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ABSTRACT

This thesis explores narrative framing_strategies in

Vfive Romantic texts: Wordsworth's The Ruined Cottage,

CoTeridge's_Kub?a Khan and an episode from Chapter Six of

Biographia Literaria, Shelley's Juiian and Maddalo, and

Keats's The Fall of Hyperion. Using Freué's ana]ysis‘of

"the uncanny" and Alice Jard1ne s concept1on of "gynes1s" as
; :
key elements the introductory chapter proposes a view of

"framing“‘as a strategy of interpretive and narrative

control a]tgned with CL1tura11y mascu11ne ideals of mastery

“and author1ty, wh11e 1dent1fy1ng that wh1ch is represented

within the frame as man1fest1ng a strange a1ter1ty, often

coded as fem1n1ne, which exceeds the terms estab11shed in

‘the fram1ng argument W1th1n this type of framing

structure, Romant1c anxieties about the author1ty of the

wr1t1ng subJect play themseTves out The texts by

1Wordsworth Co]erIdge and She11ey studied here exemp11fy
"fram1ng as a strategy to contro1 1nterpretat1on of a

-po1ysemous 1nter1or d1scourse Keats'® s text'furn1shes a

counter-examp1e, depon1ng the apparatus of the 1nterpret1ve"

o

‘frame only to subvert 1ts convent1ons.; Barthes' s

4

d1st1nct1on between texts of "p1easure" and of "b11ss“

"contr1butes to an understand1ng of the contrast between

representat1ons of:textua] cTosure and. textua1 openness
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CHAPTER ONE

NARRATIVE FRAMING STRATEGIES

This project began with a riddle. At the conclusion
of P.B. She11ey s Julian and Madda?o the narrator quest1ons
his fr1end s daughter regard1ng the Man1ac—-that unnamed |
en1gma at the centre of the poem, the man w1thout a past
The daughter pleads for s11ence, but the narrator s will to .
t eknow prevails: "I urged andﬁquest1oned st1]1, she told me
how / A1l happenedi-“ (616—1_.7)“.I As we pause on the dash
we'be1ﬁeve that?thefveiI is about to be 11fted we are faced
with the solution to a troub11ng mystery But then the
- ant1c1pated grat1f1cat)on is thhdrawng and:the poem'ends"

with a withholdi ng: "she told me how / A1l happened--but the
| co1o world sha11 not know " "We the poem's readers are cast.
as '"the cold wor1d“ and thus cast out into the co1d world--
given a g11mpse of a story we can come home to,. on]y\to have
the door shut in our face. The exper1ence is unsett11ng
there 1s someth1ng uncanny in th1s narrow avoldance of

unoann1ness Freud cxtes Sche111ng s def1n1t1on of "das'

VUnhermTwche" (the uncanny} as “the name for everyth1ng that

! Subsequent references to She11ey S poetry and to. A

Defence. of Poetry will be to’ Shelley's Poetry and Prose, ed  .”--7

Donald H. Reiman. and Sharon B Powers (New York W W,
Norton, 1977). S o , @
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ought to have remained

to Tight" (Freud 17:
Maniac's history has almost come to light,
last moment "withdrawn from the eyes of strangers"

225)—fmade "heimlich" once more,

secret and hidden but has come

kept behind doors.

S

224; elipsis in original).? The

(Freud

Freud frames his discussion of the uncanny with

mulitiple definitions of heimlich and

undoing definitions through which it

word

"others,

;fon1y by a reference to h1s tomb

both home and not-home,

theimlich’

" jtsN\opposite,

‘unheimlich®

exhibits [a meaning]

,“ s0 that

comes to be unheimlich" (224).

From-the'idea of "h
house",.the further idea is developed of something

withdrawn «from the eyes of strangers,

" that is both familiar and strange.

omelike",

unheimlich--self-

is disCovered that

2

only to be at the

"the .

which is identical with

‘"[wlhat is heimlich

Heimlich/unheimlich is

1like our chi]dheod home in dreams

Freud cites, ahqng

fhe fo1lowing definitions of heimlich:

"helonging. to the

something

Heimlich also has the

inaccessible to

. The notion of something hidden and

is stil1ll further developed,

concealed, secret.
meaning of that>which is obscure,
knowledge.
dangerous
~ "heimlich" comes to have the meaning usually
‘ascr1bed to "unheimlich."  (

225, 226)

The Man1ac s story becomes associated w1th Madda1o s

househon, presided over by Madda1o s daughter:

"belongs to the house. "

- 74).

2

<

'A11 references to Freud are to "The 'Uncanny',’
._wh1ch appears in Volume.17 of the Standard Edition of the
Complete Psychological Works of Sigmund Freud, trans.
-ed.. James Strachey,

.'O\

24 vols.

(London:

Hogarth Press,

=
=

his sto;y
The ManiaqF-whose-death.is marked

evoked as,an‘emb1em of

and

1953-
- Subsequent references document page number only.

so that:

%t‘“.



3
silence--thus represents a kind of domest{c.riddle, a‘ghost
in the home. The narrative's hospitality toward the reader
extends so far, and then a blind is drawn on this domestic
scene. This uncanny expu151on of the reader-—a seem1ng
alteration of the laws of a system in which the story has
been freely shared from narrator to_reader——éa11s attention,

Tike Freud's "uncanny,” to something else going on in the

. text This' "someth1ng else" relates to the play of

d1sc1osure and repression that emerges as an effect of
narrative framing. The Maniac, as the'suppreSSion of his
story implies, s1gn1f1es someth1ng that. exceeds what is
adm1ss1b1e within the terms of the fram1ng narrat1ve The

poem s forced c1psure draws attent1on to the ro]e.of the'

narrative frame and the frame narrator as agents of both

revelation and interpretive control.

This thesis exp1ores narrat1ve fram1ng strateg1es 1n §

fime Romant1c texts Wordsworth s The Ru7ned Cottage,

S

-G ier1dge 's KUbIa Khan and. an episode from Chapter Six of

B7ograph1a L?terarra, She11ey s Ju?ran and Madda?o, and
Keats's The Fall of Hyperion. With the exception of the
A _ ) -

Coleridge t9¥ts,-these‘are-extended poetic‘narratibes‘iﬁlf

various modes: a rural h1story, a gentee1 conversat1on, a

© dream vision. Co]er1dge is represented by two 1nstances of

. textual commentary .in add1t1on to his v1s1onary poem, s1nce‘

I read-the prefatory headnoterto KJbIa Khan es‘a f1ct1ve

supplement that has a status‘compapab1e to that of the .
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and Poet in The Ru1ned Cottage, doctors ‘and pr1ests

poetic text. This choice reflects perhaps the fact that

Coleridge's prose is regarded as hav1ng a critical value

requa1 to that of h1s poetry, but the more anpropriate

explanation is that this is not intended as a genre study,

but rather as a study of- Romant1c anx1et1es about

_I- '—\

' “1nterpret1ve control, anx:=t1es 111um1nated by the fram1ng

. structure these texts share

Each text emp]oys a substantial framing narrat1ve to

convey. an 1nter1or framed d1scourse, and each:of these

framing narratives depicts a scene of interpretetion, in

effect providing a "reading" of the mysterious "text" the

_fraﬁe.enc1oses These readihgs are performed by readers/

1nterpreters 1nsta11ed within the fram1ng narrat1ves Pedlar

S i

(Co]er1dge s surrogates) in B1ographra Literaria, Chapter

Lyl

S1x, Co]er1dge the autob1ographer in Kubla Khan, Madda1o and

Ju]1an in Julian and Meddaio; and the poet-dreamer in The

“Fa??-of Hyperfdn The re]at1onsh1p of” 1ntratextua1

1nterpreter to framed d1scourse resembles in some sense the

re1at1onsh1p of reader to text descr1bed in recept1on

“

theory Faced with a r1dd11ng, fragmentary or incoherent
text these 1nterpreters, in Wo1fgang Iser's terms, "br1ng

1nto p1ay [the1r] own facu1ty for estabT1sh1ng connect1ons-—

for f1111ng 1n the gaps Teft by the text itself" (55) :fn :

‘other words, the framing structures in these part1cu1ar

texts seem to‘prov1de a 11tera1 representat1on ‘of what

i ' <

R
)



Tilottama Rajanfterms the "supplement of reading": that
process, characteriStic of Romantic texts, whereby the
reader is invited to achieve a mean1ng not actua11y present-
in the text (Supp?ement 2) The resu1ts are varied, from-
the Ped1ar s conf1dent 1ocat1on of the ruined cottage s
_mean1ngkto The Fall's poet—narrator's bewildered encounter.
with the Saturnian teXt but the focus on the process of
1nterpretat1on~-on the attempt to conta1n meaning--is
cons1stenth | |

| "But the framed-narratives,_in.their torn,'eftect

the1r own vers1on of textual commentary, ref]ect1ng in

k font
T

. somet1mes ob]1que ways upon the frames that attempt to
! o b T
conf1ne them and to. de11m1t the1r range of mean1ng These

e
framed narrat1ves, that 1s, often reveal someth1ng "uncanny"

at the heart of an apparent1y stra1ghtforward text

-

Wordsworth'® s Ped]ar in The Ruwned Cottage, for examp]e,’

renders the story of Margaret as an essent1a11y "c1osed“

text, a text wh1ch as Umberto 'Eco def1nes 1t "seem[s]'to;y

be structured accord1ng to an 1nf1ex1b1e prOJect" and

= S )

"a1m[s] at arous1ng a pre01se response on the part of morQ

or 1ess prec1se emp1r1ca1 readers" (8) The Ped1ar de11vers \1~
. pl:

h1s conc]us1on unamb1guous1y-—seem1ng to say, 11ke _Keats® 3 ‘;5
=z R - !’:;.

urn, that "that 1s~a11 / Ye know on earth and all ye need ﬁ“f'a””7

e
/

to know"——and implies that the appropr1ate aud1ence forlggﬁ

Margaret's story may be def1ned accord1ng to spec1f1c e T

not1ons of "worth"; but in do1ng so he sets up a d1sturb1ng

[7I8

1z



‘WOrdsworth's text. Wh11e The Rurned Cottage seems to turn a

textual "gap" between Margaret's sufferings and their

narrative dematerialization. As Iser observes, the creation

of a consistent reading always involves the exclusion of

“alternative readings: the "configurative meaning" achieved

through fnterpretation "isg a1ways accompanied.by ‘alien
associations’ that do not fit in with the illusions formed.

. [I]n forming our i11usions, we also produce at the

'same time-.a Tlatent d1sturbance of these illusions"” (60)

It 1s the spectre of these excluded read1ngs, these "s1ien

associations," that may be said to haunt the marg1n of

’ :b11nd eye to these alien guests, other Romant1c texts,.such

;discurs1ve .control. As a 11m1na1 structure, it des1gnates

as The ere of the Ancient Marrner w1th 1ts marg1na1 g1oss
.se1f consc1ousTy construet the text's latent 1nterpret1ve

‘_d1sturbance as a centra1 part of the reader s exper1ence.

Th1s 1nteract1on between the 1nterpret1ve frame and its

n

content--th1s play of conf1nement exc1us1on, and

ﬁsubvers1on--1s often figured, moreover 1n gendered terms. e

&

_accord1ng to a. 1og1c I w111 out11ne further on.

A frame by 1ts very nature raises 1ssues of

“ o

‘nthe edges of what it frames, bound1ng and demarcat1ng 1ts

* o,

'ocontent as a "sem1ot1c f1e1d" (Pearson 15} Like a
“"'conta1n1ng wa11 a frame marks off aesthet1c terr1tory, but

o 1t does so to promote, even enab1e, consumpt1on of whatever

'
n



-

o

ﬁtrcontains.. A literary frame, like a picture frame, is
part of'a process of display: here is a dream, here is a
discourse, here is an image.- %s I have suggested, it s
part-of a structure of interpretation' 1t guides reception
of its framed material by def1n1ng it in some way--
"defining" understood as both de11m1t1ng and naming. | In
doing so, it'ca11s attention to'the-{mage as image, re1fy1ng
it. It marks its enc1osed material as an aesthetic or
exemp1ary obJect ava11ab1e for consumpt1on, while claiming
for 1tse1f as mediator some share in both the represented
world of the image and the "real" wor1d of the reader or
vjewer.l A frame thus dispiays; contextuaTizes and mediates
its framed ‘material for the reader-or viemer. ‘it does so.by
encIoSing what it frames, containing it: as John Matthews

puts it, ’"[d]isciosure is enc]osure" (27)

This con3unct1on of gestures,'of subserv1ence and
e -

confinement 1s a factor in the strange oscillation between

frame and "p1cture plane" to be exam1ned in the chapters

B

that fo11ow As a mechan1sm of presentat1on a frame is both

o

central and‘marg1na1 ~"at once outside the reader s f1e1d of
o i ®
concentration and the determ1nant of that'f1e1d- beneath

one's notice yet:the foUndation of it" (John Matthews 26)

'Matthews notes the frame s 1dent1ty as both “h1dden
understructure" and "outer ornament " a “doub1e structure

that opens the space of representat1on as 1t 1s covered over. :

e

.and c1oses the space of art1cu1at1on as 1t med1ates a

P

.o
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boundary with the octer world" (27). This doubleness
recalls the oscillations of the (Un)Heimliche in my opening
example: the conjunction of disclosure and concealment. A
frame enab1es presentation and thus brings things to light;
but it m1ght also furnish a structure to contain something
[N

eXcess1ve, unspeakab1e, unhewm?rch-—someth1ng forced to the

textua1 1nter1or in an act1on s1m11ar to that of repress1on

A

in the psyche. In the case of She11ey s Maniac, for
example, it 'seems he represents an alterity, an "unknown,"
- that cannot be accommodated within the terms of the"traming
"discourse.

.The Maniac‘s ﬁotentia11y threatening re1ationship to
that d1scourse,‘and to the "pTOUS reader" {Preface to Julian
and Madda?o), resemb1es that wh1ch Susan WoIfson posits
_;between a quest1on and the presumpt1on of an answer
To answer is to summon agents of potent1a1 c1osure,
and in this respect “all wr1t1ng, insofar as it
- -produces forms that contain, frame, confine and
e bind, may serve as closure. Yet even in the fixed
) characters of writing . . . the event of an.
~unanswered question retains a disruptive’ effect for

its presence loosens the bindings of meaning by - '

intimating something in excess of what Tanguage can
say and frame (Questioning Presence 21) :

#

ﬁd]fson s.d1ctjon 1mp1ies the carcera1'nature-of such
“iten)c?csure' Whatlsheadepicts-is, in effect, a pr1son, o
break and her narrat1ve evokes the pervas1ve metaphor of’
"Jameson s "pr1son house of 1anguage"' the renegade quest1on
}bhas "1oosen[ed] the b1nd1ngs of mean1ng" that he1d 1t-—or“_-}

'd-us~-and has evaded the “age%fs of potent1a1 c1osure" set



o

d

' the mode of read1ng ("for there is no necessary agreement on‘-:f

 the texts of p1easure" [14]) Barthes speaks of gaps of.

d1s here that the reader takes h1s or her p1easure.

upon 1t by that 1mper1ous warder, the answer1ng facuTty
\
Th1s sense-of the coﬂtent1ous reTattonsh1p between question

._\~.

and answer descr1bes a150 that between an interpretive

frame, as a. potent1a11y 0103ura1 “b1nd1ng of mean1ng," and a
\"\\“.
Tframed discourse that mayp,f?ke -a per51stent1y "quest1on1ng

"\

-presence" within the text, exceed the mean1ngs that its

context-permits.

add1t1on, a themat1c
symmetry to the arrangement Wordsworth'and Keats frame the

discuss1on. In these two chapters, as 1nd1ca$ed by the1r

r \

‘titles,” 1 hope to suggest a d1a1ogue between\d1vengent modes

7.

between the "text of p1easure"-and the "text of b11ss

Text of pleasure: the text that contents. f111s,-
- grants euphoria; the text that comes from cu1ture
and does not break with it, is linked to a :

comfortable. .practice of read1ng Text of. b1153' the

text that imposes a. state of: loss,  the. text that.
discomforts (perhaps to the point of a certain
boredom), unsettles the reader's historical,
cultural, ‘psychological assumpt1on5‘0the cons1stency
of his tastes, values, memoriesj: brings to a crisis
“his relation with 1anguage.- (The PTeasure of the
- Text 14) T _ . i

LR . . [ T

& D
RN

These categor1es, 1t seems, 1nhere .not in the text but 1n'

edges w1th1n a text, of "certa1n breaks (or certa1n"”

-co111s1ons)" (6} that f1ssure the body of the text %nd'itfﬂhﬁ'r
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Now, the doubTing of discourse that‘oceuns when two
narratives are brought tdgether, as in'a framed narrative,
exaggerates the presence ef such a seam: the seam between
the frame and the "picture plane." This edge between'
narratives ereateS'a textual gap for the eaterna1 reader to
negotiate, and that is what I_have:done ih the studx‘that'
follows: explore the narrative spaces that open up between
- ~ the frame and the enframed. But this readerly pleasure is
‘ | doubled within the text: as I have suggested,_hoth | |
‘Wordsworth's and Keats's frame narrators function ae
_1ntratextua1‘"readers,“ and it is their modes of reading--

the readings they model for us-—that I have des1gnated

I7]

“readtngs of'"p]easure"_and of "bliss." Where Wordsworthfs
Ped1ar,prdduee3'an answer--in a reconciTing fofm that in
Wolfson' s terms, can "conta1n, frame,_confxne, and b1nd"
Keats s poet- narrator part1c1pates in the pro11ferat1on of
':;f; 'f" quest1ons, enact1ng both the p]easures and terrors of
| fd1scurs1ve "cr1s1s'“‘p_ . S = N .

The Ped1ar of The Ru1ned Cottage exemp11f1es ‘the

WOrdsworthzan construct1on of poetry as "emotion reco11ected “;

Htranqu1ﬂlr Preface to Lyr1ca? Ba??ads, 756) . .Thus

';the strong]y negatvve_emot1ons evoked by Margaret's 1osses,' KR

-'poverty, menta1 dec11ne, and death are recuperated by the
Ped1ar S retrospect1ve te111ng and ass1m11ated 1nto a
dtranqu11 pattern of natura1 cyclee, s0 that “s11ent ;

. jovergrow1ngs"'(11ne 506) s11ence and kn1t up the cottage

O




AR
cracks.3 We might, iconoc1astica]1y, rephrase Wordsworth's
dictum using another phrase from Barthes, and call the
Pedlar's recuperative reading an instance of pleasure as "a
bliss deflected through a pattern of conciliations® (éO).

- The Pec1ar, like a frugal housewife, stitches up the ritts~
in a narrative of demage, making it who1e again.. The effect
is s1m11ar to Julian’ S 511ence at the conclusion of Ju?ran
‘and- MEdda?o. he unve11s the d1sturb1ng tale that 1nhab1ts
the cottage ruin, only to obscure it once more 1n s11ence

RN

The Ped1ar

mak1ng 1t_hewm?1ch.

anti- sensat10na1

(1ine 538) where even textual 1nteract1on ceases,¥
PedTar enjoins his reader, 1n effect to stop read1n;,'or
"e1se to become a reader with the prec1se1y-ca11brated
sens1b111ty appropr1ate to h1s “c1osed" text "Be w1se and

- ~'chearfu1 and- no 1onger read / The forms of th1ngs w1th an ;i
unworthy eye"'(510 11) H1s 1nter1ocutor 1s ‘the - Poet f1gure'
iw1th1n the text but the 1nJunctlon seems to extend.to the
externa1-reader as we11 An an echo of Ju11an s reproof%to

the "co1d wor1d " The Ped1ar bre-“s h1s story off at:

L N
' afpo1nt of.. fu11ness. ' ¥

_po1nt:where,_paradox1ca11y, he has

;empt1ed:the'text--the ru1ned cottage--of d1sturb1ng content

3 AN subsequent references to’ Tﬁe Rurned Cottage are'ﬁﬁLjfi{
to The Ruined Cottage and. The Ped?ar. ed James Butler ™ @ 0 0 o
(Ithaca: Corne11 UP, 1979) T T LN R
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?rather' the stag1ng of an appearance as- d1sappearance“

12
The "text of bliss,” by contrast, is\a self-
dismantling text, or a text of excess, that cannot be knit
up into a contained or siTent_package._ The“phrase‘is a
useful one in descr1b1ng Keats's poetry as a whole, with its

of‘ianguage' the descr1pt1on is further

fetishization
reinforced.b-”the poet s speculations on. read1ng' "For Keats

‘resu1ts in the reader prophesying and dream1ng_

P, acts . . . akin to Barthes's 'jouissance’

witi : Lstress on-p1easure and play" (Goe11nicht "Keats on

" Rea :?'195)' Th1s "text of b11ss" is a11egor1zed for.

?examp?e, 1n Keats's Lamva, a poem on the theme of ve111ng

ahd unve111ng ‘ As a seduct1ve “"text" (an object of des1re
and 1nterpretat1on), Lam1a when she becomes available to
the gaze of the ma1e reader (Lyc1us}, approx1mates Barthes's

descr1pt1on of the “marb1ed 1r1desc*nt text" that marks

h’"the moment when by 1ts very excess verba] p1easure chokes

and ree1s 1nto b11ss" (8) Lamia's house in Corinth opens

' up a space of erot1c p1easure w1th1n the sealed coherence of

—

the c1ty s cu1ture, 1t too, 1s an - 1nterm1ttent s1te of

b11ss. For the reader of Lamwa, 1f not for Lyc1us, the

poem s attract1on der1ves at’ 1east in part from th1s

precar1ousness-'"1t 1s th1s f1ash 1tse1f wh1ch seduces, or

o
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“the Romant1c "radical 1nstab111ty of the ‘se1f‘“‘1n its

13

hedonistic descriptions, The Fall of Hyperion translates

textual bliss into a more complex register, focussing on the

loss of selfhood that haunts the point of textual rupture,
and on the impossibility, no matter how earnest1y desired,-
of achieving the complete, present, comfortab1e text of

pleasure. Barthes, we recall, equates the text of p1easure

~

with " conS1stency of [the reader s] se1fhood " and the text‘

-of bliss with its 1oss (14). The Ped]ar in The Rurned

Cottage performs a gesture calculated to:refstab111ze the:
self and its certainties, while The Fall dramatizes openT§
refusal of 1nterpret1ve author1ty (S1mpson Ax). 4 \

Where the urge in The Ruwned:Cottage!s frame

harratiye is‘toward integration, that in The Fail‘is toward

[

disintegration = The Fa?7 of Hyperwon subverts the 1deoTogy'_:

of: fram1ng as conta1nment as- it is so c1ear1y rendered in
The Ru7ned Cottage, by revers1ng the d1rect1on of read1ng

the 1nhab1tant of the framed narrat1ve; Moneta, u1t1mate1y

“j"possesses the 1nterpret1ng gaze, which she d1rects outward

Y

t4 I have adopted th1s d1st1nct1on between "pleasure".

‘and "hliss™ pragmatically, although Barthes's categories

themse1ves are not stable: like hewm?rch and unheimlich,

there is an oscillation between the two--a flickering of

meaning: ‘"P?easure/B?rss. term1noTog1ca11y. there is. a1ways
a vacillation--I stumble, T err:. In any case, there will .
always be . a margin of 1ndec1s1on, the distinction will not

fa1ter._the meaning will be. precarious,” ‘revocable,

‘reversible, the discourse incomplete"; ‘"p1easure“ B .
'g~somet1mes extends to b1lssgcsomet1mes 1s opposed to - 1t"
:j(4 19) : . .

R

.. be .the-source of absolute c1ass1f1cat1ons, the parad1gm w111,"
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- at the framtng narratof. This reversal of the direction of
the gaze corresponds to centrasting configurations of
\gender: WOrdsworth‘s\Ped1ar speaks in a masculinist

discourse, "a man speaking to men" (Lyrfca? Ballads 7351),

Zx:bassing a narrative down through a'patri1inea1_succession.
-Keatsfs poet-narrator, on the other hand, speaks from a
deject-position-deeply conflicted in terms of gender
dent1ty, and a11gned more closely w1th a passive,

“ﬁ1n1ne" subject- pos1t1on than w1th an 0ed1pa1 one.

. These two texts offer, too, comp1ementarynmode1s of
the frame as a technology of re-vision: in both cases,.
‘textual evo1ut1on becomes a factor in understand1ng the
be1ated fram1ng narrat1ve as an author1a1 strategy to gain

‘-perspect1ve dn a- reca1c1trant text Th1s re§1STonary
‘process points up a rough d1v1suon between two types of
':ft&ffram1ng structure stud1ed here In the cases of The Rurned

1

Cottage, The-FaTI of:Hyperron, and'KubTa khan; the frame is

_‘chronelogica11y supp1ementary: the stories of:ﬁargaret‘s
dec11ne and the fall of the T1tans, and the vision of
A{‘P ' fKub1a s pa1ace (w1th its 1nt1mat1on of a fall to come) at.
one time- ex1sted (1n manuscript at least) as free-standing
| »F‘Qt‘:'“ Y?Ttexts. as Keats' s=Hyperron still does. The "original" text,
- f.1t m1ght be sa1d piays host to the frame that is superadded
~eto-1t' In the cases of B7ographwa Literaria and Julian and

“Maddalo, the re1at1onsh1p seems to evolve 1nverse1y the

'_Man1ac s;speech and the story of the. possessed servant woman
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appear as exempla embedded within the host discourse of

learned conversation. The distinction bears noting,

~although, as J. Hillis M1T1er demonstrates, the re1at1onsh1p

of "guest"” to'"host" 1s rad1ca11y equ1voca1 (220), the

71nteran1mat1ons between " frame and enframed u1timate1y make

sport of any attempt to ass1gn priority to one intratextual

'vo1ce over another although these'accidents of eV01ution‘*

may-1ead the reader td approach the text with certain-
egpectatidns, with a certain senee‘of‘where,‘in the text,
authority might 1lie. = - RS |

K Within the frame formed by WDrdsworth and Keats,
chapters on Co]er1dge and Shelley brwng the connect1on

between the narrat1ve gaze, ob;ect1f1cat1on, and gender to

 the fore. They do so through the representat1on, in each © -

case, of a spec1f1ca11y 11ngu1st1c d1sorder, troped as

‘ fem1n1ne wh1ch then becomes: the focus of an order1ng male:

gaze. I have designated the texts exam1ned in these =

al

.chapters as "c11n1ca1" because of the d1agnost1c ana]ogy

that arises out of their specular structure: the embedded

text is Tike a hyster1ca1 pat1ent under a c11n1c1an s

‘organ1z1ng eye, or a symptom of d1sturbance w1th1n the

textual unconsc1ous Brograph1a Lrterarra and Ju?wan and '

Madda?o enact this scene of c11n1ca1 scrut1ny most d1rect1y,

-in represent1ng the scrut1n1z1ng of subJects “marked for

1nterpretat1on w1th1n the order of madness" (Mat1ock 172).

ot
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rKubia Khan, by way of 1ts prose framing fiction, marks the

poem as a patho]ogxca1 document aligning it with discourse,

~such as the Maniac's and.the _possessed-servant's, that

-

occupies a space outside the ordertof reason. These texts

:ep1tom1ze the ideology of framing as conta1nment and

control, because the degree of d1scur51ve power separat1ng
frame narrator from framed subject is so vast: the subJects

under scrutiny lack even the power of reply, existing as .

they do on the ragged margins'of 1angoage Their

_fragmentat1on as subjects is f1gured by the1r estrangement

from 11ngu1st1c order They are, 1in fact, no 10nger
subjects, but objects What Karen Swann observes of The

Rurned Cottage applies w1th at 1east equal force to .these

'c11n1ca1 texts: "The [frame] speaker s distance from and

mastery of ‘his subJect R - ach1eved by goth1c means, by

[~

the depersona11zat1on, mechan1zat1on, and ghost1ng\of

'persons" (87)

‘This poeition of object%f%cation is a specifice11y '
feminine one: even‘the:méle Maniac ie-gendered fema1e'by |
v1rtue of his divorce from reason and h1s 1so1at1on as an
obJect of representat1on, and the V1s1onary poetry of KUbTa

Khan is deep1y marked by 1mages of fema1e powers of

P generat1on Th1s construct1on of analysis as masculine and

o [«

_the‘represented object.as feminine arises out of the

'_speedjdr*structure and, .I would argue, plays a role in

- . -
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"closural™ readings such as that pefformed by Wordsworth's
Pedlar, -“[T]o own and act%vate the gaze, givén our language
and the structure of the unconsc1ous, is to be in the

'mascu11ne"p031t1on" (E. Ann Kaplan, qtd in Newman 1029),

"and correlatively: "[tlhe objectification of women is a

result of the subject1f1cat1on of man" (Kappeler 50). To
take the example of theuLagen1an'symbo1fc order, "the .

speaking or writing subject is constitutively masculine

while the silent object is feminine, and the signifier,

: through Lacan's privi]eging of the bha11u5”as the prihaty

signifier, is masculine while the fictive or absent referent
is feminine"” (Homans xii). In fact, it is impossible to

Speak of - the p1ay of contaihmeht control, representat1on,

' d1sorder, excess and so on without, f1na11y, speak1ng of the

oo

tens1on ‘between pos1t1ons convent1ona]1y f1gured as
mascu11ne and fem1n1ne~—w1thout that 1s, addresswng\gender
as a fundamenta1 concept in the dialogue between these

framed and fram1ng fictions. -I understand gender ”in-this

”context,fnot as biological, but rather as a re1at1ona1

“system of representatibn" (de Lauretis 5).

Alite Jardine traces the evolution of gendered

« g ~

representetions within western. culture, focdussing on the
identification of "woman" as "other":

The space "outside of" the conscious“subject has

always connoted the feminine in the history of-

Western thought--and any movement: into a1ter1ty is a

movement into that female space; any attempt to give

a place to that a1ter1ty within d1scourse involves a: _

putt1ng into d1scourse of "woman." m(114 15) S .
= j _ L

v

- fa
R

oo
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This movement into alterity is the movement of what Jardine
terms "gynesis":ﬁ A crisis in western narrative, beginning
in the nineteenth century, has led to the exploration of
"newly contoured fictional spaces, hypothetical .and
theasurable, spaces freely coded as feminine" that are
" "embedded" in the male master narratives of philosophy,
religion, and history (GQ)f;'Whi1e Jardinefs primary_concern
is with "modernity,™ with the late nineteenth and the
_twentieth centuriés? signs of this crisis as she describes
it are clearly discernible within productions of the
_ROmanticcperiod,‘itse1f‘a time, as David Riede remarks, of
"erisis in authority of all kinds" (3). Wolfson identifies
the spirit of. the Rohantic age as'"interrogatjve”}
Intellectual and political-historians have directed
‘us time and again to how "Higher Criticism" of.the
Bible questioned‘scriptura1‘authority, philosophical
skepticism questioned the grounds . of knowledge, and
sociopolitical upheavals questioned the institutions
of government. . .. . . The impact of [questioning as
an act of] dislocation . . . is registered &

throughout the discourses of Romanticism.
. (Questioning Presence. 18, 19) '

_5hd-Ti1ottéma Rajan, interrogating the "problematical -

dua1ity of surface and depth" in Romantic discourse, arguesf

" _that

<

the hfstory 6ftRomantic poetry and aesthetics can bhe. _

seen as the gradual bringing to light of a ‘
counterplot within the apparently utopian narrative

pof'Romant}p desire, through the confrontation of
recognitidns initially hidden in the subtexts‘rather.

A

than the texts of works. (Dark Interereter“22;_21)

A1though Rajan"s analysis pursues.a”djfferegtfd1rection than. °

:  the:one-I”téke,'heﬁ'figure-uthe "bringing to light" of
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~'the Ped1ar draws his hom11et1c conc1us1on, Ju11an draws the L
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something ﬁhidden" in the interior of the official
narrative-—resemb1es the workings of both gynesis and the:
Unheimliche.’ _This structure is repeated, a1so;:in ther
product1on of "alien assoc1at1ons" ‘as a necessary effect of
what Iser ca11s “the actua] br1ng1ng to light" of "the
subject matter of the work'™ in his description of the
reading process (50)  o

I am 1ntr1gued by the aptness of these figures (of

gynesis, the uncanny, the subp1ot exc]uded mean1ngs) as

_ana1ogues to what is happen1ng in the Romantwc frame

narrat1ves I will discuss: the masterfu1 d1ecourse of ..

ihterpretatiQn‘or‘measurement.is fissured‘by a kind of,wj]d”

[

discursive‘"cavern measureless to‘man“‘that s]ips'the

frame' s grasp even: in the process of be1ng d1sp1ayed 6‘ The
\\

markers of convent1ona1 contro1 remain: Kubla's: wa11s stand

o

narrat1ve b11nd;.but somewhere on the marg1ns of the'visib1e;‘-

the mechanisms of control are being dismantled. Th1s sense

(\ .
@

§ Freud s discussion departs from a cons1derat1on of -
the uncanny as an aesthetic phenomenon in a German Romantic

text, "The Sand -Man" by E.T.A. Hoffmann (Freud 227) SRR

2 5 Yu Zhang describes.this gendered process of.

disruption in an analysis that encompasses both the
"western" crisis identified by Jardine and the patriarchal
structure of written Chinese. (ﬁe reads the sign for “Woman"

‘as "a potent signifier.and an active agent.of transformative

power, . . . someth1ng that can never be locked up,within

" the prison-house of Tanguage "  He observes, further,\that

"[i]ln her myriad metamorphoses, this rebellious spirit has

p1agued°the patriarchal domain for centuries, d1srupt1ng its

'good order' and haunt1ng its dream of eterna1 harmony"
(168) ' e

(&3

Ca
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that the structure of masterful narratives.can be dismant?ed
from within\becdmes overt in The Fall of Hyperion, where

\Keats:works-an inversion of the conyentions of narrative
‘framingt in the other works it becomes apparent-in-a
read1ng that goes '"against the gra1n" of the 1nterpretat10n
v01ced by the frame narrator. ‘ o BN

What I attempt to sketch in th1s study is the .
process, d1scern1b1e in these texts, of the gradua1 and _
a1most 1mpercept1b1e "eversa1 of the ba?ance of power: The_
.-h&a‘f‘. S g concept of gynes1s c1ear1y recuperates the excluded, -the

e fem1n1ne, as a powerfu11y subversive force' "The key master'

T . ' d1scourses in the West" have “had to confront -since the

n1neteenth century. a new space wh1ch refuses to stay silent

w1th1n 1ts frame of representat1on" (Jard1ne 88) -Thxs
'T5"refusa1 to stay s11ent " as I have suggested ‘resemb1es the-'
e com1ng to 11ght of that wh1ch has been hldden away in’ the

- 1nter1or of d1scourse., For Freud the uncanny 15 the return

'u of repressed an1m1st1c be11efs or 1nfant11e comp]exes,
1f9; notab1y fear of castrat1on, fear of. death and-a sense of -
: _the fema1e gen1ta1s as uncanny, whxch Freud re1ates to the

/_.

_;fact-that the vag1na 1s “the former Hewm [home] of a11 human

both fam111ar and unfam111ar._ Jane Mar1e

Todd d1srupts the Freud1an %ﬁ}ame of representat1on,_ f_d~V~‘
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(castrating) female gaze (526):f"if°women have been
silenced, veiled, hidden away, it is in part because they
pose a threat to men. -‘. . [T]he strange1y familiar woman.
threatens to appear aga1n" (528). T This a]ter1ty that
threatens to reverse the current'of-interpretation--to
assume and transfigure the gaze—emakes itseif fe1t within
' wOrdsworth s, CoIer1dge s, and. Sheiiey s fram1ng f1ct1ons
in over-anxious efforts at 1nterpretat1ve control
' The figure who embodies this uncanny a1ter1ty seems
- often to double the frame narrator ‘as 1f the framed
‘narrat1ve were an 1nvert1ng m1rror ‘Ju]1an. for examp1e.
'tnotes the capac1ty of Madda]o s ta]k to "make me. know
myse1f“ (11ne 561),.and as 1f to demonstrate th1s Madda1o
-G  '“shows“ Ju11an the Man1ac as a Yay of ho1d1ng up a. m1rror

"I knew one like you / Who to th1s c1ty‘came some- months agoiyﬁ

=)

/ W1th whom I argued in th1s sort _and he . / Is now gone :
mad,——and so he answered me" (195 98) V1ncent Newey ca1ls€
| the Man1ac "the poet's dark doub1e“:(“Romantlc SubJects"sum
134) Read1ng the Romanttc se1f through the 1ens of'
Lacan1an subject1v1ty-—that subJect whose "appearanceﬂ"

o s1tuated at moments of d1scord where there 1s someth1ng

. Susan Sage He1nze1man makes a s1m11ar observat1on
when she writes. that "uncanniness ‘manifests itself when the
cond1t1on of concealment is transformed 1nto a: cond1t1onfof
v1s1b111ty._ Uncann1ness, ‘then; is the cond1t1on “that.:

.. attdches itself, .according - to Freud ‘to that' .which' w111 not

xf';rema1n silenced, 'suppressed. . I [W]omen are~excluded:
'e-from the: canon and marg1na11zed as the unherm?rch ‘the

‘noncanon1c, even as- they are. 1dent1f1ed as’the‘source 0
both the herm?rch and the unhe1m71ch" (69) .
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that doesn't-work'" {137-38)—;Newey discovers that the texts
of Romant1c1sm “ca11 frequently in question the rootedness,
coherence, and. even stable rea11ty of the se?f" (139). ’It
is a similar’ cr1t1ca1 position that Teads me to read the

_Rohantic narrat%ves under consideration as, at one 1eve1r

o a11egor1es of the d1v1ded se1f——of a se1f haunted by the
ghost of a (1zngu1et1c) poweriessne55‘1t has disp1aced into
the ftgore of ahother.. Theﬂframed narrative becomes,.iﬁ.
this. 11ght an exercise in self-reading and‘se1f—writing.

Rather than ca111ng this mode “autob1ography," we

might- 1oose1y appropr1ate Rajan S term "autonarrat1on "
.wh1ch captures the f1ct1ve nature of such “transpos1t1ons of‘
1persona1 exper1ence"e(“Autonarrat1on and Genotext" 150). Ih

: .each of the texts stud1ed a narrator appears who

_approx1mates the author 1n The Ruwned Cottage both Poet

fffand Ped1ar embody aspects of Wordsworth as a poet _in.

it}

‘Brograph1a Lrterarra. Co1er1dge 1s the exp1101t

2

Fiaautob1ograph1ca1 subject and is. a]so f1gured within the

‘-‘1nterpo1ated narrat1ve 1n 11ke-m1nded members of the ?

“-f"c1er1sy"——med1ca1 men, ph11osophers, pr1ests, in KUbTa Khan.
";e.the vat1c poet w1th1n the;poem, a: c1ear pro;ect1on of _
“oi;Co1er1dge as poet 1s carefu11y replaced by the f1gure of

H;l“the Author“-hxmseIf 1n the strateg1c headnote, She11ey s -f:‘#

”'onvent1ona11y understood as a She11eyan ::\ersona,;*i‘”-rT :

""@ﬁiau11an i

f'and Keats s poet narrator enacts Keats s own exp10rat1on of[""

VW’Tpoet1c vocat1on These author1a1 f1gures are cons1stent1y-.f
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" definitively other-éfigures, often fema1e;:whose existence

~within the male master discourse needs to be repressed,

-structur1ngs of the symbo1lc order, the soc1a1 order a

L of 1an9uage Th1s household 1s 1nscr1bed w1th1n the words fiﬂ
: “he1m11ch" and "unhe1m11ch" (He1m home) the text and theff:f
lhome are s1tes of concea1ment and revelat1on Each**h“taffnaf
dHSt”d19d here COnta1ns a representat1on of an arch1tectura1'€

:;‘structure-—a (sem1ot1c) framework--that ref1ects;
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represented‘in contrast to figuresmconstructed as

&

displaced, sijenced, assimilated or naturaTized.through
skian1 interpretatfon ' These f1gures S1gn1fy, at one

Tevel, d1sp1aced aspects of the represent1ng se1f L1ke the
words hevm?wch and unherm?rch -or Barthes's texts of |

p1easure and b11ss, that stand in both scrupu1ous oppos1t1on‘
and eerie proximity to ‘one another,rthe,antonymous‘f1gures"

within'the'framing'narrative'and the framed narratiVe—face‘n

- each other across a d1v1de that proves in some 11ghts to be

”a m1rror

I will conc1ude with a word about my use of a

recurrent f1gure to structure my argument th1s is the

f1gure of the "dom1c11e of the text " 'as J H1]11s M111er

-Puts 1t {217) of the text»as ashome; auhouseho1d' aiz

"f’"

: COnceptua1 and sbatia] domest1c and arch1tectura1 system
”w1th1n wh1ch re1at1ons unfon——re]at1ons marked, as they are

B w1th1n a househo1d by gender,_c1ass, and the patr1archa1

ahsubJect enters when. 1n Lacan s terms, she enters the orderf'r
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way,.on the textua1 practices of that narrative: the
- cottage, the Tonely farm-house and the pleasure dome,_the =
madhouse, the temple of Saturn. There are analogies, too,

e1ther exp11c1t1y or implicitly established, between these

_“dom1c11es" and the structure of the self. The‘house is
what Bache]ard ca115‘"the non-I that protects the I" (58).
To be "at home- to onese1f"l1mp11es a kind of se1f presence

_.Jardtne\c1tes Derrida's location of. a. metaphys1cs of
"presence"«or “being" "there in ousia or“parousfa,

-‘ 'sﬁgntf;ing 'homestead;'fteeing-at-home,' and“'integraf,

Onmediated presentnesst“ (128)' And Keats captures the

“‘ﬁ" . | ,nature of self- d1fference in h1s decTarat1on that, when

| overwhe1med by the 1dent1ty of ‘others, "not myse1f goes home'
to myself" and'he is “an[n1]h11ated“ (Letters 1:-38?).

"Mi11er broaohes‘the ndt{on of "the domic{1e of the

: text" in a d1souss1on of poet1o and cr1t1ca1 pract1ces of

]

consumpt1on dur1ng the course of wh1ch he envisions a cha1n -

rﬂ~of cann1ba11z1ng read1ngs
_ . ‘
) The poem, in my. f1gure, is that amb1guous gift, - o
- food, host .in the sense of victim, sacrifice. It is . -
_ broken, divided; passed around, consumed by the
erities canny: and uncanny who are in that odd - ,
~.relation to one another of . host and: paras1te.= Any
L i poem; however, is paras1t1oa1 in. its turn on earlier
ST 'poems, or it 'contains earlier- poems within itself as o
4, 7 ‘enclosed parasites, in another .version of the - A
s -'perpetual reversal of paras1te and host (225) ‘

Rl

If I assert that un1voca1 1ntratextua1 1nterpretat1ons,-

the works stud1ed here,‘exemp11fy the pha111c gaze and
commod1fy and depersona11ze the text that they frame, where,_;f_tif




then, does th1s 1eave cr1t1c1sm of those works, and my OWntg :Je

'attempts to frame a persuas1ve read1ng,_1n particular? =~

Perhaps the most I ‘can do is to acknow1edge my s1tuat1on as:
yet another ghost, or guest 1nvad1ng the text another

graff1t1st leaving her mark on the pa11mpsest of temporary

hoard1ngs that have been thrown up around Romant1c texts for

the past two hundred years, Or, more equ1voca11y, I m1ght

~1nvoke Roland Barthes s vagueTy exonerat1ve descr1pt1on of :

cr1t1ca1 p]easure, when he wr1tes a- propos of

"commentaire":
How can we take pleasure in a reported p1easure. -
(boredom - of all narratives of dreams, of parties)?
How can we read criticism? Only one way: since I am
here a second- -degree reader, I must shift my
3 pos1t1on instead. of agreeing to be the conf1dant of

-~ this critical’ pleasure--a sure way to miss it-~I can
make myself its voyeur: I observe c1andest1ne1y the ;

pleasure of. others, I .enter perversion; the _
commentary then becomes in my eyes a text, a
fiction, a.fissured envelope. The writer's
pervers1ty ([her) pleasure in- writing is wrthaut

- function); the doubled, the trebled, the 1nf1n1te*-

;”oervers1ty of the critic and of [her] reader. (17)

]

S

‘-\_ .




