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Abstract

This dissertation analyzes the elegies of EdgaarmARoe (1809-1849), Emily
Dickinson (1830-1886), Louisa May Alcott (1832-13881d Stephen Crane (1871-1900)
by situating them within the literary elegiac trtzah and the nineteenth-century “Cult of
Mourning.” Poe, Dickinson, Alcott, and Crane areducts of both traditions, and their
elegies express the private and public mourningloved one, a popular public figure,
or a catastrophic loss.

The introduction defines the elegiac conventiors laistory, placing the
nineteenth-century elegy in conversation with prasielegies by revealing shifts in form
and treatment of the elegiac conventions. Chaptercontextualizes the elegy within the
nineteenth-century customs associated with thet“@ulourning.” Chapter two focuses
on Poe’s less frequently examined elegies—*The@@eg1831), “The Paean” (1831;
revised as “Lenore” [1843]), “To One in Paradis&8383), and “To Annie” (1849)—as
well as his most famous poems—“The Raven” (184%)"&mnabel Lee” (1849)—in
order to explore the extent to which Poe’s darkleeties influence his formal elegies.
Chapter three progresses into the mid-nineteemtugeby examining Dickinson’s
elegies and discussing her intellectual interestieiath and nature, along with her
skepticism of institutionalized religion, as infees upon her elegies. Chapter four
positions Alcott in this tradition and treats tinfluence of Gothic and domestic literature
in her works. The final chapter establishes the tioht Naturalism plays in Crane’s
elegies and argues that the cynicism in his elegisipates Modernism.

This study reveals these poets to be productstbfthe elegiac literary tradition

and participants in nineteenth-century mourningams. In particular, this study



underscores the significant contributions of Diskin and Alcott to a largely male-
dominated elegiac tradition. By focusing on theségsknown works of these authors
within their literary and cultural context, thisudly makes an original contribution to the
body of knowledge on Poe, Dickinson, Alcott, ana@ as elegists and to our
understanding of the interrelationship betweemditgand cultural expressions of

mourning in nineteenth-century American literature.
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Introduction: Elegiac Tradition and Conventions

The elegy has its roots in the ancient elegiadition that inspired the book of
Lamentations, which mourned the demolition of Jaelers and the Holy Temple in the
sixth century B.C., continued with the third-cent&.C. Greek elegiac poets, such as
Theocritus, Bion, and Moschus, and subsequentlyrexdn the seventeenth century
with Milton’s LycidasandEpitaphiumDamonis Although poets still write elegies today,
the genre’s popularity increased during the ningteeentury in America, whose culture
was preoccupied with mourning. This study, themsfavill examine the culture of
mourning as expressed in the American elegiesreétkignificant poets, Edgar Allan
Poe, Emily Dickinson, and Louisa May Alcott. HoweMeefore delving into their
elegies, an examination of the elegiac conventamtsan exploration of the cultural
atmosphere of nineteenth-century America are nacgss

Nineteenth-century American elegies often expresgtief arising from the

death of family members due to disease outbreh&dpss of loved ones in the Civil
War, and the destruction the war left behind. FtbenGreek tradition to the early
nineteenth-century American tradition, the coupt@nhposed of a hexameter followed by
a pentameter form evolved to include other formatars, eventually including free
verse. Moreover, the elegies retained the topi¢aroént, complaint, consolation, and
they focused often on the last day of the belo¥sdwas characteristic of elegies from
the Greek tradition, Nature in nineteenth-centuegies reflects the mourner’s angst and
merges with these conventions, which results inmothat express both a public and
private mourning. Through the authors’ interactiaih the public and the public’s

interactions with the elegies, elegies becomegdafie nineteenth-century customs.



Moreover, because the poems contain the authorsepal grief, the elegies allow the
authors’ private mourning to become public.

Although key elegiac conventions emerged over tiimey are not standardized.
This study’s introduction traces these conventamd scholarship. I&legy, David
Kennedy asserts, “Elegy’s shifting definitions hdleir roots in its classical origins. The
word derives from the Greeltegoswhich, although it had some distant connotations t
mourning, originally described a poem written iagdac distich, a couplet composed of a
hexameter followed by a pentameter” (3).Elegy and lambuys]. M. Edmonds
discusses the development of the elegy since xitie &@ntury and explains that the elegy
later becomes used for “shorter and more ‘occaitmames” and form is not the focus
(). InThe Funeral Elegy and the Rise of English Romasmticiohn Draper explains,
“Since Classical meters hardly apply in Englishtmoeomenclature, the word elegy in
our language has usually been associated withqeelistance rather than form—
especially with death, and most especially theldeasome particular individual” (7).

Nevertheless, key components have remained. lalégy, lament serves as the
essential component because it exposes and rethecspeaker’'s/author’s inward grief, a
key stage in the mourning process. Within thesan®) as the speaker laments, so does
nature. In the introduction fbhe Pastoral Elegy: An Anthologyhomas Harrison
perceives “[t]he role of Nature [as] having itsgoniin man’s grief for the death in
Nature, reappear[ing] in the frequent contrast leetwthe cyclic course of the seasons
from death to life, on the one hand, and the fipaf human death on the other” (3).
Lament, then, leads the speaker to seek consolatiemwhile he complains that the

loved one should not have been taken away. Additiprthe elegy often focuses upon



the desire to be at the bedside of the deceagmvade comfort as they pass away. The
elegy serves both as a speaker’s lament for hedlene’s losing his or her life and as the
speaker’s self-lament for having lost a part of $ethwhen the loved one dies. This
study incorporates Peter SacKse English Elegyyvhich traces these conventions. Other
key elegy scholars include: John Draper, Dennis, Rayid Kennedy, G. W Pigman,
David Shaw, and Clifton Spargo.

Chapter one places the elegy within the nineteeefttury context and customs.
This time period became known as the “Cult of Mangh because the set rituals made
the people appear as though they were morbidlyrfated with death. The Civil War
(1861-1865) and illness outbreaks during the cgriad to a high mortality rate, which
resulted in a collective cultural preoccupationhwitourning from which highly
ritualized mourning customs emerged. The rituattughed covering the inside and
outside of the house with black crepe if an adigltlind white crepe if a child died.
Furthermore, the mirrors were covered, the clockrevgtopped, and the windows were
opened. The families also displayed lithographgrat’eside scenes that contained
symbols of lament, such as a weeping willow, andlsyls of consolation, such as a
dove. Additionally, the family requested a photgdrar take a postmortem photograph or
artist paint a postmortem portrait. On some oceesiparents held their deceased infant
in the photograph. The women also created wreathefdhe deceased’s hair and hung
them on the wall. As each member passed away féséyoned another flower made
from their loved one’s hair. While the clocks weegvound, the windows closed, the
crepe removed, and the layers of black clothingl stiee postmortem photographs,

paintings, and hair wreaths were still display&dst the atmosphere of mourning was



ever present. These customs were both privat@alplic symbols of mourning.
Although others saw the displayed items, each@ktdepsake items represented an
individualized mourning because it embodied thas@e's connection to the deceased.
The photographs and paintings commemorated theadeddoved one as did the wreath
of hair, which holds a memory for each departe@tbone. In connecting the elegy to the
nineteenth-century culture, this chapter consieysAmerican elegy scholars, including
Max Cavitch’sAmerican Elegy: The Poetry of Mourning from theiRurs to Whitman
and Jeffery Hammond'§he American Puritan Eleggoth of these sources continue
Sacks’ work on the British Elegy. They take up véh8acks leaves off in his epilogue,
“The English Elegy after Yeats; a Note on the Amemi Elegy.” Moreover, this chapter
integrates the scholarship of Philippe Ariés, L&egnk, and Mark Schantz who place the
effects of death into a cultural context.

In addition to these customs, elegies becameogpdne mourning ritual. lDeath
in Early America Margaret Coffin explains, “It was popular to werelegies for deceased
friends. Sometimes the local preacher considereid tesponsibility to labor over such a
tribute. The verses were attached to the bier tdrédearse, handed out as souvenirs to
the mourners, read at the funeral, or publishddadal newspapers” (208). In
Sentimental Collaboration®/ary Louise Kete describes how “[b]oth the elegy the
sentimental lyric have a more direct connectiorhwitsocial act, mourning, than with
other literary modes such as comedy, tragedy,mance, whose social connections are
either historical or metaphorical” (61). These pseeflected both the individuals’ and
the public’'s mourning. The high mortality rate ughced not only the general population

but also the literary community.



During the nineteenth-century, Edgar Allan PoeD@&849), Emily Dickinson
(1830-1886), Louisa May Alcott (1832-1888), andpbiten Crane (1871-1900) continue
the elegiac tradition, and their poetry of mourn@ogtributes to the “Cult of Mourning.”
These authors’ elegies represent both a privateagnblic mourning of a loved one, a
popular public figure, or loss due to the Civil Véadlestruction. This study will look
chronologically at each of these authors’ eledt&sne work has been done on Poe and
the elegiac tradition by scholars, such as Benjdmamklin Fisher and Philip Edward
Phillips in Approaches to Teaching Poe’s Prose and Po&dgditionally, James Stevens
Curl and Louis O. Saum place Poe within the Vietorculture. However, more work
needs to be done to expand his role in the eléddion and to place Poe’s elegies
within Nineteenth-century American culture. Thigdst does so by looking at his lesser
explicated poems. Moreover, Dickinson’s, Alcotsd Crane’s works should be added
into the continuum of elegies. While scholars, sasldohn Cody and Daniel Hoffman,
have looked at their themes of death, their elegigch deviate from the elegiac meter,
need to be analyzed to show the convergence watkeldygiac tradition through their use
of lament and consolation.

Chapter two focuses on Edgar Allan Poe’s lesaugatly examined elegies “The
Sleeper (1831),” “The Paean (1831),” which he latersed into “Lenore (1843),” “To
One in Paradise (1833),” and “To Annie” (1849) a#tstablishing the background for
Poe’s use of the elegy in “The Raven” (1845), afAdriabel Lee” (1849) as a basis. In
his biographyEdgar Allan Poe: Mournful and Never-Ending RemembeaKenneth
Silverman explains Edgar Allan Poe’s connectioth®nineteenth-century customs and

contests, “While this cult [Nineteenth-Century CefitMourning] of memory helps



account for the large number of [Poe’s] poems attdand the afterlife, it does not
explain their special character” (73). He thenteads that Poe diverges from the
tradition because “[h]e [Poe] neglect[s] principlements of the consolation literature of
the time, especially its doting on the deaths dfichn, its delineation of Christian ideas
of heaven, and its pervasive morals. Moreover,fdbughout his poems is an
ambiguous presence invariably intermingled witd”lif73). While Silverman correctly
asserts Poe does not focus on the death of childrémoes not conform to the generally
held ideas of heaven and prevalent moralism, Reefges can nevertheless be analyzed
as part of mourning literature because they incladeentation, consolation, complaint,
and they focus on the deceased’s last day. FurtiretrRoe sets the precedent for Emily
Dickinson and Louisa May Alcott, who also deviateni focusing solely on the death of
children and on the traditional views of heaverhisnpoems, Poe struggles with loss and
desires to connect with a deceased loved one. §hrbis elegies, he describes the grave
scenes of his dearly departed. Besides expresgnglec lament, he voices a private
lament of his mother, Eliza; the mother of a childd friend, Jane Stanard; and his wife
Virginia, which makes his focus on the death oftikautiful woman versus the typical
nineteenth-century focus on the death of childesmslogical. Specifically, Poe depicts
death as sleep and expresses a desire to reutiita weceased love one. He blends those
elements with his aesthetic values of the deathlm#autiful woman as the most beautiful
topic in poetry, the repeated refrain, the speakieustration with living without the
loved one, and the terror of the soul to craftaiegyies.

After examining Poe’s elegies, this study shovesgtogression of the elegy into

the mid-nineteenth century through the poems oflfEBickinson in the third chapter.



Although most of Emily Dickinson’s poems were pshkd posthumously, she wrote
them during the time Poe wrote his or the decadlé®sning (mostly during the mid-
1850s and early 1860s). Additionally, her elegredude lament and consolation, which
places her in the elegiac tradition. Before addngsslegiac elements in Dickinson’s
poetry, we can see that although she was reclusivewas not cut off from society.
Furthermore, while her poems were published postiusty, they reveal her inward
thoughts during the time she wrote them. She wiasteld personally by the deaths of her
cousin, Sophia; Leonard Humphrey, Amherst SchooicRral; her only pet, Carlo; her
parents, Edward Dickinson and Emily Norcross Diskim; her friends Charles
Wadsworth and Otis Phillips Lord; and her favonephew, Gilbert. Dickinson
acknowledges and addresses death customs in “THETBE in a house,” which reveals
both the melancholy of death and her connectigh@ageneral public. In the poem, she
describes the scene of a household after a dedtle fiamily as the “solemnest of
industries / Enacted upon earth” and the soul amfdo “sweep|...] up the heart” as
they put “love away” that they cannot use “Unteretity” (3-8). Dickinson describes the
bustle in the house after death and exposes hevi&dge of how items put out for
mourning, such as the black crepe and the uncayefithe mirrors, within the home
were put away after the funeral to show how theatitvas to be completed. Moreover,
when she parallels the house work to the inner épiveg up the heart,” it shows her
awareness not only of the external mourning but afghe internal grief that results
from loss (3). Again, in “There’s been a deathhe dbpposite house,” she addresses death
customs. The male speaker explains the numb atraosphthe home after a death as a

procession of neighbors “rustle in and out” as“ttactor drives away” (5-6). The



opening of the window the speaker recounts was tioa& out the smell of death and to
release the soul of the dead so it would not beapped. The mattress that “Somebody
flings out,” which causes the children to wondesameone died, represents the ritual of
taking out the mattress the deceased passed aw@y.drhe speaker exposes the
minister’s control of “own[ing] all the mournershd reveals how religion governed the
ritual for many (15). Dickinson calls the processa mourners a “dark parade / Of
tassels and of coaches,” which suggests how izedlihe mourning process was during
the nineteenth century (20-21).

However, Dickinson’s explanation of death cust@nd death’s melancholy goes
beyond mere knowledge as she writes poems thatteflpersonal mourning.
Dickinson’s elegies include: “I meant to find helhewn | came,” “Her final summer was
it, And yet we guessed it not,” “I cannot live wigbu,” “Her “Last Poems,” “| Measure
every grief | meet,” and “I did not reach thee.”hifé¢ Dickinson foregoes the traditional
elegiac meter, her poems express the lament, @iyl procession of mourners, nature
mourning alongside the mourner, and reflectionhendeceased’s last day. In order to
place Dickinson with the nineteenth-century cultiings chapter examines Richard B.
Sewall’s biography of Dickinson. This study alsoptays Cynthia Griffin Wolff who
provides key critical analysis of Dickinson’s work.

Chapter four explores Louisa May Alcott’s elegi@khough readers recognize
Alcott for Little WomerandLittle Men her poetry remains neglected. Fortunately, many
current scholars, such as Madeline Stern, Joel 8¢yerand Daniel Shealy look at her
thrillers, including “Pauline’s Passion and Punigmty’ “Behind the Mask,” and “The

Abbot’s Ghost,” and other lesser known prose. Stilbre scholarship is needed on her



poetry. Specifically, Alcott deserves attentioraaselegist. Moreover, Alcott’s work as a
Civil War nurse where she saw devastation- andresitable personal grief of losing
her sisters Elizabeth and May, her mother AbigalyMcott, her nephew Gilbert, and
her close friend Henry David Thoreau- play a rol¢hiese elegies. She includes elegies
within both her novels and letters in additionhe tlegy she writes for Thoreau. Many
people think of Alcott as a woman who conformethéo prim and proper milieu as Meg
and Amy do irLittle Womenhowever, once they read her thrillers and exarhere
letters and poetry they can see the influence tt@iGhas on her elegies and how she
transforms the pastoral elements in some of themh&rmore, although Alcott includes
domestic images within her poetry, she repurpdses to create a melancholy effect.

