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PREFACE

The purpose of this paper is to study the particular
expression of the dissociated sensibility in a number of
typical poems of John Crowe Ransom. dthese poems portray
couples who either fail to establish or fail to malntain
a love. Their fallure stems from their inability to har-
monize the two sides of thelr nature, intellect and feeling.
iven since Descartes and the intellectual revolution of the
seventeenth eentury, man has found it increésingly difficult
to put feeling and intellect together into a unified self.
For when abstract reason 1s erected into the very essence
of man's nature, feeling, especially iove, tends to con-
tract. Since feeling attaches itself to particular concrete
things or perscns, it must be denied or neglected by reason
which now weorks cut its task in the realm of abstractions or
generalizations where concrete particulars as such do not
matter. Centuries of such thought polscn the very atmos-
phnere of human 1ife and render it extremely hard if not
impossible for the self to put itsell back together again as
a thinking, and feeling, unity. Like Humpty Dumpty, it tco
often remains a congeries of fragments. Hansom's poems put
this fragmented modern self into dramatic focus by portray-
ing couples whoe fall to measure up to human nature's demands

for love. Heore consciocus than they should be for their own

1it



good, they fail to pull themselves together at crucial
points in thelr 1life and perform the gestures needed to tie
them in love to another persomn.

I would like to express gratitude to my adviser,

Dr. Samuel H. swoods, Jr., who first suggested Hansom's
poetry as a fruitful fiseld of study and who has been most
helpful in reading and suggesting improvements in the early
drafts of this thesis.

I would also like to exXpress my appreciation to the
staff of the Oklahouma State University library for their
asgistance 1n procuring research materials {rom other
libraries. Thanks are dus also to the typiét, Patricia

Hufford, in preparing the final coples of the thesis.
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CHAPFTER I
RANSONM AND THk DISSOCIATION OF SLNSIBILITY

The characters in John Crowe Hansom's poems think and
do such pecullar things that the reader may be puzzled to
account for their motives. In "Winter Remembersd" (p,B),l
for instance, the speaker walks in a snowstorm to deaden
the feeling of his beloved's absence; in "Good Ships" (p. 16)
a man and woman find tea and macarcons insurmountable ob-
stacles to love; and the speaker in "Somewhere Is Such a
Kingdom" (pp. 66-067) undermines for himself the beauty of
birdsong by imputing to the birds an inner discord. The
root of the characters' cddities lies in their divided
being, or "digsociation of sensibility." This term is
usually connected with T. S. Lliobt, who uses it to refer
to the divorce between feeling and tnought that, ne says,
came over poets and poetry in the seventeenth century.
There was, according to him, in the poets of the early part
of this period "a direct sensuous apprehension of thought,
or a recreatiocn of thought into feeling, which is exactly
what we find in Donne.... Tennyscon and Browning are poets
and they think; but they do not feel their thought as
immediately as the odour of a rose.... In the seventeenth

century a dissociation of sensibility set in, from which we



have never recovered...."z

wllot attemptls no explanation
o' thhe cause oi' tnis dissociaticn ol feeling and tnouint,
but says it "was aggravated by che influence of...¥#llton
and Oryden,"3

rnansom, wiadening tae applicablility ol tane idea of the
dissoclated sensibility beyond literature, sees the oreak
between thousht and feeling as pervading all spheres of life
because cf the l1lncreasinz influence in the ~odern periocd of
the abstracticnism ana power xncwledpe of sclence. mansom's
expliclt remarks c¢n tials matter appear in prose which,
wnile 1t postdates most of xis poetry, accords with the
poetic aramatizatvions of tne aiviced sensibility. e says

in The sorld's pody (l930) concerning tne connectlon de-

tween knowledyge and powers '.e love to view the world
under universal or sclentitfic ildeas to which we gzive tLane
name corutn; and tnis is because the ilueas seewm tLu nake not

for rightecusnsess but for rrxaster"."h
£ J

'eeling ==~ or to use
nanscm's term, "sentiment" -- on tne other nand always
attaches itself to particular persons or things tihiat in

ft

reality constitute the visible body of tnis world: .o WE,

' says Hansom, "nhave sentiments;

for cur curse or cur pride,'
they are direcied towards persons and things; and a senti-
ment 1s the totellty of love and knowledge which we have of
an cobject that is private and unique.”5 ransom, unliie
wlict, sess tnought and tfeeling as aistinct sides to one's
nature. de desires a balance or narmony between the two

that would constitute "unlfied sensipility" or sensibility



proper, as opposed to the spllt in cne's being that is the
digsoclated state., As he says 1in a 19h1 article later

incorporated into the chapter on Elict in The New Criticism:

M, ..the best we can do is to conduct & thought without
denying all the innocent or irrelevant feelings in the pro-
cesse”é By "innocent or irrelevant feelings" Ransom means
a mood that does not respond to some particular thing or
person soclely for the sake of the usefulness to be golt out
of i1t but rather responds to it asesthetlcally, for ths sake
of delight, wonder, and love. Iiis major emphasis, of
course, lies in giving feeling its due, as when he says

(in a passage reminiscent of the last stanza of the poem
"Painted Head" [p. 92 ]): "Most well-bred persons deliber-
ately set in to plant, water, and honor them ]Zsea,
sentimentsj, and are rewarded by having their minds
converted into gardens.“7 ihen one deniles, or neglects to
cultivate, the feelings that should exist as the fully
human response to particular things, one bescomes dissoci-
ated. To judge from his explicit statements and from the
typses cf characters he trsats iIn hils poems Hensom sses the
dissocciated state as the one prevailing among men., Ccomment-
ing on the monsters tnat result from the neglect or denial
of fesling, he says that "...most of the time we are not
numan, so far as 1t 1s a mark of the human dignity to
respect and know the particularity by which we are so

s

censtantly environed. Such a sensibility would exist in

lts most monstrous form, one may suppcse, in the man who,



were he to see a pink elephant sliding down a green, grassy
slope followed by another pink slephant, would respond to
this remarkable sight as belng merely a "point mass moving
down an inclined plane.," This, indeed, would be the correct
response to the event in terms of the most abstract of
natural sclilences, physlcs; but the aesthetic, and even
comic, dimensions of 1t would be missed entirely.

Ransom's poetry is populated with characters who make
responses to nature and to ovther persons that are as nonsen-
sical as tone hypothetical abstracticnist's response to the
colored elephant. Ior Ransom as poet concerns himselfl
primafily with what happens to the perscn who denies the
emotional side of nls nature bescause he has allowed his
abstract rsason te acquire a tyrannizing mastery of his
entire sensipility. 1hat the portrayal of the dissociated
person in the wmodern world is indeed Hansom's major theme
was pointed out for the first time by Robert Penn Werren in
1935, and critics since then have commented on it. One
needs to have at vhis point an accurate view of the work
done by those critics who refer speclfically to characters
in the poems as suffering Irom the divided sensibility.

This survey of the c¢riticism follows chronological crder for
the most part, since the comment in tnis area has moved from
Warren's general remarks to a few treatments of specific
characters,

warren says Iin his seminal 1935 article that Ransom

means by "sensibility" the "harmonious adjustment, or rather
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unified function, of thougziht and feeling"9 and observes of
the cnaracters that "To an astcnishing degree, in far more
tnan a majority of cases, the nerc or heroine ol' tne poem
is a sullerer from thnat complalnt of f'dissociation of
sensibility.'"lo warren points briefly to a auunber of
poems tnat exnibit divided cnaractsrs. oince trnie appear-
ance ol tinls article a numoer c¢i critics aave commented on
fanson's divided pecple =-- none, nowever, 1ln any systematilc
and comprehensive manner, Cleantnh “roocks (1939) ecaces
sarren's discussion and comments briefly on the divided

".orning" (p. 65), the speakers in

characters of halph in
" .clozue" (pp. 47-50), and the explorer in "Persistent
~xplorer™ (gp. 63-6&).11 itandall Jarrell (1948) refers to

"Kansom's war of tne worlds (of reeling and of rower)...."

12 Vivienne hLoch in

apropos of tne split in tne characters,
a lengthy article (1950) speaks of the "split in sensi-
pility" of neasom's fijures anu locks briefly at utne
presence ol tnig split in a rairly larze number of them, 13
Louls U. Hubin, Jr. (Ly05), says tne characters show a
"most appalling kind of inner disorcer and rage" but goes
into few particulars and woes not iink tnils disorder aad
rage to the idea of the alvilded .sensibility.]-LL L'hese
comments are typical of the relatively short studies that
attempt to survey the wnole of RRansom's poetry.

A l'alrly extensive treatment of tne cnaracters appears

in John L. Stewart's book, The Burden of Time: The

Fugitives and Agrarians (1965). 3Stewart provides some




provocative general coummentary cn ranscm's people, but he
does not see nls way far enou i into the real problem. He
is oversimple, for exauple, In asserting tnat mortality,
especially the decay of a woman's beauty, 1is Ransom's "most
frequent theme...."lS A klnd of death certainly prevails
in many poems, but it is usually e {orm or symbol of the
spiritual death ¢f dilvided being. Agaln, stewart corrsctly
sees tne cnaracters'! emctionally constricted lives, but
views the ccnstriction as a fallure in the poetts art of
portrayal rather than as an intrinsic moce c¢f eXxpressing the
cnaracters! failures as full persons.l6 He also errs in
taiking ror a part of tne "ideal world" of the poems what is
really a aefect ia tne cnaracters' seasipility, for he says
that "the men are shy and agreeaoly awxward; the women must
assume the initlative 1in all relaticns witn them."17 There
is notning particularily agreesble in such a reversal of the
nermal roles of man and woman; 1t polnts lnstead to the un-
natural behavior of the characters., iiobert Bulfingten in

his recent book on Hansom's poems, The Lquilibrist (1967),

also thinks tha® "the majcr theme" in the poetry "is death..
.."18 Accordingly, ne explicates a number of Hanson's
poems from this point of view and dces not take up the
probolem of the divided sensibility.

