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to dissolve into the infinite of the unknown. Our insight is 
fleeting5 and limited; we confront a mystery. 

Though Faulkner of course was not crucially dependent 
on Browning to teach him about the symbolic implications of 
blackness, Browning's way of interweaving the blackness
theme with the metaphor of the rocket to epitomize the dying 
moments of an executed offender could not have escaped 
Faulkner's notice. In Faulkner's reworking, the blackness is 
the very energy that propels the rocket: 

Then his face, body, all, seemed to collapse, to fall in upon 

itself, and from out the slashed garments about his hips and 

loins the pent black blood seemed to rush like a released 

breath. It seemed to rush out of his pale body like the rush 
of sparks from a rising rocket; upon that black blast the 

man seemed to rise soaring into their memories forever and 

ever. (513) 

Browning mentions how "What once was seen ... melts ... 
Across our memory" till it "dies and leaves all dark," for 
"brightness .. . hastes to blend with black." The memory of 
Joe emphatically will not die; in this it is implicitly contrasted 
with the memory of Guido. Instead, Joe's brightness hastes to 
blend with black in quite a different way: his outrushing black 
blood merges, in Faulkner's description, with the bright sparks 
whose release propels the dying man symbolically upward. 
Triumphant liberation and tragic death, sparks and blackness, 
are wholly intermingled, their meanings no longer separable. 
Thus for Faulkner, as for Browning, "brightness ... hastes to 
blend with black." 

Indeed, despite the transcendence intimated by Joe's 
gaze and by the rocket's triumphant ascent, the tragi-grotesque 
castration scene in Faulkner's novel remains one of the most 
horrifying moments in modem literature, and part of its impact 
may well result from Faulkner's relentless literalizing of an 
image that in Browning's poem is only a self-characterizing 
metaphor of Guido's. When Guido faces death, his 
unregenerately hedonistic impulse is first of all to indulge his 
"wolfishness" (11: 2057), to give his savage fantasies of 
vengeance free rein, so as perhaps to purge them from his 
being and leave room for soberer thoughts. Guido's vision of 
prospective execution as a purging fire combines the motifs of 
a surging flow and a metaphoric unmanning, images that 
Faulkner combines and literalizes in Joe's death scene as a 
castration, the visible release of a torrent of blood. Brown
ing's precise wording bears study: 

The honest instinct, pent and crossed through life, 

Let surge by death into a visible flow 
Of rapture .. . . (11: 2064-66) 

Unmanned, remanned: I hold it probable

With something changeless at the heart of me 
To know me by, some nucleus that's myself: 

5B uckler wisely observes that Guido himself cannot bear to look into the cen
tral mystery of his own nature: "What comes across clearest and strongest is 
that he does not know who he is, is desperately fearful of finding out, moves 
with centrifllgal velocity away from a center that he cannot bear to look at, 

54 

Accretions did it wrong? Away with them

You soon shall see the use of fire! 

(11:2393-97, emphasis added) 

"Pent," "surge," "visible flow," "Unmanned"-it seems prob
able that this image complex was metamorphosed in 
Faulkner's mind, becoming more horrifying, more literal and 
real, as it was more vividly seen. Even Guido's metaphors of 
"nucleus" and "fire" take on more convincing and more tragic 
force as we see Joe folding or collapsing inward toward a 
mere nucleus of himself, when the "pent" blood (Browning's 
word- which Faulkner borrows) surges out in sparks: "Then 
his face, body, all, seemed to collapse, to fall in upon itself, 
and from out the slashed garments about his hips and loins the 
pent black blood seemed to rush ... . " "Pent and crossed," 
says Browning-even the crucifixion theme, so apposite to the 
fate of Joe Christmas, may have grown and developed in 
Faulkner's mind as he read this Browning passage. 

Very likely Faulkner's imaginative adaptation of Brown
ing's rocket emblem and the blackness-motif accompanying it 
was enriched by another Browning image closely related to 
both blackness and rocket sparks: the galvanic glass ball (a 
miniature electricity generator) whose electrical current or 
"magic fire" moves startlingly at a finger-touch of the sphere, 
causing dazzling alternations of black and white within (RB 1: 
1368). This symbol of our unpredictable human nature 
appears at the end of Book I, "The Ring and the Book," just as 
the rocket image appears at the beginning of Book XII, "The 
Book and the Ring," each image (rocket and electric sphere) 
thus placed at an equal distance from the outermost ends of the 
poem as a whole, as also from the poem's center. The sym
metry could hardly be more precise: Browning is urging us to 
consider the two images together, and Faulkner, I suggest, 
probably did so. For the theme dramatized by Browning's 
galvanic or electrical sphere-the interconvertibility of 
"black" and "white"- is the key to the psychology of 
Faulkner's Joe Christmas. 

For Browning, the symbolic electrical fire in the human 
galvanic sphere-that is to say, any motive or impulse within 
the human individual- is mercurial and changeable because it 
is human, and there is but a "hair's-breadth" of difference 
between "shine" and "shade," between what is "styled" white 
and what is "stigmatized" as black. The predominant color 
can change in an instant, a second, in the flicker of a spark. It 
is very important to stress that, for Browning, the qualities that 
are interconvertible within the human sphere or (psyche) are 
not described as having any inherent, essential goodness or 
badness. They may "styled" or described in neutral or positive 
terms, or alternatively they may be "stigmatized," pejoratively 
labeled. Browning's galvanic ball is the emblem of a protean 
human psychic energy that takes instantaneously inter
convertible forms-alternating forms, alternative forms. 
These forms are not only difficult to judge, they are nearly 
impossible even to see correctly: 

and creates an endless number of fabricated selves that provide momentary 
illusions, but which he can throw away without any serious sense of loss" 
(278). 

.. . See it for yourselves, 

This man's act, changeable because alive! 

Action now shrouds, now shows the informing thought; 

Man, like a glass ball with a spark a-top, 
Out of the magic fire that lurks inside, 

Shows one tint at a time to take the eye: 

Which, let a finger touch the silent sleep, 
Shifted a hair's-breadth slwots you dark for bright, 
Suffuses bright with dark, and bajJles so 
Your sentence absolute for shine or shade. 
Once set such orbs,- white styled, black stigmatized,

A-rolling, see them once on the other side 

Your good men and your bad men every one 

From Guido Franceschini to Guy Faux, 

Oft would you rub your eyes and change your names. 

(1: 1364-78, emphasis mine) 

At a finger's touch of the "silent deep," of the human individ
ual's unconscious mental regions, baffling changes occur. 
White turns black, and vice versa, so fast that you "rub your 
eyes" and repeatedly try to alter your labels or "change your 
names" for what you think you see happening-a frantic 
attempt that may well be futile. The dizzying changes are too 
rapid. 