- e  CHAPTER TWO

»

WORDSWORTH: THE TEXT OF PLEASURE

Two narrat1ves co- hab1t uneasily w1th1n The Ruined
Cottage WOrdsworth sought for years to align or to
. separate the narrat1ves of Margaret's decline and of the
Pedlar who te11s her story, but seemed unab]e either to

1ntegrate them who11y, or to d1v1de them def1n1t1ve1y

W
h

; James But1er g1ves the fo11ow1ng synops1s of what is a 1ong ‘

Zand 1nvo1ved textuaT history: "_.‘ Q;s~

) 'ﬁ.~[ PR =;Begun in 1797 as a stark story of Margaret‘s dec11ne
+7% .. and death, The Ruined Cottage in 1798 acquired a
IR - history. of the Pedlar who narrateés her tale, as well,

as a tranquil conc1us1on Wordsworth separated the-
" Pedlar's history, from the main poem in 1799, and -his

. sister copied the surplus Pedlar passages .as an

*é;lj‘jaddendum to The Ruined Cottage. In 1802 these
... overflow passages became a- separate poem about. the-

,fg-Ped1ar s’ mental’ deve1opment “in 1803-1804 this-
- account of the Pedlar .and fthe story of Margaret were
,recomb1ned (The Ru1ned Cottage and The Ped?ar x11)

V'But1er s d1ction betrays a percept1on that the two parts

-d1ffer 1n status~—between "story“ and "h1story," between t
""“the ma1n poem" and the "surp]us" or_"addendum" 1t
Jf“acqu1res "T These d1st1nct1ons ref1ect perhaps the status o

"pf:of a frame""h1story" has an’ assoc1at1on w1th truth va1ue,ir~r

bR

w1th a causa1 anchor 1n past events, that "story" does not i

:JUSt as a frame ex1sts part1y xn the rea]

[

ﬁnecessar11y_have‘

.bﬁfwor1d of the reader or v1ewer, and part1y 1n the made or=-

RN : e T S e
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represented wdr]d of the fstory"'or_pictore pianetit.
subserves. ‘This framal subservience is captored'in the
terms “surp1us" and "addendum." The term "surpTus"
suggests, too, WOrdsworth s product1on of the poem as an
object for consumption, his attempt to settTe on a poet1c
suff1c1ency | o

. Jonathan WOrdsworth sees in the two sect1ons-—the
story of Margaret and the h1story of the Pedlar—-"poetry of
rad1ca11y d1fferent k1nds Where the or1g1na1 poem~
~anticipates M1chae?, the add1t1ons be1ong rather w1th The
:Prefude" (MUsic of'Humanfty x{ii) Where the or1g1na1 poem B
relates a rura1 tale of suffer1ng, the_"add1t1ons" have the
effect of deve1op1ng the perceiving and shap1ng eye as a

;'centra1 character in the drama, much as The Pre?ude frames

. 1ts embedded dramas-—that of the d1scharged so1d1er, for o

example--as" fragments s1gn1f1cant by v1rtue of their r.fp:
influence on the autob1ographer s emot1ona1 and 1nte11ectua1 '
'deve1opment The 1799 vers1on of The Ruwned Cottage does |
not conta1n the Ped1ar 's h1story,kbut does reta1n h1m in: the )
‘ro1e of narrator and 1nc1ude h1s hom11et1c conc1us1ons, and |
..so the tenszon noted by But1er and by Jonathan WOrdsworth

:pers1sts, between the Ped1ar s shap1ng presence and the

'story of Margaret's death

The fram1ng narrat1ve both gu1des, and at the same :“”T“

t1me, destab111zes 1nterpretat1on In 1ntroduc1ng the"’

‘f1gure of the PedTar narrator 1nto the poem, WOrdsworth

» v _-
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hof one to the-other.ﬁ
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provides a model of the'way‘in which Margaret's story is to

be "read " The “mean1ng" of the embedded narrative appears

to be more determinate than if Margaret's story stood alone,

in that this fictional reading demonstrates the hermeneutﬁo

work'that.is necessary to understand Margaret's story The

- frame, in,other‘words, marks out a path across the f1e1d of
" the text, points out a focus,Amakes‘a se1ect1on from among
' a11 poss1b1e read1ngs, thus the "externa]" reader has, in

“her. attempt to make. sense of the story, an 1nterpreter and

gu1de. At the same t1me, however, w1th the.add1t1on of a

- frame narrat1ve the reader has notﬂone text‘to interpret,

but two (atr1east),.and must negotiate the complex relations’

o

The poem S, outer frame-—the story of the Poet en

- :route to the cottage—-presents a sel f- consc1ous p1ea for the
.k1nd of narrat1ve med1at1on such fram1ng dev1ces can l
;prov1de " The open1ng 11nes dep1ct as 1t were, the Poet 1n
the m1dd1e of unframed exper1ence-—a path]ess,

'und1fferent1ated common ‘“Across a bare w1de ‘Common I had _

to11ed / W1th 1angu1d feet wh1ch by the s11pp ry ground /

‘.*‘Were baff]ed st111ltv} (19 21) As Alan Liu has po1nted,

h:nout the Poet s 1n1t1a1 pedestr1an s1tuat1on embod1es an
' iex1stent1a1 predtcament (325) Am1dst "bare‘" "s11ppery"

u(that 1s, 1nd1st1nct und1fferent1ated) surround1ngs, he
| -,seeks a purchase such as he env1s1ons 1n a ha1f parod1c

evocat1on of h1s ant1thes1s, the dreamer

SR
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comfort ‘But the 1mp11cat1on ex1sts a1so that dream1ng

_Rea11ty recedes, becom1ng the obJect of an ob11que gaze

N 29
‘ who on the soft cool moss

'Extends his careless limbs beside the root

Of some huge oak whose aged branches make

A twilight of their own, a dewy shade

Where the wren warbles while the dreaming man,
“Half-conscious of that’ sooth1ng melody, :

With side-long eye 1ooks out upon the scene,
- By those impending branches made more. soft,

More soft “and d1stant (10-18)

While the Poet is s1tuated squarely in the‘midst of an
uncomfortab]y phys1ca1 Nature-—"stretched . On the brown

earth" w1th 1nsects "gathered round [h1s] face". and

'"burst1ng_gorse ... . crackling round" (21—22 24, 26)——the"
.dreamer f1nds surround1ngs transformed 1nto scene Nature,
for the dreamer, is marked as a representat1on, and thus

'depr1ved of dts 1ncommod1ous mater1a11ty "1mpend1ng

branches" frame the scene, ‘and in so do1ng remove the

dreamer from 1t he is not in or of the scene but "looks outh”i

‘upon" it add1t1ona11y sh1e1ded by the supp]ementary

1nd1rect1ons of a “s1de~1ong eye," ha1f—consc1ousness,‘and
s the spec1a1 m1d day tw111ght of his 1eafy vantage po1nt

Th1s removed, ha]f—v1ew1ng, ha1f—consc1ous, ha1f~111um1natedli*

vantage po1nt As env1s1oned as prov1d1ng a perspect1ve from -
B )
which the- scene can be mastered and in wh1ch 1t no 1onger

v1ct1m1zes-the perceiver. : That the man "dreams" is,"1n the ;fi{‘

1og1c of the passage, a. 1uxury ar1s1ng from h1s phys1ca1

creates such comforts and such prospects, prodUC1ng the

unrea11ty of dewy tw111t shade on a hot noonday common
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: Evan Radc]iffe reads this hypotheticai dreamer as
associated W1th a careless escapism that the poem will seek
to reprove (106) "The Poet, from the perspective. of h1s |
"[o]ther Tot" of "toil" (lines 18, 19), “sees dreaming as an
-easefu1 care1ess escape™ (Radc11ffe 106). By this 1light,
vh1s evocat1on of "the dream1ng man“ amounts. to generic
parody The dreamer beneath a tree harks back to Dante in
K h1s dark wood and to the vision poems of Chaucer, and |
s- ant1c1pates She11ey s The Triumph of Life, Keats s The Fa77
_of Hyperron or the d1ffuse dream state of Ode to a
'N7ght1nga?e,i"but this. will not" be a dream v1s1on," the Poet.
- seems to assert ' By repud1at1ng the dream scenar1o, the

Lﬂ_ﬁ: '_u_f, ”“”-Poet repud1ates the 1nward subJect1ve, or a11egor1ca1

=

'_1mpu1ses assoc1ated w1th the dream v1s1on 1f the sett1ng
€

o presents a space.in wh1ch th1ngs must be. v1ewed as

?unsoftened and und1stanced then th1s suggests that the

‘story ‘of Margaret be1ongs rather to an uncomprom1sed
]rea11sm. the "hard natura11sm" pra1sed by the ed1tors of the i
‘ﬁiNorton Antho?ogy (qtd Hn Mann1ng,u196) that contrasts w1th
' ithe "softness" of representat1ons as v1ewed by a dreamer
3.;Jthrough a screen of branches The Poet thus s1tuates

h1mse1f not as one exper1enc1ng a persona] educat1ona1

"v1s1on,_but as a w1tness to and reporter of ob3ect1ve fact

' But th1s open1ng passage makes c1a1ms for the wg’
"mmed1acy of reportage even as 1t const1tutes an. e1aborate

y play of fram1ng and med1at1on in’ 1tse1f If the Ped1ar.&.”_;
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mediates between the Poet and=the.story of Margaret, the
Poet's situation mediates between the Pedlar and the
reader--a doub1e frame. Moreover, the Poet frames the br1ef
“story" of the dreamer in a d1sconcert1ng fashion; we are
caught up in h1s 1mag1nary dep1ct1on before we rea11ze qt

far as the sight_
Could reach those many shadows Tay in spots
- Determined and unmoved, with steady beams
Of clear and pleasant sunsh1ne interposed;
Pleasant to him who on' the soft cool moss
Extends his care1ess limbs . « . (6- 11)
The 1n1t1a1 "p1easant"'1s proposed only to be repud1ated it
is hypothet1ca1 descr1pt1on be]ong1ng to a f1ct1ona1

<

ant1 -scene, but this fact . can be known on1y retrospect1ve1y

: Thus the’ boundary between sett1ng and contrast1ng embedded

descr1pt1on b1urs " The Poet S 1mmed1ate surround1ngs

\M//.hemse1ves become 1nfected by the stasis of “scenery". to ber-

“determ1ned and unmoved" seems a strange qua11ty in
1nterm1ttant c1oud shadows-—un1ess they appear thus in the.:
frozen moment of a p1cture Part of this sett1ng 1s,¢in;:.h
fact borrowed from ‘a prev1ous performance in Wordsworth 'S
"An Evening Wa]k" 11nes 2-5. of The. Ruvned Cottage s‘

correspond to 11nes 53 56 of Wordsworth s excurs1on 1nto the

[ Co - - .
& o Q'

e1ghteenth century genre of 1ocodescr1pt1ve poetry B Yet the‘t

| gener1ca11y forma11zed "An Even1ng Wa1k" has in some ways

o greater 1mmed1acy that the more "report1a1" The Ru1ned

Cottage where MAN Even1ng WaTk"‘1s p1ace spec1f1c,-'

1_ addressed to the author S s1ster in an: evocat1on of shared

part1cu1ar memory, The Ru1ned Cottage s open1ng scene 15 ac*'

‘ B S
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' t;?otta.ge.bench.1 Like the dreamer, the Pedlar rests at a
: : panli _
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genefa1ized landscape rebresented to an'anonymous reader.

Alan Liu observes that in this révisionéry process “the

 scene at Ryda1'Lower Falls" becomes "an arboreal enclosure

with roots in Mérve}1, Thomson, and topographipa1

tradifion": "landscape becomes an image df‘1éndscape" (314),

It is this representative "image of landscape" that the poet
preseﬁts as unmediated~-immedjafef—rea1ity. |

Oncé the Poet abhiVes at the cottage‘site, the'ruins K
proﬁide him with a focus to replace the.undifferentiated :
heath. At éhis.poin{ the dreamer, previously diémiséed,

reabpéars'in the figure of the'Pedlaf_stfetched upon the

- point of mediation; his'narrative organizes ‘the landscape

for the Poet, inferpoéing a filter of represenggtion between

15 As noted by Evan Radcliffe, among others. = With the
Pedlar's appearance, according to Radcliffe, the concept of

. poetic "dreaming” begins to be redefined, emerging as a

Wordsworthian "wise passiveness" in contrast to the "idle
dream! that removes the dreamer from his surroundings (113)f‘

" There is a "special, restricted sense in which the poet is

truly a dreaming man" (101)=-although in the course of

“Radcliffe's detailed explication the definition of this
_special kind of dreaming becomes attenuated to the point
"where it is both.a marker of ideal humanity and also "almost

inhuman (both cruel and natural)" (116). In The Ruined

‘.Cbttagel-as»ianhe“FaT? of Hyperion, multiple definitions of
-"dreaming“femerge;Pranging from solipsism to engagement, ’

from an escapist to an essential pursuit: In both poems,

. the debate over dreaming has implications ?orwthe‘vocatjonf

of the .poet himsél1f: Keats represents clearly in The Fall

" his own vocational anxieties, while “In'1ate'1797fandﬂear1y
1798 . . . Wordsworth was preoccupied with the idea that he
could be viewed as a mere dreamer" (Radcliffe 104). .To

pursue Romantic "dreaming" in the depth. it requires is ‘
beyond the scope of\thegprESQnt_work.-_See also Douglas B.

Vjﬁ_Wi1son,_TheERomantic_pream;

L=
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him and h1s surround1ngs, the re5u1t1ng metaphysical comfort
is ref1ected in the relative physical comfort of the place.
'The Ped]ar s unso11c1ted story of Margaret furn1shes a
perspective on. the structure that would otherw1se remain

'"four naked walls / That stared upon each other" (31-32)--a

Q&

"human sign, but unforthcom#ng,-jnaccessib1e: an empty frame.
Such signs recur throughout Wordsworth's poetry, rural
monuments W1th taTes to te11 Michael's sheep—to1d;'Hart}

Leap Well, the "monumental wr1ting“'of a long-dead

“murderer's name (Prelude XI, 295), the "Seat in a«YewareeQ"

The ruined cottage is thus part of a 1arger System wherein

geography const1tutes the 1nscr1ptqon of h1story Tocﬁ

traverse the Tandscape 1s to happen upon these encrypted

0narrat'lves . and The Rurned Cottage, 11ke these other works, o

‘ dep1cts the spec1a1 nature of the process of decrypt1on

These monuments anchor ora1 h1stor1es, some depend |0P

1nterpretat1on on "living monuments" such as. o1d shepherds

~

. ar pedd1ers, and some form part of local 1egend ‘ These ora1;*‘

h1stor1es are conveyed to the reader 1n many cases by thel

agency of a Wordsworth1an 11stener, the poet Such is theﬂ"y

case in. The Ruvned Cottage With the appearance of the

Ped]ar, the poem s fab1e of 1nterpretat1on beg1ns in

" earnest.

T11ottama Rajan, 1n The Supp?ement of Readrng,='

addresses the "d1sappearance of actua11zat1on" in Romant1cifﬁ;-“”

texts, "a phenomenon that resu1ts in the absence' from

CH
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romantic writing of embodied or achieved meaning as opposed
to discarnate'meaning“ f15) This phenomenon is "most
obv1ous in the many texts that are fragments, where the
wr1tten "text'. does not co1nc1de with the hypothet1ca1
tota11ty of the work'" (15). Rajan’'s descr1pt1on of |
read1ng--as supp1ement1ng the fragmentary text to create the
"hypothet1ca1 tota11ty of the work'“--suggests a tendency
ana1ogous to the Romant1c “1ong1ngwffor 1dea1 whoTeness that

e

Thomas McFar]and sees as corre1at1ve to a sense of the T

1rredeemab1y “d1asparact1ve,“ or fragmented structure of-
» o [

: rea11ty "The ‘sense of 10ng1ng—-wh1ch is an®inner, form of

L]

the percept1on of rea11ty as d1asparact1ve--saturates

Romant1c1sm" (7) The Ruvned Cottage does not 1mmed1ate1y

betray the "d1sappearance“ RaJan descr1bes, however' at 1ts

conc]us1on the Pedlar appears to sat1sfy h1s long1ng for .

;]_1dea1 wholeness.; As a comp]eted poem 1t presents an

b

‘ﬂﬁ "ach1eved" mean1ng the Ped1ar te11s his: 1nter1ocutor ffﬂ,;'gg=5_f

exact1y what to make of h1s vers1on of Margaret s story.uand o

At AR

’1 the Poet does so.- Yet at the centre of th1s comp1eted poem,

the ru1ned cottage as an arch1tectura1 structure presents

Lthe k1nd of fragmentary text of wh1ch RaJan wr1tes, 1t

1ncarnates d1asparact1on, wh1ch McFar]and def1nes as

"[1]ncomp1eteness. fragmentat1on, and ru1n"'(5}

The ru1nedvcottage 1s a text that 1s 111eg1b1e to

1n exwlajn1ng the ru1n for the Poet"t

US'I ng
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the special literacy that he alone possesses. 1In
McFar1and‘s,terms, he elaborates the hypothesis symbo1ized-
by the materia1 ruin:k“[t]he symeTI-the diasparact, is the
real; the whole the hypothet1ca1“ (27) : The‘Ped1ar 's own-
explanation of this process resembles f1gures of the read1ng
- process provided by reception theory ' "‘I see around me
here / Th1ngs wh1ch you cannot see!," he tells the poet and

proceeds to represent those absent th1ngs for h1$

~

1nter1ocutor (67-68):. 1In the same fash1on the read1ng
subJect perce1ves more than meets the eye, br1ng1ng to the
‘text the connections, the supp]ementary 1nformat1on, _
_requ1red to make of the "text" a comp1ete "work n In the ,t
"convergence of text and reader [that] br1ngs the 11terary

work 1nto ex1stence,“.1n Iser S. terms, the reader f111s 1n‘}—

‘the “unwr1tten“'port1ons of the text 1n order to recreate
;the world the text presents (50 51) Later, the Ped]ar

‘exp11c1t1y 11xens the ruin to an aesthet1c obJect "often on"
'th1s cottage do I muse /! As on a- p1cture, t111 my W1ser m1nd;

I3

r-'/ S1nks, y1e1d1ng to the foo11shness of gr1ef"'

. That the poem 1nvests the Pedlar s story (h1s "hypothes1s“

'71_'trhf'.w1th a certa1n factua1 author1ty 1mp11es a v1ew ofir ad1ng

f'and 1nterpretat1on as processes wath a 11m1ted range of

"'f;*mot1on, and of textual mean1ng as=rejat1ve1y stab]eg‘

'F;?,¢:“<:wﬂ-‘*2. The f1gure submerged 1n'my chotce_ofnwords,
u'h[3f5»h“1s of: 1nterpretat1on as'a traveT1er- Tike: the’
E .. -cyeting in-a preéscribed course, wh11efmeaning

Soudiniher cottage--res1des W1th1n thei'symbol awai

'-;;e1uc1dat1on T A
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Indeed, as we sha11 see, the Pedlar sUccessfuT1y instructs
. the'Poet in "correct" methods of reading calibrated to "the
purposes of W1sdom" (line 509). _

A11‘s1gns predicate a certain absence, and are in
that sense monumenta1 or memor1a1 that‘is, they pojnt to
,someth1ng that 1s gone. The cottage ruin presents an _
‘extreme case'_1ts evocat1on of absence for the Ped1ar 15; in
Part I of The Ruined. Cottage a1most overwhe1m1ng In'this
.f1rst sect1on of hTS narrat1ve (11nes 67- 198), when his pain
'315 Teast tempered he contrasts what 1s, W1th what 1s not--

:the s1gn, w1th its d1scarnate mean1ng "She is dead / And

”"nett1es rot and adders sun themse1ves / Where we have sate

"together wh11e she nurs'd / Her 1nfant at ‘her. breast""
" (108- 11) N 7 L
RS R R

T Qﬁ%:_j::-.ﬂ1s narrat1ve in th1s f1rst part 1arge1y conoerns
Robert's story--the c1rcumstances of h1s unemp1oyment and

ﬁ:gh1s sl1de 1nto d1ssonant and errat1c behav1our Robert 15

:ﬁ_ﬁsa1d to have wh1st1ed "merry tunes / That had no m1rth 1n

‘“~§them"5(1ea 64), | hfi'{?_;ﬁw 3 f'l;V_nffi'df;ﬂth'

IR

“‘“:gf“”'and w1th a strange,
‘Amus1ng but uneasy novelty . - s e e L
-He, bTended ‘where: he’ might the- var1ous tasks~ﬂh¥“

hr

1decorum'of anfa1most rhetor1ca1 k1nd*’

such«as a poet

. Of summer, . autumn, W1 nter’ ” and Of spr"mg (168 71) .- T D

These'descrxpt1ons of Robertfs occupat1ons suggest a breachiQf}.J”‘
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(201- 03) Th1s state of erasure marks ‘a’ gap between the .

- poem s two sect1ons

"*a k1nd of fasc1nat1on I the f1rst part of the Ped1ar s
"“.narrat1ve was mot1vated by a. sense o emb1ttered gr1ef ("0

‘ V”S1r' the good d1e f1rst / And they whose hearts are dry as

'iﬁsummer dust / Burn to the socket"‘[96 98]):

-fpart he has reco?lected hls~ﬂnatura1 wxsdom"
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~ keynote of Robert's debility is this inconsistency--an

inconsistency that jars.with'the steadiness and seasonal
fitness of his ear1ier se]f When the Ped]ar pauses in his

narrative, it is to reprove hwmse?f for a S1m11ar

‘1ncons1stency with nature: the sensat10nal1sm of his ta]e
"(and he has paused on a part1cu1ar1y sensat1ona1 f1gure of
- speech on Margaret's part: "'Every sm11e .. Made my heart- R

‘bleed'" [183, 185]) v1o1ates the "still season of repose and

peace“.(188)‘ The Ped1ar 'S "read1ng“ of the ruin. appears

:sudden1y to stand on the br1nk of an. 1mproper excess,

aff11cted w1th "untoward[ness],? "weakness " "d1squ1et n

“d1sturb[ance]," "restless[nessj" (11nes 193; 194 197 iy“

-198) He retreats, rep1ac1ng narrat1ve w1th "a 1ook so m11d

o R

‘ / That for a 11tt1e t1me 1t sto]e away / A11 reco11ect1on“'ﬁf'g

s . o ’- B L .-'-“C(,'

When the Ped?ar resumes h1s narrat1ve, 1t is at the.f:°'

urg1ng of the Poet. on whom the 1mage of Margaret has worked¥

(‘-

‘1n the,second
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f;Margaret's story is thus presented
;”fChand1er, as an "examp]e of the 11v1ng natura1 1ore that
'“*fufosters genu1ne mora1 sympathy“ (126)
'hé1s the hero in h1s own story of read1ng
'ﬁ“dexper1ence is” rendered 1n315tent1y at the 1eve1 ofutexr——if
‘ *ﬁf{pexemp1ary text--so that
ff%story resu1ts not 1n reformat1ve act1on but 1n "a fee11ngiiﬂ

“*?that proves to be 1ts own reward“ (138)

;{Poet sg(Chandler 138) e
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of Margaret as "one / By sorrow laid asTeep‘or borpe away"

(370-71). This section of the narrative concludes the story

of Margaret and ends with.the "Reoonci1ing Addendom“
(Chandler 124), in which the Pedlar, revisiting the gesture

that c1osed part one, revokes what is 1oca1 -personal or

pa1nfu1 1n her 11fe story, and transmutes all to the p1ane

of the un1versa1 and the exemplary:

My Fr1end encugh to sorrow. have you given,
The purposes of wisdom ask no more;
Be wise and chearful, and no longer read
‘The forms of things w1th an unworthy eye.
She sleeps in the caim earth, and peace 1s here
I well remember that those very plumes,
- Those weeds; and the h1gh spear-grass on that wa11
By mist and s11ent rain-drops silver'd o' er, =
“As once T passed did. to my heart convey '
S0 still an.image of tranquiliity,
. So calm and still, and looked so beautifu?l.
- Amid :the uneasy thoughts which filled my m1nd
That what we feel of sorrow and despair -
“From:ruin and from change, and all the grief
, The passing shews of being leave" behind,
o Appeared an:idle dream that could not" 11ve
Where meditation was. I turned away D
.And wa1ked a1ong my road 1n happ1ness - (508-525)
in the words”of‘James‘f

The Ped1ar as te11er

L

Margaret s.
. C Lo “‘J ;_x F.-:.._.

as Chand1er po1nts outauner“ﬂ1fe‘.” .

The:Pedlar sxstory resu]ts 1n another story theJhQ'

e

A In the “second creat1on" of h1s
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'eand mean1ng 1t coqu hard1y beg1n to- suggest on 1ts own, the-
tPoet by contrast as’ the cottage s second .med1ated reader;ff
'n‘accepts the PedTar s read1ng as an. ach1eved fmon01091ca1f"

g'art1fact He becomes a- reader in the Ped1ar s own 1mage, asf

" to "we“ PedTar and Poet make the rema1nder ‘of: ‘the' day S‘u
&hjourney together, Just as they arec"admon1shed“ together atf
- the concTus1on of the story of Margaret The externa]'f
't,reader, foca11zed through the Poet 1s 1nv1tedlto do and“

g yjrespond 11kew1se The poem concTudes w1th Pedlar and'

3:jphys1ca1 and a metaphys1ca1 sén

.39

response, the Pedlar has.concretized’the cottage‘s
d1scarnate meaning to such a degree-—performed his. read1ng

so conv1nc1ngTy-—that the Poet seems to part1c1pate in the -

PedTar s 111u51ons

In my own desp1te
I thought of that poor woman as of one

Whom I had known and loved. He had rehearsed
- Her homely tale with such familiar power,
- With such a<n active> countenance, an eye:
So busy, that the things of wh1ch he spake
Seemed present (206 12) . .

The i11us1on is so successfu1 in fact that 1t 1mp1ants
1tse1f as - a port1on of the Poet's own h1story The Poet

even seems to suggest that Margaret‘s story w111 have th1s

; arrest1ng effect w1th or w1thout the reader s, comp11ance
-(“In my. own desp1te e oM. If the Ped]ar,:as the

o cottage g f1rst reader, confers upon that ru1n a fuTTness

o

o

kY

the "I“ and "he“ of the poem nge way 1n the f1na1 paragraphgﬁ

LS
Kh
e
i~

]

"hf‘reach1ng a "rest1ng p1ace," and th1s appTTes 1n f""

‘husvw:th1n;the doubTe
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frame we find two'different instances of reception. In the

Pedlar's encounter w1th the ru1n we w1tness Margaret'

'exper1ence transformed From h1story 1nto ideology, in a
process descr1bed by Jerome McGann:

To read Wordsworth's: re-te111ng of this pitiful
story is to be led further and further from a clear
sense of the historical origins and circumstantial
causes of Margaret's tragedy The place of such
thoughts and such concerns 1is usurped, overgrown,
Armytage, poet, and reader all f1x their attention.
on a gathering mass of sensory, and chiefly _
" vegetable, details. Hypnotized at this sensational
surface, the 1light of sense goes out and "The secret
sp1r1t of human1ty" emerges (83) :

'In the Poet's encounter w1th ‘the Ped1ar we see, ‘as Mar10nr

Ross observes, the new1y made myth "passed on patr111nea11y
‘dfrom o1d man to young poet from poet to reader"f
.7‘("Natura11z1ng Gender" 407) |

The Pediar s compensatory narrat1ve movement is both -

<

'Q;an emot1ona1 and an aesthet1c response, and in th1s

- conJunct1on of responses resemb1es the. work1ng of e]egy e

”’QL1ke Peter Sacks 1n The* Ehg?rsh E?egy, the Ped1ar asserts :”. '55,'
',the 1n1t1a11y e1eg1ac nature of a1] poetry, or the not1on

'-.that someth1ng ak1n3to e]egy,*or1g1nat1ng in. a sense “of.

b

’3ff1oss, under11es a11 poet1c enterpr1se'

[

p”-The Poets in the1r e1eg1es and songs
,Y”Lament1ng the departed call the groves,

. "They call ‘upon:the hills and 'streams- to. mourn,
7. And “senseless rocks. nor 1d1y, for’ they speak
In these their. invocations with: a v01ce e
~Obed1ent to" the strong creative power “;n ,r,‘."”_
- Of. human?passion. Sympath1es there are AT
rMore tranqu11 ,yet perhaps of: k1ndred b1rth ‘ _
?gThat steal’ ‘upon the- med1tat1ve m1nd L) g*;a- Y
*And grow'W1th thought. (73 82) 'g{..[f-ﬂ'j“].“g}.ﬂrffq

. E
§J.
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As in the opening passage, however, which delineates the
distance separat1ng The Ruvned Cottage from the trad1t10na1
'dream vision, th1s moment of critical observat1on a]so draws
ChEEEeeg generic d1st1nct1on this time between the . present poem
and formal e1eg1ac trad1t1on The Ped1ar contrasts‘his own -‘7.
wise pass1veness, when he is sufosed by stealth with thet"
sense of sympathet1c Nature, to the act1ve seeking, the.
aggress1ve "ca111ng“ of the poets His exper1ence of an
elegiac sympathy with: Nature emerges from a part1cu1ary
'still form of- 7ook7ng (“eye1ng“), rather than from
‘1nvocat1on: "Bes1de yon spr1ng I stood / And eyed 1ts watersf.h'
"ft111 ‘we seemed to fee1 / One sadness, they and I" (82 84)
The PedTar s expan51ve gaze creates the 111us1on of a

oneness w1th nature, and . the1r un1on in a. common 1oss '

f

creates a new sense of comp1et1on Th1s redef1ned e1eg1ac )

’ _comp1et1on has ‘a. funct1on ana1ogous to the restorat1ve powenjfnl

O;‘

‘of read1ng the supp]ement of. read1ng shares w1th e1egy a
ln"schema by wh1ch 1nterrupt1on and 1055 are fo11owed by a
; f1gurat1ve or: aesthet1c compensat1on“ (Sacks 5) dh '_
. . Th1s act of compensat1on, we are 1ed to understand
cannotlbe undertaken by the un1n1t1ated | A1though 1t 1s
open to the. e1ements and to wandering an1ma]s, the ru1ned
ﬁcottage 1s not presented as a rad1ca11y "open" work 1n Eco si

:;_sense of a product "suscept1b[1e] toﬁcount1ess d1fferent

co . 1nterpretat1ons"

. _;(-

749) 5 Accord1ng to the Ped1ar. 1ts reader

Vr)?-

=
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must observe strict guidelines. The Poet, obviously, does
not possess the special competence required to tell the
~story himse1f:‘“The old Man said; 'I see around me here /

- Things which you cannot see'" (67-68). Even beyond the
initial telling, we are made to understand, a special
seneitivity is required to conprehend‘thefstory aright._ To
sorrow (as the.PedTar does on1y out-of "foolishness™
[118419]), is to "read / The forms of th1ngs w1th an .
unworthy eye" (510—11 emphas1s added) Approprnate value
becomes an issue in the Pedlar's compensatory act; he is an
expert on pr1ces in the economy of the m1nd,and heart. Thus
he caut1ons h1s reader, “the Poet not to r1sk an 1mba1ance
“of worth'by sorrow1ng 1n excess!: enough to sorrow have you'
eg1ven, /. The purposes of wisdom ask no more" (508 09).
Rem1t onTy ‘what 1s asked 3 o

| _The notion of.the-reader‘s worthiness~reCUrs inhthes
Preface to'Lyrica] Ba??ada The Ped]ar, as- the f1rst "poet"
of Margaret'e\11fe story; re1ates to the Poet (his aud1ence)
‘_as poets are. sa1d +to re1ate to the1r readers in the Preface
Ped]ar and Poet d1ffer not 1n k1nd but in. degree, and the |

‘Pedlar mode]s for the Poet those qua11t1es of a "more 11ve1y :

_sens1b111ty,‘more enthus1asm and tenderness,.L.. v oa greater

: 3 Th1s not1on of suff1c1ency w111 recur in She11ey s'
"preface to Julian and Maddalo,- where he suggests that the .

~-Maniac . will furnish’ a "suffrcrent comment for' the text of

_every heart." Again, we see the notion of the reader's
experience. as calibrated ‘to the poem's purpose, and vice
- versa: read1ng -as. a’ c1rcumscr1bed act1v1ty
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knowledge of human nature, and a more comprehensive soul,
than are supposed‘to belcommon among mankind" and possesses,
in addition, "a disposition to be affected.more than other
men, by absent thfngs as if they were present“ (Lyrical
Ba??ads 751). If the Pedlar is "a man speaking to men," as
in Wordsworth S famous def1n1t1on of a poet (LyrrcaT Bai?ads
'751), then h1s audience, the Poet, seems to” possess by the
same token that "sound and vigorous" mind required of the
'“1dea1 reader (756). The poet1c commun1ty——both readers and
wr1ters——1s f1gured as homogeneous and ma]e This pattern
Arecurs 1n the Pre?ude (Wordsworth speak1ng to Co1er1dge) and
_ in MvchaET _where the fram1ng narrator says

' a1though it be a history
Home]y and rude, I will relate the -same
For the delight of a few natural hearts,.
"And with yet fonder feeling, for the. sake-

Of youthful ‘Poets, who among these 'Hills
Will be my second self when I am gone. (34 39)

o

lThese 11nes, w1th the1r reference to the narrator s "second

1se1f " re1nforce the notion of the homogene1ty of the poet1c » o"

1dent1ty, and of 1ts patr111nea1 transmjss1on Within such N
a system, with its internal representatwon of audience, thed.
‘externa1 reader is 1nterpe11ated as male 11kew1se an
extens1on of the represented commun1ty
The read1ng process in Wordsworth 1s thus gendered

and, potent1a11y,,sexua11zed As' a maTe act1v1ty, read1ng,:‘”

in fﬁe_kuined Cottage, runs the r1sk of fa111ng prey to a
| kind'ofolihertin%sml "It were a wantonness,“_cautions-thetr

Pedlar, : L o o L a
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: : and would demand
Severe reproof, if we were men whose hearts:
Could hold vain dalliance with the misery
Even of the dead, contented thence to draw

W momentary p1easure never marked .
By reason, barren of all future good. (221-26)

What is envisioned here in a negat1ve 11ght is prec1se1y
,what Roland Barthes has termed "the p1easure of the text":
'an orgasm1c, f]eet1ng moment of irrational bliss,

"perverse,“ to adopt Barthes‘s term, because without issue
:E"barren'of a11 tuture good") 5 '1n oppos1t1on to th1s

;-’;:.: o 'reprehens1b1e p1easure, the Pedlar proposes an exp11c1t1y

' ant1—sensua1 mode of recept1on "to v1rtue fr1end1y U £ 1s
i_an 1ncorporea11z1ng mode of read1ng descr1bed in terms wh1ch-
extend the sensua1 vocabu?ary deve10ped in the passage

‘quoted above
1 'T1s a common tale,
: ~_“.‘-=By mov1ng ‘accidents uncharactered, P T .
L - A tale. of s11ent suffer1ng, hard1y c1othed s e
S In. bodily: form, and to the grosser sense. Lo N
. . But i11 adapted, scarcely palpable -
= To him who does not th1nk (231 36)

e o - ‘ -

x'QOnce aga1n, the poem asserts 1ts status:as. unsensat1ona1
3ﬁ,report—-unsensat1ona1 11tera11y,‘1n that 1t is presented as
.r:a story not of bod1es but of sou1s ' The story s power

"ﬁ;exlsts a?]eged]y 1n the conjunct1on of ord1nary th1ngs and a'ﬁ

- 5_“-~v\ '-."‘ SR .

e "This speech, as. Karen. Swann notes, is "often taken‘"”

- to be WOrdsworth's ventr110qu1st1c defense of h1s own
S "proJect" (83) ‘ : RS :

SO -”55:9"The p1easure of the text‘" here-—equated thh . R
eg_v,"1rrat1ona1 bliss"--does not: correspond: to the’ "text of .~ . oo
. pleasure," but rather stands-in- contrast to it. 'These -
- distinctions are-outlined further- on. On the: subJect of

voBarthes s unstab1e categor1es, see p 13n above

EREME

[
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Rty

\-th1s “stag1ng of ‘an’ appearance'as‘d1sappearance" wh1ch

fajseduces the Poet 1nto th1nk1ng of: her'"as one / Whom [he]
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sensitive reader--again, the_prescrﬁption-fordPoetry
delivered in Wordsworth's 1802 Preface.
As Karen Swann observes, however, the Ped1ar s moral

ta1e da111es with the sensat1ona11sm 1t pretends to rebuke

'(84) Furthermore, the warning aga1nstnsensat1ona1 pleasure

c1oaks a more profound k1nd of narrat1ve p1easure : We m1ght

invoke Barthes s d1st1nct1on between the "text of p1easure"

and the "text of_b]1ss" (14), To conc1ude Margaretfs.story

:with the assertion that'"[s]he s]eeps in. the-ca1m earth, and

a textbook 111ustrat1on of Barthes s "text of p1easure“'

"text "that - contents, f111s,|g ants euphor1a,‘[a] text that

h

_comes from culture and does'not break. with 1t [and] s’

11nked to a comfortab1e pract1ce of read1ng“ (14) :1ne'

, _contrast to th1s textua1 fu11ness (th1s ach1eved mean1ng, in

is. 1nterm1ttence," he contends. :

G

_peace’ is here" (512) is to create of this story of suffer1ng_ o

e

Rajan s terms), Barthes sets up the "text of b11ss ", "[I]t~¢

n which is erotic: ‘the 1nterm1ttence ‘of sk1n f1ash1ng g'

- between two articles of c1oth1ng .o« o it is. this.
.flash itself which seduces, or rather the stag1ng
.of an appearance asld1sappearance (10)

Margaret appears 1n the Ped1ar s narrat1ve 1n order to_

“f111ustrate the stages of hen d1sappeararce, the overwhe1m1ng

'fact of her absence is the. soTe reason for her 111us1onary

| 'presence. More tha" Margareﬁ's‘"goodness," perhaps. it 15\57;
. | j ‘g0 |

'had known and 'Ioved" (208 09) The gap between the present}--




~ruin and the past domestio wholeness, which the Pedlar
attempts ultimately to elide with his credo ot tranquiTlity,
provokes the further division between this ostehsibTe
reconci]iation_and the reader's perception-(shou1d she
- choose to read from.a subject-pos%tion different from that =
wh1ch the poem ass1gns to her),.that th1s act of ‘closure is
stra1ned and that to accept Margaret s< suffer1ng in th1s
'way 15, in effect to deny it. The Pedlar's conclusion that
"she s1eeps in the ca1m earth ahd peace is here"‘shou1d
caut.on us aga1nst‘re1y1ng on his judgement.g
Rawan contends that "texts become prob1emat1c at the
.“po1nt where they ra1se the quest1on of their own read1ng“
r7(Supp?ement:7) The Rurned Cottage is se1f—consc1ous1y
J‘.hd :h: .‘-.‘ ._about 1nterpretat1on, 1t-demonstrates the means by which =~ © =
: W;h;hul ‘.f‘ifu11ness and harmony may be created out of fragmentat1on &ﬁéé
But th1s hypothet1ca1 who1eness only ex1sts accord1nd to the.
o 'istra1tened method of 1nterpretat1on sanct1oned by the
: '."Ped1ar : The 1nterpret1ve contro1 1mposed upoh?the story of

L e . N &
‘ fMargaret by the framing narrat1ve is 1tse1f subJect to' =

s cggtxca1 1nterpretat1on -Qﬁ-In‘She11ey s Julian and

o Madda?o,,ah‘"aohieyed,ﬁ apoarent1ygwhole or comp1ete'poem‘
'“7__ . — R & RO e .'-y?
o 'f5= I cannot help but th1nk of the. way that Lockwood' | ’
. lack of understandjng is betrayed in the conclusion‘te . .-
- Wuthering. Heights: "1 lingered - round them, under that: ben1gnc .
'sky; watched the~ moths f1utter1ng among the heath and : e
,,__hare—be11s, 11stened to’ ‘the-soft wind’ breath1ng through the® L
. -grass;:and: wondered how anyone: could ever. 1mag1ne unqu1et .ef-jf o
5ﬂslumbers, for theﬂs]eepers in that: qu1et earth" (414) o oo v 0
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attempts to conta1n an alien, fragmentary text and to
ass1m11ate that text to 1ts own, 1ncarnate meaning. 7 - As
with Julian. and Madda?o also, however, we are-tempted to;_

resist this easy'assiniiation' and to seek po1nts of

res1stance within the poem. 1tse1f by inquiring 1nto the
- .1 . re1at1onsh1ps that underwr1te these acts of narrat1ve
appropr1at1on |

Tha movement of the‘Ped1ar's‘narrative isrto make of
Margaret an immateriaT being in twodsenses:.both |
d1sembod1ed and uniﬁportant | Fﬁrst a1though it 1s
mater1a1 c1rcumstance that 1eads to her dec11ne and death
the poem s rhetor1ca1-manoeuvres tend to-etherea11ze'her, ﬁt
A R remov1ng her from tne wor1d of “gross“ sensat1on and
! | 1mp11c1t1y, from the arena of h1story From the assert1on'h

C

that Margaret's 1s a “ta1e of s11ent suffer1ng,_hard1y

‘ c10thed / In bod11y form" (233 34), to the emp1oyment of the Qﬁ
R . euphem1sms that cloak the. fact of death—-"one / By sorrow :ﬁi‘

} ' !_ . laid asleep or borne away“'(370 71}~-the Ped]ar, 11ke the

"impending branches" beneath which the dreamer 11es. rendersij

o

W

the idea of Margaret‘_cdeath "more soft / More soft and

\.

distant" (17—18)~“ He shapes 1t that 15, 1nto a

.'4)_'

R . <non threaten1ng@representat1on 3 HIS sem1-e1eg1ac method s
Sy ‘ \\\)

LA . Talso ep1taph1c, as def1ned in the f1rst "Essay upon ftu;lefi;

BN B c‘:_’f & ) . Do . ; L - . T
e Analys1ng the doub1eness of: The Rurned Cottage from ¥
e N e a d1fferent perspect1ve, Rajan also notes that Mthere. 1s a '
g L v contrad1ct1on between argument and narrat1ve “the. text :

“eosg oo o dincludes. a subtext which can. be used to take At apart" (Darkﬁ;

Interpreter 22) ; ‘ S e

13
il
Ak

S0y

oy
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n_Epitaphs,“ where the.character of the deceased "is not seen,
no--nor ought to Be seen, otherwise than as a tree through a
tender haze of a ]um{nous mist,'that epiritua1ises and
beautifies it" (Wbrdsworth's-Lfterary Criticism 129).
wOrdsworth'e topographica1 eimi1e recalls the framed-

1andscape perceived by the dreamer at the beg1nn1ng of The

Ruined Cottage, a11gn1ng the ep1taph w1th the

o
)
‘4{_ -

demater1a11z1ng and aesthet1c1z1ng dream envisioned there.
Other fwgures, too; align this section of the "Essay upon
'-miEpitaphs“ with the Ped1ar's representation of Margaret. The_‘
"v1rtue" of the deceased is "c1othed" 1n'"pur1ty and i l
‘;br1ghtness“ (Wbrdsworth ‘s Lrterary Crrtwcrsm 129), as at the

'wd1sappearance of the grosser c1oth1ng of the "bod11y form“_

‘“‘(Rurned Cottage 235) WOrdsworth, in. the essay, takes pa1ns?‘-

‘bfto construct a def1n1t1on of'truthfulness that can .. "JL_ “3_.
. N : ‘

f”accommodate the ep1taph s re1ent1ess)y pos1t1ve dep1ct1on of

\

:'J‘the dead.: H1s def1n1t1on cu1m1nates w1th a v1s1on of th1s e

‘_,}ve11ed and aesthet1c1zed truthoas the ch11d of an”a1most ﬁwédf.fff
'“‘-necroph111ac un1on. “1t 1s truth ha]lowed by love--the ]o1nt ¢
. © iy .

'?-;offspr1ng of the worth of the dead and the affect1ons of the :‘?ﬁf

<,

f11v1ng'" (130) Th1s v1rtuous un1on stands 1n contrast c-f %Lfﬁgfs
once. aga1n. to the barren un1on between the "hearts" of S
NPT ) W\- ‘t_}' ' .-t‘ i
W
F,readers and theﬁgg;zfry /cEven of the deaﬁn (Ruwned

¢ %"‘M‘I’:‘_—

e

PR L
2 .

1&,”.