Few fulle-length studies of individual characters in the
poems exlist. In the rast two decades some seven or eight

critics nave presented significant studies of individual



characters that testify to the mild but continued interest

in Ransom's fragmented persons.l?

Karl F. Knight's work, The Poetry of John Srowe Ransom
(198 ), contains the chief contribution to the study of
specific characters. EKnight identifies Ransom's major
theme and describes the disscclated person as follows:
"hRansom's major poetic theme deals with the fragmented per-
sonality, the individual who has lost the sense of unity in
his 1life and who cannot find satisfactory expression or
realization in any of the compariments intc which his 1life
has been artiflcially divided."<0 dnight's work provides
invaluable aid in understanding now Hansom portrays the
divided sensibllity througn the various devices of language.
Knight, in his most illuminating and far-reaching contri-
buticon to the study of the characters, demounstrates that
love 1s the cruclal test of the quality of the characters!
sensibility =~ whether, that is, it is divided or unified.

As he points out:

Ransom uses passion in a symbolic way. That is, he
chooses to take a baslec aspect of human nature, 2
kind of emotional common denominator; and he uses an
incapacity in the expression of that one thlng to
symbolize an all-pervasive breakdown of the ability
of the individual to achieve full and unified

experienceezl

He defines love in flansom's poems as "the attitude which



results from the pleasurable contemplation of an individual
object....“22 Hence failure in love indicates the person's
deep-rootedlinability to respond with appropriate feellings
to the rich uniqueness of particular objects, be they human
beings or parts of nature. And this inability stems ulti-
mately from the modern intellect's drive to reduce the
particular world of experilence to a rigid system of abstract
categories.

From the point of view of this study £night has
limitations. He studies the poetry ncot from the point of
view of the characters but primarily from that of the
‘poetic devices =- diction, metaphor, symbol -- that help
express the ma jor theme ahd the subthemes., His brief treat-
ments of & wide variety of poems are primarily concerned
with how they serve to develop and illustrate his points
about Ransom's use of these poetlic resources. Given this
approach, it is understandable that he omits all discussion
of a number of poems related to the theme of the dissoclated
person and treats but a few in detail with respect to the
divided life of tixe characters.

From all this one can see that there 1s certainly room
for a study of Ransom's characters in themselves, a study
that explicates the nature of the divided senéibility in
specific cases. [or the characters are not all allike, but
appear to group themselves naturally into a number of more
or less definite categories. There seem to be four generic

configurations of the general flaw of divided sensibility:
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the 1sclated, extremely fregmented refugees from nature and
other people who are hopeless cases of disunity; the
isolated ones who yet sense something of their divided
lives and who consequently seek a way to unity; the un-
married couples who fail to establish or maintain a love;
and the marriage group, or those married lovers who fall to
find, or in two cases do find,23 a measure of unlty through
their life togethef. Seen in this light, Ransom's poems
exhibit a kind of hierarchy of possibilities for reaching
the unirfied self.

Of these four groups thils paper studies the last two,
the unmarried couples and the married lovers, because
these pecple constitute the most typical and most important
set of characters. Ransom tends to write more frequently
about domestic crises than about anything else. 4And these
figures are the most important because they are caught up
in one way or another in the most iImportant of human feel-
ings, love., 7Thelr failure, in the end, to love another
person shows the very quality of their sensibility. The
poet himself has testifled to the specilal place romantic
love holds for him as the "most massive and satisfying" ex-
perlence possible in a passage that slightly postdates the

composition of most of these poems:

Komantic love is among the most delightful of our
experlences; most of us would probably name it as
the most massive and satisfying of all -- provided

at least that we do not confine the term to love
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between the sexes, but extend it to the love of

nature, of works of art, and of God.zu

The poems of Ransom's maturity refer this romantic love
generally to the feelings of persons for one another.
Moreover, the figures in the two groups, even though they
tend as a rule to fall in love, because of thelr relation-
ship or near relatlonship with others are simply more
human than are the lcst and isolated refugees, who deviate
from the larger group as from a ncorm of human life, And
the failure of the lovers 1is an important fallure, since
they fail in the conflicts lnvolved in the most important
emotlion, love., These c¢hief characters exhibit, in a
variety of specific modes, the imbalance between thought
and feeling that constitutes the dissoclated sensibility.
The unmarriled couples who just miss love are the subject of
Chapters I1I and I[I1I: Chapter Il discusses those who prove
unable to achieve any companionship at all, and Chapter IIL
treats those who go about together but who in the end
cannot establish a solid love. Chapter IV studies the

marriage group, and a fifth chapter summarizes and concludes.
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Clarisg 11
THE REJECTICN OF LOVE

The ummarried couples in the poems fall to establish
or msintain a love because they all to act forcefully and
decisively in crueial encounters with each other. This
failure sc to act and choose love derives from their divided
sensibility. They lack passion or the power to sxpress 1it,
Some also are voo éonscious of the problems that will
inevitably arise if they love, and so they remsain paralyzed.
These characters appear in the poems "Good Ships" (p. 10),
Ler myes" (pp. 52«53), "rFarting at vawn" (p. 18), Parting,
without a Sequel’ (pp. bL=55}, %Lady Lost® (p. 60), "dinter
Hemembered® (p. 3), "0ld man rondered™ {pp. O8-€2), “The
Equilibrists“ (ppe. 83-85),1 *Waunting ..ak" (pp. 19-20},
Hiclogue™ (pp. L7-50), and "Spectral Lovers" {(pp. 6=7).
"Good Ships™ is the nstural starting point for discussion
because the man and woman in this sonnet are at the lowest
level of sensibility: they scarcely realize that their

encounter at the tea party has possibilities for love.

Fleet ships encountering on the high seas
who speak, and then unto the vast diverge,

These halled each other, poised on the loud surge

£
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Of cne cof drs. Grundy's Tuesday teas,

Nor trimmed one sall to baffle the driving bresze,
A macaroon absorbed all her emotion;

His hue was ashy but an effect of ocean;

They exchanged the nautical technicalities,

It was only a nothing or so, and thus they parted.
Away they sailed, most certainly bound for port,

S0 seaworthy ons felt they could not sink;

5ti1l ﬁhere was a tremor shook them, I should think,
Beautiful tlmbers fit for storm and sport

And unto miserly merchent hulks converted (p. 16}.

The meetlng over tea and macaroons dces not result
in their achievling any intimacy, bescause they respond to
each other not as persons but as mere cb jects ("ships" in
the metaphor) that pass one another in space. Ransom
presents thelr fallure to love in the terms of the cconcels
of two ships that encounter on "“the loud surge/Uf one of
Mrs. Grundy's Tuesday teas” and seil past eacnh other after
exchanging "“the nautlcal tecanicalities,” i.c¢., the emotion=-
ally empty phrases or small talk that people use in
everyday life. John L. Stewart in his brief comment cn
thls peocem rightly observes that the nautical concelt re-
inforces the emoticnal constrlctiocn of the couple's lives
by rigorously excluding from the poem "all things that
cannot be brought into the maritime analogy....“2 But he

seema to have missed the importance of this constricting
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effect of the conceit for the portrayal of the characters!
sensibility. He sees the technical success of the nautical
concelt but thinks it is a flaw in the over-all poetic
effect because it puts "a severe limitation on our image of
them as people.“3 Ha desires charactersbto be fully
reallzed persons who can think and feel and act. But The
import cf the poem 1is that the pair do indeed have severe
liritations “as people,”™ and the nautical concelt brings
this out.

Continuing with thils conceit, the couple's fallure to
make anything of their encounter is suggested by the faililure
ef the ships to remain "Fleet shlps," "RBeautiful timbers
fit for storm and sport,”" and their conversion instead into
"miserly merchant hulks." nnight makes clear the pejorative
sense of this last shift in metaphor for the quality of
their life: "...the couple in !'Good Ships' wno neglect the
opportunity oif love and bDecome 'miserly merchant hulxs' are
being spoken of on the basis of a common attitude toward
feailure in personal relationships and toward commerce; both
things are degrading and even despicable."& fhe couple are
"miserly" in that they keep 1in their emotion instead of
expressing it in love for each other. "Hulks" suggests a
zalr of old, no longer seaworthy ships or immobilized
prison ships into wnich their glorious potentialities for
love, symbolized by their description as "Beautiful
timbers,"” have been metamorphosed., Like the lsdy trans-

formed into a lady bird in "Lady Lost" (p. 60), tnelr
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metamorphosis symbolizes their denial of their fully human
nature. And that they become "merchant" ships suggests.
their dissociation Iin still another way. They are not
capable of aesthetic and personal responses but (like pure
commercial travelers) only of economic, "useful” ones. It
would not be convenient for these twoe busy people who never
"trimmed one sail to baffle the driving breeze®™ to pause
from their schedule of trivia to confront one another as
persons.

The man and woman fell to live up to thelr possibili-.. .
tles as human beings it for the good 1life of "storm and
sport,”™ i.e., struggle and joy in sttainlng and maintaining
love through all the vicissitudes of lilfe. The whole 1line,
"Beautlful timbers it for storm and sport,” nicely suggests
their very great potentiallty for a life of love; but they
fail to actualize it. Hhather, they hide thelr gifts or
direct their feelings to other things or let them create a
storm within., The feeling the woman should direct toward
the man she directs instead tc -- & macaroon: "A macarocon
absorbed all her emotion." By simply using the word
"smotion," the speaker implies that feeling i1s important in
this encounter, and that the woman does possess 1t; yet she
caninet express this feeling to the man in any way and so
the eating of a cookie absorbs it. ‘This dlversion is like
their mere exchange of small talk in which, as Knight ob=-
serves, their "potentialities are dribbled away."s The

man's fallure to feel and express appropriate emotions at



this juncture reveals ltself in the line "His hue was ashy
but an effect of ocean.” On the literal level of tne
concelt thils llne seems to excuse hls ashy color as belng
only the result of seasickness: ",..but an effect of
ocean.™ But given the symbolic value of "ocean'" as the sea
cf life, the line appears not as an cxcuse at all bult as =
judgment upon the man for lacking the power to feel or
express love., Knight thinks that Ransom often uses a pale
color to symbolize lack of passion and that here the man's
ashy hue suggests "flre which has lost all its vital heat

!!6

and force. Certainly this comment fits into the general
acheme oI the couple's metamorphosis irom their state of
being "Beautiful timbers." ‘The man's "seaslckness" conveys
also his uneasiness in lns presence of tne woman. 4L is as
if her presence makes nhim 1ll because it forces nim to
think of the behavior expeciled of him and which he will not
or cannot perform. Like the spesker in tins next poem,

"Her uyes™ (pp. 52-53), he would rather withdraw from his
encounter than do aaything that would suggest his awarensss
of a difference 1ln thelr sexes.

