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CHAPTER ONE . ___ INTRODUCTION AND AINS.

Every poet'sfands for trial by the new generation: continual effér%
is demanded, for not until we have examined 21l the evidence at our
di3posa1, are we fit.to judge. In Brennan's case, an éffort greater than.
usual is required, for though the body of his poetry is not large, a
considerable amoﬁnt.of extraneous material surrounds it. Our way is
obscured ﬁt.the outset by an army of exegetical writings. The ultra~
serious modern critics of Brennan, who tend to regard the whole matter

as that_difficult and many-sided subject, %he "Poetry of C.J. Brennan",

eanalyse it in parts, with detailed explications de texte. For instance

G.A. Wilkes's study New Perspectives on Brennan's Poetry(lls thorough and
well-executed, an indispensable aid to the student of Bremnan. Wilkes is,
as much as any scholar now living, an expert in the field: but does he
finally come to grips with the poems themselves?

It is clear that what much recent criticism of Brennen fzils to
supply is an evaluation of the verse; and so from the outset this was

my final goal. But how was that gozl tc be achieved?

K primery glance at the verse revealed that the "difficulty" of
Brennan was not all in the eyes of the critic. Even after I head decided
to limit my efforts to the most important sequence in the Egggg;‘z) that
is %o Pdems 1913, I found there was an involved textual history. To be
"properly understood each of these poems must be traced to its very sources
and.all fhe subsequent alterations studied, to show how the sequence was
. évolved§ and this study can become a complete subject in itself, I

began to envisege fanciful chapter-headings: "The Birth-Pangs of
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'Towards the Source'", "The Mutations of 'Lilith'," “The Geétation of
'The Wanderer',”" and in fact my first proposed thesis was the testing of

Wilkes's statement, which he spends most of New Perspectives in trying to

prove, that Poems 1913 is a "unitary structure" (p.12) and a single poem.,
Wilkes makes clear for us the nature of Bremman's structurallintentions,A
describing very precisely the way in which “Lilith" became the centre of
"The Forest of Night™; how Bremnan in 1897 had already begun to envisage
"Lilith" as part of a "second and enlarged edition wherein the unity of the

book shall be more apparent® (pp.15—16);(5)

and so by dint of well-chosen
guotations he woos us to his thesis,

Yet it seems to me that there are in “The Forest of Night" many
excellent little pieces, complete in ihemselves, vhich can be inferpreted
without their relationship to the whoie being established and indeed of
better quality than those which do contribute to the "single poem". Such

)(4) at the beginning of that section.

for instance is the "Tomb" poem (31
We can see little comnection between this and eérlier or later poems, in
terms of imagery or theme. We could perhaps argue that the motif of
. ®leaves" which pervades the poem is taken up again from the "Source®" poem
(4); but it is noticeable that there "leaves™ are being used to denote
death and decay,the despair of the poet unable to recover a golden pasﬁ:
1 éee my dreams dead colours, one by one

while here the leaves are "watchful flame", the poet's glorious
assumption-pyre, ablaze with colour.

The piece was written for a particular occasion, the death of

Mallarmé, and is a conscious development of thast poet's ideas of absence

and silence in the creative process. It is a theme which finds no
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correspondence in the whole of Poems 1913, We can only conclude thatl
"Red autumn®™ exists in its own right as a compliment to anothér-poet,(S)
and as a successful piece of artistry. It is quite independent of the
rest of the poems, for it follows through and achieves a single unique
mood: +that I think is a proof of its success, |
Let us take on the other hand the poem which begins a subsection of_
"The Forest of Night",(49) of "The Quest of Silence"™., Here we find a.
lamentable diffuseness, é fgilure'to create a unity of image, mood and
theme. Obviously the poet is attempting to fit the piece into the whole
seriés, for in the first stanza he carries on the mood of silvery
enchantment already established in the "Holda" prelude:
"not here the innocehce of morn is fleds
this green unbroken dusk attests it wed
with freshness . . .
So far although the diction is somewhat stilted, that-mood is achieved,
-Butfaftér tﬁis, some strange syntactical diélocation occurss

. « » Where the shadowy breasts are nude,

hé:s guess'd, whose looks, felt dewy-cool, eiude -
gave this reproach that smiies on foolish:dreadz
Iwoodéﬁord, grave gladness inﬁitalheart, unsaid,
knoweth the-guarded name of Quietude.
We may well wonder what hés happened to prbduce this curiously
crippied verse, But if we go to the originai version of the poem as it

appeared in The Australian Magazine (29 April, 1899)we find, ironically,

’ tha£ it is the direct result of Brennan's attempt to improve the piece,

o polish it up and make its place in the whole sequence more apparent.
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In the éarlier version of the poem Efennan made no attempt to run
the 1ast line of the first stenza on to the first line of the second., For
the first two lines of stanza two he contented himself with this:

Unto that dewy eyed rebuke intrude

not riot, nor the mad world's foolish red. .
Although there is a certain crudeness and imperfection about that opehing£6)
it is at least relevant to the whole mood of the poem. For instance "thé
- mad world's foolish red" corresponds to the first line of the poem
“What tho' the outer day be brazen rude", hence it adds to our impression
of the forest as a quiet éanctified place shut away from the strife of'-
everyday exisfencé..

Brennan in his alterations to the poem was clearly hoping for a
greater sophiétication; hence he apandonéd'those two lines we have just
discussed and used the run-on technique, with the result that the second
staﬁza went awry. The poem as it was first published is in fact superior
‘o the final version. \So far then we cannot dispute Wilkes's contention
thaf Brennan intended to create in the verse a symphonic whole, But it
is by no means clear that his attempts at artistic unity always -s:._xccéeded-.
Vhen it is placed beside the self-contained “Tomb"™ poem,(/49 pales indeed,

No. 49 illustrates too another difficulty in our consideration of
fdems 191 as "a single poem™. As we haﬁe_seen it was first published
autonomously and'before Brennan had begun to envisage “The Quest of Silence®
as 2 subsection tributary te "Lilith". It wes lafer amended aﬁd fitted
in, but still contains certain features peculiar to itself. We do not find
anywhere else in this area of Poems 1913 so much loaded archaism, such an

overcrowded heraldic picture.(?) Besides, who is this figure of Quietude?

Does she correspond in some way to the "lost Undine™ of "Towards the Source"Cﬂ
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or Holda qf the previous poem? Does she in some dim way; prefigure Lilith?
It.éeems more likely that Brenngn is overcrowding his canvas,
" uncertain of what he is working towards. As James McAuley points out,
. Brennan is delibverately fitting pieces into a whole devised only after
they were written. Poems 1913 “really represents only a broken arc of
his whole'life-cycle; and even that arc is constituted by the careful

(8)

mosaic-work of fitting disparate pieces into a frame.® Wilkes claims
that "To have deduced from the manuscripts, the structurgl unity of his
projéct, is to have disposed of half the difficulties of Poems 1913"(p.23).
I think that, on the contrary, a study of the manuscripts only sérves to
emphasize its difficulty. The numerous sections and sub-sectiongof "The
Forest of Night": "The Twilight of Disquietude™, "The Quest of Silence",
“The Shadow of Lilifh“, "The Labour of Night®™ with its subsections
"Wyilights of the Gods and the Folk™ and “The Womb of Night™ tend to obscure
fhe real centre of the poems, which is "Lilith". OSome of the sections

foo contain only a handful of poems, "The Shadow of Lilith" (previously

)(9)

to consgist of five poems has only two.

The many plans, proposed earlier versions and constant rearrangement
of the poems show I think a certain self—conscioﬁsness and lack of assurance
Qn.Bfennah's part. They are as it were, over-organized. Apart from
the centre I have suggested,z great number of pieces float rather uneasily.
We feel they could be placed in a different'part of the whole sequence
without causing a major disturbence to the diéposition of images and
themes.(lo) Some poems such as (49), discussed above, could be removed
altogether withqut demaging the symphonic whole. So out of the discussion
of textnal alteration the question arises: is Poems 1913 as we have it in

the perfect and final order which Brennen intended?



6.

Finally, although I had been tempted for a while to share
Wilkes's preoccupation with the architecture of Poems 1913 it was an
approach-thgi I now abandoned as fruitless. It seems +t0 me he is
indulging in a2 little wiéhful thinking when he asks us to read the series
as a ﬁsiﬁgle poen™; He has shown the design which Brennan had in mind
for the poems, and his remarks can be supported from.the Prose.(ll)

Bﬁt that design waé never achieved. |

B I éﬁ not suggesting that the future editor of Brennan should tzke
upon himself the task of removing or fearranging any of the poems, If"
POems_lﬁli is published again I should not like to see any of fﬁe pieces
omitted, for it.is in this imperfect whdle that we must view the poet's
achievement;- But clearly the study of textual alterations does not
provide a satisfactory epproach to our interpretation of the sequence.

We must look further than this,.

What other approaches can we find to Poems 1913%? A considerable
body of maﬁerial,-letters, documents and notes relating to Brennan's
‘life, lies in the Mitchell Library waiting to be handled, A second field.
then awaits the student of Brennan, that of biographicalﬁébnjecture, df
reading Poems 1913 as Bremnnan's spiritual biography. No one-so far haé
undertaken the full task of a biographer. J.J. Quimn, although he
collected data for it, never began his intended life of Brennan, A.R,
Chisholm's “Biographicai Iﬁtroduction“ to the Verse is excellent within
limits, chfonolégically presenting the significant facts Qf Brennan;s
life in an intelligent and illuminating way: but it makes no attempt to
relate these faéts £o the work. |

I do feel that an understanding of Brennan's 1ife'just as much as
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a thorough knowledge of the textual history of the poems is an
essential pért of our search for their meaning. And I insist upon
thié despite Méﬂuley's claim thatl“Brennan matters today to the extent
that his wprk matters"; the rest, the legend surrounding the poet-
bohemian should be dismissed as "a set of tiresome clichés"(5). It is
true_htha*t we éhould as far as possible ignore 'Ehe Brennan "legend", as an
obstruction to 2 proper criticism of the poems, and the legend, with
which ve are all too familiar, I do not propose to discuss. | However
the question of biography surely deserves more time and consideration
than lMcAuley gives it when he relegates all the details of Brennan's
life to a2 dry and-abbreyiated summary on ¥he first couple of pages of
nis study.1? 1f o fagade of legend has been built around the poet,
"bhen surely it is our job -to break it down and see what really lies
behind?
) Ls a further proof of such a . need, we might note a distinction
between the 6lder and the more recent critics cf Brennan in their approach
to the biogrephical question. It seems to me that the older critics,
perhaps because they knew Bremnan or were of his times and therefore
more aware of him as a living értist, made much more honest and streight-
fdrwgrd attempts to come to grips with the poetry. P.I.O'Leary,
Chisholm, and even A.G. Stephens, despite his sweeping condemnations of
the verse (perhaps_the most famous is his'ealling it "a bush that smoulders
but never really burns“),(lﬁ)all had a feeling and a sympathy for Brennan
which went no little Wéy towards helping them understand his work, And
they were not afraid of making evaluations on a personallbasis.(l4)
-.This kind of procedure is anathema to the modern critic, ideally

dispassionate in his judgments. But the result has too often been that
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no judgment is made at all., The thesis I began to.formulate then was
this: that an understending of Brennan's life is essential to our'
understandiﬁg of the verse, It is just this kind of‘sympathy and under-
stending fhat the_modern critics fail to'bring ‘o their reading, Yét we
find very often in their writings myéterious comﬁents to the effect that
Brennan's poetry is “personél". Cecil Hadgraft, én historian of Australian
Literaturé feels much és'Munley, that we should be wary as Brennan can
be miscoﬁcéived on account Qf the very striking appearance he presented,
"If he.was large in personelity and learning, then it was tempting to
| (15)

suppoSe'that his poetry would correspond in stature." Yet later in

the same. essay he says of the poems, “A power of personality pervades
all.ﬂ(lé) _ McAuléy also, in his study, speaks of Poems 1913 as "“a
" brooding monody", having a band of Yintimately personal® significance(p.lZ,.
Nearly all the critics of Brehnan, dispassiopate.or otherwise,
have at some'stage in their writings said or impliéd that the poetry is
personal. Yet they are curiously loth to divulge in what ways it is
personal, or why. It seems then that they are evadiﬁg discussion of a
question they have raised themselves, If Brennan's poetry.is self-absorbed,
vthen surely at least one way fo approach‘it is through the poet himself?
Jack Lindsay writes in retrospect: “"Brennan if not a fﬁlly great
poet, had many elements of greatness."(17) I do not think it is possible
to disagree with that statement; for, putting the legend aside, we must
* acknowledge the question of greatness is still being raised abéut
Brennan and as long aé it is raised, then he Will_have 1o e givén the kind
of attention we give to all memorable artists. Lindsay continues:

"For this reason 211 the significant details of his life are of the

utmost interest., He is big enough to need and demand the most searching
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light on all his deeds." 1

What are the'“significant &etails“_of Brennan}s life? Ié Brennan
really so inaccessible, so buried in legend that we cannot dig him out?
I suggest the first question that needs discussing is “In what respects
does Brennan belong to his day and age?"™ .He wrote Sf_himself as reéching
uvague.hands of sympathy/'a.ghost upon this common earth”‘(34). He was
writing this, we should remember, in Austrélia and here he lived his whole
life apart from a brief sojourn in Germany from June 1892 until August 1894:
and those are the dates of his departure and return. In all, the period
of his agbsence amounts to 1eSS_thaﬁ two years. Yet against what background
is Brennan usﬁally placed? It is French, or German or English, but rarely
Kustralian, .Moréover Brenhan wrote most of his verse in the late | |
eighteenrnineties'and the very early years of the new century. The
"nineties" then might be said to form the background of Poems 1915. These
were the "golden dayé*' of the Bulletin, and 1i'beraryl ectivities were
sprouting and spreading along with economic enterprise and political

(18)

theories, In 1898, the year in which Brennan first began to envisage

“Lilith", Brereton wrote: "This is the year of magaziﬁes - a meteoric
shower, I hear rumours of new Sydney magazines nearly every day.“(19) -
In the first years of the new decade Bremnan begen to write for these,
pieces later to be included in Poems 1915; so, although his acgdeﬁic
interests were strongly specialized, he was well aware of what went on in
Australien literary éircles.

But the literary historians have made little or no amtempf to
establish or question Bremnan's Australian identity. Cecil Hadgraft
lumps him wifh seven succeeding poets into one chapter bearing the rather

inane title "The New Century: First Harvest of Poetry™. Brennan is hardly
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considered against any baékground at all.

This first question we have raised is perhaps not relevant to fhé
discussion of the ®personal® nature of Poems 1913, We are moving closer
to that, in the next area of considératioﬁ which presents itself from the
maze of vague comﬁeﬁtary surrounding the poetry: and that is the question
of Bremnan's scholarship. Throughout the history of criticism of the
verse we find a stream of insinuations that Bremman's learniﬁg in some
way'ihterfered with his poetry or prevented him from being a proper poQt.
A;G. Stephens quoted Johnson on Dryden that he "studied, rather than felt®
and hé described Bremnen's mind as being "like a Museum, Art Gallery and

n(20)

Public Library rolled into one, He called the poems "an apparatus

of patient craft that seldom becomes an artistic engine“(21); but as he
ddes not really get down to discussing in what ways this deficiency results
- from the poet's scholarship, or how +the séholarship is related to
Brennan;é art as a poet, we cannot reéard'his comments as either relevant
or important.,

Another early critic, B. Stevens, wrote: "In Breunnan the scholar

(22)

has ﬁalf;choked the poet.™ This is one of the first instances of a
critic using Brennan's schoiarship as an adverse Jjudgment upon his art;
but without taking any trouble to refer to fhe poetry itself, Thus,

ﬁis point loses much of its intended force, Then, we find the type of
remark upoﬁ Brennan's-scholarsﬁip which serves as a kind of polite
introduction to remarks upon the poétry. The critic evades the discussion
of the latter, which is evidently beyond his comprehension, but Yrewards®
Brennan, as it were, by saying he was a learned gentleman. Thus Nettie |

Palmer writes in a review of Randolph Hughes'é book: "Brennan emerges

from the study as a great if frustrated man, a great if almost
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unacknowledged scholar and a most uneven poet."(zi)

The latest contribution to this confused hotchpoich of criticism
is A,L. French's article,(24)in which he speaks of the “Internationgl
Failacy" with regard to Brennan. He suggests that fustralian critics
have wanted to find "a poet of international stature: he is expected to
be difficult, foreign and to require deep study." When we have pierced
behind the fagzde of learning, French contends, we find a very poor and
imitative poet, It is “vagueness masquerading as profundity.® The remarks
' in-genéral show French virtually accusing Brennan of surrounding himself
in the poems with an air of scholarly obscurity., But the evidence he uses
to support his argument tﬁét~Brennan is ndt a good scholar, is exceedingly
weak(zséndhshefails to show the relationship of his thesis to the actual
verse ﬁe can only bonclude that any "Fallacy® that exists is inveﬁted by
French himself and forms no useful contribution to the criticism of Poems
1913.

It is from misconceptions such as these that the legend of Bremnan's
"difficulty“ has arisen., Just as the question of his Australian identiiy
has been evaded, so has his "scholarship" been allowed to obscuré the
proper personal and critical issues that surround the poetry. It will be
.for his biogrepher tb sort out this confusion of different roles the‘
critics have seen in Brennan: the‘poet, the scholar and the man., But'I
am sure this is not the kind of confusion Brennaﬁ meant when he wrotes:

The years that go to make me man

“this day are told a score and six

that should have set me magian
‘ o'er my half;souls that struggle and mix. (34)

This is from one of the few pieces in Poems 1913 that are frankly
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autobiographical and it shows that Brennan saw himselflas an enigma. So
we come to our innermost bilographical concern, the poét himself,
" ‘AJR. Chisholm in his "“Biographical Introduction® hasvalready given us a
coherent account of the life and career, and it is unnecessary to repeat
those facts in this context. Our concern is to reach an understanding of
the text of Poems 1913 and since our brief review of the historical and
~scholarly approaches to Brennan's Biography failed to bring us any closer,
I attempted to isolate certain‘facets of Bremnan which seemed to relate

to the form ahd the themes of the poems. Could we go a step further than
Chisholm, b&bconjecturing that there is an intimate linkiﬁg between the
1ife-and the work, and that the one can be used to illuminate the other?

| We could perhaps begin with the rather general and perhaps sweeping
"view of Brgnnan'that there is in the man a sfraﬁge remoteness, a diffidence;
a lack of will, or of vision which seems to lie deep in him., He is unable
Yo see anything in life, and least of himself, as é vhole., But there
Seems l1ittle point in simply presenting the "enigma"™. Could we perhaps
sée a connection between our view of the poet, and his admission of
metaphysical failure in Poems. 1913: thé" seard for and evgntual loss c¢f Eden,
which forms his central theme? Our,most.suitable startingrpoint‘then
would be the German episode which is the background to his writing of
those pieces later to begin the whole seguence as “Towardsvthe Source", -
In 1892 Brennan set off on a travelling Scholarsﬁip {0 Berlin, a renowned
centre of:clgssical studies. He had already established for himself 2

(26)

promising if somewhat perverse University record

(27) .

and before he left
had completed an M.A. with honours
Brennan arrived in Germany with practically no knowledge of the

langnage; but he had come there, after all, to study in Greek and Latin,
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So fer, the picture is coherent enough. But what did Bremnan really do
in Germany? The éutobiogfaphical notes are extremely.obscure. He speaks .
of what he read and saw, "loafe@ and invited my soul, haunted picture
galleries, operas, beer shops, meadows, woods™ (p.33). That facetious
phrase "loafed and invited my soul" seems characteristic. Bremnan in
‘fact was hotly engaged in‘two pursuits thalt were to profoundly affect:
the rest of his life: wooing Elisabeth Werth, and reading Mallarmé with
all the devotion of a fanatic,

Now anyone who has studied Mallarmé knows what considerable labours
are required on the reader's part. Chisholm records that Brennan would
not rest'until he had obtained all Mallarmé's poems that ma%tered. Hé

bought a copy of Vergs et Prose and had “this volume interleaved and

copied into it 2ll the other poems by Mallarmé that he could trace."(za)

But if Brennean was seekinglfo further his career he could hardly have
done worse., He failed to attend lectures by well-known Professors and
nearly lost his Scholarship,

At the end of his stay in Germany, what were the alternativeé that
- would have presented themselﬁes to Brennan? We cannot help wondering
why he never took the opportunity of viéiting France, where his chief
literary interests now- lay. The sﬁudy of the French poets was to lead

(30)

him nowhere on his return. All his culiural outlook was-turned
‘towards the 01d World, and the best resources available there, of books
and men. By returning to Australia and a dismal.job'as a cataloguer
Brennan was in fact isolating himself from his true "centre", his
cultural home(?l):

One fairly irrevocable event had occurred in Germany however.

Brennan was betrothed to Anna Elisabeth Vierth aznd probably the necessity



14.
of pfeparing a ﬂome for his bride hastened his return. Oncg again it is
tempting to speculate on a "might-have-been™ basis, for as Colin Roderick
points out the course of the future could have been‘very different had |

(32) yndoubtedly

Brennan stayed in Germany, or Elisabeth come sooner.,
, dﬁring the period §f their separation Brennan built up such an idjilffrom
his memory of the beloved that Helen of Troy herself arr1V1ng in Sydney at .
the end of tnese two years would have been a shatterlnﬂ antlcllmaX¢

What ’qﬁ relationship has this very personal issue tq Poems 1212?
It has a great deal in fact, for it is generally supposed that Brennan
wrote in the first section an account of his separation from the loved one
and his anticipation of their reunion and nuptial fulfilment; But as thé

(33)

autobiographical notes show , an annoying vagueness su?rdunds the whole
German period. It is as if Bremnnan is deliberately trying t0 obscure

those days of courtship and pretend they never were. Ve are in the curioﬁs
position then of seeing actuality only through the art that Brennan

devised around it, But in the "Source® poemélwe find ﬁoo én obscurity,
for they shift continually from reality to dream. They seem “real"™ enough
in their registering of simple fomantic emotions of nosfalgia for a lost
'past; and long ng for a distant fair one, yet they bear an uneasy relation |
to reality. T.I. Moofe presents 2 typically simplified view of the themes
of "Towards the Source": “the gpirit is fresh and joyful, the éir that

of morning youth, with ioveVana beauty of Nature as the main thémes“.(54)
It is true that some poems of the first phase(BS)do have 2 "fresh and
joyful spirit®. "Sweet Silence after Bells™, and "Dies Dominica" for
instance, are expressions of hope and faith, and they ére filled with an -
imagery of light. 'But_Brennan is describing here a visionary experience

on the level of cosmic dream, which it would be very hard to pin down to
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the year of couftship iﬁ Germany; ‘while other early pieces ezre a plain
expression of his ennuis:

Where star-cold and the dread of space

in icy silence bind the main

I feel but vastness on my face,

I sit, a mere incurious brain (5)
in which the beloved is not present at all.

Again, the middle phase of ﬁTowards the Source" fails to fit into
~the framework of-themes suggested by Moore. %“Under a sky of uncréated
md” is an expression of Bremnan's revolt against his unheppy imprisonmeﬁt
in the Library, on his return. The stinking, sullen well into which he
thinks to sink at the end, is very far removed from the “source", “"free
and clear®, fo which the lovers are supposed to bé aspiring.(18). Through
all this section the mood of ennui widens and intensifies beyond an
affected poetic "soul sickness®™ (as in 5) to a sense of a "poisoned
world" (10), suggesting the conseguences of thé Fali upon all men; It ié~
a despair which no belovéd could allay: that is if the “source maidénﬂ“ |
hinted at in "A Prelude" were still present in these poems; but she is
not. |

| bo we anywhere in “"Towards the Source" receive a definitefimpression.
that Brennan is writing for; or of, or to his beloved? In the last “phase™
which is.more coherent than the precedingltwo, Brennan has clearly.made a
conscious attempt to create the @ictuwefa‘ of a pair of lovers. 1In "Deep
miéts of longing" (16) for instance he imagines their hands are joining:
almost I think your hend-. might leave.
its old céress upon my-hénd

and in fhe next poem the dream becomes more visual, the beloved is almos®t
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given body:
then sure it were no surprise
to find thee bééide me:sitting, ~thé pityihg eyes of old., ~ - ¢
But the beloved of "Towards the Source" remains always elusive and
Wfapped in dream. We may catch her in glimpses of “hands" and "eyes},but
at the end she is surrounded by “dim fields of fading stars™(27). She is
the Melusina or "lost Undine" ofI"A-Prelude"; she is the sister or
"Psyche" seeking with the poet a dim garden-goal (11); she is 2
"low-laughing child"™ lost in dreams of poppies, violets and golden meadows
(19) or, as in (20), eﬁvelopéd iﬁ darkness, folding the poet to her heart
in “"some long-gone kingdom®™. She is glﬁays a figure of dream and apart
ffoﬁ those few tanﬁalizing glimpses of actuality that we have discussed,
impossible to grasp.
| Hdd‘to this the difficulty of identifying the "IV, the persona of
the poéms(BGJand we can only conclude that the poet is constructigg in
"Towards the Source" an artful dream, a wished-for world that bears only
 some relation to the “"single year" (28) in Germany and is for the rest
deliberately vague and melancholy because that is his mood.
In "Towards the Source" Bremnan has only two serious preoccupations;’
one is with the s;arch for Eden, and the other with himself:
My home is'in 2 broader day
;t times I caicﬁ it glistening
thro' the dull gate, a flower'd play
an odour of undying spring + (25) ¢
The "Source" poems then provide an unsatisfactory comment upon the incident

of Brennan's coﬁrtship but they are not. irrelevant to his life for in them

we can already see that search for perfection, to grasp the "undying
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spring® of love and art, and_tﬁat unwillingness $o hold and enjoy’tﬁe
reality of'the.present,‘%hich'will form the vefy.basis ofﬂhis bersonal
unhapniﬁess and lead in time té tﬁe creation of “Lilith".' gToﬁands-%he
Source" does not end, as Wilkes suggests Wlth a sense of nuptlal

(37)

consummation™ ; it ends with dlsenchantment a foretaste of the
restleésness and sense.of cosmic failure that pervades the whole of
Poems 1915, We see thé poet forced forward into the unknown, always
_ engaged in a search for the -harmony of Eden, and in this searcﬁ the
- beloved of the Source is acéorded a vefy small part. Brennan except in
"Powards the Source® is preoccupied little with the ordinary things of
life and even here “there is something that breéks through the containing
framework; a high metaphysical quality that foretells emotional disaster;
for what woman will accept the cosmos as a rival?(Be)
We might end our biographical 5peculations about "Towards the Soﬁrce“
on a less serious note but one no less typical of Brennan than Chisholm's'
comment. Among the “"dream of love" poems of tbe last phase is one which
records the actual voyage of the belovéd to these shores ("Spring breezes
o'er the blue";-26). lfhat, so far as I can see, is its only significance
fof it is not a successful poem. How characteristic it is of Brennan
thét he confused the dates gnd neglectéd to meet the boat, so that his
pfospective bride, with practically no English at her command, was obliged
to flnd her way to him at the Unlver51ty.(39) o
“Anna Elisabeth Werth arrived in Australla late 1n 1897, and was
married to Bremnan in December. MMost of "Towards the Source" had been
written, and he was beginning to envisage "The Forest,of Night" with

"1i1ith® as its centre. It never ceases to amaze me thai all this text of

nightmare, frustrated metaphysical dream and fdisillusioned love was written
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quring the very early years of Bremnazn's married life. Yet we know even
less of those years than of the German period, for Brennan did not mix

his public and private lives, and even in his pﬁblio 1ife was something

"~ of a recluse. ﬁuoh of what we‘say about his personal life as backgrouhd

to the readlng oﬂ'LllltH'must be based on sheer congecture. We assume tha£
he was unhappily marrled, for a contented man could not haxe written this
"terrlble“ poetry- but we should not of course suppose that his nuptlal
disillusionment alone caused the creatlon of “Lilith", The nupt1a1 theme
':though important and even central, is not the only theme of the poems*

d Llllth is after all an “established" mythlcal flgure whose legend

(40)

‘was handled by other poets‘ " ’of the nineteenth century.

How then would we conduct a biographical reading of “Lilith"? It is

. - by no means so simple a case as that of "Towards the Source", where it is

clearlthax'most of what Brennan did while in Germany, does not greatly

(41) -Here, there is little biography or even biographical

affect the verse.
criticism to help us. As I mentioned earlier, A.R. Chisholm, Brennan's
| only biographer to date, does not attempt to relate the life to the work.
But it is 1nterest1ng to note that in an earlier "Blogreph1cal Introductlon“
to a proposed volume of “Collected Prose and Poems" Chlsholm suggests
thet-the story of Brennan and the plot of “Lilith" might be identified.
-iHe oalls the Watcher "Brennan-Adam" and writes:
| "Over the Eden of the'bridegroom hung the imperious shedow of his

geoius, his detachﬁeﬁt. his erudition, his nostalgic atavisms, his
lntellectoal selfwsufficieocy . . . an aloof Hamlet had wed an earthly
Ophelia; there could be no peace because there is no ultimate reconciliet-
ion possible between 'To Be' and 'Not to Be';“(42) There is in this a

(43)

strong hint of melodrame which Chisholm now scrupulously avoids.
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In his "Biographical Int:oduction" to the Verse he makes no judgment
or conjecture about Brennan's marital affairs, and the omission seems
conscious on Chisholm's part. |

It is indeed'te&pting to be melodramatic on this subject, when we
consider the conﬁrést,between Brennan's outwardly qﬁiét, éecluded;
almost anonymous existence during theée early years of marriage, and
the gripping ho:rcn'of what he was creating in "Lilith“. Colin Roderick
find:s his sympathies engaéed with Bremnan to such an extent that he
virtually ideﬁ£ifies Elisabeth Werth with Lilith>herself: “Brénnan,
" back iﬁ Australig, bemoaned . the absence of his ideal, the one destined

(44) o4

50 soon alas to be for him the incarnation of Lilith.f
in?erprétation is, of course, de trop; it is jusf the kind of reading
of.“Lilith“ that we should avoid, For it is our aim to discover the meanimg |
of the poetry, nbt to pass personal judgments on Brennén’s wife,

A more cauticus and sensible treatment of the question is given by
James‘McAuléy who qﬁotes the difficult nuptial passage of "Lilith"(X%),
ﬁhere Lilith comes between'the Watcher and his bride, Here I give an
extract from that passage:

he shall not know her nor her gentle ways

nor rest, content, by her sufficing source,

but, under stress of the veil'd stars, shall forcg
her simple bloom to perilous delight

adultéfate with pain, some nemeless night

stain'd with ﬁiasm of flesh become a tomb:

McAuley suggests there Brennan is bordering on an “anguished
personai statement® (p.30) and I think he is right., Yet Brenmnan, if he

is writing of his own situation, does everything to disguise it, The
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innermost méaning, if it is there simply camnot be grasped, even after
a number qf readings. Ve can>interpret the passage as I shall léter
show in terms of the imagery of its surrounding context, It is part
of a developing train of images that suggest carmality, corruption and
death, It cah_also be undersﬁood, to é certain extent, in the light of
the first nuptial paésage (in i%k) beiween Lilith and the Watcher,
MHowever"the merely “textual" reading will not explain ali of the passage
-which.is typically “ingrown® and suggestive of a tormented péychic
condition; and McAuley even in this rather clinical and down-to-earth
ihterpretation does not claim to have understood it all:

The passage has, I coﬁfess,‘some obscurities in its
sinis{er force, as it séems to present the destructive effects on
marital relafionships of én exasperated sensuvality, driven on by
an unconscious rage for transcendental fulfilment. It may simply
refer to a coilision between an aroused male seﬁsuality and the

. ﬁure and 'imnocent' i.e. unresponsive frigidity of the wife; and 
thig is what I think it does mean, though it seems to hint at
something darker and more perverse.(p.29) -

This "sinister force" and this dark “perverse™ quality seem to
characterize much of the Serigs and the discussion of this'one passage
opens:up_the whole question of how_“Lilithﬁ should be'read. The
curioﬁély convoluted syntax which circles around‘the meaning, and'almost,
hides it from us,vsuggeéts.there may be something known only to Bremnan
at the very bése of it, compelling him to write. Is he attempting to
relieve his personai frustration and despair by préjecting it into the

i,vaét cosmic frustration of "Lilith?" Is he using the.mytH for the

outpouring of his soul? It is notable that in just those passages which
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seem to contain this ccﬁpulsive quality, where we feel ﬁié anguish the
most strongly, there is the most obscurity. Should this obscurity'be a
warning to us not to délve {do‘deeply into the vérse for a méaning which
Brlennan_‘ did not intend should be brought to 1ight? -

Probzably Lilith should he ﬁiéwed as the vast mythical-divine creation
'of the poéﬁ's imagination, a figufe in whom he is trying fo encompass all
. the possibilities of joy end suffering., The "Argument® tells us he is
writing of: - |

: - “her that ic the aungust end only dread _. .

close-dwelling, in the house of birth end death.-

Clearly he is not writing of'himself, his wife or any human individual,
:He ié invelved in the myth of Adam. Eve and Lilith, a myth with general
significénoe for the humen condition that refers not only to these players
~in it but to the whole of ﬁankind_since the Fall. As Wilkes says in

New'Perspectives it is a drama; "the whole is an action shaped to a result"

(p.27). The poems then may be rooted in Brennan's private hell, they may
be the outpouring of his frustrated soul but is not their final intended
importance perhaps of a césmic, universal order?

Yet can we ignore the enigma of "Lilith", that it is at once deeply

o ﬁersonal and azpparently impersonal? At this point E was obliged:to,

ﬁroblems.of a biographicél reading of “Lilith" unresolved for I could
_érrivé at ﬁo conclusions.