Swann wr1tes of—the Ped1ar that “h1s narrat1ve
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inspirited simulacrum of‘a'body;—or, in mcre tendentious
‘words, into a gothic spirit".(SS). ‘Swann detects in the
poemfs gothic.tendenctes the seectre of Wordsworth's

;'engagement with the 1iterary marketp1ace (84). This cou]d

be re1ated aTso to L1u s ana1ys1s of WOrdsworth s
"vocat1ona1 1mag1nat1on“ (332), as he describes it in h1s
anaiys1s of the anaiog1ca1 re1at1on of the "text" and
"text11e"-trades (325). As the products of English weavers
are distributed by 1t1nerant pedd1ers,‘so the Ped]ar purveys
the "text"‘of Margaret s story, transformed from the raw
mater1a1s of her 1ife in a weaver' s cottage, 1nto a 11terary

éc ;:' | .: 'art1fact cut accord1ng to Swann, to a goth1c pattern,:or din

Pt

the fashion of wOrdsworth‘s 1arger poet1c credo of

Y

i E transcendence o If the tale is "hard]y c1othed / In bod11y

Tfﬁ &:;'_ fd;m" {233 34) (and the 11ne break 1nd1cates that moment of_
ﬁi% o exposure when Margaret's mater1a11ty is str1pped away), the:':'
i Ped1ar supp11es th1s mater1a1 1ack by 1nvest1ng the ta]e

Cw1th.h1s own s1gn1f1cance ] Thu ‘a second form of
'?~1mmater1a11ty 1s consequen} upon the f1rst her ex1stence asﬂtf;;f

Teooa subJect in- her .own r1ghtrfades in 1mportance as her'

Kff;;7:] ' '.h'jJ persona1 suffer1ngs become absorbed 1ntoﬂthe Ped1ar s .
R : S °

L "n,‘1mpersona1 benevo1ent v1s1on of cont1nu1ty 1n Nature,:TAtfnjigf

|A' -
the same t1me as sher1s rendered 1mmater1a] however,.?'j S

bewe g Margaret becomes, by v1rtue of th1s very d1sembod1ed ness.;tf;%3-

product1ve mater1a] for the Ped1ar s own narraﬁgve 75o_fg§?
; Fooo ; A
‘rprofess1ona1 sa1esman the Ped1ar takes "the useless

TR B 7'?,‘ ":t:_' . ; R
- . : ._Lr" LT 0‘

S
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- fragment of a wooden bowl," the "knots of worthless

" stone-crop" and "[t]lhe unprofitable bindweed" at the

cottage site (91, 310, 314), and turhe them to a new and
profitable use, as narrative commedities.' An_exaggeratedjf
even parodic--versien of this erdcess of.comﬁbdificatieh
informs‘The_Thorn,.whose narrator,-therhyeothetica] "Captain

of a small trading QesseT",(Note to The Thofhj, works and

I_Pe-worke the.thohn, the pond, the hi11 of'moss'and Merthal

" Ray's exclamat1ons of m1sery 1nto a sensational ta1e - The

Thorn--part1cu1ar1y w1th “the add1t1on of the. Note——se]f-

-consc1ous1y foregrounds the fabr1cat1on of the ta1e ‘as an
‘ﬁobject of exchange, whereas. in The Ruined Cottage th1s

. _process is on1y 1mp11c1t The d1st1nct1on ref]ects Susan

WO1fson s observat1on that WOrdsworth ,when wr1t1ng in a

'elfﬂdramat1c vo1cel shows, 11ke Co1er1dge, “more w1111ngness to
‘L“pursue quest1ons than to reso1ve them, as both often fee1

'H urged to do when wr1t1ng rn proprwa persona" (Ouestronrng-

s

In The Ru1ned Cottage, the Poet's consumpt1on of the?”-'

e PRATE :
-g;Ped1ar s narrat1ve commod1t1es is expressed 1n the 1anguage:g'*

"*fgof phys1ca1 appet1te The th1rsty Poet 1s we]comed by the

'Ph?Ped1ar (a trave11er temporar11y transformed 1nto a host),‘;_ff"‘f

Nﬁkwwho_p01nts h1m toward a Spr1ng to quench h1s th1rst then

"sat1sf1es the Poet's 1nte11ectua1 crav1ng w1th the te111ng




. ”;“wou1d once have been the1r host she herse1f becomes

'if_:Wordsworth's re-te111ng of th1s p1t1fu1 story 1s to_beV

51:
are “tasteTess"_(206}; In a moment of seTf-remonstrance,
the Pedlar reproves himseTf for‘"feeding .on disquiet" (197)§
and Swann 1mp11C1t1y identifies the Pedlar and the Poet as
euchar1st1c consumers of Margaret and her story "[t]he
pedd1er S ta1e would transTate a woman's local and
1nsupportab1e misery 1nto food for v1rtuous thought" {83).
The cottage offers both the material and the non-mater1a1
‘necess1t1es of 11fe sheTter (from the sun) and food the
“dom1c11e of the: text“ and a narrat1ve to consume. Margaret

-is recoTTected as a host by the- Ped]ar, and through th1s
-'recoTTect1on she becomes textua11zed as -food for h1s and the"h”
;Poet's 1nterpretat1on These re1at1onsh1ps doveta11 w1th

_ the f1gure dep10yed by J H1111s M111e5, in. "The Cr1t1c as

Host " to unpack the uncanny relat1onsh1ps that obta1n among o

5'cr1t1cs and between cr1t1c (reader) and text'vl-”

L ‘The poem, in [th1s] f1gure, is that amb1guous g1ft i
. food, host in the sense of victim, - sacrifice. . It 1s~”

o broken, d1v1ded passed around, -consumed ‘by the

".oeritics canny and uncanny who:are in “that- odd

‘re1at1on to one another of host and paras1te (225)d

'.;‘-.:;

5 The f1gure descr1bes the end1ess cha1n of 1nterpret1ve

”consumpt1on

e

" As the two men consume the story of the woman who

ftransubstant1ated din. Jerome McGann 'S - words “[t]o read

.‘

\ (‘
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(83}—-such as "the cost1y American war, the dec11ne of sma11
farm1ng and. the cottage industry in England, the system of
.1mpressment" (Swann 84). This disappearance occurs in_
keeping with poetry's mission of "pleasure" as outlined in
Wordsworth's 1802 Preface: "the end of Poetry is_to produce
excitement in coexistence.with"an overbalance of pleasure”
(Lyrical Ballads 755). By making a judiciou’s selection from
nature, and by f11ter1ng(h IS representat1ons through
metr1ca1 1anguage, the poet can (and should) remove “what
would otherwise be pa1nfu1 or disgusting in the passion®
_that he presents (Lyrrca? Ba??ads 751)... In the case of The
Ruwned Cottage, the add1txon of a frame" narrat1ve imposes a -
further layer of seTect1on and filtration between the reader
and any- unp1easantness 1nherent in the subJect matter

Nevertheless, there rema1ns an unsett11ng and pers1stent

-‘_tens1on between the poem' S - “f11ters"-—the Ped]ar, .and the

Poet's metred representat1on of h1s speech—-and the pa1nfuT
c1rcumstances of wh1ch the poem treats. |

As we sha1] see in othertworks studied further on,
ﬁ._the *subjects: W1th1n the fram1ng narrat1ve and w1th1n the
'ehbedded narrat1ve reproduce each other in eer1e ways, much
g as “host" and "guest“ reproduce each other in M111er s |
‘iargument and even the contrasts between them seem to po1nt

'-ito a. speak1ng k1nsh1p Thus the Ped1ar even as he offers

tco_Margaret up as food for thought is ‘her- counterpart Where

-f'once he found her at her cottage, and she offered "coo1

o



9V1ndeterm1nate, she 1s both "w1fe and w1dow“'(448) Th1s

refreshment” (100), now the Poet finds him, and he, too,

points the way to the well. This chain of-ohysica1
refreshment coincides with a chain of stories: Margaret
confides in the Pedlar, who confides in the Poet, who

‘:.:‘:_:‘.._:_:

conftides in the reader. This succession of stories is

‘driven forward by an originary loss that can ‘never be made

good. 'In3f011owing this chain backward, we find that, as in

: Co1eridge's-ta1e of a possessed woman 1in B?Ograohfa

Literaria, spaces open up in the 1nter1or of the Pedlar's -

master narrat1ve. spaces that the Ped]ar s hom11et1c

conclusion seems, in the end 1nadequate to repa1r

The Rurned Cottage unfo1ds in a sett1ng of

1nterrupt1on and fragmentat1on—-both because it centres on

the spectac]e of the, ru1ned cottage, and a]so rhetor1ca11y. d-
-as in the destab111z1ng sh1fts between frame and

'counter examp1e (strugg11ng Poet and dream1ng man) that

1ntroduce it. ‘ W1th1n the Ped1ar CE narrat1ve, an

f1nterrupt1on in the cyc]es of harvest and product1on 1eads
to Robert's desert1on ' Robert 1apses, for those rema1n1ng.‘;;.

into a state of suspended ex1stence Margaret "had 1earn'd /

.

':;ﬂ:iﬁ.>fﬁ?

~No t1d1ngs ofcher husband: if he 11ved / She knew not that ﬂ;g'*h’d

he 11ved if he were dead /. She knew not he was dead"‘ﬁh75~i’" o

(396 99) She is caught as in the repet1t1ve metr1ca1 -;iffF_;f*f

,

ba1ance of these 11nes, between hypothes1s and negatwon

'Her ex1stence, cont1ngent upon h1s, becomes s1m11ar1y

o

o
. L. [
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uncertainty results in her psychic fragmentation and the .
cottage's'dere1iction. -The‘signs of this brocess'that
remainﬂat the time of narration are the ruin itself, the
"broken wa11":(60):that no 1onger protects, the "useless
' fragment-of a wooden bow]"'at_the spring (91), Margaret's
"broken arbour" (450), and the'pathrnow "broken" by the
rgreensWard_(458). Margaret,.as the ground and centre;Aas'
the guarantordof meaning.ras‘the sfgnified that'cnce'
inhabited the:signiinng'cottage; has disappearedr
In the same way that the Pedlar's narrat1ve act1ons
are triggered by the sense of 1oss he feeTs in Margaret'
dempty cottage, so her act1ons and ultimate d1sappearance
.‘tresulthfrom a prior 1oés' the d1sappearance of Robert
‘RIndeed W1th1n the Pedlar's ta1e of Margaret is a further
lembedded narrat1ve~ Margaret's ta1e of Robert 'The subJects
"1n th1s 1nter1or narrat1ve 11kew1se reproduce each other
Margaret's dec11ne echoes Robert s in severa1 respects.
‘Econom1c reversa1s sever\h1m from the system (emp1oyment as ;'
t a weaver} 1n wh1ch he held mean1ng, h1s desert:on, in turn.
fgcr1pp1es the system (marr1age, domest1city) that guaranteed
'_Margaret‘s mean1ng H:s dec11ne, Tike hers, is

'character1zed by a1m1ess wander1ng Robert “wou1d 1eave h1s

'chhome.'andtto the town / W1thout an errand wou1d he turn h1s

gmsteps / Or wander here and there among the f1e1ds" (175 ?8),,‘
'e;Margaret 1ater conf1des to the Ped1ar that “1n good truth

;_I've wandered much of Tate / And somet1mes, to my shame I

<
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speak, have need / Of my best prayers to bring me back

again" (341-43).

When Robert leaves, the sign that seals the fact of
his d1sappearance-—the purse of go1d—~becomes, in a sense,
the same kind of text for Margaret as the ru1ned cottage 1s

for the Pedlar: a powerful s1gn1f1er of absence, a1though

. the persona1 consequences for the “reader," in the twol

cases, d1ffer great1y We m1ght compare the gold as text “to
that scene in The FaTT of Hypervon in which the poet—
narrator 11ken5-the,snght-of “sad Moneta s brow" to f1ndﬁng_'

a “gra1n of go]d" which exc1tes further 1nqu1ry (1, 275,

'.272) 8 gold is the trace of a story happen1ng somewhere

e?se In The Ru1ned Cottage, the story the go1d te11s of is

the: ent1re1y absent one of the "so1d1er s 11fe" that

-.Margaret has been spared (273).

o

This® story 1s, in a sense, the 1nnermost and most-

-comp1ete1y e11ded in the text. ”If Margaret 1s a w1dow, she
-is a war- w1dow, and the story of war 1s to?d ob11que1y

through her loss. Thus we m1ght frame a further 1mp11cat1on._';*

for the poem's subst1tut1on in Margaret's slow dec11ne the

violence of war is transferred from the s1te of conf11ct to

" the domest1c scene, Robert's death 1s 51gn1f1ed in hers

qMary Favret tr‘f=“'->“!'l<_:l the “part1cu1ar correspondence between yfh”“"

oy

war and domest1c1ty" 1n Romant1c1sm (539), notes 1nstances

: All subsequent references to Keats s poetry w111 be
to Comp?ete Poems,\ed Jack St1111nger (Cambr1dge Be1knap,'
1982). e S

o



' of'soch a "transfer of violence" from combatant to dying‘A
widow; when "sentimenta1 interest in the woman left behind
f?. doveta1ls with a sadistic voyeurism that ¢an only be
'sat1sf1ed by a female body", the widow's ”vuinerab]e
feminine body evokes domest1c sent1ment demands a
-restorat1on of domest1c secur1ty and def1ects our gaze from
:the image of the maTe body in pa1n" (5486, 547) In The'
ArRu1ned Cottage, the vu1nerab1e fema]e body takes upon itself
‘-the pa1n of the absent matle body; and then 1t 1s,:1n turn,
: transubstant1ated Th1s subst1tut1on ant1c1pates that
'Sprocess, descr1bed further on, whereby Margaret s suffer1ng
ibody figures that of the Ped1ar h1mseTf tak1ng on the
.‘suffer1ng that cannot be consc1ous1y borne by the ma1e

subJect ' Margaret in th1s ro1e as un1versa1 sufferer, is

o -

-,f'almost Chr1st 11ke ' Th1s not1on-—w1th 1n th1s case,
J?Chr1st's ro1es strange1y red1str1buted ‘between Margaret and
iRobert-—seems to 1nform the near1y Mess1an1c v1s1on that the
HPed1ar h1nts at when he speaks of her as one’
_'=By sorrow 1a1d asTeep or.borne. away,
A human- being destined. to awake
7 To. ‘human 1ife, or someth1ng very near:
.~ ..To human 1ife, when he .shall come aga1n.
”;;For whom she: suffered (371 75) L
”-f'The Rurned Cottage s aggregat1on of narrat1ve 1s
o Ffrsomehow deb111tat1ng Although the Ped1ar, w1th1n the o
”fPoet's fram1ng narrat1ve, ta1ks h1s way around to
»;freconc111at1on, h1s own story test1f1es to the 1mpotence of
.? fwords Just as,_1n Ju?:an and Maddaio, the spectacle of the

‘_"__J'

RN



e narrat1ve oniy by return1ng her own words to herse1f

And as, when Margaret to1d the Ped]ar her story, 1ts pathos f”“

Weakness, nor had power / To thank h1m for the ta1e wh1ch he
l‘h_l.had to1d" (495 96) The 1mp11cat1on 1s that Margaret'
;suffer1ng 15 at f1rst 11tera11y unspeakab1e,3and th1sfﬂh:f
"_s11ence is passed on, through generat1ons of te111ng,l11ke

““1‘7the tw1n or shadow of the ta1e 1tse1f The story 1s

57
Maniac strikes Maddalo and Julian dumb, and throws their

debate into confus1on, S0 Margaret‘s story robs those who

.hear it of speech The nature of her own discourse,

furthermore,-1s inexpressible in retrospect:

At the door arrived,

I knocked, and when I entered with the hope

Of usual greeting, Margaret looked at me .

A 1ittle while, then turned her head away
Speechless, and sitting down upon a chair

Wept bitterly. I wist not what to do _
Or how to speak to her. Poor wretch! at last
She rose from off her seat--and then, oh Sir!

I cannot tell how she pronounced my name:

With fervent love, and with a face of grief
‘Unutterably . helpless, and a look

That seemed to cling upon me, she enquir'd

If I had seen her husband.  As she spake.

A strange surpr1ze and. fear came to my heart,
. Nor had I power to answer ere she told

That he had d1sappeared (245 60 emphas1s added)

'In a 1ater encounter, the Ped1ar can respond to her

-.when she ended I had 11tt1e power
‘To give her comfort, ‘and was glad to take
- Such words of hope. from her own. mouth as serv d
‘ To cheer us . both e e e (275 78) .

robbed h1m of power to comfort her, so,_when the Ped1ar:;w

passes her ta1e on’ to the Poet the Poet 1s str1cken 1n h1s_3fm

turn w1th "the 1mpotence of gr1ef" (500) "I turned as1de 1dﬂ

S
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uncanny. The simple question that is its prelude brings "a

- strange surprize and fear" to the listener's heart (243),

arousing a sense of dread relative to a scene——Margaret in
her cottage——once associated w1th that herm?rch "sense of
agreeabTe restfu1ness and secur1ty as in one w1th1n the four
wa115 of his house"-(222) At the same t1me, however, with"
each te111ng, the hardsh1ps of Margaret's 1ife become'"more

soft -/ More soft and distant" as the mode of d1scourse is

,progress1ve1y.ref1ned,,from Margaret?s‘first-perSOn account

of her.suffering, to the Pedlar's tempora11y-distant oral
h1story, to the Poet's pub11shed metr1ca1 product1on Thus

the uncann1ness of the Ped1ar s ta1e of Margaret is slowly

. d1gested 1n its progress a1ong the cha1n of consumpt1on

To this cha1n of recept1on is added of course, the

further links of 200 years of Wordsworth readers, and the

'1nf1n1te1y pro11ferat1ng frames of commentary, of wh1ch th1s

is one. I am pa1nfu11y aware of the fact that even in

' try1ng to recuperate Margaret's story somehow I&am
l:'co11ud1ng in” the further f11trat1on of these pass1ons

. through the "1ntertexture of ord1nary fee11ng -« .. not

str1ct1y~and necessar11y~connected with the passion"
(Preface to Lyrrca? Ba??ads 755 755n)--the 1ntertexture,

that 1s, of cr1t1c1sm and of’ those fee11ngs born of :

' sat1sfy1ng-—even, vas? of p1easurab1e—~ana1yt1ca1 acts My .

cr1t1ca1 b1nd surfaces in. phrases such as "the PedTar s tale ‘°?":

o

' of Margaret"f th1s pecu1jaeroub1e gen]tqve'vs,the res1due

= : -
.a
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of my persistant hesitation between a]ternati&es.: Do I name
the interior discourse "Margaret's story," or "the Pediar's
narrative"? This dﬁ1emmaAposes,the question:.To whom does . a
story belong? To its subject; or its teller? Thendiiemma
points:to the doub1e.1ife of The Ruined Cottage's internal
narratiVe: ‘as a sequence of events,.and‘as‘arscene;of
narrat1ng in wh1ch the events f1gure as 11ngu1st1c objects;
The frame, in narrat1v1z1ng the act of narrat1ng itself,.
‘shifts the burden of lTegitimacy to the second a1ternat1ve
the Ped1ar s story, w1th the Ped1ar as subJect Part of my
project here, in us1ng The Ruwned Cottage as a p;etext to‘
narrate my own cr1t1ca1 act, is to f1nd\a way back to
Margaret‘s events, or at 1east to memoriaiize them‘by
determ1n1ng the progress of their demater1a11zat1oT e
| These tw1n represented stor1es--ofkthe events andJof
- their narrat1ng-—tend in opposite d1rect1ons\ Aga1n;t the
backdrop of the’ P dlar's contentment and surv1va1 the story.
'of Margaret dep1cts the opposite traJectory——of unanswered
‘quest1ons, of.fa11ure, of death. Whereas: Robert respond¥ to.
the 1oss of his Tivelihood through f11ght ,and the Ped]ar\e?
'responds to the loss of Margaret through ph11osoph1ca1
- narrative, Margaret cannot respond to the 1oss of Robert

.;‘;'

save with stas1s Imag1nat1ve act1V1ty that 1eads the

Ped1ar from "the weakness of human1ty“ to: "natura1 w1sdom" h
: ol

: P S
‘and-"naturaI‘comfort“ (194 “195 196) becdmes. in Ma;garetfsjgu:

':emp1oy. ‘one more s1gn of febr11e deb111ty
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On this old Bench
For hours she sate, and evermore her eye
Was busy in the distance, shaping things
Which made her heart beat quick (454-57)

Her "read1ng" of exper1ence fa11s 1nto d1sorder, as

emb1emat1zed in her d1sordered books:

her few books,
Which, one upon the other, heretofore

" Had been piled up against the corner-panes

In seemly order, now with straggling leaves
Lay scattered here and there, open or shut
As- they had -chanced to fa11 (404 09)

W1thout cu1t1vat1on (proper. husbandry), the "seemly order"

of the books--those "th1ngs that teach as Nature teaches L

'as.they are ca11ed in the Pre?ude (v, 231)——fa11s into a

state of decay ana]ogous to the garden s; the corre1at1on is

re1nforced in the 1mage of “scattered leaves. ™ Margaret s

- 1nattent1on to cottage and garden denotes a neg1ect of

matters necessary to surv1va1 And wh11e 1t may be argued .

that books are not in qu1te that category, book ownersh1p

was a 1uxury for Eng]and s rura1 work1ng class, and they

woqu have treated the1r sma11 11brar1es with reverence

(V1ncent 109 11) - L1ke the garden s and the cottage s

”-,"*d1s1ntegrat1on, the d1s1ntegrat1on of the books 1s both a’

garden,

j pr1son

1ndex of her dr1ft out of the soc1a1 and economic ‘order.

symbo1 of Margaret's d1sordered 1nner state, and a mater1a1

~

Margaret's 1dent1ty merges w1th that of cottage,
o

books L1ke the Man1ac 1n She11ey S, Ju77an and

T

Maddalo, she 1oves the structure that 1s, “in effect her

“Yet st111 / She 1oved th1s wretched spot nor wouid ,‘ﬂ-"
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for worlds / HaVe parted hence™" (486—88) As a female

subject, she is def1ned by domest1c space She does wander, -

but, un11ke the Ped]ar, to no prof1t ‘Her destination is

,;calways the same, and, aga1n,un11ke the Pedlar, no new

information awaits her there. To each sympathetic

traveller, Margaret "repeat{s] / The same sad question"

(475-786). L1ke Tennyson's Mar1ana 1n the moquer1ng moated.

grange, she repeats a refra1n that comes to seem as much a
_prison as’ the ruins she 1nhab1ts Mar1ana s refra1n——"he
cometh not"——and Margaret‘s quest1on both turn on the

o

absence of the ma]e other that wou1d comp?ete the f]agg1ng

domest1c1ty to wh1ch they aré neverthe1ess condemned

U1t1mate1y, Margaret d1es for want of an answer Her death;;

a2

resu1ts both from Robert's phys1ca1 absence and from the'“

absence of narrat1ve ‘she cannot . “1earn her husband s fate“ o

(467), and - unt11 she does she cannot know what she 15,; Q

def1ned “in her cont1ngency w1fe or W1dow ‘ Robert as tekt' .

rema1ns permanent1y 111eg1b1e, and thus Margaret cannot read

in

her own fate there ‘The Ped]ar, on the’ other hand can’

"wa1k - - & along [his] road.in happ1ness" because he fee1s,'

= u1timate1y,jthat the needﬁfor interrogat{on is at an end

(525).

The contrast between Margaret s domest1c sta51s and

the Ped]ar s prof1tab1e progress resu]ts from whag Mar1onjtl

Ross ca11s "woman s p1ace in Wordsworth‘s 1deo1og1ca1

=

1andscape " Ross wr1tes. e
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Margaret's fixation upon-  the spot also accentuates
.. the stationary quality of female desire in
- contradistinction to the progressive quality of male
desire. She serves to stabilize masculine
wander1ng, to mark for men their own preogression.
(“Natura11z1ng Gender" 407).

'Karen Swann observes a "neat reciproeity.between Margaret's 7
and the . pedd1er s orb1ts--when her rounds increase, his \ﬁg;
‘contract when she is bound by a thread to the spot, he
resumes h1s wandertng“ (85). However, as Swann notes aTse,
it is a rec1proc1ty "whose effects . . .’deve]ve unequaTEQ\

“on the wdﬁanf.(SB}. The unmoving Margaret provides_gkfocugl

'Hin the‘jandseape through which.the-PedTar_trave1e;'and hen\ B
dec1ine providee'an'index.ter hie.temporaT progression..y -
C1rcumscr1bed w1th1n the cottage, Margaret becomes a site

lwhere th1ngs, peop]e, p1eces of 1nformat1on aruuﬁezaﬁféﬁ

o =

‘”f,depart appear and d1sappear, accord1ng to the 1aws of the1r L

' own pecu11ar mot1on ThIS dIfference between Margaret and

*iiuthe Ped]ar forms part of a web of gender re1at1ons that

.

'Q7under11e the poem As Ross 1mp11es,_Margaret 1s the "other"

:d1n relat1on to whom events unfo]d.: Bakht1n s termfg\,lg
?;'"chrcnotope"d1s usefu101n mapp1ng tne spat1a1 dimension of
_tﬁ'these re1at1onsh1ps B "Chronotope." as Bakhtin emp1°y5.1£t
\’Ji}des1gnatesL"the 1ntr1ns1c conneetedness of temporaI and '
“Elt spat1a1 re1at1onsh1ps that are art1st1ca11y expressed 1ncgdq
”r'1terature" (84) Margaret anchors ‘the. defining chronotope g_h7ﬁ?t
prﬁThe Ruwned Cottage s 1nter1or f1ct1on,%fn wh1ch decay g

_over t1me.ﬁ

G DR

w1th1n a‘C1rcumscr1bed space,f1sﬁ1ndexed at

s LR

‘1nterva s by a cyc11ca11y-c1rcu1at1ng eye Th1s Sput1a1-'3ﬁ,m’*”:



tempora1 rejationship between Margeret and those who pess 3
through her cottage both reflects the'socia1 rea1ity of a
women'e historica11y Timited sphere of'action, and inscr{bes
the traditional metaphysical oppos1t1on wherein "the techné
and t1me have connoted the ma1e, physis and space the

femaTe" (Jardine 25).

As this reciprocity between Margaret and the . ¢

.. travellers who pass her door suggests, travel holds for

“

Ty

_ eﬂt.'~

~history of rura1 England is 1nscr1bed in 1ts monuments ‘The,

1nvolves ascend1ng 1eve1s of prof1o1ency f1rst a bas1c

__11teraoy, wh1ch grants a power of~mot1on across a text or a

nand wh1ch a11ows the reader/trave11er to be. for a moment

:hnot s1mp1y in but of the text the p1ace 'v;ﬂfﬁ;?f

_ ””the figural. force of. Wordsworth‘s 1790, 1t1nerary in G e
. Wordsworth: The Sense of Hrstory,_see a1so Ce]este Langan s B
‘-]Romant7c Vagrancy ' Ce C g G

Wordsworth a'oentra1 figurative importance s I have

.suggested, above, the textual nature of geography the

Wordsworth1an traveller traverses. the 1andscape as the eye

<

.roams a text, transTat1ng s1gns 1nto narrat1ve in a process.
that Iser descr1bes as one of "ant1c1pat1on and
‘retrospect1on" (57) In other words. as Ce1este Langan‘ﬁ

~ remarks, "Wa1k1"9 and read1ng lin Wordsworth]. it _seems, aref,;i”"

[ <o Q

re1ated pract1ces of mob111zat1on" (14) Th1s mob111zat1on‘”"

fag

terr1tory, and second a more speo1a11zed competence. wh1chf?

‘m1ght ‘be - character1zed in both cases as a cu1tura1 11teracy,g§d1

”‘9 See. for examp]e. A1an L1u s extended med1tat1on on‘
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_The text and the world, as sites of mobiiization,
have been conjoined for as long as there has been the tooos.
of the "book of Nature." "Since the*beer naturae is a
- trope," writes J. Doeglas Kneale, "so aiSo is theract of

'reading' it" (84). Wordsworth 11nks read1ng and trave111ng

0

0y

explicitly in, among other p1aces, Book F1ve of The Pre?ude,

o : ,the book on “Books"

Where had we been, we two, be10ved Friend,
If we, in lieu of wandering, as we did, '
Through heights and hollows  and bye spots of tales
Rich with indigenous produce, open ground
" Of Fancy, happy pastures ranged at will!
- Had been attended, follow'd, watch'd, and noosed,
‘Each in his several me1ancho1y walk .
(V 233-39) '

ﬂd1s 1ns1stence here upon the :nature of this “trave1"

: wander1ng, as opposed to a constra1ned march—~evokes an.

1mage s1m11ar to Keats s “voyage of concept1on"

When Man has arr1ved at a certain ripeness in: -
. intellect any one grand and spiritual passage serves
~him-as a starting post towards all 'the two- and
thirty Pallaces’ -How happy is such.a 'voyage of
- conception, ' what de11c1ous d111gent Indolence!
s (Letters 1 231) :

‘But there is a more str1ct1y mora1 d1mens1on to‘Wordsworth'
'-k.not1on of wander1ng than Keats s sensua1 f1gure perm1ts
o f_Knea]e notes WOrdsworth s attempt in the Pre?ude, "to
gd1scover the mora1 1essons encoded in nature-—the '1essons o
&:of genu1ne brotherhood the p1a1n / ‘And un1versa1 reason of
' ?‘,mank1nd / The truths of young and old'™ (84) The Ped]ar sf

L'I k

'-';Y“waywwander1ng 11fe“ (11ne 46) has made h1m fam111ar with

::"bye spots of ta?es / R1ch w1th 1nd1genous produce"‘(Pre?ude _*'
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.V, 235-36): the natural wisdom he has thereby acquired

allows him to see Margaret's life-story as another "passing

shew . . . of being" (522) among many; a 1bca1_"indigenous

product,"™ a marker in a universal economy. His long

peripatetic education has brought him, it seems, to the

 stasis-in-motion of Wordsworth's "01d Man Travelling":

- his step,
‘His gait, is one expression; every limb,
His look and bending figure, all bespeak
A man who does not move with pain, but moves
With thought. (3~ -7y

It‘seems.appropr1ate, with this figure of "animal’

© tranquillity and-decay," to turn to another one of travel's

° metaphoric resonances In conJunct1on with its ana1ogy to

~
[

read1ng-—and by extens1on, to the acqu1s1t1on of w1sdom and ;
exper1ence-—trave1 figures. tempora1 progress1on a1so,_and

more spec1f1ca11y, progress1on from b1rth toward death

~Pau1 de-Man, in "Autob1ography-as De—Facement " observesf"

]

. that the not1ons of 11fe and death f "or1g1n" and-

==
,_"tendency." are, for Wordsworth in Essays Upon Epwtaphs,
. {\ . o -
»"1nseparab1y co- re1at1ve " De ‘Man cont1nues

" The same 1t1nerary, the same 1mage of the road
appears in the text as "the lively and. affect1ng

ana1og1es of life as a Journey" interrupted,. but not;fff

ended, by death. The: 1arge, overarching - metaphor Co
for th1s entire system is that of the sun. in- mot1on S
IR L (74) .

o

iTh1s "1mage of the road" structures 11kew1se the act1on of

The Ru1ned Cottage The Poet trave1s westward. 1n the

-d1rect1on of the sett1ng}sun that 1s, he trave1s 1n the

djrect1on of mortality. The Ped1ar. an_p]d_man:and.oneiseenf;“-"“
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d1sbur51ng an 1nher1tance of stor1es,_'s "as dear" to the
Poet as is "the sett1ng sun" (11ne 39)—-a comparison that

assoc1ates the old man with the f1na1 stage in 1ife's

[

:_Journey. The narrat1ve they consume together is one-of
decline and death: Margaret's, her infant's and possibly
Robert's, against the background of the unnaaed numbers of
the poor whO'sfnk under hardship. l The Ruined Cottage is h
thus, 11ke Keats s . The Fall of Hyperwon (a1though without
the same retrospect1ve b1ograph1ca1 po1gnancy) written
aga1nst the hor1zon of a morta11ty that hoids it fascinated.

The Ped1ar 1aunches h1s narrat1ve w1th an abrupt

assert1on of h1s own share in. morta11ty
e E - we die, my Friend, . .- e

Nor we a]one. but: that which each man. 1oved '

And prized in his. peculiar nook of earth:

D1es w1th h1m or is. changed . (68 71)

'The story of Margaret‘s death 1ntroduced by th1s assert1on
n”ﬂ.and ass1m11ated back 1nto a genera11ty at 1ts conc1us1on, is
:fthus detached from Margaret as subject and 1s made to assume-'h
ffa broader re1evance. S1tuated in tendency between |
Kfautob1ography and 1oca1 h1story-—between The Pre?ude and
berchae?—-The Rurned Cottage in. 1ts transferences between.
:faframe narrat1ve and embedded narrat1ve conf1ates the tﬁo
."tMargaret 1s. as suggested above, a f1gure 1n the Ped1ar s-
;fQESe1f—representat1on,\1n that her 11fe story furn1shes an;;tT'h
?ffoccas1on for the d1sp]ay of h1s mora] character Perhaps we'
$q1ght extend th1s not1on and say that Margaret evokes, o

iadd1t1ona11y,‘the one th1ng that 1n autob1ography can never T
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be represented: the death of the subject. Freud speaks of
-the double as uncanny, and even as "the uncanny harbinger of
death™ (235), and this seems to name some aspect of

" Margaret's reiation to the Pedlar. He begins‘the_story of
her death with the assertion that "we die"; there is,
additionally, the reciprocjty{between himse1f-and_Margaret-

outlined above; and his journey tends westward. In.giving

voice to the monument that is the ruined cottage, the Pedlar

I

effects 'in a sense a communication-from beyond,the'grave;
" That th1s 111us1on of communication dra1ns the 11v1ng of
power attests to, in de Man's words,

the latent threat that 1nhab1ts prosopope1a, name1y
that by making the death speak, the symmetr1ca1 .

" structure of the trope implies, by the same token,
that the 1living are struck dumb, frozen in their own-

. death. The surmise of the "Pause, Traveller!" thus R
acquires a sinister connotation that. is not on1y the‘;fﬁ'*
prefiguration of one's own mortality but our actual
entry into the frozen world of the dead. - {78) "‘g;;~g

And indeed it ‘seems .so in The_Ruwned‘Cottage. At-a&padse in_'f

T the naqrative,wthe Poet'feeTS-"a heartfe1t chi11ness-ﬁned
‘[his] veins" (213),.as~at theyprefiguration_of'h{sfothJ-,;
morta11ty |

Like She11ey in Jquan and Madda?o or- Co]er1dge 1n

1;:-. : ”‘ ' ,P.i the possessed servant ep1sode of the Bwographva, Wordsworth
“Lff*ti t;\f_. " in The Rurned Cottage d1sp1aces onto the subJect of h1s\jjjﬁ
R ;embedded narrat1ve all that cannot be borne d1rect1y by. the
:ﬁn: | :h“ Q.1;f1gure of the potent fram1ng narrator a11 that bespeaks

'f1oss, 1mpotence, the unspeakab1e The embedded narrat1ve

thus presents the spectac1e of an a1ter1ty that stands at
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the defining 1imit of the narrating subject's own existence.

The Ped1ar75‘naer¢ive and perceptual mode, with its
emphasis on stillness, caim, tranqui11ity,'and‘si}ence,
.arrests those restliess tendencies and attempts to-dohfine

' " them within an interpretive frame.

fi-.

n

o

ney -
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Lsubject to object " These d1st1nct1ons break down upon_p:'** N

o in these attEMDts to d1stance frame: from content‘ i fé s

CHAPTER THREE

COLERIDGE: CLINICAL READiNG 1

This chapter examines two works by Co1er1dge, one a
fragment of narrative embedded w1th1n the 1arger who]e of
Bwographra Lwterarwa,_the other, Kub?a Khan, an apparent]y
completed _poem des1gnated ‘as a fragment by the author
himself, by means of.a fram1ng headnote ~In both works,
Co]er1dge br1ngs a d1agnost1c eye to bear on an uncanny

B

d1scourse the rav1ngs of an 1nsane\woman, and the strange :c”"

' poem that he c1a1ms speaks 1tse1f through h1m dur1ng an

op1um rever1e The frame, 1n each-case, is presented as-

'exp1anatory, the d1scourqu 1t frames 15, by contrast
'presented as-exemp1ary, as an image of d1scourse fThe'ﬁ

.re1at1onsh1p between frame and p1cture p]ane wou1d Seem to R

resemb1e that of self to other,_of doctor to pat1ent of

closer 1nspect1on, however The r1gorous1y d1agnost1c gazef'h

dproves to camouf1age aff1n1t1es between the c]1n1ca1 frame “Q;-f

and the w1erd utterance at 1ts 1nter1or What 1s at stake.g“;ﬁg;

B concept1on of the autob1ograph1ca1 se1f as masterfu] _:t

.’EJ

‘rat1ona1 and se]f—possessed "_fg e

89"

B
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“Coleridge's introduction to Biographia Lfteraria'

s1mu1taneous1y promotes h1s notor1ety and effaces him from B}

o the work s pages

It has been my 1ot to have had my name 1ntroduced
both in conversation, and in print, more frequently
than I find it easy to explain, whether I consider
the fewness, unimportance, and limited circulation
of my writings, or the retirement and distance, in
which I have Tived, both from the literary and
political world.

It will be found, that the least of what I have,
written concerns myself personally.. I have used the -
narration chiefly for .the purpose of giving a
‘continuity to the work, in part for the sake of the:
miscellaneous ref1ect1ons suggested to me by

- . particular events, but still more as 1ntroduotory to

the statement of my pr1nc1p1es in Politics, . .
Religion, and Philosophy, and the application of the
‘rules, deduced from philosophical principles, to
poetry and cr1t1c1sm (Bwographra Literaria 1: 5)

. -His pro11ferat1ng persona1 name a11eged1y prov1des one_

N IR

"

'1ncent1ve for the work and vet: "the least" of this work
"Tooncerns Co1er1dge "persona11y “: Wh11e the phrase “MY
d*LITERARY LIFE“ is" the second most prom1nent one on the 1817

'Ft1t1e page, the b1ograph1ca1 e1ement is made out in these :
"-open1ng sentences to represent not the 1nd1v1dua1 o
}_"Coler1dge," so. much as a genera11zed 1dea of 11fe asla

imot1vat1ng chrono1ogy, a coherent shape that oan redeem a
~"m1soe11aneous" co11eot1on of wr1t1ngs ' fhe'~
' autob1ograph1ca1 subJeot s at once oentra1 and marg1na1
.iTh1s oso111at1on ref1eots the Btographra s status as a .
?_gener1c hybr1d Autob1ography structures the work but 1t
:;HIS more than a s1mp1e matter of secondary autob1ograph1ca1

‘f“P‘veh1cTe and pr1mary ph1l9i?Ph1c tenor the two convent1ons--ef7 L
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phi1osophy-and autobiography-einterpenetrate The
“ref1ect1ons," "orinciples” and "rules" generated w1th1n the
outline of the 1ife themselves contribute to bu11d up
: CoTer1dge s se1f~portra1t “but not always in the
.'stra1ghtforward way he might appear to anticipate.

= " A complex examp1e of th1s process occurs in Chapter'

S1x of Biographia Lvterar1a, in which an embedded narrat1ve,‘

adduced in support of Co1er1dge s cr1t1que of Hart1ey s
‘theory of the assoc1at1on of 1deas,_turns out to ho1d
‘serious 1mp11cat1ons for Co1er1dge h1mse1f as a self-
‘possessed lauthor1tat1ve subject.: ‘Draw1ng heav11y upone—at
t1mes s1mp1y trans1at1ng--a previous critique- by. Johann |
Gebhard Ehrenre1ch Maass, Co1er1dge argues that Hart?ey 5
system is not tenab1e because its mechan1ca1 nature exc]udes
the poss1b111ty of will, ‘reason, and Judgement 1t makes the
 mind a site of chaos, prey to uncontro11ab1e,runmot1vated

.- and potent1a11y infinite associations. _ "There 1s 1n truth
“but one’ state ;o wh1ch th1s theory app11es at a11 ".he

-conc1udes,

name]y, that of comp1ete 11ght headedness, and even“::*f

=

‘ . to this it applies but partially, because the w111‘§_“uc"

- and reason are perhaps never who11y suspended
case of this kind occurred in.a Catholic “town - 1n
Germany a ‘year or:two befecre my "arrival at. '

Géttingen, and had not then ceased to- be a. frequentA5

—SUbJECt of - conversat1on ._;.,, (1 112)

He proceeds to te11 a story w1th the r1tha11st1c structure'r
l; .

. /)[T\ e - B ““I.
. of urban Tegend A young, orphaned, 11%\terate servantl

o

woman "was se1zed w1th a nervous fever dur1nggwh1chn.eqf;
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she became possessed, and, it appeared, by a very learned
devi]h (1: 112). She utters sentences in Latin, Greek and
Hebrew, "coherent and_inte]1igib1e each for.itse1f, but with

Tittle or no-connection wtth'each other™ (1: 112-113). .

the manner of a fa1ry ta1e, the myster1ous1zﬂa111ng female

. attracts to herse1f hosts of wise men-—aTtkough within th1s
fa1ry—ta1e structure the nature of the "riddle" posed by her
: dysfunction keeps shifting."lt begins as a re1igious |
prob1en—~a case of. demonic oossession,'ﬁaccording'to'the.