As the study moves in to the later part of thetwsn chapter five explores
Stephen Crane’s elegigbe Black Rider§l895) and/Nar is Kind(1899). Although
critics recognize Stephen Crane, one of the molitkmewn end-of-the-nineteenth
century writers, for his war novelhe Red Badge &@ourage, his bowery novilaggie:
A Girl of the Streetand his naturalism in “The Open Boat,” scholarsonteeconsider his
poetry. Specifically, this study analyzes Cran&spgicism and its influence on his
elegies. Through Crane’s skepticism, he revealsfais the elegiac tradition. Out of
Poe, Dickinson, and Alcott, Crane presents the le@se of a consolation or reunion. He
takes Poe’s melancholy to a new level. Crane ismileaker and focuses on the
devastation rather than loneliness.

Ultimately, this study seeks to examine the ningteeentury elegies of Poe,
Dickinson, Alcott, and Crane within the elegiaditen. In addition, it positions their

elegies within the nineteenth-century mourning @ost and culture. By beginning with
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Poe and progressing to Dickinson and then to Altlois study explores the development
of the elegy within the nineteenth-century. Byiegdvith Crane, the study comes full
circle and reveals the skepticism of the upcomimglemnist. With Dickinson and Alcott,
their repurposing of domestic elements is significsVhile those critics mentioned
discuss the elegiac elements of Poe’s poems arttiehee of death in Dickinson’s
poetry, this study adds to the critical conversaby analyzing Poe’s lesser discussed
poems, placing Dickinson as an elegiac poet iroler right, furthering the critical study
on Alcott’s lesser known elegies, and includingrigras an elegist. Through placing the
poems within the elegiac tradition and culturaltea this study reveals the rich
tradition American poets play in the elegiac tradit Much critical work has been done
with English elegies, but more scholarship is ndeale American elegies, which is what

this study aims to do.
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Chapter I: Mournful and Mysterious Postmortem Metaen
Beautiful folded flower, not to open here, but todm and expand in the Paradise of
God. The Lord gave, and | bless Him for His giferHleeble, suffering life, only for a
moment, had a mission [...]. And her precious, béalufieath, with all the household
band around her, was made a blessed call to ottre @umber. (Platt)

On January 6, 1867, Jeannette Hulme Platt pernese tines to Samuel C.
Damon. Her comment echoes the melancholy toneeafitieteenth-century middle- to
upper- class American society. During the nineteeentury, the high mortality rate—
due to illness, the Mexican-American Wars of the [E840s, and the 1861-65 Civil War
casualties- manifested itself in a prevalent celwfrmourning. Whether there were
approximately 620,000 Civil War casualties as prasly held to be true by most
historians or approximately 750,000 as recentlyreged by Dr. David Hacker, Civil
War scholar, the gargantuan amount of lost livepgteated a constant state of mourning
(Gugliottta). Across the ocean, Queen Victoria’sunming of Prince Albert sparked the
tradition in England. IWestern Attitudes Towards Deafhilippe Ariés explains that
the beautiful death became the norm in the ninétemmntury because “it [death] was
admirable in its beauty” (58). Ariés further expisji "This is what would be called the
romantic death, found in Lamartine in France, thenB family in England, and Mark
Twain in America” (58). Aries’s comment connectdtare and literature, which is what
this study will do. In order to analyze the litena, scholars must first understand the
culture and people. The people grieved with a “joaste sorrow which is unique among
sorrows” (59). Part of that passion occurred beeaush loss and devastation engrained

the grief into the nineteenth-century culture. Peeple’s preoccupation with mourning
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and mourning customs led to the Victorians’ pragibeing defined as “The Cult of
Mourning,” by scholars such as Ariés, especiallytfie middle class, upper-middle class,
and upper class. The middle class became pareddlite mourning customs as a result
of the Industrial Age and cheaper labor. Consedyeihe middle class had more time to
hobnob with the upper class and emulated theiooust In “Forgetme-nots: Victorian
Women, Mourning, and the Construction of a Femirmsgorical Memory,” Melissa
Zielke contends, “The bar of the elite kept mogjihigher, particularly in regards to
mourning. So much so that the new profession céfairdirection was born to assist the
bereaved in moving through the labyrinth of proged righteous grieving” (“Forget Me
Not” 3). The extravagance of mourning increased, the middle class felt the pressure
to keep up with the upper-class.

In the nineteenth century, social custom and ietifplended. Americans shifted
from “view[ing] death largely from a religious peestive,” which was “grounded in
theology and interpretation of scripture,” to “fung]] together that religious perspective
with the democratic ethos which grew out of newtgras of political and social though”
(Steiner 31). The shift echoed the movement frotigetenment to Romanticism, which
focused on the individual. Enlightenment focusedte rational; thus, many of the
Enlightenment era viewed death as a logical path®fife cycle while the Victorians—
during the time of Romanticism—focused on the subliincluding the “beautiful
death.” While Poe did idealize the beautiful deapecially the “death of the beautiful
woman,” he did not champion the light Romanticghsas Williams Wordsworth and
Ralph Waldo Emerson. Instead, he invoked the dakeernatural. As Brian Prestwood,

author of “Poe’s Breach with Romanticismliiroduction” maintains, “Previous
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scholarship reveals Poe’s consistent disdain ford&teorth, but does not recognize the
early satire of Wordsworth’s poetry” (19). EverPibe satirized Wordsworth’s works, he
was influenced by them. Moreover, Emerson conveygchcal and benevolent
relationship with man and nature. However, Poeé&psikism would not allow him to
follow Emerson’s ideas. Rather than looking at hoan and nature worked in harmony,
Poe accepted that nature was not always benevslait,as the worms eating on the
decaying body of the beloved and the harsh tidéseofvaves ilAnnabel LeePoe
presents nature not only as sometimes malevoldral®o connects it to the
psychological forces as seen in the Madeline’srobower the moon i he Fall of the
House of UsherUnlike Emerson’s portrayal of nature as a harmosirelationship
between man and nature, Poe suggests that manawaybntrol over nature. G. R.
Thompson, editor dbelected Poems of Edgar Allan Passerts, “rather than try to
picture the actualities of a worldly landscapeeh#loyed an ‘indefinitive’ ... Poe was
more oriented toward the dark melancholy of Sartaglor Coleridge than toward the
harmonious simplicity of the nature poetry of Wath Wordsworth” (3). Consequently,
he was influenced by the Romantics and utilizedesofithe Romantic conventions even
if he did not champion all of the British Romantics

Likewise, Emily Dickinson was not a conventionalrRantic poet; yet, she did
not ignore the Romantic focus on Nature. Cynthidfi@\Wolff, key Emily Dickinson
biographer, argues, “Emily Dickinson became a newl bf ‘nature poet,” one who could
articulate the ambiguity and latent violence thankind must constantly confront in the
course of ordinary existence” (282). This view fiata Dickinson’s complex approach to

other topics, such as religion. Dickinson recogsizeth how Wordsworth’s skepticism
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and Emerson’s optimism of nature’s interaction vinthtmans could be accurate. We see
this in her poem “A Bird came down the Walk” whéhne bird moves aside for the
speaker as a gentleman yet eats a worm in hakddition to Dickinson’s complex view
of nature, she presents complicated approachtta fathile Dickinson despises
institutionalized religion, as seen in her “Somekéhe Sabbath going to church” where
she explains how some keep the Lord’s day at chuhdle she keeps it at home, she still
presents a hope in the afterlife and of a crea@ha discusses even in the
aforementioned poem how she worships God, evénsiim her own way where she sees
God’s work in Nature and prefers worshipping thioungture’s song—i.e. the bird’s
song— rather than the organ in the church.

Although Alcott does not hold as complex a viewnafure as Dickinson, Alcott
did not completely adhere to the Romantic ideatsailner was influenced by them.
Particularly, she was influenced by Transcendesrtabut was still skeptical of the
Emersonian idealism. Even Bronson Alcott “left readings in Wordsworth for readings
in Mrs. Glover’'sScience and Healt{257). We see her skepticism of
Transcendentalism in “Transcendental Wild Oatsy’dgagody of the Utopia her father
sought to build at Fruitlands. In that text, Alcatknowledges nature’s harshness as her
father’s project was not as fruitful as he had libpe

Although there was a shift from Romanticism, Poekidson, and Alcott all
focus on the individual's grief and have remnaritRomanticism throughout their
elegies. However, Crane does not provide a tyfpiopk for a reunion or consolation as
the others do. Instead of being mostly influencgd®bmanticism, he is responding to it

by participating in Naturalism. In his elegies, @ggresents nature as undiscerning
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toward mankind. Thus, in his elegies, nature igrdged by bloodshed; however, Crane
presents more of the environmental determinismeattdand destruction.

When applied to mourning, the shift from the Entenment to Romanticism
paralleled a shift from a logical acceptance othléa a more emotional response, where
consolation literature and customs focused eithahe departed in heaven or the
bereaved who seeks consolation. Because the waakicidower class could not afford
the detailed and elaborate materials, they werénetided. Likewise, slaves had no
rights at the beginning of the century, so theyrdtifall into this category of mourners.
For the middle and upper classes, the transformag¢isulted from seeking “a
beautification and domestication” that “allowed tiveng to conduct a perpetual
communion with the deceased” (Steiner 31). Thegiagl communion evidenced itself
in various ways in the material culture of ninetdecentury Americans. As “they began
to sentimentalize death and to domesticate Heaviea,domestic sphere itself began to
embody death (Pike 16). Specifically, the Ameriv¥actorians reminisced about the
deceased’s departing moments at the bedside, edpaysermanent likeness in
postmortem paintings and photography that hungemtain room of the home, and
created wreaths of hair that adorned the home’s Wédbreover, they etched a memorial
in words through gravestones, epitaphs, and elegies

The death rituals began prior to an individual'attie in which loved ones would
gather at his or her bedside. Before exploring ioedscenes within elegies, scholars
must see how this particular cultural ritual serass catalyst for bedside scenes in
elegies. Michael J. Steiner, authorfoStudy of the Intellectual and Material Culture of

Death in Nineteenth-Century Amerjantends,
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While the religious implication of this gatherifegnong friends’ at the
deathbed were central, it is essential alsodw the deathbed ritual as a
gathering which helped to insure the cultural iontality of the dying. To
pass unattended failed to seal one’s culturalomality by omitting the
highly charged, emotional ritual of deathbedradence. (35)
The deathbed attendance blurred the boundarieebatmortality and immortality. The
deceased lived on through the memories of thediviwwho hoped to see their loved one
in eternity. The specific room established a sgttor these lines to blur. Steiner
explains, “Nothing seemed to bear a person’s impaimd maintain close proximity
between the living and the dead, like the room lmclv someone died” (Steiner 35).
Being at the bedside not only gave the mourneexcsdhat they were there to comfort
the dying but also provided closure for the grigvilihe enclosed space where the loved
one died captures the last connection betweenving land the dead.

Poe centers many of his works, suclihe Tell Tale HearfThe Cask of
Amontilladg andThe Black Catvithin the enclosed space, so it is unsurprisiagvbuld
do so in his elegies. Specifically, Poe uses atoead space iiihe Raverto set the
melancholy tone as the speaker laments the ldsis édve, Lenore. IMhe Philosophy of
Composition Poe writes, “[I]t has always appeared to me #helbse circumscription of
space is absolutely necessary to the effect ofatesdiincident- it has the force of a frame
to a picture. It has an indisputable moral powedtaaping concentrated the attention,
and, of course, must not be confounded with meity ohplace.” The “incident” that

Poe refers to is that Victorians focused on ancevpeeoccupied with death, and the
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bedroom or room where the loved one died framesthge and memory of the departed
in the mind of the bereaved.

Because death was not a taboo subject during tiege@nth century, families
were more actively involved in the preparationhs teceased’s body for burial,
especially during the early and middle part of¢katury. Family members would wash
the body, bind the jaw, dress the deceased, asd the deceased’s eyesWestern
Attitudes Towards DeatlRhilippe Aries contends, “At the beginning of trentury,
family members and servants took care of the deckiasshifts. Certainly the expression
of sorrow by survivors is owing to a new intoleraraf separation. But people were
troubled not only at the bedside of the dying othsymemory of the deceased. The very
idea of death moved them” (59-60). After prepaitimg body, they would sit with it and
keep watch and make sure it was not disturbed. M@ because the body was not
embalmed early on in the century, some who wersidered dead may have been only
in a coma, so keeping watch allowed the familyriow if the person were truly dead. In
putting this in connection with the Victorian idebthe “beautiful death” and death as
sleep, the Victorian’s watching the body makes selmsl'he Sacred Remains: American
Attitudes toward Death, 1799-1883ary Laderman hones in on how the American
Victorians viewed death as “sleep” to help the heeel family members and friends
come to terms with their loved one’s deathus, they had hope that death was not a
permanent separation. They hoped the person waoakte wp. However, some were
fearful of what they saw as a thin boundary betwderand death.

Remnants of the Victorians fear of the blurringootindaries between life and

death appear in popular Gothic works where a fam#ynber comes back from the dead
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or becomes a vengeful ghost, such as Madeline Uisioe’sThe Fall of the House of
Usher, in which the narrator first describes Madelinadseautiful, sleeping corpse who
comes back as a murderous ghost. While Poe dedraetbath of the beautiful woman
the most melancholy of all subjects, he also exgpptise fear of the unknown in death.
Later in the century, morticians took the placéamhily. They cared for and embalmed
the body. This marked the gradual distancing offéingly’s role in the death process.
Now, most people pass away at the hospital, antdbg is passed on to someone to be
prepared for the funeral and burial, which makésard for us to comprehend the
Victorians’ preoccupation with death.

After the passing of a loved one, the perpetualmmag and melancholy entered
the home décor and clothing. Thus, mourning perydath the private and public
sphere. Prior to the post-mortem photograph, fasitiommissioned an artist to paint a
portrait of the deceased. The focus was on egfyeturing the deceased as he or she was
in life or on the graveside scene. In Memory Of: Artifacts Relating to Mourning in
Nineteenth Century AmericaMartha Pike explains that the picture was typicall
“[p]ainted or embroidered, usually on silk, or paith with watercolors on paper” (48). As
with most mourning customs, the paintings were anigilable to the upper-middle to
upper class. Specifically, the paintings were pathe domestic realm, considered the
woman'’s realm at the beginning of the century.eRi&ntinues, “Such embroidered
and/or painted memorial pictures were done primdnyl an educated elite, young
women whose families could afford to send themete seminaries where such genteel
arts as painting and needlework were taught” (48)e fact that young, upper-class

women did the “domestic” paintings echoes the mi@eth-century Cult of True
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Womanhood of Piety, Purity, Submissiveness, and &tieity, which applied to upper-
middle to upper class women. Barbara Welter, kejohian, notes, “In the home women
were not only the highest adornment of civilizatibat they were supposed to keep busy
at morally uplifting tasks” (164). The women wehe bnes who were supposed to be the
moral compass, so death, which addresses issuekgidn and the family, were topics
which their society expected them to engage with.