"Her idyes" 1s spoken by one of the most fragmented of
all Ransom's people. [Like the cadaverous lr. Jones of
Conrad's Victory, he has a morbld distaste for the proximity
of women. lle will have nothing whatever to do with the
"woman shooting such blue flame" from her eyes (p. 53).
Since blue is ome of tine coclors associated in Reansom with

full and vital passion,7 the woman of the poem symbolizes
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the full-natured woman who possesses such feellng. Llke
the "Blue Girls" who “practise" their besuty in all the
bloom of their youth (p. 37), she wanders through the world
in search of love., The speaker, however, is so far removed
from any feeling of love or even awareness of the woman as
something beautiful thet he responds quiie negatlvely to her
flashing eyes. These eyes are to him only "of an extrava-
gant nue™ (p. 52) or "The ocular part" (p. 53). The heavy
Latinate diction of these two phrases suggests that ais
nature is more intellectual than emotional; as has often
been cbserved, Kansom commonly uses Latinate polysyllables
to sugzest cver=-intellectualized people, as [or example
in “Prometheus;in Straits" (p. 33) where in tne first stanza
he rhymes several "-tion" forms to call attention to and
satirize the speaker's unbalanced sensibility. lhe climax
of "Her Eyes"™ is the eighth stanza where the speaker imputes
falseness to the eyes, prcbably because, like lego, he must
find some motive for his uneasliness and rejection; "I'll
have no business with those eyes, / They are not kind, they
are not wise,/ They are two gresat lies"™ (p. 53). He cannot
trust the appearances of besuty and passion in the woman
because the existence c¢f such things would cell in question
his own altltude of withdrawal.

That the speaker comes from & family of blear-eyed
people (p. 52), and his own complacent remark that he has
eyes which are "sometimes green and sometimes red" (p. 52),

help portray him as the divided man. 3Blear eyes suggest, as
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the cpposite sympolically of bright blue eyes, his lack of
feeling. The alternating color of his eyes indicates his
divided, indecisive state, his stop-go-stop way of life.

The green may suggest, as in The Great Gatsby, and other

works, the intermittent sense of hope and desire that
beckons him on only to change to the feeling of danger and
withdrawal indicated by the red color., Hed, even as a
symbol of passion as it often is in kansom, would for that
very reason suggest a dangerous relationship with another
person.

‘All this 1s not to say that this silly wan, just
because the woman has bright blue eyes, should directly
concelve it his task in 1life tc see her as the necessary
object of his loving attention. The poem does imply that
he cannot even lock upon this woman with 2 sense of admi-
ration for her bsauty but immediately reacts unreascnably
against her. Ransom does not suggest that the speaker must
in every case, when he meets a beautiful woman, fall in love
with her on the spot or be branded as a divided self. He
does suggest an openness to experience thnacv will include the
possibility of responding aesthetically to persons and the
possibility that such responses may grow inte love. when
one destroys these possibilities by withdrawing or otherwise
cutting himsell off from cthers, as does the speaker in this
poem, one becomes dissoclated. such an attitude runs
counter to the emotional side of human nature, and so

necessarily precipitates the person into disorder.
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Another poem of parting, related to "Good Ships®
tarough a metemorphosis and to "Her byes™ through & flight
from an encounter with another person, is "Lady Lést"

{p. 60). The lost lady of the poem 1s clearly fleeing from
some disaster in love, Her transformaﬁion from a lovely
woman intc a "timid lady bird" who sesks shelter with the
speaker from "the clapping thunder/ And sight of the whole
world blazing up like tinder™ symbolizes both her delicacy
as a woman and her departure from her true human nature.

Like Bottom In A lidsummer Nipht's Dream she is & metaphor

sctualized. The physical storms that the blrd-woman flees
represent, oi course, the storms of life and love which have
proved too much for her, ‘ihey have reduced her to such a
state of inner contlict and lack of self-possession that she
cannot meet the eyes of the speaker: "And when I caught her
eye/ She looked aside....” This speaker, whom Vivienne Koch
admires for his "full measure of gentlemanliness" in helping
the lady,8 grasps that in order to restore the lady to her
"full soft-haired white-breasted fashion/ And her right home
and ner right passion" someone, svidently thie man who has
"lost" or "injured" her, needs to "stroke her gently/ With

" he color white in “"white-breasted fash-

loving words....
ion" referring to the lady's proper state of being 1is
presumably the vibrant whiteness (as opposed to a pallid

hue ) that Knight thinks “is cononected with vitality and

passion in a number of [ﬁansosz:lpoams.”g The lady needs
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the love of somecone else for her that will restore her to
her own power to love.,

On a very slightly higher level of sensibility are the
characters spoken of in twe other poems of parting, "Parting
at Dawn" and "pParting, without a Sequel.™ These couplss at
least did not [lee each other at [irst signt bul were able
to meet as human beings and initiate a love. However, the
poems shnow their eventual failure. In "Parting at Dawn®
(p. 18) the lovers fail because they have a misplaced
virtue: they are brave and resoclute, not in loving, but in
parting forever. fThey “take flight" ™with the morning
star," not as passicnate lovers such as Romeo and Jullet
after a night of love, but as "Stoics...born on the cold
glitter of light" wvho have spent the night in a "broken
whispering" which 1s an "image of the coward heart® of the
pair. They lacik the courage ol thelir feelings. The woman
in "Parting, without a sequel® (pp. 5L4=55) is divided within
herself because, having sent a letter breaking off a love
affair, she yet [luctuates betwesn tne heat of love and vhe
cold of rejection: "3ut even as she gave 1%/ Saying to the
Blue=-capped functioner of doom,/ f'Into his hands,' she hoped
the leering groom/ Might somewhere lose and leave 1t"

{p. 5lt)s She reveals her indecisiveness in the very words
sne uses to refer to the messenger bey in these lines.
Pilrst she dignifies him with the phrasze "blue-capped
funetionser of dcom" to suit her sense of how important and

final is her sction of dismlssing her lover. The color blue
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here contributes 1ts usual symbollc sense of vital feeling
to her action, as il she 1s at one with herself in this
decision. Then the messenger is pulled down in the next
line to "leering groom" to show the lady's now hesitant
feeling about sending the letter; She 1s not divided simply
because she breaks off an affair (one is even told that the
lover "so richly has dessrved” the letter, though this too
may mercly suggest her passlng mood of rejection), but be-
causse she is torn between desire and rejection; she caanot
put her whole being behind the decision to once and for sll

v @

renounce the man. 4s Knizht observes, she "alternatsly
wants and does nct want her ifover...." she is divided not
because she chooses any one way, bubl because she does not
really chcose at ali. wuike "The Bquilibrists™ who remain
indecisively 1n a "torbure of equilibrium® (p. 84), sne re-
mains at the end of the poem "hot as fever/ And cold as any
icicle™ (p. 55). Her feelings for and agalnst her lover run
their alternating course with no sct of will to bring order
out of chaos,

The speaker 1n "Winter lemembered” (p. 2} is another
person whose torture of separation from his beloved implies
his dissociated life. Absent from hls love for some unspe-
ied reason (one fesls he could make some effort to find
her, but he never does), and uneble to bear her absence and
the anguish of his feeling for ner, he~tries a real purga-
tlion of that torituring leeling by exposing his body to "the

murderous winter blast™ so that he may be "past the smart



of feeling."™ He thug, in effect, dissoclates himself in
trying t¢ reject all feéling of love. In trying to avoid
the pain of "Absence, Absence, in the heart" that possesses
him he would attempt to cut off any capacity at all for
human feeling.

je fecls that the warmth of hie fire in the winter is
not a substitute for his beloved, his "cause...proper heat

and center":

Think not, when fire was bright upon my bricks,
And past the tight boards hardly a wind could enter,

I glowed like them, the simple burning sticks,

'ar from my cause, my proper heat and center,

He cannot glow with the inner warmth of remembered love as
the "simple™ sticks glow with their sctual burning. Thornton
H. Parsons, the only cfitic wao fias attempted a detalled
explication of this pocem, says concerning the speaker's
inability to be wsrmed by the fire: “The imapges of physical
warmth, bthe fire brignt upcn the bricks and the 'simpie
burning sticks,! are cold comfort to ome uspirlved of als

rill goss 1ast parase

beloved, his 'proper heat and center.
may well be an allusion to Hemeo's speoech aboub returning to
23s center, Juliet: "“Can I go forward when my heart is

nere?/ Turn back, dull sarth, and find thy center cut®

(Romeo and Jullet, II. i. 1-2).12 This is an especlally

good thematic alliusion in that Homeo has the power to act

and go to nis belcved, whereas the modern nan of Ransom's



poem seems unable to act except te depart farther from his
beloved by deadening hils feeling for ner.

Not only does he feel that the fire 1s no substitute
for his absent love, but he departs from the hearth and goes
out into a raging snowstorm because the [ire reminds him as

a symbol too strongly of nis beloveds i3

Better to walk forth in the frozen air
And wash my wound in the snows; that would be healing;
Recause my heart weuld threb less painful there,

Being caked with cold, and past the smart of feeling.