. asseverations of all the priests and monks of_the'd
neighbourhood“7(1' 112) .Butrthe authenticity of the
al]eged possess1on is guaranteed by two contrad1ctory
assert1ons. On.the one hand, "[t]h1s possess1on was

_rendered more probabTe by the known fact, that she was or

' had been an heret1c" (1 -112) On the other hand, we are

o told further on that "[a]11 trick or consp1racy was out of

,the quest1on“ because "[n]ot on1y had the young ‘woman ever
been an harm1ess,ls1mp1e creature,.but she was eV1dent1y
d1abour1ng under a nervous fever" (1 113)

These contrad1ctory construct1ons of the young

o fwoman s character occur in response to the anecdote S

f::sh1ft1ng concept1on of the ‘problem. -The-1n1t1a]1y re1igious‘

”ﬁ'1ssue evo1ves 1nto a psycho1oglca1 one, the woman as-

'c11n1ca1-V1ct1m rep1aces the woman=- as re11g1ous—reprobate
”--w1th the appearance of the second wave of w1se ‘men: "many 3

‘emwnent phys1olog1sts and psycho1og1sts v1s1ted the town, o
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and cross-examined the case on the;spot" (1: 112). These

experts arrive in response to the investigations of one
young doctor who, enacting the "fami1iar'[story] of the
c11n1c1an as detect1ve," emerges as the hero of the p1ece

{(Wiltshire 218). Th1s young doctor thus ushers in the

second psycho1cg1ca1 phase of the problem:; he also

”initiates-the anecdote's final phase; where the issue

becomes one of natural bhi1osophy. The patient herself

being "incapable ofwreturning a rational answer," this
5

“young med1ca1 ph110$0pher" constructs a br1ef c11n1ca1

b1ography based on the test1mony of others (1 113) ‘He

! d1scovers that she had- 11ved as a ch11d in the home of a.q' -

pastor whose habit 1t was "to walk up and down a passage of

“his. house 1nto wh1ch the k1tchen door opened and to read toh_-, .

h1mse1f w1th a 1oud vo1ce, out of his favor1te books" (1

113) . The books are recovered-—among them "a. co11ect1on of

frabb1n1ca1 wr1t1ngs, together with several of the Greek and

Latin fathers" (1 113), ‘the servant' [ sentences are traced

‘there1n' and the- possess1on is exp1a1ned as a feat of

[
unconsc1ous memory "{N]o doubt cou]d rema1n in any o -

" rational mind," conc1udes Co1er1dge, “concern1ng the true

or1g1n of the 1mpress1ons made on her nervous system" (1

113). The mystery has been so1ved in accordance with

,Hart1ey s theor1es, seem1ng1y returning Co]er1dge s argumentf”

to its starting-place in a point of~ph11osoph1ca1 debateylLédeTQ'd'
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| But a strange space opens up at th1s po1nt in the
Bvographra th1s detour alters the profile of the whole

Journey Jerome Chr1stensen notes a logical "slippage"

'ﬁ_w1th1n the anecdote In an examp]e purport1ng to -

s

case of th1s k1nd“ is equ1voca1

demonstrate the flaws in assoc1at1on1st theory, the woman's
‘pOSsess1on turns out to be exp11cab1e ®in str1ct1y

.Vassoc1at1on1st terms" (B?essed Machvne 111)——1t s an

AN

'examp1e,‘1n other words that "re1nforces the pos1t1on of

\
[Co1er1dge sj adversary“ (111) ~And even at the grammat1ca1

\
leve1 as- Chr1stensen notes, Co1er1dge s 1ntroduct1on of "a

PR

the examSQe does not fit neatly into a formed _
argument: we cannot be entirely certain what 'this.
kind' of: case is, an instance of uncontrolled ,
delirium or a\case of Tight- headedness which shows
~that the reason and w111 are. never who11y suspended
(110) -\‘ . o _

X . .
I wou]d extend the not1on\of th1s "grammat1ca1 sT1ppage"

-

) (111), and see the ent1re anecdote as an'“ungrammat1caT1ty“

531n M1chae1 R1ffaterre S sense of the term, as a textua1

[‘d1scourse 1t be1ongs to a d1fferent reg1ster-—the d1scourse .

of: 1oca1 1egend the ta1e “had not : .ﬂ.wceased to be a

anoma1y, that 1s, where the. readeq\f1nds "contrad1ot1ons

between a word s presuppos1t18ns and\nts enta11ments" (5)
\ _

"The anecdote 1s an uncanny "word" w1th1n the chapter

\
‘W1th1n a predom1nant1y commentat1ve and ph11osoph1c 'g

7

f\éﬁ o

| frequent subJect of conversat1on" (1 112) - such 1t

ffd1alog1zes the chapter, 1mp11c1t1y cha11eng1ng the author1ty

'»of the 1oca11y dom1nant d1scourse of commentary And,

Cob
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‘ iTh1s parad1gm of re]at1onsh1p among a text's partsh-they

“~reference that keeps on push1ng the mean1ng over to a. text

'_not present’1n the 11near1ty“ (12) Furthermore,

'"marg1na1 method" din Bwographwa Lrterarwa - "What Eo1er1dge;
hpract1ces,f asserts Chr1stensen,:"1s not mosa1c compos1t10n ﬂ“:
‘:but marg1na1 exeges1s, not ph11osophy but commentary"'(105)
h--we m1ght even say,_not wr1t1ng, but read1ng By th1s ;ﬁf7

'recko,m ng, the Brograph1a-_—gr POT‘t1o‘ns.- Of.'lt, such as ‘the i

75
noted above, the anecdote does not foliow, e1ther Togically
or grammat1ca11y, from what precedes ijt. This anecdote,
then, does not cohere with its frame either grammatica11y,
1ogica11y; or by virtue of a’shared discursive register‘ eIs_'
it s1mp1y unass1m11ab1e——1s it as discrete and mean1ng1ess ‘
as the woman's own utterances--or does its dialogue with the

frame that surrounds 1t take p1ace at a d1fferent 1eve1 of

textua1 mean1ng°

Accord1ng to R1ffaterre, the ungrammat1ca11t1es in a

text man1fest in successmve, d1sgu1sed var1at1ons, some,~

‘ unstated "matrix"; they speak in the 1anguage of the
'unconsc1ous, through d1sp1acement and 1nd1rect1on _ Textua1

's1gn1f1cance arises in "a h1erarchy of representat1ons

<

f1mposed upon. the reader . . . a bounc1ng from reference to- |

[t]he text funct1ons someth1ng 11ke a neuros1s as o
>the matrix is repressed, the displacement produces
- variants all through the text, just as suppressed .
e symptoms break out somewhere e1se in the body (19)

share a common and suppressed referent——a]so resemb1es 1n~ -

some respects what Jerome Chr1stensen 1dent1f1es as the'

&
2

[
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-h?rPerhaps the woman S story offers a. commentary on the textua1 .

jof se1f—creat1on, the p1cture of th1s 1ncoherent person rjf'”
~opens up'neﬁ
,p0851b111ty ofhmaster1ng 1anguage, and thus of the

' ossxb'11ty of crnat1ng out of 1anguage a un1f1ed seTf thatc"

76
HartTefan critfguef-may be seen as a.series of "annotations,'
1inked;by neither floral nor ironﬁchafn but by their
equivoca]freference to [a] host text" (Biessed Machine 110).

The re]ation between margina1ium and "host text" 1s, like

the're1ationﬁbetween a frame and that which is framed, one

N

of mutual alteration. - To cite Chr1stensen once aga1n

, a structura1 equivocation is bu11t into the.
"-annotative. situation: .an. apparently S1ng1e voice is

doubled by the addition of the’ note.  Once added to
_ - the margins® of the text the comment makes 1t
- uncertain what the text is. (105) -

The quest1on that th1s parad1gm seems to beg, in

Cre'iat'ion to the anecdote of.the ‘woman's "possess1on," 1s if

: th1s anecdote occup1es the pos1t1on of a marg1na11um then

S

C what is the absent text on. wh1ch 1t comments° I do not‘want

=

,to rep]y too reduct1ve1y i R1ffaterre h1mse1f caut1ons that

_-S1gn1f1cance . . . appears to be’ more than or
_someth1ng other than the total meaning deducible.
.~ from a comparison between variants.of the given.
" That would only br1ng us back to- the given, and it
- ‘would be a reductionist: procedure S1gn1f1cance is,
‘rather, ‘the reader's praxis of. the transformat1on, a .
- .realization that i 315 akin to playing, to acting oy
' out ‘the 11turgy of>a r1tua1 (12) s

[

w;creat1onLchat 1s “Coierzdge,“ the un1f1eo‘and un1fy1ng

“oi;b1ograph1ca1 subJect who 1s ostens1b1y the master of the

&

Awork As a marg1na1 comment on the b1ograph1ca1 enterpr1se

t:-- [

_'ngpect1ves on, and ra1ses doubts about the :

)

-

o

L
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can pronounce with authority on philosophical duestions. In

this way, the embedded anecdote alters its frame; the added

‘commentary "makes it uncertain what the text 7s," to recall

Christensen's words.

At this point we might ask the more general

question: what is the status, within a text of the

i

111ustrat1ve examp1e° At what po1nt does an examp1e acqu1re
sufficient scope or potency to constitute a narrat1ve in its
own r1ght the 1nterpretat1on of which cannot be contro11ed_

by the context of the main. d1scourse°' or, 12 the words of

J.. H1111s M111er, "[1]s a citation an a11en paras1te w1th1n-

“the body of the main text _or is the 1nterpret1ve text the

a; .

-paras1te which surrounds and strang1es the c1tat1on wh1ch 1s N

~

its host”" (217)

Embedded w1th1n Co1er1dge s "autob1ography,ﬁ amongstlf"“ 5

the other magp1e scraps and. fragments, ‘we g11mpse the

'b1ography of another of one who wou]d seem to be. 1n a11

. respects, ‘the wr1ter s ant1thes1s She is fema1e, name]ess,f}f;

‘<j1111terate, where CoTer1dge s 11fe narrat1ve prov1des the

)

- of Co1er1dge operates synchron1ca11y, arrang1ng the

'the vert1ca1 ax1s shared by argument and proof Where

-“op1n1ons" a1ong the chrono1og1ca1 ax1s of the "11fe 1

: 5Brograph1a w1th cont1nu1ty, the 11fe-narrat1ve of th1s

-ﬁun1ettered woman 111ustrates drscont1nu1ty, where the f1gureff

’:!

[

ol




rf‘forces h1therto unsuspected in his fe11ow-men, but at the

'*‘:of enveiope, the message of the anecdote is, a11eged1y

rguaranteed because the anecdote works in the context of .an

78

Coleridge's is the work's]controi]ing‘voice,'the woman's is

a voice out of control; where Co]eridge c1aims to provide
answers, the woman constitutes a riddle.

: b ' . . . ey
And yet there are compelling similarities between

~them, perhaps because of the insistent Symmetry of the

reversal. It is as if the story of the woman opens a window)

on the Biographia's unconSCiousj as if it speaks in the

1anguage of dreamwork through negation, and d1sp1acement
of what the consc1ous text does not art1cu1ate directly. We
may be rem1nded of that c1ass of Freud S uncanny 1n ‘which

the fr1ghten1ng e?ement "is in rea11ty noth1ng new or alien,

.but someth1ng wh1ch is fam111ar and old estab11shed in the
- mind and wh1ch has become a11enated from it on1y through the

5‘process of repress1on" (241). Thus Freud ascr1bes “[t]he

-

i uncanny effect of" ep11epsy and of madness" to the fact that

7the "1ayman sees in [these aff11ct1ons] the work1ng of

'\\.

same t1me he is d1m1y aware of them in remote corners of his

own be1ng" (243)

&

Cons1der the relat1ve pos1tlons of the p1ayers in

) th1s a1most 1nc1denta1 drama '“Reason“ funct1ons as. a k1nd

Zhwmp11c1t1y ma1e commun1ty of “rat1ona1 m1nds;"ﬁgs CoTer1dge e

&

‘r:;suggests "no doubt cou1d rema1n 1n any: rat1cna1 m1qd

\, o

7jfconcern1ng the true or1g1n of the 1mpress1ons made on. her
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' nervoue system” (1::113}. This community consists at one
Tevel of the writer and his readership, as the'appea1 to an
apparently universal reason sugoests; This extra-textual
community is reflected within the anecdote by the community
of experte that surrounds the woman. The "many eminent
phys1oTog1sts and psychologists" who cross- examine the case
Vact as a kind of chorus t0-ref1ect‘and reinforce the
pronouncement of the primary "medical phi1osopher9 who
cracks the mystery. As the young physician succeeded then
in‘convincing hia colleagues and thenpeop1e_of the tonn, S0
Coleridge will succeed now tn‘convfncing his reader by the
eame'demonStratﬁon. The reader is invited to comply,‘not
on1y‘5y the fonce of scientitic proof, but also by the
tyranny ofﬁ"common knowledge.“ - What Co1ertdge later calls
an "authenticated dase . . . fdrnish[ing] both.proof and
-instance" (i} 113) is 1n fact the product of 1nforma11y
‘d1ssem1nated convent1ona1 w1sdom It 1s f1rst 1ntroduced ag'

5

1a persistent object of .gossip. When Co1er1dge arr1ves at ;é:‘

0
.

Gott1ngen, the story "ha[s] not . . . ceased to be a
'_frequent subJect of conversat1on" (1: 112) "Common s :
'yknow1edge" f1115 in some of the deta11s' ‘the . ma1dservant' .an"

. possess1on is "rendered more probab1e by the known fact
‘ that she was or had ‘been an heret1c" (1 112 emphas1s;,u‘“
_ added), yet 1t is a]so "known" that she had "ever been an' dﬁ -

f'harmiess, s1mp1e creature" (1 113) _ Of the pastor, one

;jw1tness “knew noth1ng, but that he was a very good man"‘(1

se e - e
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1i3)--a ourious description; suggesting the groundless
workings of reputation. | |

In addition to the disjunctions between the tale and
1ts fram1ng argument strange e11s1ons occur in the ta1e s
te111ng. The "venerab]e" o1d pastor was reportedly "too
indu1gent“ toward the girl; but this indu1gence does not -
seem to have extended :as far as providing her with the
barest rudiments of an education (1: 113). The

1nvest1gat1ng phys1c1an Jearns that after the pastor s death

’°¥sh1s ward refused to. stay in the house, a1though a home was

offered to her there "Anxious enquiries were then, of

' course,-made'concerning'the pastor's habits," we are told,

[

‘“and the solution of the phenomenon was soon obta1ned“ (1
113) The "so1ut1on“ that comes to 11ght is the fact of the
pastor s perambo1atory readings. Wh11e.these expltain the

‘woman's'Latin, Greek and‘HebrewGutteranoes; they do not

exp?ain her,desire to'f1ee the house' "The ‘tale's d1sturb1ng

_undercurrents deepen when we rea11ze that the so1ut1on to-

-~ .the mystery 1dent1f1es the pastor, who had "char1tab1y

';taken" the g1r1 when she was n1ne years o1d as the same

"‘-“Tearned dev11" that "possessed"'her 1n her fever (1 -13,

oo
FO

| The woman herse]f is 1so1ated at the centre of the

anecdote She 1s the unrec1procat1ng focus of re11g1ous and

o

| ”l_d profess1ona1 gazes, 1abe11ed by the commun1ty, shut out from*

her own- d1agnos1s, from fam11y, and from the profess1ona1

3
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Titerate, and propertied classes; she is a speaker.
dispossessed of her: own speech, which is appropriated in the

service of another's argument. She is the ultimate -

representative, in'short; of power1esSneSs and exclusion.

Luce Irigaray's response to Freud's 1ecture on "Femininity"

is reTevant here

So it would be a case of you men speaking among
yourselves about woman, who cannot be involved in
hearing or producing a discourse that concerns the
rwdd?e, the logogr1ph she represents for you. " The
enigma that is woman will therefore constitute the
target, the object, the stake, of a masculine
discourse, of a debate among men, which would not
consult her, would notgiconcern her.  Which,

u1t1mate1y, she is not supposed to know anyth1ng
about - (13)

Yet even at th1s extremity of power]essness the servant c
possesses a subvers1ve force. A1though 1anguage seems to

o
speak through her, w1thout her agency, 1t nevertheless

'emerges as a. parod1ca11y subvers1ve representat1on of the

' pompous pastor "[s]he cont1nued 1ncessant}y ta1k1ng Lat1n,»y

’ 1'«(

Greek, and Hebrew, 1n very pompous tones. and w1th most

Vdistinct enunciation" (1' 112) More 1mportant1y, the _fé'l
uwoman s very presence in the Brographwa can reverse the
_ current of commentary, ref1ect1ng on Co1er1dge s cr1t1ca1

fenterpr1se, and: 1nfect1ng his cr1t1ca1 prose 1tse1f w1th a

Ry
1nc1uded 1t° Chr1stensen f1nds the answer 1n d1sp1aced

elf representat1on "A]though one may be tempted to

: ‘assoc1ate Co1er1dge, the wr1ter, w1th the dogged

s

: k1nd of 1rrat1ona11ty There are, for examp1e, the e1151ons'

‘and the 1og1ca1 s11ppage noted above Why has Coler1dge'{_f:ﬁh’ui
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-investigator, it is actually the maidservant who in her

feVerish glossolalia moet closely resembles the writer®
(111). The conneotion is Coleridge‘'s uneasy relationship
with the words of others; we reca11,that he makes himself a
conduit, in thisrchapter, for the language of J.G.E. Maass.
Susan Eilenberg, too, concludes from this strange episode
that the possessed woman
must have seemed to Coleridge (deep1y implicated in
plagiarisms even as he wrote this passage) a
sinister reflection of himself. The diasparactive
nature of her utterance, the failure of her learned

quotations to form coherent sense, seems to mock the
chaot1c work in whxch the story is embedded. (144)

'Both Co1er1dge and the woman, in other words, are

"ventr11oqu1zed“ by learning (Christensen 111).

« A further question remains,_however: if the anecdote

funotions,xﬁﬁthih“the‘Bfographia, as displaced

‘aotobiography, whylhas.Co1eridge to1d5us of a woman, and an
‘.i]1iterate se?vant at that? The on1y potent1a1 source known
ﬂto the ed1tors of the Bo111ngen ed1t1on of the Brographra '

‘concerns a pr1v11eged boy

- A‘somewhat,s1m11ar report, which C may have read, is

told by Graf von Gravenitz "Ueber das Band zwischen

-Geist und Kérper® Magazrn zur Erfahrungsseelenkunde.
’ The Count tells of his own experience as a boy

'of fourteen - In a. state of severe nervous discorder
lasting three years he’ frequently spoke Greek,
Hebrew, and "an unknown language® all together
without having previously studied any of them. The

' ~source of C's story has not" been: found (Brographfa.

L1terar1a q1: 112n)

' Whether Co1er1dge s story 1s based on. von Graven1tz s story

or. not the Bo111ngen ed1tors' 1nc1us1on of the Count'

L]
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story.as a marginalrcomment encourages a comparison of the
two narratives. The d1fferences between von Graven1tz s
account and Co1er1dge s tend in one direction. - They
increase the d1stance between the subject of the possess1on
and Coleridge himself: from male to fema1e, from educated to

uneducated Such distancing strateg1es surface eisewhere

'1for examp1e, Co1er1dge arrives at Gott1ngen long after the

fact, and learns of the story 1nd1rect1y,‘from an 1nd)stinct

‘and generalized source. The widening chasm between

"Coleridge" and the possessed woman points:to the magnitude
of the rift within the autobiographical subject himself.

Co]er1dge s d1sp1aced portraya1 of his own re1at1on

‘to language is reinforced by its alliance with a female

subject. The woman's gender and class contr1bute to our

‘percept1on of her situation in a system of unequa1 power

re1at1on - She dramat1zes, in symbo11c form? a

traditiona11y female re1at1295hip to male language. The

7

woman in the kitchen, penetrated by words of the (Greek and -

Lat1n) fathers spoken in the passageway, reproduces this
1anguage in sp1te of herse1f in fragmentary form,'as 1f

g1v1ng birth in the wake of a v1o1at1on, and in do1ng S0 she .

_ a?ters that 1anguage, turning it into a parod1c;_

R

] -

:'of the rhetor1ca1 examp1e, her presence art1cu1ates

\L_‘—\ "

: anx1et1es about the 1nst1tut1on of cr1t1ca1 author1ty

%

[

N

W




&

84
The anecdote reflects likewise on the
autobiographica1 enterpriSe. If Coleridge occupies

subject-positions that resemble both the physician's and the

‘woman's, then "the physician's biographical researches offer

a compact allegory of the autobiographical process: the
"\

“se1f“ is a riddle wh1ch another part of the "self"

endeavours to reso]ve, to*reduce to some compact and

comprehensible articulationy by discovering the past that

‘speaks itself through the mouth of the present. This past

self is almost unknowab]e. The phys1c1an finds the trail
growing quite cold: the woman's parents arerdead, as is the

pastor himself. Only indirect (and strangely symmetricaT)'

" relations remain: the woman's uncle, the pastor's niece.

The research is arduous: only "a% length" does the physician
succeed in discovering where the woman's parents had 1ived;

he d1scovers the pastor's n1ece “[w]1th great d1ff1cu1ty, ‘

{_and after much search" (1% 113) This. n1ece.;11ke the

N possessed woman, had 11ved w1th the paston her uncle, and

‘_'"had 1nher1ted h1s effects“--1nc1ud1ng the books that lead-
hto the "so1ut1on" of the mystery (1' 113). The servant"
;woman, it m1ght be said, is the shadow heir, the.
,7111eg1t1mate he1r.‘where the niece. possesses the: books.

‘fjthemse1ves, the servant is possessed by the words,.

_sapparentTy aga1nst her w111 _ '3.];

So a space opens up in. the 1nter1or of th1s ;”

auto—b1ograph1co-ph11osoph1ca1 work a space of 11nguist{c
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crisis. This space manifests itself at the'1eve1 of ’
,discourse as a gap in Co1eridge‘s commentary: within the
house of commentary a space opené to accomﬁodate_the topos
of the example, and thus an a1térnative kind of discoorse S
momentari1y holds centre stage. This structure repeats

itself within the anecdoto_in terms of physical spaceﬁ

with{n the house of the pastor, the kitchen represents:a
neg)ected femininé‘space where words are taken in and

' transformedt' The woman's pos1t1on is ev1dent1y stat1c fhe-
kitchen is the site of women's work she cannot move from
there to escape her host's read1ngs 1n the passageway, the
passageway, on the other hand, is an arch1tectura1 space
designed to accommodate: movement from one p1ace to another
On a 1arger sca]e, the woman remains res1dent in the town

and becomes herse]f a "s1te" to wh1ch men travel to exerc1se

the1r cur1os1ty Co]er1dge too, in the context of the =<

(t

anecdote, is a trave11er‘and observer. who représents the R

woman as-fixed and observed. .
In its ability to alter, even from a pos1t1on of .f’if

subord1natxon, the surround1ng d1scourse, th1s fem;nine}

space in the Biographia manifests the work1n?s of what A11C8é!”;\

-_Jard1necterms "gynes1s u We recall that% ao;ord1ng to

Jard1ne, “[t]he key master d1scourses in the West--

ph110$0phy, re11g1on, h1story--have‘,‘. had to confront

2

since the n1neteenth century, ‘a new space wh1ch refuses to

'stay s11ent w1th1n its frame of representat1on" (88). 'Shégfl;

[\
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notes, furthermore, that "all of the words used to designate
this space (now unbound)--nature, Other, matter,
~unconscious, madness, hylg, force——have throughout the
tenure of Western ph11osophy carried fem1n1ne connotat1ons"
(88). In the manner Jardine describes, the woman in
Coleridge's anecdote speaks out From her "frame of
representetion " Her 1rrupt1on const1tutes, 11ke Jard1ne [
"gynesis," "a cr1s[1]s in the narrat1ves 1nvented by men"
(24) She def1es the theories of re11g1ous men; and the
exp1anatory "narrat1ve" offered by a med1ca1 man. v1o1ates,
in its turn, the;ant1—Hart1e1an "narrat1ve“ offered by
Co1er1dge

The chapter conc]udes in an apoca1ypt1c perorat1on
;The surv1va1 of fore1gn phrases in the woman's m1nd
contr1butes to make it even probable, that all _
thoughts are “in themselves imperishable; and, that
if the inteiligent Faculty should be. rendered more
comprehensive, it would require only a different and
apportioned organization, the body celestial instead
of the body terrestrial, to br1ng before every human\
soul the co11ect1ve experience of its whole past .
existence. And th1s, this, percharce, is the .dread

book .of judgement, in whose’ mystr:‘aus h1erog1yph1cs
every idle word is recordedl (1: \\}4) o

‘A1though CoTer1dge has by th1s po1nt concluded the woman s

e story and. moved on to a more genera1 discussion, h1s

conc1us1on cont1nues a tra1n'of 1magery present in the
ahecdote The undy1ng memory that is "the dread book of

fﬂjudgement“ 1s represented w1th1n the chapter by the mind of

'idthe servant woman, the "myster1ous h1erog1yph1cs,ﬂ by her

“”f:unreadable speech The woman 1s thus cast.as “Judge" by a

}



&

87
" this submeréed comparison; this identification furthers the
subversion present in the anecdote itself, where the woman,
a "case" to be "cross-examined" (1: 112), turns‘ont to
represent a critique of the male institntions that have.putr
her on tria1; 'The form of judgement she represents is,
moreover, a form'of self-judgement: the presentation to
"every human - sou1" of a-plcture of “the co11ect1ve
exper1ence of its whcie past existence" (1: 114) - Here ne-
lhave, once again, a formu1at1on of the autob1ograph1ca1 act
Co1er1dge insists upon the 1ntegr1ty of the se]f thus

exam1ned : ' ¥

Yea, in the very nature of.a living spirit, it may
be more possible that heaven and earth should pass
away, .than that a single act, a single thought,
should be loosened or lost from that living chain of
- causes, to all whose ‘Tinks, ‘conscious or_
unconsc1ous, the free-will, our only abso1ute self,
is co- extensive and co- present (1: 114)

But ‘he does so Jn_the context of a chapter that has
repreSented the'se1f as divided--oscillating between-
examiner'and examined, masterful and dispossessed—-and

elus1ve, ava11ab13 through 1nd1rect narrat'lvesl and on1y

after pro1onged search
\.,.' ' :

Th1s rhetor1ca1 examp]e ‘of the possessed servant

- woman 1s employed servant—11ke,.to meet the needS'of the

_ "master d1scourse" (1f the matr1x that b1nds together the

"

d1scurs1ve co11age that is the Brographra can tru]y be

l-‘

-ca11ed 'masterfuT“) The ta]e s status re1at1ve to theég"f



C .

88
prose that frames it is--at least in terms of magnitude--
secondary, even though it possesses, as 1 have argued, an
uncanny power of influence. I wish to-turn nownfrom prose

to poetry, to a seemingly very different type of annotation.

.In the case of Kubla Khan, the relative status of d1scurs1ve

‘\'\

frame to enframed mater1a1 1s reversed from what we have

seen in the Biographia, and this altered dynam1c resu]ts in

a different‘configuration of similar themes: ventriloquism,
masterfuT diséoUrse, the const1tut1on of the

autob1ograph1ca1 subJect "By the addition of a headnote,_

‘Co1er1dge 1nsta11s a narrative in the marg1ns of th1s

qu1ntessent1a11y v1s1onary poem that renders it, too,-a

‘-‘genernc_hybr1d. As Jud1tthav1doff remarks of fram1ng

;ffctionS' "[t]he framxng fiction is in effect a narrat1ve—

maker, a genre 1eve11er that can turn rhetor1ca11y un11ke

Y

:e1ements into structura11y s1m11ar ones™ (18).

If we th1nk of the convent1ona1 dynam1c between a

;poem and‘an 1ntroductory note we might expect. the‘poem to be

o

pr1mary, wh11e the note 1s secondary and suppTementary,

)

y ex1st1ng as a subserv1ent po1nt of access. Deta11s of - the

1‘. o a

':compos1t1on and recept1on of Kubia Khan tend to bear out

'”lth1s arrangement of pr1or1ty the poem predates its fram1ng

prose headnote by a1most twenty years, most cr1t1ca1
m'analyses, moreoverp even when they arr1ve at d1vergent

J%conc1u510ns, beg1n w1th the assumption that Kubia Khan

L o
= speaks ref1ex1ve1y at some fundamenta1 ]eve] about poetry

o

I i .ﬁ'
e ;.,,;,-' X

3.
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and the poet--and that its form embodies-the visionary

poetry of which ft speaks._ But Kubla Khan ] prose headnote
--a belated textua1 add1t1on——ca11s exp11C1t1y intc. - question.
the poetic status_that:d1fferentiates Kubla Khan from a work
like the Biographia, postu1atang'io p1ace of "any .supposed
poetvc merits" a new status for the poem as a "psycho]og1ca1’
cur1os1ty" (KUbTa Khan headnote 185n)] that seems des1gned

to p1ace it on an equa1 sem1ot1c foot1ng with exemp1ary case

stud1es such as that of the possessed servant. The headnote

writes a clinical narrative around the poetic fragment, and

th1s narrat1ve, far from mere]y explaining the provenance of

o

the poem proper, becomes a powerful f1ct1on that alters the o

<

tota11ty of the work At the same t1me the headnote

engages--1n its own way and its own. 1anguage-—w1th the same

o

r1ssues of creat1v1ty and the ro]e of the creator that

preoccupy the poem Thus a textua] symb1os1s emerges out of

o

t'Co]er1dge s self- annotat1on As Chr1stensen observes of the‘

marginal method

b As is the case with all. Co1er1dge s major poens,

qmu1t1p1e vers1ons exist.: I will befreferr1ng to the 1816

headnote text, as it is the first published. version,

~contains mater1a1 omitted, from some later editions, . and is

also chrono1og1ca11y the c1osest to Biographia Literaria. ©

+-Jack Stillinger, in Co?erwdge and TEXtua? Instabw?wty The - "4

. Multiplé Versrons of the Major. Poems ‘(New York and Oxford:

- Oxford UP, 1894), - ‘annotates differences among the major

“. versions of Kubla Khan extant- today, 1ncTud1ng an undated.

"manuscript fair copy and pub11shed versions from 1816, 18283

v 1829, and 1834. The fair copy and 71876 are the "pr1nc1p1e
'.vers1ons," accord1ng to Stillinger (74). Page and line

-numbers for Khb?a Khan refer to St1111nger s ed1t1on

oo

&

u
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The original text may presume inalienabie pricrity,
but the marginal comment always threatens the
reduction of the original text to a pretext for
commentary--commentary. however, which could not be
where it "is" were it not for the margins provided.
The marginalium is, thus, both enrichment and
deprivation of its host, Just as it is, equivocally,
neither 1ns1de nor out51de the text. (105-06). d/

. Kubla Khan; or, a szron in a Dream was first

pubTished_ﬁn‘1816. The poem was composed in 1797 .or 1798 2

allegediy under the C1rcumstances made famous by the\

«

headnote that 1ntroduced it to the reading pubiic: a Tonely )

farmhouse,- a medicinal "anodyne,” a deep sTeepff111ed w1th

e
visions, the 1nterrupt1on of the transcr1pt1on of these

T

»1s1ons by the arr1va1 of the person from Por1ock and the

author's unrea11zed 1ntent1on "to f1h1sh for h1mself what

Ky

<

_4‘,, £
|

- had been or1g1na11y, as it were, g1ven to h1m" (18b) The

Q&

myth ot compos1t1on as surely. as “famous" as the _poem. And o

yet as a prose preface it is perce1ved to have a certa1n

detachab111ty, as e1ther paraphrasab1e "1nformat1on" or .

¢ : o 0

extratextua] author1a1 strateg1z1ng that mtght or m1ght not -

[

attend the recept1on of the untransTatab1e poem itself. ‘As

Dav1d Perk1ns po1nts out  Some popular. antho1091es cont1nue f;.

o

to pr1nt the poem w1thout any of the textua] apparatus .

(headnote, subt1t1es) that Co1er1dge attached to it at 1ts

‘ f1rst pub11cat1on (97)

2

3

R1chard Ho1mes rev1ews the c1rcumstances that cou1d

date comp051t1on anywhere between August 1797 and May 1798

(165

167-68). - e

\)w

L
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In critical terms, the importance of the note's

“truthfu1ness" has:receded over the years, as its truth-

value has been gradually discredited. As "information," the
note has prompted such stud1es as John Beer's 1963
d1scuss1on of the attempt to corroborate Co?er1dge s account

of the time and p]ace of comp031t1on Beer cites accounts

of S1m11ar "rever1es" resemb11ng that in wh1ch KUb?a Khan

was ostens1b1y composed' but -he conc1udes u1timate1y that,

wh11e the c1rcumstances narrated 1n the headnote are "of

great 1nterest n they are not essent1a1 to an exp11cat1on of

‘the poem proper (211) 3 As an. author1a1 strateqgy, the note

is located by W J. Bate, for examp1e, in a biographical
context as an 1nstance of Coleridge's by then h1gh1y

deve1oped “hab1t of apoiogy“ (75) as’ he sought to abso1ve

e

'h1mse1f of the extravagént poet1c hopes expressed in the

poem, and to play down the extent of his op1um ‘use (77}

- Some more-recent-cr1t1c1sm, however, accords “the headnote a-
. - . . . g a o .

morezintegratedaroTe,-as a textual element commensurate with

o

. ' . . . ¥ . <
7the poem itse]f “ For.instance. Marjorie Levinson reads the

T1816 headnote-—and spec1f1ca11y 1ts 1ncorporat1on of an .

extract from "The P1cture“--as a recantat1on of the

-1deo1og1ca1 1nvestments of the 1797/98 poem (Romantzc

Fragment Poem 108ff) Dav1d Perk1ns argues that the

3

'Vjieth1ca1 perspect1ve in "How Far Can We Trust Co1er1dge°“

o

. -

W

Beer cont1nues h1s con51derat1on -of the note from an;f*-a
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(88), while Jack Stillinger sees the headnote as a text that
renders fragmentary an'otherwise completed work (74). I,

too, see the note-—attached:to the poem by Coleridge at its
=) )

-ftrstfpub1ic:apﬁearance, and retained in subsequent editions
‘during his lifetime--as a textual element susceptible of the

“same'kinds of,interpqetation brought to bear on the poemn,

and one that engages with the poem in an 1nteran1mat1ng
d1a1ogue T will beg1n with a rev1ew/read1ng of the poem
proper, then cons1der how the add1t1on of the headnote. with
its spec1f1c generic c1a1ms, night add to or reconfigore

that reading L L D =

g R C N

. The poem$proceeds in two broad movements 11nes 1- 36

and 37-54. These sect1ons d1ffer in tone and content

= &

_‘mov1na from 1mper1a1 th1rd person narrat1ve to v1s1onary

—\.

\f1rst— erson 1yr1c 4 The f1rst sect1on, dep1ct1ng Kub]a s

erect1on of a sea1ed and sub11me wor]d .of p1easure. 1tse1f
seems to d1v1de, as MarJor1e Lev1nson notes, 1nto ‘a
tripartite, recogn1zab1e structure of thes1s. ant1the51s,.r
and synthes1s (Romantrc Fragment Poem 1086). L1nes 1 11-- a:

embody1ng the thes1s~—construct Kub1a s, p1easure—grounds

¥

v

R o @

a

4, These. sect1ons have been 1dent1f1ed by W. J Bate
w1th the "odal hymn“ and personal "credo" prevalent in the

‘"greater Romantic.Tyric": the first M"postulates: a cha]ienge,u

ideal, or prototype that the poet hopes to reach or-
transcend " wh11e the: second expresses ‘the poet's amb1t1on
"to match in another way--even- exceed “with someth1ng more

: '1ast1ng--what the pr1nces of the earth have been ab1e to
rgwperform" (78) : - . _

s

Rl

'unprob1emat1ca11y the s1mp1e dec1arat1ve sentences ref1ect ”
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: Co1éhidge'5”conceptions_of "genius" in :Coleridge the
'aZVisfonary; see eSpecié]]y.pp.:239e40. e
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the simb1e, dep1arative power'of Kubla's word.’ The
insistently passive voice of lines 6-11 (as in:"So twiée
fivé miles of feftiTe ground / With walls and towers were
girdled round" [6-7]) subserves the active verb, "decree":
the command is carried out by invisible labour as if the
word itse1f'br6ught wa11$, towers,'and‘gérdens'into being.
This coincidence of word and thing.reca1ls_the effott1ess
process of composition descriﬁed‘fn the headnofe, "if that
fndeed can be called composition in which all thé images
rose up . . . aé'thiﬁgs,rwith a parallel br;ductién‘df the
cofrespondent expressions"” (185),5 This‘f{rst stanza thﬁs
depicts a univocal and direct process of création, a
coincidence of word/actibn/fhing'effécted by a solitary and
powerful spéakér._ult hﬁs been observed that Kubla isy in
Co}eriagé}s terms;la man of “comﬁanding genius";? such men:

_Kmust.impress their'préconceptiénseon the wofld
without, in order to present them back to their own
view with the satisfying degree of clearness,
distinctness; :and individuality. These in tranquil
times are formed to exhibit a perfect poem in palace

or temple or landscape-garden. . . . But alas! in
times of tumult they are the men destined to come

v Jack Stillinger notes the significant use of "the
indicative mood and simple past tense of closure and .
unambiguous achievement™ (Coleridge and Textual Instability

£

N hat "[t]he words of-

Paul Magnuson also observes t

creation are immediately transformed into things, real
- objects, just as Purchas*s_Words_rose“before.CoTeridge as .
things, but, of. course, the Khan's creation is willed" (73)..

1 ‘John Beer ‘discusses at length Kubla's relation to

&

r ) o
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forth as the shap1ng spirit of Ruin, to destroy the
wisdom of ages in order to substitute the fancies of
a day, and to change, kings and kingdoms, as the wind

shifts and shapes the c1ouds (Biographia Literaria
1: 32 -33) - i ' '

Anne Mellor notes this para11e1,Aahd alsoc borrows an

additional schema trom the~§iographfa to liken Kubla's
creative act to that of the secondary imagination worktng in
cooperation with .the conscious.wi11: he "has the ability to
raise-the primary 1mag1nat1on into human consc1ousness and
to preserve 1ts visions:within a lasting art1st1c structure"
(English Romantic Irony 155). -However formulated, Kubla' s‘
uor1d in this first stanza seems to.eXemplify a phaf1ic
order determ1ned by patriarchal will: its mode is rat1ona1‘
its products consc1ous, pub11c, and defined, 1ts-symbol the
conta1n1ng wall. ) H .
The second stanza (12 -30) postu1ates the ant1the31s
to this ordered worid depart1ng from a d1ssonant term in
the first stanza——one that 1nf11trates and comprom1ses the -

o
mono1og1ca1 vision from the outset: the "measureless“

o

caverns (4). The "sacred r1ver" (3 24) and the Iandmarks

that define 1ts source and tragectory--founta1n, chasm,

' caverns—-represent energ1es that cannot be c1rcumscr1bed

w1th1n conta1n1ng walls. Me11or 1dent1f1es these energles

with the pr1mary°1maglnat1on that “f1ows ﬁa. 11ke dynam1c
1ife,: beneath and beyond the tempora! orderzngs of the".
secondary 1mag1nat1on or any consc1ous1y w111ed structure" e

(Ehg?rsh Romantrc Irony 155 56) These energ1es‘are tropedw
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‘as feminine. The sartorial etymology of "girdie," in the

first stanza (7), posits the "fertile ground" (6) as a

(female) body constrained by-Kubla's structures, and this

-figure is carried through in the second stanza in the

orgasmic birth of -the river Alph: "And from this chasm, with
cease1éss turmoil seething, / As if this earth in %ast thick
panis were breathing, / A mighty fountaﬁn momently was

forced. . .. " (17—193; Levinson refers tpsfhe "yonic and

psychic imagery" that opposes the potentia1ly'"pha11ic

principle" of {he first stanza (Romantic Fragment Poem 105).
This alternative creative act is depicted through_figuhes of
indirection,_incomp1etion, and intermixture. The chasm

f$1ant[s]" "athwart™ a cedar grove (12, 13)--an indirect

~trajectory that contrasts with the mathematical

wholesomeness of Kubla's round, tén-mi1e"perimeter. The

"‘ :hypothetica1 "woman wailing for her_dembnfTOver“ (16), not
‘actually presen} in the scene herself, figures at once
‘desire and lack. The fountain pulses in a cycle of

'interruptioné-"haifnintermitted“ (20)--and the “frégments"

that attend the river's birth are Tikened to "chaffy gbain

3beneath‘the thresher's flail" (21, 22)--that is, to contrary

_elements suspended in confusion before the process of

=

/

feminine, even maternal, unleashes in turn a threat, coded

fgs,ﬁascu]ihe,'that has‘appaﬁént]y been suppressed by Kubla

in his ordered pursuit of pleasure: the "ancestral voices
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prophesyind war” (30). The "tumult" of the river- thus
| anticipates the "times of tumu1t" that can turn the “"shaping
‘-spirit" ot the'man of commanding genfus to terrible ends
(Biographia 1: 33).
What ue have%hEre seens,_again,lto represent the

workings of gynesis: that space coded as "nature, Other,

matterh unconseious, madneSS, hy1a force" ‘that "refuses to
'Tstay s11ent w1th1n its frame of representat1on“'(Jardine
"88)1 But it is a representat1on of uncontro]1ab1e space.
.dep]oyed in order to be reabsorbed into the synthet1c third

"term of a master narrat1ve The 1og1c of . the d1a1ect1c, or .
. ‘ c -
\of Coler1dge s theory of the 1mag1nat1on, constructs the

~

poem s th1rd stanza as the reconc111at10n of the. po]ar1t1es:

S

‘present in. the f1rst two stanzas ; ' ; ‘ SR o _,‘ga_c

The shadow of the dome of p1easure
. Floated midway on the waves, :

Where was ‘heard the m1ng1ed measure

From the fountain and the’caves: ‘ " Co o
It was a miracle of rare device, - . [NEE TR
A sunny pTeasure -dome w1th caves of 1ce' (31 36) ‘ ’

.

- This stanza,. accord1ng to Beer's compTex and subt1e

&
4";}:’-

argument, achjeves_“the 'miracle' in wh1ch two seem1ngiy .

- irreconcilable princip1es, are he1d together" (Coierrdge the

stionary‘257), “[t]he 1dea1 1s revea1ed for a moment,\”

v1sua1 and auditory harmon1es fuse into a sxng1e,j1ntr1cate~

<,

pattern" (262) @ Th1s rostorat16h~of order is s1gn1f1pd by a

return to the 1amb1c tetrameter and pass1ve vo1ce-—"Where

L

was heard the m1ng1ed measure" {33) of the*f1rst stanza, by '

L

'~the dome s shadow ] 1ocat1on at a "m1dway" po1nt and not
. : ' ra
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disordered matter: the‘measure1ess becomes measured's{mpTy

97
TPast by the speaker’s simply te??wng us that it is a
m1rac1e in which po]ar1t1es meet. At the same time, his
enthus1asm seems to mask -certain well- foanded anx1et1es
about the stab111ty or presence of this "ideal.' Jerome.k
McGann rem1nds us.that "[tlhe stately p1easure‘dome is; as;
all commentators have pointed out “the most‘precarious.of
structures“ (08). For one th1ng, the dome is -not present
but represerted by its "“"shadow.™ For ancther, the "m1ngied
measure / From the fountain and the caves" asserts, out of
the b1ue, a characteristic in eontrad1ct1on‘to the
inoantatory'epithet applied twice prévioos1yr-"caverns

measureless. to man" (4, 27)--thus Seeming to reproduce

Kubla's impositioniof surface order upon inherently

o
@

t‘by saying“it is*so On the other hand, it could a1so Hef=5k

,argued that the very f1x1ty of the ep1thet "caverns

measure1ess to man" marks it as unexam1ned w1sdom, 1nvoked

part1cu1ar1y in the second 1nstance, pr1mar11y to sat1sfy a .tc
'metr1ca1 demand {the demands of “measure") . In e1ther

; read1ng, what is at stake is the med1at1ng presence of the
-M‘poet—*as a bard either f1tt1ng h1s mater1a] to mnemon1c

: cont1ngenc1es, or 1mpos1ng a resoTut1on on. unru1y mater1a15.

James McKusick notes Co1er1dge S . fondness for emp1oy1ng
Q

Qg"epana1eps1s," the use of a’ word “1n a context that calls:
‘attent1on to 1ts or1g1n" (55) By th1s reckon1ng, the word“

;y;"dev1ce" (35) in the context of 11nes 31 -36 of KUb?a Khan

C g
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captures the passage's mu1tiva1ence,'stemming as it does

- from 01d French .and M1dd1e Eng11sh terms mean1ng "d1v1s1on

part1t1on\ separat1on, d1fference," as weT] as "d1scourqe"

and "will"™ or ?des1re" (OED). The union of ‘sun and ice,'as

an ingenious device or as the product of Kubla's own

discursive devices, might be ‘an oxymoranic contriVance; a

miracle of division.:

At th1s deT1cate Juncture the narrative of the Khan
Kubla breaks off and a sect1on of first- person 1yr1c . -@;
conc1udes the poem. The two sect1ons of the poem together _
seem to manage an a1most ch1ast1c effect from Kubla the
creator, to the generat1ve, fem1n1ne energ1es of the r1ver,

to the (ostens1b1y) synthe51z1ng dome,‘to the creat1ve

,fem1n1ne energies of the "damse1 with-a du1c1mer“ (37),_to.

" the speaker h1mse1f .as creator .The»"threaten1ng" fecundity'

u“"‘q

of the second stanza's uncontrol]ab1e space, w1th Jdts
wa111ng, pant1ng, and tumu1t ‘is sub11mated into the song of
the damseid'and the creat1v1ty of the Khan :1s echoed 1n a

mxnor key in the poet's yearn1ng to reproduce "that dome 1n

<

' a1r“ (46)

The trans1t1on from the- 1nd1cat1ve to the

'.cond1t1ona1 and subJunct1ve moods, between the f1rst stanza

and thxs 1ast .is frequent1y remarked -1t co1no1des w1th a

=

movement away from a "poetry of presence" (McGann 100)-—':”h

although that des1gnat1on too is. suspect—-and 1nto a system;jﬁ"

Q

of mediated representat1ons that- seems +o reflect the S

e . ‘ 5
e

. Q:j-'

g
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difficulty, even impossibility, of reproducing poetically
the quasi-supernatural phenomena of the earlier stanzas.

