" with Byron has been intriguing but has also
taken courage; for there is no apparent solution to the
perpetual riddle of this paradoxical poet who defies detec=
tion--this man who was both rational and illusionary; cone
ventional and revolutionary; classical and experimental;
satirically romantic and romantically satirical. He is the
unsolvable puzzle among English poets. He leads those who
would seek to corner him; to find him out; upon a merry
chase; now here; now there; seldom allowing them to stand
firm and sure upon the solid ground of conviction. There is
always an elusiveness; an evasiveness, about the man which
seldom allows him to be caught and conquered by the intellect.

Perhaps it was this very elusiveness that first caught my
fancy and made me accept the challenge to join in the pure
suit. Then again, I suspect it was more the wild and reck=-
less fascination of the man and his world that drew me to
him, At any rate; to Dr. Eleanor James I am indebted for
having ignited the spark of my imagination by introducing me
to Byron; and to Dr. Autrey Nell Wiley I owe my appreciation
of romanticism and my knowledge of Professor Millett's method
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of studying imagery. Because of them I have been led to
write the following pages, wherein I have endeavored to
aid in tracking down the real Byron.

To those who have helped me in my endeavor I wish to ex-
press my gratitude: to Dr. Constance Beach, for serving on
my thesis committee; to Dr. Frances K. Darden; who not only
served on my committee but also shared the joy and pain of
composition from beginning to end; sustaining me with en=
couragement and understanding; and to Dr. Autrey Nell Wiley;
for directing my thesis and for being a perpetual inspiration

and a kindly and infinitely patient adviser throughout,

Dohaudett: WosdSebnads.

Charlotte Wood Bchrader

6 August 1953
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CHAPTER I
INTRODUCTION

"The liveliest corpse in English literature;" a phrase
coined by Professor Howard Mumford Jones in 1924;1 aptly
describes George Gordon; Lord Byron; for no other English
poet has for so long been more fascinating nor more embroiled
in heated controversies. Byronism stirred England and the
Continent with such overwhelming force in the early nine=
teenth century that it became a fad and a fashion while it
also made a marked and lasting impression on the literature
of the age, especially that of France and Germany in addition
to that of England. Yet it was the poet himself rather than
his poetry that created most of this sensation. Byron was a
superb personal force; a "fiery mass of living valor;"2 hurt-
ling himself upon life with unparalleled emotional energy.

As Taine said; "All other souls in comparison with his seem
inert.“3 Small wonder, than; that he caused a tempest.

It is the sensational in his character that has occasioned

InThe Byron Centenary," Yale Review, XIII (July, 1924),
p. 730. ‘

2J. F. A. Pyre, "Byron in Our Day," Atlantic Monthly,
XCIX (April, 1907), 546.

3Ibid., p. 547.
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most of the writing about him, both favorable and unfavorable.
Few poets have been as misunderstood or as often misrepre-
sented as he, Because his life did hold such fascination as
critics and biographers indicate and because his writings
were reputedly closely connected with his life, nearly all
books and articles in the field of Byronic criticism deal
frequently with Byron the man and rarely with Bryon the art-
ist. The British critics have tended with some exceptions
until recently to pass over the artist and thinker to con-
centrate on the man, In 1881, Matthew Arnold, writing upon
Byron in what Professor Samuel C. Chew terms a "mixture of

biography and critical comment,"l

a manner adopted by Arnold
near the close of his career, said: "Wordsworth and Byron
stand out by themselves, When the year 1900 1s turned, and
our nation comes to recount her poetic glories in the century
which has just ended, the first names with her will be these "2
In 1888, the year of Arnold's death, Arnold's essay (1881)

was attacked by Swinburne in an article, "Wordsworth and Byron,"

published in the Nineteenth Century, April and May, 188l, and

reprinted in Miscellanies, 1886.3 The controversy over Byron's

1
A Literary History of England, ed. Albert C. Baugh (New
York: Appleton=-Century-Crofts, 198), p. 1415,

2" g "E in Criticism, Second Series (New York:
yron," Essays in ’ o
The Macmillan Co., 192L), Pe 204

3For a discussion of these opposing views of Arnold and
Swinburne see H., J. C. Grierson's discussion, "Lord Byron:
Arnold and Swinburne," The Background of English Literature
(London: Chatto and Windus, 19%05, pp. 68-115,




merits as a poet thus opened by Swinburne was enlivened by
such writers as W. E. Henley; W. H. White; Alfred Austin; and
Andrew Lang.l

After the early and mid-nineteenth century wave of Byronism
subsided, the poet was out of the limelight until 1898; when
a revival occurred and some of his works theretofore unpube-
lished were brought before the public eye. At that time two
noteworthy articles appeared. Paul Elmer More in his "The
Wholesome Revival of Byron"2 did much to free Byron of criti-
cal prejudices by upholding him because of his classicism; of
which there is much to be said. W. P, Trent in "The Byron
Revival"3 praised some of the lyrics; excused Byron's bad
lyrical works as outgrowth of the poet's restlessness of tem-
perament rather than incapacity to write a true song, and
called his gift for singing genuine but undeveloped.