‘ By this étage of my consideration I had beéome vefy much aware of the
difficulties involved in reading Poems 1913 as Bremnan's spiritual
biography. The proﬁedure of relating an author's life to his work‘is

always rather dapgeréus.‘and should only be undertaken by one with a precise

knowledge of both subjects, Did I have enough material to undertake

such a task? ) -
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In Brennan;s ste there is the added difficulty of the "ps&chic"
lelement we have noted in "Lilith". It is tempting to dabble in
spe culations yet we must acknowledge that at'ceftain poinis the.
"biographicalé reading would shade off into psycho-analysis and for thet
i an not e@uipped.(45)

But . the advantages of reading tpe,poems in this way were clear,
An examination of the texﬁual history of Poems 1913 had failed to reveal
- the unity which Brennan probably intended to create. But the biographical
readiﬁg was one way of éeeing Poems 1913 as a whole. Ve have already
noted how“the diseﬁchantment.with human love at the end of "Towards the
- Source" preﬁares the way for the cosmic anguish of "Lilitﬁ“. Now could
we com?lete the circle»of meaning, rélatiné Brennan's biography to the
last séction of the poems? |

-After,"The Forest of Hight" came the “Wanderer" ‘and in that series

(46)

Brennan doés not‘pretend to describe anything but actuality. Neverthe-
less "The_Wanderér"-is-as much as the'twb.earlier sectioﬁé of Poems 1913
. the record of Bremnan's mental and spiritual deﬁelopment, and as such it
has a persdnal iﬁport. It does seem at first a'release from the
kﬁotted tensions of "The Forest 6f Night*. $hat sequence ends on a note
of enguish. with the'wish.for total oblivion. Now a new note is taken
ﬁp, superficially sfrident'and stoical., There are new longer lines, a
freer form.dfvverse and 1ittié Ysymbolism™ %o contend with, I+t seemsvat
laét that Bremnan is on the way to himself and returned into reality.
Yet a closer examination shows "The Wanderef" is pervaded with
- restlessness and ﬁnéertainty. No one mood prevails, The "Wanderer" at
once asks us to pity him in his rootless state, and expresses his desire

to 1eave'the sheltering hearth (88). He envies those returning from

P
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their sea voyage “glad of the shore", and longs to find oblivion

“when waves are hard and rain blots out the land® (87). Tt is again

the annoying vagueness of "Towards the Source". Despite tﬁe Wanderer's
assertion at the end of the last poem, "I feel . . . a clear dusk settle,
' gomewhere, far in ﬁe" I think we detect a deepening anguish on Brennan's
part and é wish behind the dramatic pose for the total dissolution of
self, |

If that is the dominant note of “The Wanderer™ then it is poséible to
view all three groups of poems, as a whole, as the result of Brennan's
mental and spiritual dissolution. The youthful hope of retaining a |
paradise of 1ove»in "Towards the Source®, the frﬁstrated groping towards
a mythical centre in "The Forest bf Night" and the blankneés and lack of
direction in "The Wanderer® all reaffirm my theory (above} P.11) that
Brennan's chief characteristic ig his pervefsity._ He is a man Withou%

a centre and this essential diffusénéss is nowhere more apparent than in
Poems 1913,

But the kind of reédingAwe éould»conduct along these lines, even
following through the quest of Edén as a central guide to'thé poems,
might lead in the end to a coﬁpletely negative judgment, if we can only
see Brennan's metaphysical failurelas the result of‘our reading.'
Moreover the problems of how to conduct the reading are still there
in relation to "1i1ith™ and at that po?nt'I had to admit my defeat,

Therefore with some reluctance I aﬁandoned the idea of capturing
the man and the work together, as the approach I would take to Poems 1913.
T still felt very sfrdngly‘that fo understand that sequence we must -
understand the "significant details" of Brennén's iife. For this' reason
I have devoted a considerable space to discussing them but all these

comments will serve only aé‘introdi;}ion. Thére is an outstanding need
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for a good biography of Bremnan, as an essential background and

" companion to the poems. I hope this need will soon be fulfilled.

My next field of endeavoﬁr was an approach to Brennan through the
various literary influences at work upon him; and so I found myself
involved in that»common critical tangle, the "problem of influence",
Much recent Wriiing on the subject of Poems 1913 has been concerned
with detecting the existence and detefmining the extent of its author's
borrowings. So much discussion has taken place in fact, that the
criticism itself has added to the difficulty, presenting barriers that
must be crossed before we are allowed to arrive at the poetry itself.

What is the nature of the "problem"™ I speak of? One of the best
general discussions of the way in which influences may work upon a
poet's mind, I found in Joseph Chiari's study‘of Mallarmé's relationship

(47)

to Poe and to the Symbolist movement as a whole; and it is from him
that I borrow the phrase "“the probleﬁ of influence®,

Joseph Chiari takes the viewpoint, supporting himself from
appropriate modern poéets, that perhaps such a "problem"™ does not exist
at all. He cites Valéry's comment that “Le contraire nait du contraire‘%a)
In other words, the same ideas are being used in poetry continually, and
éven if it is in reverse, we can see them being restated over and again.
Valéry also sazid that he himself could never be sure_who had “"influenced®” -
him, and how much, T.S. Eliot, also quoted by Chiari, supported Valéry

in this matter of influence, for underlying most of his comments is

uncertainty as to whether any direct influences work upon a poet., He

n(49)

writes "the greatest debts are not alvays the most evident, and he
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saw this whole "problem of influence” aslbéing>infegrated in a much
vaster process: the conscious development of ‘all poetry in "the growth
of mind," No poetry is original; or if so then it.is subjective and of
no use.(so) |

Wevdo not expeotvthesé poets, wno are really talking about their own
work, to be objective. But Chiari, distilling his theory from theirs,
presents a sensible enough "middle-of-the-road®™ argument. He suggests
that the themes which preoccupy é creative artist, are his own. This does
not mean that they were never used by other.artisfs, but that all ideas
in verse derive from the poet's own mind, his own experience; and in this
Way,,he dismisses the problem,

But Chiari's discussion raises many interesting questions thaf directly
'relate 1o Brennan: he is a case of_“influénce“ if ever there was one,
who has been charged with "borrowing" from so many other poets that it is
likely Within the next few years of criticism, even the slightest
suspicion of an imitation in his work will be given a microscopic attention.,
I£ Wduld_be fine indeed if we could credit Brennan with absolute originélity
but that would be dishonest, when it is clear that so many of the ideas
and motifs in Poems 1913,even the central theme of a quest for Eden, have
been sﬁggested to him from outside sources.(sl)

Chiari's “problem" then does not dismiss itself so easily in the case
of Brennan. But his discussion is important to us in that it draws
attention to the difficulties of establishing the precise nature of
influences in any poet's work,. in respect of the amount of "unconscious
borrowing® that takes place between the artists of most ages, It is useful
to view Brennan against this wide background of unéertainty: it warns us

_against making wild speculations, it shows us that some limits must be
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fixed to our dis&uséion: for there is something of»a “hit-aﬁd—miss"
quality about the question: "Who influenced Bremman?" If we excluded
from our answer most poets previous to the nineteenth century and left
in it 2ll the nineteenth centurj Englisﬁ poets from Keats to Yeats,
plus most of Bremnan's Frenéﬁ and Gérman contemporaries in poetry and
philosophy, we would not be clearly wrong. But the question does not
involve a "right"® and a “wrong". It involves an accurate study of the
text in relation to all ifs poésible sources; and it is doubtful whether
any critic, however ardent and persevering after the truth, would have
thé time for such a stﬁdy.

Putting aside for the present Chiari's discussion and the generai
questions it has evoked, we try to fix some limits to the discussion of
influence in;Brénnan. It is natural enough to turn at this stage to
those studies already made: what main lines have the detectors of
influence taken? And in whet way have their writings created a “bafrieébh
1o the reading of Bremman's vérse? |

First, to take a genefal view of these Qrit;cs who concern themselves
solely with Brennan‘s “influences"; it seems that their approach by
excluding other possible interpretations, lacks a certain balence, Wuch
recent discussion has sought to establish which influences bear the
most weight in Poems 1913: whether it is the contemporary English poets
(Rossetti, Patmore, Swinburne and soméfimes Francis Thompson, are cited)
or the French symbolists (Baudeiairg, possibly Nervel and certainly
Mallarmé are named), Generally a dash of "Die Romantik" is added to the
ingredients, but grudgingly, except by German scholars who would of course
pre%er to regard Poeﬁs 1913 from their own angle. So much weighing has

aken place, and so much deduced or guessed on the basis of evidence from
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this poem or that - evidence heavily hiassed according to the critic's
particular academic interest or field - that Poems_lglé has almost
been lost from view.~ We find ourselves involved in a kiﬁd.of "hunt"
for influences and obliged to "take sides®.,
Now to look a little closer at ﬁhg kind of criticism.that is being

produced along these lines, we find there is often a lamentable

(52)

vagueness., For instance A.L. French in his article compiles a
catalogue of Brennan's borrowings. Bfennan has "the Cify from Baudelaire,
certain'images - stars, roses, ige - from Mallarmé -.the notion of the
livre cbmposé from almost any of the Symbolists, and the hieratic

tone from élmost anyone® (p.8). These he calls “specific" elements:

I cannot see anything specific about them., His remarks are so broad

and the tone of them so nonchalant as to be of little use to’ourndiscusskm.
He lists his items wholesale without attempting to. illustrate invwgat
ways they are used in the verse, or-what their importance is to the

text, This demgerously caraless kind of generalization, clever but
shallow, tries to reduce Bremnnan's achievement to nothing,

French is not only an example of the critic who uses the poet as his
quarry; he also takes a "side" in the game, by insisting that Poems 1913
is essentially the product of English poetic influeﬁce._ Brennan's
poetic sensibility, he claims, is very much of his age: "it is late
Victorian, and has been formed by ‘Shelley, Keats, the pre-Raphaelites,
Swinburne and minor figurés like James Thompson and Coventrvaatmore"(5?)
French allows his almost bersonal dislike for these poets to influence
his opinion, without going into the deta;l_necessary to back up such a
broad discussion of borrowings. His article is called MThe Verse of

C.Jd o Brennan® and we would expect it, ultimately, to be about the Verse,
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However French devotes most of his space to wild generalitieé supported
-from the Prose, For instance, Bremnan called Thompson's ®The Hound
~ of Heaven" “omne of the great religioﬁa poemé of the worid"(54) and.
Freﬁc_h qubtes this, throwing up his hands in horrors but I cannot see
_pqw Bre_nnan's judgment, hovever rash we may think it, necessarily affects
the writing of the verse, .
- The most interesting feature of French's discussion, however, is the
way in whicihe justifiea his view that Poems 1913 is predominantly
English, He amnnounces that: "we imagine thet the difficulties would
evaporate if we knevw enough about the French Symbolists® (B)I. Does
anyoné .seriously imagine that? Then, there is his rather unnccessary
reminder that the poems were written in Engliah: but in vhat ways would
this render the foreign influence less important? Finally, there is h_is
grand judgment that where the poe{;rs is worst, there the Fremch
influence is most pronounceds Dbut this is almost entirely unaided by
fact, or reference to the actual text,.

French's argument for the predominance of the English influence in
Brennan's verse '19 weak, because the poosibility of the opposite being
true, has not been sa:tisfactoﬁly dismissed, James licAuley also taking
the "English side", pre__a'ents a for more rounded and convincing a.rément
for ity hec does also i:oin‘b to ﬁorrowings in Poems 1913 from Mallarmé
and the French Symbolists and denotes their importance in the vhole
- framework of imagery an& themes. However in writing of its Engliaﬁ _
sources he too shows & tendency to exaggerate. to dramatize his criticism

at Brennan's éxpenaes
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Frpm Francis Thompson . . ., come much of the besetting latinate
inflation and aureate vocabulary - too often gilt ratper than
_'gold. ﬁrom Coventry Patmore come his early'attempts:ét the
irregularhode, with the embarrassing false tone, the sickly

domestic - cosy sentiment, the lush - plush -blush eroticism trjing

to achieve a'sacramental character (9).

McAuley does givé an example of éli these, it is true, yet his judgment
-is sweeping and he errs in supposing that Brennan borrowed only the worst
features of fhe prg—Raphaelite school.,

But McAuley's study as it aims at ?resenting every aspect of Bfennanﬂs
verse is of necessity abbreviated. We do find an occasional precise
comment dﬁ borrowings, iﬁ writings on a lesser scale., For instance
Martin Haley has noted the use of the Alexandrine in “Ah_who will give us

(55)

- back our long-lost innocence," one oflthe “"Source™ poems, He notes
'Aalso the influence of'Hallarmé, Baudelaire and Hérédia and suggests,
though he does not absolutely.state'it, that "Towards the Source™ is a
“"French-domineted book™, The generalization is fair, because it is
substantiated by some detailed éviaence, and a coherent argument.

¥r. Haley's article, however is severely limited both in length and .

‘intention. Let us take as a final example of criticism, Rahdolph

(56)

,Hughes's study to which I 'shell later refer in greatef detail.
Hughes's study of Brennan really takes the form of an exegesis of the
verse, aloné'Symbolist,lines. Indeed, as reviews of the book show, it
might well be taken as an excuse for Hughes to demonstrate his own
thorough and intimate knowledge of thevwhole'subject of‘Symbolism: that

.is if the author were not so thoroughly huﬁble and reverent to Brennaﬁ,

in his tone. Now Hughes is I suppose the perfect example of the “one-
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eyedﬁ cfitic,_for he scarcely even acknoWledges the existence of English
poets,wfiting priof to Brennan, and likely to have influenced him. His
view then.is diametriceally opposed to that‘of French, for he believes
that the pest in Poems iglé is due fo Brenﬁén's adaption of Symbolist
principies éﬁd techniques. He teakes no heed of other possibilities st
‘all in this: o
The best of his ovm poetry in its'general feeling and
iatmosphere, and in several, and the ﬁost important, of its
distinctive technical procedures, is definitely and intentionally
Symbolist, to a much.greater'extent than any other poetry in‘
'English; in fact it is the only example of thorough-going and

| fully—maintained Symbolism that exists in English Literature (9;63).
Now dur brief examination of thesé crifics who approach Brennan along
the lines of influence shows that most fall into one of two chief dangers:
either they regard the whole guestion as an amusing game at the poet's
expense, and of this French is the outstanding exsmple; or théy take it
ve}y seriously detail by detail and in doing so, reveal their ow bias,
and aﬁ inability to form critical judgments; In bo¥h cases, Brennan tends

to be ignored. Every "side® has been taken except his own and since all
the approaches English, French or German, intentionaily or otherwise,
seemvfo reduce his achievemént in the verse, we bégiﬁ to,wénder whether
_the approach throﬁgh "influence"™ has any merit in it at_all.

However the “problem of infiuence" is un@oubtedly present in Bfennan's
. work, and must belfaced. We have seen.the futility that results from.

Wtaking sides",'but-we'cannot deny that Brennen consciously or unconsciously,
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oWes>ﬁuch to the’ninéteentthentury poets Who~bréceded him, McAuley
sﬁms up this feeling for us when hé,re;atés,Brenﬁan to the Engiish
school: ' - ' ' IR | |
It does nét seem poséibie to évoid tﬁe conélusion that Brennan
achieved nothing like the sustained and wnified artistry of

Rossetti.or Thompson or fatmbré ér»the eafly Yeats. Vhatever our

Qiew be of the achievemept of these, our view of Brennan's 'poetic

achievement must be decisively loﬁer, because he could not fuse

and unify his styles and influences into a new and =table compound

with sufficiently distinctive and valuable properties (p.33).

In other words Brernan did not make all the ideas and forms he borrowed,
truly hié own: “there is not a Bremnan style: there is simply a period
conglomerate, which can be separated into its components.® (p.34).

‘Here Munley comes ¢1osest, of all the critics, tovfacing'the probiem
honeétly in relafiqn;to the actual poems., Nevertheless as we have seen
all his comments must be foreshortenedvand he cannot enter into the
detail that should lie behind his judgments. Dovwe agree with his thesis
that we are experiencing Brennahfsvpoetry as the result of influence,
because he has not moulded all- the materials at his dispbsalzvinto a
.unifigd work of art? And what are the Ycomponents® into which Bremnan's
style can be "separated"?

McAuley's ¢riticism is valuable in that it takes theIWhole form of
thé verse iﬁt§ account. Nevertheless Wevfind ourselves back with the
old proﬁlem of "fixing limits®™ to thé discussion. One difficulfy lies
in deciding which particular poets were instrumental in_the'making'of
Bremnzn. As we have seen from French's article, it is_no use vaguely‘

lumping them all tdgether. Milton and Keats might be said to have
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"affected" Bremnan in an historical way, but they are hardly Yinfluences"
upon him. There is no evidence from within the text of Poems 1913 to
support the notion that Bremnan has borrowed a single theme or image from
Milton. Perhaps we could name Rossetti and Patmore emong the English
poets, as ha&ing'the greatest influence upon Brennan's style and diction;
and this would bear out T.S. Eliot's thesis that younger poets are more
1ikeiy to be influenced by minor, than major figures. Yet turning.to
the French influence, we would choose Mallarmé and Baudélaire from all
the Symbolists, as having the'greatest influence upon Brennan - and.these
are major poets. Eliot's thesis tben, ishexploded and'Brennan further
.reveals himself as a difficult case, a true example of thé "problem_bf
influence®,
| Another problem which ariséé.is fhai of identifyihg.éuspeéted
vborrowings; For instance, the form of a greaf many of the poems with
the excéption of the major “Lilith" pieces, the "Interiude" poems and
“The Wanderer® series, corresponds to the octave gndvéestét of the sonnet
'whigh, it is interesiing to note, Régsetti eventually adopted as the
main mode in "The House éf Life".' But the sonnet, as it is set dbwn by
Brennan iﬁ two quatrains and two three-~lined stanzas, is the typiCal'fofm
of Mallarmé, Baudelaire and the Pérnassian School which.éreceded them,
Who then.is influencing Brennéﬁ.in.his selection of verse fqrm?~

Finally of course it cennot be a’ttributed to either, for both
possibilities are»present. But it is not a quesfion 6f whether Brennan
owes more to French or English sources:‘ it is "What use did he make of
the poetic materials availeble at the time he was writing?" 'ggggg_lglz
must be placed full‘in the nineteenth-century context, for the nineteenth-

century influences can be seen working through it. But it is difficult
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and sometimes impossible:tc isclste these verious influences into poets
and schools: to separate what McAuley calls “a period conglomerate™ into
its ﬁseparate components "

What conclusions can we draw out of all éhis discussion of influénces?
Sinée.the "problem of influenceﬁ undoubtedly.exists in’full force in
Bremnan's poetry it must be taken up and discussed. Yet could it iéad
to a full and proper understanding of Bremnen's work? There is always
the danger. as the critics We discusseé -have shown, of producing a
negative judgment, of reducing Bremnan's achievement to nothing, I could .
"not agree with McAuley's final commént, though there is some truth in it,
~that "there is no Brennan stylé"; undoubtedly we can feel Rossefti,
Patmore and Thompson pervading the earlier parts of Poems 191% in the

landscape, the themes, even in turns of phrése. But later in the poems,
especially in éiilith"and "The Wahderer", where Brennan has found his
dwﬁ "voioeﬁ, his own poetic diction, these influences begin to drop away.

Whether the individual poems féil or succeed, we must remember thet
"Brennan and no-one else is responsible for the writing of them. If many
of his themes and motifs are borrowed, at least the expression of them is

Brénnan?é own., Findlly,‘although the limits of the various influences

must be found and set down, it is not what is left that‘is the poet's
achievement.z Our concern is with Poems 1913 as a whole, a total
achievement, a work of art.“ If we do not view it as the product of one
mind and one sensibility, ‘to which all details of influence, artistic

device are subordinate, then how can a final evaluation be made?

I had by this stage examined three possible approaches to Brennen:
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‘the textual history, the biographical;interéretétion and the
influences which helped to form the vérse; and i was now bggiﬁning
to understand why Brennan is ackndwledged a "difficulf" poét. The more
one explores these surrounding interests, the ﬁore are fhe problens that
gwarm ebout him., Much of the criticism 1 had read,'too, seemed to obscure
the actual text of Poems 1913, to render it almost inaccessible,

Howevér it was af this very point, when the text seemed furthest
removed, that my central thesis became suddenly guite clear and simple,
I wanfed to find the best way to read Poems 1913%: not tp impose on them

a unified design which the text does not support, nor to ignore their
'imperfections and obscufities as individual pieces, but to read and
understand them as a series, in the fullest =z2nd deepest‘ﬁay.

Now which kind of reading would offer the fullest interpretation of
the text? Of the three approaches I had tested, the study of influences
brought us closest to the actual form of the verse: indeed a proper
study of that kind can only be conducted on the level of form, French's
"Internatioﬁal Fallacy", which is not related in any way to the text
of Poems 1913, has illustrated the.dangefs of applying a mere theory to
the éuestion of influence- in Bremnan. Yet even the accurate examination
of the various borrowed elements and their sources ﬁight lead to an
unbalanced viewpoint, or a failure to see Poems 1913 as a whole, This
_'would mzke a doubtful basis for evaluation in the end. ' '

I had abandoned>the third possible way of approach and still not
reached the text of the poems. Then i caue upon Mchuley's suggestion
that we should approach the poetry "by the mdst simple, trusting,
co~operatively alert attention £o Brenren's basic symbolip script,

allowing its elements to develop their imaginative possibilities in our
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minds"™ (p.l2), The kind of reading that McAuley advocates and to a
limited extent gives to the text promised not only to reveal the main
patterns of imagery but also to suggest the whole intellectgal-.
structure of Poems 1913, Hié own discussion of the reverssl of
symbolism which occurs in "Lilith,™ and its relationship to what he seés
as the central theme of fhe poems, the search for Eden, is successfully
carried out ﬁccording to the method he lays down. |

I decided then that my own thesis should test this proposition, and
that I would conduct my discussion of the poetry along these lines.
However, before launching straightaway into the symbolic script I will
sketch in a separate chapter{ by way of forming an entrance to it, some
of Brennan's poetic theory. Large portions of this are derived from
the French Symbolist school,-whose_principles I will also sketch in, for
fhis will help us to place Poems 1913 against a wider background when we
finally come to assess the sequence,

Thus, while I am dismissing the “problem of influence" as the bne
and only ﬁay of approach to the poetry, I am not discounting the importance
of the Symbolist influence in helping us to understand Brennan's

intentions and practice. As Wilkes shows in New Perspectives, Poems 1913

is an attempt to emulate the Symbolist "livre composé®, Vere it not for
this ideal of a2 symphonic whole which Brerinan bears before him, we might
not be reading the poemsvin a. sequence or considering them as a single
group at all, But if the theory of the Symbolists helped to form

‘Poems 1913 as a total Wérk of art, we should not forget the very vital
influence that the English poets have on the level of diction and choice
of motif. Poems 1913 should be seen against the general background of

the nineteenth-century poetry, both of Englend and of Europe. I would
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not care to have to judge which "side" is the more important in

forming Brennan's poetic practice.
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- FOOTNOTES, - INTRODUCTION AND AIMS.-

See Bibliography for details of the publisher's name and the place,
date and manner of publication. It seems unnecessary to repeat
those details in thé'ﬁody of the text, or in the footnotes appended
to it. This policy will be adhered to throughout the thesis.,
Uﬁless it is otherwise stated 211 succeeding reference to

Professor Wilkes's criticism will be to New Perspectives.

For ell succeeding reference to and quotation from the poems, see

The Verse of Christopher Brennan, ed., R.R; Chisholnm and J.J.

Quinn. For purposes of abbreviation, this will be referred to as

Verse.,

Prospectus, 6 October 1899, with courtesy Mitchell Library.

All poemé referred to in the text will be numbered according to
The deliberate obliqueness of the piece, which recalls Mallarmé's
ovn “tomb" poems to Verlaine, to Gautier and to Poe, further
emphasizes that it is a tribute to the desd Master.

These lines are typical of many in the poetry, which through their
Qery inadequacy vividly convey a mood or thought. The second is
sheer tautology, with “mad™ and “foolish". placed so close together;
yet I wish he had retained it.

Beside the first frinted version of the poem is an illustration
showing an armoured man riding past or away from a naked woman
"concealed" behind o tree. The poem has the same exaggerated and
contrived quality about it. Why shoﬁld the forest, seen elsewhere
in "The Quest of Silence" as é peaceful naiural getting, be

suddenly filled with satyrs, miscreants and heraldic beasts?
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James McAuley, Australian Writers and their Work: C.J.Brennan,

p.l4.  For all succeeding references to McAuley's criticism of
Brennan in Chapter one, see this work.

Wilkes demonstrates his argument for unity by carefully quoting
Bremnan's tentative plans f02 "The Forest of Night", seﬁt to
Brereton in 1899 (pp.18-19). But does he adequately support it -
by reference to the definitive text? I+ is hard to see how in
this particular case the alteration Brennan subsequently made -
contributes helpfully to the architecture of Poems 1913,

For instance the poem beginning "Sweet Silence after bells" (3) is
one of the finest in "Towards the Source,™ but provides no
coﬁtinuity of theme of imagefy for that section as a.wholé.

Its claustral mood entirely separates it from all the poems
surrounding it. Its.nightly setting and mzin theme of "ferfection :
in silence"™ would seem to fit it better for inclusion in "The
Quest of Silence".

For instance Bremnan noted his interest in the "new ideal of the
concerted poem in many movements" (p.178), and ‘spoke of "the

sublimation of a whole imaginative life and experience into a

subtly ordered series of poems, where each piece has, of course,

its individuallvalue, and yét cannot be interpreted save in its
relation to the whole" (p.329). The ebbreviation Prose refers
throughout to Chisholm and Quinn's edition.

As if it were to be got over és quickly as possible. -Howevér
Mcﬂuley'does not present us with any facts that Chisholm hes not

already supplied. He simply mekes Bremman's life sound more

unpleasant,
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39.

Christopher Brennan,p.42.

For instance A,G, Stephens wrote "Yet the moode persisted:. here
at the beginning was Brennan as he'poetically ended ﬁith his
didactic, spectaculaf,_sonorous commentary on I, Miné; Me™
(Christopher Brennan with a living thought from.A.é}S., De4l) .

The thought is "loving", for he is writingldf an old friend; Yet
he ﬁas the air of stating a fact aboﬁt'the poétry, of passing
judément on it. This is borne out by his remark in a letter to

Brennan: "The effect of your later verse is o be 00 perscnal:

~it doesn't escape to the audience."

‘Australien Literature: A& Critical Account to 1955, p.116.

Ibidq P 122 .

The Roaring Twenties, p.152.

The political and economic background of the nineties is not

irrevelant to the poetry. Vance Palmer in The Legend of the Nineties

describes it as a time of unstable politics, an@ an era of

dream. The idea of Utopia was widespread among Australians, for
whom oppértunities_then seemed azbounding; they envisaged the
country as a fﬁture homeland of independent people free to create
any kind of scciety they wighed. There is probably some correspond-
ence between this climate of ideas and Brennan's search for Eden
which thé poems record. His own career was not unaffected by

the general instebility, for he arrived home from Germany on the

eve df a banking crisis and was forced to accept a job far below

his capabilifies. That he stayed in the job for so long_wés

doubtless his own faﬁlt, but it is likely that he joined in the

general dream of prosperity and peace; in The Burden of Tyre and

. in the political parts of the “Lilith" narrative (4X,x) it is given
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18.(contd). some expression,

19.

- 20,

21.

22,

23,

24.
25,

Postscript to a letter to A.G. Stephens, 1898 (with courtesy

Mitchell Library).

Christophér Brennan, §.45.

. Ibid., p.42.

"Notes on C.J{‘Brennah and other Austrzlian authors", p.4.

It is interesting to note that Stevens who knew Bremnan as a
speaker at the Casueal Club, draﬁs this judgﬁbnt out of a comparison
between Brennan and another member of the Club, Randolph .Bedford.,
The remark immediately follows Stevens's assessment that "érennan
carries a higher powered intellect and is ever so much superior as

an artist; Dbut Bedford has had a2 much wider and more varied

-experience of life and is a much more prolific writer.,™ It seems

that Stevens was somewhat prejudiced against Brennan who had showm
hiﬁ ill temper in a feud over-Baﬁdelaire(which started when

Stevené called that poet "the iridescent scum on 2 stagnant pool");
’and'inclined to stand up for Bedford who was the only member of

the Club -ever to outtalk Srennan. Therefore we might count Stevens's
judgment as soméwhatlfersonal and biassed.

"The Discovery of C.J. Bremnen", Manuscrivis, pp.l-6., Mrs. Palmer

is ostensibly reviewing C.J. Brennan: An Essay in Values; but the

article really amounts to an enunciation of her own views on
Brennan,

"Phe Verse of C.J. Brennan," Southerly 1964, pp.6-11.

For instance French uses as evidence the notes of one of Brennan's

students at the University, which are supposed to réveal that the

lectures were not so impressive 2s it is commonly believed, The
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. 25.(contd.) notes zre quite reliable in his opinion, as it was a "good

26,

21.

28, -

290

30.

31.

student“ wﬁo took them: but this seems a very weak basis for
such'an importént judgme@t as French makes of Brénnan's status as

a scholar, |

A.B.'Piddington who was Bremnan's companion in his Univergity.déys .
reéorts in his "Notes" that “&hat he read or studied.ﬁe feally read
or stﬁdied.in prqof to please himself, and not to please an
examiner”. Brennan disappointed the Profgééor of Classics by
showing little interest in the texfs set for examination aﬁd followed
his own mode of study;“ He<seems too to have been somewhat
presumptuous, makKing his few friends among the staff rather fhan
£hé students; and in concluding one examination guestion wrote,

*This view is at present held by only four Professors.” He named

‘three and included himself, "the writer": behaviour which hardly

fits the "typical undergraduate®,

" Because of some irregularity (which Brennan himself pdinted out),

the degree was not to be conferred untilv1897, well after his

-return from Germahy. Aggin this long delzy seems characteristic of

the poet., .

AR, Chisholm's "Biograghical Introduction™, p.20.

Awarded to Bremnan no doubt, in the ﬁoPe that he would undertake a
Doctorate in the classics. That would have been the logical course
‘o pursue'had he been interested in furthering his cafeer.

It wés not until 20 June, 1920 that Brennap was appointed Professor
of Comparative Literature,

It»ié tempting to imagine what the course of events would ha&e been.
if Brennan had stayed in Europe. Would he have found fame among

men of leétters, or sunk intc the anonymity of Bohemia? He seems
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31, (contd.) again gt this stage curiously remote from his own interests.

32
33,

34,

35.

36'

37,
38.
39.

20,

41,

42,

43,

44.

Piddington verifies this for us in his "Notes": "Brennan was- & mafl
quite without worldly ambitions. Whether he was a cataloguer or
a Professor, he did not care.™

"Portrait of Christopher Bremnan™, p.ll.

They tell us of what Bremman read and saw, but nothing of his

romance, Was it only when he returned and began'to write the verse;
that the dream of love began?

Six Australien Poets, p.152.

Here I am using the framework of “three phases " which G.A.Wilkes
suggesfs‘make up the structure of the sequence, in "The Art of
Brennan's 'Towards the Source'."

The»mention of "amber locks" (285 assures us that the'bridegroom.
is not, literally, Brennan, Wilkes (ibid.) ﬁses ﬁpersonaﬁ.

Ibid., p.39.

&

Southerly 1949, p.195.

A.R,Chisholm, All About Books, .tells the Storj.

. Notably Rossetti, in"Eden Bower" and a somnet "Body's Beauty™.

Except of course that hé was imbibing Symbolist techniques.

Op.cit. (see note 39), 200.

Neither.will Chisholnm ,comait himself in conversation. Wien I questioned’
him (Pebruary 1965) on the subject of Bremnan's disillusionment

with his bride, Chisholm reflied "She was very beautiful of course"®,
to which he later added cautiously "“There could be no meeting-

point between them . . . they were really in different worlds,"
Op.cit;'p;ll. But to be fair we must outline his intentions,

Colin Roderick suggests a twofold reading of‘“Lilith"; first, on
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44.(contd.) the mystic level, where he offers some helpful

45.

46'

47.
48.
49,

interpretation; second, on the personal le#el, as being rooted
in the actuality of Brennan's unhappy marriage. Here he goes too
far, but as the “Portrait"™ was originelly intended for a

broadcast, perhaps the "sensationalism" may be forgiven.

Vivien Smith in "Bremnan for = New Generation” suggests: "No

doubt a Jungian could give us a fairly satisfactory gioss;“ bﬁt
he adds a doubt as to whether this would help us with the poens
as suck (p.l4). The psychological interpretation ﬁight indegd
only serve to increase the difficulties of “Lilith",

We know that in 1901 the Breman family moved to Mosmaﬁ, to a
house "facing towards Manly and overléoking Balmoral Béachﬁ
(“Biographical Introduction" p. 23). It is not difficult to
imagine that the setting of "The Wanderer", with its windswept
ways and “ever-complaining sea"™ (86), was inspired by the poet's
weekend surroundings. At times the situaztion seems so real that
we could almost imagine the Wanderer to be Bremnan himself (e.g.
91). |

Symbolisme from Poe to Mallermé: The Growth of a Myth,

"Lettre sur Mallarmé" (Paris: Albert Messein), p.G.

In his talk on Dante in On Poetfy and the Poets Eliot expands this

point further. He claims that young poéts-are not likely to be
infiuenced_by major poets as they are too awe-inspiring. It is
the minor poets who form them,

Eliot's Introduction to Selected Poems of Ezra Pound (Faber)

pP - .x.-xi .
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44,
McAuley suggests an “interesting parallel®™ (p.15) between
Brennan's idea and Mircéa Eliade's comments in Traité |

d'histoire des religions, The notion of Eden was also common

amdng the French Symbolisfs,eSpecially Mallarmé. It is
virtually impossible to say which literary source Brennan is
drawing upon: bﬁt see also note 18,

op.cit. (see note 24).

ibid.,

Prose, p.276.

Annals of Our Lady of the Sacred Heart, p.192.

