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PREFACE

The roses were there before him--real and red
and within easy reach. He had only to stretch forth his
hand to touch them. But when his hand felt for them, it
passed through air only.

Physicists call such a vision a "real image" --
a sicht phenomenon caused by a concave mirror, which
sets a vision between itself and the viewer--in contrast
to a virtual image, which is safely tucked away where no
one even tries to grasp it.

Poetic images are, in a sense, "real images."
Their point of perception is near the reader, and they
are not less real because they are intangible.

I have attenpted to grasp and observe some of
these "real images" in the poetry of Lobert Browning.
This thesis is a part and a result of my groping for

truth.
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CHAPTER I

INTRODUCTION

Throughout the history of letters, the correlation
between the developmental process of literature and that of
each of the other fine arts in any culture has been signi-
ficant. Literary development has both accompanied the
crowth of the other arts and interpreted the aesthetic
princinles of those arts, just as all art has accompanied
the historical development of a people and interpreted the
meaning of such development. Almost without exception the
story of the arts has been the story of a people; and, to
an extent only recently realized, it is to the extant works
of art that subsequent generations turn for an evaluation
of earlier cultures.

At the present much 1s being written by critics
regarding the importance of art and artists and thelr con-
tributions, and it ié significant that many of the critics
ooint to the work of one poet, Robert 3Browning, as fur-
nishing the best statement of these ideas in an art medium.
His art poems correlate all the arts and at the same time
give explanations of the function and purpose of art,
because in his various poems all the major arts are intro-
duced and the problems of the artists, set forth. Poetry
itself he considered an art form; therefore, his poems

1



2
invite a study of some of the aesthetic aspects of his poe-
try. To this investigation the author of this thesis
addresses herself, analyzing his poems in the light of the
criteria which he set up for the art of poetry and in the
manner of recently devised methods of poetic analysis.

Two excellent books have been written on the art
and aesthetics of Browning's poetry. Professor Pearl

Hoerefe, in her book, Browning and the Italian Arts and

Artists,l has presented an excellent statistical study of
the use of art thematically and for background not only in
the Italian poems but also in most of the other important

poems. The Aesthetics of Robert Browning, by C. N. Wenger, 2

deals with Browning's theories of composition and tnose of
other modern aestheticians in a scholarly fashion. Two
articles also deserving special mention because they develop
related ideas are W. Wright Roberts's article, "Music in

Browvnine," which appeared in Music and Letters3 and waich

shows the soundness of most of Browning's musicianship, and
Bernard Groom's study, "Browning," which appeared in the

nublication of the Society for Pure hnglish.h The latter

l(1,awrence, Kansas: University of Kansas Press,

1911) .
2(Ann Arbor, Michigan: Georse Wahr, 192l;).
3(volume XVII, 1936), pp. 237-2L8.

hOxford, England: Clarendon Press, 1939).



3
offered the significant observation that the word artistry
was invented and first used by Browvning.

None of these, however, has sought to analyze the
method by which Browning achieves his own artistic effects,
and 1t is with such an analysis that this study concerns
itself.

As I have already said, Browning was interested in
the way in which art 1s achleved, and he left us ample evi-
dence of some of the particular phases of art in which his
interest lay. He gave, for example, a masterful statement
of the value of imasery in these lines from "Fra Lippo
Lippi":

For, don't you mark, we're made so that we love

First when we see them painted, things we have

passed

Perhaps a hundred times nor cared to see,

And so they are better, painted--better to us,

Which is the same thing. Art was given for

that--5> '
Such power 1s lodged in not only the painter but the
artist in words as well, and Browning has Sordello say
that the gift of helping others see is one of the high-
est functions of man:

For the worst of us to say they so have seen;

For the better, what it was they saw; ghs best
Impart the gift of seeing to the rest.

S5"ppa Lippo Lippi," 11.300-304, The Complete Poetic
and Dramatic Works of Robert Browning, Cambridge Hdition
(BosTon: Hourhton Miffiin, 1895). oince all quotations from
Jrowning's poetry in this study are taken from this edition,

henceforth no mention of this edition will be made.

