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PREFACE 

The roses were there before him--real and red 

and vli thin easy reach . He had only to stretch f orth h is 

hand to touch them . But vrhen h is hand felt for them, it 

p assed throu h air only . 

Physicists call such a vision a "real image" 

a si ght uhenomenon caused by a concave mirror, which 

sets a vision between itself and the viewer--in contrast 

to a virtual imar;e, which is safely tucked away where no 

one even tries to grasp it. 

Poetic images are , in a sense, "real images." 

'I'heir point of perception is near the reader, and they 

are not less real because they are intane ible. 

I have attempted to g rasp and observe some of 

t~'lese "real imar;es " in the poetry of Tiobert Browning . 

This thesis is a part and a result of my g rop inc; for 

truth . 
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CHAPTER I 

INTRODUCTION 

Throughout the history of letters, the c orrelation 

between the developmental proces s of literature and that of 

each of the other fine arts in any culture has been signi­

ficant. Literary develo~ment has b o t h a ccompani ed the 

s rowth of the other arts a nd interpreted the aesthetic 

princip les o f those arts, just as all art has accomp anied 

the historical deve lopment of a pe ople and interp reted the 

meaning of such d e ve lopment. Almo st wi thout exception the 

story of the arts h as b een the story of a people; and, to 

an extent only recently realized, it is to the extant works 

of art that subse quent generations turn for an evaluation 

of earlier cultures. 

At the p r esent much is being written by critics 

re g ardinG the importance of art and artists and t heir con­

tributions, and it is signi ficant that many of the critics 

p oint to the work of one poet, Robert Browning , as fur­

nishing the best statement of t he se ideas in an art mediuJn . 

His art p oems correlate all the arts a nd a t t h e srune time 

e ive exp l anations of the function and pur p o s e of art , 

because in h 1 s various poems all t h e ma jor arts are intro­

duced a n d t h e p roblems of t~e artists, set forth . Poetry 

itself he considered an art form ; therefore, his p oems 

l 



2 

invite a study of s ome of the aesthetic asp e cts of h is poe-

To try . this i nvestigation the author of this thesis 

addr e s ses herself , analyzing h is p o ems i n the light of the 

criteria which he set up for the art of poetry and in the 

manner of recently devised methods of p oetic analysi s. 

Two excellent books have been written on the art 

and aesthetic s of Bro·wning 1 s poetry. Professor Pearl 

Ho e;refe , in her book, Bro>Nning and the It ali an Arts and 

Artists,l has p r esented an excel l ent stati st ical study of 

the use of art thematically and for background not only in 

the Italian poems but also i n most o f the other important 

p oems . The Aesthetics of Robert Browning , by C. N. We n r.;er,2 

deals with Bro'IJiminr:; 1 s theories of composition and t 'i w se of 

oth er mo dern ae stheticians in a scholarly fash ion. Two 

articles also deserving special ment ion because they develop 

related ideas are W. Wright Roberts ' s article , "Music in 

Brovmin[S , 11 which appeared in Music and Le tters3 and w:.tich 

shows the soundness of most of Brovming ' s musiciansh ip, and 

Be rnard Gr oom 's study, " Browning ," ·wh ich appeared in the 

publicat i on of the Society for Pure bngli sh. 4 The latter 

l(Law:rence , Kansas : University of Kansas Pre ss, 

2(Ann Arbor , Michigan : Georg e Wahr , 1924). 

3( Voh:une XVII, 1936 ), PP • 237-248 . 

4oxford , En gland: ·Clarendon Press , 1939 ). 



3 

offered the s i gnificant obser vat i on t hat the word artistr..:.y 

;·:as invente d and first used by Brovming . 

None of these , however , has sought to analyze the 

method by which Br owning achieve s hi s own artistic effects, 

and it is with such an analysis that t h is study concerns 

itself . 

As I have already said , Browning was interested in 

t he way in whi ch art is achieved, and he l eft us ampl e evi-

dence of some of t "h.e particular phases of art i n which his 

interest lay . He gave , for exa'11pl e , a mas t erful staten ent 

of the value of i mage r y in these lines from 11 Fr a Lippo 

Lippi " : 

For , don ' t you mark , we 're made s o that we love 
First when we see t hem painted, tbino;s we have 

passed 
Perhaps a hundred t i me s nor cared to see , 
And so they are be t ter , pai nte d- - be t ter to us , 
VJhich i s t he same thing . Art was given for 

that- - 5 - -

Such power is lodged in not only t he p ainter but t he 

artist in words as well , and Browning has Sorde l lo say 

t hat the gift of helping others see is one of the high-

est funct i ons of man : 

For the worst o~ us t o say they so have s e en; 
For the better , what it w:J.s t hey s.aw; ghe be s t 
I mpart the gift of seeing to t he r e s t . 

5 "Pra Lippo Li ppi," 11 .300- 304, The Comnlete J:>oet ic 
and Dramatic Works of Robe£_~ Bro\vning, Cambridge Edition 
(Boston : Hour,.hton Mifflin, 1895}. .:::>ince all quotations from 
Jrownin~ 's p~etry i n this study are t aken f r om this edi tion, 
hencef~rth no mention of this edition will be made . 

6 " sor de llo, 11 11 . 299-301 . 



Sight i mages are not the only ones that Browning 's poetry 

calls forth; all the so-called fi ve senses, i nc luding the 

muscular sensation that has been l abeled " kinesthetic," 

are called into play by his poems . Imagery has , in the 

4 

p ast, been considered chiefly from the standp oint of i ma ge-

p roducing fi gures o f speech, but it i s my belie f that vivid 

i ,·;a ,::;es are often called forth by s ingle words or simple 

phr a ses, and it is from this point of view that the present 

study will app roach the subject. No attempt wi ll be made 

to s u rvey fig:.1.re s of speech in t h emselves unless t h e figui•e 

contributes direct l y to the ~aterial on i mage s. 

nyone who evaluates an art ist' s work sl-Jould, if a 

selection of a p art is to be made, se lect that part ~1ich 

is most rep res entative of the artist's mature work. Because 

of the tremendous volume of Browning 's output a complete 

study of t he works would be impossible ; so it is necessary 

to select some portion that will be truly representative of 

h is best. A volume which satisfies thls requirement is to 

be found in the 18.55 edition of Men and Women, wh ich contains 

fifty p oems and the epilogue, "One •Jord More. "7 Most scholars 

7In the 1063 edition of Browning 's collected works 
t he title Me n a nd Women was retained to indicate a division 
consistingOf eight poems and "One Word More 11 from tho first 
edi tion and three poems not in the first edition. The p lay 
"In a Balcony" was placed in a division of i ts own, and the 
re~aining forty-two poems from the origina~ edition were 
d i vided into Dramatic ~rics and Dr~111atic J:tomances. Althouc;h 
all recent editions follow the arrangement of the 1863 vol­
une , it is to the ori r; i nal ed~ tion that scholars usn.ally 
refer when t hey name Men and ~omen as Browning 's best work. 
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concede Men and Women to be Brovming ' s g reatest work. In 

addition to observing , "The poems that ma k e up Men and 

Women were the gleaning s of the best t e n years of Brovm i n g 's 

life , 11 8 Professor De Vane exp lained their steady growth in 

popularity, n o ting : 

• • • • The world has g radually come to see that in 
Men a nd Nomen Browning made a 6reat a nd l a sting con­
trib ution to t h e spirit of En g lish l i terature. Since 
1855 t "lj_e f ifty-one poems of Men and 'Nomen h a ve stead­
i l y c~rown i n p opularity and are now recogni z e d as 
rep re s en t ing t he h i gh es t l e ve l of Browni n g ' s p oetic 
a chieve:me n t. 9 

Other cri t ics have had much t h e same op inion. As .Derdoe 

say s, 11 Unque st :Lona bly in these work s v:e h a ve t he very 

f l ower o f Mr. Browning 's g e niu s. Th ere is n o t one of them 

whi ch t h e world will wi lling ly let d ie."lO 

The fragmentary drama, "In a Bal cony," is genera lly 

cons i de r e d wi th t he plays of Brovming and will not b e 

inc l uded i n t h i s study, but the r emaining fifty p o ems fulfill 

t he requ irement t hat the work s t udied be t yp ical of t he 

poet 's bes t work . 

Another reason fo r the choice of t h is volume lies 

i n its p rop ortion ately large nwaber of p oems dealing with 

the var i ed arts. Thirte en o f t h e poems deal wi th arts and 

arti s t s in a majo r way, the dis tribution ranging from poetry 

8c l yde De Vane, A BrowninG Handb ook (New Yorlc: F. s . 
Crof t s Company, 19 35), P • 187 . 

9 I b i d ., p . 191. 

1 0r;dwar d Berdoe, ~ Brovmin~ Cyclope dia ( Ne ·w York : 
The L1acrrti l lan ~ ompany, 1931), P· 27 • 
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t o music, painting , and sculp ture. Browning 's ::;reatest 

e xpressions re garding these arts appear in "One Word More," 

referring to p oetry; "A Tocatto of Galuppi 1 s, 11 referring to 

music; 11 Fra Lippo Lippi" and "Andrea del Sarto ," referring 

to painting ; and "The Statue and the Bust," referring to 

sculpture . Of the very greatest art poems, only 11 Abt 

Vogler" and the "Parleying with Charles Avison 11 are not in 

t h is vo lume. 

I t should also be n oted that by 185.5 Browning had 

ceased writing about t h e failure of poets . He had be c ome 

c.1or e and more f ami l iar with his p o e tic medium. Thus exper-

i onced , h e devo t e d h i ms e lf to vvri ting of artists oth e r than 

p oet s and t o aesth etic p rincip les generally. 

His fifty poems in Men and ij~omen, then, will f orm 

t he basi s fo r t he ensuin g evaluation o f Browning ' s i ma gery , 

fo llowi ng careful re ading , no ting an.d marking of i ma ges, and 

chart ing o f t h e manner in which the images are distributed. 11 

In a ddition to t he p oems which discuss art, 

Browning 's "E s s ay on Shelley" and his le t ters are sources of 

i nfo r mation re ~ardlng h is ideas and his aesth etic philosophy. 

A c onsiderat ion of such sources p repares f or a survey and an 

analysis o f t h e ima gery of the poems in one volume, Men and 

Wo~, accord i ng to c e rtain modern meth ods of poetic analysis. 

llchart s of finding s are g ive n in Chap t e r IV and i n 
t he App e n d ix . 



Because imagery is part of both content and tech­

nique , this study is closely related to the artistic phil­

os ophy of the poet. It be g ins, therefore, with a study of 

Browning 's aesthetic theories and related p~i los ophical 

ideas , which are discussed in Chapter II. Chapter III 

7 

p resents the theories of some o t h er aesth eticians in re ~ard 

to one aspect of the aesthetic concept, that of imagery, 

and s ome modern methods o f app roach to the aes t hetic . 

Chapter IV demonstrates the application of aesthetic prin-

ciples to Bro wning 's poetry , dealing particularly with the 

followin~ t yp es of imagery : individualized i ma c;ery, li c;ht 

i ma gery, synaesthetic i ma gery, abstract i ma ge ry , and time 

i mage ry, a nd with certain techni ques in the use of i ma gery, 

vJi t h emphasi s on c ontr a st and i -:1 ten s i ty . Based as it is 

entire l y u pon my own reac t ions to t h e p oems, t h is chap ter 

is o f n ecessity mo r e subjective t h an the remainder o f the 

study . When a work of a r t is absorbed. by t h e stu dent, 

r erardless o f the method o f study, its re-interp retation ,_... 

must of c ou r s e :re fl e ct the interp reter. In t h is way, 

Ch a p ter IV be come s p ersonal. In the same way that it 

be c ome s per s onal, perh aps in somewhat t l'J e sarne de n;ree, it 

be c omes of value as a teaching aid. The te acher's task is 

bo t h to interp ret and to pre s ent meth ods by wh ich stude nts 

may make t h eir own interp retations. This study has certain 

val u es inh ere nt in itse lf, re g ard l e ss of the methods of 



transcrip tion, which give it usefulness to the teacher. 

The close association with poetry in preparation for t h e 

pre sentation o f material in Chapte r IV is on e o.f the most 

outstanding of t~e se values, in that it sugse sts to the 

te acher methods of ~1elping t h e student make his ovm inter­

p re t a t i ons. 

8 

Ch apter V surmnarizes t he findings and indicates the 

i mportance of thi s study by showing some of t h e results 

which may accrue from such i ma gistic research as is presented 

h erein . 



CHAPTER II 

BROWNING UPON ART 

When making an aesth etic approach to an author, one 

may examine all his writ i n g , prose as well as poetry, to 

discover his opi!fion of his art and his approach to it, or 

one may analyze the ways in which he achieves his artis tic 

effect through an analysis o f the poems and prose works 

themse lves . In the present study of imagery as a phase of 

the aesthe tic approach to Brownins , both methods of &~aly-

sis a re appropriate, because Robert Brovming not only v1rote 

about art but also practiced various art forms. This chap-

ter , serving as an i ntroduction to subsequent analyses, 

directs the reader ' s attention to what Browning said about 

art in relation to his philosophic ideas . 

I. Allusions to the Arts 
and to Artists 

The ensuing chapter wil l show t h at Browning di d not 

confine his cOlm-, tents to his own art medium, literature, but 

that his most mature work concerned itself wi th all the 

ma jor arts , with the exception of the dance .l During his 

l The art fo r m of the dance is menti oned only once 
in n minor way . 'I'he speaker in 11Di s Aliter Vismn11 in 
Dramatis Personae tells of the dancer Stephanie , who has 
sp r a ined he r wrist and cannot dance , but h e adds, 

At any rate she danced , a ll say, 
Vi lely; her vo gue has had its day . 

9 
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earliest •~iting he seemed to be exploring the field of 

poetry, and it was then that h e wrote of the p oet and his 

medium in Pauline and Paracelsus ; but as he became more 

sure of his medium, he turned to the problems of other 

me d ia . 

In Men and women, nine of his poems deal with 

o t h er arts as the theme or major background ; only four, 

with poetry . 

Approximately one - f ourth of Browning ' s two hun-

dred and twenty-two poems refer to art . Miss Ho grefe 

fo und that a total of forty- nine poems deal with art or 

artists eith er as a major t h eme or in a l e ss significant 

manner . 2 Mos t of the s e refer to Italian arts and artists, 

the most notable exceptions being the parleying with 

Ch arles Avison, t h e English impr ovisor , and the poem 

"S aul,'' in wh ich music is i mportant although underlying . 

This ch oice of the Italianate was actually a choice of 

t h e Medieval and Renai ssance periods. Bagehot contended 

t h at this era was the best one for Browning ' s type of 

writing , t h e g rotesque , which sh ows good by cont r ast 

with evil . In his comparative essay written in 1864, 

" Wordsworth, Tennyson , and Br owning, " h e says : 

It is very natural that a poet whose wishes incline, 
or wh o s e genius conducts , him to a grote s que art, 

22£. ci t . , p . 11 . 
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should be att r act ed t owar d mediaeval subjec ts. There 
is no age whose legends are so full of grotesque 
subjects, and no age whose real life was so fit to 
suggest them. Then , more than at any othe r time , go od 
princip les have bee n under great har dshi ps •.•• 
Good element s hidden in horrid accompaniments are the 
s p ec i al theme of grotesque art, and these mediaeval 
life and legend s afford more cop iously than could have 
been fu r nished before Christianity g ave its new elements 
of good, or since mode rn c ivilization has renoved some 
few at le a st of t h e old e lements of destruction . A 
buried li fe like the sp iri tual mediaeval was Mre 
BrowninG's nat ural element, a n d he was ri ght to be 
attrac ted by it.3 

For the pur po se of t his study, the frequent 

mention of the various arts and art is ts will matter 

little . M1at will be considered is the group of p oems, 

p roportionately few in number, which deal directly with 

the function of art and the creative p rocess. Of these 

there are four in each of the f ields of sculpture, music, 

and poetry , and a bout t en of importance in the f ield of 

painting . Miss Hogrefe , i n her _consideration of the 

small munber of i mportant poems on music and poetr y , the 

two arts about wh ich Browning knew most, suggests that 

these were arts in which Browning was self-express ive; 

he wrote poems and played mus ic instead of writing about 

poetry and music)+- This is pe r haps a rathe r accurate 

appraisal , because a lth ough Mrs . Browning recorded that 

3wal te r Bagehot , "Wordsworth, 
Browning ," Literar_:x Studies (London : 
1 898 ), p . 372 . 