It is precisely such baffling, dramatic alterations that 
recur within the galvanic sphere of Joe Christmas's mind: 
Faulkner presents for our instruction a test case, a vivid 
illustration, of what Browning was talking about. In one of 
the profoundest passages of Light in August, Gavin Stevens's 
friend, called simply a "professor" (and he is indeed a pene
trating analyst and expositor, a good teacher), hypothetically 
reconstructs Joe's volatile, unpredictably and suddenly 
alternating or shifting motives. In Joe's psyche, theorizes the 
professor, "white" and "black" (as Joe had been taught to con
ceptualize them) were felt as irresistible forces alternating 
with lightning swiftness: 

... all those successions of thirty years ... which had put 

that stain either on his white blood or his black blood, 

whichever you will, and which killed him . . . . Because the 

black blood drove him first to the negro cabin. And then 

the white blood drove him out of there, as it was the black 

blood which snatched up the pistol and the white blood 

which would not let him fire it. And it was the white blood 

which sent him to the minister .. .. Then I believe that the 

white blood deserted him for the moment. Just a second, a 
flicker, allowing the black to rise in its final moment and 

make him rum upon that on which he had postulated his 

hope of salvation .. .. And then the black blood failed him 
again, as it must have in crises all his life. He did not kill 

the minister. He . . . let them shoot him to death, with that 

loaded and unfired pistol in his hand. 
(495-96, emphasis added) 

6
0ne suspects that this rather grotesque picture of head-to-heel whiteness set 

Faulkner' s mind in motion: recall Joe's sensation of a blackness seeping up, 
as it were, from !he soles of his feet after he puts on the black man's boots to 
disguise his scent from the pursuing bloodhounds ("that marlc on his ankles 
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"Just a second, a flicker," is all it takes for each of the fateful 
changes, for Joe' s volatile psyche resembles that of every 
human according to Browning: it is a galvanic "glass ball with 
a spark a-top," a sphere that needs but a second, a mere finger
touch, to shoot from "dark" into "bright" or from what is 
"styled" white into what is "stigmatized" as black, thereby 
baffling any "sentence absolute for shine or shade." Joe feels 
himself to be both white and black (as indeed we all are, 
Browning might interject-we are dynamic, volatile syntheses 
of all sorts of unjudgeable contrasts), but Joe has been condi
tioned to regard the two socially defined identities as mutually 
antagonistic. Any friendly contact with a member of either 
group ("whites" or "blacks") triggers off the shock of the inner 
antagonism, which pushes him toward contact with a member 
of the other group, setting off once again the same inevitable 
shock effect. The fact that in Faulkner's book "black" and 
"white" also denote supposed racial identities simply adds an 
additional sociohistorical layer of meaning- tragic meaning
to those offered by Browning. 

So although Browning presents the galvanic ball image 
as an emblem of "Man" in general while in Faulkner it 
emblematizes one specific person (Joe Christmas), this dif
ference is less crucial by far than the essential, underlying 
similarity. Indeed, with a name recalling that of Jesus Christ, 
Joe Christmas, on the archetypic level, is as much a figure for 
universal humanity as is Browning's galvanic sphere. Our 
human psyche "Suffuses bright with dark" and vice versa: we 
are composite creatures, multiplicities. In addition, by making 
the psychological analysis of Joe Christmas so specific and 
dramatic, Faulkner not only brings out unsuspected implica
tions (and applications) of the Browning image but also does 
justice to its vividness and force. 

To understand still more deeply Faulkner's response to 
Browning, we must look for a moment at the ways Browning 
uses the terms "white" and "black," along with the related 
pairing, "shine" and "shade." In The Ring and the Book 
Browning shows a marked fondness for both pairs of terms, 
using them repeatedly, but he uses each pair in two quite dif
ferent ways: to mean good versus bad, and (much more 
profoundly) to mean the known versus the unknown. Guido 
himself uses the words "black" and "white" simply to mean 
bad and good: the court, he says, may call him "black" or 
"Guilty," but he is really "One white integrity from head to 
heel" (5: 1894-95, 1897).6 Yet a speaker in Book XII asks, 
"Do you continue in the old belief? / Where blackness bides 
unbroke, must devils brood?"- and the point of the speaker's 
anecdotal fable is that the black cave rumored to hold a terrify
ing, hated "idol-god" was really the abode of a holy man: 
"The abhorred one was a martyr all the time,/ Heaven's saint 
whereof earth was not worthy" (12: 526-27, 504, 524-25). 
Here the blackness, rightly understood, indicated no evil at all 
but simply something unknown, and the unknown was feared. 
It is in this sense that, as we saw above, when sparks of the 

the gauge definite and ineradicable of the black tide creeping up his legs, 
moving from his feet upward as death moves" [374]). For valuable discus
sions of "white" and "black" in Light in August see Davis, Fowler. 
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quickly flaring Guido-rocket fade and their traces "haste to 
blend with black," the motif of blackness leads us to the realm 
of the unknown or unseen. Certainly Joe Christmas, the 
"abhorred one," was made a "martyr all the time" because of 
incomprehension and unreasoned condemnation. Joe's black
ness was an unknown, something not understood and therefore 
feared. 

In a fashion similar to his twofold treatment of the words 
"black" and "white," Browning uses "shine" and "shade" to 
mean either good versus bad, or (again more profoundly, with 
an insight that evidently impressed Faulkner) the known 
versus the unknown. Here we see "shine" and "shade" mean
ing respectively bad and good: 

Well, the result was something of a shade 

On the parties thus accused,-how otherwise? 

Shade, but with shine as wunistakable. 

Each had a prompt defence .... (3: 1340-43) 

But in the following passage, "shine" and "shade" mean 
known and unknown: 

So do the facts abound and superabound: 

And nothing hinders that we lift the case 

Out of the shade into the shine, allow 

Qualified persons to pronounce at last .... (4: 5-8) 

Shine and shade, white and black, indicate differences, but not 
necessarily moral opposites. What appears good may be 
simply familiar. What seems bad may have been 
"stigmatized" by ignorance. 

That is precisely the point that Faulkner (more clearly 
and consistently, I think, than Browning) makes throughout 
the novel: blackness, for most of the book's people, stands for 
the unknown; people fear what they do not know; and fear 
turns easily to hate in pre-emptive gestures of defense. Joe 
Christmas, internalizing the habits of his repressive and male
dominated society, uses blackness to refer to all those aspects 
of his being which are unknown to, have no place in, are for
cibly suppressed by, his conscious mind: "the lightless hot wet 
primogenitive Female" element (126)-passion, intuition, sex
uality, feeling itself. "The abhorred one was a martyr all the 
time," as Browning says; Joe punishes that part of himself 
which he cannot and will not allow himself to know. By asso
ciating the unknown quite explicitly, in Freudian fashion, with 
the unconscious in his symbolism of blackness and dark, 
Faulkner clarifies the psychological mechanisms whereby the 
hidden and the feared can become the repressed and the 
abhorred, so that the unknown becomes regarded as the simply 
bad. It seems highly likely that Faulkner's psychological 
deepening of the implications of "white" and "black" in the 
historical context of Light in August owes much to the 
stimulus afforded by Browning's explorations of these and 
related terms in The Ring and the Book-primarily in the 
rocket and galvanic sphere passages, but also quite sig
nificantly in the other Browning passages we have cited. 