6"sordello," 11l. 299-301.



Sight images are not the only ones that Browning's voetry
calls forth; all the so-called five senses, including the
muscular sensation that has been labeled "kinesthetic,"

are called into play by his poems. Imagery has, in the
past, been considered chiefly from the standpoint of image-
oproducing figures of speech, but it is my belief that vivid
iua;es are often called forth by single words or simple
phrases, and it is from this point of view that the present
study will approach the subject. No attempt will be made
to survey fisures of speech in themselves unless the figure
contributes directly to the material on images.

Anyone who evaluates an artist's work should, if a
selection of a part is to be made, select that part which
is most revrescntative of the artist's mature work. Because
of the tremendous volume of Browning's output a complete
study of the works would be impossible; so it is necessary
to select some portion that will be truly representative of
his best. A volume which satisfies this requirement is to

be found in the 1855 edition of Men and Y“omen, which contains

fifty poems and the epilogue, "One Word More."7 Iost scholars

TIn the 1863 edition of Browning's collected works
the title Men and Women was retained to indicate a division
consisting of eicht poems and "One Word llore" from the first
edition and three poems not in the first edition. The play
"In a Balcony" was placed in a division of its own, and the
remaining forty-two poems from the original edition were
divided into Dramatic Lyrics and Dramatic Romances. Althoush
all recent editions follow the arrangement of the 1863 vol-
wie, it is to the original ed%tion that scholars usually
refer when they name len and Women as Browning's best work.




concede Men and Women to be Browning's greatest work. In

addition to observing, "The poems that make up len and
Women were the gleanings of the best ten years of Brownling's
life,"8 Professor De Vane explained their steady growth in
popularity, noting:

« « « « I'ne world has gradually come to see that in
Men and Women Browning made a great and lasting con-
tribution to the spirit of English literature. Since
1855 the fifty-one poems of Men and “omen have stead-
ily orown in popularity and are now recognized as
representing the highest level of Browning's poetic
achlevement.

Other critics have had much the same opinion. As SBerdoe
says, "Unquestionably in these works we have the very
flower of Mr. Browning's genius. There is not one of them
which the world will willingly let die."L0

The fragmentary drama, "In a Balcony," is generally
considered with the plays of Browning and will not be
included in this study, but the remaining fifty poems fulfill
the requirement that the work studied be typical of the
poet's best work.

Another reason for the cholce of this volume lies
in its proportionately large number of poems dealing with
the varied arts. Thirteen of the poems deal with arts and

artists in a major way, the distribution ranging from poetry

8c1yde De Vane, A Browning Handbook (New York: F. S.
Crofts Company, 1935), p. 107.

9I»id., p. 191.

10pgward Derdoe, The Browning Cyclopedia (New York:
The lMacmillan Company, 1G31), p. 272.




to music, painting, and sculpture. Browning's greatest
expressions regarding these arts appear in "One Word More,"

1

referring to poetry; "A Tocatto of Galuppi's," referring to

music; "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 "Abt
Vogler" and the "Parieying with Charles Avison" are not in
this volume.

It should also be noted thas by 1855 Browning had
ceased writing about the failure of poets. He had become
more and more familiar with his poetic medium. Thus exper-
ienced, he devoted himself to writing of artlsts other than

poets and to aesthetic principles generally.

His fifty poems in Men and “omen, then, will form

the basis for the ensuing evaluation of Browning's imagery,
following careful reading, noting and marking of images, and
charting of the manner in which the images are distributed.t!
In addition to the poems which discuss art,
Browning's "Essay on Shelley" and his letters are sources of
information regarding his ideas and his aesthetic philosophy.
A consideration of such sources prepares for a survey and an

analysis of the imagery of the poems in one volume, lMen and

Women, according to certain modern methods of poetic analysis.

1lcharts of findings are given in Chapter IV and in
the Appendix.