4op. cit., p . 51 . 

Tennyson and 
Lonvnan ' s Gre e n, 



at one time he spent thi rteen days in modeling and 

dabbled in paint from time t o time, Bro1oming usually 

enjoyed these arts by observat ion rather than b y acti ve 

attempt at creation. It is perhaps significant, too, 

that although he employed a large nmnber of technical 

terms in discussing music, most of the very few tech-

12 

nical terms used b y painters and sculptors which found 

their way into his poems were, according to W. w. Roberts,5 

accurately applied . 

In considering the characters and background of 

Browning ' s p oems, one notices the frequent setting in the 

Italian Renais s ance and the use of obscure artists and 

writers as the protagonists of artistic principles . 

Although Dante is g iven homage in seven p oems, only 

"One Word Hore " can be said to devote much s p ace to h is 

artistic development, and that in relation to his attempt 

at paintlng rather t h an his poetic art. Michael Ange lo 

is mentioned in n l ne places , Raphael in eight, Da Vinci 

and his work in six, and Titian and his p ainting s in seven. 

All these are used in a minor way, but the excellent but 

unknown Andrea del Sarto is g iven a chance to speak for 

his art . Alth ough Verdi and Rossini are used as the theme 

of one short poem, only Galuppi and Abt Vogler among 

musicians r eceive an extended treatment . An imag inary 

5QE. cit., p . 239 · 



compo ser is the chief character in "Master Hugues of 

Saxe - Gotha, " and David 's m.usic is the underlying theme 

in "Saul ." Browning 's ch oice of historical rather than 

contemp orary artists may indicate the common reluctance 

of any writer to bestow unmitigated praise on a living 

artist . As Miss Hogrefe points out , however, 

With his fondness for out-of-the-way investi­
g ations and obscure characters from any nation, 
Browning has taken some characters from Italian 
musi c and has woven their personalities ~nto a few 
of the best poems on music ever Wl'itten. 

In all these poems , Browning trie d to i n clude as 

much as poss i b le of the character and the char•acter 1 s 

13 

ide as and phi losophy; for this reason he used the dramatic 

monolo gue to let the artist himself speak . Only in "One 

Word JV!ore 11 does h e step forth in his own person to plead : 

Let me sDeak this once in ::ny true person, 
Not as Llppo, Roland, or Andrea.? 

In h i s "true person," Browning was perhaps less 

interested than any other artist of h is century in art 

for art's sake. Present i ng beauty, he shows, is only part 

of the artist's function . The aesthetic principle of 

beauty , as conceived by Browning, will be discussed in 

this chapter. Other aesthetic principles which Browning 

discussed in detail while speaking in his "true person" 

include the p rinciples of freedom in art, illu sion and 

62£ . c it., p . 28. 

? 11 . 137·138. 



trut h , i mitation of natu r e, art for a moral p u r pose , and the 

aesthetic principle of form . All t he s e , p l us a considera-

tion of t~e artist as a person and the underlyi n g theme of 

his struggle and possible failure, form t h e basis o f t h e 

p re s e nt discussion of Brovmi ng' s aesth e t ics. 

II . Th e Artist i n Browning ' s 
Aesthetics 

Basic to an understru1ding of wh at Browning says of 

art is a con cep t of what h e t h ought about t h e artist . Since 

many o f Brovminp; 's be st- drawn characters are artists, we may 

draw from his poems a rathe r complete picture of t he artist 

as a man . Placing t h e artist on the level of common men was 

frowned on by the leading aes t h eticians of Browning's day , 

who " re gularly represented t h e artist as a man apart , endowed 

with s pe cial rr i fts . " 8 Browning , howeve r, did n ot so c onceive 

of the artlst . To be sure , he believed that the artist had 

been g iven a sp ecial mes sage to impart and the "faculty of 

seeing external objeots more clearly, widely, and. deeply 

than is possible to t he ave rag e mind,"9 but he found that 

the artist 's g reatness usually lies in h is being not unlike 

---------------------------------------
13c . N. Wenger , The Aesthe tic~ of Robert Browning 

(Ann Arbor , 1':1i chigan : Ge orge Wahr, 1921j:), p :-8'. 

9Brownin g , "Ess ay on Sh elley," The Complete Poetic 
and Drrunatic Works of Robert Browning , Cfu~bridge Edition, 
p:-1008.-
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other men . One of the best expressions of this dual idea 

is in "How it Strikes a Contemporary," in which the speaker 

observes the poet as one who is somehow different from his 

fellow-townsmen, but who is perhaps not so different as the 

people t h ink . If they could see him i n his home, they sure-

ly would think him less peculiar, or perhaps they would 

think him less a poet : 

In that new stuccoed third house by the bridge, 
Fresh -painted, rather smart than otherwise! 
The who le street mi gh t o 1 erlook h im as he sat 
Le e crossing leG , one foot on the dog ' s back, 
Playing a de cent cribbage with his mai d , 

Ten, 
. Nine , 

stru~k the church clock, strai ght to bed 
went he .lO 

Browning's artist is d ifferent from other pe ople, 

but desiring at some time to b e like other people : 

Once, and only once, and for one only, 
So to be the man and leave the artist, 
Gain the man ' s joy, miss the artist ' s sorrow.ll 

So, this once, Browning wants to speak in his own person 

and about h i mse lf, but he does not a lways want to reveal 

hims e lf thus openly . At another time he compares the self-

r eve latory type of poe try to a house in which t he walls 

have been destroyed by an earthquake, a house which the 

people pass , commenting on the furnishings . Yet, it is 

said that Shake s pe are revealed himself in h is sonnets, but 

lOLl. 79-83, 86-87. 

ll 11 0ne Word More," 11. 70-72. 
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11Did Shak esp eare? If so, the less Shakespe are he.ul2 

Other poets of Browning 's time showed a strong tend-

ency to reveal t h e m0 st i nt i mate details o f t h eir lives, and 

thes e lines were written in p rotest a g ainst the type of poe­

try that Ho sse tti wrote in "A House of Li fe," from wh ich t he 

i mar;e of the house is dr awn, a type which other poets of t_~ e 

Pre -Raphaeli te Brotherhoo d were emulating . In this resp ect, 

h owever, Browning shows l ess c onsistency in life t h an we 

mi gh t expect from h is other activities . He was ve ry careful 

to destroy all his corresp ondence, with t h e exception of the 

letters from b lizabeth Barrett, and we know that h e as Ked 

t h ose wh o received letters from h.i..m to do the s ame. Yet in 

h is e s say on ~helley, wh ich was written to introduce a col-

lection of le t t e rs accredited to that p oet , he discusses 

the importance of the poet's letters to one who would know 

about the poet and h is works . In s peaki n g o f t he subjective 

p oet he says : 

. He is rather a seer, accordingl y , than a 
f ashi oner , a n d vrh a t h e :;_J roduce s will be l ess a work 
than an effl uence . That effluence cannot be easily 
cons idered in abs traction from his personality, -­
beinG i ndeed t he very radiation and aroma of his pe r­
sonality , pro jected from it but not sep arate d. There­
fore , in our approach to the poetry, we necessarily 
approach the personality of t h e poet ; in apprehending 
it we app r ehend him, and certainly we cannot love it 
without lo ving him . Both for love's an d f o r under­
standin~ 's sa~e we desire t o kno w him, and , as readers 
of hi s poetry , must be readers of his b iogr aphy a lso.l3 

l2"House , " 1 . 40 . 

l3 11Ess ay on Shelley, " P· 1009 . 
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Browning classifies himself, however, with the objective 

poets, and although he acknowledges the interest and the 

instruction that letters and personal details mi ght offer, 

h e continues : 

• we can, if needs be, dispense with them. 
The man p asses , t he wor k remains. The work speaks for 
itself , a s we say; and the biography o f the worker i s 
no more ne c essary to an understanding or enjoyment of 
it than is a mode l o r anatomy of some tropical tree to 
the rieht tasting of the fruit we are familiar with on 
the market-stall, --or a geologist's map and stratifi­
cation to t h e p romp t repo gni tion of t h e hill- top, our 
l andmark of e very day.l4 

It is n o t strang e , therefore, that Browning should feel that 

his own letters were not important and shoul d ask t hat t hey 

not be kept , but it is s omewhat harder to account for his 

r.: iving h is son the now-famous love le t t ers with permission 

to do whatever he l iked wi th them after the fath.er 1 s de ath. 

Perhap s by that time , near the end o f his life, he re a lized 

t hat the objective p oet, too, r e c eive s t h e love of t ho se 

who love h is p oetry, or perhap s t h e interest manifest by the 

Br own i n g So cie ties h ad shown h i m tha t eve n the ob jective 

p oe t ' s wo r k some times call s for r e cours e to t h e biographical 

s ources . 

Browning ' s letters ar e n o t ext r emely important to 

a com~rehension of h is vi e ws o f art, b ut t h ey G; i ve us a corn-

::rwnt a r y on his activities and f amily, the thing s he saw, 

and til e p eo ,) le he wrote to. They do ~ive us a p ic t u r e of 

t ~e man, bu t they d o not paint f o r us t h e poet in the s e nse 

1~-Ibid . 
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t h at Browning f e lt Shelley ' s did . We cannot wholly judge 

Browning's le t ters and say of them, as he said o f .Shel ley's : 

• Letters and poe:--as are obvio ;~sly ru1 act o f t h e 
saJne mind , p roduced by the same l aw, only d i ffering in 
the a pplication to the individual or collective unde r­
standin6 . Lett e rs and poems may be use d indi fferently 
as the basement of our op inions upon tbe writer's char­
acte r; t he finished expression of a sentiment i n the 
p oems e;iving light and significance to t h e rudiments of 
the sar.1e ..Lll the letters, and these ar~ nin , in their 
incipiency and unrip enes s , authenticat i ng the exalted 
mood and reattaching it to t he pe rsonality of the 
wr ite r . The musi c ian s peaks on the n ote h e sing s with; 
there is no change in t he scal e as5he diminishes t he 
vo l ume into fami li a r interc ourse . l 

Browning is interested in what effect a r t has upon 

the artis t even more than he is interes t ed in the effects 

the art ist makes upon a r t . The soul of the artist is the 

concern of "Transcendentalism, a Poem in Twel ve Books,'' t he 

t h eme being the belief t h at the artist transcends anything 

he creates: 

"You are a poem, though your poem ' s naught . 11 16 

If the artist can tell 11 what it was (he] saw, u17 one pur pos e 

of art ~1a s been achieved , whether or not he is able to 

11 impart the g ift of seeing t o the rest ."18 I mparting the 

r:ift is a higher fo r m of a r t , but the artist receive s the 

soul benefi t whether h e attai n s the hic;hes t possible form 

15Ibid. P · 1012 . 

16L. 1.17 • 

17 11 sordello , 11 1 . JOO . 

18 Ibid . 1 . 301 . 



19 

of art or one of the less important forms, the ability 11 to 

say (he) so has seen.ul9 

III . The Aesthetic Principle of Beauty 
Related to Soul 

Since the development of personality or the soul 

was always his first concern, Browning employed art ohly as 

it contributed to soul development . One of t he clearest 

statements of this principle of beauty in art is that found 

in "Fra Lippo Lippi . 11 Beauty is pu t on ear th so t hat man 

may , throur;h it , find God . Beauty in poetry must also jus-

tify itself by contributions to soul development ; one cannot 

see beauty and be ~rat e ful for it without a deepenine of his 

own spiritual life: 

Or say there's beauty with no soul at all 
(I never saw it--put the case the same - -) 
If you ge t simpl e beauty and nought else, 
You get about the best thing God invents-­
That ., s somewhat . And you 1 11 f i nd the soul 

you have mis sed , 
Wi thin yourself when you return Him thanks.20 

In 11 Fifine at t he Fair , '' hearing Schumann's piece, 

"Carnival," induces in the poet a dream of the world as a 

nasque , thus combining fo r him the art fo rm of the drama 

vdth t hat of music . In thi s art form he studies all the 

world 's Institutions to see vvhat they will afford for the 

development of t~e soul. 'fhus Browning brings into one 

poen the aesthetic principles of beauty and purpose of art 

and the ph ilosophic idea of soul development . The close 

19Ibicl . , 1 . 299. 

2011 . 215-220. 
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association of aesth etics and philosoph y that is so char-

acteri stic of Bro·wning 1 s poe try is h ere e x emplifi ed. Often 

he treats poetically subjects oth erwise left by poets for 

t h e c onsideration . of theologians or philosophers, but by 

skillf ul use of i ma ges Browni ng makes from this usually 

non- p oetic material good, sometimes great, p oetry, as I 

h a ve pointed out in a sub s equent chap ter . 

Th e i mp ortance of t h e various forms of art t o t h e 

de ve l opment of t h e soul is attested to in "Parley ing with 

Charles A vi son, 11 i n wl:dch music is accorded t h e h l ghe st 

p lac e amon g the arts b ec ause it h as the g r e ate s t p ower, the 

poe t beli eve s, t o se a r ch h is soul. He first discusses 

p oe t ry a nd p a i n ting : 

• • Poetry discerns, 
Pai n ting is 'ware of passio n 's rise an d fall, 
Burs tin r, , subsidence, intermi xture--all 
A- s e e t h e within the ~ulf . Each Art a-st rain 
~ould s t ay t h e apparition; --nor in vain : 
'l'he Poet' s wo r d- mesh, Painte r 1 s s ure ancl s wift 
Co l or- and-line-th row - - proud t h e prize they liftt 2 1 

But music, he believes, can g o to greater depth s : 

• • Outdo 
Bo t n of t h em, Music l Dre d gi ng deep er ye t, 
Dr a g into d ay, -- by s ound , thy master-net,-­
The abysmal bottom growth, ambigu ous t h ing 
Unbrok en of a branch, pal p it a ting 22 
With l imb s' play and life ' s s embl a nc e t 

Al thou[Sh mus ic llas the p ower of go ing d e ep , it is t ransi ent 

i n i t s ve ry exis t e n c e ; indeed, its epheme ral quality h as 

21Ll. 216-220 . 

22Ll • 236- 2Li_l. 



raised many t i mes a que stion whi ch Browning remarks up on, 

wishing mu s ic were no t subject to the 

• chance a..'ld c h ange we most abhor\ 
Give momentary feeling pe rmanence, . . . . . . . . . . . . 
Could Music rescue thus from Soul's profound, 
Give feeli ng i mmortal ity by sound , 
Then were she queenliest of Artsl Alas- ­
As well expect the rainbow not to pass t 23 

The same prob lem of impermanence and passine; of good con-

cerns t h e musi c i mprovisor in '~bt Vogl er'': 

Well , it i s g one at last , the pal ace 
of mus i c I r eared; 

Gone , and the good tears start, the 
praises that come too slow; 

Never ;o ~e ~gaint~4 • 

21 

But the loss is not without consolation , f or there will be : 

• many mor e of the kind 
As good , nay, better perchanc e . 

• 
There shall neve r be one lost g ood \ Wnat 

was shall live as before; 
The evil is null, i s nau~ht , is silence 

i mplyine; sound; 
What was good shall be good, with, for 

evil, so much good more ; 
On the earth, the brok en arcs; ~n the 

heaven, a p erfect round.2> 

This very shortcoming would, according to Browning 's 

philosophy of failure, mean t h at music is the greatest of 

t h e arts , for only that which is incomplete on earth h as 

2 3Ll. 244-245 , 251-254. 