The Abyss1n1an maid, framed w1th1n a separate v1s1on,

\
s

functtons as a kind of muse (Mellor 156, Magnuson 77); but’

"she, not the poet, produces the or1g1na1 aesthet1c creat1on,'

Nl

I

“with- the poet as her aud1ence - The poet's hypothet1ca1

creat1on, in the f1na1 stanza, would be st1mu1ated by an act

of engaged reception:

¢ :Could I revive within me

Her symphony and song,

To such a deep delight 'twould win me,
That with music loud and long,
I would build that dome in air, L e
That sunny dome! those caves of ice! - e e
And all who heard should see them there 0 0w
(42 -49) :

£

=

Th1s second creat1on is- p1ctured as emerg1ng through a

‘ser1es of events that are more ob11que]y reTated than m1ght

. be apparent at f1rst s1ght The poet's mus1c wou1d not be

”the ma1d's mus1c\as he would rev1ve 1t w1th1n h1mse1f it

fwou1d have acd1fferent content ~and arise 1n response to the

bfde11ght the ma1d s mus1c wou1d engender~-or even, perhaps,

‘t"in response to the de11ght that his capacwty to reV1ve the

ma1d 'S muswc w1th1n him wou1d engender Th1s mus1c,‘in‘

' turn, wou]d work upon one- sense by way of. another, act1ng

o

Lthrough sound to evoke v1s1on--as if the poet's word 11ken
jtKubla s, were coextens1ve w1th the thing 1t names What the.
'-poet 1mag1nes h1s aud1tors respond1ng to when they see h1s
‘aura1 arch1tecture, however, 1s not“the dome, but the poet ,ki;p,f

| i¥h1mse1f They wou]d "see" the "sunny dome“ and “caves of

CF
oA
a3
L#]
2
[+
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ice" (47), but when they speak it would be to describe the

poet S appearance

) "Once Co]er1dge replaces Kubla, emp1re buulder, with
the 1yr1c ‘I, wr1tes Lev1nson, “"he is. compe11ed to respect
the'TOQic otjgrammar and psychology Kub]a s fate and the
pcet's must converge, the ho1ocaust prophe51ed by the '_ e
‘ancestra1 Voices becomes, perforce, the dread dest1ny of the
narrator, Just as it 1ooms for Kubla® (Romantwc Fragment | e
' Poem 109}. The poet's fate is commonly seen as 11nked to -
: Kub]a s in this way, f011ow1ng the logic that casts the poet
- and the Khan as rough doubles. But what is 1nteresttng in r
u'ftheﬂfjnaT'lines of the poem is that ‘the Tanguage descn1b1ng‘_
%che "1yrtc tI'" a11gns h1m more closely w1th the d1srupt1ve
forces of the second stanza than w1th the man of "command1ng
gen1us" ; - ‘
And A1i should cry, Beware'.ﬁeware'f
His flashing eyes, his floating hair! : S
Weave a circle round him thrice, T S oo e 0
And close your eyes with holy dread o . o

For he on honey-dew hath fed,
And drank the: mka of Parad1se (49 54)

LA

NRrn sty e

The “hon dread“ that is a f1t response reca11s the

nh01[1ness]u of the savage,.enchanted chasm (14), theipoet s B
bacchante Tike' "f1ash1ng eyes“ and "f]oat1ng hair"" evoke the cuq\g
Dass1onate w11dness of the founta1n ‘or- the wa111ng woman,'l‘”‘”

t:‘

o

rather than ‘the state11ness of the Khan Even the:-é
env1s1oned process of h1s 1nsp1rat1on--rev1V1ng w1th§

' h1mse1f through an act of creat1ve recept1on,ithe's;ng of
L another—;sugge;ts-a.process of concept1on and gestat1on

lf
3
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Moreover, it is the ritualistic act of cOntainment'he

' postulates for his audience that most closely resembles

Kub1a's 1n weav1ng a circle around the poet they would,
11ke Kubla, "girdle round" a potent1a11y dangerous

reproduct1ve s1te. -As it is, this enC1rc11ng act exists

=TT, . . s . - :
-only:in potentia, assan 1mag1ned injunction, or decree.

These conc1ud1ng Tines enact se1f-ref1exive1y, the
scene of the poem s own reception: the poet has built -that
"dome in air" (1n 11nes 1-36), and we have- seen 1t In‘
fact a case has been made for seeing 11nes 37 5S4 as a
spec1es of “metapoem,",wr1tten after the v1s1on has fled

(Perk1ns 102),-these would be, then, the'“scattered lines

and 1mages" CoTer1dge refers to in the headnote (186) If
-th1s 1s taken ‘to be the case--and th1s readzng is on1y

‘.poss1b1e once the reader 1s fam111ar with the narrat1ve

-~

'furn1shed in the fram1ng headnote-—the f1na1 stanza itself
'becomes a retrospect1ve frame W1th1n th1s frame, the f1na1

‘ words be?ong to the aud1ence of the poem -within- the poem,

cf

”who frame the poet for the next success1on of readers or

.aud1tors by express1ng the necess1ty to conta1n him.in his

vat1c state c
)

The headnote reproduces th1s conta1n1ng gesture,

betray1ng anx1%t1es about the poem s recept1on--anx1et1es e

1ntense enough to warrant the elaborat1on of a substant1a1

: supp1ementary f1ct1on The vat1c poet it seems,_represents-"
C

1some sort of scanda1 that mot1vates Co]er1dge to construct

0 ' : . . B . - p

o

7+
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this prose retaining wall. The nature of this scanda1 has
been f1gured in diverse ways: the amb1t1ons,of the vatic
poet have been seen to represent, -for examp1e} personal
‘hubr1s (Bate 77), political rad1ca11sm (Lev1nson\\Fragment
Poem 112), or a defiance of human limitations (Me11pf,
Romantic Iron{ 157). 1 wou1d locate at71eastnpartqu the
scandaT in the~poem's'manifestation of gynesis-—of an
immeasurabke_a1terity understood in-terms of gender,lofl'
stanoardsrof.reasOngiand also of race: "To give a new
language to these other spaces [of gynes1s] is a prOJect.

- filled w1th both prom1se and fear, R for those spaces
have h1therto reﬁa1néo unknown terr1fy1ng, monstrous they
arehmad, unconsc1ous,_1mproper,_non—sens1ca1 or1enta1
profane" (Jardfneh73). 1t is as';é the poem cannot be
trusted to speak for 1tse]f 11ke the possessed servant' e
woman, it 1s-deemed 1ncapab1e of return1ng a. rat1ona1
‘answer“‘(Biographia 1' 113) so that-the author; 1ike the
,"young med1ca1 ph11osopher“'1n the Brographva, must med1ate;
~must forge- mean1ng out of 1rrat1ona1 d1scourse by )

L

hreconstruct1ng the poem s "b1ography o _-"?”A o AN

~This med1at1ng headnote, in add1t1on to conta1n1ng

'the strange otherness of the poem Kub?a Khan, a]so Conﬁil,5-~5:55ﬁ-
another poet1c fragment Co1er1dge,c1tes the. fo]]ow1ng
11nes*fhom‘h1s own poem,_“The:P1ctuhe, or-The Lover sw*

Resolution®:

. Then a11 the charm- e .f' ”nyaxf
Is- broken-~a11 that phantom-wor1d 1) fa1r :

-
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Van1shes, and a thousand c1rcTets spread,
And each mis-shape the other. Stay awhile,
Poor youth! who scarcely dar'st 1ift up thine eyes--
The stream will soon renew its smoothness, soon
The visions wiil return! And 10! he stavs,

- And soon the fragments dim of lovely forms
Come trembiing back, unite, and now once more
The pool becomes a mirror.
{Kubla Khan headnote 186)

[l

Wh11e these 11nes 1n isolation hold out the poss1b111ty of a

[ I

return -of v1s1on, in the context of “The P1cture" as a who]e
‘ they suggest qu1te the oppos1te They depict a de1uded

youth whose contemp]at1on of an 1dea11zed woman - 1n the

=

) surface of a poo1 1s d1srupted by the woman herse]f ‘when she
scatters f1owers on the water s sur-ace When "once more /

?;The poo1 becomes a m1rror," the woman. is gone, haV1ng made

her escape from the maie gaze The "p1cture" in the t1t1e

iy
. M

:fﬂ1s one created by the woman herse]f she is’ an: art1st a

o .

-"daughter of gen1us" (11ne 170) Th1s poet1c fragment
'a‘hmembedded in tbe fram1ng headnote thus po1nts to yet another -
T ;jnarrat1ve of fema1e creat1v1ty as ‘a d1srupt1ve force that

'3~;fe1udes ob:ect1f1cat1on by the ma1e gaze

One of the key funct1ons of the headnote 1s to turn-

B

';;an apparentTy comp1eted work 1nto an 1ncomp1ete fragment qn_‘”"w
ita reversal cf the usuaI 1og1c of supp1ementar1ty As L

nSt1111nger remarks,_"were 1t not for th1s 1ntroductory

. ‘_‘.‘- .

5-,‘prose,'we wou1d never know that the poem was a fragment“

\,

tThe "Author" descr1bes h1s 1ntent1on to "f1n1sh for

himse1f" hTS 1nterrupted vzs1cn (186), but“the fact of 1ts 5\ _;f

ete:n"1‘1ncomp1etton estab11shes a model for that other. asfﬁh )



Sy

.

T nn

o

b but the w111 of a greater poet than he has brought h1s work.
' before the pub11c Coler1dge chooses a notab]e f1gure to

s7* express the se]f d1fference 1mp11ed 1n th1shd1sc1a1mer

wiclinical ‘context. .

104
yet‘potentia1, vision--of_the "doﬁe in air"--and seems te
foredoom it,»too,.to incompletion. As is typical inithe-
case of "fragmentary" Wdﬁks, it is Teft to the reader to”
finish for herseTf'Or hinse1f what has been'origina11y
"g1ven"-to the author; but to do so the reader has first to
negot1ate with the author's insistent myth of fa11ure This
"myth of the lost poem” (Perk1ns 97) is powerful, and tends
to distract attention from compet1ng f1gures-—for examp1e.
those that align the . poet with the generative energ1es of
the chasm--that m1ght rescue the poss1b111ty of v1s1on
| .But even before any quest1on of poetic vision can be;“
broached the headnote attempts to sh1tt the debate to a
d1fferent arena entmre1y here is the. f1rst paragraph of the7

note as pub11shed in 1816 1828, and 1829 t.f: |
o g
. The fo1low1ng fragment is here pub11shed at the S
‘request of a poet of" .great and deserved- ce1ebr1ty,,
~and as far as the Author's own opinions are" B
.concerned rather :as . a psychological. cur1os1ty, thanf---
son the ground of any. supposed poetrc mer1ts (185n1¢

In resort1ng to th1s modesty topos--assert1ng both h1s A
1ncapac1ty and h1s subm1ss1on tq another S w111-—CoTer1dge

takes h1s p1ace 1n a rhetor1ca1 11ne go1ng back at Teast as

far as C1cero (Curt1us 84) the author 1s nOL worthy

0"

he
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Khan is figured as symptomatic, an "ungrammatica1ity“ in the

‘author's functioning: it is a symptom Coleridge both

manifesthand’diagnoses. The paragraph proposes.a generic
sh1ft from lyric poem, to case study or exemp1ary document
It thus 1ntroduces the poem as an obJect held in tens1on
betweeh twoscontest1ng readings and read1hg practices: 1t is
caught betweeh'the lens -of poefry;:represented:by ah |
authcritetive poet (Lord Byron};_and the 1ens of clinical
inquiry, represented by the author as he looks back_af a
previous self. o . : . . ' e

By ha111ng the reader to . exam1ne the work on

'psycholog1ca1 grounds,‘rather than "on the ground of any

I SR

'supposed poetwc mer1ts," Co]er1dge both absolves h1mse1f cf

consc1ous agency 1n°the poem's. creat1on ‘and absorbs the
b

_potent1a11y se1f—suff1c1ent aesthet1c obJect 1ntb a 1arger

e

autob1ograph1ca1 morass he 1ocates mean1ng, not in the

PR o
poem. but 1n the or1g1nat1ng psyche of wh1ch 1t 1s a s1gn

rgThe effect 1s ‘a contrad1ctory one: he removes h1mse1f as

fipoet1c agent. only to resurface as the 1mp11c1t subJect of

”ﬂ$£001er1dge s p_ocedure 1n the Bwographwa,‘where the author s

'11fe forms

R

Al

h“fthe ent1re work The autob1ograph1ca1 effect resemb1es

”metr1x 1n wh1ch the work's m1sce11aneous
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NN The‘ emova1 of author1a1 -agency is a recurrent

- \:‘

'tFope.ﬂlIt bengs with CoTer1dge s avowed discomfort at

'R\.
pub11cat1on, and'Ts taken up in the narrat1ve that fo1lows

\\‘, >
" when the author," n;ttby ch01ce but by prescr:pt1on, succumbs

ustra1ghtforward c11n1caT des‘r1pt1on. rather in the manner s

of an earﬂy sc1ent1st repor*a\g an

-performed'on hfmseTf“ (78}:

o

S

equa]ly fatefu1 conc1us1on brought about by t
A
I S

the person from Por1ock

e

events enact themse1ves. As the possessed servant woman 1n

AR

.....

Qafrom Cu1bonefChurch ”1n the fall. of the 'ear,

(St1111nger 188n)
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have uncovered), so too, w1th1n the v1S1on, the 1yr1c poet
longs to be ventr11oqu1zed by the damsel's song. This
“conductivity" exists on a continuum*between two poles. rAt
one end is the pos1t1ve recept1v1ty embod1ed in the Eolian
harp; .at the other end is a terr1fy1ng 1oss of se1f—
possession: hysteria. _ - ":W ‘ ‘ -

s : © Just as, in the servant's case, "Sheets full of her

“ravings were taken down trom her own mouth" {Biographia 1:

112}, so too Coleridge emphas1zes 1n the headnote to Kubia
Khan the fact of transor1pt1on and its disjunction from a ?%w
process of compos1t1on free from the mater1a11ty of writing:

I

"On awak1ng he appeared to himself to have-a distinct
Jreco11ect1on of the who1e, and. tak1ng h1s pen, 1nk and
paper, 1nstant1y and eager]y wrote down the lines that are
here preserved"-(185) ‘ Thus® Co1er1dge f1gures h1mse1f %n
: Kub?a Khan as in the Bwographva, ‘as both the vesse1 of af

. 1anguage that speaks 1tse1f through h1m, and as the

& psycho]og1oa1 detect1ve who transcr1bes and annotates that
1anguage _ The 1rony here xs that in contrast to the

]Bwographwa s "dread book of Judgement"k1n wh1ch every "1d1e

:recorded KUbTa Khan constructs vtseTf as an.effect_-

Lfﬁyothhe fa11ure of memorffaﬁd transcr1pt1onv;s95'

-._._.,._‘%L, A e e

- Why does the headnote go . ‘out of 1ts ‘way to deta11
'"7uﬁﬁ the ObV1OUS mater1a1s necessary for wr1t1ng "pen, ink, and
‘”paper"? The headnote s “myth of the 1ost poem" narrates the

fa11ure, not of 1nvent1on, but of preservat1on, when the o
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effort1e§sjy productive mental wurd is betrayed by thé
faltering fTeet of its emphatically méteria] counteruart.
Richard Holmes speculates that KUbTa‘khan, although not
mentioned in Coleridge's letters or notebooks at thu tfme ot

cbmposition, and not'pubTished for many years, becamé one of

-his favourite subjects for recitation, and in this manner

became known amdng his circ1e. it is possible,- Ho1mes
writes, "“that Co1er1dge kept back the poem as one of his

’wonderfu1' enchantments, known by heart, and chanted in

‘-‘k\

1ts counterpart “1n air.’

It is as 1f Kub?a Khan ah
1ncantatory poem cu1m1nat1ng in a v1s1on of
ra1s1ng an ether1a1 structure through song,
“the rad1ca1 shift to pub11shed text w1thoutwf?

- 1t
\Y

genre 1n\nome way, or-W1thout'the med1at1odf”
i _I '

] The poem s narrat1ve of the Khan Kub1a a1so enacts

th1s fa11ure of transcr1pt1on.‘ The h1stor1ca1 Kub1a1 Khan“
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is_said to have decreeo %ts creatioh.g\ In the poem, Kubla
inscribes his_empire onto the territory surrounding the
river A1ph ‘whioh "beyond doubt . :~has‘something to do
W1th the a1phabet the g1ft of 1anguage -~ or ordered speech"

(S1mpson' ‘-f“ Kub1a s mapping 1is s1ngle m1nded at the same

’6Wever; the river Alph cannot be circumscribed, and
1t1mate1y de11vers up meanings ("ancestra1 voices.
'rophesy1ng war") that seem both un1ooked -for and unwelcome.

It is at the moment of transcr1pt1on that the

o]

‘hreaded "person from Porlock® 1nterrupts the author in the
;sol1tude of the “lone1y farm—house" (185),Aan emphat1ca11y
1so1ated p1ace reca111ng the.“ret1rement and d1stance“ jn
'1 wh1ch Coier1dge,'1n thehswographra, c1a1ms to have “11ved
both from the 11terary and po11t1ca1 world" (1t 5) Th1s
“person,“ as an- act1ve agent o? 1nterrupt1on, ant1c1pates
the 1mag1nary "fr1end":who a11eged1y adV1ses Co]er1dge not

”"to proceed w1th hxs theory of the 1mag1nat1°" in chapter 13

7 of the Brographra L1ke the “person from Por1ock " the

o]

g S John Drew notes that in November 1802 CoIer1dge :

wrote;in h1s ‘notebook: 1§yb1a1 Khan-. ordered letters to be.

_ 1nvented for his peop?e" (qtd .in "'Kubla Khan' and R
'0r1enta11sm" p. 43). Drew traces-the" phrase to an essay by

Sir: W1111am Jones—-whose research was sem1na1 to the

;P0r1enta1 Renaissance" in London:at the’end of the

' e1ghteenth century~-wh1ch JTeads him to wonder: "Did

m_.o was ‘he* putt1ng in; wr1t1ng La- phrase which was.
\ am111an—to him?"' He’ assembTes a- number of pieces ...

ole dge ‘make. .the note" because the 1nformat1on was ‘new tO'?"q””'gi

1ssib19 evidence. 1nd1cat1ng that CoTer1dge d1d know o, Lo
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transcription} as Co1eridge tellis us: "Thus far had the work
been transcr1bed for the press, when I received the
Ffollowing 1etter e .o (Bfographfa Literaria 1: 300). The
oracular "dark cave of Trophonips}“rto which the
:Brograph7a ] 1etter wr1ter 11kens the-. absent chapter .on
i1mag1nat1on, evokes an uncanny space s1mt1ar to the "deep

-romantic chasm" in Kubla Khan. It is a spacs‘of master—

narratives-in—crfsis, where,‘for examp1e “what [the fr1end}*
had supposed substances were th1nned away 1nto shadows, _
while every where shadows were deepened 1nto substan =
(Bwographra Lwterarra 1: 301) _ | |

¢ Both the KubTa Khan poem and Co1er1dge s proposed
;treat1se on the 1mag1nat1on speak a strange Ianguage they

Q
‘are unfam111ar, excess1ve,‘uncanny, and must-therefore be~

.‘_suppressed or disp1aced .Both of these EXcess1ve d1scourses

't‘are ha1ted at Teast part1a11y in the name of "busmess"lu

7}Qpecun1ary motives; ‘and particularly.from the’ probab1e

”Wl;wou1d weigh 11tt1e w1th you compared w1th the preced1ng“

e

,1'7 ‘.’L/ -
the public, measured, econom1c-system 1n wh1ch“Co1eridge's

w0rks'are dest{ned'to circuTate‘ Both' the "person" and the

"fr1end"--11ke Sara in “The EoTuan Harp"-—p1ay superego to

the textua1 1d they censor the work As textua1 1nvent1ons
'they represent a prOJect1on of the 1mpu1se to se1f-
£

o censorsh1p, and man1fest once aga1n,‘Co1er1dge s. troub]ed

-re1at1on to h1s own d1scourse '”Q'u e

b

[

.W°” "y cou1d add to these arguments one der1ved from

- effects on the 'sale. of your present pub11cat1on, ‘but - theyh

'_.._(B,ographwa 1 304) f‘v.“; o

o

R T
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_ Itewould be simp]ietic torsuggest that KubTaVKhan is
a_"femieiee" poem‘constrained‘within a "masculine" prose
.disceurseéeto 1iken:it too straiéhtferward1y to, 1in

‘\Ir1garay s words, the fem1n1ne "target the object, the

-stake, of a mascu11ne d1scourse, a debate among men'™ (13)
Rather, both poem and headnote are interna11y divided; both
reenact tﬁe drama of "feminine" disruption ahd “mascu1ine“
‘*ecohtainment By 1ocat1ng the poem w1th1n a 1arger
ﬁautob1ograph1ca1 context, the headnote recasts this drama as

-psychodrama- as an enactment of the troub1ed se]f d1fference

" of the writingusubject,

7]

5




| about the use that rat1ocentr1sm and pha1locentr1sm make ofif

CHAPTER FOUR

SHELLEY: CLINICAL READING I1I

She11ey s Julian and Maddalo, 11ke the 1nc1dent in
Chapter Six of B7ographwa Lvterarra and the con301ned poem
‘and headncte that form KUb?a Khan, emp1oys a fram1ng

structure to turn a d1agnost1c gaze onto an "1mage of

[

o

1anguage " Maddalo and Ju11an the poem s aristocratic
prctagon1sts, 11sten to a monoTogue delivered by the 1nmate

of a madhouse, seek1ng to emp1oy h1s rav1ngs as ev1dence 1n

‘a debate between 1dea]1sm and cyn1c1sm ' The1r "urbane"

l’.‘
B

conversat1on and debate const1tute the 1nterpret1ve frame“"i-*

4 a
that surrounds and attempts unsuccessfu11y tc master the

1rrat1ona1 d1scourse reproduced at. the poem s centre TIn"'

dramat121ng the. fa11ure of- Madda]o and Ju11an s attempt to T°7°** B

ass1m11ate the Man1ac s. tormentedfd1scourse to-the1r‘own‘?ifﬂﬁh:
rat1ona1 ends, Ju?wan and Maddalo ra1ses quest1ons about theagv:
subJect pos1t1on that such a debate a11ots the Man1ac, and |
the1r professed others, madness and the fem1n1ne o o

: The reader f1rst encounters Ju?wan and Madda?o byl.
~way of an outer frame the prose preface In contrast to

Co1er1dge s headnote to KUbTa Khan, wh1ch exp11c1t1y

e '\1‘

_1dent1f1es the framed Poem as f1ct1ve'1nvent1on,f“ “to ¢




-She11ey $ own "re]at1ve1y small c1ass of the ref1ned an'_

';'th1s 1n1t1a1 guide.
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prefatory statements made by Shelley himself, such as that

to PrometheESHanound, which locates the poem as a 1iterary
product 1in re]ationftoTc1assica1 and modern counterparts,
the preface to Julian and?Maan?o participates in the

T

- fictive or semi-fictive world of thewpoem itself. It

cons1sts of three paragraphs descr1b1ng the poem s dramatis
personae, these: descr1pt1ons decrease 1in 1ength and

spec1f1c1ty from Madda1o, to Ju11an, to the Man1ac The

preface is presented as the‘utterance of a fictional

persona, corresponding ‘neither to She11ey nor to Julian, but

Eearing a’cTass resembTance'to both. The preface-writer-

"1nterpe11ates the reader, 11kew1se, as a member of his and

._educated" capable of understand1ng Maddalo, and Ju11an, and

fAithe1r ph11osoph1ca1 concerns (Brewer 129) He prov1des a

=

B quant1ty of mater1a1 and psycho1og1ca] 1nformat1on about “the
tht1t1e characters and invites the reader to part1c1pate in
'th1s m11d 1ron1es The preface-wr1ter 1n effect out11nes an:
"j1nterpret1ve code' our understand1ng of Madda1o and Ju11an s
'wor1d and the1r debate s understood to operate within the"

{fdef1ned set of soc1a1 and ph11osoph1ca1 mean1ngs Taid out byld

s
o

The Man1ac, on the other hand :1nhab1ts a country :

;hfor wh1ch no maps ex1st Whereas the preface—wr1ter 15
?ﬂ”acqua1nted w1th 1nformatlon about Madda1o and Ju11an bﬂyond'ﬁe:f'

;Pf:that ava11ab1e 1n Ju11an s - narrat1ve, concern1ng the Man1ac 5i';

-

@
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he ie'as dependent as the reader on the information given fn
the poem--by Julian (on the basis of oﬁeervetion)_and by
Maddalo (on the basis of rumour) The preface releases the
:Man1ac to the reader s care with no guarantees,‘th1s is a11
'“1t says: . cfﬁ A

. Of the Maniac I can give no information. He seems,
by - ‘his. own account, to have been disappointed in-
love. He-was ev1dent1y a very cultivated and
amiable person 'when in his right senses. His story,
told at length, might be like many other stories of
the same kind: the unconnected exclamations of his
agony will perhaps be found a sufficient comment forf
the text of every heart. (113) : :

The tone is almost flippant. When he 1s not gesturfng‘
toward information a1reaoy'deducib1e:from the poem itself,
the- preface-writer is dismissing as cdmmonp]éce'and-tedioos-

:a'history he -does not know. This studied noncha}ance mightl‘h

jn.fect‘ﬁive us. an intimation.of the Maniecfs potéhéyl: Thaﬁ

he is cast as unconscious "commentator“ relegates him to a .
o QS :

',11tera11y marg1na1 ro1e, at the same t1me, however,

commentary's power to. transform the text it g1osses can be‘""-ﬁl

:c:k. ] n

‘ @ . ‘ - . ’
immense. & A T LR

The poem proper beg1ns at a po1nt of 1nterrupt1on.

pref1gur1ng the narrat1ve d1srupt1on to fo11ow

i rode. one evening with Count Madda1o . L e
Upon the bank of land which. breaks the f1ow

- 0f Adria towards Venice:--a bare strand - =

-~ Of h111ocks, heaped-from eVer-shiftinQ:Sand:;'.

L The d1chotomy between Ju11an s s1mu1taneous freedom of

a

‘nmovement-—on horseback w1th hxs powerfu1 Byron1c fr1end the

"count--and h1s s1tuat1on at a po1nt of 1nterrupt1on--on'"thef
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" brain® (28—30}. ~ The men speak*incJU§iﬁe1y "Oof a11 that

1"1'_5~
bank of 1and which‘breaks the fiow / Of Adria towards
Venice"——para11els Julian's ro1e as framing narrator. As a
frame, his narrative both disp1ays and confines and, as the
poem progresses, we realize that he can as eas11y block

narrative as convey it.

The poem's subtitle, "A Conversation," would seem;'

by its relation to {heftitle, to refer to that held between

Maddalc and Julian as they ride on the Lido.__The ride and

_ the conversation share a certain freedom of movement: "So, -

‘as we rodeg'we talked; and the swift thought, /‘Winging

itself with laughter, lingered not, / But flew from brain to

r o

earfh-has been or vet may be, / A1l that vain men 1mag1ne or

be]ieve,“/'Or hope. can paint or sufferwng maynatch1eve". i —y

‘“=(43-45). JuTian;‘the narrator, argues for‘the boundless -

potent1a1 of the human sp1r1t finding evidence 1n the . -
Sub11me expanses of the 1andscape and. the sky _ﬂs extols
% .

the L1do in th1s mood yet h1s words harbour a
counter—argument g suggest1on that des1rEcprOJects 1nf1n1ty
[

onto what 1s in fact a narrow, abandoned space of wreckage

and stunted growth the L1do is

el an uninhabitable ‘sea- s1de,
‘ :‘Wh1ch the Tone. f1sher, when his nets are: dr1ed
° . Abandons; and no other object breaks
]The waste, but-one dwarf tree and some few. stakes.
o ;B‘oken ‘and unrepaired, and the tide makes
oA A narrow space of -level sand thereon . & °
R e S Tove all waste
?ﬁAnd so11tary p1aces, where. ?ﬁﬁiaste

£z

i
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The pleasure of believing what we see

Is boundless, as we wish our souls to be.

(7-12, 14-17) - |
The sunset sendsVJuItan'into further raptures, for in it he
witnesses the apocalyptic marriage of-heayen and earth
"[d]issoived into one lake of ftre" (81). At this point
Maddalo, countering du1ianis‘8he11eyan idealism with Byrontc -
91oomﬁ‘pofnts cut a_madhouse-;“a-window1ess, detbrmed'and'
dreary pile" (101?--si1houettedlaoainst the setting ‘sun.
Human thoughts and desiresl argues Madda1o, are 11ke madmen.

[

c1uster1ng in m1nqaess prayer around a "rent heart" (126),‘
and the sou1 is 11ke a madhouse vesper beI] The next -
morning, Ju11an renews the debate by p01nt1ng to Madda]o s
daughter as "an exemp?um of onto]og1ca1 b11ss" (Newey,

- "She11ey Psycho Drama" 77),~a free be1ng not seTf encha1ned‘_w,
by “s1ck thoughts" (169) ‘ The1r debate st111 undecided,
they trave1 to the madhouse to observe one f1na1 exh1b1t an

e . insane man whom Madda1o 1s 1odg1ng there at h1s own expense‘
‘They enter the apartment of the Man1ac (who never becomes ﬁdiﬂh”

Al

aware of their presence}, and eavesdrop as . he 1aunches 1nto

: & : , oo
L a possessed mono1ogue : o ' . < |
K : ) ‘ "o = A - :
& Thus far, the narﬁ&t1ve is structured as a ser1es of
-~ t . N o R ’

gazes. - Maddalo and Ju11an ob3ect1fy<and transform the WO

gd. ke

. around them 1nto a ser1§s of examp1es and counter examp1es

=

>

N .L- . o . ’
P . a

B

: o That Maddalo and Ju11an represent 8yron and’ ShelTey

¢is commonly understood. For a discussion of biographical .- -
1nterpretat1ons of the poem prior to 1963, see:G.M. Matthews' -
57-61. - R
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in the service ofﬁaﬁdebate'whose terms—-idealism verses
cynicism-;appear to represent the poem's conceptual poles.
1In fram1ng “the terms of debate and marshailing their human
examples, they manifest scop1c mastery--the mastery of the -
gaze,‘ In doing so, they occupy the "mascu11ne" pos1t1on_of
masterfuT SUoject. This stance is dup1icated in.ju1ian's
-fjrst-person narrative control: that is,.Ju1ianFs‘is the
primary "point of eiew,"“'éeth.Newman notes the pervasivef
presence‘of'"visua1 metaphogg".in.narrato1ogy, observing
that "[s]uch'terms‘imp]icft1y:3neoke a gaze: a 1ook that the
‘;subJect{s) whose percept1ons organ1ze the story d1rect at
‘the characters and acts represented." 'Th1s gaze-1s
"ﬁ*.:;-pihp1{cft1y coded as “mascu1ine“ Madda1o s 1nfant daughter

B~

"-”and the madhouse inmates {Madda1o s. protege spec1f1ca11y},

"on the_other hand occupy the "fem1n1ne“‘pos1t1on of obJect

”?T'W1th1n the context of Madda1o and. Ju11an s conversat1on—-'

‘they operate as rhetor1ca1 examp]es such as m1ght be

el

‘h‘1ntroduced by Co1er1dge s phrase "a case of th1s k1nd"
,~‘(Brograph1a 1 112) The 1nfant daughter does not speak |
‘_5although her eyes, fu11 of "deep mean1ng" (149) do pref1gure

'7[hﬂfher potent1a1 to return the gaze, as she does 1n the

;ep11ogue.- The Man1ac;$a1though he speaks, cannot return the

Ne1ther

'gaze,“be1nq unaware of h1s v1s1tors'~presence

7 T

ﬁﬁwh1ch the subt1t1e suggests,f1s coextens1ve with the poem--d

A
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in his apostrophe to Italy, zoncerning the sunset, when he |
says: "it was ours / To stand'on thee, beholding it"

- (59-60). He plants his gaze like a flag.

- The style-of this opening section is of a piece with
the masterfu] stance of the protagonists: tt_is_contr011ed :.
bot informal, and marked by'ciass affi1iations. Shelley
 claimed to.be‘attemptjng‘in this ‘poem something "in a
:different style . . . a sermo pedestris'way of treating

" human nature," emp1oy1ng "a certain fam111ar style of _
Tanguage to express the actua1 way in wh1ch>peop1e ta1k w1th,.
each other whom education’ and a certarn/?2f1nement of .
;sent1ment have p1aced above the use of vu1gar 1d1oms“-
(Letters 2 196 2: 108) It is’ marked by “the easy
zfam111ar1ty of two art1cu1ate and 11terary men of
ar1stocrat1c fam111es" (Brewer 128),.w1th a11 the
."gent1eman1y" v1rtues of po11teness and urban1ty that th1s 5{

‘1mp11es Kelvin. Everest observes that. - = g' ¢
[t]he sty1e is 1nterest1ng1y prob1emat1c for a - L
radical poet, for it involves the danger of acced1ng“;
" to the ideological . implications of that. fam111ar-*ﬂ?’”
. idiom. 'And there is :a strong: poss1b111ty that oo
:bShe11ey was fully alert to this problem in Ju71an B
.. and Maddalo, where the s1ng1e most striking R
“rhetorical effect of the. poem is the. v1o1ent1y :
-;contrast1ng idiom of the maniac's 'soliloquy, which
.. 1s set aga1nst the gent1eman1y d1scourse of: Maddalo
; *and Ju11an (79) Y R . S

':The Man1ac s monologue is reproduced in the centregof‘the
37narrat1ve The speech 1tse1f reta1ns the rhym1ng coup1ets
:-of Ju11an s narrat1ve, but 1apses comp1ete1y from the

"f"urbane"kstyTe, con51st1ng 1nstead of short broken ioff;;j}f
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paragraphs in which_thought succeeds thought according to no-
clear logic.

' The Maniac is reputed to have gone mad after being
- abandoned by his lover; in the monologue he appears to
address-a number of absent women, or a number of aspects of
the woman who has.betrayed him. His manner shifts from.
moment‘to'moment' he spoke, recalls Julian,
--somet1mes as one who wrote and thought -
" His words might move some heart that heeded not
If sent to distant lands; and then as one :
Reproaching deeds never to be undone
With wondering self-compassion: then- his speech
Was lest in grief, and then his words came each
Unmodulated, cold, express1on1ess,
But that from one jarred accent you m1ght guess
It was despa1r made them so un1form (286 94)
'In 1ts patchwork of rhetor1ca1 effects, the Man1ac s
mono1ogue resemb1es the po1yg1ot "rav1ngs" of Co1er1dge s,
' possessed servant wh1ch "were found to cons1st of coow  .
:*sentences, coherent and 1nte111g1b1e each fcr 1tse1f but

‘-J.w1th 11tt1e or no connect1on w1th each other" (Bwographra 1

H*s112 13) Wh11e the or1g1ns of the two mad d1scourses_are

”~,;1ocated 1n qu1te d1fferent traumas, the fragmentat1on 1n

'aWZToeach case 1eads to efforts to 1ocate mean1ng out51de the

! d1scourse 1anguage, in each case, becomes an 1mage of




to Venice years Tater, Madda1o is-in Armenia, so Ju11an 1s

rece1ved by Madda1o s daughter, now g.own “Julian quest1ons

‘ her about the Manaac{ he learns that the lover returned, and .
- .the Maniac grewlbetter, but that the lover then Teft again; .
: the daughter is re1uctant‘to'te11 more than that of the
| man's*subsequent history; The conc1usion of.their
1nterv1ew and of the poem, is th1s

"Ask me no more. [says the daughter], but 1et the
‘silent years

'Be closed and ceared over their memory

As yon mute marble where their corpses lie. woo Lo
I urged and quest1oned still . [resumes Ju11an], she o
' . - told me how’

Al1l happened-—but the co1d wor1d shall not know

(613 17) . _

So the narrat1ve cu1m1nates in a suppress1on of narrat1ue.
Th1s narrat1ve w1thho1d1ng has been construed in d1vergent.
ways. James L H111 for examp1e, sees the poem S |
.“conc1us1on as'h1gh1y aff1rmat1ve Ju11an s w1thho¥d1ng

‘s1gn1f1es for h1m the extreme poet1c sens1t1v1ty of Ju11an

{ iand of Madda1o s. daughter "such understand1ng i; ‘ be1ongsyﬂi$
'ii:h'~‘ f‘ S _on1y to a few“ (93) G M Matthews, too, sees the daughter'?
AN ) ..as the u1t1mate s1gn of va1ue in, the poem ”"Madda1o s ch11d7'
_ who has been ‘on. the per1phery of the story,-now becomes the

Lsgcentra1 f1gure, the on1y source of fu11 understand1ng

";?comprehend1ng and transcend1ng the events of the”past
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,necessarfly grown to an-anxiousrknowiedge of: suffering.
Juiian's naiye instance of human freedom has become a
Aproof of human-confinement" ("She11eyan PSyoho—Drama“ 77).
T Others see the cdnc?usion in the context of an indictment of
JuTian; and of h{s ta%1Ure‘to act: given Julian's |
o "para1ys1s,“ Ear1 Wasserman sees it as "an integral .
d fu4f111ment of the poem A that it u1t1mate1y trail off
ant:c11mact1ca11y in a kind of mean1ngless and prosaic B
1nd1fference, w1thout resolution” (81) " And Tracy Ware .

asserts that "Ju1ianﬂs bitter reference*to the co1d wo_r'ldi

:.'imp1ies that he has abandoned his earTier idea1ism in his

change from hypocr1sy to m1santhropy“ (122} . The common .
e1ement in these eva1uat1ons 1s the attempt more or- 1ess
wnexp11c1t,.to exp1a1n (away) the Man1ac s d1sappearance~as a
"é{gﬁif{éb' Th1s cr1t1ca1 gesture echoes that first o
“a‘attempted by Madda1o s daughter,-and then effected by Ju11an

?;; h1mse1f These (attempted and ach1eved) narrat1ve erasures

: m1ght be paraphrased 1n the words of Wordsworth‘s Ped1ar

'ﬂ"Be w1se and chearfu1, and no 1onger read f The forms of

\.-_

th1ngs w1th an unworthy eye / [He] s1eeps 1n the ca1m

earth and peace 1s here" (The Rurned Cottage 510 12)

*-It has been suggested that the poem s conc1u51on, 1n"= -

‘W;ade-emphas1z1ng the Man1ac S story, chastens the over-cur1ous

'”reader and caut1ons her aga1nst the seduct1on of sensat1ona1



of the serious reader toward fxnd1ng the conceptua1 kerne]
' embod1ed in the narrative" (Hill 84). The poem's’ oreface ' fﬂ*i

suggests as much in specu1at1ng that the Maniac's "story,

told at’ length ‘might be like many other stories of the samei“u
k1nd the unconnected exc1amat1ons of his agony w111 perhaps
be found a sufficient comment for the text of every heart" LS

‘(113) rHere, too, She]]ey S poem echoes'Wordsworth s

Ped1ar, who says of Margaret S suffer1ng:‘,' - et L fﬁ\

. 'Tis a common tale,
By moving accidents uncharactered,. :
‘A tale of silent suffering, hardly clothed
In bodily form, and to the grosser sense
But 911 adapted, scarcely panab1e . S
- To him who 'does not think, (231 -38) - A

As noted with regard to the Ped1ar s admon\t1ons, the 1dea'
\N

‘ a i
of "suff1c1ency" 1s 1mportant the Man1ac S unconnected

exc]amat1ons should be "suffwcrent comment " as the preface L

Says, discourag1ng excess1ve 1nqu1ry Yet the ep11ogue

L exp11c1t1y foregrounds the Man1ac s story as an: obJect of

f_lcur1os1ty,_1f the part1cu1ars of the Man1ac s subsequent

g pby a ma1den Ioth ‘and h1s own grat1f1cat1on In then

;'-f,suppress1ng the Man1ac s h1story as he does. Ju11an 1n fac

'11fe and death are’ un1mportant the fact of h1s pers1stence

as’ an obJect of gos51p, rumour and 1nqu1ry 1s not.g Ju11an*”

may chasten the unworthy reader, in other words, but he does
‘Fso only after he has dep1cted the scene of h1s own seduct1on_

'fby (or of) narrat1ve——h1s own?mad pursu1t of the story he1d

l‘

-2 'L"‘ S

' "1mpresses the Man1ac s seduct1ve narrat1ve power a1

fmore f1rm1y on the reader s awareness.v He foregrounds the
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Maniac, that is,'as that kind of-"unanswered question” which

in Susan Wolfson's words "retains a disruptive effect, for

A

its presence  loosens the bindings of meaning by intimating Con
something in excess of what 1anguage can say and frame" :
'tauestionfng'Presence 21). Or we might describe JUTian's
concTudtng gesture by borrowing Jane Marie Tedd's
descrjption of Freud's da11iance with’ the uncanny: "Unable
to see what the veil htdes, unab]e to revea1‘the
Unhefn?iche, he has only managed to catch a g11mpse of the
ft_'h.; s truth before tthW1ng the ve11 over 1t once aga1n" (522)
| ' This doub1ed suppress1on, wh1ch amounts to emphas1s,
'j1s”compounded by Ju11an s frank reJect1on of the reader L
Wasserman notes that beg1nn1ng w1th the preface,,the text

“makes "a series of strateg1c moves to transfer the mora1

”K‘_burden to, the reader and to, 1nc1te him to come to a.a

u_ﬁdec1s1on,“ and that furthermore, the . reader u1t1mate1y

ot

‘abecomes the text to be 1nterpreted the Man1ac 1s a gloss to o
dh:fse1f 1nterpretat1on {61) - But th1s cr1t1caT vision of a .
"‘jrec1procat1ng text seems at odds w1th the narrator s |
'\:“unequ1voca11y negat1ve "1nterpretat1on"‘of the reader--as‘ff?“y

”ﬁﬁ"co1d" and 1mp11c1t1y 1ncapab1e of understand1ng--vo1ced 1nr~*

'*fﬂ:the poem s f1na1 11ne.j I agree w1th MarJor1e Lev1nson that:gﬁ

o

i '”;Ju11an s “f1na1 dec1arat1on 1s extreme1y d1sturb1ng

:Ju11an s fear of h1s aud1ence, h1s host111ty and h1s

L,.-i.

;detachment are ent1re1y new e1ements 1n the poemn (Romantrc';pﬂﬁ

'”“LFragment Poem 157)

_\.‘C.‘.