Like most folk art, the paintings/prints became cogrcialized. Pike contends,
“Nathaniel Currier and other print-makers begapublish low-priced prints of similar
subjects” (“In Memory Of: Artifacts Relating to Mming in Nineteenth Century
America” 50). However, in the paintings, artistsnped the deceased as they were
preceding their death or incorporated gravesideex:ePike raises an interesting question
concerning the audience and the painter’s depicfamurchyard burial versus rural
cemeteries. In the 1840s and 1850s, most weredburieiral cemeteries rather than
churchyards, so the discrepancy is intriguing. RBikggests that either the discrepancy
comes from either the audience being rural and mseé to churchyard burials, being
more sophisticated urbanites, or coming from thappeEs nostalgia for the past and
closeness with nature (Mayo 50). UnfortunatelyeRikes not attempt to answer this
guestion. However, if we note that 1847 Rural CenyeAct and other ordinances
around that time, it appears that the audienceetesd hold on to past tradition when the
government took over control concerning the deaadrurial. Bernadette Atkins,
author of “Widow’s Weeds and Weeping Veils,” expgi“Churchyards and family plots
were overcrowded and unsanitary. Many felt thatuwhgightly, foul-smelling burial

grounds were a danger to the health of the pubhbjth is why the cemeteries were
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developed “on the outskirts of towns and citieg he rural cemeteries began in
Massachusetts, Pennsylvania, and New York andgpesad westward. In “Where All
Our Steps are Tending: Death in the American Cayit®avid Stannard explains,
“Mount Auburn came first, in 1831; then Laurel Hith 1836; then Green-Wood, in
1838. Others followed— Green Mount, Spring Groviee WWoodland, Mount Hope,
Worcester Rural, Cave Hill, Harmony Grove; andehe of the ‘rural cemetery’ had
begun” (gtd. in PikeTime to Mourn: Expressions of Grief in Nineteendnttiry
America, 23). The shift from the churchyard or home frooésl not mean that the people
were less “religious”; rather, it echoed the stafproviding order. Just as the mourning
etiquette provided structure for people duringfdalilt time, so did the setting up of
rural cemeteries. Neatly kept rural cemeteries kegér and put a structure to where the
dead were buried. As a practical function, the denmes were kept up and “were
designed like parks, making the visit a pleasapearnce” with “[b]enches, paved
pathways, gardens, ponds, and fountains” in olégive a serene setting to those
wishing to meditate, mourn or commune with natyfgkins 4). In the Victorians
making the cemeteries beautiful, the cemeteriesextkhe idea of the Victorian
“beautiful death.” The burial places were no longelodorous, grotesque sites. Instead,
they were peaceful places where the mourners dealdomfortable. This change from
urban to rural cemeteries echoes the parks that elt. Parks were tamed forest, which
was streamlined and neat. Likewise, the rural cenest made death neater, less
grotesque.

As technology advanced, postmortem paintings becanee as photography

began to take over the postmortem custom. As panearadition, nineteenth-century
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postmortem photography captured the images of loned and left a memoriam for
their loved ones. The photographs were a dagugpepa picture on polished silver;
consequently, they were expensive and mostly difdydable for the upper-middle class
to upper class families. Many post-mortem photolgsapere of children and reflected
society’s high value of children and the high irtffenortality rate. Keith Davis, author of
The Origins of American Photography: 1839-1885 Fidaguerreotype to Dry-Plate,
explains “the fear of sudden death lent real pawehe photographer’s familiar slogan:
‘Secure the Shadow ere the Substance Fade’ (MfXeover, photographers captured
the deceased in their beds and portrayed theneegisy. These paintings differed from
their predecessor—post-mortem paintings— in whinehdrtists depicted the subject as
living. Symbols within the paintings, such as blackes or weeping willows, were the
only indicators of a life cut short. The changenssn the paintings and photographs
suggests shifting attitudes towards death.

As the nineteenth century progressed, death becammodified, and
photographers were able to make a living takingrpogem photographs. Photographs
of living individuals were already popular by phgtaphers such as Albert Sands
Southworth and Josiah Johnson Hawes, two of the noded nineteenth-century
photographers. They not only photographed peogi@dture as well. I'Young America:
The Daguerreotypes of Southworth and Hav@snt Romer and Brian Wallis question,
[W]hat other daguerreotypists would have been a@ndaenough to “photograph frost
on awindow, clouds overhead, a solar eclipseaaded hand in closeup, or a surgical
operation in progress” (11). If they stepped oythetographing nature, it is unsurprising

that they took postmortem photographs since degphrit of nature. Towards the later
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part of the nineteenth century, postmortem phofaggyaontinued to change. Barbara
Norfleet, who put together a collection and stufigeath and photography rooking at
Death asserts, “The post-mortem photograph no loneanaain rendering of the body,
but instead a record of the fancy coffin and tHerggor of the flower arrangements.
Often the flowers were arranged in an artistic neaujust for the memorial photograph”
(117). In the earlier photographs, photographepsucrad the deceased outside of the
coffin, whereas in later photography the deceaser@ wormally photographed in their
coffins. The face was the focal point of the phoapipy and was captured either above or
below it instead of at the same level. While gmigctice may seem morbid to us in the
twenty-first century, those in the nineteenth centaspecially early on, took care of the
deceased’s body. We see examples of th&leeping BeautgndSleeping Beauty Il
along withKodak and the Lens of Nostalgiavo key books on postmortem photography.

Furthermore, even children were not as shieldea fleath as they are now. They
assisted in preparing the deceased’s body andaninmgemourning clothes. As a result,
children were not sheltered from death as they memnlithe loss of siblings. “Well aware
of the high child mortality rate, youngsters freqthg experienced the deaths of siblings
firsthand in their homes. Children were commonlggubwith deceased siblings, binding
together the living with the dead. Sadly then,dlgarest and most compelling surviving
images of mid-nineteenth century melancholy laigth mortality rate.

As a distinctly Victorian practice, post mortem pigraphy signifies the
pervasiveness of death as both reality and arsstigect in the mid-nineteenth century,
when the average American adult could expect o dnly forty years and when the

accelerated rate of infant deaths, due in parpigesnics of cholera and tuberculosis,
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made children’s connection to life seem espectaltyious (West 139).
Photographers offered the closest memento to piegetheir loved one’s life.
Nevertheless, the preservation blurred the linésdsn life and death. Steiner asserts
that the photographer’s role was to “intertwine[thé immortality offered by the
photographic image with the fundamental equalitdedith, creating artifacts which
uniquely reveal the era’s perception of the indinali (71). Moreover, postmortem
photographs “offered an unmatched opportunity toveg the funereal sentimentality of
the middle decades of the nineteenth centurynmedium which quickly became more
powerful in public perception than many others’g{Bér 71). As the United States
expanded, postmortem photography “spread all achesUnited States, from large
urban centers to more sparsely settled rural a&isiner 72). The difference between
the postmortem paintings and postmortem photograins the paintings attempted to
capture the deceased in life while “the photograpiseally portrayed the subject clearly
dead, or perhaps as if asleep” (Steiner 73). Bathtings and photography, however,
prevailed during the century without one overshadgwhe other. The photographs
served as memorials for the living, which is whydgraphers attempted to take the
picture within an hour of someone’s passing. Theynted to preserve any life-likeness as
well as capture the body before it began to deempalise “embalming was not
frequently, or very successfully done prior to thiel-1850s” (Steiner 74). Consequently,
the post-mortem photograph serves as a liminalespdee loved one’s soul was believed
to have departed, although the body remained.

The high price people paid for postmortem photolgsages compared to marriage

or birth photographs during this era exposes ttaibn on death and the prevalent
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mournful and melancholy atmosphere. For exampl&8#v, Poe commissioned a
deathbed watercolor portrait of Virginia Clemm Plois, wife and cousin, which was
painted only hours after her death. Arthur Hobsaim®, critical biographer, includes
Arthur G. Learned’s drawing of Virginia that he kofsom “the water color painted by an
unknown artist after Virginia's death” (524). Nankhartha West, editor dodak and

the Lens of Nostalgjasserts, “In fact, people were more willing ty §2 for a
daguerreotype that memorialized a loved one’s pgdkian they were to commemorate a
marriage or birth. Often they would commission atplgrapher to take pictures of the
deceased only hours after he or she had passed @Wagt 139). Nevertheless, the
people’s choice to capture death rather than \itmts does not mean they did not value
them. Instead, it was a way to hold on to those aregs and “what might have beens,”
especially in terms of the high infant mortalityera Prior to a year old, most parents
were afraid to put too much hope in their childdgy, which may explain why they did
not typically capture birth. Many did not makeattheir wedding day, which explains
why there are fewer wedding photographs compar@dstmortem photographs. These
photographs served as a consolation rather thaméupmemory although they “would
more than likely occupy a prominent place in thed®hold, displayed on a mantelpiece
or parlor table” (West 139). The prominently digd postmortem photographs reveal
that the people during the nineteenth-century eodataather than hid death. To them,
the postmortem photographs provided solace andsexpiheir “willingness to include in
the space of the portrait photograph what is paedguvell as what is celebratory” (West
140). Through photographers willingness to captie&th, they were able to capture a

fuller range of emotion.
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The photographs also “reflect a culture still expenting with the use of
domestic photography and still willing to be reneddhat death awaits us all” (West
140). West further argues that the distinctiveédaabout the Victorians’ mourning is
their “relative willingness...to indulge in painfulemories that sustained their grief”
(141). In turn, preserving these memories becarferm of consolation for the
bereaved, its painfulness desirable precisely Isscaiseemed to keep the presence of the
deceased palpable” (West 141). Although West ctiyrasserts that the photographs
made the idea of the deceased corpse more palpaiskenortem photographs were
important to the people because they captureddbeaded as the loved ones
remembered them. Postmortem paintings portraydolsa tikeness but not as close as
postmortem photographs. Steiner argues,
[T]he daguerreotype plate is infinitely more a@tarthan any painting by
human hands. If we examine a work of ordinarylartmeans of a
powerful microscope, all traces of resemblancesttoire will disappear-
but the closest scrutiny of the photographic dingvdiscloses only a more
absolute truth, more perfect identity of aspeith whe thing represented.
(Steiner 61)

The photograph was much like a mirror that refl¢gaésloved one’s image.

Because the process was new and somewhat mygtify@ople “believed that the
photograph was true because it literally captuhedsubstance of the subject; hence,
photographic images were not merely made, but rtdK&teiner 61). The photographs
were a “modern technological manifestation of thenortality long revered in painted

portraiture” through which “[t]he artist conveyed Enmortality which was the best
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available in a world that placed such great sptitialue in the visual image” (Steiner
62). These photographs “provided a means to caacttédre impermanence of life with a
relatively permanent image that transcended thealnumortality and gave to the subject
some level of cultural permanence” (Steiner 62 parmanence the photographs
capture serves as a memorial and tribute to theaded and keeps the memories of that
person alive. Moreover, the photographs providedoones the comfort of knowing that
the deceased had family and friends surrounding thethey departed. Thus, they
captured the deceased and mourners closeness &motier and reminded the mourners
that their beloved went to heaven in peace. Thisesaffect is in elegies as they describe
either being by the dying person’s bedside or wighihey had been as they recount what
might have happened in the final moments.

While many photographs were taken after deathmetaee series that capture the
individual just before and just after death. Phaapys of an individual right before and
after death reveal the American Victorian’s desirbe at the dying person’s bedside. It
also captures the life cycle. For instanceSleeping Beauty II: Grief, Bereavement, and
the Family in Memorial Photographgompiled by Stanley Burns, a painting seriesditl
“Woman Cradling Dying Son” captures such a scendine infant’s eyes and mouth in
the first picture are opened as they mother hoddshild as he dies. The next
photograph shows the child with eyes and mouthedp#hich was part of the Victorian
mourning customs. The mother’s face in the secdwdqgraph is also distorted, which
Burns suggests that “perhaps, the movement indidse crying and distress” (22).
Other postmortem photographs tell the narrativeomby of death but also reveal the

mourners’ faith, such as the paintings “Religioasnly with Daughter in a Red Dress”
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and “Mother Prays at the Side of Her Dead Daugh®9’ 34). They serve to remind the
mourner and to reveal to guests the faith thatsusthe mourners. They also serve as an
expression of their grief even though they havthfairhe photographs not only captured
the parents’ grief but the siblings’ grief as wélar example, in “Young Girl Posed with
Dead Sister,” the adolescent girl stares upon beeased sister (36). The photographs of
siblings with their dead loved ones reveal thaldthin were not shielded from death.

This is unlike today, where children are often edeld from funerals. Although mourners
were not shielded from death, they did attempt &xendeath appear more as sleep even
within photographs, or they attempted to beautdgttl. For example, in the photograph
“Death’s Seal is on That Cherub Brow,” the paremt¢tuded flowers to beautify the
photograph in order to make their child’s deathezas cope with. In addition to

flowers, other parents had their child’s favorig br a pet in the photograph to lessen
the harshness of reality.

In memoriam, post-mortem photographs hangingerhibme were not the only
part of the home that reflected the mourners’ gt surprisingly, the home was the
center of the funeral customs. Unlike today, whHeydies are taken care of by funeral
directors and morticians, family and friends toakecof the deceased. As a result, the
home was a funeral home. When an adult passed #weafgmily draped black crepe,
also used for mourning clothing, over furniturehe home. Similarly, when a child died,
family members adorned the home in white crepeyBiso covered all mirrors in black
crepe. The covering of the mirrors served as adydretween the living and deceased,
because many people believed if they saw theieeBfin in the mirror before the

deceased was buried, then they would be the nalét®Gome also believed that they
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might see the reflection of the deceased and tleerAtthough this superstition seems
contradictory to the mainstream Christian belidis, liminal space between life and
eternity occurred when the person passed awaysé@ivants stopped the clocks at the
time of death and restarted them after the funerakwise, the windows were opened
after a death and closed after the funeral in ciml&st the deceased’s spirit leave the
home just as the loved ones closed the eyes afdbeased to allow peace for the
departed. Aires asserts that the lithograph— andouéd add postmortem paintings and
portraits— “played a role of the tomb, of the meralpra sort of portable tomb adapted to
American mobility” and that “the English and the Ancans of that day were
committing to paper or silk— ephemeral substance#iat the continental Europeans
were portraying on tombstones” (80). These menwmriportable tombstones,” served
as mourning memorabilia for generations. While itrue that they almost served as
portable tombstones, they also served to transtbenmome into a literal funeral home.

In addition to the décor transforming the home efaneral parlor, the home
became the literal funeral home where the funeed aeld. There was also a church
service and graveside service. However, only theecinale relatives and intimate friends
attended the church service because women wereleoed to be too emotional. The
domestic realm was considered a more appropriategbr women because it was a
“private” realm. Later, in the 1860s and 1870s, woraould be present at church funeral
services, and by the last decade of the centurgnemocommonly attended funerals
(“Forget Me Not” 8). The private and public gendarision parallels the Cult of
Domesticity where women were “angels in the housef embodied piety, purity, and

submissiveness. Welter asserts, “Put them all begetnd they spelled mother, daughter,
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sister, wife — woman. Without them, no matter weetihere was fame, achievement, or
wealth, all was ashes. With them she was promiae@ihess and power” (152). This
was because she was the moral compass. Welteirexpi@ne reason religion was
valued was that it did not take a woman away fram‘proper sphere,” her home” (153).
Home and religious piety went hand in hand. Asmioeal guides, women ran the
homes, which included the directing of mourningatation and outlook on the afterlife.
However, since women were considered more fragiteeanotional, they were excluded
from the outside realm, including the burial. Ttedue of reason over emotion is similar
to the consolation verses lament elegiac traditimierestingly, nineteenth-century
elegies did incorporate lament; however, they duitdad to consolation. As a result, it
is not surprising that women were excluded becthesgender division holds to the idea
that even within the nineteenth-century “Cult of Mioing,” consolation was a must.
Some, such as Margaret Fuller, complicate the addsaparate spheres during this time,
but many still felt women were too emotional to tii@nas much as men.

The same gender division carried into the stag@esaafrning and mourning
clothing. The stages of mourning included full mong, second mourning, and half
mourning. For example, “Parents were mourned ferfail year; brothers, sisters, and
grandparents were mourned for six months” (“FoletNot” 9). However, these stages
mostly applied to women because men were only inrmog for six months,
particularly for the death of their wives, wher@asmen were in mourning for three
years when they were widowed. More than likely,deader discrepancy was set
because men were expected to have both more shtightions and to find a mother for

their children, especially if they had younger dhein. As the mourning period
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progressed, women could introduce less harsh ¢aoch as grey, white trimming, and
lavender, at the end while men wore a black sudtwanite shirt with no color as well as a
black band around their arm. Afterwards, some vgoeg for a partial mourning, but they
were not required to do so. The discrepancy lehgtiveen the mourning of the loss of a
parent and the loss of children also reveals thk regard Victorians had for parents.
Although children were not in mourning as long dslts, they were involved with
mourning clothing and wore black trimming for threenths.