Because imagery is part of both content and tech-
nique, this study 1s closely related to the artistic phil-
osophy of the poet. It begins, therefore, with a study of
Brovning's aesthetic theories and related philosophical
ideas, which are discussed in Chapter II. Chapter III
presents the theories of some other aestheticians in regard
to one aspect of the aesthetic concept, that of imagery,
and some modern methods of approach to the aesthetic.
Chapter IV demonstrates the application of aesthetic prin-
ciples to Browning's poetry, dealing particularly with the
followineg types of imagery: individualized imagery, light
imagery, synaesthetic imagery, abstract imagery, and time
imagery, and with certain techniques in the use of imagery,
with emphasis on contrast and iatensity. DBased as it is
entirely upon my own reactions to the poems, this chapter
is of necessity more subjective than the remainder of the
study. When a work of art is absorbed by the student,
recardless of the method of study, its re-interpretation
must of course rellect the interpreter. In this way,
Chapter IV becomes personal. In the same way that it
becomes personal, perhaps in somewhat the same dersree, it
becomes of value as a teaching aid. The teacher's task is
both to interpret and to present methods by which students
may make their own interpretations. This study has certain

values inherent in itself, regardless of the methods of



transcription, which give it usefulness to the teacher.
The close association with poetry in prepvaration for the
presentation of material in Chapter IV 1s one of the most
outstanding of these values, in that it suggests to the
teacher methods of helping the student make his own inter-
pretations.

Chapter V sumarizes the findings and indicates the
importance of this study by showing some of the results
which may accrue from such imagistic research as is presented

herein.



CHAPTER II

BROWNING UPON ART

When making an aesthetic approach to an author, one
mgy examine all his writing, prose as well as poetry, to
discover his opinion of his art and his approach to it, or
one may analyze the ways in which he achieves his artistic
effect through an analysis of the poems and prose works
themselves. In the present study of imagery as a phase of
the aesthetic approach to Browning, both methods of analy-
sis are appropriate, because Robert Browning not only wrote
about art but also practiced various art forms. This chap-
ter, serving as an introduction 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 will show that Drowning did not
confine his comuents to his own art medium, literature, but
that his most mature work concerned itself with all the
1

major arts, with the exception of the dance. During his

1The art form of the dance is mentioned only once
in a minor way. The speaker in "Dis Aliter Visum" in
Dramatis Personae tells of the dancer Stephanie, who has
sorained her wrist and cannot dance, but he adds,

At any rate she danced, all say,
Vilely; her vogue has had its day.

9
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earliest writing he seemed to be exploring the field of
poetry, and it was then that he wrote of the poet and his

medium in Pauline and Paracelsus; but as he became more

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

In Men and Yomen, nine of his poems deal with

other arts as the theme or mejor background; only four,
with poetry.

Approximetely one-fourth of Browning's two hun-
dred and twenty-two poems refer to art. Miss Hogrefe
found that a total of forty-nine poems deal with art or
artists either as a major theme or in a less significant
mannor.2 Most of these refer to Italian arts and artists,
the most notable exceptions being the parleying with
Charles Avison, the English improvisor, and the poen
"Savl," in which music is important although underlying.
This choice of the Italianate was actually a choice of
the Medieval and Renaissance periods. Bagehot contended
that this era was the best one for Browning's type of
writing, the grotesque, which shows good by contrast
with evil. In his comparative essay written in 186l,
"Wordsworth, Tennyson, and Browning," he says:

It is very natural that a poet whose wishes incline,
or whose genius conducts, him to a grotesque art,

292. cite, p. 1ll.
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should be attracted toward mediaeval subjects. There

is no age whose legends are so full of grotesque
subjects, and no age whose real 1life was so fit to
suggest them. Then, more than at any other time, good
principles have been under great hardships. . . .

Good elements hidden in horrid accompaniments are the
special theme of grotesque art, and these mediaeval

life and legends afford more copiously than could have
been furnished before Christianity gave its new elements

of mood, or since modern civilization has removed some

few at least of the old elements of destruction. A

buried life like the spiritual medlaeval was MNr.