Then ggggggg; the extraordinary book published priYately
by Ralph Milbanke; Earl of Lovelace, grandson of Byron, opened
twentieth century Byronic criticism in 1905 with a renewal of
accusations which again put the poet in an unfavorable light
and stirred up the Byron controversy anew. Next followed a ‘
series of other studies that probed into Byron's private life,

especially into his married life--studies that generally dam-

1) Literary History of England, p. 1442 and n. 6, p. 1442.

2)tlantic Monthly, LXXXII (December, 1898), 801-809.,

3Forum; XXVI (October, 1898), 242-256.
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aged the poet and did nothing to advance his worth as a poet.l
This trend was broken by only one appreciative study;
that done by J. F. A, Pyre in 1907.2 Pyre acknowledged the
poet's lack of philosophy and scholarship; his hatred of other
poets such as Wordsworth for assuming what he called the role
of "professional good man and priestly bard," his inconsist=
ency and his melancholy outlook; but upheld him for the force
of his passions; which are the sustaining power of his arte-
istry; and declared that his wholesome contempt for social
and artistic futility; nay; his very faults "will always cry
rebuke to the putterers and patchers of poetry"3 who had
given poetry the insipidness out of which Byrgn drew it.
Gradually; then; the tide of criticism began to turn
toward Byron the artist; though the opinions in the begin-
ning were often unfavorable. In 1920, Arthur Quiller—Cou?h
in his "Studies on Byron"h judged Byron's lyrics severely,
threw over the blank verse, and advocated the year 1816 as
the dividing line between what the poet wrote that was worth
keeping and what he wrote that was not worth keeping. In

1923, H. J. C. Grierson edited a volume of selected poems by

lFor an excellent survey of these works see Samuel C,
Chew's Byron in England (New York: Scribner's, 1924), Chap-
ter IVQ

292. cit.

3Ibid., p. 552.

bstudies in Literature, second series (Cambridge:
Cambridge University Press, 1920).
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Byronl and expressed in a Preface his faith in the poet. Al-
though he called Byron intellectually deficient in substance;
he praised his felicity of phrase and music and his weightyl
"eriticism of life." He said Byron was a poet of actuality,
of the world of action; politics; and society; a man of mas=
culine love like Donne and Burns; yet one deprived of the
true vision of the greatest and rarest things of life. Nev-
ertheless; he saw Byron as one who rendered life as it is
lived and understood by the masses of men. Samuel C. Chew's
Byron in England (1924) was one of the first to treat Byron
as thinker and artist; not moralist. It came out in the
Byron centennial year; the richest year of Byron criticism
in the century; and was praised by Howard Mumford Jones in
his article "The Byron Centenary."2 It was followed by S. F.
Gingerich's Essays in the Romantic Poets (New York: Macmillan;
1924) and by R. E. Prothero's "The Poetry of Byron" (Quarterly
Review; l92h; ppe 229-63). Byron: 1824-1924, by H. W, Garrod
(London: Oxford University Press, 1924), charged the poet
with superstition and fear of facing the consequences of his

actions and thoughts. Byron the Man, by R. L. Bellamy (London:

Kegan Paul, 1924), attempted to show Byron "the man, as nearly

as possible, as he really was;" but again failed and was not

lPoems of Lord Byron, selected and arranged in chronologi-
cal order, with a'Pre¥ace, by H. J. C. Grierson (London:
Chatto and Windus, 1923).

292. cit.
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totally accurate because it falsely detached the works from
the life of Byron. There also appeared in 1924 an attempte
ed psychological approach to the study of the poet'!s arte

istry in Byron's British Reputation (Smith College Studies
in Modern Langua es; January; 1924) by Richard Ashley Price.
This approach fell short; however; because of a lack of de=
tailed or systematic treatment.

In 1925; a new trend in Byronic criticism began with
J. H. Cassity's study of the poet's mental health in "Psy=
chopathological Glimpses of Lord Byron.”l Oliver Elton cone
tributed his "Present Value of Byron" to the Review of Enge-
lish Studies in January; 1925; praising Byron the story-tel-
ler and Byron the lyrist. John Drinkwater attempted to ana=-
lyze the work of Byron in the light of the antagonistic

forces at conflict in the poet's mind, especially the guilt

complex, His study, The Pilgrim of Eternity:  Byron: A Con-

flict (London: Hodden and Stroughton, 1925); became more a

portrait of Byron the man than an analysis of Byron's mind.
On the Continent; F. J. Hopman in Dutch English Studies;