2L~Ll . 1!-9-5o , 53 · 

25Ibid ., 11 . 53- 54, 61-64 . 
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need or hope f or eternity. Once a gain in the image of 

the broken arcs doe s Browni ng s t rike a note harmoni zing the 

poet ic and the philosophic . In image ry is to be found the 

truest fusi on of these two e lements, and Bro wning uses var-

iants of t h e theme of failure i n many of his poerns , al l 

c entered around the idea that incompleteness on earth l ends 

promise of complet ion i n heaven . 

IV . The Ide a of Fai lure in 
Br ownin g 's Aesthetics 

Inde ed , the theme of failure i s p resent in so many 

of Br o•minp; 1 s po0ms , the re l ationshi p between phi losophy 

and art be i ng here s o c lose , that t he deve l opnwnt of the 

them0 in al l its facets is important to an und e rst anding 

of 3 rowni nc; ' s aesthetics . Although Browning seemed t o 

a ttach a peculiarly aesthe tic interp r e tation to the strug -

g le of the artist to a ch ieve h i s goal, other poems t han 

those on art are also based on the theme, some of them bein g 

of h elp in i nterp r Pt ing specific phases of the theor y . 

'l'he idea of failure is one on which Browning began 

work earl y , and Pauline , his f irst published poem, is ded-

icated to a recital of Pauline's lo ve r's unsuccessful fi ght 

for perfe ction . The theme is that howe ver small t he g oal, 

it must be perfectly achieved. Ach i e vement of the fin i te 

g ives no satisfaction, and the lover at last goe s on to seek 

t'l.e unattainable, the i nfi ni t e . Yet when he falls far short 



of his g oal, he at last realize s that because he h as no t 

been a ole to do all t hat should b e done , he is forming a 

p rophe cy of perfection to come . 

T~us in his f irst poem Brovming launch ed a t h eme 

23 

t~1at he was to employ many times i n some of his mo st profound 

poems later in life . Of the central theme Brooke say s : 

Out of the same CJ.uarry from whi c h "Paul ine" was 
hewn the rest we re h e wn . 'I'hey are p olished, r ichly 
sculptured , l1am.mered into fair form , but the stone is 
the same . Few h ave been so consistent as Browning , 
few so true to their early i nspiration . He is among 
those happy_ warri or s 

"Who , wh en brought 
Among the task s of real l i fe , have wrou ght 
Upon t h e p lan that pleased their b oy ish thought .n 26 

In this resoec t, as in many others , he differs from the 

many poets whose works fall into periods that show great 

variation in belief . Although Browning does vary h is point 

of view to bring out the truths he is teaching , so that in 

the various poems he allows h is characters to present dia!11et-

rically oppos ing beliefs , we feel t ::1at Bro\~ming 1 s own con-

ce~ts rema in substant ially the same throughout his long 

span of wr i tinc; . Corson a grees with the suggestions made 

that BrolJ'mi nr.; ' s r epe tition is a form of emphasis : 

There a re many authors , and great a u t h ors , too, the 
readinrr of whose collected work s g ives t i1e i mpres s ion 
of their h aving "tried their hand " a t many things . No such 
i mpression is de rivable from the vo l uminou s poetry of 
Br owni ng . Wide as is its rang e , one g r eat and homo ­
geneous spirit pe r vades and animates it all , from the 

26stopford A. Brooke , The Poe try o f Hobert Browning 
( New York : Thomas Y. Crowell, 19 02 ) , P · 120. 



earlies t to the latest . No oth e r living poet gives so 
decided an assurance of having a burden to deliver.27 

The first variations on this theme of failure are to 

b e founc_ in Para celsus , in which the discip l e o f 1mowled2:e, 

Po.racelsu s , and the prop onen t of l ove , Aprile, set as tl1.eir 

individual goals the achievement of p erfection in each one's 

chosen field, the whole sum of knowledge for Paracelsus and 

t h e whole s1.un of love for Aprile . They do not realize that 

failure is not ruin, and both t h ink that their aim at perfec-

tion was at fault . Aprile has hoarded all the beauty of love, 

n e r; lec t inp; t o r;i ve of his store to others ; but had h e time 

left, h e says, he would give as much as he could and not 

~rieve at failure . Near his death Aprile re alizes that he 

h as failed , his failnre beinr; i nevitable because of his hic;h 

~cal , and that he has , therefore , in a measure, found his 

~oal in the realization that God is the perfect poet, acting 

in the p erson of hls creations . Realizing this , he under-

stands all : 
28 

" I have attained , and now I may depart ." 

i3ut Paracelsus still be l ieves t h at he o.an attain all by 

addlng love to his knowledge; therefore, h e fails to compre-

h end Aprile's dying advice to seek God : 

"' Tis he, the king , you seek. I am not one . 1129 

27Hirrun Corson, An Introduction to the Studz of 
Bro\minp; ' s Poetry (Boston: D . C. Heath, 18'9'9}," P• 7l.-

2tparacels~s , Part II, 1. 689. 

29I b id . , 1 . 687 . 
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Paracelsus then trie s love, but h e fi nds himse lf hating 

i ns t ead , because he h as sought knowledge and love only for 

their p ower , and he knows not h ow 

"To trace love's faint be g innings in mankind1 11 3 0 

He r e alizes finally, however, that his failure and Aprile 's 

failure point to God, in wh om beauty and k n owledg e, love 

and p ower all mingle . God, then , is h is goal . If f or a 

time he seems to face failure, Paracelsus knows that h e will 

in t~1e end emerge triumphant: 

• If I stoop 
I nto a dark tremendous sea of c loud 
It i s but for a time. • • 

• I shall emerge one day . 31 

And t}ms Paracelsus, t h rough failure, find s h i s goal . 

The failures of Paracelsus and Ap rile are thus seen 

to be caused by t he a tt empt of finit e minds and hearts to 

a t tain the infinite . Their counterpart , failure because o f 

a limi te d concept , is to be found in many of Browning 's 

artist-creations, notably in the character of Andrea de l 

Sarto , who failed because h e accomp lished all t hat he trie d 

to do , f a i ling because h i s goal was too ne ar and too easily 

won . 'l'hi s pai nter's craft, f o r so Andre a calls it hims elf, 

is exact in execution, but it fall s short in soul and percep -

tion . He can count twenty artists, Andrea says, who WOllld 

30Ibiq., Part V, 1. 3 · 

31Ibid ., 11 . 928- 930 , 932 . 



struggle and agonize all t heir lives to paint one p icture 

as he can. But somewhere 

In their vexed , beating, stuffed and 
stopp e d up brain, 

Heart, or whate 1 e r else . 32 

they have a heart t '::lat makes them ''reach many a t i me a 

26 

heaven that ' s shut"33 to Andrea. He knows what is lacking 

in his art-- a deep insp iration and soul-- and he s wns up h is 

failure i n one of the mos t qu oted of Bro~1ing 1 s passages: 

Ah, but a man 's re a ch should 
exceed h is g rasp , 

Or w1at 1 s a heaven fo rt34 

The tragedy of Andrea de l Sarto's life is t hat hi s 

artistry c an out-reach his soul , but the final tragedy is 

t he fact that he can see wh at is a t fault but :nakes no 

attempt to a lter either h i mself or his temptations ; h e has 

based his life upon hi s choice an d will not chan ge it, e ven 

though a chan~e i s within h is p ower . Yet he knows he has 

al r eady chosen the world and Lucrezia over heaven, even as 

he dreams about it : 

In heaven , perhap s, ne w chan ces , one more chance-­
Four great walls in t he New Jerusalem, 
Meted on each side by the angel's reed , 
For Leonard, Rafael, Angelo and me 
To cover-- the t hre e first without a wife, 

32 11 Andrea del Sarto ," ll. 80-81. 

33Ibid., 1. 84. 

34Ibiq., ll . 98-99· 
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While I have minel ~a- -still they overcome 5 
l3e cause there's still Lucrezia, --as I choose.3 

With this acknowledgement of de fe at by Andrea, 

BromLi n g contrasts the willing acceptance of ob s curity by 

the unknomL painter in " Pic tor I gnotus. 11 He, too, has 

dreame d : he has i mac;ined himself widely known and highly 

accl a imed, so idealizing his life on earth that he prefers 

staying here to t,oinG to heaven. He has heard an inner 

voice , rmnindinr:; him that many will condemn his p aint ings , 

and that even those who value them will buy and sell them 

lj_ke mere furniture . 'l'hus t h e results of high inspirat ion 

will be brought down to the common level. He , therefore, 

chooses to remain unknown, with hi s pictures subjected to 

none of Lhe harshness of the world, even when it is accom-

p anied by ,Nhat men call fame . Nor does he seek fame to 

live on after him; he j_s willing to l eave fulfillment to 

heaven . 

Perhaps in t his respect the unknown painter 1 s phi- · 

losophy is somewhat like that of Clean, who thinks that it 

is mocke r y for the p roducts of a man 's art to live on when 

the man is dead . His fri end has suggested that a man lives 

on in his artistic creation, but Clean replies: 

Why, if they l ive still, let them come and take 
'l'hy slave in my despi te, drink from t h y cup, 
Speak in my p lace. Thou diest while I live? 



S ay rather t hat my fat e is deadlier still. 

Wl1.en I s h all know mo st, and yet least enjoy 
\l'fuen a ll my works w!:lerein I p r o ve my worth , 
Bein g presen t still to mock me in men's mouths, 
Alive still in the phra se of s u ch as thou, 
I, I , the feeling , thinking, acting man, 
The man who loved his life s o ove~~ych, 
Shall sleep in my u rn . • • . J o 
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Cl ean 's philosophy also ho l ds t hat the more p ro f ound a man' s 

thoughts , the g r eater will be h i s concept o f t he incomplete-

ness around him . Clean, who is not Christian , has no hope 

of immortali ty, and to h im failure on earth me ans complete 

fai lure ; t herefor e , h is advice is epicure an : 

Live lon g and happ~~ and in t hat thought die ; 
Glad for what was t jt 

In t h is respect it may be well to consider the asser-

tions by some modern wri tars t h at Brovming 1 s r e lig ion is not 

Chris ti an in t he s trict sense of the word . The concep t of 

reli r; ion as a center of t h e strivi n g of mankind is phi lo so-

phical rather than art istic , but it is so inextricably a 

part of the striving of the artist t hat i t is pe rhaps not 

too r emote for conside r ation here . Margret H. Bat e s reasons 

that he is not Christi an , and in or der to substa.11tiate her 

statement she n ames poe ms such a s " Clean," in which he mas­

te rfully presents other relig ions or shows up Christianity 

to a d is advan tage . One wonders if it is Christiani ty a s 

such, or individuals who fal l sh ort of t he Christian ideals , 

36" Cleon," 11. 30L1-- 307, 316- 322 • 

37Ibid ., 11 . 335-336 . 
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with whom Brown i n g is dealing h arshly . ·; ·i t h respect to 

Cleon, of whom she says , " Cleon as well as Brownins found 

it hard to be a Christian, 11 38 we may obse r ve t hat Cleon i s 

not a C~ri stian. ~ince h e consi de rs t he Jews beneath him, 

he makes no a ttemp t to find out what t hei r religion is. 

Hi s failure is the mor e complete because the possible 

answe r t o h is soul's n eeds is so near, and he , because of 

p rejudice and apathy, is s o far from finding it. We shall 

not here at t empt to ans we r the question, "Was Browning a 

C11ri st i an? 11 It is well t o remember , however, that the mo st 

complete failures that h e pictures are the ones who have a 

chance to adopt Christ i anity but pass by on the other side . 

B,urther observat i ons reveal that Brovmine; 1 s p ictures 

of Chri s tianity are not negative only . Dowden co;npares t:!:w 

poet ' s concept of artistic perfection with a concept which 

he identifies as Christian: 

The g lory of Christian art lies in its r e j e cting a 
lin i ted perfec t ion, such as that o f the art of an cient 
Gree ce , the subject of whi ch was finite, and the lesson 
tau0ht by "Jhi ch wa s submission, and in i ts daring to be 
incomplete and f aulty , faulty because its su bject was 
rreat wjth finite fears and hopes, and be c ause it must 
~eeds t~ach man not to submit but to aspire . 39 

To what other poet does t h i s Christian i deal appl y so well 

as to Dro~ning? Close l y allied to this concep t is Corson's 

s tatement t hat , "Eventual rest in this world is not the 

38Brovming Criti ques (Chicag o : Morris Book Shop, 
1921) , p . 127. 

39Edward Dowden, Transcripts and Studies (London : 
Ke~an Paul , Trench, 1888 ), P • 479 · 



30 

Christian ideal . Earth-life, whatever its reach, and what -

ever it s g rasp, is to the Chr istian a broken arc, not a per­

fect round. 11 40 
The reference h ere is, of course, to the underlying 

theme of 11 Abt Vogler," and echoes the argument that t h e very 

incomp leteness or life on earth, the fact that we often fail, 

and the prese nce in our lives of many t h ings that are disso-

nant to a complete harmony are all evidences that there is 

an after life , in which the completeness will b e but the more 

a p preciated because o f our failur es h ere: 

11 Why rush ed the disco r ds ;i.n, but that har mony 
should be prized? 11 4 l 

By cont r ast again , 11 Rephan 11 tells of the dreariness 

of life on the star of the god Bephan, where all is harmony, 

perfection, and changelessness. 'l'hen, when the divine spark 

enters the soul of t h e st ar-dweller, so that h e becomes 

restless and yearns to grow, he is sent to earth in order 

that he may aspi re, pe r hap s to fail, but still to strive and 

not to rest . Pe r haps he , with Rabbi Ben Ezra, can welcome 

each rebuff which makes l i f e l ess smooth, if that rebuff 

causes him to strive and not be content with the pre sent . 

For let no man, the Rabbi u r ge s, be so content with life on 

earth that he will not seek heaven, for the present is just 

mach inery which is fashioning the s ou l. 

lJ02.£. ci~ ., p . 67 . 

4lL . 84 . 
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This idea of the incomplete of earth bein g completed 

in heaven finds fur ther expres sion in the series of p oems, 

"James Lee 's 'Vife." The imperfections brought about in the 

human body by toil receive the attention of James Lee's wife 

an d her as s ured philosophy: 

Shall earth and the cramped moment s pace 
Yie l d the heavenly crowni ng grace? 
Now the part s and then the wholet42 

No t only does this woman echo ti1e comp le tion theme , but she 

stri ke s another note as well, the thought t l-:: at much of our 

le arning comes through f a ilure as the 

• • kind 
Calm years, exacti ng their accompt 
Of pain, mat u r e the mind . 43 

She also repeats the theme of man's not being put on earth 

to rest ; she rejoices that: 

Nothing c an be as it has been before ; 
Be tter , so call it, only not the sane. 
. • • Rejoice that man is hurled 
f rom chang e to chang e unceasing~y, 
His soul 1 s wing s never furled .44-

Life , then, is change , and man must adapt himself to it, 

comforted by the knowledge that chang e is always forward and 

upward and t hat success c ome s often in the face of foiled 

desire and defeated endeavor . In this progressive ch ange is 

one of the promises of life after this life; for , as much as 

42 11 Bes ide t he Drawing Board," Part III, 11. 29-Jl. 

4J"Reading a Book , Under a Cliff," 11. 4 B-r49 · 

44rbid ., 11 . 6o-61, 67-69 . 



it holds , this life d oes not give everything . If it did, 

w':lat would t he re be to look forward to? 

Expe riences should not be rushed through on earth 

just in order that we may say that t hey a re finished, the 

poet says again in "Old Pictures in Florence": 

What 's c ome to pe rfection perishes. 
Thing s l earned on earth we shall 

Practice in heaven. 