By goling intc the storm in order tou let it deaden his
*"wound® of love and to make nis heart "caked with cold,” he
really deadens his "heart" in the broader sense of the term,
i.e., his whole sensibility or belng. In trying to avoid
+the pain occasioned by the beloved's absence, a pain
normally incident to becoming entwined by love in the 1life
¢f ancther, he destroys all really human feeling in himself.
The last two lines of the fourth stanza show the spesksr's
success in reduclng himsell from a feellng iteing to & nearly
insensate creature: "ind though I think this heart's blood
froze not fast/ It ran toc small teo spare one drop for
dreaming." He will dream nc longer of his beloved, and so
the pain her memory causes will cease. [Farscns says that in
this attempt to dehumanize nimself The man attains "...a
sheer minimal existence without encugh margin to permit any

feeling that is specifically human."lh The mar's closing
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remarxs that nis [ingers that had [first joined him and his
beloved were in the storm "ten poor idiot fingers not worth
much,/ Ten frozen parsnips nanging in the weather" reinforce
the 1dea of his naving reduced his sensibility from the
proper human level to that of a kind of 1diot or vegetable.
he fingers are also "idiot fingers" in that they falled to
maintain the bond they had first established with the woman,
Cne may compare this self-mutilator of the soul with
another figure, the old man in "Uld “an rondered" (pp. 68-
69), «hat the man in "winter nemembered" achieves
temporarily -- the suspension of human feeling -- the old
man acnievea permenently as the result of a prolenged flight
from botn love and nate. e seers to be the end product of
the moveument toward dissociation., e 1s "pondered,”" i.e.,
in an obsolete sense of tahe word, he 1s "burdened" with the
crusniiing welght of nis thougnt. All he does 1s "strictly
[watch ] his own predicament" (p., 68). Completely shut up
within himself, nis eye "monstered in its fixed intent™"
(ps 68), he remains totally unaware of the speaker and his
girl, who observe him, ‘he meaning of "monstered" as a de=-
parture from the course of nature calls attention to the
perversity of the old man's peculiar inwardness. Apparently
too timid or too consclous of the difficulties and dangers
to indulge 1in the "storm and sport" of life (cf. "uood
snips" [p. l():]),lS he has avoided "many a bright-barbed
nate" (p. 68) from the world by shutting nimself so effect-

. I \ . i)
ively in his own consciousness that ne nas become vthe lone
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sitter-in" (p. 68). As a bonus to this process he has
become the Cartesian man par excellence: separated from the
real forms of nature and sufficient unto himselfl as a
thinking essence. But in so avoiding hate he has also had
to shut out the possibility of love "lest one light arrow/
Be sharpened with a most immortal sorrcw" (p. 69j. In other
words, in barring the possibility of sorrow or hurt in life,
he had also to bar that of love, since love might bring
sorrow or involve it. He never took any chances in his
monomaniacal scheme to anticipate all threats and tender
certain everything that might happen to him. He planned for
all eventualities by withdrawling, as so many of Ransom's
people do, from the possibility of real experience -- and
the result is a man whoe has 1lnadvertently lopped off his
feelings and so rendered himself truly a monster.

All the characters studied in this chapter, from the
timid ccuple of "Good Ships" to the withdrawing cld man of
"(0ld Man FPondered,” possess powers of intellect and feeling
that could ripen into fully realized human lives. However,
they invariably destroy their possible lives because they
fail to perform the actions necessary to bring their lives
to realization. They faill to face up to their responsibile
ities as human beings to think and feel and act forcefully

in crucial encounters with others and with themselves.
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CHAPTER III
WOMAN'S HOPE AND MAN'S DBSPAIR

Several of Ransom's poems about unmarried couples
portray lovers who, unlike the couples dlscussed in the
preceding chapter, possess sufficient self-confidence that
they can at least accompany each other. But these perscns
too fail in the end to establish & scllid love. They fall
primarily because the man, with his usually lower degree of
sensiblility, 1s incapable of truly loving the woman. The
wom&n, with her greater capacity for love, would lcve him,
but the man holds back in the crucial moment and so destroys
their budding relationship. This implicit testimony the
poems make to the woman's greater sensibility anticlipates
Ransom's explicit remarks in nis prose that the basic
differences between the sexes are differences in sensibility.

He says in The vworld's Body (1938):

The minds of man and woman grow apart....man, at

best, is an intellectualized woman. Or, man dis-
tinguishes himself{ from woman by intellect, but he
should kKeep it feminized. He knows he should not
abandon sensibllity and tenderness, though perhaps

he has generally done so.t

30
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Less pliant Ethan maﬁ], safer as a biological orga=-
nism, Ewoman:}remains flxed in her famous attitudes,
and 1s indifferent to intellectuality. I mean, of

course, comparatively 1ndifferent; more so than a man.2

It will probably be agreed that women have much more
aptitude for the cultivation of sentiments than men

do....3

1is comment in Selected Foeums (1963)

ot

And more recently, in

on the new version of %"rrelude to an Bvening,"
£

Pansom agaln
speaks of woman as being "more natursl, confirmed in her
direction already, therefore nore spontaneous in her re=-
sponses; she is less reflective [ﬁhan man:].")'L Uf course
this "aptitude for the cultivation of sentiments,® mis-
directed, can itself be a source of the divided sensibility,
as 1t becomes in the spinsters Wargaret (p. 90) and
"iiriam Tazewell" (p. L) who cultivate feelings for dead
leaves and storm=-pelted flowers as 1f these objects were
persons. ©obul the poems under discuseslon in this chapter
portray this speclal cuality of the woman's sensibility de-
veloped in the right direction. "Vaunting Cak" (pp. 19-20),
"hclogue" (pp. L7-50), and "Spectral Lovers"™ (pp. 6=7) are
the three poems that show crises of love in the lives of
senslitive, loving women and their divided men.

In "Waunting Oak"™ the women would desperately belisve
in lasting love, but the man, the "unbeliever of bitter

blood" (p. 19) who is also the speaker, destroys her hope by
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destroyling ner feeiiﬂg of the permenence of the oak whion
‘she nas chesen as the sywbel of their love's endurance.
Hansom usas the narrative polnt of view, or aesthetic dls-
‘tance, as & principal devlog to characisrize the man as
deficlent la proper Ueelins lor the woman., lne reader does
not lsarn that the zjeader is tos “me'™ of the peen, tna
Yupbsliever,” until, as Lleanth Srocks obgerves, "the poem
is nal? ovar.“g Lareugnous the Jirst hall, the “unbsiisver®
in love speaks of almsell and nis aflalr w#ith tne sirl be=-
neath the great oad Ia the dotacned, thirde-psracn velce ag
i iz is not deseribing an intimate and ~oving love sceane
but is merely a&u cbssrver neting scclal phenomsna: Tiow a

cartaln heart, tec youny aod mortally/ Linked with anh unbele
iever of pitter blowd” {p. 19). dhen the reader racelves
tie revelation in thne sevents stanka that the spesker is
also the “me™ of Lnls drass ©f wpusslon, LHEY e Kas dDeen
speaking all along ol sissell, "iud what bubt sne fetch me up
5Ceee/eeotine oak™ (p. 2w}, the shock Lo the resder at the
sudden coliapse LI tad adsbhelle distance he has ssszunsd to
exlst ls 3 messure ¢l Acw lar goue the speaker is in ab=
strectionism. He is totelly opjective abeut the whole
eplsode; 1t is but aatiner leci, une fesls, retained by his
MEMCry . Renote Irom any feeling of love such as snimates
the gzirl, be retails tune events sg 1f Jor clinical consuzp-
tion. Hs sniows no delicacy or sange of intiwmacy lor what

haz tekon place,
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In the fourth and fifth stanzas the speaker describes

the woman's hopes for love:

ow a certaln heart, too young and mortally
Linked with an unbeliever of bitter blood,

Observed, as an eminent witness of 1ife, the tree,

And exulted, wrapped in & phantasy of good:
"Be the great oak for its long winterings
ur love's symbol, betier than the summer's

brood® (pe. 19).

The woman, desperate to believe in the permanence of their
love, chooses the tall, apparently stout ocak as its symbol,.
But that this hopeful attitude 1s indeed, as the speaker
says, a "phantasy of good" inight points out: "'!'Phantasy!
suggests the unreallty of her attltude, and 'wrapped'! con=
cretely indicates that her attitude 1s used as a protectilve
covering, a way of shielding herself from the truth.“6 One
may build on this idea and obsarve that her hopeful attitude
is unreal because she 1s "Linked with an unbeliever" in
love. She shields herself from the truth that not all her
striving to establish a symbol for their love can bring the
man to belleve in it. 4nd yet one must praiss the woman
more than criticize her, for she strives to acnhleve a last-
ing love. In erecting a symbol of her love she carries out
in the only way she sees possible her desire to love and be

loved by the "unbeliever" who desperately needs her help.
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For he is already convinced that he is defeated as a
lover and so refers to himself as an "unbeliever of bitter
blood"; the "bitter blood" suggests a flaw that reaches to
the very roots of his nature since "blood" connotes passion
and this he lacks altogether. He seems tioc conscious of the
matebility of all things to enter into love for a perishable
creature. He refers to the woman as one "who had been in-
structed of much mortality" (p. 20) == "instructed"
evidently by himself -~ but in reality he himself 1ls the one
overpowsred by the sense of the inevitable mortality of man
and the world., His preocccupation with oncoming night and

extinction g

[

ives to the enltire poem sn oppressive atmosphere
which stifles love., 1In the first stanza he sees the tall
oak as "a tower unleaning” (p. 19), but lmmediately thinks
of its death: "3ut how will he not break,/ If lleaven as-
sault him with full wind and sleet" {(p. 19). The oak's
leaves are "“the frail leaves of a season" (p. 19), and the
flowers beneath the tree have "dusty tombs” (p. 20) awaiting
them. This sense of mortality inhibits his ability to love
here and now.