While the bodies were buried, one part of themrofeanained with the family:
locks of their hair. The hair, either from the de®ed’s brush or a lock cut off of their
hair, remained a physical connection between ticeated and loved one. They could
literally touch the hair of the person. We seedlosest connection between the departed
and loved one in the hair jewelry made from theedsed’s hair. The loved one could
literally carry on his or her body a part of theeamho passed. Between “the 1840’s-
1880’s,” women became preoccupied with making jeawelry (Mehaffey “Fashions”).
Women in mourning took strands of the deceasedisand placed it within a locket,
created hair jewelry, or created a hair wreathidgssconnecting the loved one with the
deceased, the wreath connected family memberfleaser was made from each
deceased family member’s hair. The women placefldiaeer made from the most
recently deceased person in the center. Afterw#ndg,encased the wreath in glass and
hung them on the walls. In “MHS Collection: HumaaiHOrnaments,” Virginia Rahm
describes the stages of preparing the hair fortwseand other hair ornaments by
“fasten[ing] [the hair] into a bundle” (71). Afteexds, the “groups of hairs... were drawn

to form strands,” and the “strands were tied todio...to prevent tangling and to help
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keep the strands in balance” (71). The hair wasdgraround some firm object-a wire, a
tube, a pencil” until it was boiled and “carefufigmoved from the mold” (71). The
mourner then took the hair work “to a jeweler, waffixed the beads, tips, clasps, or
whatever was needed to finish the piece” (72). ibtdnair décor, “usually in the form
of wreaths or floral arrangements, were also quifeular; these were ordinarily used for
parlor ornaments. Instructions on how to make gexsielry or ornaments of hair
appeared in many ladies’ magazines” (Mayo 55). @sscreating wreaths from hair,
women often included locks of deceased loved orhiar home décor. For instance,
they include hair in perforated cardboard wall hagg. One such example is in Kenneth
Ames’sDeath in the Dining Room and Other Tales of VienrCultures The perforated
cardboard reads, “[O]ur little babe was born Noventhe 22, 1864 and died April the
12, 1865,” and contains the infant's name, Jacshd¥i(Ames 102). As with the
mourning hair wreaths, this lock served to contieetfamily with the deceased loved
one and was displayed in the home. Other useaiofrom the deceased included
jewelry made from hair and locks of hair in lockets

Besides the material culture within the home,a#s survived to provide a
memento and served as material culture outsidadhee to commemorate the deceased.
Ames asserts, “Equally compressed but charged aathimgful expressions appear in
the cemetery and with other material culture asdediwith death. These texts echo
some of the same sentiments, the same rhythm—amnetsnes even the same words—
thus linking house and cemetery, life and deattthBeand heavenly home” (135). As
late as 1883, epitaphs were in etiquette books$y asdill's Manual of Social and

Business Forms (Atkins 23). Some epitaphs inclt@ene, but not forgotten; Gone
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Home; Sheltered and safe from sorrow; Heaven'siatgear is thine” (Atkins 23).
While these mottos are sometimes still used tothey;, predominance in nineteenth
century America reflects the era’s tone and atéttavards death. These sayings echo
the Victorian sentiment of the “beautiful deathge'ath as sleep,” and heaven as an
eternal home. Furthermore, “Words and images weezdhangeable parts of a wide-
reaching religious comprehension that stretcheah fitee church to the home, from the
home to the cemetery, and from the cemetery taftieelife” (Ames 135). The epitaphs
“seemed to outlast any habitations of the livirept “[[Jike the photograph, the
monument allows us to continue to see somethingjlibnthat at least represents the
loved one whose body is in now in a sealed chammbdtiie ground, and the permanent
gravemarker thus becomes a source of immortal&y€ifer 104). The epitaphs “added
the power of words to confirm the immortality okerby the grave” and “expressed a
general belief in complementary nature of immotyah both spiritual and physical
forms” (Steiner 106). They were to “be expressiug,brief” (Atkins 23). Just as the
words were meant to live on, so did the familiepénthe same for their loved one who
went to eternity.

In addition to the words on the epitaph, the syimbo nineteenth-century
epitaphs sent messages of peace, comfort, and bpelove symbolized peace or the
Holy Spirit and represented the departed’s faitth /aor the family’s faith. Books
symbolized either the Bible or divine knowledgebwken ladder, column, or wheel
represented a prominent missing family memberferclut short. Pillows signified
comfort and rest which also echoes the idea ob#aaitiful death or death as sleep. A

clock represented either the time the loved onadeg or the cycle of life. An opened
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gate was emblematic of the opened gates of heakierevthe soul went. Victorians also
used trees, plants, and flowers as symbols. Theingevillow, one of the most common
trees used on epitaphs, represented mourning. Rasesorget-me-nots represented love

that would not end. Wheat represented the boungfd of life; white stood for purity.



Figure 1: Antebellum Tombstone (1859)
Tombstone at Evergreen Cemetery.
Note:

The cross during the nineteenth-century
represented a hope of reunion in heaven th
comes through faith of Christ’s resurrection
after dying on the cross. The flowers appe38
to be lilies, which represent purity.
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Figure 2: Civil War Tombstone (1863)

Tombstone of Major Sam Corley, ordained ministe
and chaplain who died in battle in 1863. Takerhat t
Confederate Cemetery in Helena, AR

Note:

The scroll image- This image shows that the deckg
kept records. Also, it may refer to Major Corley’s
occupation as minister and chaplain who taught
scripture.
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Figure 3: Child’s Tombstone (1881)
Tombstone of Russie Bately

Taken at Evergreen Cemetery Murfreesboro, TN
Note:

The dove was used as a symbol of peace and

purity. Many children’s either had engravings of
lambs or doves as a mean of portraying the chilg
innocence.
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Like epitaphs which commemorated the dead and adeafohe living, eulogies
given by preachers, family members, and friendsigesl consolation for the mourners
and honored the deceased. In prose form, the eulofpdes the deceased’s strong
attributes and might refer to humorous accountseif life, which provides a sense of
comfort to the bereaved as they think of fond meesoof their loved one. While
eulogies are longer than epitaphs, they are oftief lrecause they are presented most
often during a funeral or memorial service whicks hime constraints.

Similar to epitaphs and eulogies, the elegieseriby family members and
friends are a lasting written form that preservesrhourner’'s melancholy and praises the
deceasedJnlike eulogies, this is a poetic form. The inchrsf death poems in popular
magazines of the upper-middle class and upper rtaesls their popularity. These
popular magazines combined societal tradition @&adature. For example, Steiner notes
a list of suggested funeral poemfdraham’s Lady’s and Gentleman’s Magazfnem
“1841-1842" (39). Because Poe edited the magdrome 1841 to 1842 and even some
occasionally afterwards, it is no surprise thaseawas included, which listed “To One
Departed,” and William Cullen Bryant’s “The MaiderSorrow” (Steiner 39). Elegies
would be placed in the subgenre “Consolation Liteed during this time as “[t]he
clergy, female writers, and publishers of womerdsels and magazines filled the needs
of mourners by producing and publishing books afyprs, poetry, and stories about
death” (Mehaffey “Consolation Literature”). Mosth®lars think of the Little Eva’s
deathbed scene in Harriett Beecher Stowkisle Tom’s Cabinvhen they think of

literature concerning death. However, consolatioetyy is often overlooked. Within the
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elegiac tradition, there was a mixture of male isksgand female elegists. Thus, the
magazine genre linked the elegiac literary tradiand the nineteenth-century culture.

Women were considered the more emotional of tleesxes, so their publishing
elegies did not surprise readers. Furthermore, wonere the “domestic figures,” and
the domestic sphere was the key place of mourhnt{rippled Girls and Lame Old
Women: Sentimental Spectacles of Sympathy in Nergte Century American Women'’s
Writing,” Rosemarie Thomson contends, “Although ithea of domesticity shifted
considerably over the century, it was fundamentaldyvision of labor hat assigned
women to the privatized realm of the home, whictaee the site and source of feeling,
religion, morality, childrearing, purity, and orgewhich allowed women to be “both
confined and enabled by domesticity” (129). Althbdthomson discusses this point in
terms of analyzing the disabled and lame in womemisng, it applies to women
elegists. If the domestic is part of emotion, nelig morals, and order, it is unsurprising
that women often wrote and published elegies, swmtial poems of death.

Emotion, specifically lament, is a key componenthie elegy as is hope for
eternity (religion). Likewise, elegies are mourniitgals, which provide some semblance
of order to death. While some men did write elegmsst elegies outside of the “high
literature” circle were by women. Therefore, altgbhischolars mostly focus on the
published elegies by male poets, women elegistsldladso be analyzed. This is
especially pertinent if, as Cheryl Walker authofMineteenth-Century American
Women Poets Revisited,” argues, “Nineteenth-cenfumgrican women did not function
in a world isolated from men or from male litergnpductions” (232). The magazine

market during this time was open for works by worreso far as poetry or thriller
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fiction; thus, many of these magazines, sucReterson’s Magazindéiarper’s, and
Godey’s Ladies Booilkcluded their elegies. While Monika Irene Casaathor of
Poetesses at the Grave: Transnational Circulatibd@men’s Memorial Verse in
Nineteenth-Century England, Germany and Amestates that “the poetess clearly can
be understood conceptually as performing melanahather than doing the work of
mourning,” her broad argument does not hold trualtpoetesses (3). Moreover, male
poets both perform melancholia through their elegied mourn. “Poetesses” are no
exception. The personal elegies that mothers vaidée the loss of their children are a
part of a mourning process. Although women publistese, male poets had done the
same through all ages, such as Miltdajstaphium Damonisvho mourns the loss of his
friend and performs the conventional elegiac cotives. Nevertheless, scholars should
adhere to Cassel’'s argument that “the connectibmdas the domestic and the national
in the figure of the poetess needs to receive mtemtion” (4). In the introduction to
Victorian Women PoetdVriting Against the HeartAngela Leighton explains that
although some, such as Ellen Moers, Elaine Showaltel Gilbert and Gubar have
analyzed women'’s literature, most of the scholarébcuses on women’s prose, not
women'’s poetry—aside from Elizabeth Barrett Brovgni€hristina Rossetti, and Emily
Dickinson. Leighton contends, “women’s poetry c# tiineteenth century, much more
than the novel, was written and read as part effacensciously female tradition” (1).
However, Leighton focuses on British poets. Amaripaetesses, specifically American
women elegists, deserve more attention so thateené-century scholars can obtain an
even deeper understanding of American culture. Wosredegies provide insight into the

private and public function of elegies. Furthermdhese elegies give a glimpse into the
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quest for a national, distinctly American, voiceicia Lootens, author of “Hemans and
her American Heirs: Nineteenth-Century Women’s Boatbd National Identity,”
provides Lydia Huntley Sigourney as an examplenoAmerican woman elegist who
was “[o]bsessed with mourning and national idertitwith religion, patriotism, and
pacifism” (245). Unfortunately, Lootens dismis&gourney as self-promoting and the
British poetess Felicia Hemans as a “Romantic ggr{46). Though Sigourney may
have attempted to make a career of writing postrg,is nonetheless still as important as
Hemans. Although John Milton published his elegigsidasandEpitaphium Damonis
he presents a private mourning within the poems. séme holds true to Sigourney’s
work. She presented American issues within thei@deguch as her elegy ‘Be silent, O
Grave!” “her elegy for the Mohegan leader Maze&t®9). The Caucasians taking away
the Native Americans’ land was a distinctly Amencdssue which she took on.

Although the elegy as a genre began much eahigr the nineteenth century,
elegiac verse took on a unique meaning duringddatury. Specifically, most elegies
were written either for a close loved one who dredn an epidemic or for those lost
amid the devastation of the Civil War. The eleggdime popular as poets sought comfort
and wanted to “render the chaos and confusioneotvdr more comprehensible”
(Henderson 111). The elegies were “preoccupied thrsame images of the unburied or
unidentified dead,” as is true with Walt Whitmanodher canonical poets (Henderson
111). These elegies both followed the elegiac ti@diestablished centuries before and
were important as nineteenth-century consolatiendiure. The elegy has its roots in the
ancient elegiac tradition that inspired book of leamations, which mourned the

demolition of Jerusalem and the Holy Temple ingix¢h century B.C., continued with
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the third-century B.C. Greek elegiac poets, suchlrencritus, Bion, and Moschus, and
subsequently endured in the seventeenth centuhyMilton’s LycidasandEpitaphium
Damonis Edmonds explains that the elegy later became fasédhorter and more
‘occasional’ themes” and form was not the focus lfi9tead of the classic elegiac
distich, a couplet composed of a hexameter follobaed pentameter, the nineteenth-
century elegies often used regular meter. They somas used free verse, which echoes
the Emersonian call for free form. Tine Funeral Elegy and the Rise of English
RomanticismJohn Draper explains, “Since Classical meterdljpapply in English
poetic nomenclature, the word elegy in our languaggeusually been associated with
poetic substance rather than form— especially déhth, and most especially the death
of some patrticular individual” (7). Nineteenth-ceint elegies kept the melancholy
subject of mourning but not necessarily the fofPastoral elegies were a special form of
the elegy, and some nineteenth-century elegiststbeteeping some of the pastoral
elegy elements but not form, which is not surpgssmce Nature was an important topic.
The exploration of nature during the America’sdaxpansion served as a
resource for writers as they depicted the cultvoeired them. The philosophical question,
“Is nature benevolent, malevolent, or uncaring,égback prior to the nineteenth
century, but as pioneers traveled West and haddonduer” the untamed land, the
guestion continued and prevailed as a topic amamgteenth-century writers. Leo Marx
focuses on this imhe Machine in the Gardeand examines the psychological
implications technology infringing upon Nature haditerature as "a rustic and in large
part wild landscape was transformed into the dith@®world's most productive

industrial machine. ... Its influence upon our kterre is suggested by the recurrent
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image of the machine's sudden entrance onto tlsdape” (343). These same issues
make it unsurprising that elegists would adaptpstoral elegy, such as Walt Whitman’s
pastoral elegy, “When Lilacs Last in the Dooryaitddsn,” upon the death of President
Abraham Lincoln where he includes the encroachmmage of the train carrying
President Lincoln’s body. Nineteenth-century elegiere both part of the elegiac
tradition and a part of the nineteenth-century mow culture because elegies replicate
and enact the process of mourning. As this prajdtdemonstrate, Edgar Allan Poe,
Emily Dickinson, and Louisa May Alcott were a paftboth the long-running elegiac

tradition and the nineteenth-century mourning aeltu
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Chapter II:
Mourning, Memory, and Melancholy in Edgar Allan PoElegies

“Quoth the Raven, ‘Nevermore.” Poe’s repeatedaiefhas become engrained in
American popular culture fromhe Simpson® Nox Arcana’s 2007 CD “Shadow of the
Raven,” which includes the songs “Midnight DrearyThe Raven,” and “Nevermore.”
Many think of “The Raven” only around Halloweenassociate it with the Gothic genre.
However, in “The Raven,” Poe aimed to present aarsal state of sorrow to which all
readers could relate. Consequently, this chapes tiEhe Raven” to establish key elegiac
conventions to refer to in his other elegies. Hegies draw from both the elegiac
tradition and from the nineteenth-century cultukenourning in which he lived. Besides
providing a close reading of Edgar Allan Poe’s mastlyzed elegies, “The Raven” this
chapter explores Poe’s merging of his aesthetits &egiac conventions in “The Sleeper
(1831),” “The Paean (1831),” which he later revisetb “Lenore (1843),” “To One in
Paradise (1833),” and “To Annie” (1849). FurthermoPoe sets a precedent for Emily
Dickinson, Louisa May Alcott, and Stephen Cranepwalso deviate from focusing solely
on the death of children and on the traditionaWwgieof heaven. In his poems, Poe’s
speakers struggle with loss and their desires thedt with a deceased loved one.
Through his elegies, Poe describes the grave soéiies dearly departed.