·Nhe re the strong and the we ak, this 
world's congeries, 

Repeat in large what they practiced 
in small, 

Through life after life in unlimited series~ 
Only the scale's to be changed, that 1 s all . ~5 

Lvc n in our process of learning the thing s we are to con-

tinue doing in heaven we cannot expect to be free from 
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failure , but we can learn fron what is not good as well as 

from what is go od . So a soul may s e e 11 by the means of Evil 

that Good is best."ll-6 

It is not so much the final goal reached or the 

arti st ic pe rfection ac h i e ve d ; not even the failures are 

i mportant . It is rather the thine man conc eives to be done 

that marks him for God's service . David realizes t h is truth 

as he struggl es to help Saul, and recognizing his own slight 

streng th say s: 

" This ;-- ' tis n o t what man Does wpich exalts him, 
but what man Would do • 11 4 7 

~-5Ll . 130-131. 

~-6 Ibid . , 11 . 165-168 • 

L~7 11 Saul," 1. 301 . 
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One of the most optimistic passages in all Browning ' s 

poetry on failure comes when David realizes t h at God can 

take Saul, the failure, and make of him a willing vassal for 

the next world . Of the next world David can be sure, for he 

can fe e l the oain-throb of its coming. God can and perhaps 

He may 

Interpose at the difficult minute, snatch 
Saul the mistake, 

Saul t he failure, the ruin he seems now,-­
and b id him awake 

From the dream, the probati on, the prelude , 
to find himself set 

Clear and safe in new li ght and new life,-­
a new harmony yet 

To be run, and continued, and ended--who 
knows? --or endurel 

The man t aught enough by life's dream, of 
the r es t to make sure; 

By the p ain-throb, triumphantly winni n g 
i ntensified b liss, 

And t h e n ext world 1 s re4w$lrd and repose, by 
t he stru~Gle in this . 8 

Now we o.r e back aGain to the idea that our struggles and 

pain in t 11l s world argue for life in another, and thus we 

have pieced t h e broken arcs into a golden circle of Browning 's 

philosophy on failure . 

V. The Aesthetic Principle of nealism 

Lest too g reat an emphas is on the htunan so u. l give 

tile i mpression that the writer would classify Browning with 

those whose poetry is far remo ved fr om the realities of t h e 

vvorld , the qu estion of Browning 's realism should be answered : 

4Brbi d ., 11 . 205-292 . 



How much realism should the poet strive to achieve? 11 Fra 

Lippo Lippi" g ives Browning ' s best discussion of this ques-

tion . The priests have told Lippi that his painting s have 

too much of the sensual, too little sou l. In answer Lippi 

s ays : 

A fi n e way to paint soul, by paint ing body 
So ill, the e ye can' t stop there, must g o further 
And c an't fare worse t l'hus , yellow does for 1 white 
When what you put for yellow's simply black . ,+9 

~ere i s soul, but it is soul which does not ignore the 

r e aliti e s and the beauties that God has put on earth for its 

en j oyment and p leasure . Brother Lippo would disreg ard the 

consequences and paint life as h e s e es it, for God made life , 

a nd 11ade i t 80od, and here, we feel, Browning is speaking 

p lain ly in the priest ' s robes of the painter: 

• paint these 
Jus t as t h ey are , careless what 
God's works--paint ao0 one, and. 
To l e t a truth slip . ~ 

comes of i t . 
c ount it crime 

There is ye t another aspect to consider in t h e 

deve l opment o f realism, an d that is relationship with o t h er 

r e a lity . In thi s respe ct , c. Day -Lewis sees t h e value of 

ima r~ery : 

Cer t a inly t he p oet must try to see thing s as they really 
a r e · but n othinrr really is in isolation, pure and self ­
sufficie nt; reality invol ves relationship, and as soon 

~-911. 198-201 . 

50itid . , 11 . 292-295 . 



as you have relationship y ou have, for human b eing s, 
emotion; so that the p oet cannot see thing s as they 
really a~re , cannot be p recis e about them, unless he 
is also preci se a bout the feelings which attach him 
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to them. It is this need for expressing the relation­
ship between thinc;s and the relationship between things 
and fe e ling s, which compels the poet to me taphor; and 
it is the sane need, I suggest, which demands that with­
in t he po em t he ima~es should be l i nked by some internal 
necessity stronger than~he mere tanden~y of words to 
con~regate in patterns . 5l 

Bro·vming saw thi n g s i n relationship, particularly in 

relati onship to the human soul . Thus, one never finds in his 

poetry P'J.re l yri cal, descriptive passac;:es , of, for example, 

natur e . For, for t h at matter, is any of t"l-Je r~reat volume of 

art subject- ma tter treated from the standpoint of beauty 

a l o ne . He did not believe that beauty could b e sep a r ated 

from soul, but even if it could be separated , he said in 

"Fra Li;J .J O LiPD i " the soul would be present when we viewed 
.... .... ... .... ' 

t1l.e work and praised God fo r its creation.52 Soul and human 

interest are almost synonymous in Browning 's poetry, and for 

this reason we think of him as a poet of personality rather 

than abstractions. . Crowning ' s descriptions are always an 

inter,ral part of the personality he is building, ru1d h e 

shows no p atience with any artist's work in whi ch, 

• • • • subsidiarily to the human interest of his 
work his occasional illustrations f rom scenic natu re 
are introduced as in the earlier works of the origi­
native p ainters,--men and women filli n g the foreground 

-----------------·-------
Press , 

5 1Th e Poetic ISage . 
19)/f}, pp • 24-2 • 

5 211 . 215 ff. 

( New York : Oxford University 



with consllilL'Tiate mas tery, while mountain, grove, and 
rivulet show like an anticipatory revenge on that 
succeeding race of landscap e - p ainters, who se 11 fi gures 11 

dis t urb t~e perfection of the ir earth and sky.53 

Ear t h an d li f e sho u ld b e p rese n t as backg round, Brown ing 

bel i eved , but it should furnish the b ackd r op fer social 

a c tion-- a backdrop which would serve the characters in their 

development rath er t 'lan f or mere ornaJnentation. He did not 

at temp t , ho wever , to take a personality without his b ac k -

r,r ound any more than he a t tempted t o tak e t h e backg r ound 

without p ersona li t y, for 

• it is with this world, as starting point 
an d bas is alike , t h at we shall always have to concern 
ou rs e lves; t h e world is not to be learned and thrgwn 
aside, but reverted to and relearned . • • L~ 

Not on ly mu s t thi s world b e realis ti c ally presente d , but life 

must be r e al life, not s ome i mag ined state. The artist :nus t 

present re al f eel ings and emotions, not just ~1at he i ma g ines 

that t h os e f eelin gs and emotions mi ght be . Bad poetry 

• • • shows a thing , not as i t is to mankind gener-
a lly , nor as it is t o the particul ar describer , but as 
it is supposed to be for some unreal neutral mo od, mid­
way b etween b oth and of val ue to neither , and li ving its 
b ri e f minute s i~p l~ throu¥h t h e indolence of whoe~gr 
a cce pts it or hl s lncap aclty to denounce a cheat .' 

Poe try, t hen, may be e ither general or specific i n its refe r-

b t ·t t be one or t h e o t he r and it mu s t remain what ence , u l mus . 

it Ge ts out t o be . 

---~------~-------------~----··-----

53 11Essay on Shelley," P • 1009 • 

.54rb id • 

.55I b i d ., p .lOlO . 
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IV. The Cre ative Process 

One major aspec t of Browning ' s ideas on art re::nains : 

the question as to why the creative pro cess comes to be the 

chief interest of any artist. The love of power , distinction, 

fame , triumph over rivals, and vanity i n t h e applause are all 

g iven by Browning as po ssible motivating forces for an artis-

tic care er, but none of these is sufficient, he believes ; not 

one compensate s for a 11 life of labor hard, slow, and not 

sure. 11 56 Browning be l ieves that there must be a high moral 

purp o se motivating any gre at artist, because only such a 

purpose could lead t o the de votion necessary to comple te a 

life's work in art : 

Certainly, in the fact of any conspi cuous 
achievement of genius , philosophy no less t han SyYapa­
thetic instinct warrants our be lief in a great mora l 
purpose having mainly insp ired even where it does not 
visibly look out of the same . Gr eatness in a work 
suggests an adequate instrumentality; and none of the 
l ower incitements , howeve r they may avail to initiate 
or e ven effect many considerable displays of power , 
simulating the nobler insp irations to whi ch they are 
mistakenly referred, have been found able, under the 
ordinary conditions of humanity, to task themselves to 
the end of so exacting a performance as a poet's 
complete work . • • • .57 

'l'his h i gh moral purpose win t ie t he poet 1 s soul to the 

already mentioned truths and re alities, and the combination 

will g ive h i m t h e abi lity to interp r et his more advanced 

moral state in terms whi ch will elevate his fellow- man 

toward eventual blessedne ss . The results elevate t he poet, 

56rbi d • 

.S7rbid. 
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also, g iving him at last the ability to achieve 

• the whole poet's virtue of looking higher 
t h an an:y manifestation yet made of both beauty and good, 
i n order to suggest from the utmost realization of the 
one a corresponding capability in the other, and out of 
the calm, purity, and energy of natu re to reconstitute 
a....'1d store up, for the forth-coming stage of man's being, 
a g ift in re p ayment of that former gift in which man's 
own thought and passion had been lavished by the poet on 
the else - incomple t ed ma gnificence of the sunrise, the 
else-uninterpreted mystery of the lake,--so drawing out, 
lifting u p , and assimilating t his ideal of a future man, 
thus descried as possible, to the present reality of t h e 
poet's soul already arrived at the higher state of devel­
opment , and still asp irant to elevate and extend itself 
in conformity with its still-improving perceptions o55 
no lone;er the eventual human, but the actual Divine. 

Yet althou gh he feels t hat a hi gh moral purpose is 

necessary fo r great art, Br ownin g speaks out against mere 

d i dact icism. Whe n the p riests obj e ct that Fra Lippo Lippi's 

ar t does no t warn a0ainst sin, Browning 's art i st rep lies : 

• Vfuy , for thi s 
~mat need of art at all? 
Two bit s of stick n ailed 
A be ll to chime the hour 

A skull and bones, 
cross-wise, or, wha~'s best , 
with , does as well . ~9 

Rather t h an neg ativistic moral teaching , Br owning 's 

p oems sh ow positive morality . Lippi credits the form of all 

ar t to Sod in anoth er of Browning 's aesthetic presentat ions, 

t h e di scussion of form : 

The beauty and the wonder and the p ow~r, 
The s h a pes of thi n gs, the ir colo r~, l1 ghgB and shades, 
Changes, s u r p ri ses , and God made 1t all l 

58Ibid., pp . 1010-1011. 

59 11 Fra Lippo Lippi," 11 . J20-J2J. 

60Ibid ., 11. 28 3-285. 
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The last aesthetic principle which Browning stresses 

is one which , in its tim.elessness, is most timely for our 

day . The question often arises and i s yet, as it was in 

3 rowning ' s day , to b e answered : Can art exist without free-

dom of exp ression? If it cannot, what happens to art under 

a dictatorial r egime? Because we ca~Dot control the first 

factor , freedom, although believing t h at lack of free d om 

means lack of high art, we cannot know the answer to the 

second question, so t hat we, too, 

Shall p onder, once Freedom ~ s ] restored to 
Florence, 

How art may return that depal"ted with her . 61 

6 luold Pictures in Florence," 11. 261-262. 



CHAPTER III 

SOi'Vl.E PARTIALLY EXPLORED ASPECTS 

OF HIS STYLE 

Most of the adverse criticism of Browning's poetry 

has referred to what his contemporaries considePed a lack 

of polished style--the apparent carelessness with which he 

employed rhyth...m and sound pattern. His critics have g iven 

les s attention, if any, t o the third major element of style 

i n poetry: i ma gery . Those who have praise d h i s vividness 

of diction h ave talked l oosely about h is imagery without an 

analysis of the s p ecifics t h at make for vividness. The 

reason for this disre g ard of the image and conce n tration 

u pon rhythm and sound is that rhythm and sound permit scien­

tific i nvestigat ion so much mo re readily t h an doe s ima gery . 

Division of poems i n to lines and lines into feet whi ch may 

be c l a s sified according to accent was inherited by Eng lish 

poetry from i ts p re de cessors, and the earliest extant Ang lo­

Saxon poe try made u s e of sound, in alliteration and length 

of line , a s the basi s for its poetic form and effect . More 

recently r hyme ha s been acce p ted by much of t h e r eading 

public as one of t h e ch ief components of poetry, but , aside 

f r om a vivis e ction of p oems to label the comp onent figures 

o f speech, very little emph asis has been place d upon i mar;ery. 
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Until recently all i magistic studies made were based 

upon fi gures of speech. Professor Caro line Spurg eon in her 

exh au stive study , Shak ese_eare 1 s Imagery, has set some b asic 

patterns and demonstra ted the valu e of t h e scientific 

ap p r oach to certai n phase s of poetic ana l ys is, b ut her defi-

nition of i ma c e ry, alth ough it includes 

• . · any and every i ma g inative p icture or oth er 
exp e r ience , d rawn in e ve ry k ind of way, which ma y h ave 
come t o t h e p oet, n o t only t h rough any of his s e nses, 
but t h rough h is mind and emoti ons as well , • • . .1 

is R.c t n e.l ly lir<1i tecl. in p r acti ce to simile and me t a phor . 

Ma n y oth e r a e sth eticians, even the more mode rn ones such as 

T/ir. C. Day-Lewis, h a ve emp loyed the word imar;ery as almo st 

syno nymous wi t h metaphor or t h e somewh at bro ader fi r:ure of 

spe e ch, bu t Pr o f e ssor Fred B. Millett , in his recen t volume, 

Re ading Poe t rz, h as p resented a definiti on t h at is at onc e 

more basi c and more close l y related t o t h e pure l y se n suou s : 

Ima~e ry i s t h e r e s u l t o f the evocation, with varying 
de g r ees of cl a r ity, of me n t a l rep roducti on s, r e p resen­
t at ions , o r i mita tions of s ense percep tions.2 

Til.e s e "mental re pr oduc t ions" may b e cl assified as 

o f six t ype s , one f or e ac l:-1 of the commonly defined f ive 

s e nse s and the sixth for t h e muscular sens e c a lled k ines-

thes i a . This is, perh ap s, a rather arb i t r a ry cla s s ifi c a t ion , 

t h ere bein~T an i nfi n ite numbe r o f combinations and cate gories 
'--' 

f orme d by t hese s enses, but mo st of our p ercep tions can b e 

1 ( New York : The Macmillan Company, 1935), p . 5. 

2 {Ne w York: Har pers, 1950), P•47· 
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accounted for by using these, the advantac e of their being 

i n t :O.e everyday vocabulary outweighing some of their limi-

tations . Professor Millett subdivides images of sight into 

i ma €;eS relating to color, size, shape, position, and move-

:·:1ent . In t his respect a six t h seems to me to be necessary 

to express brilliance--light unrelated to color but rather 

akin to intensity. For light is one of the poet's chief 

t ools, just as it is one of the tools of t h e painter . From 

t he poet's viewpoint light is essential , according to Robert 

P . T . Coffin: 

All poets • • have testified to t h e substantiality 
and centrality, the primacy and di vinity of light • 

• Light is twined around our beginnings a.Yld our oein g • 
• For me it is t~e very essence and heart of 

poe t ry. • Li ght is the . conunon language of t he 
unive rse . It is a.n uncommon conunon language. 3 

'Jrowning ' s frequent mention of lie;ht a.""ld shadow shows t h at 

he , too , thour;ht of lieht as a poetic subs tance . 

Ofton, a s i s t h e case Viith brilliance , Browning uses 

ano t her i mar;e seldom encountered in the work of other poets. 

Although i t will be presented n ore fully later, it sh ould be 

mentioned here as t he seventh sense, following the kinesthe-

tic, called f or t ,1e purpose of this study "soul image." I 

believe that what I call the " soul i mage," as it is used by 

3rowni ng , al t hough abstract, is an image and falls i nto a 

sep arate category deserving special mention. For t h is 

3The Substance TI1at Is Poetry (New York : The 
Macmillan Company, 19[~2 ) , PP• 139 f f. 
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reason I have added the soul image to this study. 