‘The speaker's inablllty to apprecizste the beauty of
nature as he follows the girl to the ocak 1s another trait
that shows his lack of attachment to particular creatures
and hence his divided state. He says: "A flat where bird-
song flew/ Had to be traversed; and a quick populsce/ OF
daisies and yellow kinds..." (p. 20)., He reveals in ais use

of the word "had" that the journey through the fields where



the birds sang was something to be endured, nct delighted

in; and flowers to him are only "“yellow kinds,"

not partvic-
ular Ilowers each wlith its -own specific beauty. Hils use of
the adjective "quick™ to refer to the flowers suggests, as
Knight points out, a pun on the @éanings "alive" and "“short-
lived.®? This usage again testifles to the man's obsgession
with the idea of universal decay and death. His unfeeling
response to nature is similar to that of the abstracted
speaker in "Somewhere Is such a wingdom” (p. 66) who toler=-
ates the birds' songs only because they do not bother his
thinking. #ost importantly feor the poem's theme of hopeless
love, the man reveals his defective sensibility in his
powerlessness Lo see the ocak as a symbol, something that the
woman does readily.

The painfully blunt way in which ne acts to destroy for
the woman the oak as the symbol of the solidity of their
love snows another side of nis emctional poverty. when she
tells him to behold the trees as a symbol, "ustablished, you
see him there! forever™ (p. 20), he acts immediately to dis-
abuse her of her "error®: "But, that her pitiful error be
undone,/ I knocked on his house loudly, a sorrowing lover,/
And drew forth like a funeral a hollow teone" (p. 20). ie
finally acts, but, ironically, doces so only to destrdy the
effect of the woman's nopeful act of creating a symbol., His
cold, intellectual behevior reminds cne of Kichard Ebsrhart's
lines, "In a hard intellectual light/ I will kill all de-

8

light." He certainly kills the woman's delignt. fe is
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such a lover of truth that it takes.precedence over all
courtesy, and he dsstroys, with little or no compunction,
the woman's hope for love. Brutally he enforces his point
by knocking louder and louder on the ex=-symbol: "I knocked
more sternly, and his dolorous cry/ Boomed..." (p. 20). as
Cleanth Brooks comments, "The poem achieves a proper climax
and a powerful one as the boom from the hollow cak is made
to swell into a great cry ol lament which smothers svery
sound in the spring scene....“9 It even drowns out the
giri's sobbling as sne cries over her rulned love.

snother character whoc gives up love before his over-
powering conscliousness of the mutabllity of life is the man
in the.dialogue—poem, "iclogue' (pp. 47-50). Two formerly
inseparapble childhnood companions, John Black and Jane Sneed,
now grown up, find they cannot achieve & mature adult love.
They remain apart musing on what has come between them.

Jane recalls how they were inseparable when children:

Ten years ago, pretty it was in & ring

To run as boys and girls do in the grass--

At that time leap and hollc and skip and sing
Came easlly to pass.

Those days I could not quit you if I would,

Nor yet quit me could you (p. 47).

=2

This attachment was possible becsuse their childhood pos-

sessed a kind of unified sensibility in which, as John Black
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says, "Our!infant selves played happily with our others™
(. 17).10 fio thought of death then constricted their
natural feeling to reach out to each other. But now as
adults this excegsive consciousness of their own mortality

renders them unable to love. As dJane puts 1%,

vwe . were spendtnrifts of joy when we were young,
But we became usurious, and in fright
Ceoncelved that suca a waste of days was wrong

¥or marchers unto night (p. 408).

They stop living in this world and its possibilities for
happlinegs and live only for an afterlife: '™ie are mortals,®
John Rlack declares, "teasing for immortal spoils,/ Des-
perate wonen and men” (p. L8). Their sense of the tran—
gsience of all thlngs renders them unable to enter a love

3
L

affair, 2ut thls sense c¢f the transience of things is
normally present in life and in much of literature and
does not in every dase compgl 2 surrender of the possibill-
ity of belng scmewhat nap: y in tie temporal order. Just
because somethling willl not last forever ls no reason ©o

&
dismiss 1t as of no account. The speaker in sarvell's
"7o dis Coy Histress®™ sees with harsh distinctness the
transience of pnysical love but nonetheless strives to
persuade the lady to seize the day with him by loving whlle
they still can., The knowledge that death impends {cr them

should not of itselfl make Jane and John remain separt in fear

and despair. Un the contrary, it would seem that the
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awareness of death would make them all the more eager to
love since this awareness would render l1life mcre precious to
them. But they think toc precissely on things they should be
aware of but not preoccuplied by; they think of everything,
they are too conscious of the mortallty inherent in life
and all its sctivitics, and so, ocut of an exapgerated sense
of futility, do nothing. <Their intense perception cif thelr
natural end is one of those "diseased forms of clarity,” a
strivins after absolute certalnty about the future and re-
jection of copenness to the immedlately possible, that
William #. Lynch asserts is one of the major causes of hope=-
lessness and paralysis of the will, 11

John Plack is the typical fragmented lover who has,
‘in Randall Jarrell's words, "seen through sverything except

wle e sees

tne process of seeing tarougn everything.
through every emotion ol the more hopeful and sensitive
Jane, and duly dellvers the explanations of theogony and
philosophy for their separated state. Jane is typically not
interested in these abstract formulas, but only knows that
"omething, John Black, came flapping out of hell/ And
wrought between us, and the chasm is/ Digped, and it diggéd
it well™ (o. L9). ILike the "ditch of darkness™ in which

the benighted lover walks in "Two in August" (p. 62),
"digeged" here suggests that something conscious or a kind

of consciousness has intervened and prevented their love
from maturing. Jane fesls intensely the hellishness of

their plight, while the man, 1if he feels at all, can only



express himself in morose abstractlions. Jane &need, with
the greater sensibility of a woman, 1f she cannot bring
John Black to love her abt least can imagine what 1t must be

like to love:

Yet I can plcture happlross--

Perhaps there weander lovers in some lands

i#mo when Night comes, when it is fathomless,

Consort their little nands;

seee

S0 they keep unafraid the whole night through,

7111 the sun of a sudden glowing through the bushes

They wake and laugh, their oyes again are blue...
(p. L49).

In Jane's imagined narmony of love, according to Isabel
Gamole, "all of Hsnsom's plus-terms -- life, love, courags,
blue eyes -- converge.“13 But Jdohn Black's censoring intel-
lect clamps down cn thnls imaginative excursion as not possi-
ble I'or them because they are primarily thought and not

feeling:

¢ innocent dove,

This is a2 dream, #e lovers mournfully

Lxchange our bleak despairs. e are one part love
And nine parts biltter thought. As well might be

Reneath ground as above (p. 50),

That John puts their (more sasccuracely, his) imbslance
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between thought and feeling in quantitative terms, "...one
part love/ ind nine parts bitter thought..," involves the
very same imbalance and brands him as an abstractionist. He
speaks of the sensibility as 1f 1t were some mechanical mix=-
ture of opposites. John Black, one concludes, 1s a hopeless
cagse of the cold fregmented self =-- Jane will never warm him
to love her.

" (pp. O=7) & couple Tail in love

In "spectral Lovers
because they Iall in the cruclal moment as they walk in the
Lpril mist to affirm and seal thnelr love with the indispen=-
sable physical touch -- an smbrace, a kiss, or even so
little but significant a gesture as a handclasp. "Lovers
they knew they were, bubt why unclasped, unkissed?/ uhy
shoula two lovers go frozen apart in fear?’ (p. 6). The

1"

repetition of "lovers" and the stress on the word "knew" in

these lines from the first stanza forashadow the sad fact
brought out later in the poem, namely, that they are nct

"frozea apart" be-

really lovers at all ana that they are
cause they are toc self-conscious of their love. Thelir
love remains 1in their heads and never gets out 1nto their
fingertlps.

As in the two poems alrecady discussed in this chapter,
the woman is closer than the man to the unified seli. She
is ready to love the man and sven to "surrender all," "Iif
he but ask it" (p. 6). 2s Thoraton H. Parsons remarks, she

will wait "passive, true to the conventicn of feminine

modesty,”lu and so allow the man the opportunity to perform



L1

his proper, more aggressive part in love, oUill one must
admit that not just modesty but also a certain timldity

toward love itself causes her to walt passively:

The heart was bold that clanged within her bosom,
The moment perfect, the time stopped for them,

5t11l her face turned from him (p. 6).

At the sams time her feeling of love is "bold,” she averts
her face from the man as il still not ready to meet his
advance, Her curious mixture of boldness and timidity also
comes out in two lines earlier in this second stanza:
"Scarcely her ringers touched nim, quick with csre,/ Yet of
evasions even she made a snare” (p..0). Her evading action
negates her boldness; sne would initlate physical contact
with the man bul draws back cut of timidity and modesty. In
s0.dolng she makes a “snare’ [or their love., "snare? must
be understocd in at least two senses: it wmeans thal sne
draws back in order to provoke the man into am advance; but
it also suggests that by failing to touch the mean, she has
lost the opportunity to establish‘thair love. The man is so
reticent nimself that apparently the woman has té initiate
their relation, but this, ag nnight observes, serves to
tpeverse the usual roles of male and female.'t> The woman's
fluttering, indecisive gctlons probably contribute, Parsons
_ _ 16

suggests, "to the timidity of the man.”

$tlll, for all her indecisive boldness, her behavior

accords Iin the main with the tradition of feminine passivity
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as she waits fbr the man to ask her. But he never accepts
this tacit ylelding to his proper role because, as Knight
sees, he rationalizes away this perfect moment for his
acting.l7 On the one hand he does feel passionately drawn
to her: "Am I reeling with the sap of April like a drunk-
ard/? Blessed 1is he that taketh this richest of cities® (p.
7). On the other hand he refuses to act on this feeling of
love; he refuses to so much as touch her because in reallty
he does not want to. e tells himself that she is not to be

conquered cor that 1f she were conquered the conquest would

somehow impair her person:

But it is so stainless the sack were a thousand pities.
This is that marble fortress not to be conquered,
Lest its white peace in the black flame turn to tinder

And an unuvterable cinder (p. 7).