Besides incorporating nineteenth-century publimmmong practices, Poe privately
laments the death of his mother, Eliza, the motiiea childhood friend, Jane Stanard,
and his wife Virginia. The numerous deaths of eisdéle loved ones makes his focus on
the “death of the beautiful woman,” as he describeBhe Philosophy of Composition,

seem logicallnstead of the typical nineteenth-century focudhlendeath of children, he
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is more haunted by the death of these women thanfégt mortality. Poe’s December 3
1835 letter to Beverley Tucker reveals the effddthe death of his mother— and even
the death of his father. He proclaims, “I have maogasional dealings with Adversity—
but the want of parental affection has been theieebof my trials” (183). Most likely,
Poe took the death of Jane Stanard hard becaubeunght of her as a source of parental
affection. In an April 14, 1859 letter, Marie Clemexplains to Sarah Helen Whitman,
“It is true dear Eddie did love Mrs. Stanard withthe affectionate devotion of a son.
When he was unhappy at home, (which was very attencase) he went to her for
sympathy, and she always consoled and comforted fililnomas and Jackson 58).
Moreover, Maria Clemm explains that Poe took Hee#s hard and that Robert “told me
[her], of his and Eddie’s visits to her grave” atalls how he “pointed to her [Jane
Stanard’s] last resting place...when we would visé¢ [Shockoe] cemetery” (Thomas
and Jackson 58). Poe connects with her throughgtheesite, which reinforces the
significance of the epitaphs and gravestones dutimg nineteenth-century as a
consolation.

Poe’s continual mourning and melancholy is seehignreaction to his wife’s
death, which he records in a January 4, 1848 l&it&eorge Eveleth. Poe exclaims that
he “love[d] as no man ever loved before” and thairdy her iliness he “became insane,
with long periods of horrible sanity” and that “{ding these fits of absolute
unconsciousness | drank, God only knows how ofterh@v much” (Thomas and
Jackson 716). Through all of Poe’s sorrow, it iswmprising that he depicts death as
sleep and expresses a desire to reunite with aasedelove one. He blends those

elements with his aesthetic values of the deathlmfautiful woman as the most beautiful
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topic in poetry, the repeated refrain, the speakéustration with living without the
loved one, and the terror of the soul to craft ¢élsgies. Significantly, Poe writes this
reply to Eveleth six months after Eveleth’s July, 2847 letter to him. The long span
between Poe receiving the letter and his respoeseal the intensity with which Poe
mourned Virginia’s death.

Many critics, such as Arthur Hobson Quinn, authicEdgar Allan Poe: A
Critical Biography connect Poe’s “The Raven” with the raven in Ditke Barnaby
Rudgega work that Poe reviewed The Saturday Evening PodDthers, like Joseph
Jones author of “The Raven’ and ‘The Raven:” AmstBource of Poe’s Poem,” attribute
the Raven figure to other sources. Jones makeBgataetween Poe’s raven and the
raven in “an anonymous poem publishedrraser’'sentitled‘The Raven; or, The Power
of Conscience. An Old Border LegendI87). Another possible source could be from
ancient Greek and Roman myths Poe would have knblere than likely, all of these
works played a part in Poe’s conception. More ingoaty, these possible sources of
inspiration further reveal that Poe was influenbgdis predecessors and their culture as
well as his contemporary literature and culture.

In the opening lines of Poe’s “The Raven,” the &pedaments the loss of his
“Lenore.” Silverman speculates, “There is no tgljust how much Virginia’s
progressive illness and his anticipation of hettldégured in the poem, but the ‘bleak
December’ perhaps recalls the other December whea Eoe died, as Pallas again
invokes Allan, and Lenore, like the earlier talée'®nora’ and the poem ‘Lenore’ touches
on the name of William Henry Leonard” (241). Whet or not Poe had these ideas in

mind, there is little doubt he still reflected baokhis mother’s death and his wife's
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looming death. Quinn adds that while there is myt@oubt his worry over Virginia
played a role in his source of sorrow “the primeagpiration was the abstract love of a
beautiful woman” (443). This abstract love includrtatonic love for women. In the
opening stanza, the lament comes as the speakemaens how “Once upon a midnight
dreary” he “pondered, weak and wary” (1). The latagon deepens as it is “bleak
December” with “ghost upon the floor” and he remenshthis “sorrow-sorrow for the lost
Lenore” (7-8, 10-11). He sets the time of the pa@midnight like he does in “The
Sleeper” because it is a time of unrest or darkmes$oe does in his other elegies, his
speaker here seeks consolation from rememberindelisased, the “rare and radiant
maiden whom the angels name Lenore” (12). Benjdmamklin Fisher sees Lenore’s
death as “symbolizing a dynamic that once existetthié man’s emotional imaginative
makeup but that has now departed” (“Mourning and[Bwg] 85). If so, the speaker
mourns the loss of a part of himself, which malessse if he and Lenore are one as a
couple and complete each other.

The raven that the speaker finds when searchingtiat is tapping at his door
symbolizes his tormented soul when the speakertta#l raven to “tell [him] what thy
lordly name is on the Night's Plutonian shore” (4he speaker states that the raven
comes from “a Plutonian shore,” which reveals hewsthe raven is connected to death.
The raven “sitting lonely on the placid bust” is chuike the narrator who sits lonely in
the room thinking of Lenore (55). The speaker shggaven’s repeated “Nevermore” is
“as if his soul in that one word he did outpour6)5This statement can be viewed as the
speaker’s own soul saying he will nevermore seéolis Lenore. The connection of the

speaker’s soul and the raven is further seen wieesgeaker remarks of the raven:
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“Other friends have flown before- / On the morroenill leave me, as my hopes have
flown before” (58-59). In this line he sees theamwas holding the hope and doesn’t
believe it will stay. It will fly away like Lenoreid. If so, he is not only connecting the
raven to himself but also to Lenore. The ravefiex{ eyes [that] now burned into [his]
bosom’s core” also links the raven and speakerth@gdecause in the beginning of the
poem the speaker says he himself has “all [hisl) wdhin [him] burning” (74, 31). The
speaker appears more vexed when “the air grew dgresdumed from an unseen
censer” (9). He wants a relief, “respite and nejpefitirom the raven so he can forget his
pain if he can “forget this lost Lenore” (82-83ndraven’s saying “Nevermore” to this
is like his soul saying the torment will not st@#). He calls his home “Horror haunted”
and is seeking reprieve to know if there is “balon’healing ointment in Gilead (88-89).
Again the raven, or his soul, says “Nevermore” (9jerese M. Rizzo, author of “The
Cult of Mourning,” contends, the raven is “an agehimourning” and not just a symbol
of the speaker’s grief because the raven can™ttedl narrator ‘truly’ if he will ever find
peace and ‘balm’ in the biblical ‘Gilead™ (150)i#zo further argues, “the raven’s
ambiguous ‘Nevermore’ either reaffirms the seamrinieaning in death or critiques the
very premise upon which the cult of mourning pragdisolace to followers” (150).
While Rizzo raises an interesting point and theplars that this ambiguity contrasts to
the clear perversion of norms in “Ligeia,” she daesexpound upon this point.
Whether the raven’s response affirms the cultuoatmor attempts to counter the idea of
a heavenly solace, the speaker acts out the maupnatess. Furthermore, the
“Nevermore” echoes the natural reaction of the kpieto desire an immediate

connection with Lenore.
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As in his other mourning poems, Poe includegigefdesire on the part of the
speaker for reuniting with his lost love. He adis taven to “tell this soul with sorrow
laden if, within the distant Aidenn, / It shall sfaa sainted maiden whom the angels
name Lenore / Clasp a rare and radiant maiden wherangels name Lenore” (93-95).
He has hope of seeing her one day, which is whellethe raven that his response of
“Nevermore” is the “sign of [their] parting” anddahhe wants the raven to go back to
“the tempest and the Night’'s Plutonian shore!” emtlLeave no black plume as a token”
(97-99). He does not accept that he will not semke again. The raven’s response of
“Nevermore” to the speaker asking if he and Lematemeet again suggests either the
speaker, Lenore, or both will not be in heaven pkaly together. He does not accept
they will never see each other again. If the ragahe speaker’s soul, this shows the
speaker is still disturbed and deep down belielveg will not be reunited. His soul is
beneath the shadow of the bird.

The raven’s refusal to leave in the last stanggessis that the raven is the
speaker’s own beleaguered soul. The speaker‘#aysthe raven, never flitting, still
sitting, still is sitting / On the pallid bust ofRfas just above my chamber door” (103-
104). Poe uses the repeated “still, still” to réveaw truly tormented the speaker is
(103). He cannot overcome his memory of Lenoreeaah says his soul, the raven, will
never depart. He and the raven both have “all ¢#eensng of a demon'’s that is dreaming”
(106). He even uses the possessive pronoun mystwide how “his shadow” or the
raven’s does not allow his, the speaker’s, shadolwraak free, which is why he sees his
shadow lingering on the floor (107). If the raveaiges, soul, are like a “demon’s that is

dreaming,” and the speaker and raven are one,dadliisg himself a devil that is
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dreaming, and he is one that cannot move on frenmiourning the loss of Lenore (105).
This is a constant mourning, which is like thosemyPoe’s time who never truly got
over their grief from losing a loved one. They nmy have shown their grief publically
because public grieving was often considered desfias but inwardly many during this
era felt helpless and empty after losing a lovegl on

As in “The Raven,” Poe expresses private lamefmabel Lee.” Some of the
contenders for the lost love include, Annie RichehoBarah Helen Whitman, Fanny
Osgood, Elmira Shelton, or Virginia Clemm Po&lthough critics are less certain of the
poem’s autobiographical influence in the “The RaV&ilverman contends, “Annabel
Lee represents all of the women he loved and [@€t2). Quinn asserts, “[T]he best
judgment agrees with Mrs. Osgood” that Virginia W source of inspiration (606).

Whether or not any of these women served as mtisespeaker in “Annabel Lee”

! Poe’s love for Annie Richmond is seen as he tékesaudanum on November 5, 1848, three days after
Annie sends him an indecisive answer to his magri@gposal and then encourages him to propose to
Sarah Helen Whitman (Thomas and Jackson 764-m&haps, she could have partly inspired Poe as this
occurred not long before “Annabel Lee” was writt@rless likely candidate, Sarah Helen Whitman, a
contemporary poet, rejects Poe’s proposal, whiehrebounts in a September 27-28 1850 letter to Mrs.
Heuwitt. Still the rejection would have stung Poedsrm of loss (Thomas and Jackson 780). Poeitidiin
noticed the talents of Frances Osgood, anotheendet as the source of inspiration. He praisegher
August of 1849 in th&outhern Literary Messengéfrhomas and Jackson 821).Elmira Royster, widow and
Poe’s love interest from his younger days, is y@ttler rejection Poe experienced late in his $fee

rejects him around July of 1849. As his cousin anly love whom he married, Virginia Clemm Poe is th
most likely candidate as the source of inspirattdowever, all of these women and rejections addng
most likely are all sources of inspiration for “Aatrel Lee” and even most of his elegies of the “dead

beautiful woman.”
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correlates to the melancholy and beauty that Pearsthe death of these beautiful
women.

In the first stanza, the speaker’s narrative ¢ttt flashback to “many and many
a year ago, / In a kingdom by the sea” where “aderathere lived whom you may know
/ By the name of Annabel Lee” establishes a sadofes$ime long since passed (1-4).
He not only says he was infatuated with her butvgitte him when he says, “she lived
with no other thought / Than to love and be lovgarie” (5-6). The introduction to the
speaker’s memory establishes a connection the spaakl Annabel Lee. This reveals
their close bond of love, which helps the readenmehend the speaker’s grief after she
dies. He says he and she were children in their‘tvmgdom by the sea” (8). They had
created their own, probably imaginary, world.

Poe invokes the elegiac lament when the spealkdaipms, “the winged seraphs
in Heaven / Coveted her and me” which was why “Advblew out of a cloud, chilling /
My beautiful Annabel Lee” (11-16). He is angry &gt high-born kinsmen” in heaven
who “bore her away” from him (17-18). The tomb thekut her up in” separates the two
(19). He is angry that they took her away and ckdribeir happy “kingdom by the sea”
into a place of sadness, mourning. When the spehicerts, “The angels, not so happy in
Heaven, / Went envying her and me,” the speakeniiaged at heaven while mourning
his loss (21-22). He blames the angels for the vhiadl “came out by night, / Chilling
and killing” his Annabel Lee (26). The speaker’slusion of “as all men know, / In this
kingdom by the sea” shows how those who have hpdihass like his and lost it grieve
(23-24). Repetition is usually an important coni@mbf elegies. Consequently, Poe

incorporates the repetitive refrain “In the kingdbsnthe sea,” and the speaker repeats
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Annabel Lee’s name, which enhances the melancbaby.t The speaker’s repetition puts
the focus on his connection to Annabel Lee, andd@eated name gives the mournful
effect of sadness or longing for her much like espe who is crying and shouting the
name of the person who has left him or her.

In lines twenty-seven through thirty-three, Poatowes the traditional elegiac
convention of lament and the desire to connedtealeparted loved one. The speaker
declares that their love “was stronger by far tth@nlove / Of those who were older” and
“wiser” than them (27-29). Even “the angels in He&aabove” and “the demons down
under the sea” cannot separate their souls (30MN&it)even death can cut off his memory
or sever the connection between their souls. Thand is constant and never to be
broken. The speaker’s remark that their love wasempowerful than even those older
and even wiser shows love has no boundaries. Dbhan was quick yet powerful, even if
it did not have time to develop or grow over muahet Heaven and hell, death, cannot
keep them apart. He is, however, missing her poesen

In keeping with the elegiac tradition, the spedkeds consolation for this lament.
Philip Edward Phillips, author of “Teaching Po&te Raven’ and ‘Annabel Lee’ as
Elegies,” contends, “Unlike ‘The Raven,” ‘Annabedé’ provides some measure of
consolation in the forms of commemoration in veasd apotheosis, but this consolation
is at best subtle and subject to interpretatio®).(&hillips notes the consolation first
comes through the speaker’s remark that their ig&ronger than the love of the past
family members. Indeed, however, the consolatidengporary. The speaker of
“Annabel Lee” finds consolation in his dreams. l#ges the dreams are constant “For

the moon never beams without bringing” him drea@&the beautiful Annabel Lee”
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(34-35). Even the stars “never rise” without hiréfing] the bright eyes / Of the
beautiful Annabel Lee” (36-37). He even lies alifminear Annabel Lee “In her
sepulcher by the sea- / In her tomb by the sea4@34 The dreams that connect them are
only temporary. However, Annabel Lee’s bright ey@geal the speaker tries to connect
with her soul, which is a more permanent connecfltis is where they reach the
apotheosis, translation into the heavens, wherewhiehave a perfect heavenly form
(heavenly moonbeams) and reach the perfect logeaiftsiantly, he remembers her at
night. This is not unusual because the quiet andlioess of the night normally brings
about memories. This passage is much like bedsglges in elegies. The speaker may
not be with Annabel Lee as she is dying, but helig her grave.