Op.cit. (see note 23).
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CHAPTER TWO: BRENNAN AND SYKMBOLISM,

It is our intention in this thésis 1o present a reading of Poems 1913
alqng symbolic lines. However our interpretation sf the poems will
also be placed against the Symbolist background, from which Brennan
derives much of his poetic theory, and which therefore forms a frame
Qf'judgment for the'vérse. It bééomes neceésary at this stage to defiﬁe
"Symbolist",., What ao we mean by the word when we apply it to Poems 19137
Wa._é Brennan himself a Symbolist? |

Randolph Hughes has made an important cleim for Bremnan, vhich
provides’our first guiding thread:

The best of his own poetry in its general feeling and -
atmosphere, and‘in_several, and the most important, of its
distinctive technical procedures, is definitely and intentionally
Symbolist, to a much greater extent than any other poetry in
Engli.sh o ¢ o Brennan rendered a notable, (and as yef quite
bunrecognized) service to English poetry by importing into it, and

as far as was necessary, acclimatizing in it the spirit and

principles of that kind of Symbolism which I have called,esotericgl)

What is “esoteric Symbolism®™, and how would we apply the doctrine to
Poems 1gi§?
First I shall attempt to sketch out in a general wag,.wiﬂa the
‘help of Hughes and other critics,vwhat the Symbolists were attempting
to do. The use of symbols in literature is ége—old of -course, but
when we speak of "esoteric symbolism" we are referring to that particular
'school'of poets that arose in France in the seccnd half of the nineteenth
'century, and to their doctrine.‘ Brennan himself indicates, at the

beginning of his essay on "Symbolism in Nineteenth Century Literature",
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that while symbolism had always been "the practice of art in all times",
it was not until this school arose that the world was made conscious |
of the importance of the doctrine; nor knew it as "the universal
orthodoxy of art". |

But how did the schoo; arise, and hovi do we describe its beiiefs?
Fi:ét it can be seen as the direct result of 2 reaction against the
. Pamassiam cult, with its emphasis on the brilliant description of hard
tangible objects; and a still larger reaction against the materialiéﬁ
and rationalism of the two preceding centuries; ﬁow ﬁhat is its central
doctrine? Despite the considerable differences that exist between one
Symbolist poet and the next - we havg only to think'of Verlaine's
melodic simplicity and subdued half-tones agaiﬁst Mallarme's denééj
cryptic “emblem—writing“-acéessible only to the few possessing an
acute innér hearing ;,to realize these differences - we cen discern a
" general set of preoccupafions and techniQues that most of the Symbolists
share, ' |

Perhaps the most importanf oflall these is a ﬁoetic idealigm, their
‘vision.of'Eden or our faulty world perfected. Hughes's title “esoteric
-éymboiism“ is very apt; .for the trué Symbolist poet writes witﬁ an
ideal before him. His work is mystical, and aimed at divine revelation.
éymb&lism tzken as a whole is in-fact no less than a religion, with true ‘
and false prophets, scriptures and a liturgical language. Eﬁerything in
Christian;ty is'there by.analogy -~ except Christ. . Poetry in itéelf
becomeé an act of creaticﬁ, a spiritual reading of the world: it has its
own laws and its om inper life, 'Chiari admirably sums ﬁp ﬁhe'mystiqqg
of Symbolism,. when he calls it "a beligf in a world of ideal beauty and

the conviction that it can be realized through art.® (2)
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That Brennan himseif saw Symbolism in this way is made clear by
his remgrks on Mallarmé, We notice & curiously sacremental tone in
them, as wheﬁ he claims that the poet "speaks for the people, for
ﬁumaniiy: and the work of art only attains to its full gigﬁificanCe
~ when attended by the whole people, as a reiigioué,service,“(3)
His "conviction" and "belief™ in Symbolism are elso conveyed in this:
“Mallarmélhas found solutions of the questions, What is lifeé and,
ﬁﬁat'is_poetry? The duty of man, who is & spirit, is to read the sense
of the earih, to speak divinely.“(ay Here it is evident'tha£ while
Brennan is speaking of Malla:mé, he is also holding that pbet up aé an
example for ail symbolists to follow. He is "the poet", and the high
priest of poets. Brennan sees him fglfilling the role of the “seer”j
f the propﬁet of symbolism.l_ﬁnd-ao to a large extent he was, -

We have establidhéd then that Symbolism is'for thelFrench Symbolists,
and for Brennan, e mystery.l We must now try to be more precise.
What are the techniques by which the poet conveys the mystery to the
- world? As our.maiﬂ éoncern is with—Brennah'g poetry, we shall not go
“-into detaila of the practice pf individﬁal ﬁoets. We shall oniy try to
sketch out an idea of the whole. Again Chiari;é definitign.(above) cones
to our aid. Tﬁe Symbolist believes that the world of “ideal beanty“_
can be "realized through art".. This suggests that the general.principleg
of his practipe will show a linking between the actuality of the poem,.
and the divinity of thé ideal. The poet must distill his experience |
from life an& so refine it that only the pure and essential e;ement
remains. Thus he can be likened to an alchemist, turning the base

metal of life into gold. But we must qualify this definition further:



48,

it is not his ordinary experience of ' .= life, but his inner experience

that is undergoing such a process. Everyday things are cast away

from the beginnihg, and the remaining essence will mount like a bregth

of incense towards the divine.

But we are still very-mudh on the mysterious level.l How is this

transition to the divine to be achieved? It is by "correspondences®,

at once the central doctrine of Symbolism and the cornerstone of Symﬁolist
technique. ' The term actually derives from_the-nineteenth-century
philosoﬁher'sﬁedeﬁborg. but it can bé traced back much further, for instance
1o the Platonists who regarded everything on -earth as having # heavenly
counterpart. ﬁallarmé was to develop the doctrine aldng those lines,
However, it first. camé to the Symbolists through Baudelaire. He was
éeparafed from the other poets of his age and especially the Parnassians
' who, as we have seen, were obsessed by material objects, by "his
predccupation with spiritual matters and with the mystic aspects of
religion.?(s) Baudelaire, however, was not a Christian for while he
retained é belief in certain derker aspects of the faith, for:instance
the sense of sin which resulted in men's minds from the Fall, he had
jettisoned the belief in Christ and the conventional \#a‘y of Salvation.
' He was forced to find a sﬁbstitute for these beliefs. and this substitute
- he found in art. The central tenet of hlS new bellef ‘became the .
'“correspondence" whlch implied for him not only the synesthe31a of his
‘famous poem,( ) but an all embracing philosophyz “C'gst cet admirable,
cet immortel instinct du beau qui noudlfaitlconsidérer la terré et ses
(n

'spectacles comme un apergu, comme une correspondance du ciel.”

Now let us sketch 1n a little more of the background of symbolist

f; techniques. We have established that the poet, by means of "correspondences",



aims at showing the divine world, ‘i‘.hat" which i'slﬁeyond' the ,appare’nt‘. -- He
also uses what Hﬁghes describes as' . . ."a proceég of suggestion Qr L
adumbration, as distinct from any process of developed staiement -
narrative, instructive, protreptic or discursive in any way. “( 8) ihe
process that Hughes describgs waes often referred to by the Smﬁbollsts

as " incantation": the.aSSOciated sdundslanﬁ images bf the poem should
hawe.aﬁ hypnﬁ;ic effect upﬁn the reader, wafting him towards some divine

reveiation. Thus in Baudelaire' “L'Inv;tatlon au Voyage” the poet

. urges his companion, hia 31ster or mlstress (as the poem 1s in the true

Isymbollst manner her identlty is mgde somewhat dim) to depart with him to
an imaginary world of beauty. The refrain of the poem:

La, tout n'est que béauté -

lﬁxe, calme et volupté
édnstituteslgs it were a worid of beauty iﬁ itself, The soft aﬁd liquid :
sounds communicate the meaning of the poem in themselves, acting as a kind
of spell ﬁpon the readér. Such- a process too was often likened_tq music,
Baudelaire wég first to péint_ou# that poetryfaﬁprbximafes-to.ﬁuéic
througﬁ # prosody whose roots plunge ﬂéepe;liﬁ%o the hﬁmaﬁ‘Sdul than any -
‘ciassical theory has ih@icaﬁed.(9)"30th'a?ts can fhﬁs bgiéeen springihg
from a comm&n source. This old affinity between poetry and music had been
‘understood iong before the Symbolists took it up, but they were perhaps '
_the first to insist upon it to this degree. o '

As we have seen the éymbolist poét casts aside his mundane surroundings

and devdteé himself to describing his inner thoughts and dreams, the flux
of mind; He builds np.a-ﬁés of suggestions into a single theme, the poem.
To do this he borrows certain properties commonly attributed to music, .
as pért of his technique."Thus Enid Starkie con#ends that Baudelaire in

his remark (above) does not "speak merely of the harmony of the line or
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the melody of.the,wofdsv. . » music does not consist soiely in é
sequenée'of pleasant sounds and Baudelaire did not mean .that, when he
spoke of the intimete connection between poetry and_ﬁusic. He meant
that a poem should have the power of e#oking in the reader, by whatever
méans it chosé, the sensations-and“émbtions which music could arouse,

It was fo evoke, in the words of the symbolist poets, ®*un état d'ﬁme‘?(lo)

That lést phrase which cannot_really-be translated inté English means
literally "a state of soul™,

Now when the symbolist poet uses these difficult techniques of
vcorrespondence and incantation, what is the result?. We have seen what
a process of refinement the poem'can become: but what does it finally
coﬁmunicate to the reader? A name was éiven to the result: "le Réve®
and its essential nature is brilliantly summed up by Alan Boase ﬁhén'
he remarks "Le Réve with its glorieux mensonges - we might also call it
Beauty, or é.superior kind of Truth - is literally the creation of the

(11) In other words the Symbolist never spontaneously outpours

poet.”
his eﬁotions, although this might well be the effect he wishes to create.
The "état d'3me™ he eyokes is carefully controlled and contriveds
esﬁntiélly énla;tifiéé. Thus while it dlaims tp project a'dream; an
atmosphere, the poem is a definite act of will, .

In Mallarmé's sonnet'"Le vierge, le vivace'ef le bel aujourd'hui"
we see the full irony of “lé Réve™ at work. Despite many qlaims that ité'!
theme_isvman or the human condition, I believe'that it really is about |
‘the poet himself, in search of pgrfection. We see the swan surrounded:
by the purity of winter frozen into a lake, who thinks only of escaping

his "useless exile", However he is imprisoned by his own contempt for

~ the world and cannpt take flight to the heavens glimpsed above. Finally,
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immobility and whitenessvtpdﬁmph and he remains entrapped in the ice.
- In this.sonhet Mallérmé achieved verbal perfection but as A.R.Chisholm
points out the "ice-bound grimoire" of the poem is also fhe poet's
dilemmé; This is éummed up in a phrase from the poem; "vols qui n'ont
- pas fui": Chisholm’ rema.rk“s"the‘ real flights 1_1_ave never flown, and can

'never”fiy, even with the help of winged words."(lz)

Mallarmé remains
.imprisohed in his own 5eautiful poem, which is so pure and refined that
only é few expefts in S;ymbolism have been able to understand it.
1'Apparently.impersonal,'it ié in fact highly subjecfive for it descfibes'
an inner experience which only Malla:mé could have felt or iﬁagined.
Hence it islabout nobody but himéelf. |

Mallarmé illustrates the furthermost 1limits of th'e' Symbolist
position. None of thé other poets pushed "le R%vé“ S0 far. Nevertheleés
we have attempfed to describe that. rather elusive concept in order to
clarify the position against wﬁich Brennan will be placed. .As James
'vMéAuléy has pointed out,"though Bremnan held back from the Mallarméan
ascent into absence, or silence, he could respond to the lure of "Le
Reven, (13)

We shall have cause to examine the idea again when we discuss

Brennan's symbolic practice in PoemS-lglﬁ.

NOW fhat we have outlined some preoccppations,and principles of
symbolist theory;'iet us see what Brennan has'extrapted from it." The
main body of his theory is found in the eséay on ﬁSymbblismvin Niﬁeteepth—
Century Literature™; indeed this work'constitutes his "pdetics."‘

However we should be'awaré from the beginning that Brennan is not writing

a prescription for his own verse. His concern is to describe the
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_ Symbolist position in England, France and Germany, theréfbré rather

than criticising the essay, we shall seek ouriobjgctiée by followiﬁg-

the maiﬁ lines of his exposition. | |

Brennan devotes con31derable space in the essaylto "corre8pondences“

'and the “mu81ca11ty“'of poetry, ‘both o£ whlch as we have seen, are

basic symbolist preoccupations. . He speaks of "the law of correspondenées“
:as if this were an important fact of poetry, and takes it direct from

Swedénborg. However the“ﬁéin body of his argumeﬁf for corresﬁéndences
comes?, as it came to the'Symbolists, through tﬁe medium of Baudeiaire.
- He evqn-translates for us the passage in which that poet announces his
deﬁﬁ to'éwedenborg and claims correspondences for literature (p.55)«
Brennan then begins.ta make clear for us the difference between'@hoée
5prolonged.echoés",of the poem which the world has mistaken fof

(14)

éporré5pondences“, and the real implicatioﬁs. However this discussioh_
. ia interrupted by some philoéobhizing,-ﬁnd he does not return to it

until fhé “Coral;ariés“ of the essay. Up to tﬁis point, Bremnnan's theory
‘has not méved far beyohd Bégdelaire's, ané can be seen as deriving wholly‘
from the éymbéiisf school., |

| When Brennanltakes it wp again'aéking;.“What is the nature of that
;amfof éorfesﬁondences with which we began and with which we never

seem to be finishedé-. « o Well, is it a law f;om all eternity or what?®
.'(§.162)g he uées a bantering,'converéat;oﬁal tane. -Yet the seriousness

of his questions ié felt when he suggests the law could pe "from_all
eternity". ﬁe seems to be reaching for some kind of ultimate defiﬁition.
and thia'he finds after éome father-cumfrous diacussion of the distinctions

to be drawn between poetry and philosophy, symbolism and reiigion.
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'He‘claims that correspondences supply "™the continual symbol: the
harﬁony of the mind énd the world in poetry is a symbél. Correspondence
'implies the idéal kinship of all things - a symbol of the final
Qoaiition of actual qnd_potehtial, of transcendental and real, of idea
and fact" (p.167). 1Ironically this definition is almost an exact
rei%eration §f Baudelaire's.description of the philosophy quoted by Enid
Starkie (above, p.48). Bremman is quite within the bounds of esoteric
theory and while he adds nothing new to the discussion of "correspéndences“, '
reveals his understanding of that important Symbolist philosophy.

it'is interestingvthat at no stage does Brennan really descend
from theése rarefied regions of definition to give an explanation of the
"law™ in ﬁractice. He claims it has "nothing"specifically mystical about
it", that it is "nothing more, viewed technically, than the oﬁly possible
.explanation of all expression, the only possible ground of all imagery™
(p.157). But there, while he claims to view correspondences "technically",
he is still speaking in the broad theéretical terms. His statement fhat
'they are "the only possible explanation of all expression" has a strong
ring'of jdealism about it. In the whole diScussion_of correspéndenéééi
theﬁ Brennan shows himself to be very much in&olved with fhe Symbolist;,
dmystique".- This might pose something of a probiem fdr:ué when”we‘come
. to relate'his theory to our réading of the vefse. Nevertheiesg it is
plain that "correspondences", if he regards them as “the oniyfpossible
ground Qf éll imazgery", will form an important p;rt of his:symbolic
ﬁechnique. It is perhaps one principle then which daﬁ be safely applied
tb.the practice, and we shall presently eamine its‘workingé in Poems 1913,

In his discussion of correspondénces Bfennan does not exactly describe

how they work in poetry. He gives instead a clear and comprehensive
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exposition of the Symbolist theory of correspondeﬁces, cailing them the -
- "ideal kinship of all things." Now we have_seen how the émmolist poet
eses to convey his ideal afrocess of:suggestioh, often ineorporatiﬁg
into his verse the properties of music, The second area of the theoey
of wfiting poetry which_arises from Brennan's essay is that of mﬁsicalify.
For instance he quotes ﬁallarmé“s.famous statement that "My poetry is
music" (p.57) and speeks of the one perfect wefk thai Mallarmé was
trylng to write, one which would be "an impersonal work . ., . quylng
forth the essential imaginative harmony between man and the world“
(p.143). However Brennan brings us no closer %0 upderstendlng that
first statement thaﬁ we have ever been; and it is by no means
certd n that Mallarme s initentions: to create "a perfect work“ were more
than verbal ones. His "“Grand Qeuvre" might in fect consist of thoee
.fragments and poems already written, or mlght only be a dream-progect

which he never contemplated putting into a book at all.(15)

So far

“then Brennan is only penning his admiration for Mallarmé and we.have .
grasped nothing of his own fheory. When he doeefarrive at a more particulaf
discussion of the affinities between poetry‘and‘music‘we fiﬁd a_tehdency :

on his part to confuse the two arts, or assume that one can almost be

exchanged for the other. D.S. MacColl in his Nineteenth Century Art

puts down the enormous effect of music to its poﬁer of creating "abstract
moulds“ of all the passions. from this Brennan extracts his theory: “The
only moulds which music can fashion are rythﬁic and melodic forms. And
 if these are to fit our pa351ons there must be correspondence. Well,

that is felrly plain. The mlnd-has its own rythms“ (p.59). The alscuSSLon

so far is reasonable enough - but Brennan is not yet talking of poetry.
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He is describing the effects of music., 1In that last phrase "the mind
has its own rythms"™ Brennan seems to be grasping at something essential
to both the art forms, but even this is taken from the theory of
_Malla.rmé.(l6) : .
The discussion ofb“musicality“ in poétry up to this point of the
essay is rather‘loosely woven and unsatisfactory. We cannot imagine

applying it to the verse; and when in the next passage Brennan descends

10 a more detailed practical description of the "musical"™ workings of

(17

~ the metre of poetry we feel he contributes very little to the subject
Qf“musicality“. Moreover as we have seen, large portions of the theofy
are imported direct from the prose writingé of Mallarmé and placed
uncritically before us.> Thus when we come to read the verse in the light
of this essay, we must bear in mind the special reservation that what
Brennan tells us about “musicalitj“ and "suggestion" and “correspondences™
in poetry might describe very well what happens in Mallarmé's poems, but
will not illuminate Brennan's own»symbolic script. 'The essay lééves us
in no doubt that Brennan adﬁired fhis poet above.all others,. and that
he possessed an unusually good understanding of his difficult writings
in verse and prose. But we cannot reach Poems 1913 a travers Mallarmé.
Of what use then is the discussion of "musicality™ in "Nineteenth-
Century Literature®? It shows first that Brenpan was deeply interested
in and involved in the'S&mbolist methods of suégestion. In seeking a
definition of the law of correspondences he suggests it may be found
"in the answer to this other question. 'How can music be expréssi?e?'“

énd from this Query his whole discussion of ﬁusicality begins. The

discussion, even if it is unsuccessful and unoriginal, shows at least that
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Brennan has thought intensely about the subject. Therefore even if
Brennan does not achieve the "musicality of all things™ which -he -
perceives in Mallarmé, we cannot altogether reject it as a criterion
when we come to our reé.ding of the verse., It is part of the whole |
- process of suggestion.
From Brennan's whole exposition of the subject I would like to
isolate one important idea, the concept of the arabesque. This is
taken from Mallarmé and translated thus: "hitherto we have been contented
with a semblance of this, compé.ring the aspects as we cla.relessly brushed |
against them, without unifying them; evoking amid them certain fair
figures am‘biguous, confused, and _intersecting each other. The totality
of the arabesque, which united them,lnow and then came near to being
.known; but its harmonies remained uncertain" (p.56). Later in the essay,
Bremnan repéats this in simpler form: “every poem, like every melody,
has its own design, its own arabesque™ (p.61l). That explanation seems to
cla.ri_i‘f mucd of the whole discussion of Symbolism, and what Bremnan
takes froﬁ it. We shall have cause to refer to the ideé, again.

I'h is clear 'l:ha.t in much of h:l.s discussion of how poetry should be
wntten, Brennan is greatly indebted to 'l:he French Symbollsts and |
especially Mallarmé. Hughes describes the latter as "the master of
Brennen's special election" and "a most powerful force in determining

n(16) Indeed much of the essay proves this

Brenna.n s aesthetic theory "
to be so. - Brennan devotes considerable space to other symbolist poets,
Novalis and Blake, but he derives little of his theory from them. The
rést of the discussion dealing with the imagination, the philosophy of
'poetify,l _.and mysticism in poetry seems there only to offset Mallarmé, the

‘brightest star in the symbolist constellation., But Bremnan also
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derives his theory from the school in general; he tells us again and
again that poetry is to éontain suggestion'“ the principles of "“correspond-
- ence" he describes are those used by all the followers of Baudelaire, and
so when we come to read Poems 1913 we can also relate it to this wider
background of thought.

Perhaps of all the formulae presented in the prose writings, thé one
which we can most clearly apply to the §erse is Brennan's definition of
a symbbl. It is strange to find such a very simple and concise definitioﬁ
planted among so many high-sounding statements abouf Qegrees "continuous

(19)

and discrete" and "abstract moulds" (above, p. 54%-"). Yet there it
is, and central to the whole discussion for it is the only practical part
of it., Brennan disengages himselflfrom the Symbolist mystique and steps
forvard to explain the symbol. ’

The definition begins with a brief history of those features of the
poem which preceded the symbol. Brennan begins with the image which
"of course has been the natural means of expression in poetry of -all ages", -
but espécially important was "the image as expressing a likeness and a
kinship.® First of this kind was the simile; however it soon became
"overlaid with detail" and irrelevancies. Next, the metaphor arose,
“more direct, more energetic, more expressive . . " However tﬁis too
proved unsatisfactory, as it was not a living part of the poem for it
condensed into itself "the life and beauty of the poem". Images must be,
he claims "the flesh aﬁd blood, the living body, the living garment of
poetry.” One should not be able to extract from the poem an "affidavit-
I'_passage“ of prose; nor should the images be ﬁerely ornaments, the "clothing

of ideas™ ( pp.50-51). -
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Now tﬁat definition of an image is quite clear and valuable in itself,
for our reading of the poems. But some ten pages léier when he resumes
the discussion he shows he has a more important idea to put forward.

He comesﬂout with this immediately and it is this: “fhe symbol is simply
that image which, for the special purpose in hand, céndenses in ifself
the greatest number of correqundences. :It-is the meeting-point of

~ many analogies.” Here wé see that while the image helps to form the
symbol, it is a lesser part of poetry. The symbol is given pride of

" place bécause it is the “meétinghpoint of many analogies." Brennan
emphasizés further fhis-capacity for condensation which the symbol
possésées;;'lt is « + o« & summing-up, a synthesis, a rarefaction. It
stands not for any one thing that might‘be rendered in a dozen different
ways, but for a wholé class of things, for their kinship, of which it is
the natural expression artistically.™ (p.6l). Later in the essay,
Brennan stresses again th#t the symbol is not accidental, but "is and

- must be something very precise and definite, for it is charged with a
complex signifipanca:“'(p.l22).

Breman also very clearly describes the role of the symbol in the
poem. It is there to govern all the other components,for instance
correspondénces and images which lead up to it: ™A real symbol governs
and unites its poem: it is at once starting-point and goal, starting-
point as plain image, goal as symbol: the poem rises out of it, develops
within its limits, and builds it up by successive correspondences.™
| Thus the use of the symbol helps us to get rid of "the annoying wobble
between image and non-image."™ It also dispenses with:the "dull old

squabble as to matter and form by their relative importance" .(p.62),
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Finally, in Bremnan's definition, the ideal poem is itself seen
as a symbol, a unity of significance, and an organic whole. This is
one of the most lucid explanations of a symbol ever given by a poet, and
it is the most impressive part of Brennan's whole essay on "Nineteenth-
Century Literature®. It shows him going beyond Mallarmé and Baudelaire .
andAformulating a clear rule ofhis own., It will be one of our‘major
concerns to judge whether his own poems attain to these standards.
.ﬁoes any of thém;amount to a true symbollin which every line, every

corréspondence contributes to the "living body" and the organic whole?
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FOOTNOTES -  CHAPTER TWO.

1. C.J.Brennan: An Essay in Values, p.63.

2.  Symbolism from Poe to Mallarmé, p.47.

3 "Nineteenth Cen%ury Literature", p.145. All references are to;Prose.

4. Ibid., p.l42.

He Enid Starkie, Introduction to'Les Fleurs du Mal, p.xii.

6. "Correspondences". The second stanza is the one most commonly
quoted to explain the law, but there Baudelaire only describes
the relestionship between perceived things e.g. "perfumes, colours
and sounds"™ (Brennan trans.) p.55.

7. Baudelaire, Notes Nouvelles sur Poe, Could be translated thus:

"It is this admirable, immortal instinect of beauty which we possess
that leads us to regard the earth and its show as a giimpse, a
corréspondence of Heaven itself.™ Citedlby Enid Staikie'(ibid).

8., Op.cit. (see noté 1) p.64. |

9 mQeuvres Posthumes", Mercure de France, 1908.%"La poésie toﬁéhe B

la musique par une prosodie dont les racines plongent plus avant
dans 1'3me humaine que ne 1'indique aucine théorie classique".

10. Introduction to Les Fleurs du Mal, p.Xi. .

11. The Poeiry of France, Vol.II. The phrase "glorieﬁx mensonges®

(glorious lies)is from a letter of Mallarmé, 1865.
12, “"Mallarmé's Edens", AUMLA no.13, p.22. Chisholm's thesis is that
Mallarmé substituted for banality four worlds of spirit - an "ideal
' “love", beyond the hazards and storms of passion; an "exquisite
subtélty of expression", enriéhed by correspondences; a "poetic
absolute"; and a "world of genius", luminous ﬂﬁmm@h«to&odishineﬁi;ai"

..ﬂ:@r materiality:.of, the cosmos,.
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13.  Australian Writers and their Work: CiF:i:Bremman; p,7.7, ©-"
14. See note 6.

15. This is A.R.Chisholm's thesis in Mallarmé's Grand Oeuvre.

16, Quoted on p.57. From an extract of a letter of Mallarmé: "My
poetry is music and thereby I do not mean verbal music - that is
a first, necessary condition: use the word}in the Greek sense,
signifying in the last resort the Idea, which results from a
rythmié set of relations® (Brennan trans.) .

17}- For instance in the statement that just as the rythm of music "plays
freely within and across the.bars ruled on the stave to ﬁark its
metre", so "the most creative, the most distinctively poetic act
of poetry is_thg invention of the rythm which circulates freely
within thenlimits,of-a givéﬁ metrical nOrm": Brennan is almost

_guilty of béing'supeificiai. What he séys‘about rythm and metre
is so obviois that it need hardly be said at all.
18, Op.bit. (sée note 8), p.94. .
‘ 19. p.52. Here Bfennaﬁ expounds Swedenborg's philosbphy in order %o

. explain "the nature of cdrrespondence".b'ﬁn the next page.he gives

up the a%temﬁt, referring us to Heaven and Hell, His explanation

is not very lucid.
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CHAPTER THREE,

Our study of Bremnen's writings on Symbolism against the whole
esoteric beckground shows that while most of his ideas derive certainly
from that main stream of thought he has in the process of appropriating,
" assimilated them and experienced them subjectively, to the point where.
he is presenting his own variety,»his own brand of symbolism, ﬁe must

now turn from the.Prose to Poems 1913 and begin our examination of Bremnan's

vactual poetic practicef

To tackle the symbolic script of Poems 1915 is rather a-forﬁidable
task, for at first sight it seems that Brennan is running through the
whole gamut of possibilities for those motifs he has chosen: and the
_ range of motifs is Very wi@e. He ie drawing in fact upon a fund available
to all nineteenth%century poets and it is to be feared that many of tﬁese

(1)

images, in retrospect, appear hackneyed, Moreover Brennan does not
always endow his motifs with significance and, as with some inferier
individual poems, we can only view them as parts of a developing segquence
of thought and mood; even then, their place in the whole symbolic scheﬁe
is not made clear.

The questlon is: "Where to.begin?® .Perhaés we could make firsf the
;'general observation that durlng the wrltlng of FPoems 1212, Brennan gradually-
progresses towards ‘a homgeneity of thought a.nd image. There is a
considerable difference between "Towards the Souree", with its uncertain'
shifting landscape of dream and the'very uniform and recegmizably natural
setting of the 1atér section "The Wanderer." 1In the two sequences of
course Brennan is doing completely different things: the "Source" poems

- are dellberately vague and misty because he' is explorlpg in them those

areas of semi-consciousness between memory and illusion, which the lover
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déludes himself into taking for actuality; while in "The Vienderer" he.

is deliberately placing himsélf in the present and refusing to admit
dreams of the past to intrude because a positive line of action must be
taken., However it does seem that there is a movement within Poems 1913
towards integration. We can feel this movement, this search for harmony,
even when it is not achieved,

But these remarks do not truly form a way of approach to the
‘"symbolic seript®. How can we come closer to it and begin to grasp it?
Could we e rhaps distinguish between Bremnan's technical and his
~metaphysical intentions:- between vwhat is on the one hand inside, and on
the other somewhat outside his poetic control? Certainly Brennan has
to some extent organized and manipulated_his various images, symbols and
settings into a design. G.A. Wilkes suggests that he is deliberately
uéing "jterative imagery"., He states a motif, the cycle moves on, and
then the motif is repeated but slightly changed:

Bremnan's characteristic method . . . is to repeat and
vary a motif for a time, then to allow it 4o be absorbed by a
larger rythm, which is duly absorbed by znother farther on,
giving the sense of deepening resonance as the cycle advances,

(New Perspectives, p.49)

This kind of reading is suggested by the text itself, and we shall
follow it through. But does it account for the way in which certain
images have, as it were, taken control of the poet? I propose that
Brennen's metaphyéical intentions should also be taken into account when

" we consider the symbolism of the poems, for it is not only a matter of

" his use of well-known artistic devices: it is also a matter of compulsion.
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I suggest that the “metaphysical" pattern is something like this,
Partly it is thematic and partlqugite compulsive; but When.it is
operating properly we can see it upholding all the various trains. of
imagéry. The pattern is fhree—fold. first, the poet experiences
.sufféring. He has a continual sense of separation: from the beloved
in "Towards ﬁhe Source?, -from the whole world in "The Forest of Night®,
and. in “ThevWénderer", from his noble past. Human love fails him in
fhe "Soufoé" sequence;. and'in "Lilith" divine love too is seen to be
a iockery. From the resulting disillusionment there arises a strong
wish for oblivion, and from this wish, most of the large settings and
their corresponding moods derive: sea, desert, the dark forest, night
and rain, But the poet finally passes into a third stage, where he
fiﬁas a kind of comfort in isolation. Thus, in the first Epilogue
he speaks of himself as quite intact and raised above 211 human suffering:

The gift of self is self's most sacred rights

only where none hzath trod,

only upon my secrel . starry height

1 abdicate to God. (104)
"But here I am only suggesting-a very wide framework into which the
symbolism of Poems 1913 might be fitted, The sequence indeed demands
both these readings: on the artistic and compulsive levels; but they
are not always to be separated and if we went through the poems dividing
them up in this way, we should be guilty of imposing on them a
"theoretical® pattern éf our own invention. It is time now to look at
the poetry itsélf, trusting to the "basic symboiic scripf“ for ﬁhat it

can reveal,
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II. Let us begin with the earliest section of the poems, "Towards the
Source", and see how Brennan handles images and symbols in conjunction

(2)

with theme. As we have already noted, ' the influence of the French

. Symbolists is strongest in the earlier parts of Poems 1913, before Brennean
has-developed his own style and “"metaphysics™. Here it is from this
school in general that he derives not only the techniques but the

moods and subjects of his poems. There is then a curious ambivalence
about "Towards the Source". I3 is.oh the one hand very much the subjective
experience of Bremnan, in his youthful naiveté feeling out the Wonders

of awakening love and the joys of nature. On the other hand it is quite

"~ unoriginal, for nowhere else in Poems 1913 do we find so much sheer "art",
so much dwelling on a particulaer moment for its owmn éake, and so much
self-conscious imitation of models.

Precisely because both of these aspecis are visible in the verse,
‘there is no distinctive landscape and little sense of continuity in motif,
No doubt it is true, as Wilkes suggests, that Brennan develoPed the
sequence from at least four earlier versions. Wilkes claims that the
"Source" poems have been studiously grouped to allow the modulation of
‘themes from each phase into the next:

and trains of imagery have been sustained and deveioped to

make the series cohere. It is this coherence, with the art

bestowed upon it, that has still to be recognized.“(B)

Certainly "Towards the Source" has of all the sections of Poems 1913 the
most involved textual his{ory: but where is the coherence that Wilkes
describes? |

Our best starting-point is with "A Prelude" that opens "Towards the
Source", It was a piece added in after the maiﬁ body of thé seguence

(a5 we ha?e it in XXI Poemg ) had been written. Nevertheless Wilkes-
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claims that this poen "sets the imagery of that whole section
/("Towards the Source!/ and reveals its antecédents.“(4) This is true
enough of Brennan's procedure throughout the rest of Poems 1913:
~whenever he begins a fresh movement he uses a prelude to establish its
setting, and a2 train of images to correspond to that,

Yet here Brennan does not seem to be establishing anything of
importancé. In “A Prelude" he states notﬁing and tells no story; he
only whispers_to us, and the whispers are very hard to hear. There is
an almost Verlainian quality about the whole piecer a dimness, a mistiness,
a deliberate lack of meaning. Brennan is working very delicate znd
slight motifs that are like flowers pressed into a book, emitting faint
odoufs.

If there is no narrative in it, then how can we describe the poem?
Itlis all atﬁosphere and emotion; but the atmoéphere is indistinct;
the emotions are very vague and general. The poet presenis us with a
dim correspondence between a maiden's eyes and the tranéition between the
seasons:

the tranced maiden's eyes

open'd, a far surmise

and heaven and meadows grew

a tender blue
Here he is evoking a sweet image, an étmosPhere of beauty to which the
indistinct figure of £he maiden is secondary. Spring will give way to
summer, and thé lover's feelings turn to lust:

0 natural ecstasy!

0 highest grace, to be,

in every pulse to know

the Sungod's glow!
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“but there he is speaking.as much of art: as of love; and in the last
sfanzas-he~addresses those poets to whom in fact he.owes his inspiration:'

your jewelled phrases burn

‘richly behind a haze

of gblden days. -
But it is useless to try and separate out the different themes. The poet
is refer?ing tp no.parficular‘occasion, or person; or poet, but simﬁly
recalling a1l the beautiful and happy moments in‘hié past, when he was
éxperiencing'nature through love ér art.  "A Prelude" closes on this note,
vhich in a dim and far-off way seems to hearld "Lilith™:
| And, 0, ye golden days,

tho; since on stranger ways

Yo some undying war

the fatal star

of unseen Beautly draw
this sogl, to occult law
obedient ever, not

are ye forgot .-
but such a long-range intention is doubtful, for Brennan there is wholly
-entangied in his own diction. The abbreviated and twisted syntax - "not/
are ye forgotf refers back to a phrase fully‘six lines above - suggests

that Bremnan is in fact subordinating content to form, and trying to achieve
the siméle effects of song by short lines and hackneyed inversions.

His sole .aim in"A Prelude" is the creation of beauty: the metter of if

is unimporﬁant. A deliberate cultivation of nostalgia, the evocation of

a romantic scene, is all it can really claim to do,

But it is not to our purpose to dismiss or condemn "A Prelude" for
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déspite its weaknesses in diction it does show Brennan consciously .
rehearsing himself in the Frenchi- mode. It reveals the embryo” -
biffa“Symhoiist;;‘j he is trying out the techniques of suggestion and
corre9pondenée which later it will be interesting to relate to the whole
of Poéms 191%., Ve are concerned rather with testing Wilkes's statement
that the poem “"sets the imagery" of "Towards the Source". It is hard

to ;ee how Brennan can ha#e'intendedlto do anything so positive, when

" so much vagueness surrounds it. But let us explore a little further.
ﬁéés "A Prelude" bear any relation in mood, image or theme to those

(5)

pieces which immediately follow it? Here we find a wide divergence
of motifs, piné—trees, bells, dying leavés and stars (in the first
phase); and of settings, night, the city, “grimning deserts" and
paradise (in the sécond);- All these seem to draw us far away.from the
"sweet days of® bresking light" suggested at the Opéning of "A Prelude",
True, Brennaﬁ again evokes.a dawn setting in "Dies Domipica! the sunshinel"
burns® (6) and in "Let us go down, the long dead night is done" (12),
but both tﬁese pieces differ greatly from ™A Prelude",
Wilkes calls the mood of the first "a mood of yearnlng“( )
yearning for what? If it were “for a lost past or a distant beloved,
we cguld perhaps place it in line with "A Prelude™ and the poems of
the third phase. But "Dies Dominica" is distinct., It is the first of
what we could call Brennan's "vision-poems": those rare moments of
clarity when the poet seems to stand above time experiencing pure
delight in the whole of being:

this.hour'is my eternity!
sums up the feeling of it. Surely the mood is one of sheer tremulous
rejoicing.