.7
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The unsettling nature of the narrative's abrupt
susbensfon, and the fact that it opens a.rift'inftheA
narrat1ve even at’ the moment it attempts to close it‘down;
point to 1arger divisions opened up in the course ofnthe-
boem s unfo1d1ng. Ju?wan and Maddaio, Tike other works °
stud1ed here, consists of two separate d1scourses 1nhab1t1ng

the same t1t1e Ju11an s narrat1ve,'and the Maniac's

n

-mono1ogue. The reader has h1therto been hailed to paossess

the mascu11ne gaze Jus+ as Maddalo. and Julian do, she has

been 1nv1ted into a k1nd of comp11c1ty w1th them The poem

-: 1nv1tes the reader to accept Ju11an 8 as the pr1mary

[

:_'the Man1ac, even when he emerges as more than one.o‘ the

I P

By the same token, Madda1o and Jul1an--the t1tu1ar and theg

.on1y named characters—-become the poem s protagon1sts, and”

than a support1ng ro1e ‘ And yet he exceeds th1s roTe.
'cw1th1n the represented wor1d where Madda1o and Ju11an

;converse.Land at the 1eve1 of narrat1ve =

d1scourse, and to regard the Man1ac 'S mono1ogue as a k1nd ofe

fexemp1ary accessory, embedded in the. host d1SCOUiSE as a

o

"_subserv1ent 111ustrat1on - As a rhetor1ca1 effect 1n fact

(_\ “’_‘

the Man1ac 1nvokes h1s own s1tuat1on as exempTary in h1s

'attempt to sway h1s absent 1nter1ocuton

) let none relent ' e
Who 1ntend deeds too dreadful for a nameg R

" Henceforth, if. an examp1e for the same
'They'seek

- I 11ve to. shew e
. How much men bear and d1e not' (455 60)-:J

1eg1on of the emb1emat1c mad 15 off1c1al1y granted no'more'

Before the1r v1s1t¢
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to the madhouse, the friends' talk is full of the
_semiescientific Tanguage of demonstration_and proof: the

“Maniacis "wild taik will. show / How vain are {Jufian's]
aspiring'theories;“Ac]aims Maddalo, while JuTian "hopels] to
'kproye‘thehinduction otherwise" (200—201,-202). ‘When the mad
'm0n01ogue draws to a c1ose, however' the. friends'"we[ep]
w1thout shame,“ the1r argument "qu1te forgot" (516, 520).
Just as the spectacle of the Maniac d1sarms the

'debate and renders suspect the 1anguage of 1og1ca1 argument

SR - so the reproduct1on of h1s d1sconnected mono1ogue w1th1n the-

;poem breaks the urbane narrat1ve s traJectory and seems to

'_hasten the poem to 1ts end The mono1ogue s effect 11ke

xh;that of the story of the possessed woman in- the Brographra,‘

L is to d1s1ocate the d1scourse that surrounds 1t yThe
";narrated conversat1on 1ead1ng up to the v1s1t is. protracted
-:299 11nes cover .one . even1ng and one day, after the v1s1t

‘tfﬂ106 11nes cover a span of "many years“ the poem speeds to f

”5ﬂ1ts truncated conc]us1on w1th a sort of desperat1on ' Two

EJ.E-;d1st1nct "moments" 1nform the poem the f1ct1ona1 past ain
erfjwh1ch the conversat1on and mono1ogue take p1ace, and the -
‘-eﬂf1ct1ona1 present in wh1ch an o1der Ju11an reca11s past

wg__!,,events and reproduces the Man1ac ‘s words, and if Ju11an

”to f1t h1m to h1s own argument he f1nds 1t equa11y

'.'\\'

»recol1ect1on to wr1te down h1s words Narrat1ve

P

i

'ifﬂftnds 1t 1mpossab1e,‘1n h1s f1rst encounter w1th the Man1ac,‘f5”

Chyoe

fmposs1b1e“to‘ass1mtiate the Man1ac upon “rev1s1t1ng" h1m 1nQ77f*l¥
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retrospection-does not bring with»it, apparent1y; the wiser
perspect%ve of‘an o1der self, The Maniac consistent1y |
baffles attempts to "contain" him,'tofreduce‘him‘to the
status of objectified. exhibit or reified speech. To put it
another way, his "illegibility" chalienges the rules of a
contest_ofe{nterpretation in uhioh he'funotions‘at the level
of text; _Charles Rzepka, readtng'Juffanpand Maddalo as a
"revisionary oonversation poem,“ ident{fies the -

"textua11zat1on“ of the Maniac as. part of a 1arger strategy

e for d1stanc1ng MaddaTo and Ju11an from the spectac1e of

"_ spoken of as,iwr1t1ng he speaks of h1s own"

suffer1ng~-a strategy in wh1ch demarcat1ons between san1ty
and 1nsan1ty contr1bute to the Man1ac s obJect1f1cat1on

- It s a1most 'as: though by 1nvok1ng the descr1pt1ve_"
category ["mad"] ‘and deploying the stage mach1nery
. of "madness"™, Shelley wished to ‘establish a = .: -
. rationale for deliberately’ 1so1at1ng the Maniac" s

auditors, for making them, in effect, "readers" of. ,7 o

the Maniac rather than "1nter1ocutors" ‘As .a
resu1t what Julian and Maddalo . (and we as- actua1
_readers) ‘are forced to "guess" at becomes less a’

speaking subject who shares. our d1scurs1ve un1verse"f¥l
than a speak1ng "text" or. poetic’ persona that must @
be interpreted--and responded &o=~in s11ence._5;f"““

'J(“Rev1s1onary Conversat1on Poem"‘136 37)
The Man1ac s utterance approx1mates poetry. as bothﬁr
'lMadda1o and Ju11an observe ' _ ‘ 'hh ‘h".- _"k |
- the- w11d 1anguage of h1s gr1ef was h1gh
Such as in measure were called poetry;
And 1 remember ‘one remark:- wh1ch then .
I_Madda1o made. He .said: "Most: wretched_men
" Are‘cradled: 1nto poetry by WPONg, %

" They 1earn in suffer1ng what “they:. teach:
f‘(541 46) RS e

Moreover, h1s speech 1s on numerous oocas ons 11‘

sad wr1t1ng"
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" and declares that "from my pen the words flow as I write"
(340, 476). E& conf1ating the Maniac's speeoh with notions
of - (11terary) text in th1s way,. Shelley "registers h1s
.1ntent1ons to textualise the Maniac's suffer1ng" (Rzepka
'137), but a further "ungrammat1ca11ty"lappears in th1s
process of textua11zat1on, 1n the lines c1ted above——a
moment probab]y common enough in poetry,'1n wh1ch the poemr
den1es its poet1c status It 1s th1s ‘the "1anguage of_[the_
'Man1ac 's] gr1ef" as we reoe1ve it 7s,. oonourse;."in_
.measure,“ and Ju11an has remarked part1cu1ar1y ‘on h1s c1ear
'reca11 of the Man1ac s words-—"I yet remember what he sa1d /:;
fD1st1nct1y such 1mpress1on his words made"'(298 99)——1n
ﬁfhcontrast to h1s avowed "trans1at1on" of Madda1o s words "I
nlrecaT] / The sense of what IMaddaTo] sa1d a1though I mar 7 o
‘”!fThe force of h1s express1ons“ (130 32) In 1ns1st1ng on the :
'Vfactor of measured 1anguage as a determ1nant of poetry, |
idJu11an ant1c1pates She11ey s d1ctum that "the 1anguage of

“*poets has ever affected a certa1n un1form and harmon1ous

L i;;?'5( Defence. 484"

';_recurrence of sound, w1thout wh1ch 1t were not poetry"

-dAt the same. t1me, in ]uxtapos1ng Ju11an s

']ﬁif1mp11c1t assert1on that the Man1ac s speech is. not 1n verse B

w”ﬁ{fgw1th the,rhymed coup1ets that represent 1t the poem 5*5

'fd1savows 1ts own poet1c dev1ces.. Perhaps th1s s11ppage needt‘:
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hand;'however, Julian and Maddalo is oetentatious in its
rersa) to "represent“ the Maniac: the preface-writer
sobmits him to the reader as raw, unmediated text,rand
Julian implicitly contrasts his translation of Maddalo with
his transcriptfon of‘the.Maniaciw.This smaTT
Ungramnatica1ity.serves to temind.us of. the invisibiiityaof

the frame as unquestioned framework, and of Julian's as the

shaping voice that subtends the entire narrative.

As ‘they stand in the pos1t1on of know1ng subJects in

relat1on to the Man1ac as d1scurs1ve unknown, Madda1o and

.'Ju11an also stand by extens1on,'1n the pos1t1on of cr1t1cs

1n.re1at1on to‘therMan1ac as poetic "text " Madda1o s

' "read1ng " of the emb1emat1c madhouse. 1n part1cu1ar,

"i"proof“'sought within the s1gn1fy1ng madhouse w111 1end

:'oThe mad utterance,

P

"1tse1f to h1s own theoret1ca1 pos1t1on The terms of the

: furn1shes an 1nstance of se1f-consc1ous textua1 exp11cat1on

X

"'And such, ‘”'he cr1ed, 'is our morta11ty, / And th1s must }?c-ifﬁ

L

be the emb1em and the s1gn / Of what shou]d be eterna1 and

'h.d1v1ne'“ (120 22) Each man ant1c1pates that the textua1

‘fr1ends' debate,_wh11e opposed to each other..nonethe1ess -

-
b E

'fboth ex1st w1th1n the samea"master narrat1ve" of ph11osophy.“’

(.

however,.proves to funct1on w1th1n an

a11en “narrat1ve," w1th no c1ear mechan1sm of trans1at1on.
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% % %
MaddaTdtand‘Juiian‘inhabit a world of connecttonst
Shelley's prefacera1erts us %o'their‘irreproachab1e family
oonnectfons: "Count Maddalo is a Venetian n6bleman of
ancient famify and of great fortune™; ﬁJu1ian:is an-
Eng1ishman of good family" (112, 113)‘l This 5001a1
c0nt1nu1ty is echoed at the physical .level in thEIP easy
'jre1at1on to space: they never fa11 to make the1r trave1
connect1ons, mov1ng free1y from s1ght to sight ass1sted by
f1nconsp1cuous attendants The sheer frequency of these

5d1nstances is worth not1ng‘ Here .are Just a few:

e i.;“Just where we had dlsmounted the Count' s men
o " '-Were wa1t1ng for“us w1th the gondo1a,

a ' < As thus I spoke
: Servants announced the gondo]a,-and we ‘
~~ Through. ‘the fast- fa111ng rain and h1gh—wrought sea
g‘Sa11ed to the 1s1and where the madhouse stands,
I o o Hav1ng sa1d e
RS r'These words we. called the. keeper,.and he 1ed
PR To an apartment open1ng on_ the seaj .-

TI e then we. 11ngered not
;"@”;_¢.A1though our’ argument- was quite. forgot,
w s Butealiling jthe: attendants,_went to d1ne

'FfwgifﬁAt Maddalo! s N
o - (81-62, -211- 14 270 72, 519 22)

**fL1kefg ammat1ca1 elements, these ub1qu1tous attendants (and.;f'

gjfiJu11an,s;care 1n not1ng them) denote trans1t1on and

Zrh1at1on Tempora1 progre551on 1s s1gna11ed as obsess1veiy.¥f¥ffﬂﬁ
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aboVe in the referenc1ng of movement to moments in the
: conversat1on., Once again, Bakht1n's term “chronotope“'isr
useful in def1n1ng the effects of this met1cu1ous mapp1ng of
space,through time and t1me over space. The map and the
| c1ock as deV1ces appropr1ate to the chronotope of Ju11an s.
1n1t1a1 narrat1ve,,m1ght emblemat1ze the general not1on of
"measure“——soc1a1 ph11osoph1ca1 and - 11ngu1st1c--that
character1zes th1s urbane fram1ng world..

‘The carefu1 "even ted1ous1y carefu1 narrat1ve
ccnt1nu1ty ]ead1ng up to the Man1ac S speech stands in:

;s1gn1f1cant contrast to the speech 1tse1f and to the

narrat1ve that fo110ws 1t‘ aga1n test1fy1ng t0cthe Maniac s

iy

uncanny effects not on1y on Madda1o and Ju11an w1th1n the:ﬁ*7““

<

,narrat1ve but aiso én the act of narrat1ng 1tse1f Tne--'g_%ﬁﬁ

o

fMan1ac 1s assoc1ated w1th a profound1y d1scont1nuous space-'y‘r

‘t1me. If Madda]o s and Ju11an g 1s a wor]d of connect1ons,

©

f'h1s 1s a wor1d of m1ssed connect1ons, d1sconnect1ons.

The

_madhouse stands on-. .an . 1s1and 1ts phys1ca1 1so1at1on "

Lot SO

[' ..

flemb1emat1c of the segregat1on of madness beyond the ma1n1and"
K of reason.k Even 1ts arch1tecture appears to have resu1ted
-f-from unmeasured aogregat1on over 1ndé$\n1te t1me. 1t 1s such

fla bu1ﬂd1ng “As age to age m1ght add for uses v11e, / A

(221)

Tempora11y, he ex1sts 1n a present d1sconnected f m
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the past to: Ju11an S 1nqu1r1es about the: Man1ac s origins,

7
1

.Maddalo rep11es.

> ' ‘ Of his sad h1story
' T I know but this . . . he came
... . To Venice a dejected man, and fame
e . ‘Said he was wea1thy, or he had been so. . . .
‘ . . % he was ever ta1k1ng in such sort
- As you do--far more sadly--he seemed hurt,
Even as a man with his peculiar wrong,
To hear but of the oppression of the strong . ..
A Lady came with him from France, and when - '
Stie 1eft him and returned, he wandered then
About yon lonely 1s1c= of: desart sand -
Ti11 he grew wild--he had.no cash or Tland
Rema1n1ng . e (231 34,~236-39 246 50)

v

ﬁD1Sﬂuss1ng the1r 1mpress1ons of h1m 1ater, the fr1ends e~
surm1se that "he had store / Of fr1ends and fortune once. ‘,'*d°§
g :

ER These wereLnow 1°5t" (234 5 237) Thus the dep1ct1oni

o

ff'ffffd‘_of spat1a1 and tempora1 d1scont1nu1ty assoc1ated w1th the

- e . (.

i

""ﬁMan1ac co1nc1des w1th soc1a1 and psycho1og1ca1 a11enat1on,

’and w1th mater1a1 dest1tut1on and vagrancy hel"wander[s},

i

B
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breaks {n the train ofrthought and perhaps suogesting
tempore1 peuses in the ﬁonoiogue's delivery. The community
- of speakere tmp1ied in conversation isrgone:'the Maniac’s
linteriocutor ie enuabsent phantom, as he himee1f recognizes
.intermittent1y: “thou art not here . . . / Pale art thou,
'tis most true . . . but thoy art‘gone" (395-96; ellipsis in
or1g1na1) ) | |
“In th1s regard “Rzepka reads the Maniac' s. utterance
as a "spec1f1c gener1c ant1—type" of the first generat1on
C | o Romantic convereat1on-poem, one that critically exp]ores |
| ‘"the ;conversationai‘ 11m1tat1ons of 1yr1c express1on"'

'\‘,‘

("Rev1s1onary Conversat1on Poem" 128 -133) - To th1s end.

wr1tes Rzepka, She11ey stages "a san1tary encounter w1th the

N

g.ng.J o - -d1scourse of suffer1ng,c demonstrat1ng 1n the Man1ac s

o

L:speech a J1terary mode that "para1ys[es] any 1mpu15e to

7Qt§"3a. . '..approach and respond to the so1110qu1st as a speak1ng

g{fﬁye5w. ;v‘ :‘;;subject“ (133) I wou1d po1nt out moreover, that the way

i_1n wh1ch th1s encounter 1s framed proh1b1ts from;the”outset

Aany 1ntersub3ect1ve exchange.;even before the Man1ac -]

R

“speech beg1ns, he has been obJect1f1ed 1n a_manner that

-

ﬂ*prec1udes response. H1s spectators,

:qn the trad1t1on of

'@-;v1ew1ng the 1nsane, have been Ted - andwadm1tted o the
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eyes are "1ustrousg'but‘"g1azed" (285), so that'whi1e he can
.exhibit the sensitivity'necessary to Julian's project he
_cannot return the gaze Maddato and'Ju1ian‘bring to bear on
him. In thiS.Se1f-regarding blindness he recalls the trace
'of Margaret's cottage, "a.ruined house; four naked walls /l

: That stared upon each other" (The Ruined Cottage 31- -32), and
a]so resemb]es Moneta in The Fali of Hyperron, whose eyes,
a'Eeam1ng in "b1ank splendor,“ seem "v131on1ess ent1re .
of all externa1:things"7(1 -269‘ 267—68) Even the madhouse

in wh1ch the Man1ac res1des is at f1rst descr1bed as

”"w1ndow1ess" (101),.a1though an "open casement" v1s1b1e as

- Madda1o and Ju11an enter the room exposes h1m to the L:,T_;

'wgnposes no such threat

. e1ements (276) As a b11nd obJect the Man1ac furn1shes the

il <

'1dea1 focus for - Ju11an, who de11ghts not on1y 1n 1ook1ng but

'fa1so 1n be1ng "Unseen,_un1nterrupted" (554) Scop1c mastery
;1s threatened when the gaze 1Swreturned and the Man1ac

11

In fact the Man1ac 1s hermet1ca11y sealed 1n h1s

”“‘.1so1at1on by the enactment upon MaddaTo and Ju11an s‘l_,‘

”ﬁarr1va1 at the madhouse 1s1and of a k1nd of r1tua1 '.The'f

Iﬂ}_1s1and 1s descr1bed‘pr1mar11y 1n terms of sound

_f”PWe d1sembarked The clap of tortured hands,fj*'
"Fierce. ye11s and how11ngs and 1ament1ngs keen,- -
S And 1aughter where comp1a1nt¢had merrier been,:_;f
-*[Moans, shr1eks and- curses and b1asphem1ng prayers
‘”Acco ted us e 215 20' e T

f”Madness is" "_ésented'here al

d1storted utterance,;_~w
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to bear out She11ey s assert1ons, as suggested by the fact

_ redempt1ve utterance.

~fﬂ wwth pat1ence and k1nd care, / If mus1c Ca" th“S move
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"blaspheming prayers")'- The Man1ac, 1so1ated from th1s
cacaphonous throng through a reproduction of the ¢class

system w1th1n this ant1 soc1ety, appears first in a k1nd of

-“conversat1on" with th1s d1storted utterance he is

represented synecdoch1ca11y by "fragments of most touch1ng

me1ody" from “on high" that “begu11e“ the inmates below him
into strange silence" (221, 220 226~ 27) - When<he ceases,
"the d1n / Of madmen, shr1ek on- shr1ek -again begxn[s]“ (266-
B87), and at th1s po1nt Maddalo and Julian arrange access to

h1s apartment Thus-the "v1s1t? to the Man1acﬁ1s.1ntroduced_

by a m1n1ature'“fram1ng“; enchanting¥song'f1anked by shrieks

i

I am not the f1rst to note. that the Man1ac

. © v . Rl
approx1mates, at th1s po1nt SheTiey S descr1pt1on of the
poet in The Defence of : Poetry | L o3
o A Poet is a n1ght1nga1e, who s1ts in darkness and Lot
-1 " sings to cheer its own solitude. with sweet sounds,‘ju;a.«.
: his aud1tcrs are as men entranced: bycthe me1cdy of
~an unseen musician, who feel that they are- moved and
_softened yet know not whence or. why (486)

T

At th1s p01nt 1n the Defence She11ey 1s expound1ng the f“}

soc1a1 and mora1 eff1cacy of poetry as he abstract1y

conce1ves 1t. The Man1ac s rcIe w1th1n the madhouse seemsvf'“"

that Ju11an 1nterprets the Man1ac s mus1c as a»potent1a11

‘Meth1nks there were / A cure o"these

30)

In Thomas McFar1and's terms. Ju11an hypothes1zes an
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idea? who1eness,fprojected into the fature, out of the .
diasparactive scene ofrfragmentary, tormented noise.

'Maddan, characteristica11y,h"takes'the darker side," doing
r'so %n'words that'echo JuTian's description of the Lido:
"those are [the Maniac's] sweet strains wh1ch charm the
weight / From madmen S cha1ns, and make this Hell appear / A
heaven of'sacred silence, hushed to hear" (259—61).

Maddaﬁofs statement imp]ies that the Manrac;s song charms

the “weightﬁ oot does not remoVe the'chains;:and the'"he11"
of the madhouse only temporar11y "appears" a heaven, Just as-
“Ju11an "taste[s] / The pleasure of beirevrng what [he] 'f_‘{y
see[s] / Is boundless" (15-17). This. exchange ant1c1pates a
,ser1es of narrat1ve moves that will. f1gure the Man1ac as the

c

BT -f_ant1—type of the . She11eyan poet.

£

.;efc‘ ‘The speT1 of the Maniac's mus1c broken, Madda]o

'*ﬂ suggests that they shou1d enter and w1tness h1s rav1ngs
'"‘Let-us now vws1t h1m, after this. stra1n -/ “He ever communes

' ¢Bw1th h1mse1f aga1n,,and sees nor hears not any. Hav1ng o ‘;‘“

o

'V,sa1d / These words we ca11ed the keeper:,f. (268 71).

"‘¥H1s words 1mp1y the enactment of an hab1tua1 scene, as 1n

-‘..-_ C‘*""‘c ‘.‘\ oLt
“f{gthe phrase “he ever"=(and the word "stra1n" suggests, 11ke . ‘
U o

f,-
i

e

=t

1

”&fj;"burden," both a meTody and a pa1nfu1 effort

u\:i,ni— L

"V;fthus the suggest1on of someth1ng a1most r1tua11st1c to. the

}f,Jhere is p;‘

'ew1ng Madda1o knows the Man1ac S hab1ts,.knows that

,-':.. A
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first 1aments the 1mposs1b111ty of express1on some

;305),,h1s "secret groans must be unheard"3(341), h1% woe 1s JT"

'"1ncommun1cab1e“ (343), h1s heart is crushed by a "secret

h:potent1a1 of utterance To speak 1n a "human vo1ce; wou1d
libe to enterfthe 1ntersub3ect1ve space of commun1cat1on;‘to
t:touch another m1nd and to do so wouﬁd'be to destroyithe
“ﬂ1nter1ocutor-—to crush h1s 11stener s heart'n1th_the sa

i1oad as h1s own (345), to cause her to "weep tears b1tte‘

136

stake in this suggestion. _Thtaﬁscene.marks the transition

~from frame to picture p]ane:'tt is a threshold scene, .

corresponding to the 1itera1;thresho1d Maddalo and Julian

.cross as they "climb . . . the ocozy stairs / Into an old

courtyard™ (219-20). By constructing the Maniac's
"performance® as'predictab1e ritual, She11ey turther empties

it of meaning, makes it even more "exemplary" an object.

‘Maddalo's selection of the moment, in additiont indicates
:,h1s deliberate commod1f1cat1on ‘of the Maniac. It is as .
lthough the spectators ca1cu1ate his absence from the
7dom1c11e of the seTf and choose that -moment for the1r

- "theft". they enter and “st[an]d beh1nd / Stea11ng h1s

accents from the env1ous wind / Unseen" (296 98)

5
&

in sp1te of its seem1ng 1ncoherence, a certa1n, ST e

. progress1on is d1scern1b1e w1th1n the Man1ac s speech He;"fﬂﬁtw‘ﬁ

£

‘proh1b1t1on 11es upon h1m so that. he does not dare to “speaku?ﬁ

[h1s] gr1ef" or "g1ve a human vo1ce to [h1s] despa1r" (304

1oad" (346) Ltnes 300 382 are haunted by the destruct1ve

i'
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blood" (342), to ™infect the unta1nted breast / Of sacred
nature” (352-53). A sexua1 metaphor--submerged, in these'
opening paragraphs--figures intersubjective discourse as
negative1y procreative: the intercourse ofxoommunication, sO
the Maniac fears, - wou1d engender “m1sery, d1sappo1ntment and
‘m1strust" that wou1d "own {h1m] for the1r father" (314 15).

' At line 380 a change Qoccurs, or so the Maniac
deo1areS' “I must remove / A ve11 from my pent mind 'Tis
‘torn asxde'" (380-81)._ This dec]arat1on‘seems to signal.a
trans1t1on out'of the_se]f~imposed'disoursive incarceration
of ear1ier paragraphsh But, -Tn«keeping with the Manfac's
,demontc 1nvers1on of She11ey s concept1on of: the poet,
remova1 of this "veil™ that pens: up utterance 1eads to a
'?further 1eve1 of myst1f1cat1on ~In "[a]11 h1gh poetry "f
: A.She11ey wr1tes in'A Defence, “[v]e11 after ve11 may be
undrawn. and” the 1nmost naked beauty of the mean1rg never

ffexposed" (500) . or the 1nmost horror1 The ve11 the Man1ac p

o

'Tlftears aside more c1ose1y Pesemb]es,'1n fact that equ1vocaT

3_7§”f LﬂNfﬂ;ﬂ'.ﬁ"pa1nted ve11 wh1ch those who 11ve / Ca11 Life" 1n She11ey s

gsonnet “L1ft not the pa1nted ve11" (1- 2) Madda1o s

-':_1ntroduct1on of the Man1ac as an unnamed, exemplary

f‘acqua1ntance-~"1 knew one. 11ke you" (195)-—resemb1es_

;'fa‘She11ey s evocat1on of an unnamed exemp1ary acqua1ntance in

'ffthe Sonnet

""kanew one who had 11fted dtn (7). Th1s

'“.ﬁ;seeker, 11kehthe Man1ac, possesses a'“1ost" and "tender"”

o

11ke h1m, 1s a1tered 1n the va1n search for a _;.Liﬁl‘
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The Trwumph of L1fe

T"human vo1ce" 1n a fragmentary ta1e of psychosexua1 horror .

" the 1overs‘ bod1es, 11ke a. dark vers1on of the “1nmost naked
: beauty of the mean1ng" beneath poetry s¥ ve11s, are “never::i“”
c‘:[fu11y] exposed"” (Defence 500), in Medda1o s daughter s’F.‘
:ﬁs1m11e, the1r narrat1ve and- the1r corpses. at the poem s

*conc1u51on,-rema1n equa11y 1naccess1b1e In the course of

hthe Man1ac s speech these bod1es f1ash 1nterm1ttent1y 1n
"'fragments of s1gn1f1cat1on a 11p. a gr1mace. castrat1ng |
‘;f1ngers._ These d1asparact1ve forms po1nt to "deeds too

"_h;dreadfu1 for a name" (11ne 456)
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"truth™ that, in the Maniac's case, seems to name both an
erotic and a political 1onging What the veil concea1s, the

sonnet's surrea1 mechan1cs suggest ~are twin pr1nc1p1es of

-compuls1on, Fear and Hope, that Jo1nt1y drive the subject

"deathwards » + + to no death," .to borrow a phrase from. The
FaT? of Hyperwon, in the "lTiving death" that Ju11an p1ctures
as the Man1ac s (210) Behind a static veil, there is a

pr1nc1p1e of restless mot1on, Tlike that of L1fe S char1oc in

In Ju77an and Maddalo, the ve11 "undra\a'\.rn"l at 11ne

_ 380 uncovers a new locus of the’ unspeakab1e in the f1gure of

a more . d1st1nct 1nter1ocutor, seem1ng1y the woman who has

"betrayed the Maniac. In. the manner of a 1etter-wr1ter, the

Man1ac rehearses her 1mag1ned response to h1m. evok1ng her

" The exact nature. of her betrayal is not named f1gurat1ve1ysf i

o

A
S
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At the same t1me, there.1s the suggest1on that -the
1ady s unspeakab1e cruelty cons1sted Tlargely in. speech
.Those port1ons of the conflict that we can reconstruct are
-1arge]y,dtscurs1ve;.words are'figured as'weaoons of
~.3 ' f‘ _ - destruotion}‘ TheﬁTover S curses are “L1ke self= destroy1ng
| : :po1sons" and "p1agues of b11ster1ng agony" (436 453) Her
words-are?a1so 1mpJements that mjght be turned back on_the

-wielder:

i

‘ ' : I thought .
That thou wert she who said, "You kiss me not
- Ever,. I fear you: do not - .ove ‘me now''-- :
‘In truth 1 Toved -even to my overthrow.. '
Her, who would fain forget these words: but they
;C11ng to her m1nd and cannot pass away (402 07)

"f'ﬁThe Man1ac 15 haunted not on1y by what the 1over says to h1m,'

'_:but also by what she says of him:

RAE when thou Speakest of me, never say
'f“"He coqu forg1ve not ne

e EE R Thou W11t te11 2
'W1th§the gr1mace of. hate ‘how horr1b1e VU
It waskto meet my 1ove when th1ne grew 1ess 'f" -

[
k

say: that‘IEam proud-—that when T speak -
My 11p is® tortured with the wrongs wh1ch break

“The: Sp1r1t 1t expresses ‘
5
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the 1ip, joins. erot1c p1easure with d1scurs1ve pain.  As
proof of his lover's crue1ty, the Man1ac dec1ares that "thou
on me 1ookedst so, and S0~- / And d1dst speak thus . . . and. ..
“thus .. . v (458-59' e111pses in or1g1na1) s Like speech
_ eyes and 1ips both 301n subJects and d1v1de them, and it is
~through figures of eye and 11p that the Man1ac reconstructs :

"the h1story of the1r courtsh1p, recalling the moment when
'_"thy 11p / Met m1ne f1rst years 1ong past . v ._th1ne”eye
:k1nd?ed / W1th soft f1re under m1ne" (467 69) . ‘
These d1smembered body parts are uncanny | Freud
observes that "[d]1smembered 11mbs, a severed head a‘handﬁﬁfﬁﬁui:;

Lo

:_cut off at the wr1st S feet wh1ch dance by themse]ves

.f.-. a11 these have someth1ng pecu11ar1y uncanny about

‘them“ (244) ‘ Th1s fearfu1 strangeness, for Freud spr1ngs
from the prox1m1ty of d1smembered 11mbs to the 1nfant11e Mt,
' .fcastrat1on comp1ex' they stand in. a subst1tut1ve re1at1on tofﬂ

.the test1cTes and thus..by way of d1sp1acement**”

‘unspeakab1e fear may be vo1ced.‘ But the“Man1ac speaks even

fth1s fear d1rect1y' “d“'

“I'That you had never seen me--never hea d iy
My vo1ce,

<W1th thee, 11ke some suppressed“and h1deous though
h1ch f11ts athwart our musxngs,“
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And cearedst my memory o'er them,--for 1 heard
And can forget not . . . .(420- 34)

I cite this passage at length because a number of strains in
the Man1ac s speech converge here _ Once aga1n, the erotic
body (that "loathed embrace“) is represented in conjunction
with the: eye and’ 11p, with the eye as means of ve111ng
'("1y1ng") and the voice as the means of destroying the
111us:on the'eye promotes. -The Maniac names the fearful
,uncann1ness “of the curse as someth1ng that "ought to have

rema1ned secret and hidden but has come to 11ght" (Freud
o

-225), that 1s, as someth1ng norma11y repressed that evades
:‘the mechan1sm of repress1on The nakedness of the curse is

“emphas1zed the lover speaks 1n “bare broad word[s],

t._becom1ng the agent of the uncanny 1n thus tearing as1de -a

w

i;env1s1oned as an 1ntersub3ect1ve 11ngu1st1c act . To lose

[

b‘ve11 But the castrat1on anx1ety here funct1ons a]so as a

-~ =

d1sp1acement of someth1ng else in repeat1ng the 1over s"

i

!"father1ng" horrors, and that act of engender1ng was 0

’lthe pha11us, accord1ng to th1s assoc1at1on of f1gures, is to

'1;T1ose aovo1ce JIt 1s a prospect the Man1ac both 1ongs for

"'V{E‘and fears ?.Q. ‘. B _:, ﬂ.=;frﬂ"

it

Th1s fearfu1 1ong1ng marks _the f1na1 movement of the”;7

o <

"fjmono1ogue The Man1ac comp1a1ns of both an uncontro11ab1e_'

= o

‘;?ffjurge to express1on and an equa11y powerfu1 dr1ve toward the‘

d.yﬁajs11ence and ob11v1on of death~ h1s d1scourse seeks a po1nt PN

:4-fof se1f~ann1h11at1on - s;ih ,“fb:

e

;{curse the Man1ac reca11s h1s own fear, expressed ear11er. of

N
HF



in turn become the acid in a corros1ve wr1t1ng that engraves

- Prometheus—-and this has also- been . suggestedtmthen he 15 a
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How wvain
Are words' [he echa1ms] I thought never to speak
again,
Not even in secret,--not to my own heart--
But from my 1lips the unwilling accents start,
And from my pen the words flow as I write, .
Dazzling my eyes with scalding tears . . . my .sight
Is dim to see that charactered in vain
On this unfeeling leaf which burns the brain

And eats into it - . . blotting all things fair:
And wise and good wh1ch time had written there.
-(473-81)

In the overdeterm1ned 1anguage of this passage speech and

-writing .are one; breath and ink become sca1d1ng tears; tears'

13}

'-'1tse1f on the bra1n——a destruct1ve script that overwr1tes

the benevo1ent 1nscr1pt1ons of memory If the Man1ac

' represents a poet he 1s a poet in whom the se1f~unbu11d1ng

propert1es of language come to the. fore If he resemb1es

F,

Beckett1an Prometheus, subvert1ng the structure of narrat1ve'

‘author1ty on1y by v1rtue of the unspeakab1e 1mposs1b111ty of

'h1s s1tuat1on We m1ght conce1ve of the Man1ac s utterance

as a sequence of negat1on w1th1n negat1on, as in, h1s

.

conc1ud1ng words

I do but h1de
Under these words 1ike embers,~every spark’
- Of that which has consumedvme-—qu1ck and dark’

“The grave is yawning . . .- as its roof shall:cover Sl
My limbs with dust and. worms under- and over : S
- S0 Tet 0b11v1on hide this grief . RN the air PR

: 'Closes upon- my accents, as. despa1r

R

3

* "[T]he Man1ac is a sermo. pedestrrs k1nd of . | .
“ Prometheus, ‘written down to the. domest1c 1eve1" (G M g
Matthews 74) S ST S i“"'_éf“

g

o
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e ‘Upon my heart--1et death upon despair!
- (503-10; ellipses in original)

With'the figure of words as embers that extinguish truth
rather than igniting.it, the Maniac's speech completes its
‘demonic reversa1 of Shelley's vision of poetry as laid out
;1n the Defence, where the poet's “very words are 1nst1nct
w1th sp1r1t each is as a spark a burning atom of
”;1next1ngu1shab1e thought“ (500) Words funct1on as
'1nstruments of ob11terat10n and concea1ment rather thanl
proy1d1ng the 1]]om1nat19n_Madda1o,and Julian :sought in
i;first.broposing:to'vis{t.the madhoose. Likewise.theirf'

' ";fram1ng strategy--conta1n1ng the Man1ac .S speech

'g"sc1ent1f1ca11y, as a spec1men .f, or voyeur1st1ca11y,
coa spectac1e" (Rzepka 133}—-g1ves way, 1n the centre of the

'”poem, to a mode of fram1ng more fam111ar from The t;;gmph of

i

’y{lefe. Rather than emp1oy1ng the frame as a conta1n1ng

}ﬂstructure, that 15, the Man1ac s speech and The Trvumph of

K.'

fstrfe reconf1gure the frame ;as-a 11m1na1 moment 1n a movemente @'

:?adof supersess1on.n In The Trwumph of L1fe, each scene 1s -n{"'j :

erected on the van1sh1ng traces of the preced1ng one, and ERFEE

thus the poem 1s structured as a deepen1ng descent 1nto _,191,

. ‘.‘.
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'_gproyJSO' "If I had been an unconnected man, he wr1tes._"L{j

'“ffof the person from Porlock .or of the. myster1ous 1etter.tha

o ;the 1mag1nat1on,

CUP10US1y Se1f—seek1ng—-the study 1s for the student"_"own‘ '
a "stubborn art" or d1ff1cu1t text and thus reta1ns the.f}

‘ from th1s moment shou1d have formed some p1an / Mever to
ﬂ'1eave sweet Ven1ce“ (547 49},*"urged by [h1s] affa1rs " -

lﬁfhowever,\he returns to London {582) : As 1n Co1er1dge s taT
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sbeech, rather than being-the'verf breath and medium in
which it iives, .It is no wonder, then, that curious -
d1s;unct1ons and e1151ons occur between ‘these worlds of

“connect1on9‘and “d1soonnect1on.“ The Man1ac s wor1d does

not-open out.toward his observers;‘Madda1o and'Ju]ian'S-

world defines 1tse1f by the exc1us1on of th1s “1ncoherent“

a1ter1ty Ju11an, for exampTe, c1a1ms_to dream of

_“rec1a1m1ng“ the Manlac

1 1mag1ned that if day by day

. I watched him, and but seldom went away, ,
And studied all. the beat1ngs ‘of his heart .
With zeal, as men study some®stubborn art
For their own good, and could by patience f1nd

- An entrance_to the caverns of his. mind, - "“.EI'
I m1ght rec1a1m h1m from: h1s dark estate.‘ (568 74) =

Yet th1s vague1y 1mper1a11st1c dream of penetrat1on rema1ns

o e

good n Such “study" ma1nta1ns the Man1ac in the p051t1on of

obJect, 1ndeed 1t renders h1m 1nto an aesthet1c phenomenon,Qr”

b3

SRR

dynam1cs of the gaze. Ju11an é‘p1ans. moreover,‘canry th1sdj

a

1\

Y.

%
prov1d_

an external demand here.
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-indefinite'reprieve from engagement with an excessive,

unaccountable text.

As in those texts, the frfghtening prospect is an
,unCanny~inwardness.figured by a."cavern": the "caverns
.‘fmeasure1ess to ﬁan" (KUb?a Khan 4), the ;dark cave of
_"Trophon1us" (Brograph1a Lrterarwa I 502); thei"caverns"'of

the Maniac's ' m1nd (and am1d innumerable add1t1ona1 examples P

dwe cou1d 1nc1ude the "chasm" behind the pa1nted ve11 e

- .“,.-—

';She11ey s sonnet (6), or the “cavern h1gh and deep" of The

'Trrumph of wae [313]) . The f1gure 15, of course, an

‘warchetypal one, assoc1ated w1th the fem1n1ne and w1th that

5 ‘uncanny, generat1ve_space, the womb "[A] cave 1s—-as Freud &
';p01nted out——a fema1e p1ace a womb-shaped enclosure, a
'iﬁgjjhouse of earth secret and often sacred“ (G11bert and Gubar

LR

hga)t

The narrat1ve Iocates the Man1ac 1n/as th1s uncanny

-
2o

'a”move con51stent w1th 1ts 1ocat1on of h1m as the ;Qig~5

. G
LA N

_(1mp11c1t1y fem1n1ne) unreC1procat1ng obJect of the ma1e

Sl




it is Ju11an s "utopian" theor1es that induce Madda]o to say
vl knew one 11ke you',-} . W1th whom I argued in thxs sort

‘and he / Is now gone mad". (195, 197597). As a‘d)s111usxoned
idea1ist, the Maniac fits the type of male me1ancho1ia. He

=

character1zes h1mse1f as hav1ng devoted his youth "to

Tﬁch;M: ..... _: ]USt1CE and to 1ove" (382). But,,as the pairing of
‘"Just1ce" and‘“1ove" night suggest, his madness has sexua]d
origins as well, as, both the.preface‘and Madda1o imoTQ: an.
attr1bute of fema1e hyster1a.‘ L1ke the kn1ght 1n Keats s
“La Be11e Dame Sans Merci," the Man1ac is p1aced in a'
_trad1t1ona11y fema1e subJeut pos1t1on by : be1ng seduced

i

bﬂl - ubetrayed and then abandoned H1s doub1ed gender

& . N W
P . . "

assoc1at1ons surface a1so in the ep1sto1ary strateg1es that

;{df %h'-- _ -‘:.he adopts~ "sp[eak1ng] as one who wr[1tes}“ (286) ;isf

assoc1at1on w1th the castrated Abe1ard 1s c1ear..but he a1so

:ﬂijo1ns a- 11ne of 1etter-wr1t1ng hero1nes—-from those of

A

- W

'U;hﬁf-d0v1d's Hero1des to E1o1sa--who have been "11tera11y ex11ed

'for 1mpr1soned or metaphor1ca11y 'shut upl—-conf1ned

dic1o1stered ls11enced the1r_"d1 COUFSES °fwd951re

Sk T we v o

;repressed“'(Kauffman 20)

'j1ncarcerat1on-'when,h1s_10ver'"
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he wandered then
About yon lonely isles of desart sand
Till he grew wild--he had no cash or land
Remaining,--the police had brought him here--
Some fancy took-him and he would not bear
Removal; so I fitted up for him
- Those rooms beside the sea, to please his wh1m,
And sent him busts and books and urns for Tlowers,
Which had adorned his 1ife in happier hours,
And instruments of music. {(245-56) '

=)

: 'Note the rapid eTisfon, in this'acconnt of the role of "the

po11ce “4

The Man1ac 1earns to 1ove h1s capt1v1ty,
reca111ng Margaret in The Ruined Cottage, who "1oved th1s
wretched spot nor would for wor]ds / Have parted hence"
?(487-88).. Madda1o domest1cates the s1tuat1on by prov1d1ng

Q

e o aesthet1c amen1t1es, and thus what beg1ns as ‘an ep1sode of

} po11ce d15c1p11ne conc]udes in a gentee1 househo1d scene.

;_Jhe Man1ac S conf1nement by po11ce is asszm11ated to |
'tf;cu1tura11y acceptab1e 1mé§2§30f fema1e domest1c1ty, h1s
1ncarcerat1on 1s "natura11zed“‘1n a. movement that renders 5”.”

"C

o someth1ng unhewm?vch he1m71ch once more

Cow

In 1ts movement from bruta11ty to domest1cat10n,

th1s story of conf1nement seems to recapxtu1ate, ‘on-a i

pr1vateh1eve } the "1de aI sh1ft"'1n the treatment of

madness that occurred dur1ng the end of the e1ghteenth and

andﬂ )

€ ; 4'
‘ so1d1ers, next by watchmen,

u1t1mate1y by 'the"po11ce"‘(G M Matthews 82):41



s
history of_madness, notes; furthermore, that "it was also at
th1s time that the diaTectic of reason and unreason took on
spec1f1ca11y sexual mean1ngs, and that the symbolic. gender
of the 1nsane person shifted from male to fema1e" (8). The
1mage of the hyster1ca1 woman rep1aced that of the.
me1ancho11c man.

. Given the Man1ac s fem1n1zed sub]ect pos1t1on, 1t 1s
surpr1s1ng that s1m11ar1t1es between the Man1ac and § “,‘
Madda]o s daughter have: not been more. often remarked.: 1T°

rev1se my ear11er mode1s, three "conversat1ons" are staged

in. the poem subt1t1ed "A Conversat1on“ the 1n1t1a1 "urbane“t

conversat1on, the ant1-conversat1on,-1n wh1ch the Man1ac o

sj

addresses phantom 1nterlocutors and the 1nv1s1b1e Madda1o_t_'*ﬁ
o and Ju11an "stea]" h1s words from the w1ngs, and Ju11an sfﬁgﬂ

.j_ conversat1on w1th Madda1o s daughter 1n the ep1logue ‘min‘

th1s 1ast conversat1on, both part1es speak~-Ju11an tru]y
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'”3fembedded as | an exemplary ObJeCt
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The Maniac and the daughter are initially introduced

to the reader as competing examples, the ridiculous and the

'sub1ime; while the Maniac lives in a state of bondage and

b1indness, the daughter is "a wonder of this earth / Where

there is little of transcendent worth / Like one of

: Shakespeare‘s women“ (590 92} Yet Man1ac and daughter

become allies, ‘'even doub1es, they share at f1rst the role of

name1ess object- 1ater, the daughter becomes custod1an of

the Maniac's story Her plea to "jet the silent years / Be

c1osed and ceared over their memdry_/'As yon mute marble

' fWhere their corpses 1ie" (613-155"seems to impiy, in her

cur1ous use of the word “yon,“ that she 11ves in the same
pTace as the lovers! tombs. a place of silence. \Hers is

'figured as a wor1d5Separate from the‘"rea1" mor1d of her

'_r.father and h1s acqua1ntance, a wor1d of 11terary

'representat1ons, as Ju11an s reference to Shakespeare'

(=

“1mp11es - As the woman who rema1ns constant and stat1onary

| 'a;1n the home wh11e men 11ke her father and Ju11an trave1 the

o

*f'}g1obe, she represents the 1dea1 of fema1e conf1nement wh1ch.5

“”afthe Man1ac s domest1cat1on m1m1cs

' W1th1n the "dom1c11e of the poem," Ju11an s is the

‘-“host" d1scourse, 1n wh1ch the Man1ac s d1scourse 1s

In becom1ng "guests" of
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madness (as a conversat1on piece) w1thout becom1ng 1nfected

by a kind of madness themse]ves——1n attempting to represent

the aTter1ty of mad d1scourse without a1tering the terms of

rat1ona1 narrat1ve——Maddalo and Julian man1fest what (.;

TR \

that other form of madness, by. wh1ch men, in an act"
~of sovereign reason, confine their ne1ghbours -and
communicate and. recognize each other through the
merciless language of non-madness . . . that "other
form" which relegates Reason and Madness to one side
or the other of its action as things henceforth
external, deaf to all’ exchange, and as though dead
to one another {(ix)

Foucault ca1Ts

_The madhouse v1s1t is supposed to answer the quest1ons
raised in Madda1o and- Ju11an S conversat1on 1nstead it putsh;hl
1nto quest1on the very terms on wh1ch the 1n1t1a1 argument
is erected We m1ght refer here to Ju11a Kr1steva s |

assert1on that "1n a cu]ture where the speak1ng subJects aretﬁ

: conce1ved~of as masters of. the1r speech they have what 1s £
.‘ca11ed a pha111c_ pos1t1on. The fragmentat1on of 1anguageh
u1n a text ca11s 1nto quest1on the very posture of th1s '
‘l»;mastery“ (165) . _ | o _ e
Even before the fr1ends enter the madhouse :we know;c

“-that they w111 ‘not - f1nd what they are 1ook1ng for Here 1S?M

s

MaddaTo s 1n1t1a1 “reading“ of the madhouse when 1t appears

,3 aga1nst the sunset

f}%“_g;‘ Fol ~"such . . is‘our morta11ty*
A ijnd this ‘must: be‘the’ emblem and the. sign
.~ Of .what should.be" eternaland" d1v1ne'--

. And” ‘like that. b1ack and - dreary 'bell; -the soul
7 Hungiina® ‘heaven- illumined tower,:. must to]1
... Our thoughts and our:: des1res to meet belo
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For what? they know not,--till the night ooneath
As sunset that strange vision, severeth
Our memory from itself, and us from alil
We sought and yet were baffled!"™ -(120-28)

In a perverse.way,'the failure of Maddan and JUTiih's quest.
_attests‘to-the sucoess of Maddalo's interpretation. fn his
temb1ematjc reading, the madhousehthey appeaT to stands at
thelpoint where searches are defeated, the very sign of
Hbaff1ement - The Maniac iitera11y_inhab%ts‘this-sjgn;;he‘
51gna1s the. fragmented se1f self}unseeing- What 7
111um1nat10n, then, can be. hooed for from him? |

Ju?van and Maddaio can . be, ano has been,tread.as a

critique of‘Ju11an as narrator w1th the 1mp11cat1on that he -

:;represents certa1n aspects of Shelley. h1mse1f Th1s

" cr1t1que 1s focussed at one 1eve1 on Ju11an as a dramat1c

,1'.chharacter who lacks se1f—awareness,iwho does not Tearn-
'_,anyth1ng 1n the course of the poem,‘whose theor1es fa11 to
3?co1nc1de wuth h1s actxoﬁs “At another 1eve1 aseKe1v1n‘

Everest has noted the cr1t1que is d1rected at Ju11an not o
N - ™ -
:gon1y as an 1nd1v1dua1 but as a member of She11ey 'S own’

""hifyet certa1n of whose va]ues had formed h1m, ‘and 1nform his"

'Wﬂffsuggest, to the very 1deo1ogy of fram1ng that has seen the;f‘

Ju11an 1s one of "She11ey s poet1c doub]es" who .

amisd1rected soc1a1 awareness" (Everest 68)

"soc1a1 c1ass-—a c1ass whose hegemony She11ey repud1ated ano,hm”

Th1s aspect of She11ey S. cr1t1que extends, I wouldf;jijﬁf~

,.oharacterwst1ca11y represent conditions of 11m1ted or , -;a;L\;Hv
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unreason is to reason, as fem1n1ne is to mascu11ne, as

_ vagrancy is to estab11shed 1nst1tut1ons—-the f1rst term

"Ju11an s u1t1mate suppress1on of the Man1ac s h1story.
d‘:although represented as both a protect1ve and a '
-tedaum—sav1ng gesture, 1s at the same t1me a second
v"xnarrat1ve attempt to "conf1ne" the Man1ac,_he and h1s
jt“d1scourse hav1ng once a1ready exceeded the conta1ner tha

:__was preparedﬂto rece1ve them And yet th1s act of c1osure'
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Man1ac s so111oquy embedded in the urbane frame of Madda1o
and Julian's gent]emanly conversat1on Ju11an S narrat1ve
re-enacts, at thefﬂeve1 of discourse, the confinement of the -
Maniac. Just as the police arrest the_wandering'Maniac_andv
p1ace-him withjn wa11s, so Julian attempts to:contégn'the‘
Maniac's "unconnected‘exc]amationS" within'the reaSonabTe._‘
Timits of his own narrative. ConverseTy, the Man1ac s

speech enacts, at the Tevel of d1scourse, a thwart1ng of

narrat1ve that corresponds to the emot1ona1 and 1nte11ectua1

.confus1on he evokes in. Madda1o and. Ju11an, th1s mock~1yr1c,

mock ep1sto1ary monoTogue, that is, refuses ass1m11at1on-

into the genre of urbane conversatxon 1n wh1ch 1t appears "

The Man1ac represents the d1senfranch1zed "others“;ig,;gf:

“who 1nhab1t MaddaTo and Ju11an s wor1d He 1s to them as

"\

.-|‘.

subJect to def1n1t1on by. the second term, yet exerc1s1ng a

dangerous power of subvers1on. The Man1ac and h1s utterance
represent the negat1on of the terms on wh1ch Madda1o and 'fﬁ

Ju11an s conversat1on depends for 1ts very ex1stence

i '.,-\'

’u,

«
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_mere1y_opens'the.poem up more radically than ever: the
Maﬁiac and his story are consigned to the oblivion and
‘silence of the tomb, to-uée.one of the daughtgr's final
ffgurés,‘buﬁ'they are also, by the same gesturé,_a11 the

‘more deeply engraved.

o




- CHAPTER FIVE

KEATS: THE TEXT OF BLISS

Just as. Keats turned to dream narrat1ve in The Fall

of Hypervon 1n his attempt to frame the ear11er Hypervon, SO

: we;‘h1s:readers, often*turn to Keats's 1etters.inﬂour‘

attempt to frame his poetry. Like a pictorial frame Tn'

~contrast to the image it surrounds, the letters‘mioht‘seem__

closer to the architecture of our ownrwor1dfthan do the. - ¢

'onems' metrical "abstractions " . The 1anguage of the 1etters

—of g1oss,.to offer a perspect1ve or- suggest a structure-—to

m-understand1ng and our own. . At t1mes the 1anguages

e”cr1t1ca1 specu1at1ons of the h1ghest order, but the
ﬂ re1at1onsh1p between these textua1 bod1es 1s f1u1”

i;f1ex1b1e, and non h1erarch1ca1

_po1nt a re1at1onsh1p between the poem s aroh1tecture of

'the poetry 1tse1f becomes d1scur51ve or'd1dact1c ‘Théph &

of the poetry seems stra1ghtforward 1t hasp

‘11ves somewhere between prose and poetry and thus prov1des a

; med1at1ng 1anguage, not- trans]at1ng the poems but rather,

present1ng a para11e1 text that seems to funct1on as a k1nd

1nterseot as when Keats composes a versem1etter. or when .

