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In my youth’s summer I did sing of One,
The wandering outlaw of his own dark mind;

(Byron, Childe Harold)

Dark Sappho! Could not verse immortal save
That breast imbued with such immortal fire?

(Byron, Childe Harold)

In order to question and explore the complex power relations between man and woman in early Victorian England, the two eldest Brontë sisters seem to use several strategies of representation and dramatisation of political and sexual transgression in their respective poetry. While Charlotte chooses primarily a male perspective to portray female disempowerment in her poems, in Emily’s work a female perspective of male disempowerment predominates; nevertheless, these perspectives may often shift and cross-dress according to each author’s individual development and her corresponding poetic fiction. I will argue that these methods of representation derived for the most part from the classic poetic traditions of the image of male and female ‘abandonment’ inaugurated by Sappho, but also from the overwhelming myth of personality that the character of Byron elicited through his fictionalised creations (both male and female), and his own ambivalent and controversial reputation as a poet and a man.
 

The image or theme of abandonment as an artistic and literary ‘pre-text’, notwithstanding its variations through the ages, is as old as poetry itself and a sort of undying myth, constituting also the oldest and richest literary resource for comparing the sexes. 
 In this forsaken and out-of-control figure, Lawrence Lipking finds not only a partial record of women’s experience but above all a model for the poet; he uses the poetry about ‘abandoned women’ to compare the ways by which men have imagined women and women have imagined themselves, but also to reconsider the major male poets, including Byron, Tennyson and Eliot.
 To find the suppressed woman in George Gordon, as well as his (mis)understanding of feminine nature, Lipking claims, one needs to discover Byron’s literary secret, that is, his schooling in the traditions of abandonment initiated with Sappho and Ovid and perpetuated by Pope and Rousseau’s love epistles (34-36). No wonder that the epic hero, that Byron represented often mockingly in his poetic dramas, tends to define (and assert) himself invariably by leaving a woman behind.
 But Lipking argues that the poet was also familiar with the personal experience of abandonment, as an autobiographical fragment of 1816, “The Dream”, seems to testify.


Similarly, Charlotte Brontë’s juvenile poems of the Glasstown and Angrian sagas, portraying (in the third person) or voicing (in the first person) lonely, longing wives and neglected mistresses, appear to somehow acknowledge, recognise and reflect these traditions, even if only indirectly through the influence of Byron himself. But she simultaneously introduces the notorious figure of the Byronic hero – the proud aristocratic male, in the guise of poet, soldier or explorer (embodied by the character of the Marquis of Douro, later Duke of Zamorna), who is responsible for seducing and deserting countless women.
 Moreover, these early compositions will anticipate the author’s later concern with, and conception of, the novel heroine (as represented, namely, in Jane Eyre).
 Therefore, this influence is of a double nature: literary or firmly grounded in the poetic tradition absorbed through Byron, and personal, or based in Byron’s supposed personality.

Coincidentally (or not), Ovid’s Heroides , a set of variations on the theme of a woman whose lover has left her, from Penelope to Sappho, was the first work to define ‘heroinism’ – the woman as hero and, sometimes, the woman as poet.
 But if, for Ovid and many of his male (and female) followers, to be a ‘heroine’ means being abandoned, with all the implications of suppressed womanhood, for a poet as Emily Brontë it may mean precisely the opposite. In her fictional poems derived from the independent Gondal saga (only shared by her younger sister, Anne), she deliberately seizes the traditional image of the ‘abandoned woman’ as defined by Lipking, and duly represented in her sister’s earliest Angrian writings, and reverts it completely, introducing instead the doubly implausible figures of the ‘abandoned’ or ‘doomed man’ and the Byronic woman or heroine.
 In positing such a challenge to poetic tradition, Emily simply acknowledges the possibility that the gendered lyric voice of abandonment can be uttered as intensely and dramatically by a man. 
The proud and tragic A.G.A. (Augusta Geraldine Almeda), who bears the same name as Byron’s half-sister (Augusta Leigh), is the feminine version of Zamorna and Emily Brontë’s most important poetic persona. Like her male counterpart, she defines her career by the interminable line of broken-hearted lovers that she successively abandons or destroys. The Queen of Gondal is not only a first prototype of the Victorian epic heroine but also an enunciator of poems, a poet in her own right.
 Furthermore, like Charlotte’s hero, she moves actively in the high spheres of power, exerting her brilliant but cruel dominance through the vehemence of her gestures and the eloquence of her speech. Like Zamorna, and like Byron’s heroes (including Harold), she also moves in a complex and violent background of conflict, war and suffering.

In Charlotte Brontë’s juvenilia, the Duke of Wellington, hero of the recent wars against Napoleon and a prominent Tory politician, would play a major part. 
  Gradually, his two sons, Charles and Arthur Wellesley, gain more prominence and, in 1830, Charles becomes the narrator of many of Charlotte’s poems; some of these record the love affair between his own brother (the Marquis of Douro) and the angelic Marian Hume, the daughter of Wellington’s physician. The poem titled “Miss Hume’s Dream” (1830), anticipating Tennyson’s “The Lady of Shalott” (1832-33) due to the presence of a solitary lady embroidering her “net-work veil” and a towering palace “from which she awaits her absent love”, represents the other side of British expansionism: those who stay behind, i. e., women. Arthur Wellesley, now become the Marquis of Douro, is a brave soldier and poet-to-be, but he does not hesitate to leave his betrothed Marian in England to go and conquer or explore the coast of Africa, where he eventually finds other more exotic interests that completely obliterate his memory of this love. Deprived of Arthur’s presence and of news of him, Marian is left to wonder and ultimately to die of anxious suffering:

She gazed and gazed till tears’ gan

start

From deep sad fountain of her heart,

[…]

To think that Arthur was not there

The mighty work with her to share

[…]
(11-13, 21-22)

In her distress, she imagines that she sees and hears Arthur, suddenly back home (“For he was standing there”) but, in fact, it is his ghost that visits her in dreams: “Arthur like empty air // Full fast before her noiseless flies” (36-37). Charlotte wants her and us to interpret this visitation as an omen that Arthur, in true Byronic fashion, will not come back to her.
 The fate of Marian could be seen as representing that of many wives and daughters of the British Empire at this period: waiting and grieving the absences and deaths of others.