Browning's natural element, and he was right to be

attracted by it.3

For the purpose of this study, the frequent

mention of the various arts and artists will matter
little. What will be considered 1is the group of poems,
proportionately few in number, which deal directly with
the function of art and the creative process. Of these
there are four in each of the fields of sculpture, music,
and poetry, and about ten of importance in the field of
painting. Miss Hogrefe, in her consideration of the
small number of important poems on music and poetry, the
two arts about which Browning knew most, suggests that
these were arts in which Browning was self-expressive;
he wrote poems and played music instead of writing about
)i

poetry and music.* This is perhaps a rather accurate

appralsal, because although Mrs. Browning recorded that

3Walter Bagehot, "Wordsworth, Tennyson and
Browning," Literary Studies (London: Longman's Green,

1898), ». 372.

LLO}). Cito, p’ 51'
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at one time he spent thirteen days in modeling and
dabbled in paint from time to time, Browning usually
enjoyed these arts by observation rather than by active
attempt at creation. It is perhaps significant, too,
that although he employed a large number of technical
terms in discussing music, most of the very few tech-
nical terms used by 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 poems, one notices the frequent setting in the
Italian Renaissance and the use of obscure artists and
writers as the protaconists of artistic principles.
Although Dante is given homage in seven poems, only
"One Word lMore" can be said to devote much space to his
artistic development, and that in relation to his attempt
at painting rather than his poetic art. MNMichael Angelo
is mentioned in nine places, Raphael in eight, Da Vinci
and his work in six, and Titian and his paintings in seven.
All these are used in a minor way, but the excellent but
unknown Andrea del Sarto is given a chance to speak for
his art. Although Verdi and Rossini are used as the theme
of one short poem, only Galuppi and Abt Vogler among

musicians receive an extended treatment. An imaginary

SQQ. cit., p. 239.

P
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composer is the chief character in "Master Hugues of
Saxe-Gotha," and David's music 1s the underlying theme
in "Saul." Browning's choice of historical rather than
contemporary artists may indicate the common reluctance
of any writer to bestow unmitigated praise on a living
artist. As lMiss Hogrefe points out, however,

With his fondness for out-of-the-way investi-
gations and obscure characters from any nation,
Browning has taken some characters from Italian
music and has woven their personalities %nto a few
of the best poems on music ever written.

In all these poems, Browning tried to include as
much as possitle of the character and the character's
ideas and philosophy; for this reason he used the dramatic
monologue to let the artist himself speak. Only in "One

Word More" does he step forth in his own person to plead:

Let me speak this once in my trug person,
Not as Lippo, Roland, or Andrea.

In his "true person," Browning was perhaps less
interested than any other artist of his century in art
for art's sake. Presénting beauty, he shows, is only part
of the artist's function. The aesthetlc 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 principles of freedom in art, illusion and

692. cit., p. 28.
TL1. 137-138.
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truth, imitation of nature, art for a moral purpose, and the
aesthetic principle of form. All these, plus a considera-
tion of the artist as a person and the underlying theme of
his struggle and possible failure, form the basis of the
present discussion of Browning's aesthetics.

IT. The Artist in Browning's
Aesthetics
Basic to an understanding of what Browning says of
art is a concept of what he thought about the artist. Since
many of Browning's best-drawn characters are artists, we may
draw from his poems a rather complete picture of the artist
as a man. Placing the artist on the level of common men was
frowned on by the leading aestheticians of Browning's day,
who "recularly represented the artist as a man apart, endowed

n8

with special gifts. Browning, however, did not so conceive
of the artist. To be sure, he believed that the artist had
been given a special message to impart and the "faculty of
seeing external objects more clearly, widely, and deeply

than is possible to the average mind,"? but he found that

the artist's greatness usually lies in his being not unlike

8¢. . Wenger, The Aesthetics of Robert Browning
(Ann Arbor, llichigan: George Wahr, 192l}), p. C.