Typically, in elegies, the speaker either descrlimag at the dying loved one’s
bedside or considers what it would have been tikeatve been by his or her loved one as
he or she took a last breath. Some scholars finthéhel Lee” too unconventional to be
an elegy because of the speaker’s dramatic aatiosieeping next to her tomb.
However, the speaker’s deep grief is not unusua the speaker’s actions are not so
bizarre. Consider Rufus Griswold’s response tonhiie’s death. Adam Bradford, author
of “Inspiring Death: Poe’s Poetic Aesthetics, ‘AbelLee,” and the Communities of
Mourning in Nineteenth-Century America,” explaihsit after Rufus Griswold’s wife
Caroline died during childbirth, he “kept vigil, &nmacing her body for some thirty hours”
(87). Bradford also notes that forty days aftervaife was buried Griswold “went back
to the cemetery and persuaded the Sexton to opetirés vault. There he removed the
lid to her coffin along with the shroud covering fi@ce before kissing her ‘cold black

forehead’ and clipping a memento of hair ‘damp vdéath dews’ (87). Poe’s fiction is,
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thus, not far from the reality of deep grief. F@rtmore, the scene in “Annabel Lee” and
Griswold’s actions are much like nineteenth-centithpgraphs where the bereaved
stand by their loved one’s grave. Both artistiarisr including fiction and painting, and
the actual actions of the nineteenth-century peapgeacts of true bereavement and are a
part of acting out mourning. In the end, Poe isenopacted by and knowledgeable of
the nineteenth-century culture than most schotarsh as Silverman, give credit to him
for. True, he may exaggerate and criticize sonmt@@hineteenth-century cultural norms
in some of his poems or short stories, but he egagktrue grief and mourning in his
elegies. In the poem, Poe exposes his knowledgecommonly held death superstition.
In Quinn’s critical biography, he briefly commeritsat the night air was filled with evil
spirits,” and “in 1831 few people slept with theiindows open” (185). However, just as
important, family members believed in closing tHewred one’s eyes after death to
provide comfort. In turn, the family members re@givconsolation in knowing their loved
one was at peace.

In the opening stanza of “The Sleeper,” the speak®blishes both the
melancholy tone and reveals the speaker’s lameW/ .@igman defines lament as “an
attempt to master grief rather than surrender’tant believes that “even when elegy
does not enact an abbreviated process of mourryipgdgressing from praise and lament
to consolation and recovery, the recurring featofedegy are psychologically coherent
expressions of different parts of the process afimming” (45-46). One stage is denial as
seen when the speaker states, “A conscious sluseleens to take, / And would not, for
the world, awake” (14-15). Another stage is angdrich the speaker reveals when he

asks, “can it be right” (19). Later, the speakeighans, another stage, when he calms and
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asks that though she be dead. “Soft may the wobostaner creep! / Far in the forest,
dim and old, / For her may some tall vault unfald7-49).The speaker enters the
loneliness phase or depression stage when he descti®e “solemn stillness” (37). By
the end, the speaker enters the acceptance phasehwliliscusses the dead that groans
within. His love is now with them. Because Poe wrinnabel Lee” and “For Annie”
around the same time, the sources of inspiratidrotf are significant. Just as these the
women listed earlier are possible sources of iasipin, these women may be possible
sources of inspiration for “For Annie.” SpecifiggllAnnie Richmond plays an intricate
part in Poe’s life where he went through numer@jsations from women within a short
timeframe.

In “The Sleeper,” Poe not only incorporates lamanan elegiac convention but
also has elements of a specific type of elegyptstoral. In pastoral elegies, nature
laments the death of the speaker’s loved one asduens. When discussing the pastoral,
Thomas Harrison and Harry Leon see “[t]he rol&lafure, having its origin in man’s
grief for the death in Nature, reappear[ing] in ffeguent contrast between the cyclic
course of the seasons from death to life, on tleehamd, and the finality of human death
on the other” (3). The speaker describes thif@sdpiate vapour, dewy, dim” that
“exhales from out her golden rim” as it is “softlyipping, drop by drop, / Upon the quiet
mountain top” and as it “steal[s] drowsily and nuadly / Into the universal valley” (3-8).
The rosemary that “nods upon the grave” and “Tlyehiat “lolls upon the wave” as it
wraps “the fog about its breast” echoes the spsdkerent (9-11). These images of
nature projecting the human quality of mourningdsfaito Ruskin’s pathetic fallacy,

which Milton also used ihycidaswhen the trees, flowers, and caves mourn Lycidas’s
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death. However, this differs from the “randomnefsthe sea’s movement,” which Ellen
Lambert notes ifPlacing Sorrow(175). The randomness differs from nature’s pusfds
mourning as seen in the speaker’s choice of thelsv@ conscious slumber seems to
take / And would not, for the world, awake” (14-1%he image of Lethe, the underworld
river, evokes both terror and bleakness, whichresalt of the lament. Lethe symbolizes
forgetfulness, which represents the speaker’s elésiforget the awful pain he is going
through.

The speaker seeks consolation through describemg las sleeping. In stanza
three, he exclaims, “The lady sleeps! Oh, may leaps/ Which is enduring, so be deep!”
and repeats it again in stanza four: “My love, sleeps! Oh, may her sleep / As it is
lasting, so be deep.” The consolation also cormdwedelieves heaven will “have her in
its sacred keep” and that the grave will “changefarjone more holy” and the coffin
will be exchanged for “one more melancholy” (40-4R)ies explains death is portrayed
as sleep because “[iJn both sleep and death thkexe€oncentration of the soul outside the
body, whereas ordinarily the soul is diffused tlgloout the body” (354). Moreover, the
speaker seeks further consolation in knowing thatrsight “lie / Forever with unopened
eye, / While the pale sheeted ghosts go by” (434#B)consoles himself by believing
that the worms will creep softly about her. Theseld eyes suggest she will have peace,
which consoles the speaker because part of théeeimth-century death customs was to
close the eyes or “window” to the soul so the deedaan “sleep.” Furthermore, the
speaker discovers consolation in his idea thatttieagrave is temporary. He believes that

“some tall vault” will unfold and fling “its back And winged panels” and allow her to
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rise triumphantly “o’er the crested palls / of lggand family funerals” (50-54).Thus, she
will overcome the grave (possibly through resurcent

The elegiac complaint comes when he realizesithean enter freely into her
opened grave. He describes “The window open taidig” and “the wanton airs, from
the tree-top” that blow “laughingly through thetie¢ drop” (19-21). He expounds, “the
bodiless airs / flit” in and out of her grave as\tfiwave the curtain canopy” “fitfully”
and “fearfully” (22-25). He insists on knowing “wland what she is dreaming” in her
grave (31). Part of the complaint is that she caanewer. Without her assurance, he
cannot have comfort in knowing she is safe.

As is typical with elegies, the speaker praiseb@mmemorates the deceased.
The bereaved lover does so when he declares, dallity sleeps! - and lo! where lies
Irene, with her Destinies!” (16). The main praiggehis her beauty. The speaker also
praises his love when he entitles her “Oh, ladgtiii (18). The title “bright” suggests
that she has something noteworthy about her theesnaer stand out or shine (18).
Through praising her beauty and giving her the tithdy bright,” he honors her (18).
This is similar to Walt Whitman honoring Presidémicoln in When Lilacs Last in the
Dooryard Bloom‘d

While Poe does not depict a bedside scene, heddsesibe her corpse as if he is
staring at her: “Strange is thy pallor! strange dingss! / Strange, above all, thy length of
tress, / And this all solemn silentness!” (34-3&3.true to bedside descriptions of the
dying, he attempts to remember what she looksthkaugh his description. He also
attempts to keep her memory alive as he reminisigest their childhood experience of

throwing rocks at the sepulchers. He reflectshengraves “Against whose portal she
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hath thrown / In childhood, many an idle stone,t the sound “ne’er shall force an echo
more” (55-56, 58). Even though the speaker exclafifwilling to think, poor child of

sin! / It was the dead who groaned within” (59-6l)e seeming disconnect between the
past and Annabel Lee, who is now one of the desithei speaker’s way of coping.
Ultimately, his reminiscing creates nostalgia.

Unlike “The Raven” and “Annabel Lee,” Poe’s leskapbwn and anthologized
elegy “A Paean” (1831), which Poe later revised ithtenore” (February 1843), is
extremely brief, only eleven quatrains. Howevers gignificant as an elegy as the
speaker is a bereaved husband. Dwight Thomas avid BaJackson, imhe Poe Log,
list the other poems published by Elam Bliss indbeond edition with “A Paean.” These
other poems include: “To Helen,” “Israfel,” “Ireri¢Al Aaraaf,” and “Tamerlane”

(116). He later publishes it in the January 1836ltd Messengeand also the “the
Richmond Enquirereprints” it(Thomas and Jackson 185, 188). Quinn contends, “A
Paean’ with its short, almost jerky lines, andrégjuent lapses into banality, is so far
distant from ‘Lenore’ of later days that it wouldsmepresent Poe’s achievement in 1831
to speak of it here in that later and more famileam” (184). Although “A Paean” may
not be the most polished of Poe’s works, it needsetanalyzed as part of the elegiac
tradition and nineteenth-century mourning cultime’Poe’s Revisions of ‘Lenore,”

John Broderick argues, “I believe also that thetipaiperiority of the final version can
be demonstrated through analysis” (594). While Bra certainly shows the poem’s
progression, the original version must not be sietea As an elegy, the initial word
choice says something about even the writer's omef.glo understand the later versions

of “Lenore,” scholars must first analyze the iditrarsion.
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Silverman connects the source of inspiration oP@ean” to George Darley’s
“The Wedding Wake” (1929) (71). The poem contahesdeath of a beautiful bride, so
Poe drawing upon it would be possible since “A pa&as published only two years
later. The speaker in “A Paean” does not discusg@a mourning. Rather, he focuses
on the loss of his dear love, and his own bereanéri@e key lament the speaker has is
that his love “ever died so young” (4). We seel&imsent through his striking the coffin
“loud and long / through the gray chambers to [b@}g” (29-31). His striking the coffin
and his mournful song expose his grief, and thalsgrés choice to use the adjective
“gray” to describe his chambers parallels the bheak he feels.

The speaker finds consolation as he believespbaker will “join the untainted
mirth / Of more than thrones in heaven” and stakesis “more than fiends on earth” (37,
40). He further consoles himself that “she is gabheve / With young Hope at her side”
(21-22). While he does not use the term “heaversagpwhere her soul is, he believes
she has been good enough to be “above,” whiclpisally associated with Heaven. The
optimistic outlook comes from the “young Hope” dtas carried with her.

In the complaint, the speaker describes the faewido gaze on her “and on her
gaudy bier / And weep! —oh! To dishonor / Dead Ieaith a tear” (6-8). The complaint
that he has is that their tears and lament wenedese because they only “loved her for
her wealth;” yet, “they hated her for her pride liilash causes her “feeble health” and
death (9-11). He sees them as not truly grievinigeais. Consequently, this creates his
disdain for their trying to control his mourningle reads their controlling his mournful

song “while they speak / Of her ‘costly broiderdlly as hypocritical (13-14). Rather
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than the parade of mourners honoring the dead msuny elegies, the mourners serve to
expose the hypocrisy.

Even from the title, “A Paean,” the deceased iagppraised because she is
worthy of tribute. Additionally, the final stanzaras up the praise as he wishes her “But
waft thee on thy flight, With a Paean of old dagst says he will not hold Mass or,
requiem, but instead will hold on to his memorié3-44). He is honoring her in his own
way.

Similarly to “The Sleeper’s” speaker, the speaké™ Paean” reflects upon what
seeing her body is like. She lies “all perfum'dréneWith the death upon her eyes / And
the life upon her hair” (26-2)lt is as if he is staring at her on her deathbEde
deathbed scene often blurs the boundaries betwieeantl death because the bed serves
as a liminal space. The speaker’s noting the dedtkr eyes and the life in her hair blurs
these boundaries because, while her eyes shovwgnmtilife, the speaker notes how the
hair grows even after a person dies. This sentinsemhy many families kept a lock of
hair, and several pieces of literature incorpotiaieidea, such as Uncle Tom in Harriet
Beecher Stowe’incle Tom’s Cabinwho carries a lock of little Eva’s hair after sfies.
Kete labels these keepsakes, such as hair wreattispkens,” imbued with what was
seen as the essence of personhood— the affectiohshese who have touched them”
(105). Other hair sentiments include “hair woveto inngs,” other hair jewelry, and hair
wreaths (159). Since the hair grows after deathkaeging a lock of a loved one’s hair is

significant, Poe’s fixation on his loved one’s hgiowing is not unusual.

2 Because there were not advanced ways to presémvéyathe deceased were treated with oils and

perfumes in order to make the smell bearable.
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Unlike Poe’s “A Paean,” “To One in Paradise,” whieoe first titled “To lanthe
in Heaven,” can be read either as a poem aboudraext lover or as a bereaved lover. In
The Poe LogThomas and Jackson recount that in January of t&84Godey’s Lady’s
Book publishes Poe’s ‘The Visionary’ (later called ‘TAssignation’), including ‘To
One in Paradise™ (136). Later, in August 1838¢ Messengguublishes the poem (163-
164). Eve Morisi contends, “For if the conceptasmenonly indicative of death—as the
mention of “Paradise” seems to corroborate—thetdiioc also points at its figurative
signification” (141). Regardless, this poem carcbesidered an elegy. Rather than
opening up with nature mourning for the deceasé&d,One in Paradise” begins with the
poet praising the deceased. For example, the spstates, “Thou wast that all to me,
love, / For which my soul did pine” (1-2). He catlsr “A green isle in the sea, love, /A
fountain and a shrine,” which is “All wreathed witdry fruits and flowers” (3-5).
Consequently, he is praising her for being a sadanckfor bringing him happiness as
seen when he argues that all her flowers were his.

Because she was everything to the speaker, tladkapaments: “A voice from
out the Future cries, / "On! on!"—but o'er the Rg&im gulf!) my spirit hovering lies /
Mute, motionless, aghast!” (10-13). The mute andiomtess speaker reveals that he
cannot get over his grief, the bleak gulf. He aithds for him “The light of Life is o'er!”
and that he will have happiness “No more— no more-more” (15-16). The dismal
refrain “no more” shows his lament. The refrairoa¢éghoes his repeated refrain
“nevermore” in “Annabel Lee” and “The Raven.” Evélre sea is solemn and sorrowful
language until it reaches the sandy shore undertttnder-blasted tree” (19). The torn

tree symbolizes the speaker’s intense grief.
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In the final stanza, Nature again laments withsheaker:

Alas! for that accursed time

They bore thee o'er the billow,

From love to titled age and crime,

And an unholy pillow!

From me, and from our misty clime,

Where weeps the silver willow! (27-32)
The speaker grieves their separation just as Wer svillow weeps, a symbol of grief and
mourning. In addition to not being able to overcdmegegrief, he complains that his days
are trances and that his nightly dreams are hadoytélde memory of his loved one as he
thinks of her gleaming footsteps and her eternakghke dances.

As in “The Sleeper,” Poe’s “For Annie” (1849) comés both traditional
mourning or grief and Poe’s “Terror of the Soullidimas and Jackson note, on March
23, Poe writes Annie Richmond and deems it “the bleave ever written” (798). This
possibly reveals that he wrote it for her as amgfeagainst the Lockes who spoke ill of
Annie and her husband (797), Thomas and Jacksoansdisnother source of Poe sharing
his poem prior to publication. They recount, “Pagtes Anson Gleason Chester, a young
Presbyterian minister in Saratoga Springs, New Y(#R9). He copied “For Annie” and
asks Chester to not “let them pass out of [hiskpssion until published” (799). On
April 1, 1849, Silverman argues, “Poe drew the @mtion between Annie and his
mother even more directly in ‘For Annie”” and notasmood of maternal tenderness
[that] lapses into and out of a crepuscular frigd00). The speaker thanks Heaven that

“The crisis / The danger is past” and that “thgédring illness / Is over at last” (1-4). He
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even is happy that “the fever called ‘Living’ /denquered at last” (5-6).The speaker’s
equating life as an illness may seem unconventi¢troavever, in reality this view is not
atypical. The Victorians, and others preceding fatidwing, hold the belief that heaven
is eternal; thus, life on earth is only a smallt pdireternity. The problems, or “fever,”
subside after death. Furthermore, death meansetiseiphas “conquered at last” the
troubles of the world. This idea continues in iegt stanza when the speaker says even
though he is “Shorn of my (his) strength, / Andmoscle | move / As | lie at full

length,” he is “better at length” (8-12). Eitheethpeaker is content with not being well,
or he has died and defeated life by dying as ifiteestanza. Poe intentionally makes
the reader unsure in order to present a differient vf the separation of loved ones.
Quinn notes that Poe “reproduced an emotional btateshort throbbing measure, in
which the very incoherencies mirror perfectly theant” (600). The mood is melancholia
and mourning.