. ',x

pract1ce of us1ng fragments of the 1etters

o=

o_1ocate aspects

ent 1tse1f to‘

I;say th1s by way of
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"to 1ntroduce w1th1n the outermost frame of that read1ng the
'not1on of that moment when d1scourses come into contact. It
is not a stab1e effect; there may;be s11ppage, oonf11ct,
‘mutua1 transformat1on The point of contact is.alao a
product1ve and a troub11ng p01nt of "fau1ture,“ to adopt
“Keats’ s_word. |

o o . Keats writes to JohnuHami1ton Regnons,hin September_
1819t | o | |

I have g1ven up Hyper1on——there were too many
-~ Miltonic inversions in it--Miltonic verse cannot be
“written but in an. artful or rather artist's humour
‘1 wish to give. myse1f up to other sensations. S
English ought to be kept up. It ‘may be" 1nterest1ng
to you to pick out some 11nes from Hyperion and put '
~ a mark X to the false beauty proceeding. from art,
.and one |, to -the true voice of feeling. Upon my
. soul ‘twas imagination I cannot make the.. : -
~ . distinction--Every now & then there is a Miltonic :
v .ointonation--But 1. cannot make the d1v1s1on proper1y :
y(Letters 2 167) - : L

t"dThe "Hyper1on" Keats refers ito 1s both Hypervon A Fragment
o L

*hj;and The FaTT of Hypervon. A Dream,_h1a "rev1s1on" of the

i

'iﬂear11er poem The f1rst Hypervon, compr1s1ng Saturn s o

'ﬁijawaken1ng.(Hyper1on s. progress, the conference among the

r“kffT1tans and Apo11o s de1f1cat1on.-had been abandoned no. 1ater§7*7“

1”*v§fthan Apr11 of that year,wThe Fa77 1ncorporat1n9 a fram1ng

i*dream‘narrat1ve, was wr1tten over the course of that summer :f o

e B T e . S

L

,"Keats s remarks to Reyno1ds on 21 September app1y

till _ m,s'the most w1de1y—he1d v1ew, a1though as
alachandra RaJan po1 slout 1_;“can be a quest1on for
-d1spute" (211)‘ o S : R :




-ed1t1on of. Paradwse Lost Thus Keats read1ng M11ton becomesT3

'supposed to d1st1ngu1sh Keats s true vo1ce from h1s M11t0n1c'f

'1ntonat1ons--to 10cate, 1n effect Keats s read1ng of M11ton;h

_onTy re wr1t1ng, but aTso re-read1ng 1t The frame L

"f"[fw1th read1ng ‘and: wr1t1ng Ads .a matter: a1most‘of cr1t1ca?f“
*p;consensus In the words of'T110ttama RaJan;
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I have chosen th1s letter as a way into The Fall of

'Hyperion pr1mar11y because of Keats's invitation to'ReynOTds

to "p1ck out some 11nes from Hyper1on and - put a mark X to
the false beauty proceed1ng from art and oneh:{ to the true
vo1ce of fee11ng " In mak1ng this. ha1f—request Keats
appeals to a reader to comp]ete a task that he, as wr1ter
cannot accomp11sh Moreover,_he appeals’ for a spec1f1c k1nd.
of read1ng—-a d1scr1m1nat1ng annotat1on such as he h1mse1f
has performed on a text of M11ton s. Beth Lau notes Keats s
use of mu1t1p1e "11nes in the marg1n" (161) '"marg1na1

- Q
stroke[s}" (162) or‘“doubie 11nes runn1ng a10ng [the]

'marg1n" (162) to mark passages that 1nterest h1m 1n h1s 1807§§f:“"

the mode1 for Reyno]ds—read1ng Keats.r That Reynons was
L ’ /f/"’"':‘.

_{ ] Y AT

‘w1th1n TheﬁFaTT-nrefTects Keats s sense of the poem s
1nvo1vement dna cha1n of 1nteran1mat1ng read1ngs:

In return1ng to the ear11er Hyperron, Keats was not

2"

That The Fall is: a poe concerned selr.cons us
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external reader's egperience_of'The-Faii's embedded
narratfve.' The poet{s "induction" introduces-the,dream
.narrative, de1iyers_responsibi1ity for judging it into the
ahand of the ekterna1”reader,'and suggests that such
.Judgement is p0551b1e only. after the poet‘s death. Within

'the dream the poet narrator s read1ng of Hyperron 1s
advanced through a number of‘metaphors such as that of his
proéress_toward“and throUgh thehtempfe, Moneta's_ ,
upertormance" of the Titansj_Story,Tahd the poet-narrator‘s
oartioipation”in its Series_of tab1eaux. |

‘fIn‘framtng'the earTieeryperion Within a‘first—
:-persoh narratiVe, Keats performs a gesture fam111ar to usl

.'from The Rurned Cottage,.B1ograph1a L1terarra, Kub?a Khan

_,and Ju?van and Madda?o the frame 1so1ates the embedded
A 7
:ﬂ‘narrat1ve for rev1ew and re1f1es 1t as “text it ostens1b1y

;.;f?prov1d1ng a measure of contro1 over 1t and mak1ng it the .

,fg"the poem 1saengaged'inbref1ect1ng on’ xtse1f as an act of
-aesthetic’ percept1on“ (Dark Interpreter 192).. Andrew

the ‘poet- reader re1at1onsh1p“ (152). MarJor1e LeV1nson
notes’the. transformatlve effects ‘of . th1s dynam1o of :
'}recept1on :"!The Fa11' whose primary task is. to. frame

.;ythe 1ater pOem S, operat1ons,“'Hyperzon"s ‘ex1stence"
5emerges as an'rdea of: ex1stence" (Keats!'s" wae “of.- ATIegory

-5261) Dona1ducﬁ Goe11n1cht sees ApoTlo in: Hyperwon and- the

‘Poet‘gn The: Falliof: Hyperwon as- parad1gmat1c ofiKeats’ 'S

himself,. di ersLaSpects ‘of<his’ persona11ty of ‘which. he "

by.. read1ng the:human drama presented an the bra1n of

”transforms that fragment from: an express1on 1ntoffff“
endering. 1tse?f «thus, a meta—representat1on ByE,J

"pragmatics of ‘reading": “In‘each.case the protagonist- f1ndsm[fﬁ

:idobject of the dreamer s gaze._ The‘powgrzrelatjons seem;nglgsgln.,'

1”‘;uBennett calls The Fall "a central 1nqu1ry 1nto “the natUre ofaifrwl

LN

was: prev1ous1y unaware, ‘Creates’ himself:in the role of poet Qh_i?”m



;Lart1cu1ated by the frame,fbut u1t1mate1y d1smant1es attempts:j"

' fnarrators‘ contno] 1s comprom1sed -and they and the1r

o “masterfu1“ d1scourse become obJects of cr1t1que Thé;t:Jfrd

5,"the extent that 1t represents,' by means of dts fram'lng

c"fﬂ}strateg1es,=an attempt to ga1n perspect1ve on a pr1or

Lo
-‘subJect to obJect ‘ The object of . observat1on (Man1ac,

possessed servant w1dow) 1s penned W1th1n the space
-to conta1n 1t Man1ac, possessed woman,.and Margaret revea1

~_narrat1ve is sp11t d1a1og1ca11y . As a resu1t the pr1mary

5subvers1on 1nheres 1n the very b1d for contro1
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implicit in the act of framing, however, are comp11cated by

the fact that what appears w1th1n the frame--in the embedded

- Hyperion narrat1ve—-1s the trace of Keats s or1g1na1 Toss of

control under the pressure of that poem's "egot1st1ca1

- sublime." The Fa??'s frame narrat1ve cannot be subverted

- unwittingly by its embedded content for in typ1ca11y seif—

consc1ous Keats1an fash1on, the frame narrative subverts

itself, represent1ng the dreamer as 1arge1y pass1ve in the

face of his own dream.

[
DY

Theiﬁram1ng strateg1es exam1ned in ear11er chapters

= resemb1e, in crude terms, explorat1ons of narrat1ve mastery

‘ The re1at1onsh1p between fram1ng narrat1ve and enframed

mater1a1 1s 1n1t1a11y pos1ted 1n each‘case, as that of

‘themselves as, subJects, and thus an ostens1b1y masterfu]

a

‘ The FaTI of Hyperron is. analogous to these works to
e 5

w:intext"--Keats s own Hyperron. leenShe1]ey,s|Ju]ﬂan?K?Eq
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Coleridge's medical men,'and'Word;worth's Ped1ar; Keats's
'poeténarnator_stands'at the eoint_of the embedded
narrative'e‘fifstlinterpretatiOn. But here the simiTarity
. 'ends, for where the others lay claim to-seme‘form of ﬁ””’“\
certa1nty or author1ty 1n the1r responses (in accorda&ce C\
with an unprob1emat1ca1 def1n1t1on .of framing wherein the
frame unamb1guous1y organ1zes the representat1ona1 f1e1d3),
-,Keats s poet—narrator beg1ns 1n uncerta1nty on1y to progress
‘dtoward an ‘even more rad1ca1 and fu}1y acknow1édqed

=

. indeterminacy. It 1s above a11 in the se1f-conse\\hsness of

af-th1s 1ndeterm1nacy that the d1fferences between The Fb?? and
.L‘l\

"the other works res1de.; "Subvers1ve" read1ng practxces--
' e

-u1nc1ud1ng pract1ces expos1ng b11nd spots 1n thef£§Ecu11ne

:1themat1zed 1ack of contro1 over 1ts embedded content As we

““shaT1 see, the M11ton1c “v1r111ty“ of Hypervon becomes,_ h"'
Y L

The FEII theﬁfocus of_a se]f doubt1ng. fem z‘d and :1‘?et

.fremftﬁeﬁ1ncept1on of Carte51an mentaT process.;“ff
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7 | fmethoUght,"-compromises the grammatioai subjeothood of ‘the
poet-narrator, marking his unoertainty by.caStihg him, for
'that brief inftia] momént-*as the indireot “object of
d1sembod1ed thought the "me™ in "methought" ‘is the dat1ve
object &% mthinks" (OED). Thus from the first word Keats -
dep1cts a 511ppage of harrat1ve controi' the seeming imp1ieo‘

in "methought" 1ntroduces a note of. doubt that underm1nes

-even the. pro11f1c ev1dence of the poet narrator S senses:

the s1ght of trees, the sound of founta1ns, the touch of the“

.scent of roses. '"Methought" suggests a]so Georges Poulet‘
descr1pt1on of the readwng process ‘as. a- k1nd of possess1on, o ‘fﬂf

[

. where1n -a text may be sa1d to th1nk 1tse1f through 1ts f«-
s reader ‘ In the act of read1ng, wr1tes Pou1et l

L e I am th1nk1ng a. thought wh1ch mar1fest1y be1ongs t
. another mental world, which is- be1ng thought in.me.
just as. though I did 'not exist. .. .~ [S]1nce ever
" thought must have a. subJect to: th1nk 1t this “:
L e . thought wh1ch 1s alien to .me’and yet ain me, must
R . "~ 'also have . in me a- subJect wh1ch is a11en to me. T
T S S ~ all happens, then; as: though . read1ng ‘were. thgract by,
'5;"wh1ch a thought managed to. bestow 1tse1fiW1th1n me.
w1th a’ subject ‘not. myse1f i Read1ng s Just'
that! a. ‘way of. g1V1ng way " not on]y to as host of«
: al1en words, 1mages. 1deas. but a]so to theuve




1
vet in me." The-a1ien sobject reading itself through the
poet ~narrator of The FH?I is both an ear11er Keats and Keats
as a subject ventr11oqu1zed by M11ton

Both reading and dreaming, thus conoeived, enact
Keats's ohame1eon sense of'identity, as he expresses it to

Richard Woodhouse in October 1818
R : . ,As to the poet1ca1 Character itself . . . it is not
) ‘ itself--it has no self--it is everything and
nothing--It has nco character—-1t enjoys light and
i shade; it lives in gusto, be it foul or fair, high-
= .- or low, rich or poor, mean or elevated--1t has as
much delight in conceiving an Iago as an Imogen.
What shocks the virtuous philosp[h]er:delights the
‘camelion Poet. - It does no harm from its relish of
the dark side of things any more than from its taste
for the br1ght one; because they both end in
: speculat1on A Poet is the most unpoetical of any
w.th1ng in existence; because he has no. Identity--he )
is continually in for--and filling some other Body---
The Sun, the Moon, the Sea and Men and Women who are
creatures of impulse ‘are poetical and have about
them an. unohangeable attribute--the poet has none;
..no identity-~he is certa1n1y the most unpoet1ca1 of
all God's:Creatures. ... . "When I .am in-a room with

. . People if I ever am free from speculating on -

B creations of my own brain, then not myse]f goes home
to myself: but the identity of every one in the room
- begins [so] to. press upon me that, I am in a very

11tt1e time anh11ated (Letters 1 . 387)

;;The 11nes suggest.Keats s de11ght in the comprehen51venees :

H'of such a f1u1d 1dent1ty : Keats refers e1sewhere to h1s
E".'Q'capac1t3.r for and de11ght 1n sympathet1c 1dent1f1cat1on, as

'then, for examp1e, he wr1tes that “1f a Sparrow come before

'jjmy W1ndow I take part 1n 1ts ex1st1nce and p1ck about ‘the

S

'ggrave1" (Letters 1 186)

]

?‘But there 1s also ‘a. more sombre aSpect to Keats S .

"*-yfcredo of se1f1essness Even in the 1etter C1ted above, the
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exuberance of the early lines shades into somethihg more
anxious as Keats speaks of the threat of "annihilation" and
of a kind of psychic homelessness, Y The Fal? embodies
these anxwet1es about poetic 1dent1ty and se1f -difference

through the character of the poet- narrator "ThOU'art a

- dreaming th1ng, / A fever of thyse1f " as-Moneta admonishes‘

(2l

the "screen® of trees "He turns to f1nd a 11tera1 ";Q_“lliﬁ
“‘threshold: | :
. P A : Turn1ng round :

- and w1th it a still more pa1nfu1 sense of se1f-d1v1s1on" an’
‘Keats's 11fe in’ the later months of- 1818.Q MHis capac1ty for
. entering into the’ existence of others, once. a de11ght to
~him, now became a suffocat1ng we1ght on. h1s con501ousness"?

him (I, 168-69). " She later guestions her c1ass1f1cat1on
("Art.thou not of the dreamer tr1be°" [I, 198]) w1thout
mak1ng an exp11c1t retract1on, the poet- narrator s 1dent1ty
rema1ns 1n suspens1on  As Susan WOlfson asks .
Qﬁ Might negative capab111ty mask an 1nab111ty to
» understand the self in positive terms? Might a - '
commitment - toa"w1den1ng speculation® and a reJect1on;
. of "certain points and resting places in reason1ng"
tempt the curse of.a perpetua11y Timinal- existence,
~of an "electral changing m1sery" such -as Moneta s? R
(Ouestwonrng Presence 344) _ o e *_,”_¢,3
The poem s formal gaps and d1v1sxons, 1ts fragmentar1ness,,"$] .?
the strange cohab1tat1on of scenes, a1so speak of a poetry

strugg11ng ‘with the a11en voices that 1nhab1t 1t

As the dream beg1ns, the poet narrator S . know1edge
RN

of h1s surround1ngs is fragmentary, 1mpa1red 1n1t1a11y by

- I ‘saw:an arbour w1th a droop1ng roof

A Atleen Ward notes "a new. and pa1nfu1 self—awareness

(219 220)
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Of trellis wvines, and bells, and larger blooms,
Like floral-censers sw1ng1ng light in air .
(I, 24-27) '

The garden in which he f1nds h1mse1f is both "the paradise
of M1'!ton“5 and an autob1ograph10a1 reprise, reca111ng
Keats S ear11er dream of a convent1ona11zed mono1og1ca1

poetic 1andscape, as expressed for example, in the 1815

verse 1etter "To George. Fe1ton Mathew" e

But m1ght I now each pa551ng moment give
" To the coy muse, with me she would not live

In this dark city, nor would condescend
'Mid contradictions her delights to lend.
Should e'er the fine-eyed" maid to me be . k1nd
Ah! surely it must be whene'er I find =
Some flowery spot, sequester' d, wild, romantic,

¢ . That often. must have seen a poet frant1c, o

‘ Where ocaks, that erst the Druid. knew, are growing,
-And flowers, the glory of one day, are blowing;
Where the dark-leav'd Tlaburnum's drooping clusters
Reflect athwart the stream the1r yellow 1ustres ¢
(31-42) _ :

tIn the context of th1s very ear1y poem, the scene, e

'1nf1uenced by the poetry of Le1gh Hunt, 1s part of a seTf—s_-

"tconsc1ous1y "artfu1" poetry that shuns "contrad1ct1ons" and

hw1thdraws from the wor1d of human cu1ture 1nto a 11terary ;-:a;‘-'
| wor1d of: der1vat1ve, art1f1c1a1 nature In the context of
kTQe“FHIF at the farther s1de of Keats s br1ef career, the'
7scene 1s doub]y art1f1c1a1 stand1nghas the 1ntertextua1 |
‘s1gn1f1er of "artfu1"frepresentat1on 1tse1f w1th references

i both to an ear11er mode 1n Keats s own career and to ‘the

'\”555 For examp1e, MarJor1e Lev1nson notes that "The Q'

Lfgnarrator -poet -. . ., -would seem to be" observ1ng the
“.exhaust1on of the M11ton1c place" (Keats's 'Life of AT?egory

““ngndrogyny (245)

214), 'See.also D1ane Long Hoeve1er S d1scuss1on in Romantrc

~
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'p1ace‘of s1mp1e appet1te-and oral pTeasure It is both

'of the strangeness of the scene. The fema1e gen1ta1s.--
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"artful or rather artist's humour" aesociated with the.sty1e
of Milton. Any pretence that-the scene might represent real
countryside is abandoned in the assertfon that the'garden
contains htrees of_every cIime":‘{t is a'cata1ogue.of
1iterary nature.

In The Fall this "f]owery spot" is a1so a p1ace of
deceptive sat1at1on the mea1 of wh1ch the poet- narrator

eats "deliciously," apparent1y sat1sfy1ng an““appetite /*

~ More yearning than on earth [he] ever felt® (I, 40, 38 39),
"is a banquet of abandoned "refuse" (I, 30);:t he "fu11

:_d_raught'-I (I, 46) that he drains is left over from*thisjeame;f‘

feast. Thus this seeming point of origin already figures

the poet—narrator‘s be1atedne55“ﬁ Moreover, th1s world to

_wh1ch the cogrto ga1ns access is lush but undeve1oped

,\:'

"‘sexua1 and womb-1ﬁke' the poet narrator f1nds h1mse1ftbeforekj o

a "wreathed doorway, on a mound / Of moss" (I 28 29),_5

.suggest1ng both the body of a 1over (the borrowed "de11ght5“

of the “"coy muse“) and the b1rth oana1 Here, aga1n, one of_'

o Freud s descriptions of the "uncanny"'seems to 1dent1fy part}vd_;f?

3accord1ng to Freud are’ uncanny to "neurot1c men"-"

This' unhe1m71ch place ,11 ‘is the entrance to the
- former Heim: [home] of all: human be1ngs, to the placej
. where each one of us 11ved once upon a t1me and 1n

le]

5 On the not1on of the poet narrator s beTatedness see,ﬁ{

r"forhexamp1e, Txlottama RaJan, ‘Dark Interpreter (192),
0'Ne111 (154), Ba1achandra RaJan (239) :

_
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N

the.beginning; « « . In this case too, then, the
~ unheimlich is what was once heimisch, Tamiliar; the
“ prefix 'un' . . . is the token of repression. (245)

Both systems (sexual and maternal) play a part:iq

~ the poeteﬁarrator'sﬁtransitfon'from garden'to.temp1e. But
just-as Moﬁeta will not be the "coy muse" dreamed of years
.before, the poet- narrator s passage through the “wreathed
doorway" is not the erot1c idy11 ant1c1pated in the ear1y
poem. This trans1t1on occurs 1nstead in a scene of bare]y-
wsubmerged v1olence wh1ch is, however, 1nfrequent1y

remarked 7

: . "thereby. .
' Stood a coo1 vessel of transparent juice,
Sipp'd by the wander'd bee, the which I took,.
And, pledging all the mortals of the world,
And all the dead whose names are in our. 11ps,‘
- Drank.. That full draught is parent of my theme
.No Asian poppy, nor elixir fine =
Of the soon fading Jea1ous caliphat;
No poison gender'd in close monkishi.cell
-~ To thin the scarlet conclave of old men,
" Could so: have rapt. unw1111ng l1ife away.
. Among the fragrant. husks and berries crush'd
Upon the grass 1 struggled hard aga1nst
The domineering potion; but in vain: .~ o
The- cloudy swoon. came on, and down I ‘sunk .
°L1ke a. S11enus on .an ant1que vase. (I, 41-56)

‘thhe poet-narrator is: ravvshed from. one p1ane of be1ng to

“'another HTS 11fe is "rapt away“ aga1nst h1s w111 after a

&

sl B]oom, for. examp]e,'notes that the poet comp1etes

ths "feast' of naturalistic communion with archetypal man"™ . .'

‘“then . “s1nks down “into ‘a slumber- within a dream" (422)

=

“Diane- Long ‘Hoeveler; more surprisingly, has this accountff«:f

L mafter eating, "the poet drinks to the" presence ‘of ‘all the .

.tfﬁdead and of course male poets’' whom .he claim& -he .will.
_.1'5'confront on his. m1ss1on of:: se!f—Just1f1cat1on (44-486) ., .
o After recover1ng h1s senses, the poet makes h1s way westward

‘._.‘,.'-‘_. ||‘(245) e T o _ Do e R

1!
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'Co1er1dge s examp1e the poet narrator 15 v1rtua11y raped by 3
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strugg1e, "rapt," in th1s 1nstance, conf]at1ng a number of
s1gn1f1cant mean1ngs. from ecstat1c or sp1r1tua1
trans1ation, to violent seizure, to rape. Like the po1son
of Keats' s simile, "gender d" in a secret cell, the pAet- -
narrator is "gendered" by the assault, as it places him in a
culturally feminine position, assau1ted overcome, ‘and
SWoonino.’ Confront1ng the "uncanny" woman, Keats s poet—.
narrator f1nds himself, 1like She1ley s Maniac, unmanned—-or
rather, made woman. H1s compar1son of himself to "a

S11enus" re1nforces the sexua1 nature of the transformat1on

even as 1t betrays, in mask1ng,-an anx1ety about h1s ev1dent

‘pass1v1ty in the assauTt; Indeed 11ke‘the servant-woman 1n

know1edge It is the mechan1os of thws scene, rather than

of the poet - narratw 's later. access1on to "a power A ,lquf33*

enormous ken '/ To see as a God sees" (I‘ 303 04), that -

approx1mates Apo11o s acqu1s1t1on of "know1edge enormous" 1n’;rfi¢f

Hyperwon

V"Know1edge enormous makes a God of me . S
Names, deeds, gray 1egends,_d1re events, rebe111ons. o
Majesties, sovran voices, agonies, S T ST
-Creations and destroyings, all at once S Lo
Pour into the wide hollows of my' brain, ¢
"And deify me, as if some:-blithe wine:
. Or bright elixir peerless I had drunk
And so become.immortal . . . "
Soon” wild commotions shook’ h1m, and made f1ush
, A1l the immortal fairness .of his 1imbs.
. His very hair, h1s go]den tresses famed
Kept undulat1on round his ‘eager. neck
. (Hyperron III 113 120 124 25 131 32)
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Susan Wo1fson‘noteS'the'significance of a cance11ed
passage that makes explicit Apo11o's feminine part in his
orgasmic accession_to (phallic) power, already implicit in
.the f1uid transit o%fthe elements of bellicose, masculine
h1story 1nto his brain's "w1de hoT]ows"'

[Roseate and pa1ned as a ravish'd nymph--]

Into-a hue more roseate than sweet-pain

‘Gives to a- rav1sh d Nymph [new r] when her warm
tears

Gush 1usc1ous with ‘no sob.

_(qtd 1n "Fem1n1z1ng ‘Keats" 319)

Unﬁike‘the poet—narrator s compar]son of'himse1f to a -
: if“;f.f;‘_. uPSiienus," the'nymph“ena1ogy in Hyperion is consistent with

'";‘the other images in the"passage;oand'offers no ironic

lj?contrast The FB?T s res1stance to 1ts own f1gure ref1ects,
'r;l perhaps, the v1o1ence to wh1ch the fem1n1zed poet narrator

‘j1s subJect His "rav1shment" into the rea1m of the poet1c -
‘7h*¥sfathers} 1n‘contrast to- Apo11o S, THVO]VES not-p1easure_but
”f@;g Apo11o s throes come about as a d1rect result of -

*"fﬂjreadwng "I can read / A wondrous 1esson 1n thy s11ent

5_‘face,ﬁ he te11s Mnemosyne.}“Know1edge enormous makes a God

e &

'“-;of ‘me" - (III 111 13) The poet narrator in The FB?T is.

ﬁ'fﬁrav1shed 1n consequence of a. 11tera1 dr1nk but ngen the

‘Vf;fs1m‘_ar1t1es between the two scenes, 1t may be appropr1ate

'oﬂto cite Chr1stopher R1cks s suggest1on that "[f]or Keats,

=, o

Lo

ating was'a natura1 metaphor not on1y for 10ve but a1so fore‘ el
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themseTves stand; 1in a chain of figuration[ for varieties of

textual encounter.

v

As .the pcoet- narrator is gendered by the assault, the
poem 1tse1f is engendered the “dom1neer1ng pot1on" that 1s
the: agent of transformat1on is not on?y the poet-narrator's
'h'rav1sher, but also the "parent" of h1s theme As 1n

' Coleridge's. Bwographwa, transgress1on resu1ts in a
$11ngu1st1c b1rth effected u1t1mate1y, in. The Fail of

: Hyper1on through Moneta s "ho11ow bra1n" and those -

narrat1ves "enwombed" there1n (I 276 277) Moneta 5 a1t;r :

1s "To be approach'd on either side by steps, / And marble

ba1ustrade, and pat1ent trava11 / To count w1th to11 the

1nnumerab1e degrees" (I 90 93), "trava11"'suggest1ng the

labour of chi1dbirth}r It is s1gn1f1cant that "Moneta"V“”;

in Roman mytho1ogy, one of the names of Juno (counterpart of
‘the Greek 01ymp1an Hera) As Juno Moneta,:she was. the ;
goddess of counseT under the name "Luc1na,ﬂ Juno was ther
-lgoddess ;f ch11db1rth-f“the goddess who br1ngs to 11ght"

and her fest1va1 the Matrona11a, was exc1us1ve to women

"(Oxford Compan1on to C?assrca? Lrterature 232) Moneta‘T'“

';"m1dW1fe“ to The Fa?T 'ass1sts at the b1rth of both wr*t1ng
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series of'narrativerthreshotds.' It estab1ishes one notion

ot "the p1easure of the text" while impiying a certain

tmmaturity,:inadequacy, or danger.therein; and it‘exposes

the rifted and unstab1e‘subjectivjty of the poet~narrator.

The garden is succeeded by-other_sites, further frames. 'The

Fali, to borrow John T. Matthews's term,_"haunts the sites |
:} . ‘of‘div1s1onﬂ (26).- Like KeatsFS‘notion of the_poetica1

charaoter,.the pOet—narrator ot The Faft has no proper

-:pTace, but haunts those spaces "in between"—-between the

- -T1tan and 01ymp1an reg1mes, between an o1d poem and a new,

]

"‘between 11fe'and death Andrew Bennett 1ocates the poet—

'*~_narrator at po1nts of “fau1ture," borrow1ng Keats s own
o . . .
ﬁfnonce word (157)—-that 1s, at moments of d1s:uncture in the

o Rtext The mode of trans1t1on across or through these

unctures 1s,.11tera11y, the "turn“'

‘ - Turning round _
L I saw" an arbour w1th a droop1ng roof .
(1, 24- 25) T '

":Turn1ng from these w1th awe, once more I rais’ d
i My eyes to’ fathom the space every way e
‘_;3(1 81 82) L R

‘thre I oou1d turnl Moneta cr1ed-—"These twain.
‘Are’ Speed1ng to the fam111es of gr1ef PR
'ﬁI 460 61) ’”"Aﬂ“;, ' v-.ﬂ,"-

.. 7.““._:;‘,




_ _ 1f0
movement/stasis that has,pneviOUS1y defined tnfpart'.the
action of'narrative framing " This reversa1 is cons1stentr
w1th The Fall's 1nvers1on of gender roles: the poet—

narrator S. stas1s ref1ects a c1rcumscr1bed fem1n1ne

| position. H1s one swgn1f1cant "Journey" takes h1m further

inward, 1nto the temple of Saturn and up the Steps to Moneta
at the altar, The scenes that alter around him. suggest a1sol

the chang1ng of theatr1ca1 sets within \ue frame of a

-prosoen1umpurch Th1s theatr1ca1-f1gure emerges fu11y

“

‘ further on, “when the narrat1ve of the fa11en Saturn 1s

-:that‘is one of The Fafi's centraT concerns.d Moneta,_1n her
~_initia1 cha11enge to the poet narrator, speaks the fo11ow1ngkﬁ

words:

,',_Thetdxsembod1ed hand, evoked by negat1on, reca11s»the

rInduct1on s reference to "th1s warm scr1be my hand"‘(I 8};7
"eh, poet's 11fe. If the turn1ng hourg]ass staves off the moment

5*t,mechan1sm that marks the passage‘of t1me andfdeferslth

'°1f¥moment of death when t1me w111 cease ﬁ

staged w1th1n the theatre of Moneta s bra1n, and the poet-.f;f”

jof death so too the'?turning" poem 1s 1n some way a. fra1

narrator exper1ences it as re presentat1on -i.[”iv:ﬂj:j”hmg

;.These "turns" are, moreover, 11nked to a tempora11tyw

K

o N

.,f.\

The sands of thy short 11fe are spent th1s hour,
And no hand .in the universe can turn- ;

" Thy hour glass, if these gummed 1eaves be burnt

. Ere thou canst mount up- these 1mmorta1 steps
,(1- 114- 16) - . . S

,07..

\_

g;that stands,=synecdoch1ca11y, for the f1n1te span of the s

Th1s not1onza"
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deferra1,reCUrs-éhroughout The Falli s in the south wind -
‘that makes "the dying man forget . . . his shroud™ (I, 101),

or the test whereby the poet-narrator "date[s] on / [his]

-

doomh (I, 144—45),'or EEEEta's visage "deathwards

: progressing‘/ To no death“ (i 260 61)
There are s1gn1f1cant s1m11ar1t1es between the poet-

_narrator's progress from frame to frame in The Fa7? and the'

"1arge Mans1on of Many Apartments? that Keats, writing to
'Johanam{1ton Reynone'in.May.1818 compares to human iite.
!A s1m11ar arch1tectu.a1 metaphor under11es both poem and
‘ 1etter, spat1a1 progress through a vast bu11d1ng f1gures‘

' i:progress through t1me | | |

1 compare human 11fe to a 1arge Mans1on of Many s
Apartments, two of which I can only. describe, the
- doors of the rest being as’ yet ‘shut upon me--The- o
S S First we step into'we call the. 1nfant or. thought1ess
‘L'g ﬂ,‘_i-;.;“'s “.Chamber, in wh1ch we remain as long as we do not
S oo oo think-<We. remain there a:long while, and :
y notw1thstand1ng the doors of the second: Chamber ‘
: _rema1n wide open, show1ng a bright ‘appearance, . we
" care not to hasten to it; but are at Tength.
» 1mpercept1b1y Aimpelled: by the" awakening of- the
7 thinking: pr1nc1p1e--w1th1n us--we no sooner get into .
- the second Chamber, which 1~ shall .call the:Chamber
= of Maiden-Thought, than we become 1ntox1cated,w1th
. the Tight and- th%]atmosphere, ‘weé see nothing but
‘p1easant wonders,‘and think:'of delaying there. for
o ever.in de11ght *However. among the effects - th1s
: hffbreath1ng is father:of is:that tremendous one of B
'“‘ftsharpen1ng one's=vision. 1nto the ‘heart_and nature of .
i Man-=of conv1nc1ng ‘ones. nerves that the World is .- ‘
,ngfu1h of Misery “and: Heartbreak - Pain,- Sickness. -and -
,b*goppress1on—-whereby This: Chamber of Ma1deﬁ\IH€bght
. ~becomes:gradually darken!d. and'at. the samé. t\wawon
all: 51des of it many doo s-are- set, open-—but a11 '
: ‘ ‘assages——We ‘see. not the: P n
We ‘are-in a: M1§t—-Wb are~', "
he "chden of the R
280- 81‘”)“" i

ballance:of:good and evi
now. in' that. ‘state--We. fee
,Mystery" f*-‘f“-(Letters-




-
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 darkening of the place: the effebt of‘"Maian incense"

:range of co]umns "end1ng in mist / of noth1ng“'and "black

Wbreath1ng is father of is that tremendous one of sharpen1ng fV
one's Qisien‘1nto the heart and nature of Man "‘E“Breath1ng"h}};
V*%(1nsp1rat1&h°) fathers v1s1on in. the (ma1den°) subJect the“
.foutcome 1s a b1rth 1nto, at once, awareness and confus1on

. The phrase “dark passages" in the 1etter conf1ates the

7..exp1ore those 1ssues of wh1ch the 1etter speaks--the‘"g1ant

”:Aagony of the wor1d“ (I 157) and the uncerta1n ba1ance of

172
As others have observed, the garden in The Fall of Hyperion

resembles the "infant or thoughtless Chamber." It is

-succeeded'by a glimpse of the p1easant:wonders of the

virgina1,-feminine “Chamber ef Maideh—Thought"E the
atoekbi1e of 1tterary eigns "Aj1 in a-mingled heap'cehfus‘d"
(I, 78)--a sti]l-Tife of the theasant wonders" of poetﬁc
bropeﬁtiee, g1eahing,.incorrupt, and-ihert.A‘The‘poet; |

narrator turns from these prope tohdiscovef the'gradual

spread1ng "Forgetfu1ness of every th1ng but b11ss“ -

(1, 103 4) is’ comprom1sed by the negat1ve 1nf1ect1ons of a-

S e

' gates / ... shut aga1nst the sunrise evermore“3(1i 84 85,>”

85-86).

in-Keats's 1etteh, as in The Fall, the® 1anguage of

e

_reproduct1on is assoc1ated w1th the trans1t1on from a. ma1den e F

'state into a know1edge of suffer1ng "among the effects th15¥ff“53

C‘

arch1tectura1 and the textua1 the written passages that

represent the Doet~narrator s tr1a1 at the hands of Moneta"*

D

T
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"s1ckness and the p0531b111ty of death ¥ In th1s trajectory

y a
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- good and evi1~—and culminate in a vision of "high tragedy /

In the dark secret chambers of [Moneta s]‘sku?]" (1, 277~
78). The Tetter s express1on of psychic confusion--"We are

in.a Mist"--recurs in the tempTe s "mist of nothing" and the

rpoetenarrator's_"mind's Film® (I,r146). Keats employs the

same figure of Speech in hjs letter to Reynblds cited at the

outset of thﬁsuchapter' "TS night I am ail in a mist; I°

scarce1y know what's what" (Letters : 167) The pbet-

'narrator s movement through the* temp]e is thus ak1n to the

autob1ograph1ca1 process as descr1bed 1n Keats' s "Mans1on of

:Many Apartments "B

The poet-narrator moves westward w1th1n this

Q0

;spat1a1/tempora1 structure a1ways with the presence of .

:.4

o

fﬂhe resemb1es not sO much the Apollo of Hyperron as Hyper1on

| gthzmseif st11d1ng toward h1s fa11 "s1op1ng to the thresho1d

"

o

140)

_ @For examp1e, h1s 1n1t1a1 brush w1th death (I,.122-
32), h1s'ex1stent1a1‘"fever"'(I 169) and Msickness not'
1gnob1e\\ 184), ‘his-vision ‘of ‘Moneta's face “br1ght
blanch'dy/ By ‘an “immortal -sickness ‘which . kills ' not: e

,deathwards_progre551ng /£ To'no: death" (I F257=58; 260 61),_;“ﬂ

and. his: yearn1ng for death to re1ease h1m from the va1e of
Saturn (Ir5296 97) R M . _

o A

-

LR _ ‘Stuart’ M Sparry remarks: “The change from the. 11ght
*p_and incensesof the ‘garden to the grim so1emn1ty of ‘the ™
. rancient. sanctuary is vital to the sense of Keats's a11egory
= . The change’ is.that: of: mov1ng from the realm of 'Fiora, and -
”nf.301d Pan' to concern w1th 1the" agonies, the strife / Of" human
'*4g§hcarts, or, from. 'the infant or ‘thoughtless. .Chamber' to . -
}fpreoccupat1on w1th the 'burden of the*Mystery'" (321)
quoe11n1cht tpo, ‘notes’ that-The Fall:is . Mvery much:a poet1c
;zver51on of the 'Mans1on of L1fe' 1etter" (Poet—Pwyswcran S

SR

L



: As th1s pre1ude to Keats s 51m11e makes c1ear. the "Mans1on€-

.gthe success1ve chambers represent not Just a 11fe of
'thought and explorat1on, but the works produced by that 5
;*thought and exp1orat1on Keats, who was not above'agpun

:f,h1mse1f speaks of “dark passages" and m1ght have
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of the west" in The Fall (11, 48), in Hyperwon,

pac[1ng] away the p1easant hours of ease / W1th strxde

'co1ossa1 “on from hall to ha11" (1, 194—95) in a couplet

that sets up an equ1va]ence between "hours" and "halls."

This conf1at1on of Apo11o and Hyper1on signals once again

the poet- narrator s 1ocat1on at a po;nt of "fauTture "
between orders. It captures too the coincidence of
knoWTedgedand'deo1ine;-which might be arranged nythica11y as
causeﬁand’effect:“death as the "price“ of vis{on.

= The "Mansion of Many Apartments" 1etter is

s1gn1f1cant too because of the context that occas1ons the

ana109y Keats is cons1der1ng WOrdsworth's mer1ts, and

‘ compar1ng h1mse1f to the poet whom, at: that t1me. he ranked

above Milton. He wr1tes

I will return to- wOrdsworth--whether or no he has an
- extended vision or a circumscribed grandeur--whether.n!
he is.an eagle in his nest, or on the w1ng-—And to
be _more explicit and to show you how tall I stand by
the giant,. I will ‘put down:a simile: of human 11fe asfﬂ
~ far as I now perce1ve 1t (Letters 1: 180) L

of Many Apartments“.represents not Just any 11fe, but the

11fe of a poet And to extend the s1m11e, I wou1d say thatf”
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| The temple of Saturn in The Fall; by this reckoning, is both
_,afrepresentatﬁon of the complex Tandscape of the heart and a

- . meta-representation of the magnum opus wherein that
1andscape'is recorded. To move through the temple is both
to read and to write this text.

| In s1tuat1ng the Hyperwon fragment within this
temp1e——so that the narrator as reader, 11tera11y tours the
work--Keats had some notable models before him. In the

Preface to The Ekcursion,\published in 1814, Wordsworth 1ays.

out his. plan for that "long and laborious Work, " The

Rec?use, of wh1ch on1y a port1on was ever completed
‘Express1ng‘the re1at1onsh1p between his"® "preparatory poem"
(The Pre?ude) and the Targer poem, Wordsworth wr1tes

the two erks have the same k1nd of reTat1on to each
other, 'if [the author] may" so express himself, as
the ante-chapel has to“the body of a gothic churoh
Continuing- this a11us1on, he may be permitted to°
add, that his minor Pieces, which have been long
, before the Public, when they shall be properly
. arranged, will be .found by the attent1ve Reader to
~ -have such: connection W1th the main Work as mayég1ve
them claim.to be 11kened to the little cells,
“oratories;: and sepulchral .-recesses, ordinarily
~included in those- ed1f1ces. (Prose Wbrks of . W7771am
_f.Wbrdsworth 3: 6 =7y : -

il

‘”apCoier1dge. in Chapter 13 of Brograph1a Lwterarra (“On the

7Imag1nat1on“) offers a contrast1ng arch1tectura1 v1s1on
ﬂfRather than the state1y and organ1ca11y evo1v1ng ed1f1ce
:fenv1s1oned by Wordsworth Co1er1dge evo@:s a plaoe of terror

“more spec1f1ca11y,_of b1zarre and chaot1c sem1os1s.ha1n’

he persona ofa ’"fr1end " Co1er1dge wr1tes-:i5

R
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The effect on my feelings [upon reading the chapter
on the Imagination] . . . I cannot better represent,

than by supposing myself to have known only our

light airy modern chapels of ease, and then for the
first time to have been placed, and left alone, in

one of our largest Gothic cathedrals in a gusty
moonlight night of autumn. 'Now in glimmer, and now

in gloom;' often in palpable darkness.not without a
chiily sensation of terror: then suddenly emerging

into broad yet visionary Tights with coloured ‘
shadows, of fantastic shapes yet all decked with - _

holy insignia and mystic symbols; and ever and anon
coming out full upon pictures and stone-work images .

of great men, with countenances and an expression,

the most dissimilar to all I had been in the habit

of connecting with those names. Those whom I had .

been taught to venerate: as almost super-human in
magnitude of intellect, I found perched in Tittle
fret-work niches, as grotesque:dwarfs; while the

. grotesques, in my hitherto belief, stood guarding

the high altar with all the characters of 0
Apotheosis. In short, what I had supposed .

substances were thinned away<“ifto shadows, while : -
every where shadows were deepened into substances: -

If substance may be call'd’ what shéﬁow.seemFd,: -

For each seem'd either! ' S o

' Lo o T - MILTON
(Biographia Literaria 301)w% B

. Both wordéwdrthiahd Co1eridgg*cbhs%ﬁérwthégro]egofgff;f'

S - - . g Lo EECEEL T
- the reader in this process Of“"edificﬁtion;“ Wordsworth.'s
simile, with itscattention to "proper arrangement," sédes. . ..

architecture as alprincibié]that.wi11 a11qﬁ‘the readér t;€h9L.