Marian’s hero does not only exhibit military pretensions (the ones that would win him the title of ‘Marquis’) but, as ‘honorary member of the academy of artists’, also literary ones. The role that Charlotte attributes to the figure of the Poet-Hero (clearly modelled on that of Byron himself) is patent in “The Violet”, a long poem of 1830 signed ‘Marquis of Douro’ and ‘Charlotte Brontë’. The hot desert of the land that Arthur helped to discover seems at first to inhibit his poetic vein but he is suddenly inspirited (or inspired) by “a gentle breeze […] with low, wild moaning” which causes thoughts to rise ‘within his spirit’s cell’ (37-38, 42).  It is by thinking of the ‘Greek Bard’, Homer, and of his glorious heroic verse (“thy martial song”), and especially how ‘degenerate’ in comparison the sons of Athens and Sparta have become, that Douro now claims for Britain the birthplace of poets: “Parnassus […] holy nine: / […] now in fair Britain shine” (69-72). In this new heroic era, new bards have emerged to hail marvellous deeds:

And sons of Albion in the rank

Shine crowned with honours they have won;

For deeply of the fount they drank:

The sacred fount of Helicon!
(109-112)

In the same classic fashion of Byron’s initial invocation to the muses in Childe Harold, the male speaker addresses the Muse of previous British bards as a life-bestowing Mother: “‘Nature, unveil thy awful face! / To me a poet’s power impart. […]” (118-119). 


Another poem of 1830, “Matin”, in which homesickness seems to affect a love-lorn Douro, is used to express his yearning for the beloved Marian. Showing a reversal of perspective in the typical situation of abandonment, the male speaker seems incapable of singing of England’s beautiful landscapes, “Oh! I might sing of pastures, meads, and trees, / Whose verdant hue is tinged with solar beams” (13-14), because of his beloved’s absence (“These I could sing if thou wert near me now”) and the immense element that separates them, “… great waters of the mighty deep, / Howling like famished wolves, roll us between” (25-26). But ethereal, angelic Marian is more of a muse, an instrument to restore Douro’s fading poetic inspiration, than a real woman: “shed on my darkling page their ray divinely bright”, “Then I will sing a song worthy of morn and thee!”(24, 64).


The two realms of the British ‘homeland’ and the African ‘colony’ represent or symbolise also the respective feminine and masculine Victorian spheres which are made quite distinct in Charlotte’s early juvenile poetry. The male’s function is conquest (in its double meaning), or any other public or outward intervention, while the female’s is to fulfil her passive domestic role (that, in turn, will legitimise the male’s ‘home-sickness’). “Song”, a poem that the Marquis of Douro sang to Marian Hume to appease her jealousy of another more independent female rival (the ‘bluestocking’ Lady Zenobia Ellrington)
, seems to confirm Charlotte’s consciousness of this separation of spheres (which she at this early age –  fourteen – does not yet directly question or challenge):

[…]

So she who sweetly shines at home

And seldom wanders thence,

Is of her partner’s happy dome

      
The blest intelligence

The highest talents of her mind,

The sunlight of her heart,

    Are all to illumine her home designed,

      And never thence they part.
(5-12)


Interestingly, in an elegiac poem written around February 1833, Arthur Wellesley – now become the Duke of Zamorna due to his military feats in the colonization of the new territory of Angria – seems to fully assume his reputation of conquest. 
 What appears to be a conventional poem of mourning for Zamorna’s much missed nurse and foster mother (“Justine, upon thy silent tomb”), turns out to be a proud statement of his lack of repentance for having broken his vows and made a mistress of Justine’s daughter (and a villain of himself). More interesting, though, is his poetic reflection on death, in which he compares Justine’s ultimate fate with the fate he predicts for himself:

O, might I find a dwelling but half so calm as thine,

[…]

But the wild, the raging, billow is a fitter home for me:

The coral for the willow; for the turf the tossing sea.

(41, 43-44)
As a man, a sailor, and a conqueror, whose life has been fiery and stormy, he expects an equally fit end at sea. The implication is that man’s fate is to wander abroad whilst woman’s destiny is directly linked with a fixed or hidden place – home or homeland – and also with earth (the ‘turf’). Again, woman is impotent to do anything about man’s interventions because she is literally dead: “But the turf with its flowers and fern-leaves green doth / hide thee jealously” (8).


In 1831, Branwell Brontë had introduced a new hero, Rogue or Rowan, later called Alexander Percy, a rebel against political authority to whom Charlotte gives a Byronic past with a variety of wives and mistresses. Zamorna’s most charismatic rival is a reputed pirate at the service of the Empire (reminiscent of the national heroes, Sir Frances Drake and Walter Raleigh, as well as Byron’s Conrad or ‘Corsair’). Rowan is, like Zamorna, an unscrupulous adventurer with even a more sombre character, whose mysterious power – rendering him invincible – has a supernatural origin, as a poem of 1833 tells us:

He hath lived long the terrible, the feared

Of all that journey on the sounding sea;

And long hath in the storm of battle reared

His blood-red pirate flag triumphantly.

[…]

And ever it was rumoured through the land

That he was guarded by a spirit’s might;

For still a shield, […]




Hovered around him in the raging fight;

      And still, when fiercest tempests swept the sea,

     His stately ship sailed on, unscathed and free.

[…]
(31-34, 37-42)

Rather unexpectedly or ironically, Charlotte chooses to present this ‘Manfred’ at a climactic or critical moment of his life – the moment when he finally comes face to face with death (at old age) and is unheroically filled with uncontrollable and irrational fears:

There lies Lord Rowan, all his eyes’ dark light

Quenched in the lapse of time; […]

[…]

The wealth of nations shines resplendent round;

But shadowy horrors cast o’er him their gloom,

And near his death-bed fiendish whispers sound,

Calling his soul […]


   (13-14, 20-23)





This man’s fears have reason to be; in the past he has made a Faustian pact with the Evil one to protect his life and, in return, sow death and destruction around him:

Now that dark contract, […]

He sealed with solemn oaths, weighs on his breast

A fiery burden, that eternally

Will shut his spirit from the haven of rest,

[…]

But now he feels the ghastly king draw nigh;

The life-blood turns to ice in every vein,

[…]

[…] Death will have his prey,

And ‘mid responsive shrieks his spirit bursts away.
(25-28, 43-44, 47-48)

Thus, in “Death of Lord Rowan”, Charlotte gives us a portrait of imperial decadence, which culminates pathetically with the emancipation of the soul from the lifeless body, implicit in death, and the additional curse of eternal damnation.


The world that Charlotte creates in these early stories and poems – a reflex of Byron’s plunge into the high life of Regency fashion – is one dominated by images of power and submission,
 where doubles and alter-egos abound and, as Sally Shuttleworth states, “the boundaries of masculine and feminine identity are subject to constant questioning and dissolution” (101); in fact, “the manuscripts playfully test and transgress the conventions governing the representation of character and psychology.” (102). The questioning of masculinity in Charlotte’s poems is paralleled by an analysis of the construction of femininity. The passionate Zenobia Ellrington, a ‘bluestocking’ in the tradition of Mme. de Staël, combines emotional excess with formidable learning, thus “trespassing on the male sphere of power and privilege” (106). Douro makes it clear that her intellectual attainments may render her undesirable by robbing her of her femininity for, when he sends Zenobia one of his manuscripts to correct, he indirectly compares her to his angelic wife (Marian):
‘The pearl within the shell concealed

Oft sheds a fairer light

Than that whose beauties are revealed 

To our restricted sight.’
(1-4)