9Browning, "Essay on Shelley," The Complete Poetic
and Dramatic Works of Robert Browning, Cambridge Edition,

p. 1000.
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other men. One of the best expressions of this dual idea

' in which the speaker

1s in "How it Strikes a Contemporary,'’
observes the poet as one who is somehow different from his
fellow-townsmen, but who is perhaps not so different as the
people think. If they could see him in 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 otherwisel

The whole street might oterlook him as he sat

Leg crossing leg, one foot on the dog's back,
Playing a decent cribbage with his maid,

e o « o Nine,
Ten, struck the church clock, straight to bed
went he.10

Browning's artist is different from other people,
but desiring at some time to be 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, 3rowning wants to speak in his own person
and about himself, but he does not always want to reveal
himself thus openly. At another time he compares the self-
revelatory type of poetry to a house in which the walls
have been destroyed by an earthquake, a house which the

people pass, commenting on the furnishings. TYet, 1t is

said that Shakespeare revealed himself in his sonnets, but

105,1. 79-83, 86-87.
11"one Word More," 11. 70-72.
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"Did Shakespeare? If so, the less Shakespeare he.'"1@

Other poets of Browning's time showed a strong tend-
ency to reveal the most intimate details of their lives, and
these lines were written in protest against the type of poe-

' from which the

try that Rossetti wrote in "A House of Life,’
imaze of the house is drawn, a type which other poets of the
Pre-Raphaelite Brotherhood were emulating. In this respect,
however, Browning shows less consistency in life than we
micht expect from his other activities. He was very careful
to destroy all his correspondence, with the exception of the
letters from Llizabeth Barrett, and we know that he asked
those who received letters from him to do the same. Yet in
nis essay on ®helley, which was written to introduce a col-
lection of letters accredited to that poet, he discusses

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

about the poet and his works. In speaking of the subjective

poet he says:

5 ¢ . . He is rather a seer, accordingly, than a
fashioner, and what he produces will be less a work
than an effluence. JThat effluence cannot be easily
considered in abstraction from his personality, --
being indeed the very radlation and aroma of his per-
sonality, projected from it but not separated. There-
fore, in our approach to the poetry, we necessarily
approach the personality of th? poet; in apprehend}ng
1t we apprehend him, and certainly we cannot love it
without loving him. Both for love's and for under-
standing's sake we desire to know him, and, as readersg
of his §oetry, must be readers of his bilography also.

12"House," 1. 4O

131555ay 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 might offer,
he continues:
e +« o+ o« we can, if needs be, dispense with them.
The man passes, the work remains. The work speaks for
itself, as we say; and the biography of the worker is
no more necessary to an understanding or enjoyment of
it than is a model or anatomy of some tropical tree to
the right tasting of the fruit we are familiar with on
the market-stall, --or a geologist's map and stratifi-
cation to the prompt reﬁognition of the hill-top, our
landmerk of every day.l
It is not strange, therefore, that Browning should feel that
his own letters were not important and should ask that they
not be kept, but it is somewhat harder to account for his
civing his son the now-famous love letters with permission
to do whatever he liked with them after the father's death.
Perhaps by that time, near the end of his life, he realized
that the objective poet, too, receives the love of those
who love his poetry, or perhaps the interest manifest by the
Browning Societies had shown him that even the objective
poet's work sometimes calls for recourse to the biographical
sources.
Browning's letters are not extremely important to
a comprehension of his views of art, but they give us a com-
mentary on his activities and fanily, the things he saw,

and the peo,le he wrote to. They do give us a plcture of

the man, but they do not paint for us the poet in the sense

1LTpid.
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that Browning felt Shelley's did. We cannot wholly judge
Browning's letters and say of them, as he said of Shelley's:

« o « o Letters and poems are obviously an act of the
same mind, produced by the same law, only differing in
the application to the individual or collective under-
standing. Letters and poems may be used Iindifferently
as the basement of our opinions upon the writer's char-
acter; the finished expression of a sentiment in the
poems giving light and significance to the rudiments of
the same 1in the letters, and these acain, in their
incipiency and unripeness, authenticating the exalted
mood and reattaching it to the personality of the
writer. The musician speaks on the note he sings with;
there is no change in the scale as_he diminishes the
volume into familiar intercourse.