Psychological deepening and relentless literalizing ( of 
the sort Faulkner practices when he takes Guido's fantasy of a 
"pent" "instinct" allowed to "surge" into a "visible flow" and 
literalizes the image into a visible surging flow of pent-up 
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blood when Joe is castrated)-these are two metamorphic 
processes that Faulkner likes to combine in rewriting Brown
ing. A perfect example of the combination is Faulkner's 
intensifying treatment of an already grotesque, surreal descrip
tion: the passage occurs in the preview of Book I of Brown
ing's epic, where a nightmarishly transformed wall of Guido's 
vile prison cell hideously emblematizes or projects Guido's 
inner torment. We see a "close" and "fetid" cell 

Where the hot vapour of an agony, 

Struck into drops on the cold wall, runs down

Horrible worms made out of sweat and tears-
( I : 287-88) 

Faulkner expands and elaborates each of the components of 
this Daliesque inferno: the tears, the sweat, the worms. He 
does this to clarify both the portrayal and the diagnosis of 
Joe's guilt-inducing trauma, so the reader will empathetically 
understand the built-up pressures that later find an outlet in 
Joe's repeated acts of violence. 

The tears of agony that run down the prison-cell walls of 
Browning's Guido reappear- this time running down the 
windows_:--in the orphanage where Faulkner's Joe Christmas 
spends the earliest years of his childhood. In this equally 
prisonlike enclosure, the "bleak windows where in rain soot 
from the nearly adjacenting [sic] chimneys streaked like black 
tears" (131) show us Joe's inward weeping externalized on the 
windows in metaphoric tears that are, appropriately, "black." 
Just a little later, in the dietitian's closet scene, Faulkner intro
duces the related Browning theme of intense, persistent 
"sweating" as Joe begins to feel both mentally and physically 
sick, guilty and nauseated, at having secretly eaten the forbid
den, candylike toothpaste: 

By feel he could see the diminishing tube. He began to 

sweat. Then he found out that he had been sweating for 

some time, that for some time now he had been doing 

nothing else but sweating .. . . He seemed to turn in upon 

himself, watching himself sweating, watching himself 

smear another worm of paste into his mouth which his 

stomach did not want. (134) 

The "sweat and tears" intermingled in the vision of Brown
ing's Guido are just as intimately related for Faulkner's Joe, 
whose misery here overwhelms both body and mind (indeed, 
Faulkner echoes the Browning phrase "sweat and tears" else
where as well, in a description of Hightower's misery as he 
hears Byron Bunch's tale of woe: "Once before Byron saw 
him sit while sweat ran down his face like tears; now he sees 
the tears themselves run down the flabby cheeks like sweat" 
[402]). And as Joe smears "another worm of paste" into his 
mouth, he thereby completes Faulkner's Browningesque 
nightmare ("Horrible worms made out of sweat and tears"). It 
is a parallel Faulkner wants us to notice: repeatedly, 
throughout the toothpaste-trauma episode, he tells of the "pink 
worm," the "invisible worm" (132, 33). The swallowing of 
the sexual worm is Joe's symbolic, and tragically permanent, 
internalizing of guilt-guilt for theft, but compounded by the 
dietitian's puritan paranoia and Hines's racial bigotry into 
guilt for having · supposedly spied on a sexual tryst and even 

simply for being black. Faulkner has taken a powerfully 
grotesque Browning image of sweat, tears, and worms, and 
has made it central to our understanding of Joe's lifelong 
psychological martyrdom. 

Joe's attitude toward women and female imagery also 
has its clear prototype in Guido's metaphoric language, which 
Faulkner again relentlessly literalizes in sounding Joe's mental 
depths. Faulkner takes the language of Guido's hatred of 
Pompilia and gives it literal meaning as arising from the facts 
of Joe's closet-trauma of guilt and sorrow, of toothpaste and 
sensuality and paranoia and female persecution. The motifs 
that Faulkner appropriates from the following speech by 
Guido form a cluster-secrecy, cloying sweetness turned to 
something repulsively inedible, repellent female fragrances, 
inability to accept food from women: 

Nor is it in me to unhate my hates.-

I use up my last strength to strike once more 

Old Pietro in the wine-house-gossip-face, 
To trample underfoot the whine and wile 
Of beast Violante,-and I grow one gorge 
To loathingly reject Pompilia's pale 

Poison my hasty hunger took for food. 

A strong tree wants no wreaths about its trunk, 

No cloying cups, no sickly sweet of scent, .. . . 

(11: 2400-08, emphasis added) 

Guido talks about growing "one gorge / To loathingly reject" 
metaphoric food; Faulkner literalizes the regurgitation in 
transferring the language to a depiction of Joe's vomiting up 
the toothpaste. Browning's rhetoric about "cloying" and about 
"sickly sweet of scent" becomes the image complex associated 
forever in Joe's mind with sticky-sweet toothpaste eaten in a 
woman's closet amid the perfumes of women's dresses: 
"something sweet and sticky to eat, and also pinkcolored and 
surreptitious," something that loathsomely recalls "rife, 
pinkwomansmelling obscurity" (132, 134). Accused of hiding 
to spy on a sexual affair, Joe comes to associate women with 
punishable secrecy (recalling the "wile" mentioned in Guido's 
quoted speech), with cloying sweetness, with both food and 
scents that, once attractive, have become permanently repel
lent. All his life Joe will reject nourishment from 
females-from his foster mother, from his paramour, even (by 
extension) from his fellow workers at the planing mill (170, 
261, 37). Literalizing Guido's imagery, Faulkner deepens our 
understanding of Joe's character.7 

Of course, Joe's story is not simply one of guilt, resent
ment, suffering; his rocket-like metaphoric resurrection-scene 
has, as we saw, its element of enigmatic triumph,with its 
implicit and memorable condemnation of his torturers.8 This 
dual aspect of Joe's life-and death is clarified by the way 
Faulkner echoes Browning's presentation of Pompilia. For 
Joe resembles Pompilia in two contrasting ways. Like 
Pompilia, Joe was trapped by fate at an early age in a sexually 
unhealthy situation; like her, he is repeatedly humiliated and 

'Rosenzweig observes that the "connection between vomiting and castration is 
strongly reinforced when a male witness of Joe's castration vomits" (H)O). 
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degraded. But-also like Pompilia-Joe appears in 
Browningesque imagery as a figure of nemesis, of tragic but 
imaginatively transcendent and imposing indignation. Brown
ing's Caponsacchi recalls the inspired wrath, as of a militant 
archangel, with which Pompilia rose to defend her baby. The 
metaphoric electric sword, the flashings, fulgurations, are 
tokens of a doomed heroism: 

That erect form, flashing brow, fulgurant eye, 

That voice immortal (oh, that voice of hers!) 