Apart from this almost exceptional version of the Byronic female character – “eyes jetty black”, “dark glowing complexion”, “conversational talent” (Beer 203),
 the landscape of Angria is populated by a “whole series of imprisoned women, Zamorna’s mistresses, all shut up in lonely houses, pining away, consumed by their own emotions” (Shuttleworth, 109). Very generally, men dominate women “through their fierce gazes which lay bare the hidden secrets of their victims, thus rendering them their slaves.” (110); 
 like his rival Percy, Zamorna becomes less a character than a system of power. The intense love-hate relationship between these two characters is closely analysed in “And When You Left Me” (1836); seemingly a standard female plaint to the man who has abandoned her (that is, Mary Percy’s lament addressed to Zamorna), it becomes in fact a letter written by the exiled Zamorna to the militarily victorious Percy:
Harassed by his malignity so cold
And unprovoked and bitter, I’ve come home,
And full of stricken thoughts I never told,

Bearing upon my brow my spirit’s gloom,

[…]

[…] Oh, I see him bending

Over his child; I watch her soul ascending

Out of her dying eyes. Now is my time:

All rushes on me; could I speak the feeling!

Now, Percy, whom in spite of blood and crime

I loved intensely, dark thy doom is sealing.

Am I not well avenged? Struck in her prime,

Dies thy fair daughter, her last look revealing,

Her last word telling – to what hand she owes

Her grave beneath this avalanche of woes.

[…]
(175-178, 318-326)
Zamorna reveals his darkest secrets, namely that he married Mary because she was his rival’s daughter and, in revenge for his own banishment, he aims to break Percy’s heart by causing Mary’s death. As Shuttleworth has pertinently observed, it is “the unsavoury lust for power” which “governs the gender and social politics of this ‘mythical’ realm” (121).

Byron states in his Preface to Cantos I and II of Childe Harold that his intention was to ‘deepen’ this character (“a shameless wight”) as “he drew to the close”, to ‘fill up’ “the sketch of a modern Timon, perhaps a poetical Zeluco.” (MacGann 21).
 This is precisely what Charlotte Brontë does with the character of Arthur: to show her initially idealized hero progressively more misanthropical, vicious and wicked until he becomes a lost-souled despot. But if for Byron the creation of the hero “such as he is” (21) bears the implication of an absence of morality, “he never was intended as an example” (21), for Charlotte this may not have been the case. If, at the beginning, she looks up to her hero as the epitome of male perfection, in the end there is no doubt that she totally disapproves of him (and his sexual and political views); detaching herself from both his deeds and the tyrannical influence over her mind, she ‘dismisses’ him in a poem that describes his violent death at the hands of Percy:
[…]

When there are lands and lives and souls to save

What is a single transient mortal’s worth,

[…]

Yet, crush remorse and quell the starting tear,

Grasp the sharp brand! Look, yonder towers his crest.
Now, Patriot, rise o’er mercy, softness, fear.

Plunge to the red hilt in his noble breast,

Send the young Despot to his last high rest.

[…]

And then let darkness fold him in its gloom,
Then let corruption brood triumphantly

O’er what was once so proud, so bright, so high,

[…]
(39-40, 46-50, 66-68)

But in the same way that Harold had represented for Byron the embodiment of his creative force (“a being more intense”, “soul of my thought”),
 this forsaken hero had played the role of Charlotte’s inspiring muse or imagination (“self conceived light”, “a gem upon the brow of doom”) for more than a decade.
It is precisely after Zamorna’s ‘dissolution’ that another character is slowly delineated and allowed to emerge – an unnamed woman, and more specifically Zamorna’s daughter (with all that this reversal of genres may imply). “Mementos” is a poem which revisits the ghostly mansion that Mary Percy inhabited and summarises the cause of her disappearance – “She gave her hand, then suffered wrong; / Oppressed, ill-used, she faded young, / And died of grief by slow decay” (95-97). But we are also told that this doomed woman had left a daughter, “a forsaken child”, “that ne’er its mother knew” and for whom her “impure and wild” father, “absorbed in vice”, “little cared” (110-113). 
 The only live witness of these dark deeds (the housekeeper) is also the speaker of the poem who reveals in fragmentary fashion the inglorious fate of Zamorna: “They named him mad, and laid his bones / Where holier ashes lie; / Yet doubt not that his spirit groans / In hell’s eternity” (250-253). It is impossible not to associate this end with Byron’s own death, as it had been popularised and as it lived in the public imagination (if not in the poet’s own mind). “Mad, bad and dangerous to know” had been Lady Caroline Lamb’s memorial to the man who had forsaken her. 
Charlotte was perfectly aware of this and felt that she had to present an alternative idea or character to her public, one with which she could identify herself more. The poem “Mementos”, published just one year before Jane Eyre came before the public eye (1846), effectively marks the moment of ‘birth’ of a completely new type of heroine, a preview of Jane – with only a few traces of Zenobia’s learned and cosmopolitan behaviour and many similarities with the character of the woman poet Charlotte had become:
[…]
She grew uncherished – learnt untaught;

To her the inward life of thought

Full soon was open laid.

I know not if her friendlessness

Did sometimes on her spirit press,

[…]

The book-shelves were her darling treasure,

[…]

A keen and fine intelligence,
[…]

But bloom or lustre was there none,

Only at moments fitly shone

An ardour in her eye,

[…]

Her speech, too, was not common speech,

[…] oft the force of eloquence

[…]

Her fervid soul transfused
Into the hearts of those who heard,

[…]

Yet in gay crowd or festal glare,

Grave and retiring was her air;

[…]

She bore in silence – but when passion

Surged in her soul with ceaseless foam,

The storm at last brought desolation,

And drove her exiled from her home.

She crossed the sea – now lone she wanders
[…]

Fain would I know if distance renders

Relief or comfort to her woe.

[…]

(115-200)

Although the differences in relation to the stereotyped ‘Marian’ characters are easy to detect in this excerpt – intelligence, knowledge, eloquence, self-determination or initiative – the same sense of isolation, desolation and suffering that affects the traditional ‘doomed character’ permeates this woman’s text. As Byron’s Harold learned at the end of his ‘pilgrimage’, and as Jane Eyre herself would experience, it is not by abandoning home/homeland that she will evade her fate as a woman. Her feelings, her love, will eventually submerge her, just as they did submerge Sappho and her later sisters.  Harold’s existential question is, therefore, quite pertinent in this context: “What exile from himself can flee?”