Browning is interested in what effect art has upon
the artist even more than he is interested in the effects
the artist makes upon art. The soul of the artist is the
concern of "Transcendentalism, a Poem in Twelve DBooks," the

theme being the belief that the artist transcends anything

he creates:

"You are a poem, though your poem's naught."16
If the artist can tell "what it was (hel saw,"17 one purpose
of art has been achieved, whether or not he is able to

n16 Imparting the

"impart the gift of seeing to the rest.
~ift is a higher form of art, but the artist receives the

soul benefit whether he attains the highest possible form

151big. p. 1012.

16y, L7,

17g0rdello,™ 1. 300.

181pid. 1. 301.
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of art or one of the less important forms, the ability "to
say (he) so has seen."19

ITX. The Aesthetic Principle of Beauty
Related to Soul

Since the development of personality or the soul
was always his first concern, Browning employed art only as
it contributed to soul development. One of the clearest
statements of this principle of beauty in art is that found
in "Fra Lippo Lippi." Beauty is put on earth so that man
may, through it, find God. Beauty in poetry must also jus-
tify itself by contributions to soul development; one cannot
see beauty and be grateful for it without a deepening of his
own splilritual life:

Or say there's beauty with no soul at all

(I never saw it--put the case the same--)

If you get simple beauty and nought else,

You get about the best thing God invents--

That's somewhat. And you'll find the soul

you have missed, 2

Within yourself when you return Him thanks. 0

In "Fifine at the Fair," hearing Schumann's piece,
"Carnival," induces in the poet a dream of the world as a
nasque, thus combining for him the art form of the drama
with that of music. In this art form he studies all the
world's institutions to see what they will afford for the
development of the soul. Thus Browning brings into one

poem the aesthetic principles of beauty and purpose of art

and the philosophic idea of soul development. The close

191vid., 1. 299.

s e

201,1. 215-220.
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assoclation of aesthetics and philosophy that is so char-
acteristic of Browning's poetry is here exemplified. Often
he treats poetically subjects otherwise left by poets for
the consideration of theologians or philosophers, but by
skillful use of images Browning makes from this usually
non-poetic material good, sometimes great, poetry, as I
have pointed out in a subsequent chapter.

The importance of the various forms of art to the
development of the soul is attested to in "Parleying with
Charles Avison," in which music is accorded the highest
place among the arts because it has the greatest power, the
poet believes, to scarch his soul. He first discusses
poetry and paintings:

e .« o« o Poetry discerns,

Painting is 'ware of passion's rise and fall,

Bursting, subsidence, intermixture--all

A-seethe within the culf. Fach Art a-strain

Would stay the apparition, =--nor in vain:

The Poet's word-mesh, Painter's sure and swift
Color-and-line-throw -- proud the prize they 1irg12l

But music, he believes, can go to greater depths:

. « « Outdo
BOLn of them, Music! Dredging deeper yet,
Drag into day, --by sound, thy master-net -
The abysmal bottom growth, amblguous thlnq
Unbroken of a branch, palpitating 00
With limbs' play and life's semblancel

Although music has the power of coing deep, it is transient

in its very existence; indeed, its ephemeral quality has

2111, 216-220.
2211, 236-2l1.
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raised many times a question which Browning remarks upon,
wishing music were not subject to the

e o« =« o chance and change we most abhor!
Give momentary feeling permanence,

Could Music rescue thus from Soul's profound,
Give feeling immortality by sound,

Then were she queenliest of Arts! Alas--

As well expect the rainbow not to passl

The same problem of impermanence and passing of good con-
cerns the music improvisor in "wbt Vogler":

Well, it is gone at last, the palace
of music I reared;

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

Never to be againtllt

But the loss 1s not without consolation, for there will be:

« « « o many more of the kind

As good, nay, better perchance. . . .