That vision in the blood-red day-break-that 

Leap to life of the pale electric sword 

Angels go armed with,-that was not the last 
O' the lady! (6: 1600-05) 

Faulkner reworks the electrical eye-flashings and fulgurant or 
lightninglike looks of Pompilia into the lightning bolts, the 
"glare and glitter," of Joe's flashing manacles as he raises 
them in wrath-like a vengeful Jove or a righteous Jehovah, 
recalling the angel of judgment in the Browning passage. 
After he has struck Hightower, we see Joe 

running up the hall, his raised and armed and manacled 

hands full of glare and glitter like lightning bolts, so that he 

resembled a vengeful and furious god pronouncing a doom. 
. . . (511) 

Pompilia will die; Joe's gesture of doom recoils on himself. 
The "flashing" and "fulgurant" and "electric" ire of Pompilia 
proves as fruitless as the "glare" and "glitter" and "lightning" 
of Joe's desperate wrath. Pompilia and Joe cannot be vic
torious on the world's terms, but they have been pushed to the 
limit, and they will not give in. Pompilia's decency cannot 
allow her baby to go undefended; Joe's desperation will not 
allow him to beg for help from a white man without rebelling 
inwardly at the fate that drove him to it, and striking out in 
rage. Faulkner reveals the force of this parallel by showing 
that the rebellious ire of Joe as victim has supernatural, 
lightninglike force, a power of indignant outrage like that of 
Browning's Pompilia. 

If Joe Christmas combines some of the enigmatic, violent 
drivenness of Guido with much of the martyrlike, though 
desperate, dignity of Pompilia, the Reverend Gail Hightower 
appropriately borrows motifs from Browning's presentation of 
Pope Innocent XIl: both men are inspired seers. Parallels 
between Hightower and the Pope must be drawn with some 
caution, for Faulkner takes a semi-parodic attitude toward the 
defrocked minister that is wholly absent in Browning's 
portrayal of the Pope. "Upon the book Hightower's hands are 
folded, peaceful, benignant, almost pontifical" (399-
400)-Faulkner writes this with a smile. But I think it is a 
shrewd smile: the word "pontifical" was not idly chosen, and 
there may well be a subtle allusion to Browning's Supreme 
Pontiff which other, stronger parallels will bear out. True, 
Hightower's habit of seeking insight in the work of Tennyson, 

'"Nobody has better portrayed the power of the victim's look at his torturers 
than Faulkner has done in the final pages of Light in August," says Sartre 
(496). 
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"like listening in a cathedral to a eunuch chanting in a lan
guage which he does not even need to not understand" (350) 
could be taken as a comic-grotesque parody of the Pope's 
opening remarks which describe the latter's search for inspira
tion and precedent in a quite different sort of book, whose 
Latin he understands very well indeed-the "History . . . Of 
all my predecessors, Popes of Rome" (10: 3, 6). But 
Hightower is no mere parody of the Pope. Throughout the 
novel, Hightower's vision deepens and matures until he 
becomes worthy of a revelation for which, I suggest, Brown
ing's ecclesiastical seer and judge offers at least a partial 
precedent. 

Browning's Pope, with his transcending imagination, is 
capable of re-envisioning the "holy" time and "shrine"-like 
place (10: 670, 667) where Pompilia and her would-be rescuer 
Caponsacchi were brought together, a setting and atmosphere 
charged with momentous tension between potentialities for 
good and evil. In this reconstruction of the scene the Pope 
sees an ethereal battle between spiritual powers, as if good and 
evil stars or celestial intelligences were locked in struggle: 

Power in the air for evil as for good, 
Promptings from heaven and hell, as if the stars 
Fought in their courses for a fate to be. (10: 662-64) 

The stars in conflict within the Pope's vision reappear as the 
struggling celestial intelligences or conflicting bright, ethereal 
forms in Hightower's analogous experience as he sees, in 
amazement, the spirits of the murderer Percy Grimm and the 
martyr Joe Christmas ("Power in the air for evil as for good" 
in Browning's phrase) trying in vain to disengage themselves 
from each other. Within his vision of "apotheosis," within a 
bright, supernal "halo" of spiritual representations of 

humanity, Hightower discerns the conflict of "two faces which 
seem to strive ... in tum to free themselves one from the 
other, then fade and blend again" (542-43), the faces of 
Christmas and Grimm, each resisting the recognition of his 
hardly separable potentialities for good and evil. In this 
vision, Christmas and Grimm are in the greatest possible 
mutual tension-the air is charged with it-yet the two figures 
are at the same time so mutually inextricable in their fight that 
Hightower's ethereal vision bodies forth what seems the 
permanent human dilemma of being tom between contrary 
moral motions, impulses, or powers. Faulkner also alludes to 
the Pope's vision of "Power in the air for evil as for good" in 
the passage where Mrs. Hines tells how her husband picked up 
Lena's new baby that Hightower had just delivered: "he 
picked it up and held it up, higher than the lamp, like he was 
waiting to see if the devil or the Lord would win" (418). The 
Pope's vision of "Power in the air for evil as for good" hovers 
over· Faulkner's book in an uncanny way. It must also be 
noted that the halo of light where Christmas and Grimm 
engage in their ethereal strife is nothing less than the book's 
emblematic "lambent suspension of August" (542) or light in 
August. Like Browning's Pope, Faulkner's Hightower has 
become his author's supreme visionary spokesman. 

A halo of light is a golden ring. And this brings us, 
finally, to the topic of rings of light, of rings and books. 
Hightower's epiphany, in which he sees a halo of transfigured 
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faces in light, is a vision of the total community, of all the 
story's major characters and of the "townspeople" (542) 
Hightower has known and, in former years, preached to. 
Hightower's halo-vision or ring-vision is a comprehensive 
portrayal of society. Browning's entire book, The Ring and 
the Book, is also a ring of this sort: ringed or framed with the 
authorial disquisitions on rings in the opening and closing sec
tions, the book as a whole constitutes a unified, rounded 
portrait of a morally many-faceted community or social circle. 
But the symbolic ring of Books I and XII in Browning's poem 
stands somewhat outside the main narrative. A symbol of the 
annealing fusion of reality and imagination, it is discussed by 
the poet's narrator-persona and emblematizes the activity of 
that persona as the poem's creator. The poet as Hephaestus 
stands back from the poem's action and invites us to view that 
action as a word-forged ring, a divine artifice wedding reality 
and imagining, fact and fiction, life and art. 

By contrast, Light in August presents no emblematic ring 
outside of the book's action; rather, the novel as a whole is 
filled with symbolic rings, many of which are also rings of 
light, as Browning's metaphoric ring is golden. Light in 
August might equally well be titled The Book of Rings. As in 
Browning-'s poem, there is a surrounding frame: the chapters 
on Lena Grove which begin and end the novel embrace or sur
round the main action as do the ring-monologues of Brown
ing's persona; and Lena's journey is ringlike, resembling a 
movement "across an urn" (LA 7). Rings also reappear 
throughout Faulkner's novel. When Joe gloomily realizes 
that, as he puts it, "I have never broken out of the ring of what 
I have already done and cannot ever undo" (373-74), the ring 
image is not presented as golden or as metaphorically illumi
nated. But more often and more typically, Faulkner does 
indeed offer us rings of light. At one point Joe pauses to 
observe how "the slow constellations wheeled" (116). On 
another occasion Joe sees a "garland of Augusttremulous 
lights" around the black pit of Freedman Town (126). Later, 
Joe observes his paramour embraced or surrounded by "peace
ful firelight" as a "portrait in a frame" (295). Also, Rev. 
Hightower, tormented by his conscience and the day's heat, 
surprisingly sees the bright heat-waves rising as a halo or 
"nimbus" (341). In the course of their search for the hapless 
Joe, we see the sheriff's men "ringed about with quiet, inter
ested faces in the early sunlight" (360). Joe's manacled hands 
full of glare and glitter like lightning bolts" (511) present still 
more rings of light. The glowing August "halo" filled with 
mutually mirroring "faces" (542) that constitutes Hightower's 
vision of the human community is of course the most impor
tant ring in the book, but it is assuredly not unique. Rather, 
Hightower's ring of light should be seen as the culminating 
emblematic ring in a book-length vision abundant in rings of 
light, as Light in August abounds in homages to The Ring and 
the Book. 