Professor !viillett 1 s method , which is a part of a 

cor:1plete n ethod of anal ys i s that h e emp l oys in h is exn er-

i mental classes in literature at Wesleyan Unive rsity, 

c onsi s ts of marking each i ma ge - making word or phrase as the 

i ma ge is evoked s o that t h e student and teacher may have a 

tech.nical vocabulary for idea interchange during class 

dis cussion and for clarity of thous;ht in individual poem 

analyses . He uses a s y stem t h at calls for naming each i mage 

by labeling it with a letter assigned a s follows : 

la Sight - co loP 
lb Si ght- size 
lc Si ght- shape 
ld Sight-positlon 
le ~ight-movement(o[ lack of movement) 
lf Sight- brilliance 
2 Sound 

ft 
Touch 
Kinesthetic 

5 Smell 
6 Tast4 
7 Soul 

T:lis system of analysis is s ::Cown applied in Pl ate I. One 

other change wh ich I have made in t h e sys tem is t h e addition 

of a ~;eneral visual category wh ich I apply when the i mage 

evok e d f alls about equally into more t h an two o f the si f!,ht 

ca t e go r i es. In t hi s method of analysis t h ere is a b asis for 

a more scientific study of imagery t han in any otb er me t hod 

yet de vised . By g iving a vocabulary and a s ystem of objec­

tifying a he retofore subjective fiel~ ~illet t h as opened a 

4The author of this thesis adds two ima~e definitioh s, 
lf and 7, to satisfy t h e requirements discussed. 



PLA'l'E I 

APPLICATION OF HTAG IS TIC ANALYSIS TO POEM·~-

4,le 4, le 1,2 
Let us begin and carry up this corpse, 

2 
Singing togethe r . 

le l l 
Leave we the common crofts, the vulgar_ thor pes , 

l 
Each i n it s t ether 

4 lc lc 
Sleeping s afe on the bosom of t he plain, 

4 l, 2 (and time) 
Cared-for till cock-crow: 

l ld lf 
Look out if yonder be not day again 

lf,ld lc 
Hi mminc; the rock-rowt 

l 
'l'hat 1 s the appropri ate country; there man 1 s thought, 

3 3 
Barer , intenser, 

Self- ~athered for an outbreak, as it ought, 

4,3 lc, l 
Chafes i n t he cense r1 

l l l 
Leave we t he unlettered plain its herd and crop ; 

l, lc 
Seek we sepulture 

lb lb, ld l ld 
On a tal l mountain, citied to t he top . 

·:}Analys is of "A Grammarian's Funeral," ll. l-15 . In 
presenting; the kine sthetic fe e l of t lJ.e climb Br o\vning has 
stresse~ the k ine sthe tic to the exc lusion ofoome senses her e . 
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new area to the use of scientific method. An adaptation and 

use of the method was undertaken in an attempt to discover 

the feasibility of such an approach to art. Further results 

of t h e study are shown in table form in the Appendix and in 

chart and discussion form in Chapter IV. 

II. The Subjective Element 
in Analysis 

It will be observed in an analysis of Plate I that 

we have not removed the subjective reaction completely. 

Indeed, even if there were a way to make the survey entirely 

objective, one is not sure that it would be desirable, from 

an aesthetic viewpoint, to so objectify it. Some of the 

expressions are open, t herefore, to varied inte rpretation and 

assignment . The specific images c a lled forth by a common 

noun such as ~' for example, may vary from one individual 

to ano ther or even from one time to another for t h e same indi-

vidual . Some of this variation may be avoided, Professor 

Millett points out , if the reader makes an effort to distin­

gui s h between the images evoked by t he words in a poem and 

the "image s involved in t he personal as sociations t hose 

wor d s h ave fo r him, 11 .5 and if h e trains himself to recognize 

t h e difference betwee n the images evok ed by a word wh en it 

stands alone and that sugr;ested by t h e same word in context. 

If our man is a poet and the description s p eaks of "His very 

52£ . cit ., P • 49· 



serviceable suit of black, n6 we get a very different image 

of man and a very different meaning for the black suit f r om 

what we would receive without the adjective serviceable . 

Both t he word man and the adjective black assume new meanings 

for us when we r ead further of the man ' s 

• • Scrutinizing hat, 
Making a peaked shade blacker than itself.7 

In the same way image s may be enriched by a ch ange 

in application . Nine and ten would usually c all forth a 

visual image , if repeated separately; but when the poet 

p laces them in the right context, such as the following, they 

be c ome auditory i ma Ges, simulating the chime s of a clock: 

. Nine , 
Ten, struck the church clock, straight to b ed 

went he . 8 

We are not concerned here with the emotional c ontent 

of t h e ima~es , but these lines illustrate well the varying 

emotional moods that the same words may evoke . To the man 

6 Brovming, 11How it Strikes a Gontemporary, 11 1. 5. 

7rbid . , 11 . 16-17. Th 1s image became mu ch more 
understandable t o me when I heard an elderly man speak of a 
character of h is childhood wh o wore a black " peaked 11 hat. 
To my question he replied that the h at was old and had lost 
i ts band and its sh a pe so that t h e crown came to a point 
without a crease . The man who wore it was not a poet , but 
his dress, too, must have been less i mport ant to him t han 
were many other thing s . 

8Ibid . 11. 86-87. The nasals of nine and ten seem 
a lso to }~ave-a' certain onomatopoetic imitation of t he sound 
of chimes w~i ch is not p r esent in other numbers. Could the 
choice of these numbers have reflec ted an interest in por­
trayi ne; sound as we ll as conventionality? 
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awaiting execution at the stroke of twelve the striking of 

the clock woul d be ominous; to the party watching for the 

advent of a new year it would be exciting ; here it is merely 

comfortable and conventional. Emotional content, howeve r, 

is a br oad fie ld of imagery which has not yet been analyzed 

to the extent t hat it may be objectively studied . Possibil-

ities , neverth eless , are endless and intriquin~ . u 0 

Because, as I have :pointed out, t he subjective canno t 

be entirely remo ved in the classification of i ma g es, it is 

well to note that psychologists have used the terms "predom­

i n antly visual-minded" or "predominantly audi tory-minded 11 to 

classify people according to t h eir dominant sense. To avoid 

lapsing into a tendency to favor one type of image o ver 

anot!ler, when t wo i mages a r e evoked by one word or expression, 

the write r of t h is t h e s is calls attention to both, whether 

weak or stron;:; . By r eading the poems a number of times~ in 

di ffere n t moods and afte r various experiences, she has found 

varying iman;es produced by many words and expressions, and 

all of the se i mac;e s have been indicated. Probably no one 

readine; could evoke a l l the i map;es indicated for each poem. 

Lest we fall into the e rror of .creating a whole new me aning , 

ho we ver, she has indicated an imas e only when it is actually 

called forth . In other words, when a word does not evoke a n 

i mage, n o a tt empt has been made to g ive it added meani ng. 



III. Some Ass~~ptions To Be 
Examined 
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Studies of t he imagery of other poets tend to show 

t hat the poet under consideration was predominantly inter-

ested in one sense to the exclusion of the othe r s and that 

he was, therefore, visual minded or auditory minded or 

kinesthetic minded . In the beginning , my study of Men and 

Women seemed to indicate that Browning's sensory percep-

tiveness would fall into one of these categories. The first 

poem analyzed, "The Grrumnarian 1 s I•,uneral," showed a very 

liberal use of t h e kinesthetic type of imagery and would 

h ave required that Browning be placed in the group of 

"physical" poets, had a summary been made on the basis of 

this one poem. The feeling of the climb, of the weight of 

the corpse, and of t he rarified atmosphere is conveyed so 

vividly that the reader might a ssume that the poet 1 s only 

interest lies in such imagery . A study of "Master Hugues 

of Saxe-Gotha" shows, however, a vast "mountain of sound" 

so vividly portrayed t hat all other images are secondary 

and our "physi cal" poet becomes auditory minded . Browning 

is also visual minded, as exemplified in nrrhe Statue and 

t he Bust," in which we are shown a series of clearly sculp­

tured p ictures from two viev~oints--the street and the 

windo --in add.i tion to the omniscient viewpoint of t h e poet 

as he relates the action. 
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i~hole books and several excellent articles h ave been 

written from various approaches to Browning's use of the 

senses. John Keste r Bonnell has done a mo st sens itively 

perceptive article titled "Touch in the Poetry of Robert 

B • II rownlng . Although stating that there is not a nwnerical 

majority of tactual images in any of the poems, Bonnell uses 

Browning's delicate sensual percep tion and awareness of the 

tactual as a basis for his assertion that Browning is "pecu­

liarly a poet of touch . 11 9 Frank Neal Doubleday uses the 

quotation from 11 Fra Lippo Lippi," which I have already 

quoted, page J, as a basis for a chapter on poetry as a way 

of seeing . 10 Certain phases of auditory imagery are to be 

found in Roberts's study of music in Browning's poetry, 

although t he article is not primarily a study of imagery.ll 

These areas of imagery h aving been so well presented, I have 

not attemp t ed to contribute to the scholarship of particular 

ar eas of image ry. Rather I attempted to find t he areas not 

alre ady studied and to present t he over-all view by showing 

relationsh i p of imagery from one sensory organism to t he 

image ry of anoth er sensory or0anism. 

9publications of t he Modern ;Language Association, 
XXXVII (1922), 57$ . 

lOstudies in Poetry (New York: Harper and Brothers, 

ll.Q.r?. . cit. 



CHAPTER IV 

TYPES OF IMAGERY IN 

BROWNING'S POETRY 

Observing thus the conclusions and hypotheses advanced 

by scholars who h ave studied Browning's sensory perceptions, 

one ask s a question as yet unanswered: Does Browning adapt 

his imagery to the art form contemplated in each poem? 

Since I read the poems and marked their imagery before I 

asked myself this question, my positive answer does not 

reflect any subconscious "weighting " of the study on my part. 

There is a very definite indication that Browning 's artists 

speak the image s that they use in their art. 

Although realism might require that a musician use 

musical terms, Browning the artist goes a step further, 

employing noticeably non-musical sounds in his poems about 

music. 'l'hi s example from the first lines of 11 !-!Taster Hugues 

of Sa..""<e- Goth a" illustrates this idea: 

Hist, but a word, fair and softt 
Forth and be judged, Maste r Huguest 
Answer t he question I've put you so oft-­
What do you mean by your mountainous fugues?l 

Of the seven imao;es indicated here only the last is musical, 

but t he auditory type of i mage sets the pattern for what is 

to follow. Table II i n t he Appendix shows that t h is poem 

50 



J,,5d. 
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is richest in sound imagery of all the poems studied, with 

a ratio of sixty-eight images to the hundred lines. 'l.' he 

only other poem with a ratio of more than fifty sound ima8e s 

to the hundred lines is the other music poem, "A Toccata of 

Galuppi 1 s, 11 which has a ratio of fifty-ei ght . Plate II, 

which gives a comp arison of the poems, shows a rather high 

correlation between the two poems in i ma ge s of color, posi-

tion, movement, and brilliance, with a wide difference in 

general visu al and kinesthetic i mage ry, which places 

11 Galupp i 11 far ahead of "Master Hugues " in the total percent-

a ge of imagery. 

The painters, Fra Lippa Lippi and Andrea del Sarto, 

in their mono logue s make frequent use of visual imagery, 

particularly images of color and form. Andrea speaks of 

"fierce bri ght go ld, 11 2 the "grey remainder of the evening, 11 3 

"hair' s r;old, 11 4 and a "common greyness [which] silvers every­

thing .11 5 Lippi is l ess specific when he speaks of "the 

shapes of things, their colours , lights, and s hades, 11 6 but 

he uses colors f or his fi gure of speech: 

• • • • Thus, yellow does for white 
When what you put for yellow's simply black.7 

2"Andrea del Sarto, 11 1. 217. 

3Ibid., 1 . 227. 

4-Ibid., 1. 175· 

5Ibid ., 1. 35' . 

611 Fra Lippa Lippi," 1. 284. 

7Ibid., 1. 201-202. 
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In both poems form is important. Andrea calls Lucrezia "my 

serpentining beauty, rounds on rounds, 11 8 and :) Or rects the 

line of t he arm in a Rafael masterpiece: 11 • • 

the line should go."9 He visualizes Heaven as a 

• New Jerusalem 10 Meted on each side by t he angel's reed. 

• thus 

The correlation between the ratio of i mages of the 

two poems is very high i n almost every category, wit h the 

greatest spr e ad coming i n the kinesthetic are a. Each poem 

average s s li ghtly more t h an two images t o a line, or a 

percentage of 202 . 8 for 11 Fra Lippo Lippi" and a percentage 

of 201 . 5 for "Andrea del Sarto. " Almost h alf t hese images 

are classified as general visual : exactly one t o a line in 

"Fra Li ppo Lippi" and eighty-nine i mages to one hundred lines 

i n "Andr ea del Sarto ." Althout:;h some of the other poems have 

a much h i gher percentage of gener al visua l i mage s , t here are 

none more consi s tent t han these two art poems in presenting 

a variety of all the visual i mages. Plate III sh ows t h e 

s i milari ty of treatment. 

If, as t h e fore going seems to indi ca t e, Browning 

consciously uses images appropriate to each art, the next 

question which occurs is this : Does the style used fit the 

individual artist as well as his medium? His tributes to 

BQ£. cit., 1. 26. 

9Ibid., 1 . 196. 

lOrbid., 11. 261-262. 
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Shelley and Keats are good tests of this h~pothesis. 

Browning placed these studies together in Men and Womer.! , 

indicating that he thought them related, and evidently one 

poe t did not greatly outweigh the other in his estimation. 

Yet in 11Memorabilia11 there is almost a frugality of images, 

the i mages that there are being r efined almost to the stage 

of the symbolic and falling almost ou tside the purely ima-

gistic classification. Thus, the eagle feather and the moor 

a re no t merely images; they are symbols as we ll. I n the 

entire sixteen lines of the poem there are not half a dozen 

vivid imaees . Contrast with this the color and gustatory 

imagery of the longer " Popularity. 11 Here 12L1- i ma ges, many 

of them ve ry vivid, oc cur in sixty-five lines . Much of this 

difference is shown in Table IV, which does indicate the 

symbolic as imagistic, however. 

In seeking the reason for this difference of treat­

me nt of t h e two poet s we may turn to t h e works of Keats and 

Shelley t hemselves. · As Richard Fogle points out, Shelley's 

use of t he image tends toward the abstract and the s~nbolic: 

Shelley's poetry strives continually to express by 
ima~es an absolute truth or be a~ty beyond the scope of 
i ma gery. • • . • Instead ~f f~nding th~ subject 
within t he object as does Kea~.,s, Shelley orten e;oes 
directly t o the subject itself as a separate and dis­
tinct entity. Quite frequently h e terminates a rlslng 
s u ccession of concrete images with an abstraction, to 
which he app arently assigns a poetical value i dentical 
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with them. • Shelley is also abstract in his 
conscious and con si s tent use of symbolism.ll 

Drovming dealt with the abstract and symbol minded 

She lley on the l eve l of abstractions and symbols rather than 

on the level of i ma ges, but when he paid tribute to Ke ats, 

writer of some of the most sensuous poetry in t he Lnglish 

language, he employed images of all kinds , from the repeated 

and inten s ified i mage of the blue dye to the auditory image s 

of the sea, "the sea has only just o 1 er-whispered1"12 and 

the "thresh" of t he "water's lisp . 1113 Perhaps most Keatsian 

of the i n1 ages, however , are those that present the gustatory . 

