"AURORAN WIDTHS" (#776)

Vincent Dussol Études Montpelliéraines du Monde Anglophone "But let not Revelation By theses be detained -" (#1241, 545) Going by appearances, Emily Dickinson never thought of writing an epic. 1 Lengthwise, her poems always kept below, well below in fact, the 100-line limit advocated by Poe in "The Philosophy of Composition (1846)." And from her second poem on, written in 1851, it seems that she had set her mind on not writing iambic pentameters, let alone hexameters. From that angle, her reading of Aurora Leighin 1859did not change anything.

And yet critics have established how extensive the influence of Elizabeth Barrett

Browning's novel-poem was on Dickinson's poetry. 2 John Evangelist Walsh went so far as to 1 "Epic"mostly as an adjective but also as a nounis used and overused but rarely with a precise definition in mind. We have refreshed our memory by reading Daniel Madelénat's comparison of two moments in the history of the epic genre (the 19 th century as against the present, "postmodern" times) ; the assessment of the differences called for a quick reminder of the basic assumptions regarding the epic, a quick summary of which could go like this: a defining characteristic of epics has been their accompanying role in support of a community's evolvement of a new structure or of a new becoming. It is shown as being/ having been brought about by a representative hero's feats; those are many and can be observed through multiple episodes often involving confrontation in this or other worlds, that of the dead returning on a regular basis. The present is enriched by memories of a glorious past, including the intertextual one within the genre. Holistic thinking of some kind is always found to inform epics, which accounts for their encyclopedic purpose materialized by catalogues. Not infrequently since Dante, the poet as poet or anonymous human being has tended to become the protagonist. Daniel Madelénat, "Présence paradoxale de l'épopée: hors d'âge et sur le retour » ; Désirs & débris d'épopée au XXe siècle. Ed. Saulo Neiva. Bern, Berlin, Bruxelles, Frankfurt am Main, New York, Oxford, Wien : Peter Lang, 2009. 379-391. accuse Dickinson of plagiarism. 3 Nested at the heart of Aurora Leighin book V (out of the nine the work comprises)is a vibrant defense of the epic. Critics have shown how the author contributed to redefining the genre, making what had been a traditional preserve of male writers hospitable to female ones. To the best of my knowledge, no questions have been raised as to Dickinson's seeming absence of response to that facet of the novel-poem. Susan Howe called "My Life had stooda Loaded Gun -" "a pioneer's terse epic (Howe 35)." "My-Life is a woman and a weapon (Howe 103)," she writes. Her Emily Dickinson is emphatically not the "Spider-Artist" expert at patching and mending as she is made out to be in The Madwoman in the Attic (Howe 14), that dedicated seamstress already satirized by Elizabeth Barrett Browning in Aurora Leigh (III,(455)(456)(457)(458)(459)(460)(461)(462)(463)(464)(465)(466)(467)(468)(469). The title of the third part of My Emily Dickinson -"Trumpets Sing to Battle"makes it clear that Howe sees Dickinson as a heroine engaged in a battle with her poems to be received as so many battle cries.

Both approaches verify an impression that readers of Dickinson will form after a while and which invites a comparison of her oeuvre with that of Walt Whitman, as John Burnett Payne's poem "Emily and Walt, Walt and Emily" graphically suggests. It stages an imaginary scene set in Manhattan with the two poets catching a glimpse of each other as the cross-town buses they boarded at opposite ends of the line pass one another. Though envious of each other's complementary gifts and desirous to meet, they cannot, their destinations running counter to one another, but both resolve to stay on their bus when they reach the end of the line and travel in the opposite direction in search of what they lack. Their meeting is therefore bound never to take place but the point is that it should be aimed at, even as a vanishing point.

One way of reading the poem is that the subject of Dickinson's relation to the epic is not as off the mark as one might think. The contrasting of Whitman's work with Dickinson's and vice-versa often leads writers to the conclusion that the sum total of each poet's works achieves a manner of larger picture and that their respective voices are those of heroic representatives of more or less broadly defined groups along occupational, regional, sexual, spiritual, philosophical, gender, or national lines. 5 Dickinson's forty hand-sewn fascicles testify to an attempt to organize the whole equally found in the integrative nine successive editions of Leaves of Grass.