Works Cited 

Bidney, Martin. "Faulkner's Variations on Romantic Themes: Blake, 

Wordsworth, Byron, and Shelley in Light in August." Missis
sippi Quarterly 38 (1985): 277-86. 

______ . "Victorian Vision in Mississippi: Tennysonian 

Resonances in Faulkner's Dark House I Light in August." Vic-

torianPoetry 23 (1985): 43-57. 
Blotner, Joseph. Faulkner: A Biography. 2 vols. New York: Ran

dom House, 1974. 
_____ _ . Faulkner: A Biography. New York: Random 

House, 1974. 
Brooks, Cleanth. William Faulkner: Toward Yoknapatawpha and 

Beyond. New Haven & London: Yale UP, 1978. 
Browning, Robert. The Works of Robert Browning. Ed. F. G. 

Kenyon. 10 vols. London: Smith, Elder, 1912. 

Buckler, William E. Poetry and Truth in Robert Browning's "The 
Ring and the Book." New York & London: New York UP, 
1985. 

D'Avanzo, Mario L. "Hightower and Tennyson in Light in August." 
South Carolina Review 14 (1981): 66-71. 

Davis, Thadious M. Faulkner' s "Negro": Art and the Southern Con
text. Baton Rouge & London: Louisiana State UP, 1983. 

Faulkner, William. Light in August. Corrected text ed. Noel Polk. 
Notes by Joseph Blotner. New York: Random House, 1987. 

Fowler, Doreen. "Faulkner's Light in August: A Novel in Black and 
White." Arizona Qu.irterly 40 (1984): 305-24. 

Spring 1992 

Karl, Frederick R. William Faulkner: American Writer. New York: 
Weidenfield & Nicolson, 1989. 

Langbaum, Robert. "Is Guido Saved? The Meaning of Browning's 
Conclusion to The Ring and the Book." The Word from Below: 
Essays on Modern Literature and Culture. Madison: U of Wis
consin P, 1987. 

Pascal, Richard. "Faulkner's Debt to Keats in Light in August: A 
Reconsideration." Southern Review (Adelaide, Australia) 14 
(1981): 161-67. 

Pearson, Norman Hobnes. "Lena Grove." Shenandoah 3 (1952): 3-
7. 

Rosenzweig, Paul J. "Faulkner's Motif of Food in Light in August." 
American Imago 37 (1980): 93-122. 

Sartre, Jean-Paul. Being and Nothingness: An Essay on 
Phenomenological Ontology. Trans. with intro. Hazel E. 
Barnes. New York: Washington Square, 1966. 

Sensibar, Judith L. The Origins of Faulkner's Art. Austin: U of 
Texas P, 1984. 

SUNY- Binghamton 

Waiting for Thou: Resurrecting Clough's "Seven Sonnets" 

Robert Johnson 

"To have lived is not enough for them," explains 
Vladimir as he and Estragon ponder the need of the deceased 
to "talk about their lives," in Samuel Beckett's celebrated 
evocation of modem angst. Wailing for Godot, a primary 
need, even of the dead, is to say something. "Say anything at 
all!" Vladimir urges (40-41).1 According to Godot, talking, 
naming our experiences into meaningful patterns, supplies one 
of the basic strategies humans use to survive their endless, 
patient vigil. Meanwhile, they long for the arrival of divine, 
or logical, affirmation. The mind relentlessly at work, schem
ing linguistic structures in which to locate human significance 
becomes an image for life's central struggle. 

Such diligence is, after all, a source of human dignity. 
"We have kept our appointment," Vladimir affirms, "and 
that's an end to that. We are not saints, but we have kept our 
appointment" (51). To wit, given the options of embracing a 
willful death or waiting and talking in hopes of receiving 
meaning from outside of ourselves, humans may choose to 
wait, and to talk, and to keep themselves busy. Estragon 
notes: "We always find something, eh Didi, to give us the 
impression we exist?" 

"Yes, yes," Vladimir agrees, "we're magicians" (44). 
Beckett's portrait of human perseverance at the 

1 All references to Godot are made to page numbers in the 1979 Grove edition. 
'citations from the poems are located by line numbers in the Mulhauser edi-

crossroads of aspiration and material limitations was not a 
model easy for audiences to swallow. Early patrons walked 
out. They refused to accept Beckett's vision as theater or as a 
picture of their lives. Thus, the reputation of Godot for break
ing intellectual ground in the arts. (For a good critical / his
torical overview, see Kenner and Graver.) 

Yet, nearly a century before Beckett's work debuted, 
Arthur Hugh Clough labored over a series of poems collected 
as the "Seven Sonnets" of 1851, which directly anticipate in 
tone Beckett's modernist point of view.2 In fact, while the 
poems were left in manuscript form, the group deserve careful 
attention from readers of Victorian verse. They offer solid 
documentation of Clough's insightful movement toward posi
tions we now regard as norms for art of the generation to fol
low his own. Indeed, they document Clough's importance as 
a thinker. 

What, ask the sonnets, is the basis for human understand
ing of existence, given the limitations of logic, imagination, 
spiritual insight? Moreover, the group question, are we 
not-even as Beckett will demonstrate in Godot-caught 
squarely between "despair" and "hope"? Are we not driven to 
the deliberate, though absurd, ritual of questioning the very 
imponderables of our situation, simply as a means of living? 

ticm, which replicates the text and order of Oough's MS. For a brief descrip
tion of the original text, see Mulhauser 737-38. 
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Even the tone of Clough's poems foreshadows Godot's 
wordy attack on the ability of language to grapple with life's 
quandaries. The sonnets begin and end as formal disputation: 
a logical attempt to quantify the nature of human confusion. 
They replicate, one Clough scholar writes, the "resonant 
gravity" of the intellect at work upon life's essential questions 
as the mind "circles on its own sense of mystery" (Biswas 
371). This is language as ritual, as an act of meaning-making. 
Even as do Estragon and Vladimir's exchanges under their 
scrawny tree, Clough's poems document the edgy, determined 
rhetorical behaviors humans embrace in the place of certainty. 