IV (1925); set up four measurements for a poete--a seer, a man
of imagination; a constructive genius, and one endowed with
poetic transformation--and stated that Byron failed to rank
high in any of these. He tried to capture Byron in all his
"titanic originality within the meshes of g priori categories

lPsychoanalytgngevigg, XII (1925), 397-413.
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instead of examining; first; what he meant and what he was."l
After Hopman the Continental critics undertook artistic criti-
cism which resulted in four works of some importance. The
ggggggg (London: Putnam, 1929) did a psychological study, )
giving an insight into the literary temperament of the poet,
but used the Journals as all-important and cited the poetry
only as it seemed to him to illustrate the poet's character.
He saw fate as the necessary instrument for overwhelming and
arousing the depths of the nature of the poet, who was "ale
ways seeking a disaster worthy of his spir:it."2 In this ap-
proach; however; Du Bos realized only half tpe mén. Another
study in French; Byron et le Bomantisme frangais, by Edmond
Esteve (Paris: Boivin; 1929), attempted to uncover the prog-
ress of Byron's temperament and writings from his early sur-
render to passion and his consequent regret and mel?ncholy to
his hatred of self and God, his despair of humanity, and his
ultimate refuge in the "cult of nature and the idolatry of
love." Then Esebve connected these tendencies‘in Byron Vith
those already similarly manifested in Rousseau, Voltaire, and
Young. One of the last notable studies of this type was’Helene‘
Richter's Lord Byron: Personlichkeit und Werk (Niemeyer, 1929),

1 c . .
The Year's Work in English Studies, edited for The English
Assoclation by F. S. Boas and C. H. Herford (London: Oxford

University Press, 1925), VI, 279.
Tpid., XITII (1932), 273-27k4.
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which attempted to explain Byron's poetry by his life and his
life by the ™ingrained and hereditary impulses of his nature.”
Though the approach was not original and; like nearly all other
studies; said that the poet's subject is himself’ the analysis
was a constructive one.1 Three years after the publication of
these books by Du Bos, Esteve, and Richter came a compilation
with good bibliographies presenting a psychological study from

the viewpoint of such forces as heredity and environment: Lord

Byron als dichtersche Gestalt in England, Frankreich, Deutsch-

land und Amerka o o o Dissertation o o o , edited by

W. G. Krug (Potsdam; 1932). ’

A lull in Byronic criticism ensued; then, until 1948, with
the Byron Foundation lectures at the University of Nottingham
by Heinrich Stanmann on the poet's preoccupation with topoge
raphy and by L. C. Martin on the "junction of the grand style
with sincerity and simplicity which is the chief merit of

Byron's experiments in the lyric form."

Aside from a few critical studies of the lyric qualities
of the poet; the critical works that I have summed up in this
chapter are predominantly psychological: attempts to interpret
the poet's temperament and writings through a study of his life;
especially from the viewpoint of his hereditary characteristics.

All other important as well as less important works done on

lIbid., XI (1930), 306.
21bid., XIX (1948), 2k



Byron during these years are strictly biographical and are
not pertinent to the subject of my thesis.,

Apart from biographical probings; therefore; much remains
to be done in the study of Byron. The few approaches made
thus far to the study of the pure artistry of the poet have
been so negligible as to be almost non-existent; yet they
are valuable particularly for having established a trend.
They leave much that is still virtually unexplored in the
light of a twentieth-century psychological approach to the
nineteenth century. A number of critics have tried; but few
successfully; to explore the psychological or psychoanalyti-
cal factors which underlie and are responsible for the are
tistic form, the literary expression, and th? ideas of the
poet. This method of approach has its value, certainly; and
is characteristic of the trenddaf twentieth-century thought,
There is a place--even a need=~for further application of
this type of interpretation which can shift the accent from
biography to art and yet can tie these two together.

In this thesis I shall make a modest attempt to progress
toward the satisfaction of this need, undertaking a method
which not only embraces the psychoanalytical and the artis-
tic and critical approach but integrates biographical facts
as well., The method is that advocated by Fred B. Millett in
Reading Poetry (New York: Harper's, 1950). It is a psycho-

logical approach, which allows the accuracy and exactitude of
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scientific analysis, It will be applied to Byron's imagery
in the following manner: the visual images in the poems to
be considered will be classified; and the data compiled will
then be analyzed for significant patterns of imagery which
present themselves and which can be coordinated with relative
biographical facts as well as with the principal critical
theories set forth by the poet in his letters and diaries.l
Thereupon rests the validity of the thesis; for imagery--a
clear; exact analysis of it=-is the key to the poet's sube~

conscious interest32

and therefore an index to his mind.
Such is the viewpoint of the school of critics who bee

lieve that imagery is the staple and substance of poetic ace
tivity. To them; imagery concentrates and dissipates abe
stract ideas by means of the imagination and fancy; present=-
ing them as "concretions of diverse phenomena organized into
phenominal unity by the pervading vital influence of a sube
jective idea."3 It is addressed to perspective and specula=-

tive faculties, and it performs its proper function when, or-

ganizing these diverse phenomena into unities, the words pre-

1The poems to be considered wiél ?eithehlyglc poe?sl(%. e.,
the so s sonnets elegies and odes) in the Hours of Idle-
O%) Miscellaneous ﬁoeg§ Domestic Pieces (18167, He-
E rew Melodies IIEIE) and E hemeraI Verses. Satirical and
dramatic verses will be exchdea.

2This was a basic theory of the nineteenth-century poet,
John Keble.