To what extent do these conclusions and considerations permit us to relate Dickinson's work to the epic in Aurora Leigh?

Between Cavalry and Calvary: Dickinson's possible echoing of the epic in Aurora Leigh

To confirm the picture emerging from Howe's portrayal, one can first point out how Dickinson's poems are occasionally rich in martial images. It would seem that while Barrett Browning can indeed be said to have feminized the epic to fit it to her agenda resting on the notion of ultimate reconciliation under the sign of Christ-like love,6 Dickinson at times injected fresh agon into the lyric, over-masculinizing it "with the destructive aspects of the masculine (Friedman 214)." 7Clearly taking her cue from Revelation in which "one like unto the Son of man" has "a sharp twoedged sword" going "out of his mouth (1, 13 & 16) and in which, following the marriage of the Lamb, after his wife is granted the privilege "that she should be arrayed in fine linen, clean and white (19,(7)(8) the rider of the white horse slays the worshippers of the image of the beast with a sword "which proceeded out of his mouth (19, 21)," Dickinson used With "My country need not change her gown (#1511)," Dickinson too wrote what sounds like a patriotic poem: "Great Britain disapproves, 'the stars';/ Disparagement discreet, -/ There's something in their attitude/ That taunts her bayonet."

Stanford Friedman has shown how the two poets redefined the epic along feminized lines in four main ways: by a) choosing a woman as the center of consciousness; b) staging "the fundamental conflict that impels the narrative" not in "the public domain of the conventional epic, but [in] the private domain of both the lyric and the women's novel of development" with "rebellion fuel[ling] the narrative" "as the necessary precondition for love and autonomy;" c) having "the major male character undergo "a transformation that is essential to the resolution of heterosexual conflict;" d) showing the female protagonist's development as unfolding "within the context of women's relationships with other women." the "word"/"sword" graphic nearness in one of her first poems, taking it up much later though more indirectly. "There is a word/ Which bears a sword/ Can pierce an armed man -/ It hurls its barbed syllables/ And is mute again" is dated 1858 (# 8, 9)." In 1863, she wrote about a female who "dealt her pretty words like Blades (#479, 231)." Some of her speakers appear rather admiring of warlike figures: "Bless God, he went as soldiers,/ His musket on his breast - (#147, 69)." Or one might cite that portrait of one who overcame all adversity: "Fate slew him, but He did not drop -/ She felled -He did not fall -/ Impaled Him on Her fiercest stakes -/ He neutralized them all (#1031, 473)." [Trusting admiration is also expressed of "The Bravest" who meet life's "larger -Darknesses" head on in spite of which collisions "Life steps almost straight (#419, 200)."] When she succeedsif only in her dreamsin visiting the Great Beyond, as epic heroes will,8 her joy translates into martial images: "It is as if a hundred drums/ Did round my pillow roll,/ (…)/ And Bells keep saying 'Victory'/ From steeples in my soul! (#103, 50)" Examining Dickinson's borrowings, Vivian Pollak observes that the situation Dickinson "develops most completely to reveal character is the power struggle, typically between a human being and a deity, but also between a human being and a larger political or military force, adding: "[s]he identifies herself with the loser more often than not" (Pollak 1974: 62).

Far from showing a distancing from the epic, this last point marks familiarity with what a critic called "the true epic vision." 9 The heroes in Gilgamesh and The Iliad stand as exemplars though they are either not victorious or clearly defeated, morally or militarily.