” 6bgani2e‘the-boetfs work in'a56u1tUF§1iy?famiiiéfﬂpétﬁbfﬁf2’

_ m-‘The'Bidgraphia'appearedqjh;Ju1y»1817.qui1eenRWardi
.notes of Keats's-cbnversation‘withiBenjamin:Bai]eyﬂthat“{
summer that ."they talked of a hundred - things--Syriac . -
“etymologies and ‘Newton's' theory.of 1light, for instance, -
- Coleridge's ideas on the imagination, Hazlitt's essays;
-gReyno1dS!{decision{to‘entergthehﬂaw;fand;their‘dis1ikg}

~literary ladies".(128)." In an'adjacent passage, Ward

‘Q;c]oSe1yﬂtofMi1toh_and;tb-wordswdbth{s1Exc0rsipn;QWHichf5§a£S
‘3Phadl90ident1yﬁbeenerréadihg,;;d';ﬁmo[e1thoqghtfu11ytdunfng
f1his workjon;ﬁydymion;that'gqmmEr"y(129)yjf;‘;ﬂfrﬁ'm RS

LA
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- His model is the gothic church as a text subject to
consistent readings.“ This mode1ris consistent with what
Barthes,terms the "text of pleasure™: "the text that
contents, fi11s; grants'euphoria;'the text that comes from
‘cuiture and does not break with it, is‘1inked to a
comfortable practice of reading“ (14). A similar wmodel..
underlies Coleridge's mock-}etter,~but his subject is the
violation of familiar semtotic systems: the injtia]\contrast
"betWeen the iucid "modern"” and the-benfghted gothic gives
’&; o ~way to a descr1pt1on of a d1storted structure that seems to
| come straxght from n1ghtmare The structure seems to be
fu11 of. mean1ng (“a11 decked w1th ho1y 1ns1gn1a and mystic
dsymbo]s“) yet 1naccess1b1e, 1t v101ates the reader s every
expectat1on In this it resemb]es Barthes s “text of

s b11ss"::

;the text that 1mposes a state of 1oss, the text that.

'd1scomforts {perhaps to the point of a certain.

: boredom), unsettles the- reader's historical,
- ~cultural, psycho1og1ca1 assumpt1ons, the cons1stency
- «of his tastes, values, - memor1es, br1ngs to a cr1s1s
",h1s re1at1on w1th 1anguage (14}

: [

T 1V7"To the M1dd1e Ages art was’ d1dact1c A11 that it I @a
“ T was. necessary. that men should know . . ..[was] taught them™ B

*. by the- w1ndows of the church or by the’ statues inthe porch E
.. The pathet1c ‘name ‘of Biblia .pauperum given by the printers ,_ffﬂ*ﬁ
.- of the fifteenth century to:one of their: ear11est books,

. might well have been g1ven to the church U Its great.
h;,f1gures, SO sp1r1tua1 1n ‘conception;. seemed “to. bear speak1ng
witness’ to. the truth of the Church's teach1ng The o

.'fcountless statues. d1sposed o scho1ar1y des1gn, were a
lu“symbo1 of: the marve11ous order that- through.the ‘genius: of Rt
aSt Thomas Aqu1nas re1gned -in the wor1d of thought" (Ma1e j-t

B




':unprob1emat1ca1 monument a 1eg1b1e system of s1gns.g The
:Lsame sense of awe 1nforms The FaIT s poet narrator st
tf_approach to the M11ton1o Hyper1on, but the temp1e wh1ch#
”“.;fhouses that textua1 monument more c1ose1y resemb1es,the

e "text of b11ss" 1n 1ts gaps and 1ts unsett11ng sh1fts
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This "state of loss" evokes the state ofhpsychic and
emotional contusion that coincides with the darkening_of the
Chamber of Maiden Thought: “at the same time on all sides of
it many doors are set open--but all dark——a11 1ead1ng to
dark passages--We see not the ba11ance of good and ev11 We -
are all in a M1st. . - ." Whether the text being read is an
1conoo1ast1c ph11osoph1ca1 treat1se, or, more fundamenta11y,"

"the heart and nature of Man," the arch1teotura1 metaphor

'captures that crisis moment that contains both danger and

opportun1ty, both “gloom"'and "glimmer, " the b11ndness (when‘
i

"We see not the ballance of good and ev11“) that comes w1th

h1ns1ght (the "sharpen1ng [ef] one's v1s1on“)

C

A mode1 of. the poet (and by assoc1at1on h1s works)

as temp1e appears in Keats's‘own ear11er verse, 1n the

"Lines on: SEETHQ a Lock of M11ton s Ha1r" (January 1818)

0, what a mad endeavour B oD
‘ Worketh hel . o E B S P
Who, to.thy sacred and efinobled hearse,. R
- Would offer a burnt sacrifice of. verse‘gb-
. And melody. o “
‘How heavenward : thou soundedst,
“Live temple of sweet no1se, -
And- d1scord unconfoundedst-— (6 13}

, That th1s "sweet no1se" unconfounds d1scord 1mp11es that

‘_“M11ton" is work1ng as a “text of p1easure"—-an awesome butf”i

1‘\ v

B ]
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The Fail's temo1e of Saturn resembles another architectural
structure in Keats's oeuvre, it might be the "Enchanted
Castle" envisioned in the verse epistle to John Hamilton
Reydo]ds.("Dear Reynolds, as last night I lay in bed"). 1In

this poem, Keats describes Claude's The Enchanted Castle as

‘"a Merlin's hall, a dream"--a chaotic patchwork constructed

by temperamenta11y and tempora11y distant arch1tects out of

many Juts of aged stone / Founded with many a mason-devil's
groan" (34, 45~46) This building such "As age to age might
add“ (Ju?wan and Maddafo 100) is 1ntended as a comic exampTe

of d1sordered 1mag1nat1on, but the poem's humour is uneasy

'-at best. The verse ep1st1e conc1udes by vo1c1ng the same
. uncanny trep1dat1on expressed in Keats s descr1pt1on of the

"Mans1on“ of human 1iTfe:

Dear. Reyno1ds, I have a myster1ous ta1e
And cannot speak it. T

" I was .at home
And should have ‘been most happy-- .
But I .saw too distinct  into the core
Of an eternal fierce destruction,” °©
_ And so from happiness I 'was far gone.
.(86 87 92-93, 96- 98)

A

( _ Home “shou1d" be the place of happ1ness, but here, ‘as in the

“Mans1on of Many Apartments,"‘to see “too d1st1nct into the

-tf core" or to “sharpen'. ;f.-one s v1s1on into the heart and

nature of Man" renders the seIf unhevm?rch takes 1t "farh
B
from he1m1sch happ1ness to a. dark thresho1d w1th1n the seTf

towards th1ngs norma]]y h1dden from s1ght ' Barthes equates
p1easure w1th cons1stency of se1fhood and b11ss w1th loss of'

se1fhood (14), the fragmented structure both of The Fa1?

ol
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ﬁga{ram1ng narrat1ve, as an a1most archeo1og1ca1 process of

180

. and of the temple it depicts, reflect the "faultured" self

of the poet-narrator

The temple's signification shifts throughout the
poem; meanings'a1ter'as the reader travels throuéh the text
in a movement described by Wolfgang Iser:

each intentional sentence correlative opens up a
particular horizon, which is modified, if not
~completely changed, by succeeding sentences. While
these expectations arouse interest in what is to
come, the subsequent modification of them will also
have a retrospective effect on what has already been
read. (53-54) ‘ ' '

In The Fail however, even in this process of retrospect1ve

revision that Iser describes, there are “1ntent1ona1
sentence corre1at1ves“ that simply cannot be ass1m11eted to -
one another, where mu1t1p1e s1gn1f1cat1ons exist side'by
side. A f1gure (such as the tempTe 1tse1f} might be'. sub]ect

to mu1t1p1e definitions that overlap but are not I

o

coextensive. . F

Moneta offers two conf11ct1ng explanat1ons for the

o

'temp1e s ex1stence Accord1ng to one exp1anat19n; the
temple is a unique ‘textual trace'ef a vanished narrative%ﬂ

- "This temple sad and lone .
Is all spar'd from the thunder of a war
‘Foughten lang since by giant h1erarchy Co T T Sk
.Aga1nst rebellion. . . 1+ ® = L T

3Th1s figure emphas1zes the role of read1ng 1n the be]ated"’,l_

freconstruct1ng'mean1ngf ,Ear11er,.Monete had‘spoken;onthe‘,f;

. I
* -

Jin,

N\

R
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temple, not as a ruined remnant, but rather as a
compensatory structure:

Every creature hath its home;
.Every sole_man hath days of joy and pain,
Whether his labours be sublime or Tow--
The pain alone; the joy alone:; distinct:
0n1y the dreamer venoms all his days,
BeaFJng meore woe than all his sins deserve.
Therefore, that happiness be somewhat shar'd,
Such’ things as thou art are admitted oft
Into 1like gardens thou didst pass erewhile,
- And suffer'd in these temples . . . (I, 171-80)

The phrase "these‘temp]es" 1mp11es a series, and seems to
_identffy_this particular temple as a personal construct
(i;e. that is why.the poet-narrater is these aTone).'_In
fhis sense it evokes.Keats's‘deSCripfion of_the,reading
brocess as a fdrﬁ:of individual (self—)creation: "Now it
apaears to me that‘afmost anyTMan.may like the Spider spin
_ . . ‘
ffrom h1s own 1nwards h1slewn airy Citadel" (Létters 1?.231)
.Dona1d Goe11n1cht compares this construct1on of read1ng to 5
”Barthes s “hypho1ogy" and notes 1n“the same letter the

: re]ated'concept of Ud1verse Journ%ys,“ wherein each reader

Of-a‘text‘wi11 shape‘her°or'his-own "uhique pattern or

';fd{beétibn“ (“Keats 6aneading"'199) | fhe fhnction'of the

! temp1e as: an 1nd1v1dua1 construct 1s to compensate for a |
fk1nd of “home1essness“--a f1gure for a state of “perp]ex1ty"
[o1n the root sense: of m1sery caused by be1ng unab1e to “make'
-'the d1v131on proper1y“ (Letters 2° 167) As " 1n the verse
-fep13t1e to Reyno1ds. "home"“and "happ1ness"‘are assoc1ated

Ife1n the 11nes c1ted above (1, 171,'J77).=;Theedreamer s

G

2o



of "dreamers" who "vex" the wor]d (I 199 202), the poet-
‘he ca11s upon Apo11o w1th h1s "m1sty pest11ence to creep /

-1yr1sts,_1arge se1f worsh1ppers, / And care1ess hectorers__

_ | 182
insight into suffering bars‘him from-this "happy home" of |
uncomp11cated self-presence.

Keats's sense of the poetical oharacter as a site

where boundaries (such as those between subjects) dissolve
: ) i

‘extends to a state where every thing bears the trace of its

oppos1te-—where Melancho1y has her "sovran shr1ne" in the
"very temp]e of Delight" (Ode on Melancholy 26, 25). Or
where for'that matter, distinctions such as that between

“poet" and "dreamer“ may be 1nterrogated but not reso]ved

Moneta's contention that "every creature hath its ‘home" ;

reca11s Keats's: phrase "not myse1f goes home to myse1f"' the 7-.

‘-d1st1nct1on is drawn between the se1f 1dent1ca1 the‘

s1tuated the content and the se1f d1fferent the vagrant

 the perp1exed If this second c1ass 1nc1udes the chame1eon

poet then “the f1rst 1ncludes, accord1ng to Keats S famous\

d1st1nct1on, the poet of the “wordsworth1an or egot1st1ca1 o
e

sub11me, wh1ch is a- thing per se’ and stands a1one“ (Letters

1: 387} Psych1c homelessness and perpTex1ty, even though

%_"‘—'L:-:‘:.:.—;

they-conduct to suffer1ng, are c1ear1y va1orTzed asx he b

u‘ W
cond1t1ons ‘necessary for true poet1c sympathy _ For examp1e,,

a2

.in seek1ng to d1st1ngu1sh h1mse1f as}a poet from that c1ass r;'.r

-narrator 1mag1nes h1s antagon1sts as1eep 1ns1de the1r homes

R

o s @-

‘Into the dwe111ngs, through the door crann1es, / Of a11 mock'

4":‘ .

Lo
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proud bad verse" (I, 205-08). In*this brief 1n01denta1
figure Keats seems to equate the safety of & permanent
dwe111ng with a kind of se1f—satjsfied blindness that
prec1udes sympathetic identification with_creatures beyond
the "haven".of the seTf. Whereas the doors in the "Mansion
of‘ManQ Apartments" are set open, the doors of these "large
self worshippers" are evidently tdght1y c1osed“ The c1osed
-door is the token of Heimlichkeit; the open door a11ows
vision at the same time as 1t courts the dangers of the ' e
Unhevm?wche |

The temp1e-—both as a scene of read1ng, and as the

1ndeX1ca1 s1gn of the events of the Hypervon narrat1ve-—1s a’
s1te of trial. - Keats C1tes h1s own earlier work and offers
:1t for exam1nat1on yet w1th1n the fram1ng narrat1ve the
dynam1cs oftobservat1on and judgement. reverse, the poet'
f surrogate W1th1n the text becomes h1mse1f an object of .
_.scrut1ny_and Judgement- - The poet narrator is cha11enged - f T‘ZG?
denounced5 and - forced to prove h1mse1f on pain of death . As

p)
Susan WO1fson wr1tes, Keats “testgx‘nesbas1c.pr1nc1p1eS"Qf

C h1s poet1ca1 Character,' by subm1tt1ng a f1gure of the

'_author1aI se]f to-a- ser1es~of cha]]enges to his c1a1m to

?‘QJdent1ty as a poet" (Quest1on1ng Presence 344). Moneta s

. : &
1n1t1a1 cha11enge 1ooks forward to the poet narrator s

ffv1s1on and harks back to the Induct1on _:"

: f‘ - “If thou canst :not ascend
‘ These steps, die on-that marble where thou art.
Thy flesh, near cousin to the common dust,
W111 parch for 1ack of nutr1ment-—thy bones
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Will wither in few years, and vanish so

That not the quickest eye could find a grain
Of what thou now art on that pavement cold."
(I, 107-13)

The image of the searching eye.ie Tinked e1ear1y to the
practice of reading tater in the canto, when the poet—
narrator_compares "strain[ing] out [his] eyes" (I, 273) in-
aeareh‘of.go1d ﬁ; witnessing the story that Moneta' |

_ _ S o :
remembers Imnﬁféit in Moneta‘s challenge is the danger:

.that the poe —narrator w111 1eave no textual trace——that h1s¢

poetry w111 not survive his bod11y death a possibility he.
hazards in the Induct1on IT he proves unfit to sca]e
poet1c he1ghts, his pun1shment w111 be 111eg1b111ty |

As th1s scene suggests, Moneta is the agent of
Judgement at th1s site of tr1a1 S1mu1taneous]y-an'agent of

Saturn-—"So1e priestess of h1s deso1ation“ (I, 227)--and an’

n

'.aspect of the poet narrator hlmse1f 12 she med1ates between s

frame (the poet- narrator in the temp1e) and p1cture p1ane

(the story of the T1tans) She‘1s the hinge upon which the

. re1at1on between frame and p1cture—p1ane 1nverts 1tse1f 13

'ﬂ.

Dan1e1 Watkins c1tes K.K. Ruthven in equat1ng Moneta w1th

\

X

' poet/hero,land both are seen as vital® to the poet/quester s
f,m1ss1on of self- knowledge" (238): : : -

R |

12 Sperry,. for ex§$b1e, notes Moneta's role as "the
supreme embodiment of the poetic. conscience" (313). Diane’

. Long Hoeveler sees Moneta as a man1festat1on, Tike Keats s‘w‘ﬂ*f‘“
- "Psyche," of the muse as. Nfatigh": - "Both '‘women' are :

primarity troped as the feminine aspect w1th1n the"h*gr

D

..} y

3 In th1s she resemb]es Madda1o s daughter qn Ju?wan
and Maddaio, ‘who_both represents her father-in: h1s absence
and speaks for the d1senfranch1zed Man1ac

"‘Q
G-

i oo
[

-
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-"[b]etween the outs1de and the 1ns1de,_between the external

reads in two d1rect1ons, she acts as a trans1ator, An the ej

331nterprets Hyperwon to the. poet narrator of The Fall ("So ) =

185

the goddess of money, noting the etymology of her name, and

the poet-narrator's “twinge“ of "avarice” at the sight of

“her face (156). I would see her, rather, as a more

generalized marker of currency--that which permits exchange.
among;systems, between unlike things.u Moneta passes current
in bothfthe morta1:and immorta1lwor]ds; in her, contemporary
and-mytho1ogica1 time exist soncurrentTy, as she mediates

the contemporary poet-narrator's exploration of his

mytheTOQicaT subject. In this she resembles Derrida's

passe—partout (matte, border and skeleton key; 1itera11y,

“passes everywhere“), she- embod1es that which s1tuates

o

-and the 1nterna1 edge 1ine, the framer and the framed, form

andﬂcontent. s1gn1f1er-and sngn1f1ed" (Derr1da i2).

Situated at-this 1im1na1*point of permeation, she

£

el

mu1t1p1e senses of the word She “trans1ates? the poet-

9narrator 1n the re11g1ous sense, transporting himithSeeming‘

o

body to the country of. the gods (1n much the same way that

""rapt" from the garden) And she manifests and ' f’ e

I

;'_ﬁSaturn sat 7 When he had 1ost h1s reaims“ i, 301- 02) Thus e
Vshe prov1des a veh1c1e for br1dg1ng the d1vergent reg1sters;
'ﬂ_and more d1vergent pro;ects,‘represented by Hyper1on and The

e FaT? of Hyperwon She f1gures, s1mu1ta2§ously, Keats's

1nterpretat1on of the ear11er work and his- ant1c1pat1on of d
o



Induct1on b1rth1ng mean1ng from barrenness. . The metaphorh

186
the Judgement wh1ch that work (s1gn1fy1ng the Tradition, and
Keats s efforts to Jo1n that visionary: company) will pass >

upon him.

In other acts of trans1ation she-renders one

language into another: = - ' .

"Mortal, that thou may st understand ar1ght

I' humanize my sayings to thine ear, -

‘Making comparisons of earthly th1ngs,

Or thou might'st better listen to the wind,

Whose  language is to thee a barren _noise, . : T '
Though it blows legend-laden through the trees" o
(11, 1-6) L _ ¢ '

In render1ng "barren no1se" into 31gn1fy1ng words she 1s

closer to process than character represent1ng :the work1ngsk-ﬂ

R 8

of 11ngu1st1c embod1ment the "mother tongue" of. the

4y [

- h

. 0f the "1egend 1aden“ wind reca?]s an ear11er descr1pt1on of

c

Thea 5 1ament

As when, upon. a tranced summer night,

Forests, branch-charmed by the earnest stars,
_--~Dream, and so dream all night, without a- no1se.
" Save from one gradual solitary gust,

Swelling upon the s11ence, dying .of f;

As if the ebbing air had but one wave;

o So came these words, andcwent I v e
= (I 372-78) _ - @

A gust in a forest of dream1ng trees it 1s an 1mmense1y

1nart1cu1ab1e event ‘and even Moneta S and the poeth’

\»\'

narrator s render1ngs Teavewthe "trace of trans1at1on,ﬁ as’

@ e

-

" when Thea Speaks "Some mourn1ng words, wh1ch in our feeb1e T

tongue / Wou?d come in th1s 11ke accent1ng, how fra11 /. To. -Q?i{"”

NF.

that 1arge utterance of the ear1y Gods'" (1, 351 53) ”‘fl“ifjh;{g

&)

i .
o

P
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éven.givenftheee percedved Timttattone, the poet-
narrator sees Moneta's as the maternal bodyethat-promiees to
N bhino r;ch.things to.btrth. His yearning "ache . . . to see
what things the hollow brain / Behind enwombed" {I,‘276—7?)’
'Qﬁ:“ ‘ . is compared‘to'what he wooid;fee1 "Asg [he]‘had %ound:/ A f..‘ ¥
‘5 grain'of gold upon a mouhtain's side, / and;twing'dlhith"
avar1ce strain'd out [h1s] eyes / To search. 1ts su11en lfzh
*.entra1ls rich with ore" (I 271-74) The 1mage suggests a
b1zarre kind of birth (rifling "sullen entra115") In the
.. E : . geolog1ca1 "fau1tured" body of poetry thus Ponce1ved the‘ R ¢
L | readeq_becomes miner. Read1ng is f1gured as d1ff1cu1t |
taxihg:-a 1ahour ’ \ R o ”ﬂ.
'-“G _‘.-~§§ e&_ N _ The te;tua1 trace—-the gra1n of ;o4d--that°tr1ggers ff
T hﬂ ‘ "~ this "avar1ce“ for mean1ng is the v1s1on of Moneta s face

2 G- . .
In keep1ng w1th the nature of hiS 1nteract1ons w1th Moneta .

E

to this po1nt the poet narrator is both repe11ed and

'attracted He is repe11ed by therV1s1on of a death that 1s f"

°present but he1d forever in suspens1on--"deathwards
o o

progress1ng / To no death was that v1sage“ (I 260 61)~-at fﬁ‘

the ‘same t1me as he is: attracted even comforted by the

b11ndness of her eyes.

Sl . But for her eyes I shoqu have f1ed away

. They’'held me back, with a ben1gnant 1tght
. Soft m1t1gated by divinest lids

. Half_closed, ‘and visionless ent1re they seem d

Of all externa1\th1ngs--they saw me not, e 1“

S .~ 'But’in blank splendor beam'd like the mild moon.{j.

e L L Who! comforts those she sees not, who. knows not: 90

- What eyes: are upward cast (I 264 71) s
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This bTankness, this:textua1 gap; is_what*impe1s the poet-
l . narrator, as‘reader, forward. | | -
At this moment ﬁoneta resembles Margaret;s cottage
in wordsworth's The Ruined Cottage: a centra1 signifier, a
« trace of and a housing tor the embedded narrative to’ come,
but mute;-"a.roined house,’four?naked wa11s / That stared
) B sﬁpon each-other" (Ruined Cottage%31—32). Like Margaret
o herse]f Moneta has been 1eft "sole pr1estess" of a

'"deso1at1on" brought about by war and by the departure of

'ma1e authorxty, of the temple’ s/the cottage_s central
L RE LR

[y

e ' o fﬁ51gn1f1ed. ,Thecunforthcoming sign;by‘its very inwardness,

;;@ - _ " . by this'signifying'absence} excites the reader's desire!
Al - The s1ght of Moneta s b11ndness makes the poet narrator ache

ol

A .
;rtO penetrate that mystery It is d moment of mascu11ne &

!4

des1re, at‘the same t1me; h1s\11ps become‘"devout" (I 292)
'"ﬁc""‘y"_; - where before h1s utterance had been “sacre11g1ous" (IQ 140) .

These 1nf1ect1ons occur in a scene .of transition where the

o0 < '
' poet narrator appears to assume, the gaze--he reads Hyperwon

o

_*' ':—-rather than being its object. I say "appears," for the

&

,_v1sua1 potency that comes upon h1m--"there grew / A power

f_ w1th1n me of enormous ken, / To see as a God sees" (I

-
R

.302 4)——15 equ1voca1 and fades, eventua11y forC1ng him back

fupon hxs "own weak mortal1ty“ {1, 389)
: ﬁ?

At the moment of the poet—narrator s des1re, Moneta,
ﬂiﬁwho has to th1s po1nt been “read1ng" h1m--quest1on1ng,:.

‘*chal1eng1ng, c1ass1fy1ng,.3udg1ng, dec1pher1ng h1s fear of.

A T A o
iy S T L

T
=
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By eye the narrative 1nscr1bed in her memory.

189

her veils (I, 255)——now hecomes the stage whereon his
understanding of the story of the Titans is performed.

Barthes writes:

.= 0n the stage of the text, no footlights: there is
" not, behind the text, someone active {the writer) s
and out front someone passive {(the reader); there is
not a subject and an object The text supersedes
- grammatical attitudes: it is the undifferentiated
eye which an excessive author (Angelus S11e51us)
- describes: "The eye by which I see God is the. -same
eye by which He sees me." (16) -

~ . . .. . .{.":\' -
The poet-narraton.s access to vision situates him on the - &

stage of the Hyperron text he reads through Moneta 'S inward

=2 A

We have 10ng been prepared for this Journey 1nto the

‘sku1T. The movement through the temp]e, as an

autob1ograph1ca1 gesture {the “Mans1on of Many Apartments“)

has equ1va1ents to a cerebral- Journey As Goe11n1cht

- . demonstrates, the journeys to the interior in both- The Fé??d

_:%

&

and the 1etter are informed by Keats's knowTedge. ga1ned asg
a med1ca1 student of the phys1ca1 "arch1tecture offthe‘

braxn“ (Poet Physrc1an 141) The symmetr1ca1 sta1rcases _

o B
f1ank1ng the aTtar ant1c1pate "those. streams that puTse _ RN
A A
be51de the throat" (I 125): even as the poet narrator '

str1ves ‘to ascend the f1rst .a "pa131ed ch111" ascends the lf
second (I 122) - The a1tar S "soft smoke,“ "whtte fragrantﬂf

curta1ns," and c1ouds of‘"forgetfulness” (I 105 106 104)f;f
approxxmate the “m1nd s f11m“ (I 146) of wh1ch the poet- :Fté_
narrator seeks to d1vest h1mse1f oThe narrattve 1tse1f o
1urohes and c1rcies 11ke a m1nd 1n fever. ref1ect1ng

e
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Moneta's admonishment to the poet-narrator: "Thou art a
dreaming thing; / A fever of thyself" (I, 168-169). This

textua1ﬁfebri1ity manifests jtself in such things as the

_ poem's‘proliferating‘thresho1ds{ conflicting explanations3

for the existence of Saturn's temple(s), and the abrupt
emotional shifts that define the poet-parrator's encounters‘

with Moneta. As Michael Q'Nei]1‘asserts: "1 [Tlhe wide

~. hollows of my brain' become the implicitesetting of The

3‘:

Fall. Such hollows are further internalised in The Fall of
' ' . : o . ~ .
Hyperion as an inwardness the poem longs for and fears® -

<

(160). By the very nature‘of the dream, we are a1ready'

" within the poetenartator‘s brain; this outer frame redoubles

‘whefi we enter the theatre of Moneta's mind.

As mediator between Titanic myth»and"introspectiVe”

&

nanratof-;betweeh HypEEfon and The Fali of Hyperion--Monetg

o

med1ates between two poetic modes Mar;or1e Lev1nson

summar1zes the critical table used often to organ1ze the_

i LG

re1at1onsh1p between the two "'Hyper1on“s mode is

typ1cal]y character1zed as obJect1ve, dqamatic,‘Mi1tonic,@ é,‘

z &

:  and_Greek wh11e 'The Fa11‘ is descr1bed as subjective,‘

T o @ '
1yrical, Dantesque,‘and Romant1c" (The Romantic Fragment
Q. o

”,iPoem 167) To th1s 11st I wou1d0add-—as Levinson does--the

categor1es "mascu11ne" and “fem1n1ne,“ while recogn1z1ng the

fprobIemat1c potent1a1 of the des1gnat1ons Lev1nson notes

that Hyperron “was w1de1y descr1bed as Keats s s1ngu1ar1y

v1r11e poem" and that The Fb?? "bf contrast [1s]'a'

!

o

i2

=]

T
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d15t1nct1ve1y femaie d1scourse,“ given not on1y "the obv1ous
time- space 11near~c1rcu1ar, external-internal, narrative- b
1yr1c, ob;ective—suhjective differences" but also the
"distinct]y sexualized interte;tuality" (Keats's Life of
Allegory 216). TIhe phallic Hyperion, that is, is located in

the interior of the fissured, feminine text of The Fall.

'_Moneta is figured as powerful. in herself, associated with -

inscriptioﬁ,'readiﬂgg‘reproductiqn; but this (foster)h
mother'® is also figured expitcit1y as an ageht‘of the
Fattier 5"505; priestees ofih%s desd]atten"). |

_When the poet%narratdnﬂddes_at last approach the
sunken tafe'of Saturn, it is to confront an ebitdme of the*i
male master narrative' the patr1arch deposed in the |

perpetua1 0ed1pa1 struggle. yet reta1n1ng an "unchangeab1e

'ﬁ'attr1bute," "postured mot1on1ess, / L1ke SCUlpture bu11ded

\

up upon the grave / Of [h1sj own power" with a woman's hair
\

~'as a "mat for [his] feet" (I, 382*84 - 381). At first, what

a

dthe poet narrator sees appears to be a static scene—-“what

o

‘ f1rst I thought an .image huge, / L1ke to the image '

pedesta1‘d S0 hibh /‘In Saturn S temp1e" (1, 298 300)——qu1te

'separate from h1m as viewer, and 1so1ated beneath a frame of
"g]oomy boughs" (1, 29?) Moneta, the agent of h1s read1ng,‘.

prov:des.a textua: g]dES' "So Saturn sat / When he had 1ost

ERL Ap011o is her "dear foster ch11d" (I, 286), i.e.
she is the simulacrum of ‘a mother to this mothérless child;
the reiat1onsh1p extends, by analogy between Hyperion and :
‘The Fall, to the poet-narrator  as the "replacement" of Lo
Ap0110-,- - . . : : ) , : . €
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his reaTms"r(i 3014025 L1ke a mag1c key, this s11ght
1nterpret1ve gesture comp]etes the poet- narrator s educat1on
in masterful reading; he ga1ns a “power . ; . of enormous
ken™ (I, 303) and claims: "The Tofty theme / At those Tew:
words hung vast before my mind, / With han unrave1'd web"

(I, 306 -08).

b

S ‘ | . As a metaphbr for theereading'process this “hﬁ]f -
| unrave1 d web" suggests a text that offers the reader a vast
:1magjnat1ve scope. It recal?s Keats 'S evocat1on of the
reading erocessdinch1s 1etter oleebrusry 1818, when.he
‘_writesf' : | | o -

=7 the points of leaves and twigs on which the Spider
- begins her work are few and she fills the Air with a
.beautiful circuiting: man should be content with as
. few points to tip with the fine Webb of his Soul and
‘weave a tapestry .empyrean . . . (Letters 1: 232)-

.Goe11n1cht reads th1s 51m11e as a ce1ebrat1on of "11terary '[/“.'

7openness“ in the sense emp1oyed by WO1fgang Iser and Umbesgp‘t

e Eco

it is . .. p1aus1b1e that the few so11d po1nts
“forming the foundation of the web are the text c
" itself (which for the reader acts as a st1mu1at1ng
_sensation) from which the reader builds his or her
< own "tapestry empyrean," reconstructs or re-creates
.~ the. text. according ‘to his.or her own imaginative
“.vision. .Rather than being a fixed, closed: ent1ty,
. the text, acted upon by the. reader, becomes a
'hgf1ow1ng texture. a fluid: text11e,-a tapestry or P
i tissue of sensat1ons and specuiat1ons <« - ("Keats . - -
oon Read1ng" 197) L o TR, N

‘“:ﬁ}the poet narrator has dea1t throughOUt WTth tEXt”a1
nd. ha *Mha sma11 scale woven comp1eted patterns

perceptua1 fragments In the garden he
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imagines fountains from sound (I, 22-23) and roses from

scent (I, 23-24); he has read Moneta in the same way,

interpreting earnestness in-stirring gauze (I, 217) and'the
‘shedding of tearsﬁin a tone of voice (I, 220;?1). The image
of the Hyperfonﬁaarrative as a "Web,“ especia11y given the

simile's intertextual antecedents, seems to promise a text

in which the reader "has room to.wan&er imaginatige1y. The
- - related sense)of reciprocity, of sympathetic identification‘

betweenrreader,and'text@'is furthered by the poeténarrator's E
description of response: “Then came the gr1ev d v01ce of

I

Mnemosyne, /. And griev'd I harken g (1, 331- 32)

: _But-the cOncenia1 f1ex1b1e text d1sappears some

‘lines later. . When the. poet narrator enters a state of

o

-

v N o
Lo

arrest‘ as-if infected w1th Saturn s stas1s, 1t seems 11ke a- _fv
& oL L ) S o e\‘ N ) :
' o ghast1y parody of Keats' s credo ofs ympathetxc _ &
f_-_ \‘... . q’\ : . 'I"u H
~ 1dent1f1cat1on : Rather than 1ead1ng to a process of se1f—=

< a_ ‘ creat1on the read1ng process now conducts to a state that

b

is "deathwards progress1ng / To no death " to reca]] the

descr1pt1on of Moneta s face

' W1thout stay or prop
. But my own. ‘weak. mortality, I bore
- *The load “of this eternal quietude
- And every day methought 1 grew
“More gaunt' and ghostly. 0ftent1mes I pray'd
' Intense, that death wou1d take mé from the vale,
And a11 its burthens (I Q%Rd agQ,. 395 98)

MetatextuaT?y, Keats 1s survey1ng at th1s moment h1s:iq79“

LT

M11ton1c se?f To recur to a phrase from h1s 1etter on the

poet1ca1 character he rev1s1ts the M11t0n1c body he had

e

0
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' cont1nu1ty between the narrator and 'his narrative (the
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attempted to inhabit, and a project whose strong Miltonic
identity had "hegun so to press upon him" that the earlier
eoem was eventua11Q annihilated. The poem here enacts the
oppressive effects of being ventriloquized hy another's
veice. The ecene evokes PeUTetfs notion of reedjngias an
invasion. by an alien subject, but, unTike Poulet'e model,
the host se1f is eclipsed by its paras1te This kind.qf
text ie,“domineeringsﬁ rather than open. |

Even'in decline, Saturn's "strong%identify"¢

(Hyperion I,:114) casts a transfixing spell that lasts: for

" some time. When Saturn speaks, however,; he introduces a

-generic dissonance not present 'in Hyperion; he is "feeble,"

1ess‘1ike a god than "some old men‘of the earth" (I, 440)

wNeverthe]ess, the poet- narrator s encounter W1th Saturn s

1mage 1eayes h1m_exhausted and fearfui! to the-po1ntﬁwhere

he confemp1ates withdrew{ng from his own drean and 1eeving

'his reader to continue without him:

[vd

. And she spake on,
As ye may read who can unwedried pass
Onward from the antichamber of this dream,
Where even at the open doors awhile . | ,
1 must delay, and glean my memory : T %
Of her high phrase: perhaps no further dare g
(1, 463-68) W . ,

\,Thiswcur1ous gesture, which fractures our Sense of

.;,A

l.“.

-

dreamer and h1s dream), de11vers the poem once aga1n into a

L“radjcal opennees, emb1emat1zed in Thea s "stretch[1ng] her

. white arm thbbhgh;the-ho}1ow*dark,“/ P91nt1ng some whither"
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(I, 455-56). Whatever Thea points to is not identified
with%n_the-text and so the gesture, like the "ethereal
finger-pointings” Keats speaks of in his Tetter on reading’
(f: 231), conducts the reader to a pTace outside, the text
The "open doors" of the nextywcantc’ (1, 466),.when broached

.conduct to yet further progress w1thout ar"1va1 as Hyper1on

cont1nues the movement 1n1t1ated in Canto I, "s]oping_to the'p‘

ST

threshold of the west" (112548).‘ The poem's tinal_1ine?3“on
he f]ared"r(II, 61), suspends-the ooem“sﬁﬁbre-1iminary"é |
- motion in mid—f]ight echoing Thea s po1nt1ng arm.

o Thus the. fragment conc]udes 1n a ser1es of dynam1c. Lo

‘edges that de11ver the reader (and the _poet- narrator, the

3‘ reader within the text) from ‘the f1x1ty of the vale of.

"Saturn If the embedded Hyperron fragment approx1mates an

attempt to speak 1n the borrowed vo1ce of 11terary

tuad1t1on, the fau1tured narrat1ve that surrounds it speaks

of the 1mposs1b111ty of do1ng SO. Between the.two pos1\t1onsC
4]

arises that edge that Barthes speaks of as const1tut1ve of

: ‘ . o : .

the text of bliss: @ . o

Two edges are created: an obedient, conform1st

plagiarizing edge (the language is.to’ be cop1ed in

its canonical-state, as it has been established: by

schooling, good usage, literature, cu1ture), ‘and

another edgef mob11e, blank (ready to assume any

contours), which is never anyth1ng but the.site of"

its effect: the place where the death of 1anguage is’

glimpsed.. These two edges, - the compromise they - - PR

‘bring about, are necessary. Neither culture nor its 0

destruction is erotic; it is the seam- between them, : -

the fault, the f1aw, ‘which becomes so (6-7) " s

3 : ) ) - o . : T ' ".,‘r:_.‘_-,_:.,.-‘

o

"o

t‘“ .
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This literary erotics emerges, however, within the horizon

of yet another edge--"mobile, blank"--that haunts the

ﬁargins of The Fall: the deatﬁ of the poet, and that moment'

when all that has been faultured,  self-creating or

negatively capable becomes knowabije.
< )
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'four canon1ca1 'ma1e authors, ‘and this strategy m1ght:

".of success1on, of patern1ty, %; hxerarchy" (5)° W1th God

_ CONCLUSION

In eqnsidering this selection of_"diverse1y fram'd"”

oo

" narratives, 1 have posited one view of "frahing" as a

rstéategy'of interpretive and narfative control aligned with

culturally masculine ideals of mastery, authority, and

“analysis, while identifying?that'which is representedfwithin

(f

e the'frame as "other," as a repreSsed or suppressed e1ement

often coded as feminine wh1ch "refuses to stay silent w1th1n
its - frame of representat1on" (Jardine 88) The tEXtS‘by &

Wordsworth, Co1er1dge, and Shelley stud1ed here epitomize

U e

this structura1 dynam1c, wh11e The Fall of Hyperwon wh1ch

t marks the turning poxnt in my own narrative, deploys the

apparatus of the frame only-to turn'its COnJentions inside

' odt. I have rehearsed th1s argument about thewgender of

wr1ter1y author1ty, however, 1n the context of a study of

‘;é

requ1re some’ exp]anat1on

Sandra G11bert and Susan Gubar in the1r now class1c

o

study The Madwoman in the Attwc, deve]op the1r "fem1n1st
poetics™ against the background of a.trad1t1on in wh1ch
authorship is troped aa radica11y ma1e, steeped in "1magery g

2]

the Father, author of the Book of Nature--and the Book of

e

L)

o
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Judgement——as prototype, the male author in Western society

"is simu1teneous1y, 11ke his d1v1ne counterpart a father,,a

>

master ‘or ru1er,'and an'owner: the spiritual type of e
patriarch" (7). This broadly-based definition of “authorship

figures the objects of the male author's writing as his

'creatures, and thus women occupy, Within‘1iterary'as within

— i -

generaﬁ culture, the position of object. ~Gilbert and
Gubar 5. 1anguage 1n the. fo11ow1ng statement captures women's

pos1t1on as both the grammat1ca1 object of the ma1e verb

¥

-and the human obJect of msle judgement:

As a creation "penned" by man, . . . woman has been
"penned up" or "penned in." As .a sort of "sentence"
man has spoken, she has herself been Psentenced“'
fated, jailed, for he has both "indited" her and

. "indicted" her. As a thought he has "framed,"™ she

- has been.both "framed". (enc]osed) in his texts, §

3.

glyphs, graph1cs, and "framed $p" (found guilty,
want1ng) in his. cosmo]og1es (13) :

'5‘,£"‘ The s1m11ar1ty between th1s descr1pt1on and the s1tuat1on

of,cfor examp1e, Co1er1dge s possessed servant woman--
, T :1abour1ng under the sentences passed down: from the Greek and
¢ (o] R .
. ' Lat1n fathers and subJect to Judgement by the commun1ty s

imaie.author1t1es--bears out the pos1tnon of Romantic texts

_such as the Bwographra w1th1n th1s patr111nea1 trad1t1onhof
‘authorsh1p < The Madwoman in the Attic. exp]ores the way 1n

~ wh1ch n1neteenth century women wr1ters, thus hemmed 1n,
sought to-evade these patr1archa1 constra1nts through the

'f;jg_; fh»representat1on of fema1e anxwet1es about soc1a1 and 11terary

g A 5

e o ‘ S : T : . ¢

o

';ff".confjnement (x11) The present study has sought to uncover ’

=
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some of the pressures this trad1t1on of confinement exerts
w1th1n the maie authored texts that part1c1pate in jt. |

) Gilbert. and Gubar take pains to po1n; out that
f1gures of enc]osure in ma1e—authored texts serve d1fferent t
aesthet1c and ph11osoph1ca1 pro;ectsﬁthan those in fema]e—'
authored texts, d1st1ngu1shjng "between, on the one hand,
that which is both metaphysical and metaphorical [in men‘s'.
texts],‘and on'thg.other hand,.that-which isrsocia1 and
actua1“ in women's texts (86). But'if pa1r1ng anglo-

American fem1n1sm with French we consider the movement

G11bert and Gubar 1dent1fy as man1fest1ng that "cr1s1s in

P
- =

"1eg1t1mat1on" in ma1e narratives announced by Jard1ne then “

we m1ght read at Teast some’ images of. conf1nement in maTe-
.»~¢, ) :
authored texts as’ 11kew1se marked by concerns w1th the

subject pos1t1on of women and the re]ated ro]e of that wh1ch-‘

: cQ :
is coded as "fem1n1ne" in 11terary trad1t1on Th1s concern,l
to be sure 1n some texts takes the form'of a sense of

threat; in others, however, 1t man1fests 1tse1f as a more

sympathet1c 1nterrogat1on of the effects of repress1ve
= /-J\\. B ‘

.conStructions of author1ty David C1ark.argues for . W1111am__

Blake' s awareness of “and obJect1on to. "the fata1

comp11c1ty between the assert1ve, c1ass1f1catory 1d1om of
o

: Western ways of know1ng ‘and- being; - with 1ts emphas1s on: the

conta1nment of the Other and the abso1ute sub1at1on of

contrar1ety; and the ca1cu1ated d1str1but1on of power and

N

'-,knowledge w1th1n any g1ven soc1a1 formation or 1nst1tut1on"

B
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(165), contrasting Blake's representations of Urizenic

"exclusionary acts" to his alternative use of "the frame as

‘a border, neither entirely inside nor outside" (207).  This

awéreness of the simultaneous dominance and brittleness of

exclusionary, patriarchal "Western ways of knowing" informs

other Romantic texts as well. The texts studied here

man1fest a range of responses to this awareness, from The

‘Rurned Cot*age s attempts to seal, ‘1n Yu Zhang s words, a
'"r1ft in the d1scourse of domest1cat1on" (160}, to The

‘_FETT's anx1ous expToration of those.uncanny spaces-that

threaten the stab111ty of the Romantic ma1e poet S "strong

1dent1ty, [h1s] real se]f" (Hyper1on I, 114).

7]
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