3Alva H. Whrren Jr. English Poetlc Theory 1825=-186
(Princeton: Princeton University Press, 1950), p. §§
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sent "real, living objects." Sydney Dobell calls the %mages
the equivalent to objects and emotions.l Millett says,

" o+ o o o imagery is perhaps the most reliable techni-
cal means by which a poet may give [ﬁhe reader] the experi=-
ence his poem is intended to create; e« o o o+ nota
vague feeling or emotion; the experience is almost physio-
logical."2 Regarding imagery as a "means by which the poet
gives his subject the tone he wishes the reader to associate
with it,"™ he says: "Broadly speaking, images, taken by them=-
selves, give the reader either a pleasant or unpleasant feel=-
ing ¢« « o ‘?y whicﬁl the poet can build up an aura
that determines the reader'!s feeling about the subject of the
ppem."3
Millett's theory is thus a broader expression of the nine-
teenth century concepts of imagery as a basic element of poet-
ry. The "diverse phenomena"--the people, the elements of na-
ture; inanimate things of all sorts--these are the "real,
living objects™ that make the poetry elive and are indeed the
very life of the poetry. But Millett, going farther than the
nineteenth-century critics; adds more than these, which are

the elements of visual appeal. He also includes the elements

which appeal to the other senses, all actions and movements,
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all sounds (or absences of sound); all tactile experiences,
all tastes and smells; which become vital likewise and are
integral parts of the living soul of poetry. Through all
these sensory impressions; the reader has an almost physio-
logical experience; recreating very nearly the feelings ex-
perienced by the poet himself. And through experiencing
these sansory images the reader receives a pleasant or une
pleasant feeling from the poetry; an aura, actually; of alle=-
or of very nearly all-~that went through the poet'!s mind as
he wrote. Such is the approach to an interpretation of a
poet's thoughts.,

And knowing his thoughts and feelings one can attempt
to interpret his character and arrive ultimately at an ethi-
cal estimate of man and poet. Leigh Hunt pointed out thet im-
ages vary as imagination and fancy vary. Matthew Arnold, in
his "Preface" of 1853; enlarged this view by stating, "The
quality of the imagery in any given poet, like the quality
of imagination and fancy; is made to depend upon the moral
sensibility of the poet himself."1 The moral sensibility in
turn is directly "related to poetical genius in such a way
that it gives rise to two classes of poets: 'that class
whose poetry exhibits an evident connexion Eﬁéﬁ with the
personal character and history of the poet; and that class

whose poetry exhibits no such connexion. Dante and Byron

Tpoems. A New Edition (London: 1853). Cited by Warren,
2p. E...._Itn Pe 3k
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are examples of the former; Shakespeare and Goethe of the

1atter.'"1

M. W. Wallace in Chapter II of his English Character and

the English Literary Tradition (University of Toronto Press,

1952) questions this connection: "Is there any organic con-
nection between a poet's personal character and the literary
value of his poems? Can a brilliant personality and fiery
energy atone for the lack of other qualities of substance and
of t.echnique?"2 One group of English critics, following the
theory of Lascelles Abercrombie,3 would reply that a poet's
works are not influenced by his character and that art can-
not be interpreted biographically. But Wallace shows that
other English critics followed Arnold's theory and agreed

that there definitely is a connection between character and
art whereas later critics argued that a brilliant personal-
ily does not atone for a poet's faults. This is because the
English critics in general, following in the Platonic and
Aristotelian traditions, have always insisted on morality as

a necessary element of literature; and in their opinion Byron's
poetry; according to such theories, lacks moral bent or a dis-

tinction of morals.

1warren cit., pe 11l4. Quoted from the British Quarter-
ly Review, i %§8h5 57y 5The

2p. 32.

3The Art of Wordsworth (London: Oxford University Press,
1952), Pe 33¢
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The Continental critics, opposing the English view on
both points raised by Wallace; believe that English preoc-
cupation with ethical values is abnormal and absurd and that
British refusal to assign high place to Byron is preposter=
ous., OSainte-Beuve stated that long after the English had
freed themselves of Byronism; Byron's style influenced the
French in spite of his disorderly life; ostentation of mis=-
anthropy; littleness and affectation.l Faguet further showed
the greater influence of Byron on the Continent when he called
Byron an "admirable poet of disenchantment and despair, . .
e o an exalted figure with a grand manner, and except Shakespeare
the only English poet who exercised genuine influence over
French literature."2 This was in spite of a lack of morality.
But; as Goethe explained:

The audacity and grandeur of Byron must
certainly tend toward Culture. We should take
care not to be always looking for it in only
what is decidely pure and moral. Everything
that is great prgnoges cultivation as soon as
we are aware of ite.

Taine further sympathized with Byron when he said that
England was "severe and rigorous to extremes" and dedicated

to a life of "the narrow observation of order and decency."’iF

J‘Wallace, op. cit., Pe 31.

“Emile Faguet, Initiation into Literature, trans. Home
Gordon (London: Williams and Norgate, 1913), p. 170.

3Goethe's Iiterary Essa s; trans. J. E. Spingarn (New
York:™ Harcourt, Brace, and Company, 1921), p. 263,

AH. A. Taine, History of English Literature, trans. Henry
Van Laun (New Yo;k: e Co-operative Publication Society,

1900), III, 135.
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Moral pedantry backed the press; and the press did the dutY
of the police. Antagonisms were multiplied beeause; first,
Byron was in complete revolt against the great vices of Eng=-
lish civilization, hypocrisy; constraint; and cant;l and;
second, because of his high rank he was perpetually before
the most sophisticated and critical public eye and conse=-
quently far more severely censured for his erratic life than
he would have been as a commoner.