Besides this, “Dies Dominica" stands quite apart from "A Prelude"l
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| becausé it.ié esséntially'a religiéﬁs poem.(T) The use of the incense
iotif, which pervades the whole piece, and of such ﬁords as Y"soul"
_ (thfee times) , “passionﬁ and “ciaustral“, indicate that Brennan's concern
“is ﬁo preéent all nafurallbeauty‘as the glorious expression of God, to
. whom the poet is offering it ﬁp.again. |
"' .w "Let us go dovm now" is a more purely atmospheric piece working,
like "A Prelude™, by suggesfions of beauty. - But again his use of the
dawn is quite unrelated to any memory or illusion of a beloved maiden,
The poet envisages a general awakening far in the future in "the eternal
morn™, As in "Dies Doﬁinica“-there ére specifically religious overtones.
The earth is described as "perfect with suffering for her Lord!s embrace®
‘and "the adoring whole". But espart from this it must be edoitted that
the poem is somewhat vague; for instance inw
soul, let us go, the saving word is won,
down from the %ower of our hermetic thought.
Is it the poet, descending from his ivory tower: or is it 21l souls
he describes? Brennan in all probability is not saying anything at all:
the most important feature of the poém is its landscape, which has the
é;act qﬁalitiés of a late Victofian ﬁéter—céloufé
- The spaées of the waters of the damn(s)
are spiritual with our transfigured gaze;
the intenser heights of morning, far withdrawn,
expect our dream.to shine along their ways
@hié fale; apd Wéak imagery is in sharp contrast with the bright and
ﬁell—&efined contéurs @f "Dies Domimica"; but its vegueness also quite

precisely distinguishes it from "A Prelude" where we detect the

influence of Verlaine, It is the same kind of unfortunate vagueness that
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wé_seé in'Ténpyson, Swinburne and Pétmore,vfhe English poets,
| Now if Brénnan is‘uéing the samé setting in each of these three
pééms and yet we oannof trace any train'ofvthought that leads directly
from one to the bther, then what conélusions can we draw? He is at
this early.stage of his.writing concerned almost entirely wiﬁh the
creatién of beautiful effééts; and with the texture of the verse..
Sometimes;thié téxture, as we Séw’ét the end of A Prelude",is very Weak
and thing +this shows him‘toAbe at the imifative stage, still experiment-
ing ﬁith-various verse forms and motifs, so that there is an'alﬁost
. acbidental'quality about the content of the poems. We can sée little
.correspondence betweén tﬁese th?ee early pieces: insfead there is a
dimneés and diffuseness, The reader is conscious of a lack of continuity..
| Perhaps it is unfair to test the "cohérence" of the early poems by
choosing those set in “dawn". The second poem of ﬁTowards the Source®”
' for:.instance, ﬁould seem to be much more firmly set in actuality. Ve
" have here the pair of lovers who "sat entwined" by the sea:
dreamt that strange hour out togethei
fill'd»with the éundering silence of the sea.

We will diécouﬁt for the present thenia;;-£h;t "A»éfeludeﬁ sets the
imagery'éf the "whole" section; for if contains no mention of “sea',
".Nevertheléss Brénnan does nicely round off the poem by mainteining his

setting atlthe end, where the lovers (still presuﬁably enfwined and
'sitting) fgelftﬁemselves enveloped in "the irresistible sadness of the
sea", This strong concluding line catches up the entire mood of fhe
vpoeﬁ. Moreovef Brennan successfully creates a correspondence, for the
lovers are seated 5underneaih pine-trees" aﬁd can hear "in their boughs

the murmur of the surges". An equation is made therefore between the
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trees and the sea: both can evoke the feeling: of melancholy in’
separation.

| Yet if the poem is read very carefully a doubt arises: what seems

actual, might not be so- at ail, Are the lovers sitting by the sea: or

" is the sea only suggested by the noiée of the boughs above them? From

here it is only a shoft step to wondering whether even the Irees are there
fof the last line of the first stanza is:
- stirr'd by the sblé‘éuggestion of the bfeeze
Could that line in fact be résponsible for the whole poem?(g) I think
we again see Brennan consciously rehearsing himself in the gymbolist

techniques of suggestion and correspondence, We cannot blame the very

young poet for doing that. Yet in some way I think we feel cheated,

"We sat entwined" cannot be condemned on the grounds of artificiality,
for it is irrelevant to .discuss whether the experience described in e

poem is based on an actuai, or a personal experience, It might or might

. not be, with verfect propriety on the poet's part. What worries us here

I think is the doubt that Bremnan himself shows in creating such a confused

of the different elemer ts that

landscape. He is not quite in command
have goné to make up the ﬁbem, of £he réal end ideal, His landscape,
which apparently was actual, is in féct undecided and elusive. -

But to return fb the question of how "A Prelude" relates to the whole

of "Towards the Source"s as we have seen, the poems of the first phase

do not correspond to that opening piece in imagery or theme, and there

is é lack of coherence between them. ‘But'after'the first transitional

piece (9), there is some unity of theme and setting; the picture of the
poet. imprisoned in "some narrow worid of ever-streaming air" behind

"the dun blind of the rain™, does vividly suggest the dark, almost putrid
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atmosphere that surrqunds-thé middle phase. The imagery of (9)'is
‘ reiteraied and developed in the following vcem, where the sickly
_“yellow gas; is'Seeﬁ dimly lighting "rows of heartless homes", and
A;dead churches" tiil finally:
on the utﬁost post, its sinuous gléam
crawls in the oily water of the wharves

“In (11) these cérrespondeﬁces are carried to a conclusion, for we are
presented with the city as 2 place of pollution and evil, the very sign
-of our fall from grace:

And see! for ages have we dragg'd our long disease

o'er many a hideous street and mouldering sepulchres,

tillvn§t a capital of towers and blacken'd trees
, buﬁ reeks with taint of us, arips with our blood end tears. O

| We can see this much coherence in the imagery; But when we

.examine the individual pieces more closely we fihd the same kind of inner
diffuseness that prevailed in the first.phase. For instance "The yeilow
gaé“, while it opens brilliantly with a sordidvcity scene, ppé.tively
réeking.with the poet'é enmui, falls afterwards info unrelated chaotic
'fragments; We might say fhat the imége'of ﬁatér>prevails through the
poem, It is seen at first 1appiné dirtily around the wﬁarves of the
"town. Then in the next stanza, the poet waxes fanéiful, and refers-to
"Homer's sea"; a line later, he mixeé this classical allusion with a
religious toucﬁ, vhen hebspeaks of the "priest—like waters", OStraight
jafter this, we are confronted with “fa{ and strange-eyed fizh thai-never
saw /'the-outer deep, broad halls of sapphire light." The'sééfamehtal
quality of the waters hes épéarently dropped éway; we have travelléd a

_long Way'from the Sydney Harbour. But Brennan saves his final flight of
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fancy for the imagery of:thé end of the poem:
[We/had thrilled to harps of sunrise, when the heiéht
whitens, and déwn‘dissolves.in virgin teaps,
ér caugbt, ecross the hush'd ambrosial night,
the choral music of £he swinging sPheres(ll)
ﬁe find ourselves condemning th;s stania, less for its obvious
‘artificiality than for_theAfact that it relates in no conceiveble way
to'the rest of the poem. The imagery of water which provided, ;Ven in
its confusion. a guiding thread to the poem .has been lost, and the
threat of a fearful ending to the world; that comés at the end of the
poem in the form of "red fiame or deiuge“, simply fails to affect the
reader, |
The general vagueness of these poems of the middle phase prevents
them from amounting to a unity of significance. So far Brennan has nof ‘
succeeded in creating any image or setting that will be important to the
wwhole of Poems 1913, He is still quite uncertain of the directioﬁ his
' poetry will take, and the imagery of "cities" is picked up only briefly,
then dropped égain.. Once again we see him indulging in thé sheer
aﬁmosphere, the "art" of poetry and expérimenting with Eorrowed landscape
. and forms,
It is not until the fifteenth ﬁoem of "Towards the Source" that
we are returned to the early morning atmosphere of "A Prelude"™ and that
tﬁe theme of newly awakened love clearly declares itself. But by this
“stage “A Prelude" has ceased. to matter to the section as a whole. The
third phase of the poems is really introduced by "Where the poppy- '

banners flow" (15). This had not been included in XXI Poems, ‘and

obviously Brennan added it in for that specific purpose. A note he made
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‘ upénEﬁPOPPieé"‘which Wilkes quﬁtes, is a fﬁrther préof of its“
introductory fﬁ@ction: : _
it'is‘the first'in-date-of £he third section of.

"Towards the Source"; and with-all its precious faults

gives, in its right intensity I think, a dominant motive of

all that section,(?) |

Vhen he speaks of its “precious.fgults"’Brennén shows some’
criticism of it, bub the cFiticism is mild, Indeed it would be hard
to condemn "Poppies", for while it is little more_than-é ditfy, a'self—_
conscious confectioﬁ of affected naiveté and cloying-sweet seﬁtiments;

(13)-,

(sometimes almost overtly borrowed, .y it is a complete unity. The

o

'atmosphere is a nice mixtufe,of the real and the ideal; the sitﬁation

of the pair of lovers wandering hand;inéhand through & fieldlof poppies

is quite a possible and iikely one, elthough the poet has romanticised

it a little: |

| in and out amongst the .corn,
épotless mbrn

ever saw us come and go

hapd-in hand, as girl and boy
werming fast to youth and maid,
hralf-afraid
aﬁ-the hint of passionate joy
Breﬁnan as-yet is nowhere near achieving a symbolic poem - thet is,

a unified significant whole governed by a "symbol" which relates it %o
some higher ordef of reality - yet he has, in “Poppiég; successfully
woven together imagery and theme, so that one sustains the other., And

perhaps this is for the first time in Poems 1913.- (14)
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But.iﬁ wﬁax ways does "Poppies" give the "dominant note" of the
1ast section? ' And how much coherence do we find there? Cerfainly |
these poems form a more clear—cut group than those earlie; in "Towards
the.Soufce“{ The list of motifs that Brennan made out for the third
section of XXI Poems does give us some idea of his intentions here:

(}5) They suggest

"mists"™, "seas", "source", "blueflowers" "romance"
the Roﬁantic forest and the Nordic setting against which-tﬁeulove:s will
be placed; thej will help us toltracelthrough'the delicate pattern of
corresponding images of the last phase._-
Now ”Poppies",_aslwe-have seen, was hot previously inclﬁded in
XXI Poems: but Breﬁnan has added in this and other poems:és his purpose
becomes élearer. He establishes the pair of lovers in a lamdscape that
is'half-rgal and half éf dream. The ﬁext piece in “Towards the Source"
begins "Deep mists of longing blur the land." Thé poet 1ooks-back fp
a time of joy with the beloved; and'at-the end he looks forward to theif-
reunion. IBu%Iit is all quite purposefully végue. He spesks of "this
: floating world of drean™; and this forms the cbﬁtext of all the ﬁoems
of lovelongi ng that follow. He is exploring the emotions of youthful
io#e: tﬁe yearning, tﬁe pain in separation in that charﬁiﬁg stanzas .
ind I am in a narrow pléce, |
 and ;11 its little streets are cold,
because the_absenée of her face

‘ has robb'd the sullen air of gold. (25)
the imagined meeting:éﬁ{ "

~ + + o heppy lovers' rest

"~ lost in that timeless houf when breast is joined to bfeasf.(19)

Finally the dream of love culminates in a rather beautiful poem beginning
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"White dewn", which might well be called the “Epithalamion™ of -
"Towafds-the Source’, The imegery of ligbt that filled the: - poems
of the last phase is dismissed, and replaced by nights )

Nay, virgin da&n, yet'art thou all too known,

100 crowded light

to take my boundless hour of flaming peace:

thou common dayspring cease;

and be there only night, fhe only nighi. (27)
Here we are Seeing right forwérd to "Lilith“.(16)

We might say that Brennan at least from the point where he included
"Poppies" in "Towards the Soufce", succeeds in creating a train of |
corresponding images and a central theme (lové dreamt of, and then

_achieved). bYet as we have seen the poéms of the last phase do not end
with (27)(17) and looking back at them individﬁally we find inner |
inconsistenéy, a lack of continuity between imagery and theme. For
instance the image of lovers iﬁ "of oild, bn her terrace at evening"
isihaunting'but elusive, Theif somewhat ominous surroundings: "the
gloom of the forest" that shuts them in, and "the Night with her spread
ﬁings rustlingﬁvséeﬁéy%d suggest a'mboﬁ'éréatef_%han that of mere
lovelonging. But the poet reminds us he is not describing a moment of
the present:

noﬁ here - in some long-gone kingdom

of o0lé, on her terrace at evening . . .
How, in a “16hgagone kingdom", could there be a terrace? The mood which
the image releases, though indefinable, is charming enough: ‘but does
it convey any meaning either in itself, or for the section as a whole?

Once again we find Brenmnan indulging in the sheer art of poetry,
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créating a déiighfful imagined setting for loﬁérs who yé£'cannof~be
" seen éxcépt,diﬁly, thréugh 2 cpnteitlbf dresm, ‘

Sqmetimes his imagery is not so well sustained asAin."Of.éld".
In.(23), for instance, the lover is seen sittiﬁg in the'twilight and
dreamingAthat the spfing maiden might arise before him. He envisages
the lost past, in this homw of geﬁtle recollections:

,the_thunderwﬁeels of passion_thro' the eve,

dista,l;ltly.music_al, \}aporousvl_y agleam,

abéut.my o0ld pain leave

nought but a soft enchantmént, vesper fable,
The.firstvtwo stanzas show the young poet at his best. 'ﬂe‘ié using‘the‘v
pfocéés of sugéestion: soft blunad.images which combine not in a
cqntrived bu% in a naturaliand pieasing way to produce a single mdod of
tender yearning. Also the landscape of the poem corresponds to "Poppies",
which introduced the third phése:

I feel the‘simple flowerets where we strayed.

in the cleaf eveéiunmix’d-wifh stafry strife
This is in pleasing contrast to the»gverdone melodramatic‘settings of the
earlier poems, for instance (7) and (lQ). Bﬁt the whole piece is ruiﬁed
by the last fhree lines which‘hang ans{eadily dnto the énd of the poem
like o hideous plague all embroidered with flowers:

an hour of happy hands and Clipging eyes -

on silent heartstriﬁgs

sweet memory fades in sweet forgetfulness.,
For a Viétorian reader that imége might not havé seemed distasteful;
for ﬁs it is haékneyed, devoid of.meéning‘and quite aftificial.‘ The

ffeshﬁess which characterized the setting of the earlier pérts of the
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poem, and the unity of subject,-tone and imagery that Brennan had woven,
are entirely lost; ﬁe remeﬁber only the last quite extraneous fragmenﬁ
of it, which remeins fixed'iﬁ the mind becagse it is sovoutstandingly-
bad, -

'4Ofteh tﬁe matter of these “dream-of-love"™ poems is so slight fhai
" even a unified imagery fails to.impress us. In "Was it the sun that
broke my dream” Brennan says nothing at all, The faint'corfespondence :
between the “dézzle" of,the”beloved's hair and the early morning sun is
virtually the whole substance of the poem and the threefold repetition
‘of the‘first line, rather than creating the Symboiist effect of
‘incantation, ?ersuades us that Bremnan is hard put to it ‘o stretch his
meaning out ovef three stanzas.

‘But ﬁerhéps‘the most misty piece in all the last éhase is "When the
‘spring mornings grew more long" (22), a poem which Bremnan presunably
addéd onto the last groun of XXI Poems in order to clarify his associated
themes of lovelonging and fﬁlfilment. By the time we reach (22) we have
grown guite used fo the poet's "floating world of dream"™. Ve recognize
that he is never describing the present moment, and vhen he says he wiches
to "awake", he means of course into the past orvthe imagined future.A
But the confused picture of (22) is almost'impoésiblé‘to grasps:

early I woke from dream that told
of dreaded parting . .«

The poet wakes.from a dream that tells of parting from the beloved; but -

in the last stanza:
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- as nbw I long only to wake

once in that quief shiné of spring

and dream an hour the hour will bring

thy 1aughing call thet bids me wake
he longs for a dream that will tell of waking wifh thé beloved, All
this complication is confusing for the reader, wﬁo wonders why the poet
did not quite simply say that he misses his beloved, and longs to be
with her.(le)

The third phase then does contain a greater coherence of imagery
and mood than the éarlier sections of "Towards the Source", The "Poppies"
envoi gives the “dominant motive" of the dream of love, and wé do
»find something of a controlled movement of thought towards the
“Epithalamion"._ But the poems within themselves are frequently vague
and diffuse and we see Brennan falling again into the weaknesses of
A Prelude",

Is our judgment of the poems perhapsvtoo harsh? As we have pointed
out before, the poet*s real concern in "Towards the Source" ié to exercise
himself in the elementary Symbolist techniques, to create fragments
of Beauty. The eSSentiaI>natuié»of the whole process of suggestion is
its dreamineés, its vagueness and mystery which obliquely present the
divine world, the poet's vision of perfection. But unfortunately, a
large pért of "the generzl shifting-zbout anrnd dreaminess of these early
poems is not the result of Brennan's conscious use éf esoteric methods:
it shows his own lack of control, his failure to integrate the products

of his imagination intc an organic whole,
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.Befofe making a final statement about the-imagery of "Towards the
Source™, let us look back over that section as a whole. We have already
claimed that Bremnen fails to organize his motifs and settings into a
coherent frame. Perhaps the most notable proofs of this fzilure are that
‘the imagery of sPring,'which as "A Prelude"™ indicates was intended to |
dominate "Towards the Source", does not assert itself; and that the one
image which the title of the series leads us to believe ﬁill be central
("Source") is barely established at all.

Thus in "A Prelude™ we are shown spring as a delicate maiden,
released from the spell of winter:

The northern kingdom's dream,

frison'd in crystal gleam,

heard the pale flutes of spring,

her thin bells ring-
But as we have seen this delicate and beautiful imagery iﬁlsucceeded, in
- the first and second phases, by other more sombre settings: autumﬁ (4)
the crumbled hostelry (7) the city and night (10). Ve are only returned
to it in the_laét movement. )

.Wilkes in his discussion of how the pieces were fashioned into "a
single poen" claims that "in "Towards the Source® the imagery of spring is
“nost conspicuous®, and"the interval of separation from Elizabeth is .

(19)

measured as 'four springtimes lost'® Certainly in the poem that

follows the "Epithalamion", the lover speesks as if this were so:
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Four sPringtimés lost: and in the fifth we stand,
here in this quiet glory, still,
while o'er the bridsl land
ihe.westering sur dwells in untroubled gold. . . (28)
but is the imagery of spring so conspicuous throughouf the whole section?

Vie do catch faint glimmerings of the spring here and there: ™ the

bashful blue-eyed flower-births of the North" (19); "loﬁalaughing child

heunting my old spring ways"(23); and "an odour of undyingVSPring"(25).

Put these are very fleeting suggestions, and when in (28) the “woodland
primé of love, its violet-budded vow£ is. seen receding “"farther and
farfher down the past", it is really no surprise to the reader, whovwas
almost unaware that anything so definite had existed.

:Wilkes diséu;sés'also Breman's use of the romantic forest, the
fdrest of Germaﬁ legend whibh fofms a kind of general setting fér the
poems. VWere this more firmiy established i% might form a kind of window
-into "The Forest of Night" whére the enchanted woodland setting appears
again, in "The Quest of Silence". 'But in “Towards the Source™ all
settings arerague and lacking in significance, so we shall leave our
discussion of “tﬁe forest" for thé next chapter., MNore tangible perhaps
is the motif of "Blueflowers®™ which, as we have seen Brennen listed in
frént,of X1 Poéms.' Wilkes quotes a note'from the Proses

As agéinst the flushed and flauhting rose, the small blue
fiBwers thet scarcely venture to show tyemselvés have'beeh'from
time immemorial assobiafed in fhe popular mind with the more

(20)

contemplative -quiet and enduring emotions.

This gives us the backgrbund of Bremnan's intentions and certainly when

~wWe turn fo the .text of “"Towards the Source® we find the motif has been
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used. Blueflowers are suggested ;n"heaven and meadows grew/a tender
blue "(1); in the phrase quoted above (p. 81 ) from (19); in |
“dear / small flowers" (22), But the Poet also uses other flower
motifs, for instance the poppy (15); and in'(l9j there is a veritablé
mélange of flowers, "the delicate feather-pinks®, "forget—me-nots and
violets of the wood", snowdrops ané at the end, “the streaming lilac-
bloom.™ |

Bfennan does not show the poﬁer ofvéelébtion we will see when in
"The Forest of Night" a éingle floﬁer, the rose, is chosen and developed
in éll its natural and occult aspects. In other words he does not endow
the motif of bluefiowers with significance for the whole of "Towards theb
Source®™, The association between the flowers,'the forest and the spring
are there but they are very dim., The reader is left to complete them
and again, Wé see thaet the section as a whole does not gttain to the
"coherence" which Wilkes believes Brénnan has achieved,

Even mofe muffied and indistinct are the suggestions that surround
the YSource", What did Bremnan intend this to signify? = Once again,
Wilkes comes to our assistance by‘sketching out the probable origins of
the'motif. He gquotes an,unﬁubliéhed epitaph:

Towards the source withouten way'

intend, where thou alone mgy'st drink;

thine ancient soul upon its brink

stands neked in z whiter day.
“ AISObhe notes that in his "Lectures on Symboiisﬁ, 1904", Brennan speaks -
of Eden, the "Golden Age" and the "Fountain of Youth". Gatﬁering fhese
.piebes'of evidence together, Wilkes claims that the poet is using the
"Soéurce” in the sense of "glacier-springs,“as in the "Epilogue, 1897"

which Brennan originally considered as a prelude to "Towards the Source":
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For there I know the pools of-clearest blue,
glad wells of simple sooth,
therg, steep'd in streﬂgfh of glacier springs, renew
the -lucid body of youth; |
_ We ére indebted to Wilkes for this invaluable knowledge: now let
us turn to the text of "Towards the Source"”. In "A Prelude" we are
presented with the ﬁicture of a "romantic glade" and a dim legendary
figure bending over a well;
lost Undiﬁe wept
where the ﬂid streamiet crept
- Is this the "Source® of the poems? Is this the lost beloved? The
suggestions that the image evokes are not made clear until (18):
Why shouldst thou come to squander here
the freasure of those deeps on me?
nay, where our fount is free and clear
stay there, and let me come to thee!?
but by theﬁ the source maziden of "A Prelude® is forgotten. Who then
is being addressed? As we have seen (Introduction, p. 16 ) the
beioved of “Towar@s the Source" is not one, but & number of figures,
There is in the same poem'a third, even fzinter suggestion fhat the
Source, if recovered by the poet, would yield up the whole secret of
 Art:
And of%, iﬁ twilights listening
. ﬁy sleeping memories are stirred
by lavings of the unstaunched spring
upwelling in a-sudden word." |
In the text of the “Source" ﬁoems then we can find little to help

‘us understand the “"Source™. There is more explanation of its meaning
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in poems outside it, such as the "Epilogue®™ mentioned by Wilkes, and
the unpublished piece which begiﬁs:

She listens by the sources

%here olden quiet lies

uhto the silent forces
where the bound depths are wise.(zl)
There et least Brennan suggests a correspondence betweén the beloved and

the source. But in "A Prelude" and in (18) the image is not given a clear

significance, nor can we see its relationship to the title of the poems.

Ve are now ready to conclude our comments upon the imagery of "Toﬁards
the Source", Although we have been able to trace out somelassociation
between theme and setting, esPeciaily in the last phase, the general
effect that the sequence‘oreaies is that of uncertainty and immaturity;

Ve féel that if Brennan had wérked again upon all the correspondences of
:spfing,love and dream, a much greater coherence could have been achieved.
For instance he could have used the "Source" as a central symbol, to

govern and unite zll the poems, Instead we have a series of filaments

that are not woven fogether. All the different motifs, including the

. “Source“,‘remaiﬁ on thé 1ejel of “image“{ at best they are integral parts .
Sf the individual poems, but cammot be accorded the status of “symbol."

Howeﬁer, in "Powards the Source" Brehnan has profitably used many
Symbolist techniques. Probably here he comes closer than anywhere else
in Poems 1913 to creating "le Reve;® it is more beautiful than any other
section ekcept "Lilith", Ironically, it is this very success which
proves his artistic_failuré. Because he is still the self-conscious

imitator, still experimenting with forms and motifs, he has not yet
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 created a convincing poetic landscape. Much of the imagery that.we have
. discussed has a falseness about it because it does not properly relate

to the themes of the poems. We are left with an impression of charming

diffuseness.
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FDOTNOTES TQ__CHAPTER THﬁEE.
We should remember howefer that an:imagery of ice, stars and gems
which Brennan'initialiy “borréws“ from the English Romentics or .
from Werval and Méllarmé would even for a readéf-at the turn of
the century appear fé;atively fresh.
Introduction, p. 33. |
"The Art of Brennan's 'Towards the Soufce'? Souiherlx 1961, p.28,
Tbidasspe35e |
Here I am referring again to the-framework of three "phases" or
movements“ that Wilkes suggests iﬁ his article; He describes
XXI Poeps'as "not an assembly of poems:in chfonological order, but
a single poem in three movements, with an envoi" (ibid,,»p.31); and
traces the evolution of F'Towai‘ds_ the Source" from this, Certainly
the setting out of the poems in béth volumes upholds this gréuping
into three. But is'XXI Poemns "a single poem"?
Ibid., ».36, | |
Previously, in Brennan's plan for XXI Poems this was grouped with
"Let us go down" un&er,the title "“"Easter"; 1and, as a further proof
of its religioué nature, "Dies Dominica" traﬁslgted from Church
Latin means “the Lord's day."
This line is awkwardly expressed: another proof of Bremnan's
youthful experimenfs in diction,
The actual situation (if the poem is based upon one) might well be

the more mundane one of the lovers sifting on the verandah of Frau

Werth's boarding—house in Berlin, and feeling. a slight breeze come

up off the. street.
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10, The influence of the poétes meudits it felt very strongly here,
_ which robs the image of much of its intehsity. There is a contrived
"melodramatic quality about the stanza, as if Brennan were simfly
describing but not imaginatively feeling the horror of his image;
é.f, "Lilith" where the horrid aspects seem to arise from his oﬁn
" mind.
11, Tﬁié is the perfect-iliustration of McAuley's comment that "“there

is no Bremnan style" ( Australian Poets series: CirJsiBremmanye- -,

p.34). The whole poem, starting with a vision of the desolate

Cité and then ﬁassing into this "ambrosial® landscape represents

a kind of forced marriage between Baudelaire and an English post-

‘Romantic poei (Swinburne or Patmore), elements of whose verse

Brennan has not quite fused into a whole.

- 12, In the note Brennan also said that he had a "foolish and speciai
affection for it". Does Yprecious faults® refer te this Yaffection®,
or is he recogniéing its értificiality? Probaﬁly'the latter.

13, The line "hid in the summer's rose unblown" comes almost uﬂaltered

from Kéats’s "Sleep and Poetry". The borrdwing could be quite
unconscio;s on Brennan's part.,

14, Except in “Bells",

15. The list of motifs for the first phasé does not assist us, since
ﬂbése“mmeconsiderébly altered between XXI Poéms and Poems 1613
thé list for the second MCities", "Soul-Sickness® and "Dawn" is
rather too brief to indiéate ﬁrénnén's intentiOné there,

16, Vhere the nightly setting is used for the nuptials of Adem and Lilith.
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See Introduction, p. 17 - “Towafds fhe Source® ends in fact with
a short poem(30), wﬁiéh provides the transition into "The Forest
of Night®. "

Patmdre causes the séme unnecessary complications in his poem
"The ﬁay After Tﬁmorroﬁ?\wheré the lover in effect'séys nothing
except that he will seéihis belo#ed.(the day after ‘tomorrow) .
fThe Art of Towards the Source", p.}d.-

Ibid, The quotation.is from a note t6 From Blake to Arnold

(pp. 201-2). It is unfertunate that Wilkes does not back -
it up't .0 by detailed reference to the text of the poems., Yet
the collection of evidence about the motif, from Bremnan's letters

and writings, is extremely valuable to the student.

Verse, p.215.
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CHAPTER _FOUR: "THE TWILIGHT OF DISQUIETUDE® AND "THE QUEST OF SILENCE®™.

Now as we have seen the imagery of spriné ié'dismissed.at the
end of "lowards the Source" in (28). "Red sutumn' the first poem of
the next section, is distinct_in mood and théme from all those which
follow it. The series really begins with "Liminary”® (32), which
introduces new trains of imagery apd foretells the whole main movement
of 'thought in "The Forest of Night".

"Towards the Source"™ ended with the bridal couple about tO'unife
(27); yet the final poenms released a mood of restlessness and discontent.
The lover wishes to "follow the roads and follow still," to find his
beloved “as once . . . ere I might dare to woo" (30);- This suggests
that he is still restless,.and committed o a search for fulfili eiiti.
The nuptial hour described in (27) has failed to satisfy him.

"Timinary® takes up again the twin themes of dream and passion.
As McAuley sayé, the lover finds the bride of "Towards the Source" is
"a mere earthly mate and not the perfect spiri{ bride, an¢ ié thrust.
out from the paradise he was about to re-enter." Now, in "Liminary" he
"ioqks forward to the hour'of'nuptial wion as an inifiaxion into %he
divine reélm « « » the fusion is attempted of aspiration to the divine
and most intense eroticism. Sexual union is to be a transfiguration and
é raising to the divine 1eve1."(l)
Clearly then the theme of "Liminary™ reflects back upon "Towards
" the Source™, but also by passing'through hope to disillusionment, from
joy to a final futility, it points forward to the conclusion of "Lilith".
Thus, it extends beyond the "intense eroticism" that McAuley finds in it:

it serves to knit together all the early sections of Poems 1913,
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But since our main concern is with the imagery and symbolism of the
poems, let us examine "Iiminary" along these lines. When we look closely
at the text we find there is a circular movement of thought which the
imagery makes visible for us. Thus, at the beginning the poet decides
to move out of the state of dream and re-enter the normal stream of life:

| The hollow crystal of .my winter dream

and silences, where thought for worship, white,

shimmer'd within the icy mirror-gleam
' Thought or dream is represented by the whiteness of "crystal"™ and the
"mirror-gleam", which also suggest isolation and aloofness. The new life
he is about to enter is by contrast filled with vivid éolours, "the
flood of broader light™. He resolves also to cast awayvthe'"ritual of
illusive artifice”™ in his verse and show "the naked side".

The poet.now describes a scene of passionate physical union which
with its hues of red and gold and luxuriant imagery reaffirms his dismissal
of the white "winter dream":

The hidden places of hér beauty hold

the savour shed o'er wastes of island air,

andAﬁér cr;wn'd body's wealth of fofrid gold

burns dusky in her summer-storm of'hair._

This is the “hour‘of nuptial union" which YcAuley describes. It shows
the poet is indeed returned into reality and actively living in a moﬁént
of the presen%. But if he has dismissed mere cbntemplation,'l think we
begin to detect an exaggerated quality in his description (above). This

Ais made more apparent in the stanza that follows it:
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Her bfeasts in baffling curves, an ﬁpward_hope,

strain towards the lips painfd with tﬁo;eager life,

and the rich noons faipt on each iustrous siope'
which showszrennan is aware that he is exaggerating. The whole movement
of thought is most cérefﬁlly bontrolled and sustained by the slightly
‘florid description. The "too eager life" and the image of "rich noons™
on"each lustrous slope™ is deiiberatély overdone. In other words, tﬁe
~movement from life back into dream has already begun; the "circular
novement” which is typical of "Liminary" and all "The Forest of Night".

In the nekt passage the idea of the dream of love is built up by
fu?ther correspondences. The scenes of passion take on the tones of
'"intense eroticism" (see McAuley, above), as the lover fiercely addresses
his misfress: 

| Ch, take me to thy bosom's sultry bezat,
steep all my sense in thy long breath of flame
but also their union becomes cosmic in its implications. As their passion
mounts, they imegine themselves to be kings or gods of the earths
our joy shall swell the exultant heart of dgy,
our love shall ‘tinge the rose of sky and sea.
This is very far removed from any suggestion of actuality; and the-
nuptial passage ends whoily ih a context of dream:
pallid seers proclaim the doom-day nigh
and shuddering nations watch the death of klngs.(z)
It is easy enough to see how the development of thought gives rise to -
| different types of'image:y: the "white" of thought giving way to the

wped" of desire. Now that the lovers' desire has been fulfilled, the
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_ colour_turns Yo brown, it is an “eve of,sﬁoky'brown.“. The scene éhanges
to the desert which will be a significant sétting in "The Forest of
Night". He speaks of "the unslaked céravans of vas¢ desire": desert
'stands\for a sense of waste and desolation, the‘ﬁéodé whiéh are now
returning'into the poem. Love has been expeiienced to the full, but is
now expent. |

However the péésage that follows this description of the death of
love is somewhat oﬁééure. The“desert imagéry iSvdismiésed, aﬁd the poet
seems to be referring to some dim legend, which perhaps disguises a
personal eiperience.\ But there is no apparehflrelatidnship between thése
1inés and the nuptial theme of the poem:. |

H A little yet, a little — wait, O files-
obedieﬁt to my dumb command - the brow
may waive its frigid lordliness . . .
Thé prophetic tone is full-blown and false. Moreover the.allusions to
5some viewless Trismegist," "the Boreal gieam“ and "the véils of kindly
ﬁaya; leéf or smoke",fall-ﬁifhin the same<con£ext, are confusing and
- obséure. We suspect. that Bremnan is using a pseudo-myth in order toi“
create an atmosphere of dream. o

But a certain direction of fhought is given to the iast passaéé of

the poem by his image of

the House of Contemplation,vvaulted room

soafing,vwith shadé that broods aboye pale day.
Brennan in writing of-Mallarmé deséribed how that poet, at the énd of
~Hérodiade, “saw clearly how mq:bid.the mood was that he had faken on .
him to symboiizé. The hbuse of coh£émp1ation has become a cryﬁt: the

coldness of death is in it.“(3) I do not suggest that Brennan draws
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either the image or the idea behind if from Mellarmé, but his comment
helps to il;uminate the sense of "Liminary™. For through the rest of
‘the poem we see a conflict between reality and dresm. Like the
_creator of Hérodiade, Brennan is meeting the “temptation to withdraw
from 1life", He would like to "ponder with luxurious regret / over the
singing golden morning flown" - that is he would like to indulge again
in the nuptial fantasies of the earlier passage - but feels himself
instead impelled back into the role of solitary observer:’

soon, soon enough the spirit, unreproved,

shall on i{s proud predestin'd circle range,

in dresd indifferent solitude . . .
This time, it should be noted, the isolation from life takes on an
;omiﬁous aspect. The House of Contemplation is a "vauited room" With
“shade that broods". . .“: "the image casts a gloom bvef_the end of the
‘ poem; creating a sense of imprisonment, ennui- and even negation, \But
also, the circular movement of "Liminary" is completed and its full
irony reveals itself. The poet is willing himself to return into that
vseclusion from which, at the beginning of the poem, he desired'tp'
escape.v This is a foretaste,ofvthe futility we will find in the
' conclusion of "Lilith".