All of the later compositions of Charlotte Brontë – also published in the 1846 edition of Poems by Currer, Ellis and Acton Bell – seem to present women as the protagonists of their own fates and, consequently, anticipate the poet’s new interest in the more self-determined female character. That is the case of “The Wife’s Will”, in which another unnamed woman refuses to stay at home by herself and is determined to accompany her sailor or soldier husband, thus implicitly refusing to be repeatedly ‘abandoned’ by him every time he has to go away. In “The Wood”, this same woman’s wish has been somehow materialized because she is depicted as sharing in equal terms with her husband the dangerous venture of Channel crossing during the Napoleonic wars. Both poems seem, therefore, to offer an alternative to the fate of feminine abandonment and they represent a real break in the poetic tradition of the forsaken state. 
The long poem “Frances” offers us a more developed and complex image of the abandoned woman, really a preview of Charlotte Brontë’s later heroine, Lucy Snowe, and of the psychological sufferings that induce her painful questionings both on woman’s being and role: “Life I must bound, existence sum / In the strait limits of one mind”, “Must it be so? Is this my fate? / Can I nor struggle, nor contend?” (63-64, 75-76). “The yoke of absolute despair” that her meaningless and loveless existence has caused until her mind is reduced to a “narrow cell” or a “living tomb”, persists only until Frances effectively decides to take the reigns and evade her destiny by her own means:
[…]

‘Rebellious now to blank inertion,
My unused strength demands a task;

Travel, and toil, and full exertion

Are the last, only boon I ask.

[…]

‘The world is not in yonder tower,

Earth is not prisoned in that room,

‘Mid whose dark panels, hour by hour,

I’ve sat, the slave and prey of gloom.

[…]

‘One feeling – turned to utter anguish,

Is not my being’s only aim;

[…]

(185-188, 197-202)

Only then does Frances progress from a hopeless and doomed creature, stigmatised by the rejection of the male, to a strong, purposeful and realistic woman, who declares that no one has to die of a love disappointment anymore. Through this carefully etched portrait, the poet appears to be finally introducing the element of emancipation in her rewriting of woman’s story.

As Irene Tayler has remarked in Holy Ghosts, Brontë wished to probe the problem “of how gender relates to fate: must it always be the women who are swallowed up? Could Zamorna, with all his dangerous glamour, take female form? […]” (161). This was not very probable, as a personal poem written around 1844, a year after the return of Charlotte from Brussels and an unrequited love affair, seems to prove. In it, the poet describes the cruelty and the indifference of the man she loved (her Belgian teacher, Mr. Heger) in very acute terms, using a language heavy with powerful imagery and still redolent of her Angrian style, in which the male element is equated with a pagan god and the abandoned female with a Byronic exile:
He saw my heart’s woe, discovered my soul’s anguish,
How in fever, in thirst, in atrophy it pined;

Knew he could heal, yet looked and let it languish, –  

To its moans spirit-deaf, to its pangs spirit-blind.
[…]

Idolater I kneeled to an idol cut in rock!

I might have slashed my flesh and drawn my heart’s best

blood:

The Granite God had felt no tenderness, no shock;

My Baal had not seen nor heard nor understood.

[…]
In dark remorse I rose; I rose in darker shame;

Self-condemned I withdrew to an exile from my kind;

A solitude I sought where mortal never came,

Hoping in its wilds forgetfulness to find.
[…]

(1-4, 15-20)

According to Irene Tayler, “[…] the father-world was the actual world where we act and are acted upon (…). This was the world of creative ambition, of “doing” in all its range of thrill and menace; the realm of will and power, of audience and art.” (7-8) This was also the world Charlotte wanted for woman and for herself. Emily Brontë was more ambivalent about the male element and the outer sphere of influence; she saw that element as an alien and subversive power, “a fragmenter of her primal, female being” (Tayler 9), and she had a deep suspicion of all forms of power. Emily had to develop for herself a working mythology to account for the relationship of her femaleness to her creativity, a female embodiment of her own creative identity; this “spiritual system”, separate from the authority of the ‘father’, became her own religion.


Nevertheless, the character of Augusta (A.G.A.), Emily’s heroine, seems to have been anticipated by Byron in Don Juan when, with a characteristically knowing air, he describes the nature of women’s love:
Alas! The love of women! It is known 
To be a lovely and a fearful thing;

[…]

And if ’tis lost, life hath no more to bring
To them but mockeries of the past alone,

 And their revenge is as the tiger’s spring,

Deadly, and quick, and crushing; yet, as real

Torture is theirs, what they inflict they feel.

(Canto II, stanza 199)

The ‘fearful’ quality of a strong woman’s love, that Lipking refers to in the case of Juan, 
 was also present in Byron’s tumultuous affair with Lady Caroline Lamb and it would eventually re-emerge in Emily Brontë’s version of the femme fatale.
 The element of ‘fear’—specifically men’s fear of women – derives not only from the passionate attitude of the ‘woman of character’ but from her violent and demanding, sometimes sadistic, nature. The element of ‘revenge’ also defines this woman’s instinctive reaction to abandonment or betrayal and it is as unexpected and deadly as a tiger’s attack. But there is also the more masochistic element that results from all this: self-torture, remorse, guilt – the moment when victim and victimiser share their double misery and become equal in the end. This stanza of Byron’s could be said to adequately summarize all the elegiac laments uttered by Emily’s fictional characters, whether male or female: when ‘strength of character’ meets ‘love’, the result is betrayal or abandonment, which in turn leads to revenge or remorse. These are the ingredients of Shakespearean drama and Greek tragedy, endlessly repeated.

Although abandoned men have proved much less important in the history of poetry, there is still a tradition, of which Sir Thomas Wyatt’s “They Flee from Me” is a relevant example.
 His is the model of male abandonment, caught from the women’s sense of loss, in which the speaker harps on the past, accuses his lover of deserting him, and does not find consolation. But, instead of internalising his abandonment as unending regret as women do, the abandoned man regards it as unnatural and concludes with resentment. For Lipking, “Much of the interest of Wyatt’s lyrics derives from its implicit reversal of sex roles.” (xix). In this reversal, the exchange of power roles is also implicit because the male victimiser becomes himself the victim of (a more powerful) woman. 