Modern critics, recognizing these facts; are now trying
to see beyond this narrow censure of the past which has so
long repressed the true nature of Byron and has not yet given
him a fair and unbiased chance. They are surmounting these
antagonisms and are beginning, as has been pointed out, to
search for a true and accurate judgment of the poet through
studying him from a psychological point of view instead of
from a strictly biographical one. Interpreting the latter
through concentration on the former and combining the two
with theories of artistic criticism; I shall strive in the
following chapters to discover, as nearly as pgssible, "the
real Byron"™ in his subjective and personal art, the early
lyrical works. Using the method of analysis described by
Professor Millett because it affords scientific accuracy in
analyzing images; I offer in the following chapters my exami-

nation and interpretation of Byron's imagery in 197 of his

lyric poems,

 Ipid., p. 111,
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Because of the scope of my undertaking, a minute analysis
of nearly two hundred poems; there is room for error; but all
figures given in my study are the result of careful reckon-
ing., I believe that the number of lyrics that I have studied
makes valid the findings that I describe as indicative of
Byron's lyric genius; for it is the interrelationships of to-
taled images; the overall comparison of large and collectiv?
groups of images; rather than minute comparisons of figures,
that are to be under consideration here. Some of the results
obtained from this analysis and discussed herein may be felt
by some readers to have been as easily guessed at after a
careful reading of the poems themselves; but observing im=-
agistic usage closely; in detail; with an overall degree of
accuracy serves as a check upon what we think we know.

The grand total of Byron's images in his lyric poems--
visual; kinesthetic; auditory, tactile, olfactory, and gys-
tatory=--is 1h;601. Of this total, 10,502 .0of the images, or
nearly seventy-two per cent; are visual, This predominance
of the visual image; common to all writers, is to be expect=
ed; since sight is one of the two noble senses and since it
is also the most highly developed sense in nearly all human
beings. Therefore; the purpose of my thesis can be most near-
ly realized through a study of the significance of these visual

images while I hold for future analysis the results of my in-

vestigation of all the sensory images.
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Byron's visual images fall generally into three major
classes: people and the Deity; natural forces and phe§omena;
and inanimate objects. Considering the first of these, I
shall discuss people; both real and fictitious; as groups and
as individuals; parts of the body; especially of the face;
and facial expressions; and references to the Deity. In the
second category=--natural forces and phenomena=--l shall cone
sider references to water and to land, or to the earth; in-
cluding topographical, geographical, astronomical, metaphygi-
cal; and political designations; trees and plants; animals;
fowl; reptiles; and insects; the sky; the atmosphere, and the
seasons; fire; light, and darkness. In the third group; my

phrase, inanimate objects, refers to buildings and parts of

buildings; roads; tools and weapons; religious objects; ap=
parel and accessories; words and writing; and other varied ob-
jects; both specific and generic. For the sake of simplicity,
I shall add a fourth class which will embrace elements that
are connected indirectly with all three of the prgceding
classes: actions and activities, types of vision, Physical
attributes of people; nature; and inanimate objects, and
finally color. The thesis will conclude with a summary of

conclusions drawn from the foregoing analyses.



CHAPTER II
EGOISTIC ESCAPE
"To Withdraw Myself from Myself™

Byron has been universally accused of a consuming egoism,
unprecedented and unique in English literature. In fact,
this has become a standard and commonplace point for critics
to make. In the nineteenth century he was so accused by such
critics as Ruskin, Arnold, and Keble. Arnold, in his "Preface"
of 1853, said that Byron had exploited his own personality and
1
had consequently failed in universality ; Ruskin called him a
"master of self=-examining verse.”z Keble was more caustic
when he wrote:
Byron, one who should have been a minister
and interpreter of the mysteries that lie hid
in Nature, has, in spite of all the vehement
passion and variety of his poetry, in the main
given us nothing but the picture of his own
mind and personality, excited now by an almost
savage Bitterness, and now by voluptuous exal=-
tation,.
Again implying a destructive self-absorption, the Danish crit-

ic, Georg M. Brandes, said that Byron, unlike Wordsworth, was

lCit,ed by Warren, op. cite., pP. 154.

-2Modern Painters (New York: John W. Lovell, [mn.d.]),
III, 388.

3Keble's Lectures on Poetrz‘ 1832-18&1; trans. E. K,
Francis (London: Oxford University Press, 1912), II, 339 and
398, Cited by Warren, 9p. cit., P. 55.
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"too much absorbed in his own affairs to have tranquillity
of mind to dwell upon the small things and the small people."1

Other critics have recognized this self-centeredness in‘
Byron but have condoned it. J. F. A. Pyre; a recent critic,
for instance, spoke of this characteristic as a power, present
in high measure; which allowed the poet to "seize upon the
salient realities of the world with a mighty grasp and sube
due them into unity,"2 but to do so only according to the
law of his own being. This, Pyre calls the source of both
Byron's "childishness and all his might" since his arrogance,
both "ennobling and stirring," led him to see'in all convule
sions of nature and society the stirrings of his own fiery

life."3 He consequently "doffed"™ the lethargy of his age.