In “Lﬁminary“ Brennan ﬂas travelled ‘a long way from "A Prelude"
which opened "Towards the Source". Where that was §imply a train of
dim correspondences, amounting tovno total significgnce,vin "Liminary"
 Brennan has successfully united imagery to theme so that tﬁe lattér
can only'be seen through thé images; They are indeed'the ﬁliving
bédy" of the poeﬁ. Moreover, while‘"Lhminafy" can hardly be termed a

‘"melody" it has "its own arabesque®. Despite the obscurities we noted
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in the 1ast péssage, the poem shovws a unitj of design. There’js‘no
 central gymbol to which all the elements of the poem, correspondenees,
fﬁemés and settings are subordinate, yet we see in it the rudiments
of thé "symbolic poem" of Bremnan's definition. It contains a largeness
of suggéstion'and a harmony of thought not achieved before in Poems 1913.
The‘pentral symbol of that sequence has yet to be supplied: “Limiﬁary“
helps to ﬁreﬁare its way.
| It is unfortunate that immedistely after the impressive opening of
'"L:i.minéry", which later can be seen to illuminate the whole of "The
Fdfest.of'ﬂight“, Brennan falls back into the old weaknesses of the
§Source" poems vhere image and theme are barely héld_together. The
first poems of “The Twilighf of_Disquietude” are fragmentary and of
little individual worth., Some of them are very weak and contriﬁute only
in the faintest way to the significance of the series as a whole.

In "Lidninary™ the study of imagery provided our éuiding_thread to
significahce; here no definite train of imagery can be discerned. In
"The years thai go to make me man", from which we have already quoted in

(),

fhe In{roduction, 7%, the poet presents himself in a fine state of
ICOnfﬁsiqh:
| In wide re&olt and ruin tost
| égaiﬁs%_wﬁaiever:is or seems
m&‘futile heart still wanders lost
in the same vast and impotent dreams.
The contéxt of these early "Twilight" poems is indeed one of nvast and
impotent dreams". While (34) can be understood in.ﬁlain biographical
terms the two poems which follow it are obviously unreal, surro#nded

as they arébe an aura'of flame and mist. The diction is severely dated.
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It is aureate and late-Victorian in the worst possible way. ﬁines such
~ as "shall mingle boons right gléd'to wed" (35) convey no emotion; no
éignificance of any kind., But the fault of the poems does ﬁot lie in
the diction alone, even if this restricts them at the outset: - the
trouble with Bothvof them is that they are all landscape and‘no thought;
"] said, And iet'horizonsffempt“ is outsténdingly bad. If we seek |
to regard it aé a unity of ﬁeaning we find sheer cohtradiction. The poet,
calling upon our pity for his exiled state, seeks a "garth", a cloistered
place from which no horizon or "windy gates of eastern flame"™ shall ctémit
him forth, But the significance of that last motif is somewhat doubtful,
As A.L. French has pointed out, we are not éure where to situate the poet,
thevgaies and the flame.(s) By the third stanza, the poet imagines he
has-féund peace again and expresses this in ‘the rather sickly couplet:
| the mild ray of the distant star.'
and the mild oil earth's patiencg bred,
waever at the end of the poem he again voices dissatisfaction, for the
5gart " does not appear to be his resting-place after all: " - No roof-
%ree join'd the unfinish'd walls"., He is still a prey to the calling of
the winds: |
Aonly the wind -~ the wind that calls -
may sing me‘welcome e o o WhO rgturn.
Wie will forbear to ask to which place the poet returns. The méaning of
those final two lines, surrounded by "wind", is quite obscure. They seem
to make utter nonsense of everything that goes before.
"The pangé that guard the gates of joy" shows the same uncertainty
as (35). The 1andscape‘of "rosy mist" again recalls thai piece, although

gome forest imagery has intfuded‘("the lignht heart of leafy mirth"). The
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theme would appear to be that of youth éwakening into manhood, but the
dim diffuse imagery prevents its proper emergencé. Instead of the |
return into rigid contemplgtion wvhich was promised at the end of
"iiminafy“, we find the pbet continually.escaping from actuality into a
w}a.gue dreamland., ‘

"ﬁy heart was wandering in the séndé“ (37) still is filled with
an indefefminate imagery of sands, flame and win@. The setting is not
so well-defined as to correspond .to the desert established in the
nuptial passagé of "Liminary®. Nevertheless this poem does'sucqeéd in -
creating a single mébd,_hence it contributes to the "Twilight of:
Disquietude®asa whole. Originally it formed a part of XXI Poems but
it_is interesting to nbte that Bremnan did ﬁot lafer include it in
"Towafds thg Source”. In that series he was concerned with presentiﬁg
the dream 6f love, fhe hope that love would be fulfilled. Here, in
¢37) he shows the love;'s disillusionment. He had hoped by performing
o fhe‘act of love to burn away ;;l-thé "old unrest and scorn and shame™ of
his heart and.find "the fervid peace of molten suns". Instead he finds.

| my heart still walks a thing apart, _ |
4 my heart is restless as of old. '

vThus the poem relates to the nuptlal theme of P oems 1913 and 1t sets the
. mood of restlessness for the "Pwilight™ movement. The p01gnant statement
of those last lines gives the reader a clue Yo the functlon of the
series.as g.whqle.‘ It is the first poem of significance,

However the mood and direction that have just been established are
'séon interruptéd, this tiﬁe by an entirely new gtrand of imagery in (38)
and (39). These poems ére infuriatingly vague. We find ourselves again

in "vast and impotent dreams." This time the poet seeks to evoke an
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heraldic setting and a dream of kingship, but the attempt is a dismal
failure. It is not that we condemn Bremnan for using heraldic imagery,
or expressing nostalgia for a lost great past: but the pictures and the
sentiments are oﬁviously artificial, pseudo-heraldic and pseudo-heroic:

What of the battles I would wiﬁ?

alas! their glory is unheard:

the wind of song wakes not their din

wandering in shadowy glens unstirr'd. (39)

However there is in the firét of these poems (38) one significant

stanza: |

Hasten, O night with nuptial breath!

0 hour remote from any face! |

vain-glories fade to sweetest death

heart;whelm'd in her divine embrace;
The intrusion of an iﬁagery of nightlthrows the whole context of the
poem, with its bright banners, kings and trumpets, into confusion.
. Nevertheless-the new setting will give meaning to the whoie geries. We
notice first of all.that there is a compulsivg quality about it. This
is conveyed fy the sudden appearance of the imagery in thé context of
heraldry. It is also convejéd:by the urgency of the tone in which the
poet addreséeé night. Secondly, the image relates to the nuptial theme.
He speaks of night as‘a bride with.”divine embrace". This suggests that
night will be a salve for the lover's disillusionment expressed in
“Léminafy“ and in (315. Nigﬁt can perhaps supply that sense of mystery
which the-earthly mate failed to bring him,

The setting of night is resﬁmed in (40), “Disaster drives the

shatter'd night", but this time the strand of nuptial significance is lost,
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It is hard to see any continuity between this and the stanza (above):
the mother-face is livid grey
with dumb apocalypse of woe.
Instead of the mere restlessness evoked in the earlier pieces we find
" a sense of oncoming cosmic disaster. The mist-and-flame-poems beside
this appear polite and inane. . But what is the direction of (38) and
(40)? We see night filled with nuptial promise (38) and yet
threatening tq.destroy the world (40): ‘What is the reai significance
of the setting?

In the next poem Brennan beginé‘to draw these different strands of
meaning tbgether.' He presents night as the landscape of the mind:

S mighty hands have lock'd the keep

and flung the key, long ages past:

there liés no way into the deep

~that is myself, alone, aghast.
Here night is being seen as the image of his own dééspair, his inner
chaos, his failure to find himself, Hence the .image takes on an
inward significance which later characterizes "Lilith".

We have now the sense of approaching a centre. in these last
poems of "The Twilight of Disquietude" we are, as it were, on the very
verge of'discovering some central meaning. The'nightly setting pervades
them all. The poet describes hiﬁself'as embarked on a qgesf:

What do I seek? I seek the word

that shall become the deed of might (42)
and it seems that for the first time since "ILiminary"™ he is writing with
certainty and d1rect10n° "This is the sea where good and ev1l merge",

The image of sea now makes the apparent ambiguity of (38) and (40) clearer.
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Night is beyond all divisions, it is seen as a great sea on which
we are bound to travel:

The night is black: we sail towards what sun

or lurid star may flare beyond the verge.
' Thus af the end of "The Twilight of-Disquietudeﬁ we see the poet's
quest widening from a personal wish for peace and repose, into a search
for cosmic significance. His days of dream are finished, “Those &ays
of sweetness and of dream are flown",. and he is driven forward into
the night.

In these final poems we find some unity of significance. I
suggested thﬁx ih'(41) we see the "inward" 1andsca§e that will character—-
ize "Lilith"., It is also true that in gll the imagery of nigﬁt, the |
presénce of Lilith is already felt. Althpugh she has not yet been named,
the nightly setting thax-will Surroﬁnd her begins to emerge in its
beauty and terror, its final ambiguity: |

Out beyond good and evil are we blqwn:

then wéit not that the &ark One 1ift his seourge.

shake out the sail: somewhere his face is shown.
At that stage we aré,'aslit were, on the outermost periﬁeter of "Lilith".

" However when ﬁe look back upon the whole series of “Tﬁilight“ poems

we find a diffuseness, a tendency for images and themes to fall épartf
True, Biennan does create & general mood of restlesshess and yearning,
but this mood is given no definite direction until we come to the
poems of night. Then, we are aware that the poet is committed. In
(44) the motif of wings is used for the first time to describe a
compulsive flight: |

"the birds that return not, lost wings bf unrest,

have carried my heart into the night, .
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There.ve have the first suggestion of man's aspiration to the divine,
 The motif will also be important in "Lilith"™. But the suggestion is
dropped and the "Twilight of Disquietude" ends on a different note which

Isounds the new series, "The Quest of Silence,®

1.

Had Brennan procéeded straight from the poems of night into “The
Shadow of Lilith“_ﬁe would have preserved a continuity of imagery and
theme. Instead welare delayed and sidétracked into "The Quest of
Silence“, ﬁhich was not previousiy envisaged as a separate subsection
| of ﬁThe Forest of Night"., At first sight this seems-to add little to
the—development of that-sequence as a whole and the imagery first
evoked in (45) of "The Twilight of Disquietude“ seems an interrﬁption to
the césmic theme: | |

Peéce weré in the woods, perchance,

where the'kind paths of romance

know a dear deserted hall. 1 ’
VWhat has a “deér deserted héll“ to do with the poetfé_quest.for the
 _6mothepjdeepn_of Night? o - - - : . -
Moreovér the'"Intérlude: The Hearfﬁ and The Window" seems to
represent a further disruption to the stran@s-of iﬁégery and themé that
- were gradually developed in the "Twilight" poems. The mood of ennui and
desolation evoked by fﬁrases such as “my sickly garden"(46) and the
picture of ‘the poef standing alone at the window in an "uneasy pause of
‘rain". gazing out on a desolate landsca@e.(47),is entirely new %o
:Poems'lﬂlﬁ.' We cannot quite see how it forms a bridge between the two

sections.

However if we patiently trust to the symbolic script of "The Quest
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of éilence", we bégin to perceive the reason for this apparent lack of
hé?mony,and discontinuous landscape. At the end of "The Twilight of
Disquietude™ the poet seemed to have dismissed light fantasy and to have
e the reality of his situation. However the ihought of thé impending
evil and destruction of night was as it were too much for him to face;
80 he turned away from those-terfible gulfs of thought and entered into
a new phase of dream. There is something quite compulsive about thé
transition. What appears to be a lack of artistic unity is really the
result of & perfectly natural mental process: the restless aﬁd fevered'
mind seeks tranquilli¥y and peace. The setting must be changed and éo
we have fthe opening of "The Quest of Silence® in an aura of-;egend and
WOodiand-mysfery. |

‘Let us now eiamine the new imagery in greater detail. The Holda
-”preludé,'"Secreta Silvarum™, shows Bremnnan in full flight from reality.
At “the beginnihg we see that'his whole intention is to create an atmos-
phere of d:eam:

black oaks with emerald 1émp1eté thrill
" that flicker forth o her magic tune.

Tﬁis is little ﬁoré than a repetition of the romantic_“sdﬁrce" poems, in
a'ﬁore soﬂlisticated vein.'vHoldé's wood is a beautiful piece of
. eécapism,fa kind of Keafsiannelysium in which the poét can imagine
“hinmself at ease: |
| the while on half-véil'd eyes to feel
the yellow sunshafts broken dim,
and seldom waftureé ﬁoth—like steal
- and settle, on the bare-flung limb

~ But I do not suggest that Brennan has borrowed his setting from Keats.
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While there is an obvious parallel between the cobweb delicacy of this

description of repose and certain passages in Sleep and Poetry or

Endymion, the cultivation Qf the Celtic faery settipg is Brennan's own,
| Moreo#er the atmosphe;e and imagery of the forest, though seen Ain this.
artlflclal “maglc" light, are carefully controlled by the poet's thought
and mad desire and pain that fill'd
red August*s heart of throbbing bloom
in one grave hour of kn;wledge still'd
where glory ponders o%er its doom
He deliberately puts'aside the theme of passion and the quest for nuptial
perfection. This is one duiet, perfect moment of recollection when the
poet can indulge in his art. It is an instance of le Reéve with its
“"glorious lies™, its own confession that it is artificial and contrived.
The poet's’ dreant'is carefully controlled.

But the forest in "Secreta Silvarum™ is not only a place of
enchantment. For, lying on his back and iooking up to the sky, the poet
observess |

« o -« that glad blue that seems to flow
far up, where dipping brancﬁgs 1ift
sidelong their soft—th;ong;d frondage éléw
and slow the thin cloud-fleecelets drift.

That description, while it has a tinge of romenticism about it, is

- perfectly natural and even contains realistic detail. It is exactly how

the sky would appear to a person iying on the ground and 1ookiﬁg up at
it through brancheé. Therefore the setting of forest contains a duality
of meanlng.

AR, Chisholm has suggested that the forest in "The Quest of Silence"
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has the same kind of "inner antimony" as the sea. To illustrate
this point he goes outside of Bremnan's verse, to Valéry's nCimitisre
Marin", in which the sea is like a roof of brilliant tiles, representing
the calm of the gods, "the everlasting silence of non—dividuation": but
it can change, to mifror the "£umu1tuous energies of life.“(6) Now .
the. forest is like the sea in that éometimes it teems with life and
can be illuminated by the beauty of the sunlight filtering through the
branches. | But at the same time it can shut you off from the world,
thus becoming the symbol of hermeticism and containing the principle of
Adarkness — so that night itself, the garment of the "increate" can be
. looked ubon as a.forest.(7)

Here Chisholm is touching_upon something quite éighificant: the
meaning of the4title which ﬁrennan gives to the whole éentral section
of Poems 1913: "The Forest of Night". That title in itself suggests of
. course that the two settings are intimately connected: that night can
be seen as a forest, and the forest as nightf

However for tﬁe present let us go to the text of the poems and
examineAthe truth of Chisholm's statement from that. In the first poems
of "The Quest of Silencé", the large duality‘he describes is not apparent.
ﬁé are presented with the forest as a real, a natural place, full of
light and life. In (49) its greenness is impressed upon us ,"this green
~unbroken dusk™ and again in (50) it is described with a "roof of lucid
emerald'. In the same poem the child, entering the forest at dawn

Vhears "the myriad small noise /and flitting of the wood-life's busy joys."

The tiny, acﬁte details of sight and sound - as it would appear to a child
- render the forest lifelike. So the forest can be seen to Ymirror the

tumultuous energies of life."
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The ofher aspect is not so successfully sustained , for
- unfortunately in these early poems Brennan found hiﬁself obliged to
crowd the forest #ith heraldic figures and grotesques (see Introducfion,
P.3 ). No. 49 is the worst example ﬁf overcrowding, buﬁ most-df'
the pieces suffef from anlexcess of detail. The "legendary" atmosphere,
nicely established and with somé-restraint, in the Holda prelude,is
now laid on with a trowel. The result is this kind of writing:' |
- and gaping trunks protrude a snaky root
o'er slinkiné paths that centre, where beneath
a sﬁdden‘rock on the short blasted heath,
bare-set,a cavern lurks . . . (52)

'_The horrific description is stretched out in this manner until the end
of the poem, where the poet confronﬁs a "squat shade" and a "broken blade",
It is sheer melodrama. But the antimony which Chisholm describes becomes
apparentlin the single line at the beginning of (52), repeated again
~efter the vision of the cavern: "The forest hides its horrors as the
sea", Although Brennan has not followed the double vision through:wiﬁh
complete success - for the “horrors™ are unconvincing ones — we now begin
to see the significance of the forest setting. |

In fNo emerald spring, no royal autqmn - red"™ the darker side of the
forest is fully established. The mood expressed hére is that. of utter
disenchantment. We have witnessed in "Iiminary"™ the poet's movement out
of dream énd.into the hard reality of thought. -The saﬁe process works
" here: "No silver bells around the bridle-head/ ripple,and on no quest
thé pennons play™ . . . “Thé Lady of the Forest was a talet . . . In
these strong short 1ines-the whole context of forest-legend is dismissed
and we are prepared for a vision of evil. .In (50) the figure of Pan was

glimpsed by the wanderer in the woods:
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with chuckle of laughter in his thicket-beard,

and fustle of scurrying faun-feet . . .
There hé is a merry,playful fellow; but in "No emerald spring" he is
seen as an embodiment of evil flord of loathly.deaths thaf'cneep", and
the poém ends with an image of "the senile leer of Pan." It is perhaps
+the only forest poem apart from the Prelude which amounts to a unified
significance, and once again, we see that this significance.is conveyed
through a careful organization of images.

When we look back upon the poems of "The Quest of Silence™ up to
this point where the forest setting is dismissed,'what do we find?
Brennan has created a web of images which, while they do not always
~ convey én individual significance, amount in the end to a coherence of
thought and mood. This coherence is given them by the setting of.forest
which can be termed a symbol, in that it governs and unites a whole group
of images end themes. The eleﬁents contained in it are not fully
-harmonized: for instance as we have seen the melodramaticvvision of
(52) does not convey the "horrid™ aspect of the forest, hence it is
somewhat extraneous to the body 6f the poem. Yet forest has a large
importance for "The Forest of Night". It is the correspondenég of:
night and prepares the way for the duality of that sétting, the beauty
and terror that will surround “Lilith"™. |

In "No emerald spring®™ the forést was dismissed. This marks the
transitiéh into another gréup of ﬁoems on the theme of absence, in which
any definite train of imagery is hard to find. They are no longer held
together by a proéess of suggestion for the poet now turns to a wide
‘variety of éetfings'and motifs: desert, deserted dwellings, the city,'
flame, rose and witch. "The Quest’of Silence" threatens to-bfeak

into two parts: those poems which have the forest for their governing
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symbol; and those which are independent fragments of thought.

We find within some of the latter a disharmony of thought and -
imagé. For instance in (58) Brennan describes "the northern witch"
farewelling the city with its "stagnant waterways" before passing
behind a "glacier wall." The city setting ié entirely foreign to .

"The Forest of Night"; its "stagnant waterways" sound suspiciously like
sewers. Into this setting comes the witch, also new to the whole
sequence. There seems to be some confusioh in the situation, for witches
and "stagnant waterways" do not mix well together, especially in the
contéxt of éhurch windows, ancient temples and flaming deserts suggested
by the surrounding poems.

The city setting is employed ﬁgain in (61) but this time the
axmospheré is quite different. Where (58) was filled with gréyness, this
is romantic and colourful:

Lightning: and,momently, the silhouette,
flat on the far horizon, comes and goes
of that night-haunting city; minaret,

dome, spire, all sharp while yét thenlevin glows.

-However the setting conveys no definite meaning;-- at--least in- the poem

about the witch, we received a sense of desolation, Here, forAall its
"mystery”™ the poet is reallyvdescribing nothing except the effect of neon
iights uﬁon a city horizon. The apparitibn at the end, of a face
"!neath thé high turban's plume". stéring across the ”Sreast—high stone}
ié sheer sensationalism: V -

his face drew mine across the milky gloom:

a sudden moonbeam show'd it me, my own!
This is a return te the self;conscious romantic dreaﬁ-world of the

early "Twilight" poems.,



- 107.

Howeﬁer in the more successful individual poems Brennan does
* create an intense mood of desolation andfdespair. "Fire in tﬁe
heavens" while it is an anthology piece, also conveys this larger
mood. In tone and motif it corresponds to the nuptial passage of
“Lﬁminary“. It is fierce and pulsating and strong; but also it is
short, and there is no room for florid extravagant desérﬁpbion:

This valley, long ago the patient bed

of floods that carv'd its antient amplitude,

in stillness of the Egyptian crypt outspread,

endures to drown in noon-daybs tyrant mood.
The setting of desert is not new to "The Forest of Night". As we have
seen it was also used in "Liminary"™ but while there it was somewhat
obscured by pseudo-legend, here it declares itself gquite simply ds a
symbol of waste and futility. The rocky, barren valley that the poet
describes was pérhaps the scene-of ancient greatness, but now deserted
it “endures to drown in noon-day's tyrant mood". ﬁe are made aware of
the total absence of life and sound. The scene is intensely desolate.

The desert, like the forest, shuts one away from the outside worlds

vast life's innumerous busy littleness

is hush'd in vague-conjectured blﬁr of sound
However this lack of noise becomes unbearably monotbnous, "dulls the
brain with slumbrous weigﬁt“ so that the sudden sharp "torture-point" of
the cicada acts as a kind of relief., The poem ends brilliantly on this
single acute note of despair which Sumé up its whole mood of desolation.

The-setting is usedlagain with significance in (57). The traveller

sees from afar

Breaking the desert's tawny level ring

three columns, an oasis . «
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but.on drawing near the place he realizeé with horror that:

« o o no shade

falls from the curl'd acanthus ieaves; no spring

bubbles soft laughter for its leaning maid.
We are again made aﬁare of a total absence §f.1ife. The images of
"cqu'd" leaves and the maiden cast in the attitude of drinking, contribufe
to the significance of the poem for they are seen to»be unreal.(s)
Bgain there is a splendid economy in the descripfions. The whole poem
consists of only twb qﬁatrains, in which not a single word.is wasted,
In the first'the travéller approaches the deserted building,in the second
he sees that "The cell is waste" and the desert continues uninterrupted
through and around it: |
| enter, and lo! once more, the hopeless'road

world-wide, the tawny desert's ievei ring
Again the utter monotony of the setting are insisted upon. Whiqhever
way the traveller turns the road is endless, there is no way of escape.
The horror and futility of his situation are emphasized by the last
1i?e of e poem, which is almost an exact :epétition of the firsts: eicept

that "the desert's tawny level ring" becomes “the tawny desert's level

fing." That’slight rearrangement of words only increases the sense of
imprisénment that the landscape imposes, and the horror of its
endlessness, |

The desert then in these two poems is a éymbol'of significancé. It
unites and governs image, theme and mood. It has the same"inner antimony"
as the forest and later, night. All these settings promisé tranquillity
but finally'they are revealed as evil; they smile a welcome to the'
poet then turn around't§ mock him and increase his anéuish.

However this last setting does not govern all the later poems of
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"The Quest of Silence"™ and its full significance for "The Forest

of Night" is not revealed until after "Lilith™, in "The Labour of
Night". "Fire in the heavens" and "Breaking the desert's tamny level
riﬁg">are essentially individual pieces and indepepdent_from each other
.and the series as a whole., Up to this point then, we have not been
able to establish any definite trzin -of imagés to show the final
direction of the "Quest of Silence"., It seems thgt Brennan is seeking
a dream of perfection in aft andllove, in every possibility of location
and pé;son, but each is in turn rejected. As we have seen many of the
figures and settings are lackiné in significance. Their importance does
not extend beyond the individual poem, and even within'these bounds
they do not "exist" in a convincing fashion: for instance the witch

of (58) is dim and improbablé. In.the whole of "The Qnest‘of Silence®
onlyfthe two settings of the forest and the desert attain to the cosmic
level where the end of the previous'section suggested the poet's quest
-would take place.

However if we look hard at the last disparate fragments of "The
Quesf of Silence" we can sée some ﬁnity emerge. 1t is.nothing S0
definite as a tréin of associated images, no?T is’it an exemple of
“"le Rave": what we do find is a éhange in colours, something of an
étmosphere to prepare us for the transifion_into "The Shadow of Lilith",
As we have seen, in "Liminary" and in (54) and (57) the desert is a
fiery'place and filled with the corresponding hues of red and golds
it is the "tawny" desert. Now the general movement of all these poems
ié out of hope and into futility ér despair. As hope fades,vsb colour
fades, thus in the last poems of the series.we are aware of an'qyggggg
of colour. In (56) the poet describes a church window which once

enclosed a glorious rose. Now there is nothing theres -
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¢« + o its disenhallow'd face

- beholds the petal-ribs enclose

nought, in their web of shatter'd lace

save this pale absence of the rose

It is hardly necessary to explain that the foem is on the theme of
absence. We shall explore the rose motif in greater detail later, with
relation'to "Lilith™, for it occurs only once in "The Quest of Silence".
The poem's importance for the series is that it helps ‘o establish'an
étmosphere of gloom. The picture created here is especially-fdrlorn.
Through the hole in the window flows a "gray and dusty daylight™; this
enhances the impreséion of the vivid roéeecolours which oﬁce filled it.
We are painfully conscious of the lack of colour and iight.

In (58) as we have seen Brennan uses a very different motif and
settihg and not with any outstandingréﬁcceés. But if the poem fails
1o create any unity of sénse, it does evoke a single ﬁood, a sense of
utter monotony and ennui. "Hence came one greyness over grass and stone:/
the silent-lapping waters fade and tone / 1nto the air and into them the
lang® The greyness of this scene corresponds to the dismal tones of
(56). We can now see the imagery of "The Quest of Silence" moving in a
su:e-direction. The grey.which predominates in these poems is the colour
of ennui; it represents futility and the absence of hope. Now_aé we
approach nearer to the centre of "The Forest of Night", it is
superseded by‘black; In the next poem we are presented with a stony
plain that "hlackéns'with~rapid night". All suggestion of movement
and life is, as it were,-Cut off by thé sound of a solitary "trump":

The strident clangour cuts; = but space is whole,

inert, absorb'd in dead regret.
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and there the sense of an impending disaster, an “irretrievable doom"
broods over the énd of the poem. In (62) the nightly settiné again
is used and this time its ‘sinister aépecé’is even more strikingly
- and realistipaliy impressed on usﬂwhen the poet describes "the whole
lifeless world" of thevcity with the tide 1apping in evil ‘fashion around
its

where the dead tide lies flat round the green quey,

hinting what self-fordone despair it nurs'd.
And at the end of the poem wegare presented with a vision of total
corruption: "mask'd no more, the meniac face of sin",

| Thé general movement of "The Quest of Silence" then, is towards a

vision of evil and destruction. Deépite a considerable diffuseness of
_images and themes within the series, the poet is governed at the enq by
a compulsive mood of gloominess which draws him towards nlght. We are

ax this stage ready to enter into the poems 1mmedlately surroundlng

"Lilith".
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FOOTNOTES - CHAPTER FOUR,

Australian Writers and their Work: G« Brénraﬁ,*.-:p.lB_.r R

It is interesting to note that Brennan's first plan for "“The
Forest of Night" began with ™Mwo Luminaries": “The crystal

chamber™ and "See now the time™, He has successfully united them

‘into the one “Liminary".

Prose, pp.137-14la

Chapter one, p.li. _

"The Verse of C.J.Brennan", p. 13  One of the rare occasions on
which he cloéely examines thel text.
Southerly, No.4, 1949, pp;195-203.
ibid. |

An example of what Baudelaire described as "reversabilité®., What

appears beautiful is also filled with horror.
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CHAPTER  FIVE.

In the Interlude éoems that follow "The Quest of Silence" we are
at last approaching "Lilith" and the heart of Poems 1913. Of the
two pieces, "Chimaera writhes", is easier to understand in terms of
imagery, for in its blackness and horror it corresponds to the desoiate
poems we have just examined:

Chimaera writhes beside the tragic flame

of the old hearth: her starting jaws proclaim,

a silent cry, the craven world g attaint
That "silent cry" recalls the mood of fhe traveller entering the deéerted
celi; and the solitéry "Onet" of the poem that describea the dead
city(62). Yet the new image‘contains suggestions of even wider signific-
ance. There is a terrible note of intensity about it. We are no longer
reading about the poet's search for - tramquillity, but being prepared,
it seemsy for some kind of cosmic disaster. The "moi®™ of "The Quest of
Silence™ has passed into an objective vision of mankind.

As we read further into the poem these cosmic proportions become more
apparent. It is suggested in the éagsage (above) that the whole world
will suffer from the consequences-of Chimaera‘'s death(-. . ." her
starting jaws proclaim / a silent cry . . .") and that there will be
some general cutting-off of rights, or tainting of the blood, (%the craven

world's attaint®). The sinister "red flare" of her pyre could reflect

on us all:
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kindle disastrous on ouf-burning éygs
from where the sullen éﬁbers"#gonize;
once the heart's roSe—fiuéh@ldréém of liviﬁg gold
There thé poetfs mention of "our" eyes, and "the héar%‘a,rose-flusht"
dream" suggests that Chimaéra stands for the death of hope énd dream in
all men. The m&nster dying in magnificehcé is a kind.of symbol of fhe
- human condition. |
"Chimaera is.the largest and most terribielgf all fhe legendary
figures used so far in Poems 1913. In her splendour ﬁnd in her terror
sﬁe seems to prefigure iilith. Yet the poem is not easy fo grasp and |
until we have read the whole of QThé Forest of Night“ her symbolic
function is by no means clear. The figure seems large and impressive
.enough to deserve the title of “symbol®; .fet éccording to Brennan's |
definition (see Chapter ﬁwo) a symbol should govern and wnite the poem and
Chimaera does not entirely fulfil these conditions,
Ve will note some of the-difficulties involved in readihg the poem,
45 they will recur in "Lilith"™. Let us take’fifst the rather puzzling
 lines: B
) Bér vans that beat agaigéi a h;fd conétrainid
leap, as the coals jet in a moment-spasm:
yei'their taut ribs. hurt not the serpent chasm
of shade, that slips swift to its absent dem,
_to Séttle, grimlief, at her throat again.
And, sfarward were theif prison~roof increas'd,
‘no sun that bathes him for a dewy east
ﬁould lighthher mail, above the tainted air

a meteor-dazzling gem . .
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The whole poem presents a similar ;Boseness of syntaif this
gives Qf dogrse the effect of larg; sweeps éf thought, but when we look
closely at the passage in question, we find its méaning is somewhat |
vague. . For instance, does "their prison-roof” refer to Chimaera's
vans or ribs? Ouf commonsense tells us what the syntax doés nots
that it is her ribs. The next 1ines_to§ are rather obscure. Wﬂat
does the sun bathe himself in? We are accustomed to think of the sun
bathing objects with light; the following phrase,"for 5 dewy eést2
seems an unwarranted intrusion into the nightly setting and in tﬁe
next line, the mention of “meteor® andv“gem" confuses us further, for
it appears we must now dismiss the idea of sun and considef Chimaera's
mail: that is, if hef.mail is being referred to in that phrase “a meteor-
.dazzling gem." But this is not certain, |

Thus the'picture evoked in "Chimaera writhes" is incomplete énd
difficult to sée. Perhaps Brennan‘has tried too hard to create an
farabesque," a unity, and overcrowdé his canvas. Too many images or
correspondeﬁces of 1ight to degscribe the Chimaera's mail have resulted
in grotesquery. We noted a similar overcrowding 6f imagery in the
earlier heraldic poems; but here the root bf the trouble seems not to
lie ir an uncertainty of purpose aﬁd'direction as it did.before. The
significance of Chimaera is seen from the very beéinning of the piece:
she is a tragic figure amnouncing disaster to the world. Tﬁat is plain
.enough, The ﬁobscurity" of the poeﬁ probably results from the very
‘syntax Bremnan uses. It is "convoluted“ yet diffusé, simply becaﬁse
it runs on without a break.,‘TheArhyming couplets do not form self-
contained units of sense, nqr'do they build up to any total significahce.'
There is a tendency-to create long sentences which circle rouna the

méaning rather than express it plainly. So the central image is mot made
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clear.

If Chimaera is not quite a symﬁol, a2 "meeting-point of many
analogies“; she can yet be aécorded an importént place in the symbolic
scripty for the figure does sum up moodg  and scenes of tgé earlier
poems and also prepares the setting of "Lilith". But as her full
Significance is not made clear till we have read further, let us turn for
'>the present to the other Interlude poem.

The imagery of window and hegrth which Brennan suddenly introduced
to prepare our transition into "The Quest of Silence" seemed to represent
an interruption to mood and theme. It is not picked up again until this
point where it puzzles us still further: The "lucid fiction of the pane®
with its "suffering ross™ cannot be comprehénded at all until we have
reached the end of "The Forest of Night@ and traced'through.all the
associations of gem and rosegi-ﬁowever we can fiikwith certainty upon
the imagery of spring. When the poet expresses a wish that the "old
illusion of the spring/ might perish™ we are transported back moméntarily
" to the end of "Towards the Source", where the lover watched his
dreamtime of biiss vanishing further and further dbwnvthe past; we
remember too the search for love in "Iiminary" which fesulted in strong
disillusionment .and a wish to withdréw from 1ife; "Twice now/‘is taking
up again ihe nuptial theme, repeating'it briefly, then annduncing it
will be dismissed. The Inteflude ends with this couplet, which suggesis
the whole quest for satisfaction in huian love is in fact futile and
empty:

| ‘lewd summer's dusty mock‘and roses' fall,
and cynic sﬁring returning; virginal
‘But the imagery of that is demse and obscure. The seasons,vwhich Brennan

had used in "Towards the Source" to announce the positive emotions of



117.

hope, joy and fulfilment are now, as it were, being used in reverse,
~ We have to delve deep for significance.