Sonnet I opens upon the ultimate human fact: Everything 
passes away. Children die. Life cannot be trusted to respect 
"dawning" human beauty (1. 2). Nor, the poem asserts, does it 
seem unnatural that the efforts of the old should be replaced 
by those of the young (11. 4-9). We simply grow accustomed 
to loss. "But," Clough points out, the fact that a person 

Whose perfectness did not at all consist 
In things towards forming which time could have 

done 
Anything-whose sole office was to exist
Should suddenly dissolve and cease to be .. .. 

(11. 10-13) 

is a certainty that tries our deepest understandings. What 
crime can it be merely to exist, that it merits death? The ques
tion daunts human comprehension. 

We can accept, at least intellectually, Sonnet II con
tinues, that the universe, Nature, functions in manners beyond 
our ken. Nature's only "ordinance" being to continue its own 
grand movements without regard to individual, flickering 
human consciousness, we recognize--as theory. 

Yet, the sonnet also acknowledges, we like to believe 
ourselves more than "flowers, beasts." And, if man is to con
ceive of himself as "a Person and a Soul"-in possession of 
some continuing or non-material element beyond that which 
decays-then accepting the limitations of uncertainty and sure 
loss is powerfully disturbing (11. 9-14)! It is one thing to 
embrace Nature as a repository of divine or primary purpose; 
quite another to level ourselves with all the perishable matter 
in Nature's closet, to be the equal of an ant or leaf or tree. 

Romantic pantheism, it would seem, does not soothe 
Clough's concerns. The returning smoke lines along Mr. 
Wordsworth's celebrated woody ridge, with its parade of 
anonymous loss and return, does not provide Clough 
assurances of a cosmic home. 

Nor, Sonnet ill continues, is there necessarily to be 
found relief in some Keatsian song of harvest and autumnal 
splendor. We may well indulge ourselves in the sensuous 
wonder of Nature's fullness at the cusp of season's change. 
Moreover, to "see the rich autumnal tints depart," to witness 
the glow of winter's sun retreat from fields of snow, may a 
"strange thankfulness impart" (11. 1-3, 8). But only because it 
is easier to lose beauty totally than to watch it in the balance, 
to long for its continuance before our senses. The "assurance" 
of loss, the poem counsels, offers pleasure because it conquers 
"blank dismay" (ll. 11-12). Better to lose beauty, than to 
agonize over its inescapable potential to fade. 
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"But," Sonnet IV counters, if, as human wisdom and 
man's heart and narrative story would hold, there is some 
essential bit of identity or existence that is not lost through 
change, then we must believe, as well, that some Thou "still" 
exists who understands or watches over this process of birth 
and decay (1. 12). In addition, with the embracing of such 
belief, the "patient heart" is temporarily satisfied and does not 
push the issue: 'The where and how [of Thou's existence, that 
heart] doth not desire to hear" (1. 14). 

How like the awkward patience of Godot is this satisfac
tion. If we are willing, Clough's sonnets argue, to accept as 
fact the projections of our own thinking, desires, and fictions, 
we can be lulled into a contentment out of which we rarely 
climb to seek ultimate answers. 

Clearly, though, this patience is not an absolute con
fidence, not a faith to move mountains. Sonnet V asks of 
Thou: If it is that you are "casual" (11. 1-2) in creating and 
removing the individual elements of your handiwork, how 
many infinite-seeming ages must pass before "hopes dead
slumbering" in human kind may "dare to reawake" (l. 7)? 
"What worse than dubious chances interpose" between 
humans and divine light to "recompose / The skiey picture 
[they] had gazed upon" (ll. 12-14)? The romanticized adjec
tive skiey itself labels the lost confidence as belonging to 
flighty realms of trust no longer accessible by the narrative 
voice of the poems. What are the odds that a "casual" Maker 
will come to our collective aid, anyway? 

"But," continues Sonnet VI, whether our edgy patience 
be a "self-willed arbitrary creed," a deliberate closed
mindedness in "service of untruth," or merely ignoran
ce-embraced as does a dying man hold to important lies or a 
hunted bird turn away from an approaching enemy-"who 
about this shall tell us what to think" (ll. 3, 7-14)? Who can 
sort out what we are truly to believe? 

Thou remains distanced; "skiey" beliefs lie scuttled over 
time. And humankind lacks the ability, the sonnets worry, 
ever fully to engage the ambiguities of our earthly predica
ment. Whom would we ask for answers? 

Just so, Estragon pleads to discover, in all our human 
thrashing at unresolvables, "what truth will there be?" We 
will inevitably fall back into our endless speaking and forget
ting: "We have time to grow old. The air is full of our cries . 
.. . But habit is a great deadener" (58). We have no one to 
speak with, ultimately, but ourselves. So, we keep doing 
it-that is our magic. The noisy self-questioning keeps us 
alive. Always changing our perspective upon our collective 
plight, but never reaching bottom in our disputations. We play 
through all our intellectual habits; then we wait, to ask more 
questions. The cycle buffers us against encountering the 
knowledge that our existence is difficult to attach to any sur
rounding, defining system of values. 

Thus wonders Clough's final sonnet, as well: "Shall I 
decide it [what to believe] by a random shot?" (1. 1). Impor
tantly, by asking such a question, we are not indulging in emo
tional theatrics. For, our hopes and fears are "not mere idle 
motions of the blood" (1. 3), but sincerely felt. Humans, at 
their best, do recognize the absurdity of their existences. 

That is to say: On the one hand, we must suppose that 
there is a "seed" notion or impulse behind the universe in 

► 

which we live (11. 5-8). Yet, in spite of this urge, we cannot 
escape asking: "What if despair and hope alike be true" (I. 9)? 
In that case, 

The heart, 'tis manifest, is free to do 
Whichever Nature and itself suggest . . . (11. 10-11) 

a choice in which we may initially feel some freedom. 
However, even this sense of freedom does not remove us from 
acknowledging our status: 

.. . always 'tis a fact that we are here; 
And with our being here, doth palsy-giving fear, 
Whoe'er can ask, or hope accord the best? (II. 12-14) 

With which conclusion to the sonnet cycle, readers will 
recall once more the concerns of Godot. There is freedom to 
be had in being cut free of predetermining identities and 
allegiances. But. once severed from cosmic moorings, who 
can say if fear or hope is the appropriate response to our situa
tion? To be constantly questioning the nature of our being is a 
conscious choice. Yet, accompanying that interrogation 
comes the knowledge that such questioning can never end 
with a sense of resolution. Questioning becomes a manner of 
living mirrored in the sonnet series' structure, opening in 
given's, closing with an interrogative. Arguments over 
whether Clough's series is complete, therefore, seem moot: 
The series clearly demonstrates that its logical process cannot 
be concluded.3 It ends in a question, and that is where humans 
have to live-in question. 

The only position that we can affirm in all of our knowl
edge is our still being "here." This status has not changed 
because of or during the rhetorical maneuvering. All we have 
to build upon is physical existence. Even a format as clever 
and demanding as the sonnet offers but counterpoint to the 
knowledge that such arrangements provide artful elaboration 
of irreducible complexities. 

We are, then, magicians: enamored of, devoted to, 
asking enough trying questions to keep our consciousnesses 
engaged for a bit, but always circling back to our being 
"here"- under our tree, on a road to who can say. Waiting. 