There shall never be one lost good! What
was, shall live as before;

The evil is null, is naucht, 1is silence
implying sound;

What was good shall be good, with, for
evil, so much good more;

On the earth, the broken arcs; %n the
heaven, a perfect round.e

This very shortcoming would, according to Browning's
philosophy of failure, mean that music is the greatest of

the arts, for only that which is incomplete on earth has

2311, 2hl-2L5, 251-25l.
2h11. 19-50, 53.
25Ibid., 11. 53-5l, 61-6l.
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need or hope for eternity. Once again in the image of
the broken arcs does Browning strike a note harmonizing the
poetic and the philosophic. In imagery 1s to be found the
truest fusion of these two elements, and Browning uses var-
iants of the theme of failure in many of his poems, all
centered around the idea that incompleteness on earth lends
promise of completion in heaven.

IV. The Idea of Failure in
Browning's Aesthetics

Indeed, the theme of failure is present 1in so many
of Browning's poems, the relationship between philosophy
and art being here so close, thét the development of the
theme in all its facets i1s importent to an understanding
of Browning's aesthetics. Although Browning seemed to
attach a peculiarly aesthetic interpretation to the strug-
gle of the artist to achieve his goal, other poems than
those on art are also based on the theme, some of them being
of help in interpreting specific phases of the theory.

The idea of failure i1s one on which Browning began

work early, and Pauline, his first published poem, is ded-

o e

icated to a recital of Pauline's lover's unsuccessful fight
for perfection. The theme is that however small the goal,
it must be perfectly achieved. Achievement of the finite
rives no satisfaction, and the lover at last goes on to seek

<

the unattainable, the infinite. Yet when he falls far short
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of his goal, he at last realizes that because he has not
been anle to do all that should be done, he is forming a
orophecy of perfection to come.

Thus in his first poem Browning launched a theme
that he was to employ many times in some of his most profound
poems later in 1life. Of the central theme Brooke says:

Out of the same quarry from which "Pauline" was
hewn the rest were hewn. +hey are polished, richly
sculptured, hammered into fair form, but the stone 1is
the same. Iew have been so consistent as Browning,
few so true to theilr early inspiration. He 1s among
those happy. warriors

"Who, when brought

Amongs the tasks of real life, have wrought
Upon the plan that pleased thelr boyish thought.

126
In this resnect, as in many others, he differs from the
many poets whose works fall into periods that show great
variation in belief. Although Browning deces vary his point
of view to bring out the truths he is teaching, so that in
the various poems he allows his characters to present diamet-
rically opposing beliefs, we feel that Browning's own con-
cents remain substantially the same throughout his long
span of writing. Corson agrees with the suggestions made
that Browning's repetition is a form of emphasiss
There are many authors, and great authors, too, the

reading of whose collected works gives the impression

of their having "tried thelr nand" at many things. No such

impression is derivable from the voluminous poetry of

Brownin Wide as is its range, one great and homo-
geneous oDlPlt pervades and animates 1t all, from the

2)Stom‘ord A. Brooke, The Poetry of Lobert Browning

(New York: Thomas Y. Crowell, 1902), p. 120



2l

earliest to the latest. No other living poet gives so

Q

~

decided an assurance of having a burden to deliver.27
The first variations on this theme of fallure are to

be found in Paracelsus, in which the disciple of knowledze,

Paracelsus, and the proponent of love, Aprile, set as their
individual goals the achievement of perfection in each one's
chosen field, the whole sum of knowledge for Paracelsus and
the whole sum of love for Aprile. They do not realize that
failure is not ruin, and btoth think that their aim at perfec-
tion was at fault. Aprile has hoarded all the beauty of love,
neglectineg to give of his store to others; but had he time
left, he says, he would give as much as he could and not
srieve at failure. MNear his death Aprile realizes that he
has failed, his failure being inevitable because of his high
coal, and that he has, therefore, in a measure, found his
coal 1In the realization that God is the p<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>