A critic writing in the Edinburgh Reviewh attributed

this self=centeredness to Byron's aspiration after the ideal
instead of his pursuit of the cult of individualism. This
aspiration; the critic wrote; caused Byron to seek his mate=-
rials outside the circle of surrounding things; driven by

that idealistic preponderance in his moral nature and by his

1Geor M. Brandesv Main Currents in Nineteenth Centu
Literaturg (London: W. Heinemann Ltd., 1923), 1V, 52.

20p. cit., pe 548.
3Ipid.
bryxxIx (1840), 380.
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imagination, he was led to interpret himself to his fellow
man, Such a situation is in contrast to that of a poet who
in moral nature is predominantly sympathetic with reality
and who is in turn led by his imagination to interpret to
his fellow man the outer world; the circle of things sur-
rounding him.1 There is a connecting link between this
theory and that of Arnold2 in which moral sensibility is
likewise a key factor. In both instances it is advocated
that moral sensibility and the subject matter of poetry are
directly related and that an idealistic sensibility results
in egoistic; self-examining poetry.

All such comments as the preceding ones are based on the
assumption that Byron spoke more frequently of himself than
of anyone else or anything else. To test this assumption; I
have examined his lyrics; and I believe that the statistics
which I have compiled are of value in testing this accepted
assumption as well as others that will be considered in the
course of this thesis. On the basis of the imagistic analy-
sis of the lyric poems; which are as a genre inevitably per=
sonal; I accent the opinion of critiecs that Byron's favorite
subject was himself., Certainly, verses=--in which one visual

image out of every six is a direct feference to the poet him-

self--are self-centered, self-examining, egoistic verses. Of

.

Yarren, op. cite, p. 11k
2Su‘ra, pp. 12 ff,
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the total 10,502 visual images approximately 1,700, or more
than sixteen per cent, pertain to Byron himself. The tabula=-

tion is as follows:

Reference Number of occurrences
I 670
my 636
me 2gg
mine
hertByror-x_\ 16
TOTAL 1,700

The pronouns of the first person; totaling 2,021 in their fre-
quency; are almost twice as numerous as the very large number
of pronouns for the second person, The personal I together
with gx; gg; giggl occurs 1,684 times; our, 140; we, 129; and
us, fifty-two. The pronouns in the second person, totaling
1;132 in their frequency; far outnumber those in the third
person (193)l and the indefinite pronouns(87).'2 The poetic
forms of the pronoun in the second person--thy (355), thou
(2&2); thee (225); thine (90), and ye (91)=--are almost four
times as popular as you and your (221)s Here again is proof

of the pervading ego; so whether one condemns or condones this

lhe-mu7s
hise=3l
himeell
here«47
she-=11

3
2.
one-~-28 other-=7
they=-=22 many--3
those==9 none=-2
all--9 theire=2
another=-7 each

gach o
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predominance of egoism; one must acknowledge through a study
of allusion that Ruskin; Arnold; Keble; Brandes; and other
critics are correct in their basic assumption that Byron was
an egoist.

Accepting, then; the conclusion that the image of self is
predominant, one must next question why it is so. Whether one
holds with Pyre that the egoism is simply an all-consuming
power drawing in around itself everything with which it comes
in contact; or with the Edinburgh critic who attributed the
egoism and exploitation of self to a moral aspiration after
the ideal; propelled and excited by imagination, one must
feel a certain sympathy for the poet; for there was something
in him-~a power or driving force and a turn of thought and
charadter--which led him to write as he did. In acknowledging
him as an idealist; one thereby implies that Byron was opposed
to realism and that he sought to escape from it. This I be-
lieve he did. There are many passages in his letters and
journals to support this view:

To withdraw myself from myself (oh that
cursed selfishness!) has ever been my sole,
my entire, my sincere motive in scribbling
at all; and publishing is also the continu-

ance of the same object, by the action that
it affords t9 the mind, which else recoils

upon itself,

4

1 ‘ I
Byron. A Self-Portrait. Letters and Diaries 1798-1824
ed. by rgt;?-QuenneII (New York: Charles Scribger's Sons, !
1950), I, 226, Journal, November 27, 1813. Since all quo=-
tations from Byron's letters and diaries will come from Quennellfs
edition, subsequent footnotes will indicate this edition by ref-
erence to the editor's name only.
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Now you may think this a piece of con-
ceit, but, really, it is a.relief to the
fever of my mind to write,l

I began a comedy, and burnt it because
the scene ran into reality;--a novel, for
the same reason. In rhyme, I can keep more
away from facts; Eut the thought always runs
through, through.

It comes-‘over me in a kind of rage every
now and then, . + « .+ and then, if I
don't write to empty my mind, I go made. As
to that regular, uninterrupted love of writ-
ing, « « « o I do not understand it. I
feel it as a torture, which I must get rid
of, but never as a pieasure. On the cons
trary, I think composition a great pain.3

I have just thrown a poem into the fire,
and smoked out of my head the plan of another.
I wish I could as easily get rid of th&nking,
or at least, the confusion of thought.