Questioning. Knowing that our choice is binary: remove our
selves physically, or patiently abide. We cobble Thou together 
from our worries, hoping it will respond to queries. 

As a result, whatever one labels Clough's sonnet sequen
ce-"early modem" or "pre-existential" or simply "high-water 
Doubt"-the group should not be overlooked in studies of 

'Katherine Chorley notes of the sonnets: "the drafts in [Qough's] 1851 
notebook, although veiy carefully worked over even as regards superficially 
insignificant words, do not always show whether he had made his final deci-
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essential Victorian verse. Arthur Hugh Clough, writing with 
admirable facility in a demanding poetic form born of Renais
sance faith in intellect, has captured the spirit of art for a gen
eration to come, a time when faith in intellect, ironically, will 
falter. He has peered deeply into concerns that will found 
twentieth-century Western philosophical discursion. Clough 
has realized that the modem world will sprout endless per
spectives, but very few final explanations. 

Additionally, Clough is disarmingly honest, his resolu
tion to the series of poems being not to resolve the ambiguity 
uncovered in the course of their rhetorical progress. This will
ingness to identify the "here" of existence with an acceptance 
of the ineluctable nature of the questions he pursues would 
alone mark the sonnet sequence as sufficiently courageous to 
merit critical attention . . . and more frequent inclusion in 
standard anthologies. 

Here, the expected mid-century philosophical solutions 
are never embraced-not romantic absorption into Nature, not 
leap (or return) to faith, not the continuity of sensuality, not 
even the hard resoluteness of agnosticism. As will Beckett in 
Godot, Clough leaves his art asking questions for the sake of 
asking, waiting for answers that the narrative voice apparently 
knows will not come. Whom do we ask? Juggling "hope" 
and "fear" as equals, we comprehend that all the conceivable 
ultimate solutions are quite probably projections of our own 
desires. 

This is Arthur Hugh Clough's lonely, remarkable stance 
in his seven sonnets. They capture the thinking of an artist 
who has stepped into an intellectual arena that will attract, and 
stagger, minds from the age of Picasso on. 
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awkward and limiting, but in fact attempts to improve 
upon conventional Eurocentric ways of telling stories" 
(xi-xii). 

Moon, Marjorie. Benjamin Tabart' s Juvenile Library: A Bib
liography of Books for Children Published, Written , 
Edited and Sold by Mr. Tabart, 1801-1820. Winchester: 
St. Paul's Bibliographies; Detroit: Omnigraphics, 1990. 
Pp. xvii + 180. $90.00. Contents: "Alphabetical Biblio
graphy of Books Published, Sold, Written and Edited by 
Benjamin Tabart," "Books Advertised by Benjamin 
Tabart;" and appendices on "The Book Trades," "The 
Preface to William Godwin's Bible Stories," ''Tabart's 
Catalogue, 1801," and "Some Notes on the Illustrations 
for Lhe 'Silver Penny' and the 'Little Man and Little 
Maid,"' plus a chronological index. 

Myers, Robin. The Stationers' Company Archive: An Account 
of the Records 1554-1984. Winchester: St. Paul's Bibli
ographies; Detroit: Omnigraphics, 1990. Pp. xlviii + 
376. $110.00. "The present work . . . consists of an his
torical introduction tracing the growth and progress of 
the archive, an annotated catalogue of the bound volumes 
of records, two registers of supplementary documents, 
with a computerised name index to both compiled by 
Professor Peter Isaac .. .. A Glossary of Terms is pro
vided as an aide memoire to the Company's organisation 
and membership; there is a list of secondary works for 
further reading . . . ; there are also appendixes which 
reproduce or reconstruct various lists, .. . and finally, an 
index to the whole" (xiii-xiv). 

Pearce, Lynne. Woman I Image I Text: Readings in Pre
Raphaelite Art and Literature. Toronto & Buffalo: U of 
Toronto P, 1991. Pp. xiii+ 161. $85.00 (cloth), $24.95 
(paper). "This book ... . is not simply a book about the 
representation of women in Victorian art and literature; it 
is also an attempt to address the problem of what the 
twentieth-century feminist is to do with such images. 
The 'women' of the book's title are thus both the women 
then, and the women now: women as subjects of dis
courses, and women as consumers" (1). Includes chap
ters on "Towards a Theory of Gendered Reading," "The 
Virgin," "Beatrice," "Mariana," "The Lady of Shalott," 
"Isabella," "Madeline," "Guenevere," "Venus," and 
"Gendered Reading in Practice." 

Raby, Peter. Samuel Butler: A Biography. Iowa City: U of 
Iowa P, 1991. Pp. xi + 334. $32.95. 
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Shaberman, Raphael B. George MacDonald: A Biblio
graphical Study. Winchester: St. Paul's Bibliographies; 
Detroit: Omnigraphics; 1990. Edition limited to 500 
signed copies. Pp. xvi+ 176. $130.00. Contents: An 
introduction and chronology, "A Classified Handlist of 
First Editions," "Works by George MacDonald," 
'Translations of MacDonald's Works," "Selections from 
George MacDonald," "Dramatisations," "Writings about 
George MacDonald." Appendices include: "Gustav 
Holst's 'Phantastes' Suite," "George MacDonald and 
Lewis Carroll," "Two Letters . . . to Phoebe Powell," 
"Letters from Alexander Strahan .. . ," Letter . . . to his 
cousin James MacDonald," "Centenary of Birth, 1924," 
"'An Invalid Winter in Algeria' (reprinted from Good 
Words)," and "'A Journey Rejourneyed' (reprinted from 
The Argosy)." 

Shaw and Politics. Shaw: The Annual of Bernard Shaw 
Studies, vol. 11. Ed. T. F. Evans. University Park: 
Pennsylvania State UP, 1991. Pp. vi + 314. $35.00. 
Includes 16 essays plus six reviews and "A Continuing 
Checklist of Shaviana." 

Spreading the Word: The Distribution Networks of Print 
1550-1850. Eds. Robin Myers and Michael Harris. 
Winchester: St. Paul's Bibliographies; Detroit: 
Omnigraphics, 1990. Pp. [xiv] + 241. $70.00. Con
tents: Eiluned Rees, "Wales and the London Book Trade 
before 1820"; Warren McDougall, "Scottish Books for 
America in the Mid-18th Century"; Charles Benson, 
"Printers and Booksellers in Dublin 1800-1850"; Tessa 
Watt, "Publisher, Pedlar, Pot-Poet: The Changing 
Character of the Broadside Trade, 1550-1640"; Michael 
Harris, "A Few Shillings for Small Books: The Experi
ences of a Flying Stationer in the 18th Century"; Ian 
Maxted, "Single Sheets from a Country Town: The 
Example of Exeter"; C. Y. Ferdinand, "Local Distrib
ution Networks in 18th-Century England"; Michael 
Perkin, "Egerton Smith and the Early 19th-Century Book 
Trade in Liverpool"; John Feather, "The Country Trade 
in Books"; Warren McDougall, "A Catalogue of 
Hamilton, Balfour and Neill Publications"; and an index. 