Both Byron and Emily Brontë must have absorbed in part this tradition because the two poets have their own repertoire of male abandonment, in which the feminine beloved appears as a figure of repeated deceits and betrayals. As Jerome McGann states, “the Byronic malaise is most acutely expressed as a failure of love” and it is visible in a series of lyrics composed between 1808 and 1816 with several women in mind.
 One written to the servant-girl Susan Vaughan declares “Again deceived! again betrayed! / In manhood as in youth”, another lyric addressed to Lady Caroline begins “Go- triumph securely – that treacherous vow / Thou hast broken […]”. In “The Dream” (1816), the male poet (Byron) tells the story of his first love and of his shameful rejection; in “To Thyrza”, the male speaker addresses directly his beloved, saying: “thou / Hast fled, and left me lonely here”, but the reason behind this abandonment is death (of the woman) and not betrayal: “The heart that gave itself with thee/ Is silent – ah, were mine as still!.” (14-16, 45-46). The culminant Byronic text in this line is Manfred, in which the hero says of his epipsyche Astarte “I loved her, and destroy’d her !” (II, ii, 117).
This variation which the passing way of the beloved comprises is itself extremely susceptible to poetic exploration, namely in elegies. Emily Brontë has herself immortalised several figures of male abandonment (most famously, Heathcliff), some of which speak to us from the grave or are, in turn, eulogised by the female victimiser (as is the case of “Remembrance”). A.G.A.’s successive doomed lovers, Alexander Ëlbe, Alfred Sidonia and Fernando de Samara, let us hear their tortured and reproachful voices in prison, exile or the battlefield,  and they all end up dying after the fatal woman has abandoned or betrayed them. As we have very little knowledge of the woman poet’s private feelings or life, we can never affirm, as we can in the case of Byron and even of Charlotte Brontë, that Emily had had some love experience which resulted in disillusionment.
 But, like her oldest sister, she certainly went through the experience of abandonment as a child and that, apparently, was the fodder for her overreaching analysis of the forsaken state.
Lipking’s theory also applies to the idea or pattern which is prevalent in Emily Brontë’s fictional realm: that it is a woman’s “depth of abandonment” which “eventually opens a world of loss into which” the male “plunges and which he will never afterwards escape” (xx). In fact, Ëlbe’s, Sidonia’s and de Samara’s successive intimacy with the proud but doomed Augusta could be translated into identity with her desolation, from which they catch the infection of her dark fate. As Lipking has acutely argued, the ‘cross-dressed’ poems that result from this pattern have a crucial place in the poet’s development, namely (I would add) in his/her representations of power and transgression. “Those who are abandoned may be banished by the one who controls them or they make take the reins entirely into their own hands […] Victim or outlaw, powerless or powerful”, he/she “can change in an instant from the acted-upon to the actor” (xvii). This as long as their poetic discourse incorporates both senses of abandonment: the physical predicament and its spiritual consequences.
In the first poem that A.G.A. dedicates to her beloved, but also betrayed, Alexander (March, 1837), she recalls his last moments by lake Elnor (the site of a recent battle) “shuddering to feel the ghastly gloom / That coming Death around him threw” (31-32). But Augusta recalls, above all, his despair at dying in exile and trying, in vain, to retain the memory of his homeland (now under Augusta’s control):
[…]
And still before his spirit’s eye

Such wellknown scenes would rise and fly

Till, maddening with despair and pain

He […]

Wildly cried, “Oh once again

Might I my native country see!

[…] To die – and die so far away

When life has hardly smiled for me – 
[…]

(53-62)

Similarly, the closing act in the story of Fernando de Samara is presented in a powerful poem written in 1838. This forsaken male character addresses in grim exile (“I’m drear and lone and far away”) the portrait of his beloved, but treacherous and unfaithful, Augusta, only to curse her frantically and then commit suicide. The reason for this desperate act being the passionate love which, in spite of his will, he cannot control and which transforms him into a helpless but determined victim. Fernando’s performance is not only that of an ‘abandoned man’ but of a truly Faustian character that, in his “dark decline”, formulates a vehement curse on his sadistic female lover:
[…]

I have breathed my only wish in one last, one burning
prayer – 

[…]

That set on fire my heart, but froze upon my tongue – 

And now it shall be done before the morning rise;

[…]

Thine eyes are turned away – […]

Their dark, their deadly ray would more than madden me

[…]

Oh could I know thy soul with equal grief was torn – 
This fate might be endured – this anguish might be borne!

[…]

And could she see me now, perchance her lip would smile

Would smile in carless pride and utter scorn the while!

[…]

Unconquered in my soul the Tyrant rules me still – 

Life bows to my control, but Love I cannot kill!

(8-44)


Fernando de Samara is the most rebellious, the most Manfred-like of Emily’s characters and his utterances may disguisedly represent some of Emily’s more extreme views on life or, at least, her dramatisation of the Romantic or Byronic poet’s more unorthodox views, namely Shelleyan atheism and even sado-masochism.
 This character’s feverish speech, in “To A.G.A.” (1840), contains disturbing hints of heretical behaviour and a relish in physical and psychological torture, in which his condition of earthly exile is sublimely paralleled to his spiritual banishment:
[…]

Earth’s wilderness was round me spread 

Heaven’s tempests beat my naked head – 

I did not kneel – in vain would prayer

Have sought one gleam of mercy there!

How could I ask for pitying love

When that grim concave frowned above

Hoarding its lightnings to destroy

My only and my priceless joy?

[…]

And thou False friend, and treacherous guide,

Go sate thy cruel heart with pride – 

Go, load my memory with shame;

Speak but to curse my hated name;

My tortured limbs in dungeons bind

And spare my life to kill my mind – 

[…]

Thy raving, dying victim see;

Lost, cursed, degraded all for thee!

[…]

(21-50)
The image or myth of the poetic enunciation of the ‘abandoned’ or ‘doomed’ man is enlarged in Emily’s conception to include not only abandonment by an all-powerful woman, and its grim consequences, but also abandonment by an all-powerful and cruel God and its even more devastating results. In both Emily’s and Byron’s minds, this is the explosive brew that will originate ‘lost souls’. In real life, Byron had been abandoned by his wife and prevented from seeing his own daughter, and Emily must have often felt abandoned by the male god of Christianity. 
After a reckless life of overweening ambition, tormented at times by agonies of remorse and belated tenderness, the Queen of Gondal is brutally murdered at last on a lonely moor by a band of long-oppressed outlaws. The extensive poem dedicated to her final demise, written between 1841 and 1844, describes in some detail how Augusta falls prey to another Byronic woman’s revenge, the betrayed and outlawed Angelica, in alliance with a male admirer (Douglas), himself “a spirit lost in crime”:
‘[…] from my very birth
I have been nursed in strife,

And lived upon this weary Earth

A wanderer, all my life;

[…]

For men and Laws have tortured me

Till I can bear no more – 

The guiltless blood upon my hands

Will shut me out from Heaven

And here, and even in foreign lands

I can not find a haven – ‘

(29-40)

The fatidic day slowly sets for Douglas to fulfil his treacherous task and Augusta’s life blood is violently spilled; but both Man and Nature seem to be ironically indifferent to the proud woman’s final struggle as she lies dying on the purple heath:
[…]
The face, all deadly fair,

Showed a fixed impress of keen suffering past,

And the raised lid did show

No wandering gleam below

But a dark anguish, self-destroyed at last – 

[…]

Nothing in heaven or earth to show

One sign of sympathizing woe – 

[…]

Full many a heart, that in the tomb

[…], might have throbbed again

Had they but seen their idol – there,

A wreck of desolate despair,

Left to the wild birds of the air

[…]

(275-319)


At least one of Augusta’s doomed lovers, Alfred Sidonia of Aspin Castle, must have known about this woman’s demise for, in a poem dated from 1842, he addresses her from his “Norman” grave’s “sombre portal” and in the form of a ghost haunting his “feudal home”.
 It is by looking (“with spirit-eyes of dreamy blue”) at A.G.A.’s ancient portrait that Alfred (the once “wild enthusiast”) contemptuously memorializes, in a typically heightened rhetorical mood, the one who had been as a goddess to him and is now only dust:
[…]

There stands Sidonia’s deity!