Dickinson espouses this view of the defeated human being as hero or heroine: "Who never lost, are unprepared/ A Coronet to find!/ (…)/ Hast Thou the Royal scar?/ Angels! Write "Promoted"/ On this Soldier's brow! (# 73)" Dickinson's favorite book in the Bible, Revelation, reads as a kind of epic, pitching the armies of the Lamb against its enemies. However, while featuring many battles, it also threatens the violent with punishment: "he that killeth with the sword must be killed with the sword (13,10)." This ambiguity about war, this reversal of war into peace, we also read in the frequent if only implied "Cavalry/ Calvary" paronomasia, occasionally associating the latter with a figure of power -"The Queen of Calvary (#348)"while the former is associated with negative values -"The Cavalry of Woe (#126)." #126 celebrates the superior value of invisiblefor innerepic feats, with the Angels in their "Uniforms of Snow"straight out of Revelationfeasting the invisible heroes. With the numerous references to Revelation also found in Aurora Leigh, one is led to suggest that the Bible's final book may have been the pivotal epic intertext shared by Dickinson and Barrett Browninga halfway house between a tale of the final triumph of the one who died on the Calvary and a tale of the end of the charges of all cavalries of evil. 10 That Jesus should usefully supersede the epic hero of old was the idea later put forth by Simone Weil in her anti-fascist essay "The Iliad or the Use of Force." 11 It is in that light that some of Dickinson's poems assumed to be related to the Civil War can be read, with the anonymous dead turned into heroes by God's unfailing accuracy of 10 Rebecca Patterson. "Elizabeth Browning and Emily Dickinson." The Educational Reader. July 1, 1956, vol.XX, number 1. 39-41. The picturing of the New Jerusalem envisioned at the end of Aurora Leigh borrows its gem imagery from Revelation (18,(21)(22)(23). Rebecca Patterson has shown how Dickinson was probably influenced by the elder poet's example into making ample use of the same passage in her own poetry.

11 It sounds as though Bob Dylananother vocal apostle for peace in his twentieshad the first two lines of this poem's second stanza in his ear when he wrote "I Pity the Poor Immigrant": "Who win, and nations do not see -/ Who fall -and none observe" are very reminiscent of his immigrant "Who eats but is not satisfied,/ Who hears but does not see." sight relayed by the poet: "They dropped like Flakes -/ (…)/ They perished in the Seamless Grass -/ No eye could find the place -/ But God can summon every face/ On his Repealless -List (#409, 195)."

This praise of the anonymous defeated hero may indicate that, at least as far as content is concerned, and despite her taste and talent for warlike metaphors and subjects, Dickinson was able to respond to the poetics of the epic exposited in Aurora Leigh:

The critics say that epics have died out With Agamemnon and the goat-nursed gods, I'll not believe it. And indeed Dickinson also showed living as outdoing dying in terms of the courage it takes, with the heroes of ancient epics not standing the comparison well: "Too scanty 'twas to die for you,/ The merest Greek could that./ (…)/ But living, this include/ The dying multifoldwithout/ The Respite to be dead (#1013, 468)." A late poem, about the oriole, sees the male speaker dismiss Greek epics and, in the same breath, affirm his dedication to peace: "I never thought that Jason sought/ For any Golden Fleece/ But then I am a rural man/With thoughts that make for Peace -" (# 1466, 621). Both Aurora and Marian Erle, Barrett-Browning's female protagonists, certainly take heroic stands in their championing of self-reliance: "I labored on alone. The wind and dust/ And sun of the world beat blistering in my face (V, 421-422)." But reaching their goal does not entail the brutal handling of many. The ever-renewed relevance of the epic presupposes that a different agenda be promoted.

By the end of Aurora Leigh, Romney, the heroine's cousin, a would-be social reformer on a grand scale, formerly driven by purely intellectual tenets and, to that extent, the supporter of the traditional masculine epic focused on the virtues of the general, has come round to seeing eye to eye with his gentler cousin about the centrality of Onethe personand the redeeming power of feeling, "the paps we all have sucked."

The bellicose accents of the epic are subject to yet other forms of undermining in Dickinson's work as when her speakers picture themselves in mock heroic fashion: in #152, "I" displays Quixotic pointless valour at the sight of a sunset: "the Tyrian// Was crowded dense with Armies -/ So gay, so Brigadier -/ That I felt martial stirrings/ Who once the Cockade wore -/ Charged from my chimney corner -/ But Nobody was there!"; #118 reads: "Had I a mighty gun/ I think I'd shoot the human race/ And then to glory run! (56)." One imagines a wan smile on Dickinson's speaker' face as, looking back to her bygone youth, she introduces herself as a veteran of "the Dimpled War/ In which we each were Conqueror/ And each of us were slain (#1529, 639)." And # 1549 starts: "My Wars are laid away in Books -/ I have one Battle more -," a metaphorical laying down of arms prior to the final losing battle.