Parsons sees this language of the man's interlor monologue
as only a {law in the poem, "an intrusion by the author....
The erotic love between the man and woman is not even imagi-
natively credible when the speech becomes so artificial."l8
But instead of being a flaw, the language supports the theme
of their love's unreality. It 1s indicative cof the man's
divided sensibility that he uses the traditional figurative
language for winning a woman but cannot act upon its impli-
cations. In such language the woman 1s always a castle or

fortress that must be "taken" by the man. <The man's use of

the language, in the light of his refusal to act in the way
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the language polnts snd "conquer” her, suggests strongly his
excessive self-consclousness. He thinks in the terms of the
actions necessary for success in love, yet he cannot perform
tﬁese actions. The actions remain only possible actions in
his 1magination; they never reach the status of real actions.
In Tact by using such language he only covers up for his
failure to act. UHls speech suggests that the woman is so
tender that she would be somehow used up if he were to make
use of ner body, but such extreme elfacement on his part
seems hardly consonant with tae ldea of lovers., Yhe body 1s
normally & means of ‘eXpressing love. joreover, the woman's
moenologue reveals ner boldness and the Tact tnat he would
gncounter no resistance from her, since she is ready to |
yield all to him "If he but ask it."™ Her reticence shcwn in
averting her face and in withdrawing her {ingers may have
something to do with causing his Inability to act, but he
never refers to this and seems unaware of it,

Probably the man's falliure to perform the physical acts
necessary to cement their tile and his rationalizing of this
failure stem chiefly from his repugnance to the physical
side of love. “‘hat he refers to passion as "the black
fleme" in the passage quoted above suggests his extreme un-
eaginess In a situstion fraught with sexual necessities., He
is unnatural 1n being so upset over a normal part of love,
the touch of the two bodies., 1n "The Bquilibrists" (pp. 83-
85) the woman's body is "a white f'ield ready for love" that

urges the man to make use of itself; the "lilies'™ of her
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body's beauty beseech "him to take,/ If he would pluck and
wear them, bruise and break" (p. 83). ?RBut the "spectral
lover," like the man in "The iquilibrists,” shrinks from any
brulsing and breaking. ‘lhere 1is other evidence for tnink-

ing

&

tnat he snrinks from the pnysical as such. anight
points to tne "eff‘eminate"l9 behavior of the man in the

fourtn stanza as he walks with the woman:

And gesturing largely to the moon of waster,
xincing nis steps and swishing the jubllant grass,
4eheading some fleld-flowers that had come to pass,
He had reduced his tributaries faster

Had not consicerations plnched his heart

Unfitly for his art (p. 7).

The man would rather "behead" field-flowers than deflower
hils lady. 1itis "gesturineg largely to the moon" and "iincing
his steps and swishing the ... grass" suggest not so much
what Parsons calls his "passlonate exultation"?? as a kind
of dalnty prancing about. ile should employ nis time and
mood not in these random gestures whicn dissipate nis feel=-
ing but in saying sometning to the lady or taking her by the
hand. "...consideratioas pinched inis neart/ unfitly for his
art" suggests tnat ne is too self-conscicus about doing any
such thing. rarsons riantly points out that "pinched" ef=-
fectively renders his squeamlsnness" but zoes on to attrib-
ute tnis .queamishness not to his reticence before the

physical side of love but to a code of hcnorable restraint:
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"Zoth feel passion but do not act upon it because of s

numane code of restraint."21

rowever, to see a moral
restraint here 1s realiy peside the polnt, since the man 1s
not beling called on to possess tie woman on the spot, but
merely to indicate by some physical sign that he loves her,
sut the man declines to ofier any touch &t all, or even to
say anything; to uer.

ihe speaker ol ine poem preseuts anotaer instance of
the aivided sensibility. owuddernly in the last stanza the
reader perceives that he 1s listening not to an omniscient

narrator but to anctner character wno nas been observing the

two "spectral lovers" in tne mist:

They passed me once in ~pril, in the mist.

No other season 1s 1t when one walks and dlscovers
Two tall and wandering, like spectral lovers,

w+hite in the season's moon-gold and amethnyst,

sho touch their quick [ingers fluttering like a bird

#hose songs shall never be heard (p. 7).

" in the first line causes a mild

The abrupt reference to "me
shock to the reader couiparable to that caused by the col-
lapse of the aesthetic distance in "“vaunting Cak" (p. 20).
vivienne noch sugsests that the speaker, througn the use of
the lovers' monologues, "1s really regarding his own pas‘c."22
Cleanth Zrooks provides a more siznificant and tenable

account, tnat tne "spectral lovers prove to be, now that the

vantage point of the speaker is established for us, & con=
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struction evoked with pity, with understanding, with irony,
by the 'me' of the last stanza, out of himself and out of
the two forms who have silently passed him in the mist H23
The speaker, with a divided sensibility himself, projects
his state of mind onto the pair of lovers who pass him in
the mist., Why should he be out in the mist, salone, where he
meets the wandering pair, unless he too is lost? That he is
so apb at filling in the characters of the couple and pro-
ducing speeches for them suggesits strongly that, like the
men in “Eclogue® and "Vaunting Oak," he is given to fath=-
oming his nature but not to performing it. The poignant
sadness of the last two lines Indicates his painful aware=-

ness of his unhappy state of being.
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CHAPTER IV
THE MAKRIAGE GROUP

Ransom's marrlage group, like the two preceding groups,
consists typically of fallures in love. As Enight observes,
"although the social form of marriage conventionally suge-
gestes love, iHansom's married people tend to fall equally as
much as his withdrawn and isolated figures.“l While fallure
does prevail la the marriage poems, at the same time
marriage itself seems to possess & special importance for
Ransom as a context of hepe, of possibility for achieving
~= if only for & moment -- the unifiled sensibility. In his
commentary on the revised version of "lrelude to an
Evening" (pp. 99-101) Ransom speaks approvingly of "the
great Familial Configuration" that has "been ordained in our

creation...."?

More significantly,»as coming from the evie
dence of the poems themselves, it is only through partici-
pating in conjugal love that any of the characters approach
a recognizable unity. %he couple in "Two in august"™ (pp.
61-62 ) before they split apart oune night have "grown almost
one' (p. 61), and Jane and Ralph in “dorning" (p. 65) resch
a moment of happiness on awaking one day before falling
again inte their separate and fragmented lives. However,

failure in love remains the thewme of these two bright

Lo
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exceptions, In the other poems of this group, "Man without
Sense of Direction" (pp. 79-80), "Conrad in Twilight" (p.
28), and "In Process of a Noble Alliance™ (p. 21), the
failure is unmitigated.

This last poem portrays a woman who lacks love and so
looks upon her approaching marrisge not as the normal ful-
fillment of life but as a helllish and fatal ordeal. The
poem is not a joyous epithalamium but, as Ilsabel Gamble

«3,

says, "a dirge for a marriage

Reduce this lady unto marble quickly,

Ray her.beauty on a glassy plate,

Rhyme her youth as fast as the granlte,

Take her where she trembles and do not walt,
For now in funeral white they lead her

And crown her queen of the House of o Love:
4 dirge then for her beauty, musiclans!

Not harping the springe that catches the dove (p. 21).

The lady'!s new house and new 1ife with her husband will be
"the House of No Love" because she will bring to it no vital
love: of her own. <The capltals emphasize love's absence from
the union, as though this were the loveless marriage. Her
crowning is ironic since she will not be "queen" of the
household in the usual sense, but rather in the sense of a
gueen éuffering in Hell. #arriage will be Hell for her, and
her lack of affection will inevikably render it Hell for

her family. 7The "funeral white"™ in whiech she is led to the
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alter as if to her grave assoclates her, as Knight observes,
with "the absence of love and with death....”h and con-
trasts with the usual vibrant whiteness of the weddlng
dress. Robqfﬁ Buffington identifies the "dove" in the last
line with tﬂe unloving lady and says she ™is a dove caught
in a springe}’....“5 Marriage, in other words, appears to her
as a trap t%at will lead to her decline and death. The
constructiqh beginning with the word "For™ in the fifth line
expresses éhe fact that since she will not love, her beauty
will fade %s she herself will fade away to death. This is
the reasonéfor the urgency of the first four lines with
their repe%ﬂed directions to the artists to preserve her
beauty bef@reﬁit disappear in the loveless marriage.
Vivienne K&chﬁwrites of these opening lines, "A rejecting
lady is cchsiéned by the poet to her proper element...."6
Certainly;the Earbla, photographic plate (the "glassy
plate" ofﬁthe ﬁoem), and granite possess a glittering
beauty like the: lady and also, like her, are hard and with-
cut warmth. bhdgis truly marmoreal in her lack of affec~
tion$;7

fﬁyThis voman Q@o would draw back from marriage finds her

maﬁe counterpart in the lonely old man of "Conrad in Twi-

k \ - Fa) . . 3 -
~light" (p. 28) who!retires from his wife and her domestic

comforts. He sits on alone in his garden pondering morcsely
the course of the dying season and its dead leaves. He has
sat so long that, like the friar in "decrologlcal"™ (p. 10)

who sits motionless among the corpses of a battlefield, he
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has almost become a part of the decaying landscape:

His lungs filling with such miasma,
His feet dripping in leafage and muck:

Conradl you've forgotten asthma,

Vivienne Koch views the autumn scene as expressing Conrad's

", ..Conrad's particular malaise of

interior disposition:
age and purposelessness 1s tiled 1n with the physical defects
of the region...."a The sudden shift from a description of
Conrad 1n the first three stanzas to the autumn imagery in

the last stanza emphasizes that Conrad is used=up inside:

Autumn days in our section

Are the most used-up thing on earth
(Or in the waters under the earth)
Having no more color nor predilection
Than cornstalks toc wet for the fire,
A ribbon rotting on the byre,

A man's face as weathered as straw

By the summer's flare and winter's flaw.