In all her glory, all her pride!
And truly like a god she seems

Some god – of wild enthusiast’s dreams

And this is she for whom he died!

For whom his spirit unforgiven,

Wanders unsheltered shut from heaven

An out cast for eternity – 

Those eyes are dust – those lips are clay – 

That form is mouldered all away
Nor thought, nor sense, nor pulse, nor breath

The whole devoured in death!

There is no worm however mean,

That living, is not nobler now

Than she – Lord Alfred’s idol queen

So loved – so worshipped long ago – 

[…]

(74-91)

Through this speech, the poet allows us to glimpse at her firm, but sarcastic, realization of the inevitability of death and dissolution, which also much resembles Byron’s similar concerns, namely those regarding the final destination of both ‘spirit’ and ‘clay’, as well as the sharp contrast of a proud life versus a lowly death. The irony of these lines is devastating: in spite of her power (both sexual and political), Augusta’s existence has left no higher imprint than the ‘meanest worm’. Emily’s message is that all man’s struggles and pride will in the end be mocked by Time and Nature.

As Georges Bataille has famously stated, Emily Brontë seems to have had “a peculiar and profound experience of the abyss of Evil” (3). Like Byron, she knew that “Both [man and woman] suffer from restlessness and estrangement; both carry a disease past curing.” (Lipking 45). She felt familiar with Byron’s own background, including his violent ancestry, his sense of sin and damnation, derived from an early indoctrination in Scottish Calvinism. “The burden of the traditional doctrine of original sin meant that for Emily Brontë”, as for Byron before her, “all men are cursed, and no man deserves salvation […]” (Miller 185). But, unlike her predecessor, she somehow managed to keep both her moral purity and her spiritual integrity intact while fathoming those very depths. How? We might ask. 
In a personal poem written in 1844, “My Comforter”, Emily declares that she has only found ultimate comfort for wavering faith/fanaticism, and the impending threat of fragmentation, in a “light concealed within” her soul, a “latent thought” in her mind – assumedly her creative imagination. This is metaphorically represented by a “beam of sunshine” penetrating the shadowy gloom of a “sullen den” and rescuing its “resentful” and “savage” inmate.
[…]
Was I not vexed, in these gloomy ways

To walk alone so long?

Around me, wretches uttering praise

Or howling o’er their hopeless days – 

[…]
A Brotherhood of misery,

Their smiles as sad as sighs – 

Whose madness daily maddened me,

Distorting into agony

The Bliss before my eyes – 

So stood I – in Heavens glorious sun

And in the glare of Hell

My spirit drank a mingled tone

Of seraph’s song and demon’s moan,

 – What my soul bore, my soul alone

Within its self may tell – 

[…]
(11-26) 

We are left to wonder if Emily’s final position on this matter could be represented by de Samara’s words in the above dedication to A.G.A., “Written in the Gaaldine prison caves” (its dungeon theme was very probably inspired in Byron’s The Prisoner of Chillon):
[…]
And say not, that my early tomb

Will give me to a darker doom – 

Shall those long agonizing years

Be punished by eternal tears?

No, that I feel can never be;

A God of hate could hardly bear

To whach, through all eternity,

His own creations dread despair!

[…]

If I have sinned, long, long ago

That sin was purified by woe – 

I’ve suffered on through night and day;

I’ve trod a dark and frightful way – 

[…]
(4-20)

Emily seems to call in Byron to redress a genuine personal predicament. The apparently pagan and amoral world of Gondalian figures becomes surprisingly Christian in the speaker’s pronouncement of the religious belief that a heartfelt atonement of one’s sins can lead to the final salvation of the soul or spirit.
 But this exalted and, to a certain extent, optimistic Brontëan faith seems to have been absent both from Byron’s life and the life of his creations.
  Although many of Emily’s speakers exhibit an ontological rebellion, Byron’s are in a permanent state of sin that alienates them from God and the Christian promise of eternal life.

What both Byron and Emily Brontë ended up expressing was “the unconditional sense of abandonment in every soul.” (Lipking 48) because there are indeed strong affinities in their sense of loss and perception of human suffering; their poems “return obsessively to the ultimate mixed metaphor of spirit and clay, the mismatched companions who are bound together to death (as spirited man [or woman] may walk through life in shackles)” (48). The picture we are left with is precisely that of two ‘spirited’ poets. After all, it is Byron himself who, in stanza 12 of Childe Harold’s Canto III, best describes the character of what could be his female successor, his true ‘daughter’, in a perennial image of transgressive self-sufficiency and disaffection (which I took the liberty of readapting for this purpose):
[…]
But soon she knew herself the most unfit
Of women to herd with Man; with whom she held

Little in common; untaught to submit

Her thoughts to others, though her soul was quell’d

In youth by her own thoughts; still uncompell’d,
She would not yield dominion of her mind

To spirits against whom her own rebell’d;

Proud though in desolation; which could find

A life within itself, to breathe without mankind.

(100-108)


Byron believed that the author imparted something of himself to his characters, but he also believed that the author was influenced by the characters he created. It is an exchange in which the poet gives something of his own being, and what the character gives him back in return is the satisfaction of having created an imaginary being who is as real to him as his own progeny: “ ‘Tis to create, and in creating live/ A being more intense that we endow / With form our fancy, gaining as we give / The life we image, ...” (Childe Harold, III, vi, 1-4). One could say that this is essentially true for the Brontës whose lives were spent pregnant with their dramatis personae, both feminine and masculine.
 The great difference in relation to the poet who declared he “had the share / Of life which might have fill’d a century” lies in that to bring their imaginary creations to life, these female poets could only confront themselves with situations they had not, and would never, encounter in their private lives as single middle-class women: dashing political careers and great, tempestuous passions set in historically grand scenarios.
 Part of the interest of poetical works like these is their implicit comparison between the ways that the two sexes construe abandonment in their inevitable power relations; this, in turn, is an adult game that perpetually asks: is man or woman the more abandoned/ the more controlled by the other? Byron, as usual, seems to provide the answer in his “Epistle to Augusta”: “We were and are – I am, even as thou art – / Beings who ne’er each other can resign” (123-124).
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� Charlotte and Emily Brontë responded to quite different aspects of Byron’s poetry and personality. While “Charlotte’s early stories reflect the sophisticated, the witty, the opulent and luscious side of Byron’s poetry, Emily’s poems are pervaded by the sense of doom, of inexpiable guilt, remorse and shame […].” (Brown 379). In particular, this poet’s decision to use symbolic forms, including fictive characters, as slightly displaced figures of himself in propria persona would exert a profound influence in the literary art of the Brontës, Charlotte and Emily.


� Curiously, the word ‘abandoned’ usually carries a double meaning: on the one hand, it originally signified ‘a submission to power’; on the other, it meant ‘freedom from bondage’. This verbal duplicity or ambiguity may hint at the roots of power beneath the desolation of all the abandoned women in literature.