The moment the epic is called upon to further more irenic endsin the loving service of a larger communitypoets rather than conquerors have the better qualifications for the role of epic protagonists, thus walking in Dante's footsteps. This is Barrett-Browning on facing up to her responsibilities as a poet: "The artist's part is both to be and do,/ Transfixing with a special, central power/ The flat experience of the common man,/ And turning outward, with a sudden wrench,/ Half agony, half ecstasy, the thing/ He feels the inmost (V, 367-372)." And that is Dickinson: "I fit for them -/ I seek the Dark/ Till I am thoroughly fit./ The labor is a sober one/ With this sufficient sweet/ That abstinence of mine produce/ A purer food for them, if I succeed,/ If not I had/ The transport of the Aim -(#1109, 500)." Likewise, # 1113 celebrates strength in the face of adversity: "There is a strength in proving that it can be borne/ Although it tear -(501)." The absence of any spatio-temporal data allows for the pronouncement in the poem to have universal topicality and possibly apply to writing.

Dickinson developed or recycled other epic themes 14 less contentious than war and present in Aurora Leigh:

-interacting with the dead: though painful, it is constantly sought for. "Death quite unfellows us,/ Sets dreadful odds betwixt the live and dead,/ And makes us part as those at Babel did/ Through sudden ignorance of a common tongue (V, 552-555)." -a dogged reaching out and walking away from a place felt to be cramped: "We are sepulchered alive in this close world,/ And want more room (V, 1040-1041)."

# 160 provides an eloquent illustration of the above two: "Therefore, as One returned, I feel/ Odd secrets of the line to tell!/ Some Sailor, skirting foreign shores -/ Some pale Reporter, from the awful doors/ before the Seal!" -the poet's holistic/ global apprehension: "There I held/ The whole creation in my little cup (II,5. 39)." "We poets [with] (…)/ our hearts, large-rounded as the globe (V, 1180-1181)."

"Poets become such/ Through scorning nothing (II, 1228(II, -1229. 72). 72)." Dickinson begged to differ: " 'Nothing' is the force/ That renovates the World -(#1563)." A writer's election of a particular form or format can never be traced back to a single factor. In Dickinson's case, her lifelong familiarity with the Bible and Isaac Watts's (and others') hymns largely contributed to inclining her to write the kind of narrative but tightlypacked poems that she did. But it is equally likely that her famous description of the way she could tell poetry from non-poetrybased on purely physical sensations (Letter 342; II, 474): "If I read a book [and] it makes my whole body so cold no fire ever can warm me I know that is poetry. If I feel physically as if the top of my head were taken off, I know that is poetry"explains in part her choice of shorter forms over longer ones as well as critics' lack of interest 14 Matching the criteria listed in footnote 1. in further investigating the matter. Her view of the degree of impairment of self-control caused by an assemblage of words for it to qualify as poetry made it difficult for it to be compatible with anything lengthy. Keeping up the intensity of emotion she demanded from poetry was simply not possible. This should surely be related to her admitting to Higginson in 1862 that "When I try to organizemy little Force explodes - (L 271, 414)."

Still, who knows if the cogency of purpose Dickinson found in Aurora Leigh did not confirm for her the idea that the pursuit of some coherence was worth attempting and whether the fascicles which Dickinson had started binding around 1858, may not have been her own continuing response to Barrett Browning's more classical narrative? Most fascicles are dated post-1859 and while not all of them do, some can indeed appear as broken chronicles, undated daybooks, footprints of that "Least Figure -on the Road -(# 400)."

More speculating

American poetsboth male and femalehave entered into commerce with Emily Dickinson.

And that includes her relation to the epic. Can it be said that Dickinson's work has played a part in the formulation of the contemporary epic?