In one of these images, in comparing Keats's poetry to the 

best of s ood drink , Browning says : 

'l'hat day, the earth ' s feast-master's brow 
Shall clear , to God the chalice raising ; 
"Others give best at first, but 'rhou 
Forever set 1 st our table praisin~(J 
Keep' s t t?.J.e good wine till nowt 11 ~ 

~he i mages of this pas sage give the effect of a delayed 

action, saving the total image for the impact vvhich comes 

with the i mage of 11 p;ood wine." The last stanza of the poem, 

a mixture of the color image and the gustatory, is even more 

like Keats's imagery, its images apparently having been 

llrhe Imagery o~ Keats and S~elle¥ (Chapel Hill, 
North Carolina : Univers1ty of North Carol1na Press, 19l~9 ), 
PP . 222 , 223 . 

l2ttpopularity," l. 37· 

13~., ll. 39-40. 

1~-Ibid., 11. 16-20. 



55 

drawn directly from similar images in 11 The I!;ve of St. Ag nes 11 

and 11 'I' he Mermaid Tavern." In this stanza t h e exoti c imagery 

of turtle and claret are cont r aste d wi th the simp licity o f 

porridge and the Br ovmingesque grotesque 11 gore e.nl5 Th e 

parallel i magery of t h e dye f ollows a simila r p attern of 

inten sification followed by sha r p contrast. First come 

" h ints b l ue, " 11 p rints bl u e, 11 and "azure feats . 11 1 6 Th en 

comes t12.e s i mp le i ma ge of murex, applied to Keats . The word 

murex evokes an i mage he re be cause of the exp lanat ion g iven 

earl i e r in the p oem of how the dy e is made . Browning did 

not often bother with such explanat i ons , assuming t h at t h e 

reade r would know the reference made and understand the 

i ma ge . Because he often used very ob scure re ferences , many 

of h is best p otential images are l ost to the casual reader. 

It is this refere nce t o t h e less ob vious t h at has won for 

BroVvning critici sm for being obscure and fo r bein g diffi cult , 

a c har ge whi ch many critics have made . De l ving into the 

deep meaninG in Browning ' s fi gures i s revvardi n g , h owever , 

and some o f h is ob s cure i mn. cr,es have become f amiliar and 

be a u t iful to readers who have t aken the time to understand 

t hem . 

Brovming not only per sonalized the i mages to fit t he 

style o f th e poets , these being in an art form wi th which h e 

15Ib id. , 1 . 64 . 

16~., 11. 61-63 . 
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was mo st f runiliar and therefore misht be expected to r e cog ­

nize t h e style of individual artists; but he also emp loyed 

t h e tec1mi que in the pair of art poems al r eady mentioned i n 

t !:"lis chapter. The joy of living is imparted to Fra Lippo 

Lippi in a p oem filled with images which appeal to all the 

senses, the audi tory : 

There came a hur:_JZ;[ of feet and little feet, 
A sweep of lute-strings, laughs, and wh ifts 

- of song ,IT- - ----

the olfactory and gustatory: 

I starved there, God knows how, a year o r two 
On fip skins, melon-g~ri~gs, rinds and shucks, 
Refuse and rubbi s..:.'b: ' 1 

the kinesthetic : 

• so, I swallow~ rase, 
Clench my teeth,.. suck my lips in tigh t, and 

paint ;r'1 
and the tactile : 

" • • scratched and _prodded to our 
ft2o--­heart1s content. 

In a ddi tion to t h ese t h ere a re many visual i~ages of a ll 

cat o~ories, but mdst of t h ese visual i ma ge s are used to 

p r e s e nt p eop le, eith er individually or i n group s. Brow-ning 

se en s to h ave u sed the vivid images especially to portray 

the world -loving monk , becau s e nowh ere else does h e paint 

1 711 F'ra Lippo Li pp i ," 11 . 51- 5 2 · 

18 Ibid . , 11 . 83-84 . 

19rbid., 11. 242-243· 

20ibid., 1 . 329 . 
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such a variety of characters so clearly and individually. 

~he reason for such presentation is easy to perceive after 

a study of the p aintings of Lipp i. The monk's p ictures 

show larg e g roups of people, carefully arranged and indi-

vidua lly handled, so that each ch aracter is g iven all the 

detail of an individual portrait. That Browning had beco11'S 

thorour,hly familiar with Lippi's paintings, as we ll as with 

his life story, is amply evident. 

The soul of the "perfect painter, 11 Andrea del Sarto, 

is just as vividly p ortrayed . Here the images are subdued. 

'rhe sounds, which in "Fra Lippo Lippi" were merry and laughi ng , 

have be c ome in "Andrea de l Sarto" 11 t he low voice my soul 

hears, 1121 and the soft voice of the cue owls as they 11 s peak 

the name we call them by . "22 r1Iovement has dwindled from t h e 

street crowds of "Fra Lippo Lippi" to the stillness of two 

peop le standing by a window at twilight. The same g lorious, 

exact detail is t here, but now t h e de tail is t hat which one 

painte r r.; ives to t 'le p icture of t h e woman he loves when he 

paints her as a madonn a. All contrast is blotted out, just 

as t 'rl.e color cont r ast is subdued by the 11 common greyness." 23 

Even the yearning , wh ich was for the world and a l l its joys 

for the monk, is narrowed to the yearning for the love of one 

woman, even the yearning to hold one small hand for an h our. 

------------------··-----
211 . 12L~. 

22Ibid ., 1 . 210. 

23 . --' Ibl d . , 1 . 3~ · 
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II. Light Imagery 

Interesting because of both traditional me anings and 

Browni ng 1 s ovvn 11 pri vate 11 meanings is the poet's use of light 

imagery . Often r epeated is t he l ight-shade s-y1nbolism of 

go od and evil. In t his area are the symbolic i mage s " good 

stars , 112L~ "light t h at your soul casts, n25 "light of God , 11 26 

and "His (God 's) fire of fires,"27 all of which carry out 

t he traditional poet ic us e of light to sJ~bolize good , joy, 

youth , and i mmortality . Darkness, traditionally associated 

with evil , sorrow, old age, and death , is portrayed in 

images of the 11 dusk of life ," 28 "darkness t hick and. hot , 11 29 

"ou r low life • • the ni ght 1 s, tt3 0 and "long dark 

Autumn evenings . 11 31 Often the con t rast between good and 

evil , youth and age , or gl adness and. sorrow is in one fi gure : 

"Vlhat ' s midnight's doubt before the dayspri ng's faith? 11 32 

2~- "E ve lyn Hope ," 1 . 19 . 

25"A Lovers' Q.uarrel," ll. 99-100 . 

26 11 Andrea del Sarto , " 1 . 79 • 

27 11 Any VVife to Any Husband ," 1 . 22 . 

28Ibid ., l. 49 • 

29"A Serenade at the villa," 1 . L~B. 

30 11 A Gra.nuuarian 1 s Funeral," l. 23. 

31 11 By the Pi r e side ," l . 2 . 

32"Bi shop Blougram 1 s Apology," 1. 254. 
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In another reference light and sh ade are t he b asis for 

sh owing relative i mportance : 

"That burns on, though all the rest grovv dark. n33 

Sometimes t he ligh t and shade are blended to create a visual 

i mae;e of mysticism, a s in these quotations : ''The lights and 

sh ades make up a spell, 11 34 which speaks of _9ersonal rela-

tions i n "By the Fireside , 11 and the descripti on of a girl's 

hair f r om "In Three Days 11 : "Li ghts a nd darks outbreaking 

i nto fairy sparks. 11 35 

Contrast is also shown many times by such sudden 
\ 

flashes of l i ght across a dark background as are in refer-

ences to " life's flash, 11 36 light "gone like a rocket,"37 

" a sunbeam that burst t hro' the t ent roof, 11 38 and t he p ath 

"where li .~ht ening went . "39 

Sp anning the distance from i nfini te sp ace to t he 

smalle s t n at ural light is a fi gure in "Popularity ," the 

33 11 Any dife to Any Husband, 11 1 . 2L1- · 

3L~L. 188 . 

35Ll. 17-18 . 

36 11 Fra Lippo Lippi," 1. 213. 

37"Ma s ter Hugues of Saxe-Gotha," 1. 144. 

38 11 saul," 1 . 28 . 

39 nA Serenade at the Villa," l . 44. 



well known tribute to Keats which refers to that poet as 

"my star, God 's glow-wormt 11 40 

6o 

The same distance in covered in " Any Wife to Any 

Husband," but the meaning is somewhat different in that this 

image speaks , fi gurative ly, of i mmortality . The s peaker 

o::-) serves that 

The fire-fly glimpses past me, come and 
-- Where was it till the s~oset? where 
It will be at t he sunriset41 

gone . 
anon 

The setting for "A Serenade at the Villa" is given 

in terms of light , or rather of darkness, for all the light 

image s are ne gative, as is explained in the line, "Life was 

dead and so was li ght. u42 'ro achieve this setting of dark-

ness Browning uses more variety in light i mac;e ry in this 

poem than in any other poem in the volm~e . Terms which 

establish the Jack of light include "midnight's tent 11 43 

which no moon can p ierce, " how dark your villa, n4L~ and 

"Lightning l --where it broke the rooft"45 The absolute 

darkness is portrayed even more vividly by three different 

references to the tiny light of fire-flies and glow-worms . 

4oL . 6. 

L~lLl. 58-60. 

42L. 5. 
43rbid., l. 42-

44rbid., l. 56. 

45rbid.., l. 14. 



Th ese include the following : 

Not a twinkle from the fly, 
Not a glim.ner from the worm, 46 

61 

which occurs near t h e b eginning of the poem, and the echo, 

" wh e n the fire-fly hides its spot, rrl.j.? which occurs near the 

en d of the poem . 

I t should be noted that although many of the references 

t o li ght are to natural light sources, Brom1ing also frequently 

uses allu sions to man7made light; it is in these references 

t hat h e s hows his "p r ivate imagery" in the form of i m.a ges 

p eculiar to Browning . "Master Hugues of Saxe - Go than is also 

g iven i t s s e tting b y t h e use of the strategic menti on of 

li ght . After telling us that he i s alone in the emptying 

church, the musician adds : 

Fast they extinguish the li ghts--
Hallo there, sacris tanL five minutes grace L48 

That t h e li ghts will b e turned out soon we are reminded later 

a s t h e musici an urges t h e old master to s peak out qui ckly , 

"Bre my candle ' s a snuff.n49 Finally t h e parley is ended 

when the candle burns out. The musician calls the sacristan 

fo r a li roht and , with a spe e ch in t h e grotesque style for 

J.~b ibid ., 11 . 6-7· 

47rbid., 1. 46 . 

48Ll . 12-13. 

49~., 1 . )2 . 
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which Browning is famous, concludes, "Do I carry the moon in 

my pocket?n50 

Also t)~ical of Brovming's treatment of the grotesque 

is the fi gure which describes a church, 

Its crypt, one fingers along with a torcbi 
Its face, set full f or the sun to shave,~ 

with its contrast of varying d e grees of brilliance from man-

made and natural sources . 3ordering on the grotesque, yet 

somewhat nearer the usual poetic i mage , is the line from 

"Saul" wh ich p ictures "the dawn struggling with night on his 

shoulder ." 52 

These images have not been compiled to constitute an 

exhaustive list o f the use of images of brilliance in Men 

and ~jomen; many areas have not even been mentioned here that 

are repeated frequently in the poems , such as the many image s 

of fire . These that have been pointed out are sufficient to 

show t he importance that Browning p laced on the quantity and 

source of light without respect to color, and will perhaps 

justify the inclusion of imaGes of brilliance as a separate 

cater,ory in the tabulation of i mage s. 

III. Synaesthetic Imagery 

My tabulation of images was sometimes complicated 

by the fact that sounds, colors, shapes, tastes, and odors 

50ibid ., 1. 149. 

5 lnold Picture s in Florence," 11. 39-40. 

52L. 209. 



have a tendency to fuse and melt into each other, often 

within a word , frequently in two or three words . The one-

word difficul ty came with such expr ess i on s as the quo tation 

a lread y g iven from "Fra Li ppo Lippi, u53 in which refuse and 

rubbish s eeme d t o indicate both gustator y and olfactory 

i ma ges, or t he oft repe ated mountain, which Browning used in 

d ifferent poems to evoke differen t i mages . Word combination s, 

such as a 11 sunset - touch, 11 54 offer a similar, if s li ghtly more 

complex, p roblem . Most often the i ma ges f allin g into such a 

category seem to be of t he t ype c alled "synaesthetic." In 

so labelin~ this device employed by Browning in some of his 

poems , I have no intention of p lacing him in a g roup of 

modern sub j ec tive Symbolists, to whom, Fogle declares , 

synaesthesia is 

• a literary artifice effective when 
sufficient ly sudden i n i mpac t and outre in t h e terms 
of the analog y which it p roposes. .l:'or t h e mos t part 
it works by swift but controlled violence, as in 
Prences Thompson 1 s strikinr; comp arison of :the rays 
of t h e sett i n g s un w~th the blaring and clang of 
bras s es . .:o • • 5 

Brownine; ' s synaesthesi a is not startling, nor is it 

sub j e ctive . It is much near er a more conventional f i gure of 

speech, s u ch as a simi l e or a me taphor, and it comes so 

naturally that it is accepted a l most befo r e we realize that 

53Cf . p a ge 56 . 
5~- " Bishop Blougram's Ap ology," 1. 182. 

552£ . c it., p . 1 03 . 



64 
it is t here. Nevertheless , Browning's technique is defined 

in the definition of synaesthesia: 

. a subjective sensation, or i mage, of another 
sense t h an the one being stimula ted, as in color 
he aring . 6in which sounds seem to have characteristic 
color s . 5 . 

This psy ch ological meaning diff ers slightly from 

the literary appli c ation of the principle, in wh ich the 

sense-analogies a re used more fi guratively or reflectively. 

Its r ange is wide, from little more than a hint at sense-

' fusion t o the extreme employed by Huysman in A Rebours. 

Fogle r eports the novelist's method : 

• • Huysman reduces it to absurdity by carrying 
it to its logical extreme. His hero, the exquisite Des 
Esse i ntes, has a cupboard filled with as s orted liqueurs, 
each of which he has designated with the name of an 
orchestral instrument . The liqueurs correspond in taste 
t o the t one of t h e instrtunents: curacao t o the clarinet, 
kuJnrnel to t h e oboe, mint and anisette to t he flute, etc. 
By judi c i ously imbibing, Des Essei,.ntes is able to play 
for himself e l aborate sJ~phonies.~7 

Bro~ming ' s s ynaesth esia is much less self- conscious, 

much more an integ r al p art of t he artist's t h ought and crea-

tion . His us e of the devi c e is l e ss obvious even t h at its 

us e b y t h e romanticists, and so much more subtle t h an the 

syn aesthesia of t h e more modern Symbolists t h at is must of 

necessity be carefully differentiated from that applicat i on 

of the t erm. Like the modern Symbolists, however, Br owning 

56webster's Collegiate Dictionary, Fifth e dition 
( Sp r i n gfield , Massachusetts : G. and C. Merriam Company, 1948), 
p . 1012. 

57.Q_£. c it., PP • 10~.-105 . 
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often uses synaesth esia in the form of "color-audition" or 

its complement, "tonal-vision." One of Browning 's most 

frequently used terms in his synaesthetic images is "fru it." 

For examp le, in "One Word More 11 he uses the term "fruit of 

s peech, 11 5 8 which is a si gt~t- sound fusion, although it is not 

the color image frequently used by other poet s . Mo re often 

used by Brovvning is the tonal-vision image, as in If Love Among 

the Ruins," when he s peaks in synaesthetic i mage s: 

And I know, while thus the ~uiet-colored ~ 
Smiles to leave 

'ro the ir folding , a ll our -'9any-tinklinr:; fleece 
In such peace. ':>9 

I n t he same poem he uses t h e sound-motion combination as 

v.,rell as a repe tition of t h e n quiet- colored" i mage. He re 

the one word , tinkle, suggests both sound and mot i on: 

Where the quiet-colored end of evening smiles 
Miles and miles 

On the solitary pastur es wh ere our sh e ep 
Half-asleep 

Tinkle homeward thro' the twilight. 60 

Al so used in this poem is the t actile-sight fus ion 

of a 11 burning ring " traced by chariot s in an an cient chariot 

race. It a t f irst appeared strange that t h is one r a t her 

short poem. should harbor so many i mages of the synaesthetic 

type . Its metric form is some what unusual and rath er 

58L . 139 • 

59Ll . 49- 52 . Although fleece is classical diction 
for sheep , its tactual sense is sug~ested here , also. 