If the narrator is dead and “rest[s] so composédge is again keeping the
Victorian idea of death as sleep (13). The vague lietween rest and death extends
when the speaker says his composed restful slegfpensuch

That any beholder

Might fancy me dead-

Might start at beholding me,

Thinking me dead. (15-18)
Again, this rest or death brings about a stop tee“Moaning and groaning, / The sighing
and sobbing,” to “that horrible throbbing,” and ‘@ ’®ickness-the nausea / The pitiless

pain” (19-26). The feeling calls the “burning bktbrain” he states is “of all tortures /
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That torture the worst” (30-32). These symptomhisfillness also can be seen as parts
of lament, possibly from mourning Annie’s deatheRises his unreliable narrator with a
“maddened” brain and repeated refrain of “fevetethiLiving™ to blur lines.

The consolation comes from lines three througtytaight where the speaker
says he has “drank of a water / That quenchehiadt’t (3-38). Death “abate[s]” and
“quenches all thirst.” The “lullaby sound” comesrir that “water that flows” and
comforts (39-40). Poe erases any doubt that deatiat gives peace when the speaker
says the water comes “From a spring but a very/féaet under ground- / From a cavern
not very far / Down under ground” (41-44). The dgm& description of his grave
follows to continue both revealing how it bringsape and is a sleep. The speaker
exclaims that he does not want it “foolishly sailkd&t his room “is gloomy” and his bed
“narrow” (46-48). Furthermore, in order to get amgt “you must slumber / In just such a
bed” (51-52). The “room” is the tomb or grave ahd tbed” is the coffin. He wants
those living to not see his death as sad or cafficonfining his soul. Moreover, his
statement “For man never slept / In a different’tbexdds to the idea that all men must
die and that, while there is no escape, deathtitheoend or awful (49-50). Lastly, in this
stanza Poe presents the idea that to get truemesnust die, or “slumber / In just such a
bed” (49-52). The coffin is a bed, not a place wehtde body lies never to wake. Poe’s
idea in these lines holds the nineteenth-centumtireentality that death equals sleep.
Consequently, consolation and solace come from kigpthe rest is an eternal, peaceful
one and is not a frightening outcome.

Not only does death bring rest but it also eradlesouble and leaves no regrets to

the speaker. He is “Forgetting, or never / Regrgttihis “old agitations / Of myrtles and
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roses” (55-58). In describing his grave that hashtler odor / About it, of pansies-/ A
rosemary odor, / Commingles with pansies- / With and the beautiful / Puritan
pansies,” the speaker paints a similar picturééograve in “The Sleeper” that has
flowers blooming, much like in lithographs of themé (61-66). Instead of a picture, the
speaker uses the sense of smell as sadness, {Ru@xed in with Rosemary, which
represents memory or happiness (65). Here, Patetihe typical view of death during
this era. Loved ones miss their departed but happyhrmemories of them and even are
happy they are at rest or peace in the afterlifi@yTwanted to believe their loved one
went on to a happier place.

Lament often leads to recollections of the pasiylme a happier time, or another
time of grief. Poe includes this when in this poasrgrief brings about reflection,
memories of Annie. He “dream(s] of the truth / Athe& beauty of Annie / Drowned in a
bath / Of the tresses of Annie” (69-72). Annie’sibty, specifically her hair, bathes him,
revealing a comforting memory for him and her. ldisnersion in her hair brings
happiness. The speaker enacts mourning in hisrgrfgr his dead lover as well as
mourning his own death. The ambiguity of whetherspeaker is mourning his own
death or Annie’s death, allows the poem to be apokemourning. Some elegists reflect
upon their own death that will occur in the futuset Poe’s approach is unique in that we
do not know whether the speaker or Annie is dyinifpat moment.

The consolation comes as the speaker believesAiomes from heaven to
comfort him as he dies. He says,

She tenderly kissed me,

She fondly caressed,
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And then | fell gently

To sleep on her breast-

Deeply to sleep

From the heaven of her breast. (73-79)
This is a dream of his reunion with Annie. Sheke bn Angel of Death who does not
kill but instead brings the soul to heaven. Adglles, “When the light was extinguished,”
she covers him and prays to the angels, specyfitbédiry “queen of the angels” to protect
him as he dies (79, 83). The ending of “To Annegiles peace as he almost consoles the
onlooker that his

heart it is brighter

Than all of the many

Stars in the sky

For it sparkles with Annie-

It glows with the light

Of the love of my Annie-

With the thought of the light

Of the eyes of Annie. (95-102)
As in “The Sleeper,” Poe includes the eyes asdhéd the person. The fact that
Annie’s eyes, soul, gives light provides the speakth the hope of a peaceful afterlife
for both her and the speaker.

The poem comes full circle as the speaker tus tnis memory of Annie and

meshes it with telling the reader he knows “heeloas the onlooker, the reader, sees

him resting so the reader “fanc[ies] him dead” (92)e speaker’s acknowledgement of
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the onlooker, the reader, shuddering when lookirtgma reveals the terror of death.
Overall, death is not just peaceful or terrifyingt bossibly both. The idea of a corpse
scares most both in Poe’s time and now while siamalbusly the bereaved desires a
peace for their loved one. In Poe’s life, he dilmourn the death of Annie Richmond;
however, he mourned being unable to marry her sheewas already married. In fact,
this is why he took “half the laud[a]num” he hadilshiaking a letter to Annie and
planned to take the rest after he returned tdhkatiself (Thomas and Jackson 765).
Furthermore, this is the only recorded time of Bsiag drugs; it was mourning rather
than addiction that drove him to attempt suicidee $peaker saying the reader would
believe he was dead in “For Annie” parallels Paalsng the half the laudanum and
planning to commit suicide.

Ultimately, Poe incorporates lamentation, consatatcomplaint, and parade of
mourners, which places him within the elegiac &tgrtradition. Simultaneously, he
participates in his time’s mourning customs anchseguently, is part of the nineteenth-
century cult of mourning as he attempts to porttegth as sleep. Although he does not
include all elegiac or customary elements in alihefse elegies, he includes the majority.
As a result, scholars should address these eletggatents so they can see how he fits his
own philosophy into the elegiac conventions. Whilke Raven” and “Annabel Lee”
have received thorough explication, these lessatdd poems deserve more treatment
than they have been given. The melancholy tonesbegiac mode are suited for Poe’s
sensibility and his life circumstances, specifigdie death of many women he loved or
their rejection of love. Elegies also suit Poe'squcupation of the “death of the beautiful

woman,” so his choosing to write elegies is unganmpy. Since beauty and death are
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integral part of his aesthetics, the elegiac modesgwell for Poe. Furthermore, Poe’s
works reveal he was influenced by literary andwaltsources, particularly mourning

traditions which tie well into his elegies.
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Chapter lll:
Melodies of Mourning: The Elegies of Emily Dickinso
“The Crisis of the sorrow of so many years is thlat tires me" —Emily Dickinson
(Selected Letterdd4)

The opening lines penned by Emily Dickinson upadkath of her nephew
Gilbert convey her perpetual melancholy. When niaisk of Dickinson, they do not
think of her as active within her society. The samsed to be true in Poe scholarship.
Fortunately, scholars, such as Kevin Hayes whoewot and the Printed Worahd the
numerous authors iRoe in His Own Timeadited by Benjamin Franklin Fisher, placed
him in his milieu. Like Poe, Dickinson knew the wuhl changes, traditions, and
literature of her milieu as well as her predecesaoid contemporaries. For example, her
father assisted in bringing the railroad to Amheaistd she followed the experience with
a poem about the invasion of the iron rail on dredscape. Similarly, Dickinson was
alert to the happenings of her neighbors. She Baweffects of death upon her neighbors
and the mourning traditions they followed and ield them in her poetry. For instance,
in “There's been a Death, in the Opposite House rotes the parade of mourners,
tossing out the old mattress on which the deceglepd, and the opening of windows to
release the soul of the departed loved one. Aduitlp, she reveals in letters that she has
read many elegies, including those of Milton, threvnings, and Keats. Thus, she is
aware of her culture, contemporaries, and poetiweations.. In turn, she uses these
conventions in elegies she wrote upon the deatieofoved ones. When scholars think
of Dickinson, death is indeed a common theme thagh upon, such as in her most

notable works “I heard a fly buzz by when | diedidd'Because | could not stop for
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death.” However, they often neither think of heaaselegist nor look critically into some
of her lesser known poems and poems within hesrietHer consistent inclusion of death
as a theme makes the elegy an appropriate foriédrnson. Additionally, she, like
Alcott, is aware of the domestic literature andoiporated domestic images within her
elegies. Dickinson merges her fascination withttieene of death, disdain for
institutionalized religion, and domestic imagesteate elegies worth scholarly attention.
Besides Dickinson’s elegies sent to family andrfds upon the death of her
father, mother, and nephew, her other elegiesdeclti meant to find her when | came,”
“Her final summer was it, And yet we guessed it’htitcannot live with you,” “Her
‘Last Poems,” “I| Measure every grief | meet,” atidlid not reach thee.” While
Dickinson foregoes the traditional elegiac metbg mcorporates the elegiac conventions
of lament, consolation, procession of mournergyneatourning alongside the mourner,
and reflection on the deceased’s last day. Dickitsselegies written upon the death of
her loved ones that she includes in her lettémsaddition to her posthumously published
elegies, place her as an active participant imtikeu. The elegiac influence of
Dickinson'’s literary predecessors and contempasasech as John Milton, John Keats,
and Elizabeth Barrett Browning, demonstrates thekiBson is a product of both the

literary elegiac tradition and the nineteenth-cgntaourning customs.

! In examining the elegies within the letters, thisly does contextualize the elegy by examiningete
that surrounds the elegy within the letter. Withttkaid, the letters themselves are not the elégiesather

serve as a biographical connection to the authife’sand to contextualize the elegy.
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During her lifetime, Dickinson experienced numerdesths, but especially
heart-rending for Dickinson were the deaths offagrer, mother, and nephew Gilbert.
The epigraph to this chapter shows the culminagiifect of the deaths of these family
members. In the elegies Dickinson wrote in heetsttvhere she discussed the death of a
particular family member, the speaker is Dickinkenself, however, we cannot assume
so with her other elegies. In her letters, Dickmsaplicitly discusses the grief and
sorrow the loss has caused and is echoed in thg @i¢hin the same letter.
Nevertheless, the other elegies outside of therketto not provide enough context to
know if they pertained to the death of one of Diagdn’s close loved ones. While we do
have some dates for her poetry, they are simplyeag) and Johnson, her editor, uses the
word “about” when giving the composition date tgrsfy that we cannot be sure of the
date since most of her elegies were published postbsly.

As patriarch of the family, Edward Dickinson’s (I81874) death was the first of
many that affected Emily Dickinson. Sewall descsiBelward Dickinson as having a
“powerful personality” and notes that many schqlatgh as Clark Griffith and John
Cody, contend that Edward Dickinson caused theisaatness of Emily Dickinson (44).
While Emily Dickinson loved her father, and perhags the one who knew him best as
a man “who never played,” she still asserted thatdid not really know himSelected
Letters62). She found him aloof and difficult to understakidwever, she still found his
personality bemusing as she labeled him “the oldedtthe oddest sort of a foreigner”
(66). Nevertheless, the humor she found in heef&loddities leaves after his death.
The melancholia enters into her elegy for him,reetarhich Sewall asserts “never

departed” (69). The same melancholy permeates D8oki's later letters and elegies.
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In a letter to Mrs. J.G. Holland during “late Janu1875” after her father’s death
in 1874, Dickinson includes a brief stanza of agglfor her father. Prior to the brief
elegy, Dickinson discusses how empty the house & calls her home a “House of
Snow-true-sadly-of few” where her Mother sleepsttia library,” her sister Vinnie “in
the Dining Room,” and her Father “in the Masked Badhe Marl House” (Johnson
227). Dickinson compares her father’s death torstekeeping. This depiction keeps with
the nineteenth-century depiction of death as d@sause, although her father is
deceased, she describes her father as restintjated:”

How soft his Prison is—

How sweet those sullen Bars—

No Despot— but the King of Down

Invented that Repose! (1-4)
Her lament is seen as she remarks, “When | thirtksofirm Light-quenched so
causelessly, it fritters the worth of much thanslsi’ (Johnson 227). Her grief is reflected
in that she sees no hope in anything. The pris@gary enhances the bleakness, which
comes from the speaker seeing the loved one’s dsatleedless. Dickinson’s use of the
word “sullen” yet “sweet” to describe her fathecasket or tomb might appear to be an
oxymoron; however, they expose the bitter sweetokkssing a loved one (2). While
Dickinson laments his death, the sweetness cormasknowing he is at peace.
Dickinson'’s reference to “the King of Down” beingetone who “Invented that Repose”
goes back to the idea of the original sin in thed&a of Eden (3-4). Her own lines cause
her to reflect on “Dust unto the Dust,” which hattfer would often repeat. She seems

disturbed by the fact that he may not have reallsa@wn finality when saying the
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phrase. In her closure to Mrs. Holland, she thdrgtdor “the Affection,” which “helps
[Dickinson] up the Stairs at Night,” as she goedbyfather's door that she “used to
think was safety” (Johnson 227). The consolatiomes as she states, “The hand that
plucked the Clover—I seek, and am” and desiregéMrs. Holland (Johnson 227). Her
desire to see Mrs. Holland suggests she desiredoamd consolation.

Although the young Dickinson was not close to hethmr, they developed a
bond later in life. Just as Dickinson mourns héndds death, she mourns and feels the
absence her mother’s death leaves. As Richard $eatek, Dickinson and her mother
were not close until later in life because “[a]snany New England homes, the parents
did not cultivate intimacy with their children” (B90ne possible reason that Sewell does
not discuss is that often that intimacy did noturdeecause parents were afraid of losing
their children due to illnesses and did not warligoome too attached. Most children
were not even named until after one year of agalé/tne parents did name them after
one-year-old, a distance still existed due to lduk of connection during the first year of
the children’s lives. Dickinson wrote in a lettertThomas Wentworth Higginson and
Mrs. Holland that a bond or connection came “whea [®ickinson’s mother] became
our Child” and that when they were younger theitimeo had “always brought us
something” when she traveled; however, “Now, wahe bring us but herself, what an
only Gift-Memory is a strange Bell- Jubilee, andah(89). The memories Dickinson
has of her mother are both ecstasy and melancholy.

Dickinson’s language in the elegies she incorpsratder letter mirror the
language she uses throughout the entire letteghateinforces the elegiac conventions.