Following the opinion of a majority of criticsa view which this writer does not share -Howe writes that "Elizabeth Barrett Browning (…) failed as a poet herself, because she thought formal linear progression of plot through forward moving time of a poem was enough for its telling (Howe 116)." Taking the opposite option, Howe adds, Dickinson "[a]dopted parataxis and rupture to tell the feverish haste, the loss, to warn of storm approaching (…) (Howe 116)." Clearly, the liberties taken by Dickinson with syntax and the grammar of narrative paved the way for the manner of disjunctive narrative widely favored by ensuing poets. e.e. cummings's "I sing of olaf glad and big" is the kind of short-scale irenic and ironic epic meticulously punctuated that surely owes something to Dickinson's manner. Much closer to us is Fanny Howe, a poet Albert Gelpi convincingly spotted as being in direct descent from Emily Dickinson15 and whose poemswe differ with Gelpi hereoften include history, some sequences in On the Ground inspired by the war in former Yugoslavia (2004) possibly being the best example. Similarly, "Plutocracy" (Howe 1997, 11-23), a meditation in the aftermath of the passage of a hurricane that swept up the east coast of the United States in 1992, feels like an expanded version of Dickinson's "The Symptom of the Gale" (#1327, 575): both works report on the experience of the violent sublimea timeless epic ingredientby one self-appointed mouthpiece of the community.

Fanny Howe's essay on "Bewilderment," delineates "a poetics and a politics (Howe 2003, 5)" "devoted to the little and the weak ( 23)" and the guiding principles of which are obliquity, and indirection:

"Bewilderment circumnavigates, believing that at the center of errant or circular movement is the empty but ultimate referent (Howe 2003, 20)." Fanny Howe's voice echoes Dickinson's frailer personae. There is no crowning of a queen here. In keeping with this unobtrusive, unassuming presence, the views of the lyric which are offered pull it away from the purely personal, thereby causing it and the more loosely-defined contemporary epic to overlap, the bridge between the two being "Qthe Quidam, Whoever, the unknown one -or I (29)." The line has become fine indeed between the exemplar and the representative and between the representative and the anonymous. "Sequences of lyrical poems," she argues, "have the heave, thrill, and murmur of the nomadic heart. Though they may at first look like static, fixed-place poems with a confessional personal base, they hold the narrator up as an idea, even an abstract example, of consciousness shifting in its spatial locations (Howe 2003, 21)."

Those sequences provide a renewed access to the general meaning sought-for by ancient epics.

I Length aside, this plainspoken mini-epic bears no relation to Dickinson's paratactic hybrid in which a voice both personal and general can be heard.

We have hinted that Dickinson's inclinations to use martial imagery may have been softened following her encounter with the Anglo-Portuguese poet's Christian epic of love of reconciliation: "Now press the clarion on thy woman's lip/ (…)/ HE shall make all new (IX, 929, 949)." We have speculated about a quasi-physical inability for Dickinson to sustain the long poem format. In her longest tribute poem to Barrett-Browning, Dickinson's speaker mentions that a consequence of her enchantment was that "The Daysto Mighty Metres stept (# 627)." This indicates that she was sensitive to the epic metre. But that did not influence her craft in any way. All the longer narratives we were left by Dickinson are those of her fascicles which may be looked upon as experiments in the poetic sequences that some 20 thcentury poets put to the use of former epics. The "Auroran widths" Dickinson found in Barrett-Browning's texts, she compressed into her narrow verses. Let us offer, as a final observation, the view that Aurora and Emily, however, shared a passion for the thresholds of the day. "I could not lose a sunset on the bridge (VII, 1275)," Aurora says. There are so many variations on that theme in Dickinson's poetry that they almost read like so many occurrences of "rosyfingered," the Homeric epithet.