6oibi d ., 11 . 1-5 . 



66 

difficult, and its six-line stanzas, which are among the 

mos t regular that Br owning wrote, would seem to discourage 

pyrotechnics of any sort . It would seem therefore that 

when Browning took the time to poli sh and refine a poem, 

he wa s more inclined to employ synaesthetic image s than when 

he wrote with more ease and fluidity of line . Mo st of his 

poems contain the i mages which might apparently come from 

ordinary conversation; for this reason even his synaesthetic 

imac es are less subjective and personal than t h e u sual i mae;es 

of this type. Hi s love of the grotesque and striking might 

otherwise have produced synaes the sia of the type emp l oyed by 

t he Symbo lists. 

Another fusion often applied by Browning is the 

tactual-visual or the tactual-auditory. In "Transcendentalism" 

he conveys two rathe r frequently found analogies of t he first 

type . barly in the poem he s pealc s of tak ine; the harp 

"Only to s peak dry words across its strings. 11 6 1 

Again t h e image is natural and unobtrusive, yet it effec­

tually combines the two senses. Another of the Sfu~e type is 

the twice used "tough book" and " tougher book, n62 a fi gure 

not at all new to students, who have used the term, or a 

similar one , for generations. Similarly he uses t he figure 

61L . 9. 

62rbid., 11. 30 and 36. 
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"musty volui·ne, 1103 thus combining the olfactory with the 

visual in another frequently applied analogy . · 

The tactual- auditory occurs in "A Toccata of 

Galuppi 1 s 11 to show a lack of sensuousness b y appealing to 

t h e senses: 

"In you come with your cold mus~p, till I creep 
thro 1 every nerve . 11 4 

Yet, t he s peaker says, h e too feels "chilly and grown oldn65 

when he thinks of the sensory pleasures of other days. 

The vi sual-tactual i s recorded in a different vein 

in "Old Pictures in Florence," in which we e ncounter the 

somewhat more complex image, "the live t ranslucent bath of 

air . n66 This, one of the most richly sensuous of Browning 's 

synaesthetic i ma g es., combines thr:ee tactile and kinesthetic 

ima ge s with one visual image to achieve a very striking 

effect . It is sometimes difficult to draw a line between 

t he tactile and the kinesthetic , but "live" seems to produce 

an image of t h e latter type, while "bath" and 11 air'' appeal 

more to the sense of touch. Very definitely kinesthe tic, 

however , is t h e k i nes thetic-sound pattern of the i ma ge 

"stooping to inquire 11 67 which is found in " Cleon ." Ag ain 

63~., l. 43· 

6L~L . 33· 

6""' 1 ) I bid., l . !5 • 

66L. 11. 

67L. 3~-5 . 
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t he f i gur e is neither new nor startling , but it is rather 

closely related to the kines thetic-taste i mage, 11 joy­

hnnger, n68 which occurs a few lines previously in the same 

poem and which fills a need of En glish for the exact word 

to express the idea . 

IV . Abstract Imagery 

Very similar to synaesthesia but differing in one of 

the comp onent parts is a device often used by Browning--that 

of combining the abstract and the concrete in one imac;e . 

'l'hus, Bishop Blougram spe aks of 11 a toy of soul , rr69 making 

tangible his own tastes , and personifies truth in the image 

of the rising sun, saying t hat they wil l "see t r uth dawn 

together , • truth t hat peeps over the g l ass 's edge 

when dinner ' s done . 11 70 Even the abstra ction doubt becomes 

an image- wo rd when the Bishop clothes it in bodi ly senses: 

What matter though I doubt at every pore, 
I ead- doubts , heart-doubts, doub t s at my fingers 1 ends, 
Doubts in the trivial work of every day, 
Doubts at the very bases of my soul.71 

Because the sens es are so employed in an active reading of 

"Bishop Blougram 's Apo logy ," what mi .10ht otherwise well be an 

abstrac t philosophical harangue is given body and li f e and 

681. 326. 

69"Bi shop Blougram's Apolo gy, " 1. 328 . 

70ibid., 11 . 1 7-18 . 

71~., 11. 618- 621 . 



earthiness w~ich not only Jnake i t more interesting and more 

artistic , but which give a clearer meaning t hrough t he use 

of these very elements. Oft en, it is t rue , the images have 

difficulty i n making themselve s effective in the mi~st of 

multisyll abl ed abs traction, s uch as " ar'o itrary a c cidental 

thoughts" 7 2 and " fixed , precise, and absolut e for~rns of 

faith , 11 73 but usually there is an i mage or a simile near 

enough to hold up the meaning and the art form . One inter-

esting sustained simil e , which runs throughout the poem, 

and abou t which many of the i mages are built, is a compari-

son of life with a ship 1 s cabin . 

Another interesting phase of Bro wning 's abstrac t 

imagery is the way in which h e handled t he spiritual side 

of man 's being . Concerned as he was with t he soul of man, 

Browning turned natural ly to a contrast of the material and 

the spiritual . The manner in which he handle d thi s contrast 

shows his mas tery of the medium of poetry to express the 

intangible through i magery . It is for t his reason t hat the 

writer has designated a distinctive type of imagery as the 

11 soul- ima,.,.e . 11 I t became e vident earl y in this study that ,_, 

the soul , althouc;h 1ntangi bl e, in not an abstrac tion in the 

poems of Browning , but an actuali t y . Once such a category 

was established, many images otherwise very di fficult to 

72L . 991 . 

73Ibid ., 11. 307-308 . 
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place fell rather logically into it. Only through such a 

desi s nation a r e we able to realize the artistry of a p oem 

such as 11 The Patriot,n in which the contrast between the 

sensuous and the spiritual i s very pronounced. In the f irst 

twenty-five lines of t he poem images crowd upon each other 

as the world heaps on its praise and later its blruae. The 

last two lines would seem to fail to achieve the promised 

h e i r,ht of i ma gery if we did not tru{e into account t h e soul 

i ma r;e : 

"Paid by the World, --what dost thou owe 
Me?" God n i r;ht question: now instead, 4 'Tis God s hall repay 1 I am safer so. 7 

All ment ion of the Divinity falls i n this division, 

excep tinp; only the gods of folklore , who are presented in 

t h eir ear thly habiliments and seem therefore to fit into the 

vis ual, rather than the spiritual, category, and visual 

p resentations of Christ or Mary , such as the mention wh i ch 

sometimes occurs in the "Epis tle from Karshish ." Artemis , 

wh o is sp eaking as a person in " Ar temis Prolo r; izes," is an 

example of t his exception, as is the mention of a painting 

o f Christ an d the Virgin in "O ld Pictures in Florence. 11 

David's descri p tion of Christ, however, although he visu­

a lize s "a face like my f ace, 11 75 seems to fall into the spir­

itual r ealm, and wa s tabulated as a soul image. 

74Ll . 28 -JO. 

75rrsaul ,n 1 . 316. 
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Other terms used to express the personality of God , 

when the use amount s t o per s oni f ic ation, have also been 

counted : 

The very God l think, Abib; dost thou think? 
So, the All=Great were the All-Loving too--76 

Heaven, as the dwelling p lace of the soul, has also been 

cons i de r ed in this classification, as i t i s in 11 An Epistle 

from Karshish 11 : 

Heaven op ened to a soul while yet on earth, 
Eai•th forced on a soul 1 s use while seeing Heaven . 77 

Also t abulated as s oul-imaze s are those i mages relating to 

the moralistic , aside from the reli gious , life, such as this 

from "By the Fi reside" : 

Be Hate that fruit , or Love that fruit, 
I t forwards the general Dee£ of lVI an . 78 

Browning 's use of the term s oul varies with t he 

s pe aker 0 The pagan , Cleon, speaks of it as a ma t ter of 

fact , thus : 

And I have written three bo oks on the soul, 
Proving absurd all written hi th~rtoA 
And putting us to i gnorance agaln.71 

In " One · ord More ," t h e te rm is u s ed to convey the idea of 

the total p ersonality, earthly and spiritual: 

7611 An Epistle from Karsh i sh, 11 11 . 301+- 305 o 

77Ll o 141-11~2 • 

78Ll . 21~6 - 24 7 • 

79 11 Cleon, 11 11.57-59· 



God be thanked, the meane st of his creatures 
Boasts two soul-sides, one to face the world with, 
One to show a woman when he loves her.80 
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This hi~hly personal soul is transferred to a man's work by 

Andrea del Sarto, who speaks of the artist's "pouring his 

soul" into h is art, and then of the flaws in a painting: 

That arm is wrongly put--and there again-­
A fault to pardon in the drawing' s lines, 8l 
Its body, so to speak: its soul is right. 

Frequently Browning uses the word soul to stand for the 

essence of life removed from mortality. Karshish speaks of 

the soul of Lazarus in this way: 

"The just returned and new-established soul. n82 

Again h e finds a facial and visible evidence of the invis-

i ble as "the man 1 s soul springs into his face. 11 83 Further 

visib le manifestation of soul is described by Fra Lippa 

Lippi in relating the reaction of the churchmen to his 

painting s ; they have told him: 

Your business is to paint the soul of men--
Man 's soul, and it's a fire, smoke, ••• not it ' s not ••• 
It's vapour done up like a new-born babe-- 4 ( In that shape when you die it leaves your mouth} . 8 

Also t abulated as soul images are words that stand 

for basic truths or beliefs, such as 

80Ll . 184-186 . 

8l"Andrea del Sarto,11 11. 111-113. 

82"An Epistle from Karshish," l. 94 · 

83Ibid ., 1. 191. 

84"Fra Lippa Lippi," 11. 183-186. 
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"With me , faith means perpetual unbe lief,n85 

or qualities of soul and heart, exemp lified by these terms 

in "Any Wife to Any Husband": 

Thy singleness of soul that made me proud, 
Thy purity of heart I loved aloud, 
Thy man's trut~ I was bold to bid God see . 86 

These many uses of t he soul seem to justify a class­

ification of i ma gery devoted to the developme nt of the soul; 

therefore, t~is categor y has been added and the entries 

tabulated in t h.e total nwnber of images charted. Although 

the point of perception is more general, such imagery seems 

to be only slichtly less sensory, at least in the poems of 

Drowning , t han the higbly sensuous kinesthetic image. It 

may be ve ry intense, just as any other image may be intense, 

or it may come neare r the abstract level by a lack of 

intensity . 

Another type of imagery which is used by Browning to 

make the intangible concrete is that which I have labeled 

rl time i magery . 11 Although the poems of Men ~-~ Women were 

written before the s ci entific discussions of the 11 fourth 

di 11ension, 11 Browning may have viewed t ime as one of the 

f1mdamentals of t he uni verse and hence of life itself . His 

poems show not only the temporal aspec t s of life on earth-­

contrast of summer and winter, youth and age--but also the 

85 11 Bishop Blougram ' s Apology, 11 l. 674. 

8611 . 87-89 . 
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timelessness of eternity as conceived by a time- bound mortal. 

The fading of beauty is a theme which has appealed to poets 

since time and poetry began, but to Browning the approach of 

old age heralded the best time of life. A poem not in Men 

and Wome n, "Rabbi Ben Ezra, 11 is commonly thought of when 

this idea is mentioned, but the poems of Men and Women 

develop the philosophy also, although no whole poem is built 

upon the theme. Some of the s e poems contain in their time 

images some of Browning 's most beautiful imagery, figures by 

wh ich Browning again make s art of philosophical ideas. I n 

one of them David foresees that Saul will feel the joy of 

youth in old age as 

By the spirit when age shall o 1ercome thee, 
thou still shalt enjoy 

M0 re indeed, t han at first when inconscious , 
the life of a boy.B7 

There is a wide diversity of images for the coming of old 

a13e . The scholar in "A Grammarian's Funeral 11 did not mo an 

when the 11 li ttle touch [ca..'11e] , and youth was gone. rr 88 'l'he 

speaker in " By the Fireside 11 finds old age a time for 

reflection on his good life, 

And the whole is well worth thinking o'er 
Vfhen the autumn comes: which I mean to do 
One day , as I said before.b9 

87"saul," 11. 166- 167. 

881. 37· 

8911 . 264-266. 
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Yet not all Brovming 1 s characte r s share this healthy 

philosophy . Although the speaker in "Any \Vife to Any 

Husband 11 avows t hat 

"Chance cannot change my lo ve, nor time impair,n90 

and speaks of "the dusk of life,"91 in combining si ght and 

time in a ve ry beautiful synaesthetic i ma ge, we are allowed 

later to hear her say, 

Why , time was what I wante d , to turn o ' e r 
VVi thin my mi nd each look, get mo r e and more 
By heart each word , too much to learn a t fir st . 92 

Even t he philosopher of ":By the x'' ireside" r e cognizes that 

there i s a "path grey heads abhor, "93 although that path has 

no t error f or him, 

For it leads to a crag 's sheer edge with them; 
Youth, f lowery all the way, there stops--
:"Tot they; ar;e t ~_lre atens and t hey contemn, 
Till they reach the gulf wherein yopth drops , 
One i nch from our life's safe hem 194 

'< -

An i mage akin to the picture of the crag 1 s shee ·l' 

edge , i n that it contrasts the solidness of time with the 

void around it, is the one used by Bishop B1ougram in 

speaking of his own place in time : 

90L. 54 · 

91Ibid . , 1. 55. 

92Ibid., 11 . 108-110. 

93L . 105 . 

94rbid., 11 . 106-110 . 



It's through my coming in the tail of time, 
Nicking the minute with a happy tac"F:"9~ 

Bishop Bl ougr am is not the onl y one of Drowning's characters 

to realize t he importance of t he minute. The speaker of 

11 0ld Pictur e s in Plorence 11 stresses the i mportance of "life's 

minute, tt96 and the speake r in 11 'I'wo i n the Campae_;na" mentions 

how " t he good mi nute goes,"97 before he adds, 

Alr eady how am. I so tar 
Out of that minute?9 

There may be a 11 difficult minute,"99 as well as a 11 good 

minute," but minutes are no more fleeting than the hours, 

which, however brief , are fixed poi nts of reference for 

life : 

For al l this , one little hour ' s to thank 
But now, because the hour through years was fixed . . • 
Therefore she is im~ortally my bride.lOO 

The linking of the temporal and the eternal , such 

as the use of the word immortallY in contrast to hours and 

ye ars in this quotation , is the feature which makes the time 

imar;e ry of Br owning particularly different from the use of 

95 11Bishop Blougram's Apology," 11. 415-416. 

96L. 138 . 

97L . 50 . 

98Ibid., 11. 51- 52 . 

99 11 s aul ," 1. 285 . 

lOO"Any ifife to Any Husband, 11 11. L~8-49, 53 . 
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time in the works of other poets . Although other poets 

bemoan the passing of time, Browning alone can say with the 

stalwart of "A Grarnrnarian' s Funeral , 11 

What's time? Leave Now for dogs and apesl 
Man has forever.lOl 

The fourth dimensional effect, or the essential 

un ity of time as one of the bases of the universe, is strong 

in t h is fi gure, in which the time image is very direct, as 

it is in references to modern and classical art in " Ol d 

Pictures in Florence. 11 'rhe latter p oem contends that in 

t h e same way that man is superior to animals, the Christian's 

hope for eternity makes him greater than t h e h eathen, though 

c ivili z e d , ~reek, b ecause 

Pr e cise l y because of our wider nature 
For time, theirs--ours, for eternity.i02 

A memorable ride is better i n eternity than i n life here, 

when an " i nstant [is] made eternity,nl03 but the i ma gery 

i s more vivid and expresses the same idea in t h e afore - men­

tioned line s from 110ld Pictures in Florence, " 104 wh ich 

cont a in the i n tense sight-size i ma gery: 

• Life after life in unlimited series; 
Only the scale's to be changed, that's all .l05 

lOlLl. 83-84. 

l02Ll. 119-120. 