Could we again find illumination in McAuley's exposition of the
nuptial theme in Poems 19132 He showed how in "Liminary" the lofer‘was
seeking initiation into "the divine realm", but his bride " a mere |
earthly mate" failed him. Therefore he turns to Lilith, "the object of
man's inmost spiritual quest, the Motﬁer and bride of the spirit, man's

(2)

.frue Eden, Eternal Beauty." Ceftainly the lines we have quoted ring
of sfrong diéillusionment; 'and McAuley's exegesis helps us to see the
general drift of the poem with regard to the themes of the whole
sequence. We might expect this Interlude, at the.beginning of "Lilith"
to balance "Liminary", whére the éearch for fulfilment in human love was
rejectea: but is this in fact the point at which the turn toﬁards Iilith
oéqurs? |
In the first poem of "The Shadow of Lilith", Brennan introduces yet

another strand of imagery. This time its setting'is the garden:

The tﬁberose thickens the air: a swoon |

lies close on open;d calyx and slipt sheath

thro all the garden bosom—-bound beneath . . .
It seems strange that he should use a botanical imagery, which has
| appeared nowhefe else in "The Forest of Night". This forms an interruption
fo the setting of black night established at the end of "The Quést of
Silence" and in "Chimaera writhes". It does not correspond éither to
thg'window setting or seasonal movements of "Twice now". It seems to
déstroy the continuity of the sequence.

-

Yet Brennan's description of a great flower about to bloom seems to

obliquely announce a coming. Is it the coming of Lilith? We are not yet
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conscious of her presence: perhaps the veiled description of it, by .
use of the garden imagery, increases the senée.of great mystery which
must surround her. In "Chimaera writhes" the hofrid aspect of night
was declared; in (66) its beauty is suggesteds:

Ay, "surely near - the hour consents to bless! -

and nearer yet; all ways of nightvconverge

intthat delicious dark between her breastis
In that stanza we are made to feel night as a physical presence approach-
ing "near . . . and nearer yet". The last line saggests that night is
a desirable woman; a nuptial figure., . Again, the nuptial theme is taken
up from (64) and we begin to glimpse the “Eternal Beauty" of Lilith.

Human desire has failed the poet and so.he turns to a more cosmic lover,

_ .one who will satisfy all the cravings of his spirit. Hence the image is

deliberately large and vague, at once suggesting the occult and actual
worlds: On one hand there is in "all ways oflnight converge": the sense
of endless distances, on the other there in "that deliciOus dark between
.her breasts™, the sense.of a physical presence'which will fulfil the
ﬁatural desires of man.

But these are only the dimmest of suggestions. It must be admitted
thaf ‘the imagery surroundihg the entrance to the Lilith poems . is dense

and obscure., It does not reveal a definite pattern of thought, and

. cannot be understood until we have read all the sections that follow. As

the title "The Shadow of Lilith™ suggests, it is Brennan's intention to

shroud his figure in mystery. Her presence can only be hinted, through

the Chimaera, through the flower about to blossom. But why this should
be so, we are as yet only permitted to guess; and the variety of

settings the window, hearth, garden and'night,fends to create confusion
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'in the reader's mind.

With the help of McAuley's exegesis we have managed to establish
the main direction of theme up to this point. In the argument which
precedes the "Lilith™ section we receive a little more enlightemnment.
Here we learn that Lilith is "Lady o} Night": she is to be identified
with that setting. Also her monstrbus aspect is described. She is to
be associated with Chimaera and all the other fearful figures that
haunt mans |

whatose'er of serpent - wives is:feignt'd,

or malice of the vampire-witch that drain'd

fresh blood of fresh-born babes, a wicked blast:

faces of fear, beheld along the past

and in the folk's scant fires: the lore misread,

of her that is the august and only dread . . .
In this.passage all the evil figures of legend that have occurred in
“Thé Forest of Night" from the"dark One"™ of "“The Twilight of Disquietude”,
to the Chimaera'of.the Interlude, seemn to be ggthered together,
" But their purpose is not yet made clear. Is Lilith responsible for
them ail? Are they to be identified with her? That last line states
that they are “of her®; "misread" suggests that they are not.

The poem is thick with images that are difficﬁlt to understand, -
and it is marked by the same diffuseness aé "Chimaera writhes"., Brennan
circles round the meaning, suggesting thatvLilith is the fearvof_night
without actuallj stating it. This obligueness does not seem altogether
due to a deliberate use of the process of adumbration or suggestion; it
: rather shows an uncertain Syntax, é.Iadk of verbal control. A central

symbol is hinted, but not fully established., The result is not'an
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. arabesque but a loose floating mass of sugéestions.
In the poems of "The Watch at Midnight"™ Brennan uses for the first
time an imagery thet is coherent and builds up a uniform setting,
Wilkes suggests that these poems constitute the first act of the drama
.of "Lilith"™. They set the scene for the action to follow; .for now
Bremnan is objectifying his quest and moving out af the lyrical mode:
"'Lilith' is not a series of confessional lyrics, but a drama of conflicting

(3)

personages . . . the whole is an action shaped tora result.” Here
_for the first time, the issues are stated. The'“Argument“ has already
told us that man has fallen from the favour of Lilith. Wilkes points out
that now we are being prepared for an encounter. The forces are
personalized yet must have no precise featureg; a setting is needed

yet the drama must be sceneless.(4)

We have already noted how in "The Twilight of Disquietude" and "The
Quest of Silence" there was a gradualvmovement away from light and into
darkﬁess. The same transition was described in "Chimaera writhes",
where the dying monster was at first surrounded by flames, Which then
subside tq sullen embers, till finally

« o o one spark -
flies up, the lesserd ghost of flame: her flight
stiffens, and ié a settled piece of night.

In "The Watch at Midnight™ there is no further confusion of iﬁagery
nor unéeftainty about the direction of theme, for_Brennan pfeserves the
setting which endeﬁ the previous sections, It now 1ogicallj becomes the
“sceneless scene™ of the poems. The only setting of these poems is the
night, and his insistence upon'the same vast featﬁres over and again
creates a brooding intensity and releases large associated moods of mental

anguish, frustrated physical desire, and the yearning for e spiritual
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-consummation.

The first éoem to estéblish this setting is "Dead stars™ which
sketches out the huge dimensions of the Watcher's surroundings. In
the‘last poems of "The Quest of Silence" Brennan dwelt upon great

" monotonous landscapes: the desert and the city of desolation.‘ Now
we are moved into a scene of utter despair. What could be more hopeless
than the motif of "Dead $tars" which he has chosen to open the poem? In
those first two words it.seems; all light is extinguished and the
Watcher's world is plunged in darkness. However the imagery that follows
‘suggests an even greater depfh of despair. Let us examiﬁe it more |
closely. First there is-the sense of a fall. This is impressed upon us
by “angelic" imagery in:

and fall not, since no lower than any place‘

néeds, when the wing is dash'd and foil'd the face
which seems to be an oblique reference to Lucifer and his angels, hurled
out of;heaven into the abyss. Brennan then is using the Christian story |
of the Fall to create a picture of utter futility and despair. However
- he is only using it up to a point. When he speaks of "coasts of night
that well might l?e-supposed / the exiled hall of chaos late-deposed,®
the use of "supposed" indicates that he is only dimly suggesting the Fall
in order to create aﬁother, limitless set of circumstances.

The image is deliberately oblique, yet it reveals the theme clearly
enough. As we-already know from the "Argument”, man has "fallen" from
supernatural joy, from_Lilith's grace, and in éeparated from her.

The suggestions of (ii) lead ﬁp to a further encounter with Lilith, but'
hér presence must not yet be felt. The location must be prepared, but

the players must be "featureless™ (see above, p.120 ). ;.
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Wilkes's description of Brennan's vdramatic® intentions at.this
point also helps us to understand the second significant strand of imagery
in the poem. The setting must be dim because the action also occurs
within the Watcher's mind. Perhaps the most important lines of the
poem are these, in which he ponders over the scene, wondering whether it
could have been created by his own thoughts, or whether it imposes the
thoughts upbn him., Addressing the dead stars, he asks:

Is this your shadow on the watcher's thought

imposed, or rather hath his anguish taught

the‘dumb and suffering dark to send you out,

reptile, the doubles of his lurking doubt
That phrase "the dumb and suffering dark” has the dimensions of psychic
suffering. The two words "dumb" and “"suffering” strain against one
another in meaning, creatiﬁg a sense of tremendous torment, and a longing
for release. How can somefhing which is'“duﬁb" express its suffering,
or contain it? Is the "dumb and suffering dark™ that part of the
Watcher's mind which is.not yet fully conscious, nor even aware of its
own'exiétence?

The same psychic dimensions are apparent in the next poem which
creates the impression of vast spiritual suffering. The Watcher looks up
for a way‘of,escaping the void that surrounds him; he takes flights
upward but cannot penetrate the utter darkness, or find where he is

-intended to go. The flights image his own restless imagination; +the
dafkness is the projection of his own despair and mental blindness:
| 0 weary realm, o height

the Whicﬁ exhausted flight

familiar finds, home of its prompting ill!
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,apd in the next stanza the conneéfion between the landscape and his
own mind is even more evident: “
Rest - and a new abyss
suddenly yawns, of this
the moment sole, .and yet the counterpart:s
and thou must house it, thou,
within thy fleshly Now,
thyself the abyss that shrinks, the unboﬁnded hermit-heart§
This and the corresponding passage in “Deadd Btars" seem to have a
psychological basis; but il is more important at this point simply to
realize that therlandscape has an inward significance. Vhereas before,
many images, and settings in Poems 1913 were used to evoke minor éoetic
moods of dréam, lovelonging and ennui, these new suggestioné open out,
as it were, into infinity. Ve feelra single human mind, in contact with
cosmic vastness and whether this mind is that of the pbet,zor his dim
dramatic figure "the Watcher", an acute aﬁd-genuine sense of despair
impresses itself upon us.
It is interesting to compare these "psychic" passages with Milton's

Samson Agonistes, in which we know Brennan was well-versed:

Thou art become (0O worst imprisonment?!)

The Dungeon of thy self: thy Soul

(Which Men enjoying sight oft without cause complain)‘
Imprison'd now indeed,

In real darkness of the body dwells,

Shut up from outward light

, To incorporate with gloomy night
;

In Milton's (Samson's) case it is an actual blindness that is described.

Yet in both poets, it is not only the night but the self which imposes
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an imprisonment on the soul; and it is the mind which creates the
state of blindness, not the lack of sight.

But let us examine the nightly setting of (iii) further for its
- sheer atmosphere. What does it add to the devel&ping drama? The motif
of plumes at the beginning of the poem increases the sense of an
impending disaster which was dimly.felt in (i) and (ii):

The plumes of night, unfurl'd

and eyed with fire, are whirl'd

slowly above this watch, funereal (iii)
Night is now seen to be.funereal; and filled with gloom; and in the last
stanza:

the mightier heart untold

whose paining depths enfold

21l loneliness, all height, all vision'd shores
we receive the sense of a tremendous abyss which is about to be identified
with some vast presence. .The Lady of Night-will soon be revealed. The
'-“paining.depths“ corresponds to the “dﬁﬁb and suffering dark" of the
previous poem. IThese phrases suggest an unfulfilled désire, both
physical and occult. The Watcher seeks a mistress, who will also be
divine and mysterious. Here the &iffefent strands of imagery draw closer
"together and we begin to glimpse the significance of "Lilith".

. Let us now proceed_sﬁraight to the opening passage of tﬁe first long
poemn in the series (ix). Here we are placed at once inside the Watcher's
mind:
| 0 thou that achest, pulse o' the unwed vast

now in the distant centre of my brain

dizzily narrow'd . . .

The image of a pulse, aching and throbbing, greatly increases the intensity
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of the situation. We have now the sense of an approaching crisis: but
whose or what pulse is the Watcher addressing? To put it very literally,
how can the "vast" have a "pulse"? If we read the script very carefully,
it.begins Yo yield its meaning. The pulse is within the Watcher's

mind, in its “distant centre". The "unwed vast" suggests his own physical
desire, and ?efhaps approaching nuptials with some being or presence who
'can fill the vast around him. The puise is aching, which increases the
suggestions of a frustration, a yearning for physical fulfilment. Hence
the nuptial theme is taken up agsin and obliquely stated through the
imagery of night.

The psychological basis of the poetry is now made more explicit

than in "The Watch at Midnight". Wilkes explains in New Perspectives

how Brennan's reading of such works as The Varieties of Religious

(5)

had made him familiar with the theory of consciousness

Experience

as a "magnetic field™:

ol

B
Our whole ﬁast store of memories floait beyond this margin,
ready at a touch to come in; and the entire mass of residual
powers, impulses and knowledges that constitute our empirical
self stretches contiﬁuously beyond it.(p.232)" :
This knowledge certainly helps us to grasp the complex opening lines,
with their méntion of such obscure locations as the "distant centre" of
the Watcher's brain, the "“scatter'd edge" of his “surmisé". But the
~ passage can be understood also if.we simply attend to its'imagery, and
read it in;the light of what follows; for the pulse of the opening
1inés is soon identified as the “pulse of night", drawing the Watcher

away from the world with which he is familiar, "our little limits of

familiar cause", towards "some dark moon of vastness". Again the theme



126.

6f approaching nuptials is conveyed through the imagery - apparenfiy
diffuse but innfact perfectly controlled and moving towards an end,

In" . . . as tho! the 1_;'_e'.vna'-:-' and tortured voids should dash /
ruining amorously togethér“,,fhé poet dropé the idea of "pulse" and
begins to suggest the.occultvaSPect of night;"The véids clashing
together will produce "a clash / portentous with some rose of thinnest
flame.," An aura'of.grea£ mystery and sénctity surrounds the lines that
follow, the last lines of the passage, after which we will come to
~ the first nuptial scene of “Lilith": |
" and to the soft-sprung flush all sanctity
surrenders, centring in the blossom'd Naﬁe,
as the dark wings of silence lovingly
hover . . .

* The flight of the poet's heart, begun in (44) (see p. 99 ) is
nearing: completion.

Before we read fufther into "Lilith", let us look back at this
"first act" of the drama and consider thé large effects created by
images and settings. We find that Brennan has succeeded in evbking én
atmosphere out of all these, and we can trace through the poems .
correspondences of motif and mood._ The "dumb and suffering dark" (ii),
the "paininé depths” (iii) and the "tense and tortured voids"™ unite to
creafe the impression of the awful vastness of night. The setting is
also filled with significance. As we have seen it represents the Watcher's
own mental blindness, his search to find himself which is just a
continuation of the poet's search through all “"The Forest of Night"
now taking on more cosmic dimensions; and it foretells the nuptial

mystery of Lilith which is about to be discovered.

In "Towards the Source" Brennan did by his use of associated
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images of‘spring. fiowefs-and romance a&hieveléomething of "le Réve" -
that atmosphere of enthusiasm or dream'bj‘ﬁhich the Symbolist poet aims
to communicate‘his inner thoughts to fhe'readéf. However "‘Brennan did "
not succeed in making a unity out of theme and image in the "Source"™ -
poems.‘ His dream of spring is disjointed and broken by glimpseé of other
worlds: the desolate city, the heraldic-setting =and night; The
senée of a fragmented world continues through the fifst sections of
"The Forest of Night". Certainly a loose process of adumbration is ét
ﬁork there we see images 5nd'settings which “cofrésPQnd“ to one another;
but it is not until we come to "The Watch at Midnight® that a
continuous train of images is emfloyed; which will be related to a central
significahce. Then our attention is directed in one direction only:
towards night. '

We have observed how in "The Wafch at Midnight" Bremnan prepares
the setting of "Lilith". Let us now turn our attention to the imagery
of the long cenfral'poéms. We have noted in “The Quest of Siience“
a gradual fading away of light and increasing-suggestions of terfor.
At the bottom of a gloomy'crypt he discovers "some old vampire-god
whose bulk, within /lies gross and festering in his shroud of sin“(55h
In “Chimaera writhes", the poet speaks of the “§bscene blackness" and
the "serpent—chasﬁ? of shade which is the monster's tail, These grim
detaiIS'také on evil hues, but we cénnot yet see the purpose of them.
As we read they seem melodramatic., However in the "Lilith" poems what
had been a series of dimly related scenes and motifs is given
significance. Already in the “Argument™ their function begins to come
clear. We have already noted the difficult anq tortuous syntax of this
piece, which we would expect tﬁ bring clarity to the whole sequence.

o
]

Nevertheless we find important lines which tie the preceding imagés together.
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Adam'“uncapacious" of Lilithﬁs?ﬁdreadful lové" ., begat on her:
« « «» not majesty, as Jove,
but the worm-brood of terrors unconfest
that chose_hencefprth, as their avoided nest
the mire-fed writhen thicket of the ﬁind
Noﬁ that passage taken in isolation is difficult to understand: it seems
to circle right around the meaning, leaving it in a kind of vacuun.
Brennan is probably saying that because Adam was mere man and could not
satisfy or grasp Lilith's greater, superhuman love, terror seized his
mind; and after him terror resided in the minds of all men, who are aware .
of a mysterious, ideal love but cannot find it.
That would be the "affidavii-passage" of the:text: what we éan
extract from it in prosé. However the prose statement only approximates
- to the verse. Brennan deliberatelybdims thé meaning: wé are obliged to
pay full attention to the imagery. This I think is because he wishes to
create a framework of images, a sefies of'suggestibné reaching wider than
the particular passage. In other words he is setting up correspondences.
We are seeing the Symbo;ist process of adumbration fully at work, and
| 'Tthough nb central symbol has been established certain phrasés become the
‘meeting-place of analogies. For instance the last line of the passage
above, "the mire-fed writhen thicket of the mindy gafhers into itself the
-vampire-god, Chimaera and all the evil sﬁggestions of the previous poems.,
These now convey a central significance: +hey are related to the union
6f Adam and Lilith and the superstition and.ter;or that resulted from
their falling-apart.
| But before we enter into a further exploration of these suggestions

of evil and torment, let us examine the framework of imagery from another
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angle. We have noted that as we approach “Lilith“ thfough "The Forest
of Night™, the mood of the poems deepens or increases'from ennui into
desfair. Fittingly, we are presented with suggestions of decay and
death. In "One! an iron core", the poet speaks of the “dead tide", the
"corpse of time"™ and “the dance of death"; -again, at the end of (63),
we find him descending to a’crypt where the vampire-god lies ro£ting
in a "dense enormous hearse". These take on a greater meaning w en we
come to "The Watch at Midnight". Furthér suggestions of death and
destruction in "Dead stars" and "the wreck of his eternity™, the
fuﬁereal plumes that wave above the Watcher, add to the previous motif
-8} cosmic significance.

Thus, when we come to the 6pening action in "Lilith", the
nuptial scene of (ix),two important strands of énalogy have been woven:
evil figures such as Pan, the vampire-god and Chimaera, now joined with
thé fearful vampires witches and serpents that issued from the womb of
Lilith; and the scenes of decay, coffins,crypts and corﬁses all
contributing to the deafhlinéss of the abyss,fhe void which is now the
setting of the poems. The strands are also woven together: they suggest
the terror of night.

When we finally reach the passage of (ix) there is a tremendous
complexity, a further widening of theme, scene and motif. The Watcher
recalls the hour of his nuptials, the brief joy of it:l

where thou didst wait some hour of sharp delight

to wither up in splendour the stark night . . . '
he also recalls the fear that followed it:

what terror clﬁtched me, even as ecétasy

smote dire across transfigured mystery
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But #dded to these tremendous dimensions of_descriptioﬂ'thefe is

another sef of suggestiohsrconnécted with the nuptial aftermath. The

Watche:, uhable to remember iﬁe face of the deity or her identity,

addresses he: thus: "O mother thou or sister or my bride". . .- Did

this figufe who perhaps bore him (Were thine of 0ld such rythmic pangs
that bore / my shivering soul . . .) also keep him for "some dim end"

of her own, for “sﬁme divine incest", "some hour of sharp delight"?

_IThese suggestions, vague and dimmed,are carnal: they further the sense

of sin fhat surrounds the passage. But whose sin does the Watcher fefer

$0? . AWQ Wiy should there be a sense of sin &t all?

Again, we struggle to uncover a hiddenlmeanihg: ‘but the verse will
not yield it up. So we are driven back to a reading of the ﬁsymbolic
script” and here we f£ind that the an;loéies of evil and corruption traced
through the poems up to this point, give continuity to the passage. -Aftef
the Watcher and his bride are mated, fearful creatures are seen to issue
fro? the "violated womb":

’ ahapes of snaky horror, grisly jaw,
cold fear, and scaly fold; and éndless maw
which corresponds to "the mire-fed writhen thicket of the mind"; but
here the terrible figures and scenes of the previous poems'éré surpassed.
The Watcher, or Adam,is standing at the mouth of hell itself.

There is also around the aftermath of the nuptials'gn aura of sin
and shame. As we have seen,lhe believes that incesi” has been committed;
he feels the tremendous shame of his vanished bride:

whose the sin that. doom'd thee to disgface,

to haunt the shapeless dark, a bBurning face
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That last image, a "burning face' at once suggests'frustrated desire,
and shame or regret. It links the passage onto the écene that follows
where each n;ghtbshé returns to haunt him to "re—wiﬁ / virginit& and
shed the doubtful sin": further suggestions of sin and shame are
feleased. -

Now if we try to read the passage for its apparent literal meaning,
we are doomed to fail. For instaﬁce, what does Brennan mean by the
re-winning of virginity and "the doubtful éin”} Why should Lilith wish
to be virgin again? But.if we read these difficult lines in the whole
conﬁext of the surrouhding images we are getting somewhere: even if ifu'
is only feeling our way along. The nuptial scene can be understood |
through the multiple suggestions of evil, corruption and carnaiity it
evbkes. It represents a weaving-together of those strands of imagery

.we have already distinguished.

As the memory of the nuptiel scene fades from the Waticher's mind, he
describes how in order to shelter from the great haunting figure of his |
first brideyhe has taken "the woman for his wife;" 'They dwell together
in an earthly paradise: ' '

| '# flowery pasture. fenced and soft with streéms,
fill'd with slow ease and fresh with eastern beams
of coolest siiver'on-the sliding wave
which forms a strong contrast to the surrounding horror. of night. The
descripfion héé,however, a slightly artificial quality about it: as if
it were én illﬁsion soon to be dispelled. The Watcher finds reality only
in the night and something of the huge anguish ana frustration of the -

previous passage is recaptured in his cry:
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I sicken with the long unsatisfied
waiting: +the sombre gulfs of night divide
"Finally, in the last lines of the poem he turns away from striving with
theée giant desires gnd seeks an oblivion in earth. The winds taunt
him: |

childlike, lay thee in her +torpid lap

.there to reflush those flaccid veins.with sap

from spilth of sleep, where herbs of drowsy bane

- spring in slow shade and death is sprinkled.sweet
in thosé words “torpid™ and "flaccid" and "splith® there are suggestions
of fleshly corruptioﬁ, an ovér-feeding of the body in sickly repose.
There is something over-rich about the whole picture, finally caught up
in "death is sprinkled sweet"™. The Watcher's sleep is no ordinary
one, but filled with forebodings of decay and death. The process of
aduﬁbratidnﬁs at work to unite these suggestions with the earlier visions
| of decay and evil which lurked behind é desirable appearance: in the
woods and in the desert. Sleep is very close to de;th and the wish
for oblivion: (ix) then might be said to have progressed from vast,
scenes of tumultuous conflict to a visionnbf repose; where there is a
wish for an end to existence. It is the kind of transition that has
been described by Keats's critics as "an inner movement into stillness."
‘The connection bet%een sleep and death is suggested again at the

Beginning of (x). There is a sense of increasing corruptioh in thé
opening lines:

Thick sleep, with error of the tangled wood,

and vapour from the evening mersh of sense

and smoothness of the glide of Lethe . . .
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Qhefe the phrases “thick sleep" and "marsh of sense" suggest a setting
or curdling of the atmosphere., The use of "marsh" also seems to
© imply a pollution, and in the fifth line an unhealthiness is signified:
"cool'd of his calenture, elaboréfe brute.®

Yet the opening passage is obscure and difficult. It is close-
packed with pbssibilities, some- of which bear no apparent relation to
the~developing themes and imagery. For instance, what is the exact
meaning of "beam" here?

the devious and covert ways of dream

shéll lead him out upon no temper'd beam

or thick-grass®'d ease « .
.Perhapé the word is being used in the sense of balance: the poet is
using an imagery of scales and weights. But this has nothing to do
with the.surrounding imagery of marshes and night.

The appearance of an imagery bf tropical fevers is also somewhat
unexpected in this setting, but can be seen as contributing to the
sensuous effects the poet is seeking to create: if we trust to the
atmosphere, the overall effects of corresponding images. Thus in

What nightris this, made denser, in hi; breast

or round him, suddenly or first confest

after its gradual thickening complete
we begin to feel the world grow "sick™ around the Watcher. The great
void of night, whiéh previously he had not been aﬁle to fathom,
now fills up around hiﬁ and becomes fixed: " a crypt of stirless air®.

mll.the ideas and images of the opening passage, unhealthy sleep.

marshes, fever, contribute to an atmosphere of despair.

The narrative is now entirely'halted and we are prepared for Lilith

who is about to become visible. She is made evident in a little vision
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of death. The Watcher is

even hers, thaf is his Strangling sphinx, made known

with, on her breast, his fore-erected tomb,

engraven deep, the letters of his doom.
He "sees" his own tomb, his failure to achieve eternal life, The
iﬁpotence of man is outweighed by the strength of the diviﬁé malevolent
Lilith. All the preceding correspondences of evil, destruction and
death have built this image up. We are compelled to beligve that it is
real.

Thus while the opening of (x) stands outside the “action™ of the poems,
it helps to clinch the scenes and motifs that have gone before, in
(ix). Also it foretells the whole movement that is to follow, towards.
a similar vision of déath and the annulment of human endeavour., " Lilith
. will infercept man in all his earthly activities, of war, of empire and
of love and finally, at the end, she will preside over his tomb.

_There follows the obscure passage of Lilith's address to man:
"Terrible, if he will not have'EQ else " , ., . She has announced a
plan of wrathful vengeance because Adam turned from her to his earthly
bride. Thus the nuptial theme.is taken up again; but it is only with
great difficﬁlty that we'can extract significance from lines such as these:‘

he seeks a refuge in his inner deep
of love, and sofpen'd fire, and quicken'd sleep,
tho' knowing that I, the bride his sin déthroned
and exiled to the wastes thax-iie disown'd,
can bring that icy want even to the heart
of his most secret bliss . . .
which forms part of a muéh greater sentence stretching for twenty-six

lines, convoluted, dense with images and almost impossible to decipher.
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_ However our reading of the "drama" to this point helps us to grasp
some of its significance. The "“inner deep of love"™ and "quicken'd
sleep" refer to the earthly mate and the elysium of (ix). Lilith
is "the bride his sin dethroned", because Adam has now taken a new
bridé and deserted her: +the sin is that désertion.

In the nﬁptial scene that follows this first address, all the
suggestions of wrongful love, sin and shame which pervaded (ix) gather
into a bitter conclusion. This is perhaps the mostAobécure passage
in all Poems 1913. As we have indicated in Introduction, no amount
of analysis will force a meaning out-of it. Even the "dfamatic“
reading breaks down because here we are ponfronted with emotions
vaster than those which belong 4o the ipersonages“ of the myth,
Lilith, Adam and Eve. Yet we are compelied to read and reread: it is
a tremendously impressive scene,

The general significance of the passage seems to be in its
correspondence to the nuétial hour of (ix) where Lilith and.man are
united. Now Lilith plans to come between man and his new bride in
their nuptial hour. Thus there is a kind of ironic counterpointing
of scenes. 7

But these generalizations do not cast much light dpon the fext;
which can only be reached or guessed through the framework of
corresponding images that we have described. Now let us look at this
in closer detail. Because man dimly remembers how in Lilith's
“"far lair/ the forces of tremendous passion stir" he will always feel
her presence between himself and Eve:

and in the quiet waters of her gaze
shall lprk a siren-lure that beckons him

down halls of death and sinful chambers dim
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That mention of "a siren-lure" and "sinful chambers dim", has
implications of sheer carnality and evil. Further,Adam speaks of
forcing Eve's "simple bloom" to "perilous delight", which hints of
cruel perversion. The "nameless night" on which he will pefform this
act is "étain'd with miasm of flesh™. That last phrase re-echoes
the sense of sickness and fleshly decay suggested in the "fever" -
images earlier'in the poem, thus adding to a picture of fleshly
suffering and corruption. Finally,"the sun-god's garden of pure sense™
seems to refer almost overtly to a foolish sexuality from which the
mysterious aspect is altogether excluded.(6)
It seems as if the poet worked out in this passage all the
ffustration and carnality and disillusionment of his nuptial theme,
for after this the poem proqeeds in a plain straightforward manner.
 Li1ith reviews all the other activities in which man will engage and
over which ghe will preside. An imagery of tombs, crypts and monuments:
‘prevails.  She will lufk within the "sightless stare" of man's
“"impassive idols", at whose feet he will offer the blood of his own
children. He will seek also to eternize himself in vast monuments:
heaven-threatening Babels, irom- Ninevehs
square thought with rigid Wili o« o6
imposing enough to endure forwe&er. But this effort too is seen to be
fruitless: they will impress noone but "blank tribes of shrunken days".
Finally, for all man's attempts to grasp the unknowable, death reducés
him: a mere "pinch of dust" will "quench the eyes /'fhat Yook the azure
Cu;ve Qf stainless skies." The passage is filled with ironic significancq
and each suqcessi?e correspondeﬁce is a step leading up to the final
image of the tomb where man is laid, with Lilith herself "immensely

_throned"™ on the top, "with viewless face and viewless vans outspread.”



137.
This is the second and final "vision of death" which shows “Lilith"
brought to an impasse. In this last image, the whole fearful
predicament of man is described: there is no resolution, no hope of
escape. "Lilith"™ has proved his efforts futile. . The .series hes:
circled around on itself, for the keynoté at the end as at the |

beginning is flat cosmic despair.

II.
Wilkes suggests that Lilith is a "major symbol capable of
including all others": +this is"suggested by the First Sketch and

proven by the facts of the poem.“(T)

More than this, I think Lilith
is the focus, the central figure'of the whole of Poems 1913, The
nightly setting suggested as early as fThe Twilight of Disquietude™,
and the developing corresﬁondéhcee of sin and death, beautj and mystery, -
are there to build this symbol up: she is “the meeting&péiﬁt of many
analogies."™ |
How or why did Bremnnan select this most important symbol? Wilkes

mentions the "First Sketch"™ in which Brennan sets out a rudimentary
plan for the poems:(a)

How she bore him that he migﬁt love her

and by love know her

How he loves yet fé;fs and flies her and her serpent-brooﬁ .« o
It gives the main lines that the narrative will follow and the stéry
of Lilith (as it was also used by Rossetti), but we note also, even
before this story is put into verse, an impassiohed.tone; a lofty and
froﬁhetic ring., Thg plan shows already the grip this figure has taken

on Bremman's mind.
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‘If the story in its rudlments was also that used by Rossettl, is
it ﬁot possible that Brennan has borrowed the idea and the figure from
his predecessor's verse? fWe know that he was influenced by Rossetti,
and had thoroughly studied his works before commencing "Lilith". Now
James McAuley suggests that "the sonnet *Body's Beaﬁty' is very likely
the seed f;om which Brennan's 'Lilithf grew", and quotes the sonnett's

(9).

octave as proof., Yet he does not demonstrate.in what ways this
"seed" could have produced Brennan's poeﬁ, and indeed ény real comnection
béfween them.is hard 10 see save perhaps in the rather vague correspondence _
'Between Rossetti's description of Lilith's "enchanted hair" and Brennan's
use of the same mofif: for instance at the end of (xii):

godé and stérs and éongs and sduls of men

are the spac® jewels in her scatter'd hair

It is interesti;g that Rossetti aléo presentedythe whole story of

Adam, Eve and Liiith in his long poem "Eden Bower", Where'ﬁe insists upon
'the.themé of the vengeance of Lilith upon man. The tone is not unliké
that used in (x)s

Then Eve shall eat and give unto Adam,

(Alas the hour?).

And then they both shall know they are naked

And their hearts ache as my heart hath achéd.
However Rossetti's Lilith has none of the mystery and grandeur of-
Brennan's figure, and the whole of “Eden Bower" dwells solely on the one

theme of lust.(lo)

A poem written by Brereton on the vampire-theme and his ensﬁing
correspondence with Brennan, throws interesting light on this question
 of the genesis of "Lilith".

Brereton is generally seen through the rose-coloured glasses of
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posterity as a gentle, retiring Elizabethan scholar, one who was not
. .

himself a great writer, but did much in a noble self-effacing way to

(11) But an examination of Brereton's

foster talentiin others,
correspondence with the formidable "A.G.S." reveals a much tougher
personality, wéll able to stand up for himself in days where an artist
must either sink or swim. Many of his generation, for instance Lawson
and‘Furphy, sank. Brereton however had powers of rebound. When Stephens
was in a more secure position than Brereton, hé was inclined to jeer, but
the latter sprang'back, accusing A.G.S. of “spitting at a slave bedause
he winces aﬁithe galling of his chains.® |

This "other"™ Brereton once wrote a poem about a vampire, inspired
by a certain.woman of his acquaintance whom he detested: and took.
précautions that she should not read it. Brennan made a not-too-serious
attempt at the éame subject, in verse, probably in order to tease
Brereton who had just returned from a bush-walking trip. He began his

sqnnet with a dedication in humorous vein, 1o "Brereton, the"végetarian“
éﬁust retufned from exploring certain riverq;7. + o wWhere, as he had
written to me, leeches creep beneath the sleeper's eyelids and lianas

bar the ﬁay, the region being therefore that of Lilith, Mother ovaystery,
.Serpent-Wife, Vampire-Mother, whom yét to see in her secret beauty is

the poét's eternal task aﬁd particularly mine."(lz)

The sonnet itself is written in a slightly more'seribus manner than
Brereton's effort. The.pbet;claims to seek in Lilith an ideal of beéuty:
#ll those who would press toward the realms of solitude will find her in
the marsh and in the woods:

You that {tramp and I that tarry long,
brooding, are one beneath her'Sheltering wing

Was this verse written simply as a kind of joke, to welcome a friend home
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after a trip? Or is it the beginning of Brennan's “poetic vision™,
the vision that engendered Lilith? |

Mystery: +this would seem to be the quality'aboutuLilith that first
baptured Brennan's imagination. Whatever the origins’ﬁf the'figurel
in his.rééding, or his pwn’vefse; we can see cleaily from the'first
vplans for "Lilith" that hé indeed regards her as "Mother of Mystery“.
Both his attempts at a definitive version of the series in Fl. 1 aﬁd Fl.3
were.entitled "Lilith: A Mystery."