  After a quick recap of previous direct and indirect acknowledgements of the epic in Dickinson's oeuvre, we propose to investigate the matter further in the light of correspondences between Barrett Browning's long poem and Dickinson's shorter ones. Our speculation is based on observations of a fluctuating presence of epic themes in Dickinson's poems. More speculation follows as to what may constitute responses to Dickinson's epic legacy among contemporary American poets. (Previous) direct and indirect acknowledgements of the epic in Dickinson's oeuvre The subject of Dickinson's distance from the epic has been of interest to critics. Cynthia L. Hallen concluded from her analysis of Dickinson's use of metaphors related to Christopher Columbus that the poems as a whole constitute a Columbiad i.e. a literary work inspired by the discovery of the American continent. She shows how "Dickinson adapted images from Washington Irving's 1828 Life and Voyages of Columbus in her epic portrayal of the poet's voyage." More generally and figuratively, she argues that "Dickinson's epic work is a circuit, a circumference, a circumlocution, and a circumnavigation of language, love, and life as the poet searches for promised lands." 4

  if there's room for poets in this world A little overgrown, (I think there is) Their sole work is to represent the age (…) (…) To flinch from modern varnish, coat or flounce, Cry out for togas and the picturesque, Is fatal,foolish too. King Arthur's self Was commonplace to Lady Guenever, (…) Never flinch, But still, unscrupulously epic, catch Upon the burning lava of a song The full-veined, heaving, double-breasted Age: That, when the next shall come, the men of that May touch the impress with reverent hand, and say 'Behold, -behold the paps we all have sucked!" (V, 146-150) 12 13

  see the title of Dickinson's anthologist Brenda Hillman's 2005 collection Pieces of Air in the Epic as an adequate description of Dickinson's hypothetical distant revisiting of the older narrative genre. Air being Dickinson's preferred element, 16 she would have made the epic less compact, opening windows into it: "Side stories leaked into the epic (Hillman 8)."One way the epic has air in it is in Hillman's relatively oblique inclusion of it in the collection, despite its title. One section comprises "Nine Untitled Epyllions" written in protest against the war in Iraq. The choice of the format of the reductive epic may itself express the refusal to wholly embrace a compromised genre. These lines taken from the second epyllion remind one of the argument between Aurora and Romney about the virtues and vices of the general: "This world's violent, comforting/ machine has made it/ general. The lost one/ is everywhere; you won't/ recover him. Hero, machine (Hillman 47)." The book's other agenda is clearly environmental and the recurring image binding the collection together is that of the chronicle of a woman's daily life. Mayer's work covering and written in 24 hours was hailed by Alice Notley as "an epic poem about a daily routine." In a list of female writers found in the final part of Mayer's work and meant as a tribute to predecessors, the name of Emily Dickinson stands out by its absence: Anne Bradstreet, Elizabeth Barrett Browning, Alice Notley, H.D., Fanny Howe and Susan Howe are included among many others. "I forgot to mention/ George Sand (Mayer 112)." In other words, the two major female writer ancestors mentioned side by side by Dickinson in a letter to her Norcross cousins 17 -Barrett-Browning and Sandare there but not the one whose work they were acknowledged tributaries of. And the action of the poem is set in New England: "In New England the women are often more exciting than the men (76)." The key to Dickinson's absence from the list may be found elsewhere in the poem: "There are certain dead writers/ Who are like mothers who Brenda Hillman, also the co-editor of a collection of New Writings on Poetics and Motherhood seems to have wanted to reclaim Dickinson's writing by rallying her to the cause of motherhood.Dickinson's treatment in Hillman's downgraded epic and her non-treatment in Mayer's epic would amount to a rejection of her radically single status. Writes Hillman: "We're done with the old ironies// Aren't there visions involving everything? (66-67)" Sharon Olds's 34-line poem about child delivery -"Language of the Brag" (1980)is anything but ironic. It presents giving birth as an epic, fulfilling an American woman's aspirations to heroic status:17 Letter 234. 375.I have done what you wanted to do, Walt Whitman,