103 11 The Last Ride 'rogether, " l. 107. 

1 o4c f • p • 3 2 • 

105Ll. 16 7-168 . 



These time references make it evide n t t h a t Br o wning 

used me ntion of time, as he used si ght, s ound , k ines t hetic, 

and o ther sense i ma gery, to evoke images. Time i ma gery is 

i n deed one of the poet's most often used devices, coming 

after general visual, kinesth etic, and sound i ma g e s, wh ich 

are h is mo st frequ ent. The nmaber and p e rc entages of time 

i mages in the poems of Men and Women are shovm in Tab le III, 

but they are n o t tabulated in the total nwnb er of i ma g es. 

Al though I fe e l that the quotations e s tab lish time i ma gery 

a s a type, I have n o t included it in the totals b ecause of 

t he close r e lationship the imag e bears to philosophy. 

Wheth er counted as images or n ot, h owever, the time reference s 

enrich t h e p oems by adding another dimensi on to the st a ndard 

t h re e dime nsions and by p roviding a basis of measurement f or 

one of the universal elements of l i fe . 

v. Contrast an d Intensity 

Of the technique s wh ich Bro wning uses in emp l oying 

i ma gery in h is poetry, two h a ve been i mport ant in almost 

eve ry phase of imagery under consideration. Contrast-­

be t ween ligh t and dark, drabnes s an d c olor, t h e b eau tiful 

an d the grot e sque, and betwee n one pe r sonali t y and ano the r 

p e r sonality--and int ensity--the de gre e to which a n i ma g e 

seize s the attention of both the r eader and the p oet--h ave 

thus alre ady entered t h is discu ssi on seve r a l times. A f urther 
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consideration of Browning's mani pulation of these techniques 

is the purpose of this section . 

The lack of contrast to a chieve an effect in "Andrea 

del Sarto" has already been pointed out. Lack of con tra st, 

which seems to be deli berate in this poem on paintine; , is 

even more evident after a consideration of the skillful way 

in which Browning often uses contrast. One of the most 

interesting examples of this technique occurs in "Childe 

Roland to the Dark Tower Came," exhib iting contrast in regard 

to the sound i magery. The poet does not need to tell us that 

the deserted land was s oundless; he indicates the silence 

through imagery. From the i nstant when he says: 

• • • quiet as despair, I turned from him, 11 106 II 

to set out upon the dark road to the dark tower, until the 

closing stanzas 

• when noise was everywhere ! it tolled 
Increasine; like a bell,107 

t h ere is a significant lack of auditory i ma gery. The images, 

with one exception, consist of hushed sounds: the whisper of 

a s1ugr;ish tide, 11mute despair,"108 and "a click, as when a 

trap s huts. 11109 It is t he exception which makes the poem 

106L. 43· 

107Ibid., 11. 193-194· 

1081.Ei.£., 1. 12~- · 

109~., 1. 175· 



notable , from an auditory standpoint. As Childe Roland 

fords a stre am he uses his sp ear to seek for hollows : 

-- It may have been a water-rat I speared, 
But , ughL it sounded like a baby ' s shriek.llO 

After e i ght y lines without a sound this sudden 

shriek is much more effective than it would be with the 

auditory i magery l ess skillfully us ed . After t he shriek, 

80 

only the click of the t rap interrupts the complete silence 

until the diap ason of sound upon Roland's arrival at the 

tower . The poem closes on a n ot e from t he horn: 

Da~mtless the slug-horn to my lips I set , 
And blew . 11 Childe Roland to the Dark Tower came ." lll 

Such an aesthetically active reading of this some -

t i mes baffling poem takes much of t he emphasis from the ques-

tion of meaning and places it where it properly belongs, on 

the abi lity of a poem to evoke a mood . One of the chief 

reasons that readers are puzzled by Br owning 's poetry is 

that they grope on l y for the intellec t ual meaning of the 

poem and i gnore fe e ling . Browning makes an appeal t o the 

intellect, but the reader is b e tter able to understand the 

intellectual if he first understands t he mood t hat t he poet 

felt and placed at the core of the poem . Contrast i n s ound 

imagery is one of the ways in which Brovming sought to 

achieve the mood . 

ll0Ibid ., 11 . 132-133· 

lllibid., 11. 203-204. 



In the previous comparison of 11 Popularity11 and 

"Memorabilia" the study of imagery necessitated an intro-

duction to Browning 's use of the other technique under 
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consideration, that of intensity. "Memorabilia, 11 the shorter 

and less sensuous of the two, contains fe·wer i ma r-:;e s , but the 

i mages which are in the poem are SJ>l!lbo lic rather than purely 

sen sory . The present method of analysis does not differen-

tiate between the i mages produced by words such as sound, 

which are more general and the r efore less intense i mage -

making word s , and other mo re intense and specific ima~es 

evoked by words such as purr or shout or peel. An obje ctive 

study such as this would have dif f iculty in presenting inten-

s ity, for in considering intensity we are launching rather 

dee ply into the subjective . No method yet devised seen1s 

capable of removin g the study of intensity f r om the subjec­

tive, bu t a 11 spect r um 11 method emp loyed by Pr ofessor Lennox 

Gre y in the study of symbol s ee::ns to offer at l e ast s o:ne 

t e r:::n s whi ch may be use d . ll2 As the spectrum is emplo yed, it 

sug~est s r e latively gr e ater and less refinement, but the r e 

is no intention of indicatinG that one area is necessarily 

nre fe rable to another , hence t h e term level is not used • 
.1 -

The symb olic spectrum, when interpreted in terms of i ma rses , 

falls into L 1e p attern shown in Plate V. 

112ttNo Signs, No Symbolsl Uses A- B- C's, A Problem of 
Prac t ical Definition, 11 Comm.;..l:llication in Gener al Educ ation 

(Dubuque , Iowa : William C. Brown Company , 1949}'; P• 15 . 



Arbitrary 
designation 
of i ma gistic 
scope or 
value 

Idiomatic 
designation 

Example~~ 

Context value 

( s) 

mere 
sig n 

11 sound 11 

(mere 
mention 
of a 
sound) 

PLATE V 

11 Th e Imag e Sp ectrum11 

(s,L) 

sign 
plus 

11music 11 

(mention 
of any 
musical 
sound) 

(I) 

image 
(specifi c 

image) 

11 warbling 11 

(used here 
to denote 
a musical 
sound of 
water ) 

( I,L) 

image 
plus 

11help-tune 11 

or 
" wine-song " 

(a parti­
cular tune 
of signi­
ficance to 
David and 
Saul, hence 
to the 
reader) 

SCIENCB - ----language of----- ART 

-:~The following examples are all fl"om "Saul. 11 

(SI) 

symbolic 
image 

" h arp " 

(suggests t h e 
music as well 
as t he instru­
ment . May 
also have r e ­
lig ious conno­
tations) 

()) 

N 



The scale thus given allows for an infinite nurnber 

o f gradations between the points . Its weakness in imagistic 

analy sis lies in t h e fact that the specific symbolic image 

is usually , but not always, more intense than is the i~age­

p lus . ·It is often less sensuous , also , in that it may stan d 

f or i deational rather than sensory content. rlence, its 

place in the spectrum should vary to allow for the differences 

in intensity between symbolic i ma ges . Thus, murex, whi ch was 

mentioned as being an image in the fore going dis c ussion of 

!IPopulari ty , fl although i t is a s ymbol ic image , lacks the 

intensi t y of t h e i mage - p l us , 11 a'oyss of blue , ttll3 in t he same 

p oem . A very intense image, however , i s that of 

"A moulted feather, an eagle - feather- -"11Lf. 

and it seems to fit into the category of t he s;~rmbo lic imag e. 

Since we cannot i gnore the symbolic i ma ge, because of its 

importance, we must assign it a place in any scheme we 

devise; so this system is n ot alone in this weakness. Its 

ch ief a dvantage lies i n its g ivi ng a basis of classification 

and visual ization to a field heretofore spoken of entire l y 

in abstractions . Although I have not attempted in the 

p r e s ent study an extensive application of this s p ectrum 

meth o d of analysis , I do find that it offers certain possi­

b ilities for a study of i ntensity of imagery . 

ll3L. ~~~I- • 

llli-Ibid . ' 1. 15 . 



CHAPTER V 

COlJCLUSIOHS 

The purposes of this study have been two-fold: first 

it ha s been the purpose of the writer to investi g ate the 

poems of Robert Brovming in an effort to discover what was 

t he poetic philosophy of the poet and to apply the findings 

in that study to a consideration of the poet 's ovm art. 

Second, the aesthetic theories of some other modern aesthe-

ticians have been studied, and methods of analysis suggest~d 

by them have been adapted and used to study the poems of 

Br owning in an effort to discover the possibilities of the 

use of such methods . 

The nature of the survey has 9 ermitted results to be 

shown in b oth chart and grapt and in discussion. Only by a 

study such as the one reported here could imagery be reduced 

to a form. t o be tabulated and compared nwnerically with any 

accuracy. The second purpose, therefore, has been accom-

plished in that the results have justifi ed the me thod 

emplo yed to obtain them . It has been shown that some modern 

aesthetic theories can be used as a basis for the study of 

p oetry of an e arlier date, and that an art may be studied 

analytically and scientifically by applying certain princi­

u les which he l D to objectify , by classification, certain 
k ~ 

phases of that art. 

84 
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The first purpose has been fulfilled in an analysis 

of Brovming ' s poems which discuss t he arts. It has been 

shown t hat Browning 's aesthetic theories develop the func­

tions of art generally as well as concerning itself with 

the ind ividual arts and that central to this aesthetic is 

Browning 's belief that art must have a h i gh pur :pose in order 

to justify its existence . One of these high purposes, it 

has been p oin ted out, is that of making people see truths 

and beauties of which t he y are otherwise but dimly aware . 

Browning 's philosophy of failure, which is rather 

closely related to both imagery and phi losophy, has been 

fully developed in the consideration of the poet's aesthe t ic 

b e l iefs. .Decause the poetic i mag e is perhaps t he n e arest 

fusion of sty le and content, or philosophy and form, t hat 

may be found in the art form of p oe try , it is ne cessary to 

consider some elements of philosophy as well as elements of 

form in deve loping a basis for a study of i ma gery. For this 

reason I h~ve included a discussion of Browning 's theories 

concerning t he f ailure of tile artist and the imp lications of 

this failure in terms of future perfectibility . 

A surve y of this type iacreases in value in geometric 

proportion to t h e nrunber of such studies made, for each 

offers new opportunities for t h e comp arison of various poets 

or of different works by one writer. Such a method would 

s erve as a yardstick by which a nw~ber of different students 

could c ontribute to common scholarship with less individual 



variation than would be possible without such a method to 

serve as a co~non denominator . 

86 

The method of attack for such a study of the inten­

sity of imagery as I have presented seems to off er a g reat 

nwnber of p ossibilities . New areas of research may be opened 

by the app lication of a system, such as the s pectrum method , 

to t he study of the ima~ery of Bnglish p oetry. Although it 

can never be reduced to the definite terms that are used in 

the analysis of rhythm and rhyme, intensity of imagery may 

t hu s r.; ain a vocabulary and in that way yield a fourth dimen­

sion to our study of prosody . 

This study has been mos t rewarding personally . Th e 

possibilities for any original contributions to the scholar­

ship already in the field of a much-studied writer such as 

I have chosen alway s seem at first to be few. When I be g an 

research on Rober t Browning every discovery of published 

material seemed to me to narrow the field and thus curtail 

t he amount of orig inal work that I might do. 'I'his very 

abundance of material proved of value, however, for it led 

me to limit my field to a size wh ich require d intensi ve 

r ather than extensive developme nt of t he theme and at the 

same time offered opportunity for originality of investi­

:2;ation . The fresh approach to the poetry t h rough analysis 

b y new metho ds has presented ample opportunity for originality . 

My search for real i mages has not left me empty hande d . 
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4·2 21. 4.5 31. o.o 2.2 11. 11.5· 

8.5 35-: . . 17. 75. 0 .. 3 8.5 21. 326. 

3.1 2L1-· 4.0 32. o.o 4·5 5 . L~ 162. 

5.1 19. )+·9 2lt· 1. 8 4·6 7.6 203. 

3.6 22. .5 .4- 28 • 0 · ~- J.5 14. 1)2. 



TABLE III 

T HTE I MAGERY IN BROWNI NG 

Title of Poem 
and Number 
of Lines 

My Star (13) 

Mi sconceptions (14) 

Memorabi lia (16) 

Love in a Life (16) 

One Way of Love (18} 

Afte r ( 18) 

Life in a Love (22) 

Re spectability (24) 

The Twins ( 28 ) 

The Patriot (31) 

Another Way of Love (33) 

In Three Days (38) 

Before (40) 

A Woman's Last Word (40) 

A Toccata of Galuppi's (4.5) 

De Gustibus (46) 

Women and Roses (48 ) 

Transcendentalism (.51} 

<+-i 
0 

0 

1 

0 

0 

4 
1 

0 

4 
4 
.5 

3 

1.5 

0 

2 

6 

4 
6 

2 

o.o 

7.1 

o.o 
o.o 

22.0 

.5.6 

o.o 

17. 0 

14. 0 

16 . 0 

9-1 

4o.o 
o .. o 

.5 . 0 

13 . 0 

8.7 

13 . 0 

3·9 



TIME IMAGERY IN BROWNING (CONT.) 

Title of Poem 
and Number 
of Lines 

A Light Woman (56) 

The Guardian Angel (56) 

Evelyn Hope (56) 

Protus (57) 

Two in the Campagna (60) 

A Serenade at the Villa (60) 

Up at a Villa (64} 

Popularity (65) 

Instans Tyrannus (72) 

A Pretty Woman (72) 

The Heretic's Tragedy (79) 

In a Year (80) 

Love Among the Ruins (84) 

The Last Ride Together (110) 

How it Strikes a Contemporary (115) 

Holy Cross Day (120} 

Any Wife to Any Husband ( 126) 

1 

3 

11 

9 

6 

3 

14 
8 

0 

0 

4 
2 

10 

12 

10 

15 

13 

0 11.1 
.P(]) 

~ 
tll•r-1 
<D.-I 
tO 
Cl$0 so 
Hr-1 

1.8 

5-l+ 

20.0 

16.0 

10.0 

5.0 
22.0 

12 .0 

o.o 
o.o 

12.0 

11.0 

8.7 

13.0 

10.0 
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rriME I MAGERY IN BROWNING (C ONT .) 

Title of Poem 
and Number 
of Lines 

Me smerism (13.5) 

A Grammarian's Funeral (148) 

Master Hugues of Saxe-Gotha (149) 

A Lovers' Quarrel ( 1.5L~) 

One Word More (201) 

Childe Roland to the Dark Tower Came 
(204) 

The Statue and the Bust 

By the Fire-Side (26.5) 

Andrea del Sarto (267) 

( 2.50) 

Old Pictures in Florence (288) 

An Epistle of Karshish (312) 

Saul (342) 

Cleon (3.53) 

Fra Lippo Lippi (392) 

Bishop Blougram (1022) 

1 

11 

4 
11 

14 

16 

39 

2.5 

26 

31 

17 

27 

31 

26 

71 

0.7 

7 • .5 

2.7 

7-1 

?.0 

?.8 

16.0 

9-4 

10.0 

11.0 

.5 • .5 

7·9 

9-0 

6.6 

101 
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