When the Bride of Abydos came out, he was not the least cone
cerned with its reception, but wrote only this:

It wrung my thoughts from reality to
imagination--from selfish regrets to vivid
recollections-=-and recalled me to a country
e o o o replete with the . 5 oo -
most lively colours of my memory.

The truth evidently was that the poet was too much aware of him-

self for his own comfort, that he did not want to be the egoist

lIbid., p. 266, Letter to Lady Melbourne, January 16, 181j,

2Ibid., II, 550. Letter to Thomas Moore, January 2, 1821,

31Ibig.
%}ng., pe 231. Journal, December 1, 1813,

STbid.
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he was but could not help himself, Indeed; he was perpetual-
ly seeking relief from himself and from reality by exploiting
his ideas in poetry.

In the "pain of composition" he sought escape, therefore;
from what was searing his brain. By composing verses; he re=-
verted to his "vivid recollections™ of the past; which soothed
his troubled thoughts. Quite fittingly; he called poetry "the
feeling of a former world."1 Goethe said of him that he was
quite as great as Shakespeare in his clear penetration of past
situations.2 It seems; therefore; quite natural that Byron
should have given himself over to imaging the past, for he con-
fessed: "The moment I could read my grand passion was history."3
Galt; one of his biographers; held that Byron was addicted to
an overwhelming pride of his ancestorsh, and Willis W. Pratt
said the subject matter of the Hours of ldleness indicated
that Byron's

e o o thoughts were still-on the paste-
espe01ally upon his Harrow days, when he had
been most happy among his friends and admirers

. « He looked back with nostalgia

upon the simple emoglonal attachments of his
old school friends.

1Journal, January 28, 1821, Ibid., II, 576.
2Goethe, op. cit., p. 28k,

3gy Dictionary, May 1821. Quennell, op. cit., II, 606,

hJohn Galt, The-Life of Lord Byron (London: Cassell and
Company Ltd., 19IIT, “p. 21,

5Bzron at Southwell (Austin: The University of Texas Press,
1948), p. 90.
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Herein lies the key to Byron's choice of the past as his
favorite subject matter for the early lyrics--the past with
its history, ancestral pride; childhood recollections; and
nostalgia. "It was a distinguishing trait in his character;
to recollect with affection all who had been about him in
his youth."l He remembered kindly the schoolmaster Rogers
who had read with him Virgil and Cicero., In his early days
he was warm and kind; gentle; and sincere in his admiration;
even for his nurse. Not until later at Harrow did his animal
passions overcome these softer affections of his childhoode.
When they did; he was naturally soothed to recall the tender
affection for friends and learning that former days had held
for him, The tormented brain found sweet quiescence in the
"lively colours™ of its memory.

Another statement; made by the poet himself on the sub-
ject of Burns's poetry but applicable to his own poetry, fur-
ther substantiates our theory regarding this escap? from re-~
alitye I refer to his comment upon voluptuousness, revealing
an aspect of his own moral nature:

It seems strange; a true voluptuary will
never abandon his mind to the grossness-of
reality.: It is by exalting the earthly; the

material, the physique of our pleasures, by
veiling these ideas, by forgetting them al-

YGalt, op. cit., p. 2he

2 ;
Ibido, ppo 27"280
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together, or, at least, never naming them

hardly to one's self, thatlwe alone can pre=-

vent them from disgusting.
This statement serves to illumine again, from another point
of view, the fact that Byron tried to idealize, to gloss over,
to escape, to exalt and thus to forget, by writing down the
ideas that whirled in his brain. It will be seen later on
whether or not he always exalted "the earthly, the material,
and the physique of his own pleasures," to rid himself of them
and thus to prevent them from disgusting him,

As for the naturalness with which these outpourings of pas-
sionate recollection came from Byron, Goethe wrote: "He pro=-
duced his best things as women do pretty children, without
thinking about it or knowing how it was done."2 Byron hime
self often admitted that he did not want to think, that he
wanted to escape from thinking in order to feel, Another
statement by Goethe, famous in Byronic criticism, refers to
this question of intellect and emotion: "When Byron reflects,
he is a child."3 Galt said of the poet:

Perhaps no poet had ever less of ulterior
purpose in his mind during the fits of inspira-
tion that Byron, His main defect, in fact, was
in having too little of the element or principle
of purpose, It is both ignorant and unjust to
judge any of his acts or words as results of

predetermination; he was a thing of impulse,
He felt, but never reasoned.

1Goethe, ODpe. _C__i;t'o, Pe 281}0

21pid., p. 285.

30p. cit., p. 26l.
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Byron himself felt that it was only passion and feeling that
mattered. Of his Po verses he thought very little and was
surprised that they were praised; but he later acknowledged
that they were written "in red-hot earnest; and that made
them good."l '

We have come to Byron; therefore; as to an egoist, con-
Jjecturing why he was one and viewing him as a victim of a
burning; thoughtless passion, of "internal tempests" and "ava-
lanches of ideas"2 that found issue only in escape from reali=-
ty through exploitation in verse of thememories of the past.
But we must feel; after all; as Taine did when, recalling
Byron's comparison of himself to a tiger,3 he said that Byron
sprang; but had a chain attached to him so that he never could
be free of himself.h Byron's mind Taine compared to a "boil-
ing torrent; but hedged in with rocks."? His sternness of
will; his inflexible mind and his force, always concerned with
effort and strife; "shut him up in self—contemplation, and re-

duced him never to make a poem, save of his own heart.,"

lietter to J, C. Hobhouse, Ravenna, June 8, 1820, Quennell,
ope. cit., II, 516.