� Lawrence Lipking, Abandoned Women and Poetic Tradition, University of Chicago Press, Chicago and London, 1988. In this work, which is already a classic, Lipking proposes an unconventional poetics that speaks to the experiences of women as well as men. In a reconsideration of many major authors, Lipking explores namely the ‘suppressed woman’ within canonical male poets.


� That is, at least, the case of  “The Corsair” (the pirate Conrad continually leaves his wife Medora in favour of going on raids) and the unfinished Don Juan (in which the youthful hero abandons Donna Julia).


� The poem tells the story of Byron’s childish infatuation with Mary Chaworth, his rejection and eventual disillusionment. This early experience would be reflected in the letter that Donna Julia addresses to Juan, in which the poet identifies closely with her feelings, seeing in Julia an alter ego. For Lipking, this doubleness “testifies to a curious sexual equality”, in which “the sexes suffer and share a common predicament”(45). 


� All of these women seem to bear strangely similar names; Marian, Marina, Maria, Mary, Mina are variations of the maternal name, thus representing the feminine.


� Ironically, Charlotte Brontë’s novel is a detailed study on female abandonment (represented in the predicament of Jane’s situation as an unrelated orphan and as a lonely unconnected governess) which sporadically dares the possibility of male abandonment (Rochester’s and St. John’s, respectively), but only after much suffering experience both on the part of the heroine and her Byronic counterpart. Also Bertha Mason, due to her madness, is abandoned by Rochester in his former life.


� W. E. Houghton has suggested that the “heroic tradition” had come down to the Victorians “from both the art schools of Europe and the literary revival of Homer and the ballad.” (308). But, to the majority, “the image of the hero came directly from Scott’s re-creation of the feudal past” and from Byron’s Childe Harold, where the “aspirations of the mind after greatness and true glory were kindled by a portrait gallery of great men, ancient and modern.” (308).


� The heroic or Ovidian epistle is a versified love letter, involving historical persons, which dramatises the feelings of a woman who has been forsaken by husband or lover. The most famous example is “Sappho to Phaon”. The heroine’s suicidal leap from the Leucadian rock to the Aegean sea below has come to represent the tradition of women’s poetry in the West and the tragic figure of the woman poet as perpetuated by authors such as Felicia Hemans and Letitia Landon .


� These two figures will be analysed in some detail further on, but it is important to remark that their implausibility is not that high given the habitual practise of gender reversal in the poetical works of both sisters, and not only in Emily Brontë’s.


� Emily Brontë seems, thus, to anticipate (by twenty years) Elizabeth Barrett Browning in her female epic (or new Heroide) Aurora Leigh (1857). Like A.G.A., Aurora is not only the protagonist but the poet herself, thus fusing action and being in one single character. This work would also be considered a feminine/ feminist rewriting of Byron’s Childe Harold’s Pilgrimage (1812).  Furthermore, the name of Browning’s heroine is not very different from the one of Byron’s half-sister, Augusta Leigh; it is as if E.B. Browning also envisaged the possibility of a female Byron. 


� The two sisters, and in particular Emily, appear to have absorbed part of Byron’s projected sense of social and political crisis during the Napoleonic wars. As Jerome MacGann states, “Europe was tearing itself apart from England to the Caucasus, but that spectacle of political ruin was no more than an expression of […] the suffering it brought to […] individual persons.” (“Introduction” to Byron, xvii).


� In her work on The Don Juan Legend, Moyra Haslett refers to “the enthusiasm of Englishwomen for military heroes such as Nelson and Wellington” and to the “intensely romantic and often blatantly sexual fantasies gathered around these military heroes” and gives as an example the juvenilia of the Brontë sisters, which “featured the Duke of Wellington as a centre of power and erotic desire” (196-197).


� All the poems by Charlotte Brontë quoted in this essay are taken from Tom Winnifrith’s 1984 Blackwell edition.


� Medora, Conrad’s wife in Byron’s “The Corsair” (1814), ends up committing suicide as a result of her husband’s constant absences. Although Conrad professed true love for her, as a culturally ideal woman, he constantly left her alone until she died for her belief that he was never coming back. The similarities with Charlotte Brontë’s Marian poems are, therefore, quite obvious.


� Zenobia represents the figure of the intellectual, sophisticated woman of letters that both Byron and Charlotte Brontë would easily recognise in the character of the prominent French writer Madame Germaine de Staël, whom the English poet deeply admired. The figure of the ‘blue-stocking’ or femme savante is used in Charlotte’s work as an opposite to the angelic woman type; she is one who can challenge male power, like some of Byron’s heroines, but who ends up being rejected like the other less intellectual women.


� “Initially portrayed as gentle and romantic, Arthur changes by degrees to become fabulously handsome, irresistible to women, an eloquent parliamentarian, a mighty warrior. But his successes in love and war are marked by growing arrogance and amorality; at last he becomes a demonic figure of destruction and, finally, depravity.” (Frances Beer, “Introduction” to The Juvenilia, 20).


� In time, Arthur becomes a habitual philanderer, and he punctuates his marriage to Mary Percy (his second love) with repeated absences until he repudiates her completely, leaving her to die. By 1838, Zamorna is actively the sadist, exulting in gratuitous, punitive manipulation, recalling Byron’s satanic extreme, his ‘ruthless cruelty’ towards Caroline Lamb and Claire Clairmont, his ‘hysterical brutality’ towards his own wife.


� Charlotte and Branwell’s Alexander Percy resembles both Byron’s Conrad and Manfred. Like this Faustian noble, Percy is tortured by some mysterious guilt and he uses his mastery of language and spell-casting to summon spirits; at the end, he also dies defying religious temptations of redemption from sin.


� In 1834, Marian Hume dies tragically of a broken heart and Douro or Zamorna decides to marry Rogue’s daughter, Mary Percy. With the setting up of the new kingdom of Angria, Arthur becomes King and Alexander Prime Minister, but their increasing political rivalry leads to a complicated war, at the end of which (1836) Zamorna is defeated and exiled. It is in exile that he meets the lowly Mina Laury, who in her undying love becomes his ‘permanent’ mistress. “A contemporary political crisis in England probably provided the background to the crisis that arose in Angria.”(Winnifrith, “Biographical Note” to The Poems of Charlotte Brontë, xiii-xviii).


� In “Marian versus Zenobia”, Frances Beer includes the passage in which Charlotte describes this female character for the first time and Arthur’s reaction to their meeting: “For some time she entertained him with a discourse of the most lively eloquence, and indeed Madame de Staël herself could not have gone beyond Lady Zelzia in the conversational talent. […]”(203).


� When describing the “Character of Rogue”, in 1829, Charlotte points out that “[…] there is something very startling in his fierce grey eyes and formidable forehead” but, despite his “polished and gentlemanly” manner, Percy has a “deceitful, bloody and cruel” mind. (Beer 196).