Notes written at the end of the "Lilith" text in Fl.l also show
clearly how this figure came‘tb gain predominance in the poems., Lilith
heads the list in biggest letters and some of her essential nature is
" ghown here as well as her close identity with night:

Hebr. Lil, night = mystery . . .

first wife of Adam: ch;nged to demon (serpent):

brood of devils, dragons; she becomes a haunting of the

night |
These are of course the rudiments of the story as it is’téldfin‘the,
"Argument" of fhe poems: but the list also helps to clarify the
éssociations from which Lilith is built up. After all; it‘is not. the.
story; thé narrétive which engages oﬁr interest in the poems. As
Wilkes points out, two-thirds of the drama has already occurred when we
begin to read(lB)(see above, p.lZO.v). I+ is rather thé idea of
Lilith that has seized his mind and especially, as.the list shows, her
corfesﬁondence with night: nehe becomes a haunting of the night."

. The next item of tﬁe list,'also gathered under the larger title

'-“Lilifh", is headed by "nuptial attraction 6f mystery, revulsion,

disillusion.” Now this underlines another aspect of Lilith in the poems,
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which we have already noted in our discussion of correspondences:
that is her tremendous desire for man, which he fails to satisfy:

and the distraught desire to bring a kiss

unto the fleeting centre of the abyss,

discovering the eternal lack . . . (xj
There we feel her frustration almost as a physical pain: but its coémic
dimension is also present, her's is "an eternmal lack.™ She is a-most
_ mysterious, a divine lover, ﬁith the "nuptial attraction of mystery®,
and it is onbaccount of these attributes that Brennan has chosen her for
thé central figure of his poems.

Beneath the sub-heading (above) other figures are listed:

compare witch;marriage and change ét midnight

Gautierfs Albertus, Lamia, Melusina,

visioms. round Undine's bride-bed
and further down Brennan groups "Medusa and Echidna", and beneath
"Water", Melusine and Undine appéar agaih. It is interesting to hypothe-
'éize éver the list, »As the notes were added to a text already ccmpleted,
it seems unlikely that Brennan was considering these figures as an
alternative to Lilith: simply he is associating ideas around her,
However there is a distinct comparison between ﬁelusine and Undiﬁé-and.
1ilith. Both the former are deities with malevolent myétic aspecis,
' whbse.stories show, just as "Lilith™, the impossibility of a love
between & éod and a human.
| Yet it was the éetting‘of Night which captured the imagination of the
poet. As we have already seen in "The Forest of Night®™ he explores all
threatening figures and associatioﬁs of that setting: +the "Gorgons and
Hydras and Chimaeras-dire" of the list, but all of these are finally

. seen as the surroundings of Lilith, the great central figure of the poems.
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I. The figure of Chimaera which Brennan so powerfully imagined in her
death-throes (65) is there only to prepare us for her coming.

Since "Lilith" is equivalent to Night in all its aspecfs of beauty
and terror, it is not necessary for her to be made visible. Indeed it
would detract fromlher "mystery" if‘she.were given a concrete form.(l4)
Her presence is to be felt, yet she is to be distant from the world:

Far, where our oubliette is shut, above

we guess the ample lids that never move

beneath her brows, each massive arch inert

hung high contemptuous o'er the blatant wars (60)
The Watcher, when he relives in memory the nuptiél scene, cannot
remeﬁber her identity (see aﬁove p.130 ) and he speaks of: "a memory
that wavers,'forﬁless form / of superhuman nuptialé? A11 this the poét )
&eliberately makes Qbscure and uncertain, for he wants to make Lilith a
mysterious, an unknowable figure encompassing all aspects and all ‘
possibilities. She is to be terrible, "infamous as devi}’s dam®™ (i)
and the source of all the terrors of maﬁkind; voluptudus, beckoning Adam
away from his bride, with “sirén-lure“; deathly, as when she sits over
his tomb, “a strangling sphinx"; and beautiful, “thé jewel hid beyond
all height"(xj. Out of all these suggestions and images, ihe arabesque
of'the poems is made. '?he consummate piéce of the sequence (xii) gathers
all themes together, the horror, love and mystery of "The Forest of Night™
and establishes Lilith as the principal symbol, the ﬁeetingbpoiﬁt of all.

These three stanzas will suffice to show the nature and scope of the

poem:.
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 She is the night4 all hoFror is of her
héap'd, shapeless, on the uncla;m'd chaotic marsh
or huddled on the 1oom1ng sepulchre
where the 1ncu1t and scanty herb is harsh
e o o 8 o 6 6 6 s.0 0.6 06 8 6 0 o s o o 0
The‘wooing night: a;l nuptiais ere of her; |
and she the musky golden cloud that hangs
on maiden elood that burns; a boding stir
shot thro' with flashes of alluring pangs
All mystery, and a;l love, beyond our ken,
ehe Wooe us, mournful +ill we find her fair:
aﬁd_gods'and stars and songs and souls of men
are the sparse jewels in her scatter'd hair.

Liiith herself, being a true'symbol,is somewhat veiled and'obscure,
and we perceive her only in the ‘web of images that surrounds her; to
which she is the centre. Perhaps the most significant of these images
is,the rose, in which she is made manifest.and«"visible“. The rose
ie'itself a sign or syﬁbol of the greater symbol Lilith, and if we
trace Brennan's development of this motif through the whole of Poems 121§
we can see much of his central design.

The idea of the rose is first introduced in the "Epithalamﬁionﬁ of
"Towards the Source® (27), where the poet speaks of a nuptizl rose,

- e rose thet promises the lovers complete bliss:
be the sole secret woéld'
ene rose unfurl'd

end nought disturb its blossom'd peace intense
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This is one of the first‘éssociations thét surround the rose: it is the
flower of love. |
It seems a pity that Brennan has used a motif that is overlaid
with so much figurative usage: surely his choice is banal, H@wever
the significance of this first use of the rose is to be revealed
gradually through a series of correspondences and analogies. It occurs
again at the beginning of "The Forest of Nighf", in'"Liminary“ where, as
wejhave séen, thepoet moving away from his isolated world of
céntemﬁlation and dreaﬁ, tufns to the life of ordinary men and women and
seeks the consummation of physical desire. He speaks here of
- The unslaked caravans of vést desire, |
seeking in'furnace-sands some fierier rose
with deadly heart . . .

_Noﬁ the connection between the rose of the "Source" and this "Ldminary"
rose shéuld not be stretched too far: otherwise we will be in danger of
destroying the delicate chains of suggestion that liﬁk them., However it
should be noted that while thé earlier rose, "“the rose of all fulfilltd
délight“, promised a‘blissful union, this flower signifies burning
desire,Aa love that cgnnot be satisfied; Both indicate their own
cbnnection with the nuptial theme of Poems 1913: the seafch to find
Eden in iove.

| ﬁow the motif occuré again much later ani is uéed.very differently,
in one of the most beautiful pieces'of Poems 1913, In “A gray and dusty
daylighi fio#s" we are made éware of a rose.of ideal beauty. Once, set

high above the people in a church window this flower inspired them with

faith:
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they saw the rose of heaven bloom

alone in heights of musky air, -

with many an angel's painted plume
Being the "rose of heaven" it is placed far over them, “alone in
heights of musky air": this picture gives the impression of great
rgmoteness. But it is distaﬁced even further because it is no longer
there in the window: it is "pale absence of the rose". This adds to
the motif another more mysterious dimension: .the absent rose is
perfection., Whereas previously in Poems 1913 the rose had stood for
“fleshly reality, it now takes on an occult significance.

At this stage it is difficult'to'see any connection between this
piece and the earlier poems that took the rose for their central image.
.It'séems that Brennan is using it for a wide variety of purpoées, with
no unity of design before him. Is (56) simply an atmospheric piece,
the pale, absent rose being used to augment the aura of gloom that
_surrounds all the later poems of "The Quest of Silence?"

When the rose appears with yeﬁ'another setting in the "Interlude:
The Window and The Hearth" (64), we are again at somewhat of a loss t&
understand its significance:

Twice now that lucid fiction of the pane

dissolveg, the sphere that winter's crystal bane

still-charm'd to glass the sad metempsychose

and futile éges of the suffering rose
Why should the rose ﬁhich in "Towards the Source" and in "Liminary" had.
stood for the search for fulfilment in love, suddenly become identified
with suffering? Thé image is obscure and dim. Later in the saﬁe piece,
wheré'Brénnan expresses strong disillusionment with human love, we begin

to grasp some of its meaning:
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I would this old illusion of the spring

might perish once with 2ll1 her airs that fawn

and traitor roses of the wooing dawn
He?e Brennan is dismissing the natural rose that represented physical
union, because it is traitorous and it has failed to procure him Eden.
He is turniné now towards g greater love, a divine lover; and so the |
rose takes on holy and supernatural qualities. The “rése of heaven"(Sé)
was preparing us for such a transition.

It is not until we come to the "Lilith" sequence and the heart of-

| Poems 1913 that all these different suggestions aré gathered in'order,
and placed before us as a unity. Whereas eaflier ip the poems Brennan
~speaks of the rose in this sense and that, leaving the reader to trace
out the possibie connections between them,here we are presented with the
essentiai rose,

In “The tuberose thickens the air; the poet describesva great flower
abbut to bloom in the night. The next very beautiful piece precedes.:
"Lilith: Argument®, where the action of tﬁe series is foretold. Heré
the poet suggests the coming of a rose that will encompass all aspects
of beauty:. It is seen first thus: R

- Cloth'd now with dark alone, O rose and balm,
whencé unto worid-sear'd youth is healing boon
It is a sign of peace, a healing>fiower; but_as it is ™cloth'd in
dark alone" it is a2lso nuptial thus continuing the suggestions that
éurround the'“Sou¥ce" rose., In the next line the “"{ense dark"™ and the
"pulsing" afound the:rose, sﬁggest'again,the lover's desire, a mood of
&earning for fglfilmeﬁt. But the rose is now seen to surpass the

physical needs of man:
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HEve's“wifely guise,lher doWer.thethden lent,“"
" now limbeck where the enauourédkslohenist
1nvokes thé rarer rose, phantom descent T
'ThlS stanza though 1ntense1y beautlful is surrounded by a certaln
' dlmness; Who is the "enamoured alchemist"? And what 1s "the rarerfrose"?i~
If we trust entlrely to the symbollc scrlpt the 1magery 1tself beg1ns
4o 1mpart the meanlng. The "rarer rose" is L111th not yet percelved
| by man but felt through the correspondence of the flower. .The
"enamour'd alcbemlst" is the poet hlmsell. out of the body of 1ove
("Eve's, w1fely\gulse") he is: dlstllllng soul. The poet is dellberately
dlmmlng his central symbol, and flgurlng her forth in the rose to:
';‘1ncrease the sense - of mystery and nlghtllness that must surround ner.:jf"
© In thé central stanza, all the phy51cal amdrmurlt qualltres of
.the rose are gathered. | |
| Rare ooze of «)dour drowns our falnt dellght
‘_ some spi?th of love that 1angulshes unshared, .
T a. rose that bleeds unseen, the heart of nlght -
;The rose bleedlng unseen is Llllth, whose love is- too great for man
) p to share; ThlS 1mage or 51gn of her" sheds llght on. the Whole dlfflcult
"drama" that follows in (ix) and (x) ‘
- We have elready explored the theme of frustrated desire, as 1t
was expressed in. the correspondences of s1n, carnallty gnd death.
: However it is 1nterest1ng to note two p01nts~ first; that Brennen's-';
- use of the rose greatly clarlfles the twc sets of terms whlch t1e up
'the narratlve framework of Llllth. As we. have seen in the llnes quoted
;above, the. rose Whlch 1s L111th derlves from "Eve's w1felJ guise: she
is “the rarer rose, phantom descent" in whose form Adan's new Wlfe is

'made. Now in- (x), L111th's address to man, two rogses. are again d;uquﬁgsﬁdgh
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distinguished: "“the bride's incarnate bfight/ ﬁnd natural‘rose" and
“"the miraculous rose of heaven". The human and the divine thus.are
held in opposition, yet they are comnected, and it is the coﬁﬁest
between them that the narrative describes. | |

The second point is this: +that during the course of "Lilith" and
the ensuing poems, the rose takes on a further set of associations,
this time of Christian origin. The "miraculous rose of ﬁeaven“.(x) and
the "rose of Paradise" (xi) suggest Mary herself, the Mother of God:
could Brennan be presenting her, in this oblique féshion, with
blasphemous intent? It seems more likely that he is using the motif
of "rose of Heaven" in a purely figurative sense, to represent Lilith
and increase the_aura of sanctity and mystery that surround her.

A11 ideas of.the rose are gathered together in the one figure of
Lilith. She ié seen af the end of the series as taking on herself the
sufferings of her “"chosen ones", a sacrificial figure: |

whence the enrapturing breaths are sent that bring

a perfume of the secular flowefing

of the far-bleeding roée of Paradise,

that mortal hearts in censer-fume arise

unto .the heart that were an ardent peace -
She bleeds afar because she stands for "eternal suffering”, and this
'sufferiﬁg is also identified with her beautiful and beneficent aspects.

Now that significant phrase “the far-bleeding rose of Paradise"
leads us to look again.at the diffigult'opening passage of the
"Intérlude“ (64) (see p. 145) where the poef speaks of the “suffering
rése“ held-in the "lucid f;ction of the pane.," We now read this in the
' knowledgevfhat the suffering rose is revealed as iilith; But how do .

we account for the imagery of glass?
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In order to understand this péssage completely it is necessary
to explore Brennan's use of a whole subsidiary train of images,
relating to glass, ice and gems. The correspondences of his motif in
(64) can be traced fo the very begiﬁning of Poems igli, wvhere in |
"pA Prelude"™ the poet speaks of: "The northern kingdom's dream/ prison'd
in crystal gleam."” The motif is used again in "Liminary", this time
filled with significance for the poem: "The hollow crystal of my
winter dream." Throughout the sequence winter with its ice and crystal
is aséociated withvsolitary thought and dream. It is a state from
.which the poet longs td escape, but into which he must constantly return.

. The window in (64) corresponds to the ice and crystals of the
earlier passages. it is being used as a kind of mirrér, to reflect
- life, Its pane is "lucid fiction" because it is transparent and holds
light in it; also becaﬁse'it reveals truth. Certainly the motif is
coﬁplex, but we should also note that the poet succeeds in conveying'
through it a mood of»wearinéss and gloom (“"winter's crystal Dbane";
. "the'gggAmetempsychbse Jand futile ages of the suffering rose)
whiéh reflects back upon. and sums up many of the preceding paésages.
.Thi§-is aéhiéved in a subtlé, almost musical fashion: a chord has been
struck here which reverberétes right through Poems 1913.
- Corresponding to the images we have described are the suggestions
of gem. In the earlier parts of the sequence these are soméwhaf
'obscure.and seem to relate to no developing {train of thought. We have
noted for iﬁstance Brernnan's use of emerald to describe the forest
scene (e.g. 50). There is also in "The Watch at Midnight" (iv) a
‘ﬁaésage ﬁhich takes the emerald for its cemtral motif: .

the garden that had sparkled thro' its sheen

u

all day, a self-sufficing gem serene,
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hiding in emerald depths the vision'd white

of limbs that follow their own clear delight
There-is no suggésted correspondence with £he,forest settings the:
gem is being used to "enclose" and figure forth the nuptial theme
(the vision'd white/ of limbs . . .).

In "1ilith" these isolated suggestiéns of gem are at last
gathered together into a unity of significance. 1In (x) Lilith
describes the miraculous rose of Heaven as unfolding "out from it s
heart of ruby fire" and raining "unceasing drift of petals™ amd in the
following passage, where she cdmes between Adam and his bride, tells
of man's endeavour to "flush the jewel hid beyond all height.™
If we read these lines on the purely symbolic levd , mﬁch of their
apparent obscurity drobs away. The "miraculous rose" suggests Lilith
herself; shé is also "fhe jewel,hid beyond all height," We perceive .
and glimpse her through these esoteric signs.

"1ilith" also points to a certain correspondence between rose
and ruby. .The ruby is traditiénally_a mysterious gem, and an object
of perfectionf It was the alchemist's dream to'discover "the flower
of the Sunné, the perfect ruby which we call-élixir." In colour
the rubyvcorresponds to the rose;,»it shares too many of its associations.
Both motifs of'ruby and rose, here gathered together, help to emphasize
the extreme beauty and rarity of Li}ith.

From following the symbol of the rose to its ultimate conclusion
we khow that it is a sufféring, Sacfificial flower. The imagery of
(x) and (xi) suggests that Lilith is herself the "far-bleeding rose of
Péradise“,'held in éuffering. Now if we read the opening lines of

"Interlude" in the light of fhese_gém and rose passages of "Lilith"™ we
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.can see them as contributing to the whdie thematic development of

-‘the sequence. We see too that all the significant motifs of Poems 1913

are finally centred in the symbol of Lilith. -

iII.

The motifs of rose and ruby derive all their importance frbm
being parts of the unity .of "Lilith". Without this central idea and
»A‘Adiréction, they would mean very little. After the last "Lilith" poem
:(xii) we feel a distinct drop in quality, and a return to that vague
mélange of'images and settings that characterized many of the earlier
poems of "The Forest of Night".

In No. 69, this confusion is already apparent. The poem is placed

in isolation after the end of "Lilith" and before the "Interlude:
The Casement", which begins the last major section of “The Forest of
Night". Ité main interest to us.is that it resumes the rose motif, but
because of a strange convoluted syntax and an overcrowding of thought,
the rose is surrounded with some obscurity. "This rose, the lips
that kiss, and the young breast,”" {the opening line, does not promise
very much clarity. The rose is being associasted here, erotically,
with parts of the body. The mystery that surrounded the flower in
"Lilith" has vanished. Is it then to be connected with the nuptial
rose of'"Towards the Source"? But surprisingly, at the end of the
eighth line this flesh;y rose is di;missed:

how soon within this wandering barrow grows

the canker'd heap of petéls once caress'd
end out of the perished rose arises the new hope of "the morning of‘

the deathless rose of gold.™

Wilkes in New Perspectives offers the‘interesting suggestion that
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the rose Brennan uses in "Lilith™ is éerhaps Dante's flower symbolizing
the Resurrection, of which Christ is the core and the redeemed the petals.'
Yet it is hard 10 see what significance this has for Poems 1913,
It cou;d be that since night failed him, Brennan is seeking a solution
in-the Christian faithé this poem wouid imply such a possibility.
But if so, it is only the fifstgof.a whole series of solutions to be
offered in "The Labouf‘g%ﬂNight“. Forlihéfance'in (84) he wishes for
cataclysm: |

Oh that all ends of the world were come upon us,

and fire were close beneath egrth's stubborn crust,

and all our days were crumbling, ruin§us
and in the last poem of the section, since no comfort is to be found:

Therefore, if never in some awful heart. .

a gather'd peace, impregnable, apart,

cherish us in that shrine of steadfast fire
he longs for an absolute silencéito envelop the world, and turns to the
motif of wings, "the wings of silence, adamantine, dense", which are
oblivion, |

Therefore "This rose", bearing no apparent relationship to "Lilith",

sinks into insignificance. This is the case of most of the poeﬁs
comprising "The Labour of Night.m‘ The intense, brooding atmosphere of
I"Lilith" and the all-embracing symbol of Lilith herself, are losts wel
have instead an iﬁdistinctiwaste laﬁdscape that is neither night nor day:

lStars that with all our glory laden shift

aimless, what term is set unto this drift?

'All dawns are split along the hopeless way (83)
It is as if-Brennan had put all his poetic poﬁers into thg'making of

"Lilith", and these poems record only his exhaustion, the pathetic remains



153, .

of his endeavour to create. _
It could be said that the‘poems of "Twilights of the Gods and theév
Folk"™ reflect back upon the iméges and themes of Lilith's final
address to man, in ﬁhich she threatens to intercept him in all his
battles and political activities: |
« o« o he seeks 1o whelm
- infinite 1earning with a little fealm,
beating togethér with ungentle hands,
enslaved, the trembling spawn of generous lands
whom he shall force, é busy swarm, to raise
last bulwarks of his whelming discontent
a wonder to blank tribes of shrunken days.
In the "Twilights" poems he is desc?ibing these "blank tribes" andi
their sorrow for great lost leéders; but they fall intq diffusén§35'
ﬁoth within themselves and in relation to one another. Brennan cfeates
no symbol, no images of significance and the myth he is using makes
little impression upon us.(lS_) -
| A confused imagery of déad gods, vanished stars and impotent
necroméﬁcers fills the "Interlude" poems and "The Womb of Night". We
feel that they could be.related to the imagery surrounding Lilith,
- but the connections ére almbst too faint to discern. Sometimes we can
almost sense her presence, as in (84), where the éoet speaks of
" "ravish of night's mother ark," and a great womb about to bring forth
soﬁé miracle: "%he gulfs are stﬂinfd énd stark / dark stress, delay,
distress, and vanishing.™ but as we have seen (p.l52) the poem ends in

the desire for oblivion and death.
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The only eiception to this general fragmentation of imagery,
1andscape and theme is in the five poems comprising the "VWisdom" series.
These, with splendld objective 1rony, reflect back upon “the conclus1on
of "Lilith": +that all human endeavour being bounded by time is condemned
to failure. Wilkes remarks "The movement of each pbeﬁ, with the imagery
sustaining it, contfibutes to a dominant impression of ste;ility."(l6)

In particular, Brennan_creates two images of significance. The first
. of these is: |
There, in the limpid pave, a cloudy rose
mirrors eternal agony, in bands

of saddening purple shed from shrouded strands

where the snared sun a fix'd disaster glows

A ruby of harden'd flame, an ice-bound woe,
4 burns in their crystal breast whose wizard brow .
was gemm'd With neme of Soliman long before.
Wilkes identifies these wizards as the "eternally—dying pre~Adamite

(17)

Solimans™ from the end of Beckford's Vathek. They were princes
inhabiting the earth before Adam was created, ruling the orders of genii
and possessing the secrets of hecromancy. When they fell into corruption,
the angel Eblis was sent to confine them {o subterranean regions where
they are éaid to remain in‘a staté of living death, their bésoms as
transparent as crystal, showing the heartg Within.enveloped in flame.
Now out of this myth Brennan has created a motif which is an
extension of those already used in “"Lilith". As we have seén, in "The
Interlude: The Window and the Hearth" there is a correspondence between

the rose and the ruby.. Out of this correspondence Brennan now creates a

magnificent image, to convey a sense of eternal sﬁffering.
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~We now see the rose which began in "Towards the Source" a
living, natural floﬁer, as "cloudy" and @whAreal., To symbolize this
unreality,'it is held in ice, "aﬁ ice-bound woe." 'We:receive impreés—
ions of imprisonment (“the snared sun") and of anguish and death
(“saddening purple shed from shrouded strands"™); +the deliberate
dimness and artificiality of the setting suggests extreme.isolation,
and enforced estrangement from life. |

The image is interesting for it shows, if in an oblique fashion,
much of the generél mood of the "Lilith“ series., It is & completely
honest confrontation with the mood of suffering that those poems have
released§ it sums up their beéuty and terror, their inner movement
'tﬁwards rigidify and death.

.The second image of significance occurs in (74),-where Brennan
describes the marriage of Wisdom and Beauty. The ancient figures,
Solomon and Sheba, were once united in love, and the desert is said
to have blossomed between them. But this has faded into legends

And now their tale beguiles a wandering race
where, parch'd by the hard sun's indifferent flame,
one yellow desert billows o'er their place.

The setting of desert; used at various points early in "The Forest of
Night", now reachés its. full significance as a symbol of utter stefility.
It is interesting to note that the imagery of this poem has a

correspondence even at the beginning of "Towards the Source". In "We
sat eﬁtwined" (2), the lovers sitting close togethef feel themselves
separated and absorbed into "the irresistible melaﬁcholy of the sun /
the irresistible sédness of the sea." In (74) the desert "billows" like
a sea between Solomon and his'bride, the sign of their eternal

separation. Thus we see that images set wide apart in Poems 191 can
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contribute to its total significance,
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FOOTNOTES -  CHAPTER FIVE,

1. Brennan's rough transiation of Mallarmé's writings on the Chimaera -
figure supports the main idea of the poem, that she is a universal
symbol of suffering: "No matter how grest may be the agony of the
fallen Chimaera, there is not a wound of hers which does not
bear testimony to the kinship of all being, not a writhing which -
breaks the omnipresent line drawm from every point to every other
in order to establish the Idea, mysterious, harmonious, and pure,
let the human face reveal it or not" (pp.56-7). But "Chimaera
writhes" does not attain to this ideal of unity.

2. Austrelimn Writers and their Work: C.J. Bremnan, pp.16-17.

3. New Perspectives, p.27 .

4, ibid., p.30.

5. William James, 1902,

é. This figure of the sun-god is dwelt upon at greater length in the
F1.3 text. He is "the petty lord of noon" ,wréaking " fill cpl'easimiin the
garden of pure sense." His foolish aspect is insisted upon: he
seeks only the pleasures of the body.

7. ﬂew Perspeétives, §.34.

8. Fl.2. Quoted in full by A.R. Cpisholm in Appendix G. Verse, p.292.
9. Op.cif. (see note 2) p.9.
10, e.g. Fold me fast, O God-snake of Eden:r
(Sing Eden Bower!)
What more prize than love to impel thee?
"Grip and lip my limbs as I tell thee!l
)

“ There is no parallel to this in "Lilith"™. Even the passage of

carnality in (x) is veiled in mystery and majesty of Lilith.
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12.

13.

14,

15.

. 16.

17.
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See for instance H.R. Heseltine's article, "J.le Gay Brereton -

and the World of Letters," Southerly, Né.B, 1962.

Uncat. MSS, with courtesy Mitchell Library.

- New Perspectives, p.30.

In "Eden Bower" Rossetti gives his Lilith the form of a snake and
she descends to unite herself with Adam on earth: result, the
supernatural spléndour of Lilith is lost.

Brénnan is using the myth of the Ragnarok. It is interesting to

note thaf Zora Cross, his contemporary, used the same story in

her poem "The Ragnarok of Regeneration", which for all its "blood-

and—thunder",'shows a certain magnificence of spirit and does

_mount in a coherent and unified (if unlikely) way to the final

vision of "a strange sweet Presence": probably Christ. This
provides a solution to the picture of suffering and destruction
ca:tained in the myth; but Brennan shows only the suffering, with

no direction and no conclusion. Hence the general effect is»of

negation.

"The 'Wisdom' sequence in Brennan's Poems", AUMIA , No.14, p.50.

Ibid., p.48.



159.

CHAPTER SIX, "THE WANDERER"™  AND "EPILOGUE"  (1908).

When, ias‘c. of all, ve come to "The Wanderer" we find an imegery that
is in sherp con-_hra.st 1o t‘nel obligueness =nd confusion of "The Labour of
Night®s |

now it is clear grey day and the day is plain (99)
llan is returned into a natural landscape of rocks, hills and the sea,
This acts as something of a relief after the dense inward symbolism of
"[ilith", where the straining gulfs, the aching void and nightmareish
figures were the expression of 2 tormented mind,

‘Moreover, the 1a.ﬁdscape of "The Wanderer" has coherence. Here we
are presented with Nature in her unkind aspects., ¥We see the rougher

- @lements of wind, wave and rain, in a bleak world of .adesér;béd.e “is and
endless paths. The landscape also fits the mood of the poems: for what
could be more suitable for conveying a mood of restlessness than lines
such as these:

I would spread the sail to any wandering wind of the air
this night, when waves are hard and rain blets out the land.(2)

‘It is a mood that we have all experienced.

The key to the imagery' of the whole section is given in the Latin
epigraph, where the Wanderer tells us that, since he yearned after the
"hidden heart®, hel?llas becone one with the "viewless winds®., He is cast
out into the ﬁaste, and forced to find. his way alone,

At first the setting of “the Wanderer" seems sﬁ wide as to resemble
the bottomless universe;' but Brennan handles his images with certainty
and a sense of direction. The terms of “The Wanderer" can be 'seen plainly

enough, from the beginning, in the opposites of home and the waste., These
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concepts are not new to Poems 1913, for previously, evén_in‘FTowérdé fhe
ISource“ such an‘ppposition ﬁas_suggested: _ '

when the room is high end chill and I seek my pléce in vain

I know that seas plash-cold in the nighﬁ and the world is wide;(17)
Also it was evident in the Interlude where tﬁe“persona of "The Fofést of
Night“;stéod at the window and gazed at |
| c .. | the lonely road

winding into the exiled west, across

the desolate plain ., . . (47)

Now in the first poem (86) we see tﬁe Wenderer lezving the shelter of the
toﬁh, with its-“window-lamps“, behind him, and comingl"among the rougher
-hills". Home is asserted as a warmth and a security for man, a centre of

flife. Sometimes it is deprecated for its narrowness, as in (88) where
it is described as a “clinging home", and in "You, at whose table I have.
set", where the Wanderer pities the homedwellers who are bound by a dull
routine:

For not alone the bread I broke, but I tasted too

all your unwitting lives and knew the narrow soul

that bodies it in’the landmarks of yéur fields,

and broods dumb;y within your little sreason's round,

'Where,-affer sowing, -comes the short-lived summer's mirth,

and, aftef-harvesting, the w}nter's‘lingering dream,

“half memory and regret, half hope, crouching beside

the hearth that is your only centre of life and dream.(93) |
But the Wenderer not only Geprecates the home; in the same poeﬁ he points
out its fragility: '

the home of men how feeble and builded upon the winds
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éﬁd in the next piece, "I cry to ybu as 1 pass your windows in the dusk",
he issues a warming to the homedwellefs. They have built their
"unmysterious homes" in the forest thinking the wood was their "friendly
barrier,™ but outside are the waste .and the winds and they will'"céme forth
at dawn" to find ruin all about them:

.ye shall stand at amaze, beholding all the ways overhidden

with worthless drift Qf-the dead and all your broken world.

The picture presented there is somewhat melodramatic. Nevertheless
the Wanderer's words creste a strong mood of mockery and the limitations
of the home are vividly imprgssed on us., Finally, man is urged to leave
his shelter altogether; +the Wanderer assuming a near-prophetic tone,
comzends: |

Come out, come out, ye souls that serve, why will ye die?®

or will ye sit and stifle in your prison-homes

go: tho' the going be hérd.and the goal blinded with rain

yet the staying is a deeth that is never soften'd with sleep.(95)

However home in "The Wanderer™ is not merely a place of siotﬁ and
dreariness; it has also its positive and bene%olent asPecﬁs. Often this
~is symbolized by the hearthfire, as in (90): |

Once 1 could sit by the fire hourlong when the dripping eaves
saﬁg cheer to the shelter‘d-. . e
and in "0 deéolate eves" (98), where the Wanderer speaks of "the circie
of the ruddy hearths." There particularly, the hearth is surrounded by an
aura of Celtic legend, suggesting comradeship and past hérqic dgeas.
-~ The. « images of hearth and home are held in constant opposition

to the wéste. Outside the circle of the hearths are "the neked spaces of
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the world", where'kkhe fofmlé?s winds plunge and exult for aye." The
notif of wind has elready been used in "Lilith" (i%), where the Watcher
is toésed afound_mdckingly by "wings of fié:cé'wiﬁds“, ﬁheir "latest
toy® fcrﬁ_ | |
 the a.iml_ess idle sport they plann'd of old

to while the waste hours of their tedious state

and shall pursue when - thou ar£ seél‘d in dust |
There as in "The Wanderer" the winds are seen as tﬁe winds of fate, 1In
that pﬁrasé_“the'formless winds", we‘again receive the impression of.a
bottomless universe, The elemenfs are véry large and will endure for
eﬁer; man is very small and doomed to perish after a short while, The
wasfe.also is éometimes seen as a flace of horror and of evil, as in
"Dawns. of the ﬁdrld“, where the Wanderer is aware of:rﬁing |

v e huddled bulks of gloom

that crchh, malicious, in the broken combes

witness to foﬁlhesses “ e e |
and in the 1ast“poem_qflthe series the atmosphere ofICgltic_past is used
again, this time-to increase the impresgion of a waste, a lost desolate
landscape. The Wanderer_sees himself finally passing through:l
a_limbo'of defeated glory, a ghost:
for wreck of constellations flicker'd perishing
-searce sustain'd in the mortuary air,
and on the ground and out of livid popls
‘wreck §f old swords and crowms giiﬁmefid at whiles ; .

There at the end of the'poems we are made aware of the negative aspect

e
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iofithe weste: théiterriﬁle ruin and chaos that the elements can wreak
on the works of man, The adjectives “mortuary" and "livig" indicéte a
death of endeavour, z lack of hofe fo? the future. However the wéste,l
like the hearth, has also its desirable aspect, for it can be used as a
means of escape or oblivion. The Wanderer_envies those returning from
sea~voyage, refreshed bécause fthe great winds/ have searéh'd.and'swept
their hearts of the 6ld irksome thoughts," and ﬁe 1ongs himself to

. « o spread the sail to any wandering ﬁind of the air

this night, when waves aré hard and rain blots out the land.(91)

Home and the waste then béth.have the same- inner duélity.as.the’highf
Cin YLilith". They are at once desirable and uﬂdesirable, longéd—for and
theﬁ detested. Moreover the two milieux aré COntinually.conflicting in
~ the Wenderer's mind: when he is shut inside, croﬁching over the hearth,
he longs for the freedom-of the waste; but when he is battling the
elements alone, he longs for the warmth of a home,

Home and the waste provide the wholekframewérk of the Vanderer's
world, This world is coherent: 'but what is ité significance, its
contribution to thevwhole meéning of the series? Certainl&'"The Vanderer™
has a disiinctive setting, and as a worl of sheer imaginatiéh it is .
complete, But is_tﬁis setting propefly rooted in thought?

" VWe éan see.easily'enoﬁgha the large imaginative terms of "The Wahdefer"
but_sn looking hard at the individual poeéems, we often find an incoherence,
a-lackhéf positive meaning., It is not necessary of course fdr Brennan
to offer us a messagé throughlthe verse: bhut we.do~expect some
integration of mood, theme and mofif;-.The trouble begins in the very
first poem.. "When window-lamps had dwindied“ divides neatly enough into

the three parts of an argument. First the Wanderer, leaving the town at
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- dusk, passes "a certzin door™ and reflects on how different his life
*could havg been-had; he taken the path once offered him there, Next,
he tells us-that the path he chose and has followed was that of night.,
Lasfly, he is ab@ut Yo walk on info "the rougher hills" and the %asﬁé.
The whole poeﬁ can be seen aé the Wanderer's journey through life, cast
into the simple form of a progreééion from evening through night and
ihto day.