The absence of color in the images of cornstalks, ribbon,

and the man's weathered face brings out Conrad's passionless
state. Dr. Samuel H. wocods polints out that the whole poem .
recalls, "in its emphasis on bogging down in moroseness,“9

the old man of "0ld ken Pondered" (pp. 68~069) who withdraws

from emotions altogether.
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The direct address to Conrad in the lines quoted above
from the second stanza, "Conradl you've forgotten asthna,™
appears to be the anxious thought of his wife who waits in
her house where she has spread out for her bemused husband
all her domestic comforts. ‘lhe narrator presents the
warmth and comfort assoclated with the wife from whom Conrad

absents himself:

Conrad's house has thick red walls,
The log on Conrad's hearth 1s blazing,
3lippers and pipe and tea are served,

Butter and toast are meant for pleasing!

The "red walls," along with the more obvicus images, suggest
the warm feeling of the wife who awaits Conrad's return in
vain.t9 Conrad the thinker rejects nis wife's world of love
and sitz on alcne sunk in nis morose mood: "“3till Conrad's
back is not uncurved/ And here's an autumn on him, teasing."
Conrad is not a man of strong desires. His lack of passion
to do anything, te exclalm against the oncoming winter or to
go back to his wife (both of which the Conrad in "iaster's
in the Garden Again" [pp. 96-987] does), is well brought out
in lines four and five of the first stanza, in which his
knees, emblem of vitality, appear "too rheumy and cold/ To
warm the wraith of a Forest of Arden,"tl
The wife in "Worning" (p: 65) succeeds a little better

than Conrad's wife in leading her husband back to domestic

harmony. Jane, the wife, brings Halph momeuntarily to a
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"blue world" of unity.12 she awakeg him “so gently on one
morning" that he begins to respond aesthetically and loving-
ly to nature and to his wife., oZefore his busy head, "“haunt-
ed" by the ghostly "true householder Learning" can start its
mill-like operations for the day, Ralph "would propose to
Jane then to go walking/ Through the green waves...." Forp
the first time, apparently, this highly intellectuallzed man
begins to give his 1nnocent, delighted awareness to "wings
and 1light and clover," the beauty of the particulate,
dappled world, But Ralph's newborn sensibility finds it
immensely difficult to maintain thils awareness of things.l3
Ralph is so dissociated that in order to reach even momen=-
tarily the state of aesthetic awareness he has to be brought
to 1t from sleep, when his intellect is in abeyance. This
intellect, the "trus householder," soon reccvers and pre=-
vents HRalph from getting from his desire to ask Janse to go
walking (he only "would propose" it) to the resalization of

the desire:

Suddenly he remembered about himself,

His manliness returned entire to Ralph;

The dutiful mills of the brain

Began to whir with their smocthe-grinding wheels

And the sly visitors wriggled off like eels.

The "sly visitors" are Ralph's inchoate aesthetic percep-
tions; they are "sly" because they have stolen over his

sensibllity on his waking; and thelr wriggling off -- the
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very sound of this line supports the sense -- suggests their
insubstantial nature from the intellect's point cof view.
Ralph's head emerges victorious over these invaders much as
the "Painted Head" (pp. 91-92) emerges alone from the "can-
vas sky depending from nothing" (p. 91) and plays "truant
from the body bush" (p. 91). His mind's "dutiful mills"
-- suggesting tne routine categorizing and churing out of
"useful”™ ideas it is accustomed to -- reduce the new-found
world, and the newly perceived wife, from their rich
uniqueness to thelr class abstractions: 'He rose and was
himself agein./ Simply another morning, and simply Jane.®
Obviously Ransom does not suggest that every time a
man wakes up ne should have an ecstatic perception of
nature and his wife and plunge forthwith out into the
world for a delightful jaunt. Such lines as "His ménliness
returned entire to Ralph" mean more than simply a satire of
Ralph's rejection of such actlon on this morning; économic
life must go on (Ralph must go to work) for cne to have any
leisure for aesthetic 1life. But here one needs to find a
mean. Ralph has no aesthetic side to his life at all., <the
poem implies that there 1s something terribly wrong with a
man who never sees anything in nature tnat is his, whose
sensibility is so distorted that he can no longer see nature
as it exists on the level of particuiar forms which stir
one's feelings but only as it Ifits his class categories of
useful ideas and cbjects. That his wife awakes Ralph "so

gently on one morning" suggests that this particular morn-
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ing of the poem's action is Ralpn's one and only chance for
a Joycean epiphany. DBut even under these best possible
conditicons of human and natural ald, he is so divlided that
he remains unable to keep afloat for more than & fleeting
moment in the real world.

The husband in "idan without Sense of Directiocn" (pp.
79=-80) is the fragmented married lover par excellence. For
he has everything necessary for a rich human existence =-- he
is "Of noblest mind and powerful leg" (p. 79) =- he has the
prerequisites of body and intellect, yet he "cannot fathom
nor perform his nature" (p. 79). Buffington says of hils
plight, ™ihat he is 'without! is unteachable: the simple
trick of day-to-day living...."lu He seems unable to inte=-
grate the good qualities he s0 obviously possesses into some
kind of unity. His failure to do this shows 1itself in his
failure to respond with.appropriate feelings of love -~ for
nature, and for his loving wife. These two, nature and
woman, come up again and again in Ransom as the tests of
cne's sensibility.

In the first two stanzas Ransom presents a contrast
between the ideal hero ol the past who could perform his

nature and the decreplt modern wman of the poem:

Tell this to ladies: how a hero man
Assail a thick and scandalous gilant
Wwho casts true shadow in the sun,

And die, but play no truant.



This 1s more horrible: that the darling egg
Of the chosen people hatch a creature
Of noblest mind and powerful leg

iWho ecannot fathom nor perfcrm his nature (p. 79).

The opening advice to tlie reader thal here is something he
should tell to women, "Tell this to ladies," suggests the
connection between one's abllity to love and the quality of
one's sensibility. It suggests that the "hero man," the man
wno can think and feel and act, would recommend himself to
women's love because he is not paralyzed but meets 1life
bravely. He may be defeated in the conflicts of life, but
at least he flghts something real that he recognizes as such,
s thick and scandalous giant/ #ho casts true shadow in the
sun." In this strugzle with something that is "thick™ and
casts a "true shadow" and hence is no 1llusion, the man can
develop and assert the best in his own nature. He might
even die, but he plays "no truant" from this task of acting
according to his naturs.

The modern man of the second stanza, nowever, lacks the
sense of coherence or simpllcity thet informs the worid of
he hero and makes his action meanlingful and even possible.
"Scandalous glant™ contains a faint irony almed at the hero:
he must have lived in some fabulous time when the values
associated with modes of action were clear and simple. The
modern man lacks this immediate sense of direction. kansom

deftly contrasts the unified man of the first stanza with
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the divided man of the seccnd by setting "hero man" against
"darling ezg" and "creature." The imagery of the "egg" and
of its natching a "creature " expresses in a number of ways
the divided belng of the modern man. Iirst, since "egg" and
"hatch" belong to the bird symbolism that Hansom makes such
extensive use of, these terms suggest the man's really great
potentiality for realizing his nature. This symbollsm
usually suggests, as it does later in this poem and in poems
like "Blue Girls" (p. 37) and "ihat Ducks Require" (p. 89),
fullness of 1life and passion. It is another reminder of the
man's "noblest mind and powerful leg," but which he fails to
use. The "egg" itself also suggests something with a prom-
ise, scmething about to unfocld and develop into a fully
realized organism. In the poem "what Ducks Require" (pp.
88-89), for example, the duckling that soars off into the
sky to live in complete accord with its essence is "Cold-
hatched" {(p. 69). On the other hand, having suzgested the
man's promlse, the imagery also has directly pejorative
cennotations that suggest the man's fallure in sensibility.
These connotations peint te his nonhuman state of being: he
is not a "heroc man" but merely a "creature" that has hatched
out of an egg, perhaps hatched only halfway out. The "egg"
image functions also, as it does in "Fainted Head"™ (p. 92),
as a pe jorative metaphor for the man's head and so by
metonymy suggests at once the man's fragmented life and its

cause -=- the imbalance between head and heart.
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Having now established the man's fragmented nature by
demonstrating his distance from the ideal unified man,
Ransom shows how the modern's double fallure expresses his
divided nature: his fallure to take plessure in nature and
nls failure to feel real love for nis wife. The third and
fourth stanzas show his failure with respect to nature by
contrasting the anlmals' spontanecus delight with the
"darling egg's" inabillty to enjoy anything. "The larks?
tongues are never stilled/ “here the pale spread straw of
sunlight lies," and the other birds and beasts "Are swollen
with rapture and make uncouth/ Demonstration of joy..." (p.
79). But this tumultuous response of the snimals to their
lif'e and surroundings is "uncouth® to the man; it is all a
"pabble/ Cffending the ear of the fervorless ycuth" (p. 79).
This last line hints at the cuause of his insgbility to see
anything more in nature than an offensive "babble™: he
lacks the passion necessary to be carried awéy by things; he
canﬁot become stirred by anybthing particular in nature. He
is ferther removed from the unified self than is another
character in Ransom who finds himsell at odds with nature,
the speaker in "Somewhere Is Such a Hingdom"™ (pp. 66=067).
For at lezst the man in this latter poem télerates -~ at
first -- the birds!' songs since they do not bother him in
his thinking. But the "man without sense of direction"
takes offense from the start at the besasts!' and birds!

gy U

natural expressions of "joye. Bince a learge part of their

joy evidently stems from sexual passion ("uncouth" suggests



this), thls fact offends the man beceause he senses their
success in love wihnile ne himsell is a failure with his wife.
The fifth stanza amplifies the suggestion of the prece-
ding one that ne 1s fervorless and asks, apropos his sullen
behavior in the face of nature: "Love =-- is it the causef%"
(pe 79). But the speaker decldes it is not the cause since
the man's love "“was requited beyond his merit/ And won him
bridal the lovellest® (p. 79) ot love, but failure to
love, causes his unhappy mecod and displeasuré with nature
and is his primary truancy from his right state of being.
The possibilities of his marriage are the best conceivable,
for he himself is well-endowed with a geod mind and fine
body and has a beautiful wife who loves him dearly, But he
fails in his attempt to love her because he lacks inner

warmbtn of his own;

Yet scarcely ne issues from the warm chamber,
Flushed with ner passion, when cold as dead
Once more he walks where waves past number

Of sorrow buffet his curse-hung head (p. 80).

ils wife's passion warms him briefly, but he comes from her
and immedlately goes "ecold as dead" because he has no depth
of feeling. His emotional failure troubles him, but he can-
not discover jJjust what it is that is the matter with him.