	Allen Ginsberg, I have done this thing,
	I and other women this exceptional
	act with exceptional heroic body,
	this giving birth, this glistening verb,
	and I am putting my proud AMERICAN boast
	right here with the others.
	I-seamstress stringing everything together: "I take/ my needle through gates/ of ivory and
	gates/ of horn, I sew,/ I push the little/ bright thing on through -" (Hillman 49).Note the long
	dash! In "String Theory Sutra," the speaker describes herself as "a seamstress for the missing
	queen (Hillman 81)." And also: "The 'I' is/ a needle some find useful, though/ the thread, of
	course, is shadow (Hillman 80)."To this extent, the poetics of the epic informing the
	collection mark a retreat from Howe's rebellious Dickinson. The title-poem's first line is
	about "the under-mothered world in crisis (Hillman 8)" and may provide a clue as to the
	reasons for this retreat: Dickinson was anything but maternal.
	Bernadette Mayer's Midwinter Day (1982) is another work which invited examination
	within a study of epic features in Dickinson's work. A facet of it can be seen as the
	16 More than water, earth and even fire -the many references to volcanoes notwithstanding -air appears as
	Dickinson's preferred element. ("Ethereal Guest at e'en an Outcast's Pillow -/ Essential Host, in Life's faint,

wailing Inn (# 1060)." Air is what wind is made of and what butterflies depend on, both being among Dickinson's favorite subjects (see #1137, #517 for example). See also "Inebriate of Airam I -" (#214, 99) or #1198: "A soft Sea washed around the House/ A Sea of Summer Air/ And rose and fell the magic Planks/ That sailed without a care -". encyclopedic are like moths/ Coming to the light at night like friends (53)." Mayer may have considered

Dickinson persona non grata in a summa dedicated to a mother's day. That Emily's work was present in her mind is suggested by a line in the first section -"She is a feather and I am a mother" -reminiscent of the "pitying Snows/ [that] Persuade our Feathers Home

(#335, 159)

." Interestingly,

Dickinson may even have found in it the inspiration for her request that her casket be carried from the Homestead to her resting place following a certain itinerary: "Past the doorway, past/ The garden-gate, the children's playground, up/ The green lane, -then they leave it in the pit(VI, 1194(VI, -1196))."

John Evangelist Walsh, The Hidden Life of Emily Dickinson. New York: Simon and Schuster, 1971. See pp. 87-109 in particular.

Cynthia L. Hallen, "Brave Columbus, Brave Columba: Emily Dickinson's Search for Land." The Emily Dickinson Journal, Volume

5, Number 2, Fall 1996. 169-175. 

See Shira Wolosky, "Emily Dickinson : The Violence of the Imagination," The Cambridge History of American Literature. Ed. Sacvan Bercovitch. Volume 4: Nineteenth-CenturyPoetry, 1800Poetry, -1910Poetry, . C.U.P., 2004. 427-428. . 427-428. 

In her study entitled "Gender and Genre Anxiety: Elizabeth Barrett Browning and H.D. as Epic Poets," Susan

The point that "the lyric presumes an assertion of self, an "I" or ego at odds with the norms of feminine selfless-ness (Friedman 224)" and therefore posed problems to women is made by.

The speaker confesses in another poem: "I never spoke with God/ Nor visited in Heaven -(#1052, 481)." Dickinson, through her speakers, could be described as a regular vicarious visitor or dweller of thresholds, with the grave standing as a privileged vantage point.

Jasper Griffin. "The True Epic Vision." The New York Review ofBooks. March 9, 2006. 

A reader of Dickinson cannot fail to notice how Barrett-Browning's defense of the epic is laced with such a well-identified dickensonian-to-be association as that of female power with volcanoes. All the more reason to examine the matter as well as the manner of the plea.

Despite the need to recast the epic, Homer's authority remains unchallenged by Aurora. In a vehement retort to a German scholar who had challenged Homer's single authorship of the Iliad and the Odyssey, she equates the first of the two with nothing short of "the universe:" "Wolf's an atheist./ And if the Iliad fell out, as he says,/ By mere fortuitous concourse of old songs,/ Conclude as much too for the universe(V, 1254-1257)."

Albert Gelpi, "Emily Dickinson's Long Shadow: Susan Howe & Fanny Howe." The Emily Dickinson Journal. Baltimore: Fall 2008. Vol.17, Iss.2. 100-112.

Apart from Fanny Howe, the example of Eleni Sikelianos's systematic use of paronomasia in

The California Poem in order to convey the unity of all things living readily comes to mind.

We have seen, however, how, on ideological grounds, Dickinson or the more irreconcilable aspects of her life and work seem to have been sidelined by advocates and champions of motherhood. Dickinson's generality is more metaphysical than social.