27aine, op. cit., Pe 110.

3"I can never recast anything. I am like the.tiger. If I
miss the first spring, I go g?umbling back - to my jungle; but if
I do it, it is crushing." Taine, gp. cit., p. 1lll.

“raine, op. cit., p. 111,
’Ipid.

6‘bid.
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Since we have presented from critics and from the poet
himself statements which lead us to believe that Byron ‘
turned to the past for the subject matter of his poetry,
as one seeking escape; let us now seek proof of this sure
mise in an analysis of the visual images.

Much of what Byron wrote; especially in his early years;
was a reflection of his reading. At the age of fifteen he
compiled a reading list from memory; adding that he could
quote from all the entries he mentioned. The list read like
this:

All the British CIassics; most living

poets (Scott, Southey, etc.).==Some French

in the original.-~Little Italian.=-=Greek

and Latin without number;-=these last I

shall give up in the future.=--I have trans-

lated a good deal_from both languages, verse

as well as prose.l
Here was a rich background from which he could draw a wealth
of literary, mythological, and historical references. We
have already seen that he had a keen liking for history. In
fact; Galt says he was "addicted to reading history far be-
yond the usual scope of his age."2 Also, we have seen that
he had such a strong ancestral pride that his avid reading
of history was strengthened and supplemented by his knowledge
of his ancestors, and his interest in his ancestors led him

to history. Galt tells us also that he "showed a predilection

lLane Cooper, Methods and Aims in

the Study of Literature
(Boston: Ginn and Company, 1915), p. 158.

292. cit., p. 26.
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for the Sc:c‘iptures,"l

and Taine says he had read the 0ld
Testament before he was eight years old and was much excited
by the ancient Hebrew character; although he was comparative-
ly unmoved by the New Testament.* We can easily believe with
Galt that however lax Byron's religious principles were in
later life, "he was not unacquainted with the records and
history of our own religion.“3 In the light of these views;
let us now examine in detail the specific historical; mytho-
logical; Biblical; and literary references that Byron makes
use of by assembling proper names; literary and geographie
cal.h The numbers following these references and those so
used throughout the rest of the thesis indicate the number

of times the reference occurs in the lyric poems; if no num=

ber follows, one such example is understood.

I. ANCIENT
NATUREL
PEOPLE PLACES PHENOMENA
Real Fictitious | Real Fictitious|Real Fictitious

KTcides Jove-=k Actium Elysia Athos Tda--21
Damaetas Apollo--2 | Sparta Arcadia Etna

Caesar Titan--2 Troy Lethe
Mars Gaul .
Morpheus Rome=~7 Bootes
Triton
Hydra

lIb! .

“0p. cit., p. 112.
30p. cit., p. 26.

hGeneralized place names and natural phenomena will come
under separate headings later.
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NETURAL
PEOPLE PLACES PHENOMENA
Real Fictitious | Real Fictitious|Real Fictitious
enusS ==
Hesper
Hesione
Psyche=-2
Pallas
Luna=«2
Astraea
Hebe==2
Calypso
Orpheus
Cadmus
Leander
* Lesbia==b
Helen=-2
Cora==2
Thetis
X Clytemnestr1A
I, BIBLICAL
Adam Baal Edene=2 Galilee=-=2
Eve Judea Jordan
Judah==6 Lebanon
Davide=2 Palestine Zion
Saul--2 Saleme=l Sinai
Samuel Sion-=2
Belshazzar--2 Israel--3
Magdalen Babel=-=2
St. Mark--2 Corinth
Askalon
I1I, EASTERN
Arab Ashur Turkishe=2 Pindus Mts.
Assyrian Tyrian
Musselmane==2 Moorish Hellespont
Athens==3 Adriatic
Greece==2 Aegean-=-2
Istanbul--3

*Lesbia was the classical name which Byron used in Hours
of Idleness to refer to a childhood friend, Julia Leacroft.

**Byron spoke of his wife as his "moral Clytemnestra.”
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IV, ANCIENT TO MODERN EUROPEAN *

NATURAL

PEOPLE PLACES PHENOMENA
Real Fictitious|Real Fictitious Real Fictitious
mm—— e aura Europe ps
Shakespeare =«-=-- Italy-=2 tna
Le Sage Juliet Naples

Benedick Marengo Atlantic
Capet Lydia Austria--2 Leman-=3
----- Languish| France==5
Henry II--3 Zanga Lyons Highlands=<=4
Henry VIII--2 Paris Loch na Garr=--8
Harold Spain
Edward Cadiz --2 Sherwood
Charles I==2 Britain-~5
Charles II Calendonia Cam
Albion-=3 Dee==2
------- England-=6
Garrick Cressy Valley
Mossop Braemar
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