He “...writhes like an antique man of bronze/ That is beaten
by furies visible"; "He flails his arms, he moves his lips:/

'Rage have I none, cause, time, nocr country ==19 . 80).
g .
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He strikes hies arms about in frustration at not knowing hils

tn

real antagonist, who 1s none other than his own divided,
fervorless self. In contrast to the "hero man" of the first
stanza who knows agalnst whom he fights stands this modern,
who is not even really angry at anything he can name or ses.
The simile HRansom uses for nim, "like an antique man of
bronze," specially well suggests his falling off from the
knowledge and purposeful actlion of the hero. Thils simile
points out the modern's decline, since bronze age man, as
Knight observes, "are relatively degenerate" compared with
the herolc figures of the primal age.ls

The degenerate modern's fallure in sensibility shows
itself finally in thebobtuse way 1in which he tries to over-
come or cover up for his lack of feeling. He "rushes/ Back
to the tender thing in his charge/ With clamoring tongue
and taste of ashes/ And a small passion to feign large"
(p. 80). But he fails in this attempt to achieve unity with
himself: ™But let his cold lips bear her omen,/ She shall
not kiss tnat harried one/ To peace..."(p. 80). The man
fails because he trles to reach unity through the marital
union alone. As #Znight points out with respect to the
typical married lover in Ransom, "...the mere fact of phys-
ical union does not in itself correct the malady of dis-

wl6

sociatione... He seems really toco squeamish to perform
even at the physical level because he has to feign a
passion and experiences a "taste of ashes"™ which suggests

his real aversiocn toward physical love., He fails ultimately
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becaﬁse he secs his wif'e not as an aesthetic object and as
a person, but as an economic object, a mere sex object, a
"thing" to be exploited. He cannot love his wife because he
does not see her properly. In a prose passage that post-
dates the poem butbt which nelps to explain it Hansom points
out that a "woman, contemplated...under restraint, becomes a
person and an aesthetic c¢bject; thereflore a richer object.
In fact the woman becomes nothing less than an individual

wl? It is this rich, unique perscn that the wife

objecteees

in the poem has not become for her husband because he

.rejects restraint and seeks to "prove" to himselfl and to

her his masculine humanity by gcing straisht to the ultimate

end of his unenli htened desire, .hc piaysical possession,
inis poesm 1s of eXtreme ilmportance, then, in Kansom's

studies of domestlc crises because it shows so clearly,

vet artfully, the inadequacy of pursulng the body alone and

thinking chat the physical union will of itseli provide the

18

sense ol a full and aappy life. such a courge provides
but one more oovstacle tc a perscn's reaching the unilied
sensibility. Raw physical appetite dissociates as efiecc-
tively as does the exclusive pursuit of abstractions. .hat
is nesded is & balance, but this Bansom's wmarried lovers
cannot reach. Zither they =zo to the extreme of withdrawing
entirely, like the lady of "In Frocess of a Woble Alliance,"
or they go to the opposite extreme and seek, like the "jan

1

without bense of Direction,” %o reach unity through the

bedily uniocn alone,
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TThe other married woman in Ransom's poetry wihao turns
away from her marital duties is the dying lady of "Here Lies
a Lady" (p. 25). william Bleifuss, In "Ransom's 'Here Lies
a Lady,'" Explicator, XI (May, 1953), Item 51, demonstrates
that the poem "1s not so much an elegy for & dead ladye..
ag & sabtiric and ironic sketeh of a pattern of 1life that
needs amending." Bleifuss does not explicitly connect the
lady's vagaries of mood with the idea of the divided sensi-
bility, but it 1is clear from nis rather exhausiive eXplica=-
ticn that the lady suffers {roa dissociation in that she
alteruabcly chooses life and rejects it, Linally reaching
the point at which, as Bleifuss says, she "reacts to
nothinge..o"

dﬁoch, pe 234.

9Personal communication, uay, 1960,

1015 the poem "Captain Carpenter” (pp. 41l-43), for
example, "red red vitals of his heart" indicates the
captainis vitality and passion.

1lnniwht in a footnote, p. 28, observes of these lines
that Ransom is using this allusion to the Yorest of Arden in
an ironic manner. OCertalnly the eagerness of the lovers in
As You Like it contrasts with the cold distant attitude
Tonrad displays towards returning to hLS wife.

121p14., p. 101.
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13Joseph iJood Krutch, in The Desert Year (New York,
1951), p. 37, observes from his own experience: "It 1is not
easy to live in that continuous awareness of things which
alone is true living." If the maintenance of this aware-
ness 1f difficult for Krutch, how much more difficult it
must be fore someone like KHalph who has apparently spent his
life among abstractions.

luEuffington, p. 87.
15ginieht, p. 106.
101p1d., p. 85.

17Ransom, The world's Body (New York, 1938), pp. 33=3L.

15A more explicit, and hence less artful, expression
of a man's fallure to achieve, tiarcuzh sexual union alone,
successful love and unity appears in the poem "“Triumph®
from Ransom's early volume Chills and Fever (xew York,
192Ly), p. 18, lines 10-12. 1n this poem the man fails to
achieve any real unity with the woman and hence with him-
self because, while he has conquered the woman's body, he
has failed to reasch her scul:

It was her empty house that fell before my legions;
Of where her scul 1lnhablts I have conquered naught;

1t is so far from these my Roman regicns!



CHAPTER V
SUMMARIES AND CONCLUSION

John Crowe Ransom's poems do not present an optimistie
view of the life of man in the modern world. While sug=
gesting manfts capacities for harmonious thinking, feeling,
and acting, they almost invariably show his failure to live
up to them. It would seem that one must go outside the
human realm altogether, for example to the ducks in "what
bucks Require® (pp. 86-89), to find creatures able at all
times to live in narmony with themselves. 1he prevalence of
the divided self among Ransom's characters reminds one of
the prevalence of such portrayals in modern literature in
general. The spesker in Poe's "“"Sonnet -- to Science,
Hawthorne's Aylmer in "The Birthmark," and Faulkner's Addie
Bundren in As I Lay Dying, to name just a few instances
from American literature, suffer from the division between
the intellect and the rfeelings. HRansom's characters cannot
harmonize these sides of their nature because of the divi=-
sive‘effects of abstractionism which stem ultimately from
the goals and methods of modern scienée. Abstractionism
tends to reduce all the world of experience tc class cone
cepts for the sake of power over nature. After centurles of

such & program, persons, unique substances formed not only

65
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to sct upon the world's body but also and primerily to find
delight in contemplating it, grow up in a society that puts
a premium on efficiency in turning the world to some ec=
onomic use. This milieu destroys in large measure sany
budding desire to make the repose of wonder and aesthetic
delight the basis of one's life.

The cruclal test of the senslbility of Ransom's psople,
that which determines whether cne is divided or unified, is
love. Love demands that one form an emotional atfachment to
a particular person. No one can succeed 1n this 1f he sees
individual, concrete persons as mere accidents under an abe
straction wnich alone is "real."™ #Host of Ransom's charac-
ters fall this test: they prove unable to either establish
or maintain a love for another perscn.

Chapter I1I has examined thcese charecters that cannot
achisve any companiocnship at all. These filgures range from
the couple in "Good Ships" (p. 16) who withdraw from their
encounter, to the lady in "Parting, without a Sequel" (pp.
5li=55) who alternates between desire and rejection for her
lover, to the speaker in "wWinter Remembered" (p. 3) who
dissociates himselfl because he cannot bear quietly the psain
of his loved one's absence.

Chapter II1 has examined three poems, "Vaunting Oak"
(pp. 19=20), "Helogue® (pp. LL7=50), and “Spectral Lovers"
(pp. ©6=7). #hile possessing enocugh sensibility to feel the
attraction of one another, the couples in these poems fall

to establish a solid love and sink into despair. They fail
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primarily because they cannot overcome thelr consciousness
of either the mutablility of things or the physical neces-
sities involved in love., They fall in a crucial encounter
to rise to the occasion and give some physical sign of their
love. The woman in each case 1is much more ready for love
than the man because she possesses by nature a greater apti-
tude for emotional attachments.

Chapter IV has examined typlcal poems from the marriage
group and found the married lovers to fall as much as the
others. Ransom's married people elther hold back from
marriage itself or the duties of marriége, as do the lady of
"In Process of a foble Alllance" (p. 21) and Conrad of
"Conrad in Twillght" (p. 28) respectively; or reach a moment
of happiness like the couple in "Horning" (p. 65) and then
fall back into the rut; or, finally, like the coupls in "Han
without Sense of Direction®™ (pp. 79-80) exist in a state of
torture because the man cannot integrate all sides of his
nature and so love his wife as a person.,

while not altering profoundly the critical view of
Ransom's major theme, the dissoclated perscn in the modern
world, this paper has traced its eXxpression in & number of
poems that have received little or no attention from this
point of view. In pursult of this study of the divided
gelf, it has ampliried Karl F. Kaight's perception that love
is the test of one's unity. Hansom writes predominantly
apbout failure in love, and this failure indicates the fail-

ure of the persons involved to achieve a unifiled self.



Without & unity to their lives, they cannot love; and be-
cause they cannot love they cannot schleve unity. These
men and women can find no repose but exist in a tortured

eauilibrium.
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