Stem, Marvin. Thorns and Briars: Bonding, Love, and Death 
1764-1870. New York: The Foundation of Thanatology, 
1991. Pp. xviii + 228. $27.00 paper. This family his
tory is divided into two parts: "1764-1805- Harriot 
Clinton and Her Daughter, Harriot" and "1764-
1870-The Clinton and Holroyd Families." 32 illustra
tions. 

The Collected Letters of George Gissing. Vol. 2, 1881-1885. 
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Ed. Paul F. Matthiesen, Arthur C. Young, and Pierre 
Coustillas. Athens: Ohio UP, 1991. Pp. xxx + 393. 
$55.00. Includes more than 300 letters fully annotated, 
most of them to Gissing' s brother Algernon, as well as a 
chronology, intro., two indexes: of persons, and of titles, 
places and miscellanea. 

Thackeray, William Makepeace. The History of Pendennis. 
New York: Garland, 1991. Ed. Peter L. Shillingsburg. 
Pp. xxii + 499. $100.00. "The purpose of this new edi 
tion is, first, to present the text as much as possible as 
Thackeray produced it and second to show the composi
tion and revision of the work. The text is based on a 
comparative study of all extant versions from the now 
fragmented manuscript to the last edition touched by the 
author. The present reading text is, basically, that of the 
first edition" ((vi]. Includes more than a hundred pages 
of illustrations, introductions, notes on textual apparatus, 
a record of text variation and related documents. 

Trollope, Anthony. The Belton Estate. Intro. David Skilton. 
London: The Trollope Society, [1991]. Pp. xvii + 365. 
£18.95. "The present edition follows the text of the 
serial version in the Fortnightly Review [15 May 1865 to 
1 January 1866] with some minor errors corrected" 
(xvii). To order the volumes in the projected complete 
set of Trollope's novels, individuals contact The Trol
lope Society, 9a North Street, London SW4 0HN, UK; 
libraries and institutions contact Pickering & Chatto, 17 
Pall Mall, London SWl Y 5NB, UK. 

The Duke's Children. Intro. Roy 
Jenkins. London: The Trollope Society, [1991). Pp. xvii 
+ 565. £23.95. "The present text follows the serial text 
from All the Year Round [4 October 1879 to 24 July 
1880] with minor emendations" (xvii). See preceding 
entry for ordering information. 

Walton, Priscilla L. The Disruption of the Feminine in Henry 
James. Toronto, Buffalo & London: U of Toronto P, 
1992. Pp. viii + 179. $40.00. "The interconnection 
between femininity and absence is the focus of this study 
. . .. " (4) "I would suggest that the link between the two 
derives from the ways in which both femininity and 
absence work to subvert Realism's overt effort to depict 
' life' referentially. Indeed, the ' presence' of femininity 
and absence foreground the absence of referential 
knowability and emphasize the inherenet instability of 
language" ([13]). 

Welsh, Alexander. Strong Representations: Narrative and 
Circumstantial Evidence in England. Baltimore and 
London: Johns Hopkins UP, 1992. Pp. xi + 262. $29.95. 
"This boolc argues that strong representations which 
make the facts speak for themselves .. . , became the 
single most prominent form of narrative in the later 
eighteenth and nineteenth centuries. In any era a narra
tive amounts to a way of thinking, a process of sorting 
things out temporally, for many purposes . .. . In this 
period, narrative consisting of carefully managed circum
stantial evidence, highly conclusive in itself and often 
scornful of direct testimony, flourished nearly every
where-not only in literature but in criminal jurispru
dence, natural science, natural religion, and history writ
ing itself' (ix). 

l1ictorian ~roup j}etus 

Announcements 

Richard Tobias has edited Bibliographies of Studies in Victorian Literature for the Ten Years 1975-
1984. New York: AMS Press, 1991. 1130 pp. It is a compilation of the Victorian bibliographies appear
ing annually in Victorian Studies and supplements Ron Freeman's compilation for the years 1965-74. The 
editor and Barbara N. Tobias have provided an index. 

"Homes and Homelessness: Charles Dickens and the Victorian Imagination" is the subject of a con
ference 8-11 June 1992 at Hebrew University, Mt. Scropus, Jerusalem. For a program write: Murray 
Baumgarten, The Dickens Project, 354 Kresge College, University of California, Santa Cruz, CA 95064 or 
H. M. Daleski, English Department, Hebrew University, Mt. Scropus, Jerusalem, Israel. 

Victorians Institute Conference 2-3 October 1992, College of Charleston, has as its theme Tennyson 
2000: Rethinking and Reappraisal. Ten-page papers on any aspect of Tennyson should be submitted by 1 
July 1992 to Dennis Goldberry, English Department, College of Charleston, Charleston, SC 29424. 

Conference Announcement: "Victorian Literature and Victorian Visual Imagination," 6-9 August 
1992 at the University of California, Santa Cruz. For Information write John 0. Jordan, The Dickens Pro
ject, 354 Kresege College, University of California, Santa Cruz, CA 95064. 

Victorian Studies invites submissions for a special issue entitled "Victorian Sexualities." Essays 
which emerge from interdisciplinary study are particularly encouraged. Submissions should be sent to 
Donald Gray, Editor, Victorian Studies, Ballantine Hall 338, Indiana University, Bloomington, IN 47405. 
Deadline for submission is 1 June 1992. 

RSVP Third Annual VanArsdel Prize will be awarded to the outstanding essay on British Victorian 
periodicals, written by a graduate student. The winner will receive $100 and publication in VPR . The 
paper may have been submitted for a graduate class, or as a chapter of a thesis or dissertation, and must be 
the product of the student's own original research with historical, critical, or bibliographical emphasis on 
the importance of periodicals to the history and culture of Victorian Britain, Ireland, and the Empire. The 
unpublished paper (10 to 20 pp. including notes) may be in the areas of art, music, history, literature, 
science, etc. RSVP reserves the right to withhold the award if no paper meets the criteria of quality writ
ing, accuracy, and contribution to the field. Two copies of the paper are to be submitted by 1 June 1992 to 
William Scheuerle, 18412 Timberlan Dr., Lutz, FL 33549. 

RSVP 1992 Conference will be held 10-12 July 1992 at Manchester Polytechnic. Papers will be pre
sented on reading Victorian periodicals, research methodologies, and representations and localities. For 
infonnation write Margaret Beetham or Alan Kidd, English and History Department, Manchester Polytech
nic, Ormond Bldg., Lower Onnond Street, Manchester, MIS 6BX, England. 

Notice 

The number on your address label is the number of the last issue covered by your subscription. 
Renewals should be made at the rate of $5/yr. or $9/2yrs.---$6/yr. foreign and Canada. 

Back issues of VN, at $4 per copy ($5 for Index) are available for the following numbers: 8, 20, 23, 30, 31, 
32, 35, 36,37,38,40, 41,43,45,47,49,51,53,54, 55,56, 57,58,59,60, 61,62,63,64,65,66, 67, 68, 
69, 70, 71, 72, 73,74,75, 76, 77,78, 79,80,Index. 
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