Yet there is a considerable vaguéneés abéut,fhe diction of the poeﬁ:
as if a rhetoricai scaffolding.had been constructed .on maferial not
strong enough to hold it, aﬁd'tﬁe Whole meaningchreatens to fioat away;
‘It is not Brennén“s uge of imagery which is at fault. Indeed his
description of the three sugcessive scenes, the towmn at:dusk,»the.night
"that was ﬁot_stirr'd with any tide", and the dawn with the restléss sea
nearby, gives the poem 211 the coherence it has. Wifhout this changing
 imagery, the poem would have almoSt no substance. Yet the imagery is
not really conveying é meaning: therefore it cannot Be described as
the "flesh-and-blood, the living garment" of the poem.

It is quite erréneoﬁs of course to separate form and matter in vefse,
but in.this cése we ére almoét forced to do so. There.really seems to
be a lack of connectioh between them. The piece has béen,'és it were,
too easily imagined. It is not based on a properly felt experience:
it is too dramatic, Pro;@bly the fault of this, and 211 the unsuccessful
“Wanderer“ poems, lies in the very syntax. We nbted the'same weakness
in "Chimaera writhes", where the significance of the image is obscured
by a conforted diction. Here the problem is not so much that of
contortion and obscurity as:of'a studied over-simplification of diction.

James lMcAuley, in his evaluation of "The Wanderer", remarks:
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. ... the five-stress and six-stress metres are handled
with e vigour and flexibility that are admirablé-. . . Bubt . . .
the content ié_attenuated <. « the rythm carries us f&rward
through a fhetorib-that d;és hof-réally égglore the expériencés
implied, but slips too loésely over them}(l) |
Mo&uley does not suggest that the imagery is at fault: it is the
diction., . |

(2)

Brennan himself in a letter to Richard‘Pennington wrote of the
Mblank=-verse :&easureé“ he had used in the verse; he'alsohnoted that
he had used “mobility.Sf stress . . . 50 as to bring two stresses
_tdgether", and “the freedom of varying - within the limits of the norm =
the number of syllables in the unstressed space". He had in other words
teken every liberty with the form of thé verse, provided it did not cause
perplexify on the reader's-pa;i.
Brenﬁan has certainly saved the reader perplexity, but the result is
a free swinging verse which provides every opportunity for diffuseness
and 2 slackness of meéning.- The very facility with which the landscape
is created does not really make up for the lack oflhard thought behind it.
Another illustration of this diffuseness is in (93). The passage
describing the life of the homedwellers which I have already quoted
(p, 160), effectively produces a mood of dreariness and ennui, It is a
picture which’conveys its own significance; but the poem as a whole fails
to bring forth any clear meaning;-_ The Wanderep,.at_the begihning,
addresses those who héye given him meals by the wayside:
« v - you pitied me
1o be driven aﬁ aimless way before the pitiless winds,

how much have ye given and knew not, pitying'fbolishly! o
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The threefold use of "to pity" is somewhat confusing nevertheless the main
argﬁment seems to be that it is the homedwellers rather than the Wanderer,
who are to be pitied. He pities themy; as the next passage shows, for the
narfbwness of their existence. However his ovn way of life, "to be driven
an aimless way before the pitiless wind,? does not sound any more
attractive,
"~ In the last twollinesvof the poem, this confusion reaches its height:
I have lived your life, that eve, as yoﬁ-might never live
knowing, end pity you, if you should come to knoﬁ.
What is the Wanderer trying to say? To whom or to what does "knowing™
refer? 'Is it referring 10 the phrase three lines above, “the world how
klimitless and the way how long"? Again, the sudden proviso at the end,
"if you should come to knoﬁ”, adds nothing to the meaning of the poem.
"The irony of the ignorance of the homedwellers as against the wisdom of the
Wanderer has already been established in "all youf unwitting lives",
Wé simpiy cannot understand what the Wanderer is saying: it seems he is
at once asking our pity for his exiled state, and yet urging us all to go
’out,aﬁd join him., If irony was intended then it has misfired.
It is interesting to read the comment of a contemporary writer upon
this poem. For him:
it conveys the impression somehow that one has been liviné in
a narrow box, and that the bottom has suddenly dropped out of it,
precipitating one into immensities. We find in this poem that
profound dissatisfaction with life as it is today,iwhioh is the
moving spirit of all évolutionary progresé, and also a noble craving
to fight against and'oveftu;n the powers of_evil; There is no -

happiness in inertia. Energy, for the strenuous upward climbing, and
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_ cburage for the cqmbaf ~ ‘these are the themes.of'Mr. Brennan's
ﬁusém.(B)
.The feeling it arouséé in the modern reader ié'not nearly so iﬁteﬁse:
the péem is émpty, directionless bombast from which thé single compact
céntrél ihége cannot save it, “ |
An ‘exception to Brennan's génerai failﬁfe to . unite imagery andvtheme

is ") tame heart" (89), a pbem which records the Wanderer's memory of
" the heroic, active life and his sorrowrtﬁat ﬁe cannot recéver it. The
imagery of chivalric adventure is not néw té Poems lgl§~-iit was also used
ip "The Quest of Silenceﬁ - but it is nowhere better employed than in
_These lines: | |

And is your dream now of riding away from a strickén field

on a lost and baleful eve, when the world went out in rain

one of some few , . .

We notice first of a1l the motif of rain, which is repe#ted in each of 4
the three‘stanzas end creates, almost is, the mood of the poem., In the
first, where the Wanderer sits by the quiet hearfh,'he speaks éf “tﬁe
roof that foroids the rain"; in the third stanza he reminds himself that
he is only dreaming, not living, the scene of glory, "if is But the
ancient rain / that-minds you of manhood  forgone . . ;"; but in the middle
stanzz the motif is gi&en its central significance. The phrase "the EQEL%A) )

y
", went out in rain® suggests not'only a natural event, but some kind of
cqsmic annulment: * the end of all hope.

. Brennan's diction in this poem very carefully supports the imagery
analits corresponding mood of despair. In the first stanza, for instance,

he is concerned with presenting a picture of the home as a place of peace

end safety, -in contrast witia the wild and dismal battlefield of the
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secoﬁd. In the FL.3% vers1on, the first half of the second line read-
"here is the hearth by the flre" Brennean changed thls.to:"here is

the hearth with its glow", The second vgfsion'creates a more positive
impression of wermth. “Again, in thé third stanza he has: nnay; tame
heért, be nof idle.“; "Idle" was evol?ed'ffom "vain" and then "foolish"
(EL.B). It is the.étrongést word of the three that Bremnan could have
chosen forvthe contéxt, for it works in two sigﬁificant ways:s it means
_first of all "inactive®, (hepce corresponding to "tame"). The Wanderer
'is chiding himself for his sloth, expressing a deep dissatisfaction with
jniss preseﬁt life. 1t also means somethlng 11ke Windulging in foolish
dréaﬁs."‘ The Wanderer is telllng himself not to be deluded: it was not
~him in that heroic moment (described in the second stanza).

| Hence fhe'iroﬁy of the poemn, its self-mockery, is controlled and
.susfained by imagery and diction. This kind of achievement is rare in
- Poems 1913; but "0 taﬁe heart® almost lives up td his prescription for

a'symbéiié poemn, There is no "annoying wobble" betweeﬁ"image and
nonfimage";(B) the whole is governed and united by;tﬁe motif of rain.(6)

There is another interesting example of Brennan's use of imagery ih
éonjﬁnction with theme:

| 0 waves of all the seas, would I could give you peace
and find-my peéce'again° for all my peace 1s fled
" and broken and blown along. your white delirious crests? (97)(7)

The imagery of sea was used earller in Poens 191§; for instance in
(2)_("the irresistible sadness of the éeaﬁ); and it ié used elsevhere
‘in "The Wandefef', as in "the e%er-reétless,_ever—complaihiﬁg sea™(86) .
But in the sea image of (97) there is a greaterviﬁtensity, avhote almost

of compulsion. The Wanderer is seeking oblivion in the sea, just as the

- persona of "The Forest of Night" sought oblivion in the vast settings of
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the desert, the forest and night.

e see in this a wildness, a.looseness of diction that is typical of
_the wnole series. Yet it is filled with significance; it sums up the
restless mood of "The Wanderer". More than this, the image contains
deep undertonés of cosmic importance: in “your white delirious crests®
the poet-expresses a wild exaliation, a frenzied'jay in life; at the
same time he is wishing for his own destruction. Thé "black maw of
hunger" that gapes wide before each new wave crashes into shore, suggests
death. This is an example of what I meént in thé Introduction when 1
spoke of Brennan's wish for "the total dissolution of_self“._

But perhaps we are forgetting that the "I" of the poems is not Brennan:
it is thg_Wanderer. There has been much discussion of the series as a _
whole, but few attempts made to esfablish the identity of this figure.

I8 it possible to sdbmii it to the saﬁe.kind of examination as we used for
Liiith: that is, can we fegérd the Wanderer as a symbol having a complex
significance?

Probably the most cémplete attempt to describe the function of the

Wanderer;in-fhe series and in Poems 1913 as a whole is found in Wilkes's

' “New Perspectives.  He sees "the Wanderer" as part of an interesting

" 4nd coherent process of thought which underlies the verse and runs in

parallel fashion through the_hg@gp, Brennan in his “metaphysical
voyage" (p.l) takes up and then rejects several syétems that attempt to-

explain the human condition. In an early essay, Fact and Idea, he states

hié belief in an ultimate unity: men and the world will be one. But,
how can this perfection be attained? First he seeks it through philosophy,
but this fails because it divides and analyses the oneness. Moreover,

being a finite system, it cannot describe what is ineffable. Brennan



170,

theﬁ turns to Mys{icism, end from this he extracts his theory of 'art, for
instance the léw'of éorrespondences. However this still does not answer
‘man's métaphysical need.. Finally, he_cdmes to believe in Pragmatism,

and the latest ideas of psychical research, Pragmatism provides a
consolation to the sééker-for Eden, and a belief in the éubconscious mind
gives him a certain direction,

Now Wilkes sums up the effect of Bremnan's evolution of ideas upon
Y"The Wanderer™ éeries and places the figure of the Wanderer in the centre
of it: He quotes from the gggggi.

‘We are turned out on the road, it is true, and our house and
home is broken down: but we have received our stick and crust and

it would seem that the road does lead éomewhere (pp.11 -12).

The world is in constant evolution, in a time-process, and so too we can
view man, Although we are not yet self-conscious, we might later be: "as

(8)

the subconscious is made more and more explicit." For the first time

in Poems 1913 then, we do have an answer, we are given a direction. Wilkes

quotes from Philosophy and Art: VIt does lead somewhere. Man the
wenderer is on the way to himself."

It is clear from Wilkes*s "“metaphysical™ analysis of the poems that
he:reéards the Wanderer as being no less fhan a representative of all
: mankiﬁd. Therefore‘he is a figure of greét significance, offéring a
message of cémfort to allbseekers after perfection, And if we view the
Wanderer in this light we can regard the series as the fitting conclusion
to Poems 1913. | |
. But unfortunately Wilkeq does not apply his own or Bremnan's writings
‘ £o fhe poétry itself. - He feels that "'The Wanderer' requires ho exegesis"

(p.45); the whole series emerges quite naturzlly and easily from the body
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of Poems 191%: "as hé @;hle. Wan@e’rez?makes his_cl_:éice,_ all the discord
and frﬁstramion'acéumuiaﬁed’in.ﬁhe frevious stages of the saga at last -
find a triumphant issue.'?) " But Wilkes does not indicate at Wt
point in the poems this “choice" occurs, i have already suggested that
many of them are selfécontrédictory; ¥hen wé come to the final poem the .-
Wanderer speaks oft "no ending of the ﬁay, no home, no goal". What
kind of ending,ié,that? True, there are for instance in (98) strong
suggéStions of stoicism; as in the motif of trumpets:

old frumpéts, resolute, stark, undauntable,

singing to batfle.against the eternal foe

in some last fight . . .
but it does not seeﬁ tc me that the “triumphaﬁt issue" Wilkes describes
comes clear.

If we do not regard the Wanderer as a figure of metaphysical stature,
then how éhould we regard him? A number of critics.sﬁggest that the
Wanderer is Bremnan himself., For instance the series is described as:
"essentially the song of Brennan, the gifted but lonely Celt, the
metaphysical exile driven tﬁrough rain and-ﬁind along a hopeless road,

' crying out aloud in his misery‘but never bowing his head."(lo) It is
easy enough to relate “"The Wanderer" to Brernan's biogfaphy, and at:
several-éoinfs in the poetry we do seem to catch glimpses of the poet in

(11)

his familiar lahdscape, But it does not do to sentimentalize about
fhe Celt in lonely exile: Iour concern is to understand the poetry. Ve
have already examined-ifs iandscape'and.concluded that it is not backed
by hard thought. Now does this central figure give méaniﬁg to the series
" as a whole?

I do not think he does. The same shallowness prevails in the creation
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“of the_Wanderer as ih_the content Qf the ﬁdéms. He is essentially a
suﬁerfioial figure, placed in drematic attitudes that fail to convince
ds;_ For instance in tﬁe grandiose conclusion t; f95): |

Go: tho' ye find it bitter, yet must ye be bare
%0 ‘the wind and the sea and the night and the wail of birds
| in the sky; N -
theré is too much of "ye", foﬁ much of a condescending tone., The

TWaﬁdérer is not sPeak;ng for everyone. He is not illustrating the humen
condition. He is Bremnan's €asy rhetorical “voice" devised to cover up
an ultimate indecision. The Wanderer then does relate to the
“mefaphysical voyage" presented_in Poems lgléhbuf'npé because he provides
a “triumphant issue" to that sequence., He proves that the quest is

'_unresolved.. Rather than mafking a return into actuality aﬁd the "time~
process", he indicates Brennan's further departure into dream.(l2)

This is not to say that welshould deny Brennan his-imaginative
achievement in "The Wanderér“. As we have seen, he does create an
impressive and coherent landséape; and from this the central personage
arises naturally enough, a part of the waste and the lonely roads that

“surround him, When he announces in (99):

.. . . I know I am
the wanderer of the ways of all the worlds,
to whom the sunshine and the rain are one
we can suspend our disbelief, But the loét, ruined plains that the

. Wanderer traverses do not quite attaih to the symbolic level: +they remain

a stage setting where the single pepformer poses to catch our sympathy.

There is not the same intense, careful knitting together of images and

themes that we noted in "Lilith"; and beside the vast central symbol of
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Lilith herself the Wanderer is 'pall'id skeleton of a figﬁre, seen
fading intoc the obiivion of his surround;ngs.

Perﬁaps the real impbrtance of "The Yanderer" lies in the way that
it relates to the whole of Poems 1913, Ve can read it as part of the
basic symbolic script. James McAuley points out that in "Lilith" a
reversal of symbolism occurs. Night replaces day which, though it is
£illed with light, comes %o représeﬁt our fallen state, HNight is now
seen as a béautiful myster&, "the womb of possibilities,; and f[ay
(13) '

This reading can be followed out by an examination of the poems.
In (i%) the Watcher, exiled from his divine and nightly lover, speaks of
"the empty plainness of the day". Now when we come to ™The ﬁanderer“,
ﬁe find much of it is set in the devm. This is established in the |
first poemi | -

« o e 0, what horrible dawn:
will bare me the way and crude—llumps of the hills
and the homeless concave of the day . . |
There is in that a sense of eiile‘and desolation, increasing the mood

created earlier, in "Lilith". This mcod reverberates through the whole

' series, gathering further sﬁggestions in its wake. In (96) the poet

again describes the dawm:.
a hémeless_light, staring, disconsolate,
‘on the drear world it knbws toﬁ well . .
end we are shown a ruined worlds o
unmet bj‘any miracle of night,
that mocks it rather, with its shreds that hang .

about the woods + . .

The chaos znd fragmentation of the picture reaind us that “"The Wanderer"
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is the aftermath of'"Thé Forest df Night", in which man's dreams of
glory and of union with Lilithlhave been fyustrated. The promised miracle
of‘night with its “vefmei1~and gold,‘soft fire" (84) is forgotten; ‘
tﬁe landscape of "The Wanderer" is predominaﬂtly grey, to signify the
death of_hopé. Thus "The Wandérer“ relates back to and clarifies the
'changing landscape of Poemsklglé;

The main strength and centralizing force of Poems 1917% iie in the
 symbol_of “Lilith". However it should be noted in coﬁolusion, that
. "Powards the Source® gnd “The Wanderer™ do to some extent ¢orrespond to
6ne.another, thus forming a kind of circle around "Phe Forest of Wight™,
In Y"The Source"™ poems, Nature is shown in her gentle and restful aspects,
while in "The Wanderer" she is wild and restless. Dawn which in "Towards
the Source" was peaceful and filled with light is, in "The Wanderer™, gloomy
rand:sr malevolént. Since "The Wandefer" is a coherent world and "Towards
the Source™ rather elusive the circle thej form is imperfect. Bqt the
ﬁoécult“ imagery Qf "Lilith" in the middle of Poems 191% points to a

certain balence or parallel between them,

Te havé'said,that_the'landscape of "The Wandgref" is coherent and
recognizable, even if it is not sufficiently sustained by hard thought,
Whén we come to the Epilogue (105), we find a écene which is not merely
recognizable buit actual. The opening lines: |

The droning tram swings westward: shrill
the wire sings overheead, and_chill,
midwinter draughts rattle the»glass
set the poem firmly in a city street, which is presently revealed as

Broadway, Sydney; and:
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. o e the dusking way I pass

tq yon: four-turreted squafe tower
leaves us in no doubt that Brennan is,speaking of himself, on his wéy to
an evening class at the Univeréity.

The meaning of_the next.péssage is equaily plain., The poet vividly
~describes the street he passes through, its dreary upper storieé
contrasting with the.sordid gaiety beneath:

| e e w the shop-fronts* cb#er'd ways’

bask.in their lampioﬁs' orange blaze?

or stare phantasmal, weirdly new,

in the electrics' ghastly blue:
ﬁe describes the peoﬁle, walking sléw‘where the lights are bright, but
hastenlng through the shadows.

The Whole picture has a lively quality; it is also curiously touching,

for the poet feels himself in sympéthy with the poor crestures of the
‘pgvement. He can "read the ﬁrge of thelr unwitting neei/.onevwith
my own‘. .ot |

The 1magery of tne next passage where Brennan describes the church and
nostalgically recalls his Chlldh;éd days is even mo;e,strlklng. It prov1ées
first a éontrést to ﬁhe din of the tfam and the shops:

sudden, a gap of quiet éir
_and gather'd dark . . .
The Church. set 2 little off the street, is described as "the plain oﬁfﬁha
cate: chancel", The image is dexterous for it at once suggests that the
Church .stands apart frém the stfeet, yet in its ugliness belongs to i¥b.

Next, the Church creates an impression of welcoming warmth., Its "lancet

windows fa2intly show / suffusion of a ruddy glow / the lamp of adoratiomn . ..."
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ﬁgain,.we have the'sensé of the poetbin sympathy with a whole'body of
people. They aré united by the love of Christ, "man's pleading,
_patient amorist". and their central purpose is beautifuliy deséribed in
this image of the Bucharist:

s+ o o« likeness of a candid rose,

ascending where the gold heart glows,
cirgue within cirque, the blessed host,(l4)
their ki_n, their comfort, and. their boast.
| Thét phrase‘“cifque within cirque® creates the impression of souls
circling =round = centre, which is the "gold heart" of Christ. The last
line fﬁrthers the sense of warmth and comfort: Christ is, as it were,
right among his people. -

Now the atmosphere that Brennan creates in both these opening scenes

is brilliantly.successful. There are few that can match them in the whole
of Poems 1913 for clarity, verisimilitude and attention to detail. But
do the Epilégue images bear any relation to the rest?. For the first time
én‘bﬁrlreading of the sequence, there is no persona placed between the
reader a.nd the verse. That is because the 'Epilogue is autobiographical,
E ﬁﬁile the rest of the poems clearly are not. "ﬁOreOVer,'the “democratic®
‘tone assumed by the poet, while it ié.convincing enough, is fairly
untypical of Poems 1215;(15) The scenes he has chosen are set apart from
the mﬁiﬁ_body of the text; for instance there is no correspondeﬁce
“between the church imagery of the égoopd_passage_and the earlier “;eligious“
‘poems. VA grey and dué.ty da;rligtlt fllow.s‘i, which we have already
- exemined, is less an expression of faith than an elgbqratioh on the

motif of rose, underlaid with the rather abstract theme of perféction in

absence, .
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Again, the imagery of gems that is used in the last passage of the
“"Epilogue" is quite distinét'from the symbolism of Poems 1913:
long is the way till we are met' .
where Eden pays her hoarded debt
and we are orb'd in her, and she
hath stillt*d her hungering to be,
with plentitude beyond impeach,
.single, distinct, and whole in each:
It would be impossible to read these 1inés in fhe light of the gem
paséages of "The Forest df ﬁight">where, as Wé have seeﬁ, a2ll the associat-
ions of the motif are subsumed in fhe symbol of Lilith. The "Epilogue"
‘passage bears no relation to "Lilifhﬁ. From where then does Brennan

derive it? Probably from the early series, The Burden of Tyre, where we

find this stanza that resembles it, at least in theme:
But, becauée Eden lives by strife
of loving powers, that 2ll may reach
the plenitude'of beauty and life,
single distinét and whole in each
The last line of this corresponds exactly to the last line of the
"Epilogue“ passage, above.
Whai then do we conclude about the imagery of the "Epilogue"? It is-
succeésfully,related to the biographical story it presents and it is in

itself vivid and compact: yet finally it bears no relation to the basic

symbolic script of Poems 1913,
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FOOTNOTES TO . CHAPTER SIX.

Australian Writers and their Work: cg;;.ﬁrehﬁan;j;;ng; D.31.

Uneat, MSS, with courtesy Mitchell Libra;y..

Newspaper -Cuttings. Uncat. MSS, with courtesy Mitchell Library.

It is interesting to note that in the FL,3 version of the poem

Brennan had "the sun went out in rain"™. The use of "world" makes

his meaning much more final.

See Chapter two, p.58.

If-is also interesting to note thet in (89) Brennan reverts to
the shorter verse-form psed through most of "lowards the Source“-
and "The Forgst of Night“ (except "Lilith"™). The division into
stanzas and the use of rhfme does seem to give him much tighter
control over what he is saying. |

fﬁf,_Brennan in the first of XXI Poems; and Rimbaud'é Le Bateau
Ivre (e.g. "0 que me quille dclate! O gue j'aille & la mer!").
Tbid. | '

Ibide, pe9.

A.R, Chisholm, Christopher Brennan: the Man and his Poetry, p.30.
See Infroduction, p. 22, |

The. last two lines of "The Wanderer" seem to be an evasion of
actuality. The series as a whole has not prepared us for the
“"peace" fhe Wanderer now claims he will find.,

Op.cit (see note (1)); p.17.

In the Fﬁa version, Bremnen has for this line "that over them,
ring witﬁin ring®., That is at once less interesting and less

pointed than the final version.
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15, An exception to this would be "Twilights of the Gods and the
Folk"; but any democratic sentiment expressed there is somewhat

oblique,
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CONCLUSIONS,

When we have completed ou¥ symbolic reading of Poems 1913 what

_ conclusions can we draw? First, that it reveals to us the intellectual
structure of the work. In “Toﬁards the Source" the poet seeks an ideal
of perfection in love. The quest ends in disénchantment, and in "The
Fo£eét of Night" we see his theme widen into transcendental terms.

By the end of "The Quest of Silence" series the poetry is moving from
the search for earthly happiness into more general considerations:
philosophical, social, religiqus, mythical. To use one word , it is
"cosmic"., The poet comes to use symbols and éettings of brbader
significance: _for instance the rose is taken up again from the "Source"
but it is the absence and the past perfection of the rose whichAnow
concern him (see p. 145). | .

Still the poetry is kept within'limits, confined by a set form (the
four—lined or three lined stanéa). Brennan is not quite ready to
start into the unknown, hovers uncertainly between the forest setting,
heraldic figures, the 6ity and the gulf of night. A lack of centre is
more obvious here than anywhere in Poems 1913: we feel him to ve
constantly onAthe brink of some great discdévery. Then at last he takes
a deep brea&h, throws aside the neat but restricting verse-forms of -
sonnet and quatrain, and launches into “Lilith".

"Lilith" is central to fhe whole pf Poems 1913, as an intensification
of thé search for Eden, and all the resﬁlting diéiilusionment: all the
' ruin waste and defeat prefigured in the "Silence" poems and earlier, in
“Towards the Source", where absence was compelling the poet to Write;
'>abseﬁée of the bqlove&,'of the beautiful past. .All-these themes and

images are made absolute as Adam awaits Lilith, the divine lover who is- .

| e



181.

the "eternal lack" (x). Man's desires can never be fulfilled.

At the end sﬁe orders him "Go forth: be great, O nothing. I have said."
After'“Lilith", the centrél theme follows a somewhat tortuous

course through "The Laboﬁr of Night". Various myths and dim settings

are used with no particular direction. We receive the impression of

vast cosmic failuré, a gradual vanishing of Lilith as the ééntre of

aspiration and dream. Tﬁen we arrive at "The Wanderer" in which as

(1)

McAuley says, the Eden-quest "is, and is not, given up."” A coherent
framework of images-fails to amount to a unity of significance. The
series ends with negation,

Looking at the whole intelléctual structure we see that.the éearch
for Eden is the most important theme of the poems. It provides us
certainly with a guide to the sequence yet if we studied the prggress
of this quest alone we would not understand all that Brennan is trying
to convey. It is through the landscape and the symbolism of the poems
thaf we really feei his governing spirit.

The generél picture of the landscape of Poems 1912 is one of great
diversity and some confusion. Out of this there rises the one important

syﬁbol of Lilith which provides aifocus, a centre for all the

significant analogies of the poems. Before "Lilith" there is some

- incoherence; and after, a general dissolution of imagery and theme.

Thus it is possible for the reader to grasp Poems 1913 through a
study of the symbolic script. But of what use is our understanding of
. a singlé poetic sequence if we do not relate it to some larger context
of ideas? . Let us try to view the work against the background of esoteric
symbolism wﬁich we sketched out before our analysis began, and from which

we saw Bremnan deriving much. of his poetic idealism. An estimation

; -
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4

. of the exact extent of his debt to the Symbollsts had to be suspended
until after our readlng was complete.

We have seen how many techniques. used in Pqemé 1212!'
-cdf;espondenge; suégesfion and the cfégﬁidn of beéuty, éfézalso
important Symbbiist teéhhiqﬁés. We see Howevef few of the effects of
- musicality which the Symboiiéis sought to achieve. Sometimes by the
'interweaving of scenes and motifs which suhtlylfeappear“at given péints
iﬁ the ﬁoetry ﬁrénnan appeérs to emulate Ma;larmé's symphonic architecture;
but this interwéaving of suggestion is'virtually limited to "Lilith" and
the péems_that immediately surround it. Poems 1913 is hardly a case of
"la musicalité de tout” (see Prose, pe262. . ). |

It is rather Brennan's idea of thé symhoi (which as we have seen
he distilled from the French school and made his own), that formed
some freme of judgment for symbolic practice in Poems 1913, In “Lilith"
alone was the perfect symbol realized; ~and this is the mdsﬁ impressive
part of his poetry. .

Alec King in one of.the best recent criticisms of Brennan puts the
whole position in a nutshell when he calls the poét a “near—éymbolist.‘z)
_He-suggests that Brennan shows "the doubt . . . of how'poetry could |
: bé written in his aée. Like many Symbolist, and near-symbolist, writers,
but not the greatest, he often combiﬁgs.in curious confusion the
 symbolism of recall and the marmer of self-expression." These iwo kinds
of practice are explained:’in greater detail. Symbolism was born out of
a reaction against eigﬁteenth-céntury rationalism and nineteenth-century
materialism. John Stuart Mill produced the first clear statement of the
Symbolist position: "Poetry embodies itself in symbols that are the
nearest possible representation of the feeling in the exact sha@e in

]II-;
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which it exists in the poet's mind.," King also cites Pater's

(3)

\

which

Rensissance and in particulaf the passage on pulses
suggests thet the mood of the poet when he is alone with himself is
1rrestlo1j attractlve and exciting. King claims however the opposite

(4)

-case is nearer the truth, The technique of "symbolism of recazll®
was far from belng spontaneous self-expression. ™It was a method of
summéning to the mind, through a more or less deliberate hahdiing of
certain kinds 6f sym£ol, and of words whose indicative functions were
carefully submerged under their suggestive functions .. . . a summoning
to the mind of as rich and,variegated a content as possible" . ;SS)

The key-word there I think is "deliberate“. The technique of .
“recall™ is a fully conscious process, and artificial because the
Symbo}ist poet is supposedly capturing intense eternal moments. Linked
withvfhis is "self—éxpression",.from which point of view Brennan's poetry
is seen: |

full of impuritiés, of unimportant attention to the goings-

on of the mind, not thQse passionate acts of deliberation which we

find in metaphysical poetry, But only and necessarily those slack

movements, ruminations, turnings and counterturnings of the mind -

-unengaged with what is outside it,. things or ideés asking to be

 firmly held and kndﬁn. His poetry wanders on, often, with a

. freight of syﬁbolist words and a grammar. of self-expressive

doubts" . (6)
How well that descrlptlon fits much of Poems 1913, But King's discussion

also sums up Bremnan's relatlonshlp to t he Symbolists. He is very far
from ach1ev1ng Mallarme s verbal perfectlon- he remains as it were on .
the outer verge of the Symbolists. He has glimpsed their ideal of

‘perfection, but in practice has not passed beyond the preliminary stages

‘
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of "le Réve". Thus his ﬁoetry can appear as the mechanical workings
of techniques 6f "recall™ -~ stilted and unreal,

But "Lilith" does not fall into this category:' for all its
obscurity it'rings true. And there is no parallel to it in all of.
Mallarmé's work. Hérodiade alone is of a length comparable to
Brennan's central poems,yet it would scarcely be possible to compare

them. The whole conception of Hérodiade, the shadowy princess living

" in the world of her own reflected beauty and refusing to commune with

humanity or submit to the divine, differs entirely from anything in
Poems 1913, The poen too is essentially a fragment, while "Lilith"
is the centre of the whole sequence of "The Forest of Nighj". There
is some borrowing of motif from Hérodiade, namely ice, rose and gem
buf as we have seen Bremnan uses the gem and its associates as part
of a whole movement of spirit and thought:i not as, Mallarmé, simply
because they are beautiful and stand for perfection, “

I+t seems then that the study of Brennan against the Symbolisf“
background will not provide us with a final evaluation. What evaluation
can be made from that angle has been made already and very suééessfully,
by Alee 'King.It is hardly possible to quarrel with his conclusions
about Poems 1215. But ﬁhat is really needed I feel is an evaluation of
"Lilith".

We.spoke in-the Introduction of the “difficulty" surrounding
Brennan.v But when the poemé have been read and analysed does not this
difficulty finally narrow itself down to "Lilith"? It is these twelve
pieces that have puzzled the critics and led them to regard the poetry
as obscure,

The symbolic reading of Poems 1913 certainly reveals many of

Brennan's themes and poetic intentions but does it finally tell us why
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the poetry was written? Lilith, arising out of Poems 1913 25 a vast |
central figure, has undoubtedly some compulsive base. The poet's
gearch for berfection in life and art, or his search far Eden, seems

1o end here in r baffled fashion. In this figure the miﬁd seeks to
disencumber itself of confusion, or purge itself of feﬁr, in & definite
willed act of creation. But this is not, as King suggests, a

(7

continuation of the mode of self-expression. "Lilith" represents a
genuine search for lucidity.

In his essay "Blake After Many Years", Brennan speaks of the way in
which one is often “"crushed" by Blake's mythology: |

The symbolic vision is presented to us, not in terms of
~ poetic imagery, but in a mythological system invented and
elaborated for the nonce. That is to say, the symbol ceases to be
essentially beauty, and becomes a script, a language to the
acquiring of which we must direct our first attention, to the
.intérpreting of it the second.(s)
Do we have the same experience in-reading "Lilith"?

Certainly the mythical element in "Lilith"™ is somewhat obscure and
sometimes seems to overlay the verse rather thah arise from v thin it.
McAuley's evaluation of the series is not unjusts

The miitﬁre of lyrical, meditative and epic modes, loosely
connecteﬁ with factitious matter, is too makeshift. The weaving
together of Adam with "ego" with mankind-in-history is sound in
principle but seems to blur the narrative framework..

But as we have seen, the "narrative framework" is not of great importance
in "Lilith"; nor is it Brennan's sole intention to figure forth the

myth. The reallimportance of the series, as I hope to have shown, lies
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in the symbol of Lilith, which gives sense and direction to the whéle
of Poems 1913,

At_the same time it is impossible to ignore the fact that the
syntax of the poem can circle so far around the meaning that it entirely
hides it., ILilith is an essence extracted from a context of ﬁythicél
nightliness, hence she is intentionally a dark veiled figure: but
'is this obscurity only due to the poet's symbolic héhdling of mategials?

Perhapé in Lilith"™ we are embarked, with the poet, on a searchfbr
lucidity. Certainly'the seri‘es demands a multiblicity of approach that
few poems of such a length require., However the critical judgment we
have finally to make should not lie in counting over the many means of
approach we are forced to take, but in the way we think the pcet has
handled so much material. Does any total meaning emerge? Is a-unity
forged from so many strands of significance? |

Finally I think that "Lilith", on the whole, succeeds, The symbol
does not cease to be "essentially beauty";. it is never in da ger of
degenerating into mere script. The series is great, 'if not for the
poetic achievement, for the immensity of mental effort and spiritual
intention that lie behind it. It shows the potential proportions of
Brennan's mind, his capacity for reaching into the inner recesses of an
"ideal"‘mind. If shows also perhapé his ultimate failure as a poet:
the limited vessel which is the verse.is not large enough tohold his
intentions. But that failure is the proof of his honest attenpf.

In "Lilith" too Brennan comes closest to realizing the vision of
beauty, the "ideal kinship" of all things which tﬁe Symbolists strove to
capture in their art. We see here the integration of his cemtrel theme,

the Eden-quest, and his central artistic tenet, which is the creation
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of Beauty..l Beauty itself is seen as a symbol of Eden, the life which
is Seyond the labour énd division of our human state, “the occasion,
Iobject and symbol of a jhoroughly satisfying total experience, a
harmonious mood of our real self, a mood which is a figure of the

(9)

final harmony and perfection."

o 'Iﬂ Poems 1913 what is Brennan's final achievement? fFe see a
failure to create unity and fréquently, a failure in the expression of
ideas., Yet it-contains some striking individual poems and one gfouﬁ,
"Lilith", in which the whole framework of images and themes is
éncompassed with fagrreachingIsignificance. Artistically Poems 1913 -

can both fail and succeed,but'finaily, it is a vision which compels.,
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