� Timon was a misanthropical citizen of Athens who lived about the time of the Peloponnesian War, the subject of one of Lucian’s finest Dialogues and of Shakespeare’s Timon of Athens. A rich, noble young man who ruins himself by his prodigal liberality to friends is deserted by all of these when faced with difficulties; he then betakes himself to a cave, where he lives solitary and misanthropical and where his tomb is found with an epitaph expressing his hatred of mankind. Zeluco was a character in a novel by Dr. J. Moore, published in 1786; he is a Sicilian noble who exhibits from childhood cruelty, treachery, lust and violence, tyrannizing and murdering (including his own child and driving its mother mad); in the end, he is himself killed. Curiously, the story also contains humorous episodes.


� See Canto III (stanza 6) of Childe Harold’s Pilgrimage, beginning “’Tis to create, and in creating live / A being more intense, that we endow / With form our fancy, gaining as we give / The life we imagine, even as I do now.” (1-4).


�  The experience of loss and the condition of orphan that were Charlotte’s own may have dictated this emphasis on the girl’s lack of a real family and the resulting feeling of abandonment or neglect. It is also interesting to notice that the details of this fictional trio, as they are presented in the poem, coincide almost exactly with the biographical details of Byron; namely, the scandal surrounding the poet’s separation from his wife after charges of depravity, the birth of a daughter he never knew and, last but not least, his condition as an exile.


� In his “Introduction” to Byron, Jerome MacGann also refers to Childe Harold’s “message of despair”: “that the hero is experiencing sorrow in his youth projects an image of a desperate future, […]”; his fatality was also inseparable from the fatality of the historical factors: “Byron’s gloomy sense of Europe’s social and political prospects is dramatized in the doom of his famous heroes.” (xvii, xx).


� Christine Gallant argues that “hers is a matriarchal mythology” since “Gondal’s women act very much like the Great Mothers […] whose realm is the underworld, and whose subservient male consorts always head for death after the consummation.” Brontë “assumes the mythic attitude that is traditionally bound up with the worship of nature-goddesses: dissolution and death are the grounds for life […]” (80, 85).


� All the poems by Byron quoted in this essay are taken from Jerome McGann’s 1986 Oxford edition.


� Malcolm Kelsall, in “Byron and the Romantic Heroine”, significantly writes that “ … the paradisal island to which Juan comes is now a matriarchy. Haidée is absolute ruler, not oppressed woman. It is she who is the seducer, and Juan, naked and helpless on the shore, is first dressed in petticoats, […] . Haidée is associated with the language of masculine power: ‘ in her air/There was something which bespoke command’ (56).


� The poem that Byron wrote in early 1813 to his abandoned mistress Lady Caroline Lamb, “Remember Thee, Remember Thee!”, expresses the poet’s wish that his faculty of memory be expunged even as he exults in torturing himself with the image of this fatal woman, who wronged both husband and lover: “Remorse and shame shall cling to thee, / And haunt thee like a feverish dream!// […] By neither shalt thou be forgot, /thou false to him, thou fiend to me!” (3-4, 7-8). It is, therefore, not difficult to see Emily’s heroine as a close fictional representation of this extreme but real feminine prototype.


� Sir Thomas Wyatt (1503-1542) was a gifted poet and diplomat at the court of Henry VIII and he exemplified the ambitious mixture of social and artistic skills that later ages would see as the ideal of the “Renaissance man”. A pioneer of English verse, his poems have been praised for their remarkable texture and sense of surprise. Modern critics have viewed him as a complex and original writer whose love poems anticipate those of Donne.


� Complaints by a male abandoned by his mistress are seldom as thoughtful as Sir Thomas Wyatt’s “They Flee from Me”; few men would complain, in lyrics, about being rejected by someone they had successfully bedded. Wyatt’s personal lyric, uttered reflectively to what seems an intimate friend, reverses the usual male-female roles in sexual liaisons: the seducer becomes the seduced; the man to whom women had once lowered themselves now appears prostate before a woman. Does her abandonment of him, a “strange fashion of forsaking” (17), merit a like gentleness and sophistication? Wyatt seems to be asking.


� Jerome McGann, “ ‘ My Brain is Feminine’: Byron and the Poetry of Deception” (33). According to McGann, “Byron typically represents himself as a man devoted to love yet continually driven from it, or deprived of it, by circumstance. Byron wants to imagine himself true to love, but cruelly kept from it by interventions beyond his control […]” (32).


� There has been some speculation regarding the possibility of Emily Brontë having had a real and personal love experience, as Derek Roper’s article “Emily Brontë’s Lover” seems to explore. Four poems in MS A appear to describe a love affair, but the ‘lover’ has been identified as a ‘male Muse’ or the ghost of Shelley. This constitutes evidence that many poems in the personal notebook must be dramatic in genre (based in situations invented by Emily). The ‘love’ poems seem to have been written with the Gondal character Fernando de Samara in mind and may be, in fact, ‘deGondalized’ lyrics. 


� All the poems by Emily Brontë quoted in this essay are taken from Derek Roper’s 1995 Oxford edition.


� The Marquis de Sade’s evil influence on Lord Byron haunts the margins of Byronic criticism, in spite of the fact that sadomasochism is legible in the pulp fiction of the nineteenth-century popular/gothic novel and the clandestine Victorian art of keeping and revealing secrets. Emily Brontë herself had been conscious of “What gloomy guests we hold within – / Torments and madness, tears and sin!” long before she revealed the powerful facet of sadistic violence and control in Wuthering Heights (embodied in Heathcliff). 


� Interestingly, Sidonia’s is an “alien grave”, that is English, as the speaker of the poem tells us: “Where his exiled ashes lie / Under the cope of England’s sky” (47-50). It appears that on Augusta’s death, his ghost is compelled to return to Gondal to revisit the site of his doomed love and to eulogise her. Emily Brontë’s reference to “exiled ashes” may not be a coincidence because in Moore’s Life of Byron there was a description of P.B. Shelley’s ashes being placed in the Roman Protestant Cemetery.


� As Bataille has pointed out, Emily’s “world was crushed by moral tension and severity” and, although she “had emancipated herself from orthodoxy”, “moved away from Christian simplicity”, her poems “describe certain acute feelings and troubled states of mind which suggest an anguished spiritual life brought to the point of intense exaltation.” (10, 14).


� For Harold Bloom, “Byron is the source of the Brontës’ vision of the Will to Live, but the Brontës add to Byron what his inverted Calvinism only partly accepted, the Protestant will proper, a heroic zest to assert one’s own election, one’s place in the hierarchy of souls.” (“Introduction” to Modern Critical Views. The Brontës, 2).


� Jill Ghnassia, in Metaphysical Rebellion in the Works of Emily Brontë, states that Emily’s power as an imaginative writer is the power of a “female observer” who “sees and feels everything; she knows all the forms of madness, suffering, love, compassion; she uses up all passions, all venoms, all poisons, all evils and […] she becomes, through unutterable torture, the sightseer of her personae, the accursed poet, […] the great thought impersonator […] She attains the intensity of all experience and enters all levels of understanding, of consciousness, and knowledge of a world beyond visible reality […] (24).
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