For instance, in a letter to Maria Whitney, whontkdnson calls “Sweet friend,” she
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writes, “Our Mother ceased— / While we bear herdean through the Wilderness, |
am sure you are with us” (285). The image of Diskimand her family carrying their
mother (and wife) through the desert is a metajptrathe anguish and lament they feel,
and Dickinson realizes that Whitney likely is enpic and carries the same burden.
She exposes her lament by stating, “Remember meuwoAnnie and Kate. Tell them |
envy them their Mother. ‘Mother’! What a Name!” @8 Dickinson’s remark reflects the
grief and pain she feels of not being able to Heremother with her. Yet, in another
letter Dickinson writes to Mrs. J.G. Holland, Dinkbn describes her Mother as flying in
death and recounts that “[tlhe dear Mother thatccaot walk, has flown” (285). She
finds consolation in her mother not suffering. Mwmrer, in the letters, Dickinson focuses
on her mother’s last days. She writes,
She seemed entirely better the last Day of her &ifd took Lemonade-
Beef Tea and Custard with a pretty ravenousdbighted us. After a
restless Night, complaining of great wearinebs,\sas lifted earlier than
usual from her Bed to her Chair, when a few gliedaths and a ‘Don’t
leave me, Vinnne’ and her sweet being closed®)(28
In a letter to her Norcross cousins, Dickinsondessnants of the elegiac focus on the
deceased’s last day as she explains, “She [Dickiasnother] was scarcely the aunt you
knew. The great mission of pain had been ratifieltisated to tenderness by persistent
sorrow, so that a larger mother died than had selzkfore. A few weeks later, she was

still trying to rally her forces® (88). Although she and her mother had a strained

% The bereaved not only wished to be with the lowee during the dying'’s last days but also wishéut

the same comfort. For instance, in June of the jeamother died, her friend Charles Clark’s brottied,
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relationship, she still praises the deceased. 3itesy“That the one we have cherished
so softly so long, should be in that great Etemiityrout our simple Counsels, seems
frightened and foreign, but we hope that Our Spainas ceased to fall, though at first
we believe nothing” (Johnson 286). The elegiacdaimconsolation, focus on the last
days, and praise of the deceased within Dickinslettsrs are included within her elegy
for her mother, “To the bright east she flies.”

Unlike many elegies, Dickinson’s elegy for her nethegins with a consoling
image as depicts her mother as flying “to the begdt” and that “Brothers of Paradise /
Remit her home” (1-2). The consolation comes froickdson knowing that she is at her
eternal home, heaven. Instead of finding consaldtipdepicting death as sleep,
Dickinson finds consolation in depicting her mothsera flying bird. This shift is
unsurprising because Dickinson loves nature. Shalpks her mother with a free flying
bird, not a slumbering soul. While the family dowd find consolation through a
deathbed scene, they do seek consolation by “Fatigowhat she was” and wondering
“what she is” now (7-8). They dream about whatish@w as a soul in heaven.
Nevertheless, Dickinson exclaims that her mothes Ygaticed to come,” which suggests
she was not ready for death, an elegiac compl@)nXickinson laments that her mother
“dissolves the days / Through which existence strand that she is “Homeless at
home” (10-12). On earth, Dickinson is homelesshaps because she does not have her
mother. Or, her mother is “Homeless at home” wiséie has left behind all she has

known (12). In either case, Dickinson presentsealbbutlook and mourns her mother’s

and Dickinson wrote in a letter to Clark that shepe[d] he [Clark’s brother] was able to speakhwit

you[Clark] with his closing moments” (289).
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death. Later, she would write to her cousins liestmother’s death felt like “many kinds
of cold- at times electric, at times benumbingntherackless waste” (Johnson 89).
Dickinson’s lament is seen through the stagesief gf pain (electric), numbness, and
sorrow (waste). All of these are crippling like tt@d and express the intensity of her
grief.

In addition to the elegiac conventions employedimiter letters, Dickinson
incorporates customary nineteenth-century mourpnagtices. For instance, she returns
condolences and states, “Thank you for the Lovewad sure whenever | lost my own |
should find your hand” (286). She included the idéplanting of flowers on graves. She
recounts, “The Clover you brought me from Fath&tave, Spring will sow on
Mother's— and she carried Violets in her Hand toemage her” (286). The flowers are
Dickinson’s connection with her mother. She alsonsxts her parents because the
clover was from her father’s grave, and she puts iher mother’s grave.

The most traumatic death Dickinson experiencedtivasleath of her eight-year-
old nephew, Gilbert, on October 5, 1883. Dickinsdetter to Susan Gilbert Dickinson
after the death of Gilbert Dickinson can be clasdifis a prose elegy. Dickinson begins
with the elegiac consolation that comes at therbegg even before the lament. She
remarks, “The Vision of Immortal Life has been iildidd” and that he “must instruct” her
and “Show us [the Dickinsons]... the way to thee®32 In “The Elegiac Modes of
Dickinson,” Patricia Thompson Rizzo notes, “Diclonsassumes the role of the child in
calling on Gilbert to instruct her” (109). Howeven another level, Gilbert not only
becomes like a parent guiding the child, Dickindaut, also Gilbert serves as a sort of

angel that leads them; this representation is &mtyoung children who died being
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called an angel because of their innocence. Rirzongls her argument in the
comparison of Dickinson’s elegies with that of Sbseare’#\nthony and Cleopatra
Although this exposes Dickinson’s participatiorthe literary tradition, Rizzo’s
argument ignores its participation in the ninethergntury cultural tradition.

Children’s graves from the nineteenth-centuryrofeatured a stone angel atop of
the grave or at the least had an image of an a@gelhe surface, the twenty-first-century
person may believe that the nineteenth-centuryopesaw the angel as a protector of the
child. Indeed, some nineteenth-century citizendfidid comfort in thinking the young
innocent child would have a guide. Others, howebelieved the children became angels
because of their innocence. Either way, the beremend comfort in the angel imagery.
In her poem, Dickinson finds comfort in seeing @rltin all things that are quick. She
exclaims, “l see him in the Star, and meet his swelecity in everything that flies-His
Life was like the Bugle, which winds itself aways lElegy an echo-his Requiem
ecstasy” (gtd. in Johnson 293). His memory is preskin lyrics. Rizzo asserts that the
mournful bugle sound is “part of the prolonged latations of the traditional pastoral
pipes of the elegy” (107). In an 1883 letter to MrsG. Holland, Dickinson
acknowledges that she finds consolation in the idatGilbert’s grandparents were
“waiting for [him]” and that he could ask them togen the Door” to the afterlife. She

asks, “who were waiting for him?” and exclaims ttreg loved ones would give “all we

% Rizzo compares the music that plays before Anttsotigmise to the bugle that plays for Dickinson’s

nephew’s death. The music in the play and the bongisic both have a strong lexicon.
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possess we would give to know” if he, Gilbert wagsting comfortably in paradise
(294). This seems to contrast with her poem:

There was a little figure plump

For every little knoll

Busy needles, and spools of thread—

And trudging feet from school

Playmates, and holidays, and nuts—

And visions vast and small—

Strange that the feet so precious charged

Should reach so small a goal! (9-16)
Here, the dead children are not in paradise; ratherspeaker mourns a life cut short.
There experience of play, school, holidays, andeviaieve is cut short. Perhaps the
difference is the personal connection between aoétsubject. In the spring of 1880,
Dickinson writes Thomas Wentworth Higgins aboutdeath of a child. While
Dickinson does not depict the dead child as a gelan heaven but rather “A Dimple in
the Tomb,” she shows reverence by exploring tha ttat even the place of death, or
“ferocious room,” still makes “A Home” (Johnson §6This dichotomy is not unusual
for this time period because the home played sadhtdcate role in death, as well as all
other stages of life such as marriage.

After the consolation, the elegiac lament comethadereaved, Dickinson and

family, are “surprise[d]” at “The Passenger” te timmortal life, her eight-year-old

nephew (Johnson 293). The grief comes from Gilbdife being cut short and from the
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family wondering what might have happened had veglli Although Dickinson does not
reflect on Gilbert’s actual deathbed, she doesmsme about his life, such as he
“rejoiced in Secrets” and playfully says, “Donélt Aunt Emily!” (Johnson 293). She
also remembers his energy and that he was “Noemné&siout rather “traveled from the
Full- / Such soar, but never set” (293). The eegionsolation comes from memories.
She finds peace in remembering happy times witmbphew.

In examining other Dickinson family members andunming customs, scholars
must look at Sue’s (Gilbert’s mother) reaction tithét’'s death. Johnson notes that
“Mrs. John Jameson, a neighbor ‘intimate with botbkinson households’ wrote her son
Frank three weeks after Gilbert’s death. Sue’sfgiiugh apparently not so devastating
as Austin’s, is sharply etched” (Johnson 205). 3ohralso adds, “So in the village
gossip. Sue’s period of formal mourning was inde¢dgast in the eyes of Austin and
Mabel, unduly prolonged. In their letters she whisrocalled ‘the great big black
mogul” (Johnson 205). On the surface, Johnsorogriote seems insignificant; however,
the “three weeks” were not “unduly prolonged” asstu and Mabel note. By 1883, the
year of Gilbert's death, mourning periods were &roed but not to that extreme. Around
1920 is when the wearing of elaborate mourninghahgt fell off, so the 1880s society
still adhered to customary dress. A mother mourfing child usually wore mourning
clothing for a year. For the first six months (Ei#ourning,) the mother wore bombazine
and crepe and for the next six months (Ordinary Mimg) black silk. During the final
three months (Half Mourning), the mother could wealf mourning colors, such as
maroon (Atkins). In Mrs. Jameson’s response to smaeommenting to her daughter

Helen that Sue “would probably ‘make a parade ofgnef,” Mrs. Jameson noted that
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their community is “an abominable place .... For dedéion of character and how easily
the worst will be believed of folks” (Johnson 20%)et, Sue’s actions were not atypical.
In fact, even Emily Dickinson, Gilbert’s aunt, “rexvfully recovered from his death,” so
it is not so unusual his mother continued on iefgf206). Perhaps, their response to
Sue’s grief was due to Austin and Sue’s strain&tiomship.

In addition to the letter that contains the fektgy, Dickinson sent an
accompanying elegy concerning Gilbert’s death, lmclv she proceeds on with the
elegiac lament. Dickinson declares, “Expanse cabhadbst / Not Joy, but a Decree / Is
Deity- God's vastness is law but that does not nadlais happiness” (Sewell 205). In
essence, God may encompass all, but “all” incluptes. While God may provide
comfort, the speaker reveals that this does nohraka&vents are joyous. She even notes
Sue’s grief: “The World that thou hast opened /stior thee” (Sewell 206). Although
Dickinson recognizes Sue’s grief, she presentetiiee family’s grief as she tells Sue
that she is “not alone” and that “We all have folém thee” (Sewell 206). The mutual
loss interconnects them; thus, there is a commlanant. Each family member realizes
he or she is not grieving alone, which is parthef tonsolation process.

Besides lament, Dickinson incorporates the elegrase of the deceased as
Gilbert is one who now lives in “infinity” behindl'hose rumor’s Gate was shut so tight.”
He not only is an infinite being but has virtueonder to make it on the other side of the
secured “Gate” to eternity. The praise continueBiakinson declares, “Before my Beam
was sown, / Not even a Prognostic’s push / Coulken@aDent theron” (Sewell 205) The
possessive personal pronoun “my” suggests belortgibgckinson or the speaker.

Dickinson offers elegiac consolation to Sue: “Escaypre slowly / To the Tracts of
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Sheen,” or happiness because “The Tent is listeihg the Troops are gone!” (Sewell
206). She encourages her to look for the beautshiore, because her grief is known, and
she will receive consolation. Dickinson desiresSoe to seek happiness where she can
when everyone has left and family and friends ateanound to provide comfort.

On top of personal elegies for family members, idis&n includes elegiac
themes in some of her other poems. For instandBginpening stanza to Dickinson’s “I|
meant to find Her when | came” (~1863), the speakeresses regret that he or she
meant to find “Her” but “Death-had the same desi¢h-2). The lament comes from the
fact that death reached the loved one before thakgp could. Regret is part of the
speaker’s lament as Death got to “t[ell] her softfs-" and “she had past, with Him-"
(7-8). Dickinson personifies death and presengsds a race or competition. The speaker
realizes time is fleeting. Moreover, the speakeralization causes him or her to realize
what he or she has not accomplished. Another panedament comes from not being
able to say goodbye, which leaves a lack of cloanreconsolation.

The elegiac complaint comes when the speaker cdsitétine Success-was His- it
seems- / And the Surrender-Mine [the speaker’s]3-4). The mourning comes from
death winning out and the speaker feeling as drrghe had to give up the loved one to
death. The complaint is the acknowledgment thathdisastronger than any desire to
have the loved one live. The complaint intensifisghe speaker states, “| meant to tell
Her how | longed / For just the single time—" (5-6lhe speaker’s complaint reveals
regret about not being able to do more to comfatdying, which is a normal part of the
grieving process. The speaker’s lines reveal timspeaker has regret and does not have

the closure because he or she wishes to tell thargel how he or she feels.
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Unlike some of Dickinson’s other elegies, the &legonsolation comes in the
final stanza. However, the only “Repose” the speaks is “to wander-now—" (9). The
consolation the speaker wants is “To rest,” whiuh gpeaker states “would be / A
privilege of Hurricane” (10-11). The reference he privilege being “of Hurricane”
suggests that it would be the greatest privilegeaktp the size of a hurricane.
Nevertheless, a hurricane leaves destruction; tkesseems a strong force that leaves
scars. If the speaker has too much time on higohands, the rest could lead to
loneliness. Likewise, too much quietness bringkhmaenful memories.

In contrast to “I meant to find her when | camejtkinson’s elegy “Her final
Summer was it” begins with a reflection of the desmdl’s last days. The reflection is
unconventional in that the speaker does not thadkn this stanza to the deceased’s
bedside but rather remembers a much longer tifieabsummer when they “guessed it
not” to be her last. The speaker laments that théyot know why the departed was so
busy with “tenderer industriousness” (4). They labtlat they did not realize she was
preparing for death. The speaker treats death darther force of life” that “developed
from within-" prior to death (5-6). The deceasethiarry” in getting things in order was
made “plain / When death lit all the shortness (138). The speaker again exposes
lament when they “wondered at [their] blindnesg’ {Enis is a communal grief as seen in
the speaker’s use of third person “We” (9). Notyaahd they lament because of their
blindness but also because of their “Stupidityhot seeing her slowly pass away (12).
After the beloved’s death, the speaker revealsoved one as pale or growing “duller
than [their] dullness” (13). They grieve becauseythelieve they could have helped her

live longer and that they could have spent more tvith her.
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Moreover, the speaker praises the deceased aButheDarling” (14). The
speaker admires the industriousness of their loved The speaker contrasts the loved
one who was “so busy...finishing” while they were “®wsurely” living life and not
being observant that their loved one’s life waslyi passing. The speaker reveals the
separation death leaves when he or she declaresnfiot live with You-" (1). “It would
be Life” equates to eternity (2). This depictiorhile not typical of Dickinson’s
skepticism, suggests a hope. If the speaker welethhe deceased for life, they would
both be in eternity, regardless of whether the lspeaeans Heaven or another eternal
realm. There is hope for a reunion with the loved.d-urthermore, the elegiac
consolation comes from the hope of the deceaseivieg a new body after death. Life
is fragile “Like a [Porcelain] cup” that is “Quaint or Broke” and becomes “Discarded
of the Housewife” (7-10). The speaker exclaimsn@wer Sevres pleases— / Old Ones
crack” (11-12). The cup represents the body whieggromise of a new body occurs
after death. Furthermore, Allison Giffen assert this phrase reveals Dickinson’s
“concern with aesthetics and the choice of art” dredcracking cup “suggests fear of her
potential fate” (277-278). While Giffen conflatdss analogy with the “female” poet,
actually, Dickinson is participating in the malerdioated elegiac tradition. For instance,
John Milton’s speaker igpitaphium Damonislesires to know if his own work has
meaning as he questions the meaning of Damon:dDdenon asks, “Shall your virtue
vanish without renown / And keep company only witle host of unknown shades?” (21-
22). Likewise, Dickinson worries about her own ddir as a poet. Certainly, in
Dickinson’s elegy, the image of a cup is domesiiowever, the craftsmanship is what

concerns Dickinson, not the hearth and home. Titiaiimages—the product— is what
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she wants to present and champion, not domestR#ther than promoting traditional
femininity, she is concerned with artistic meridaneaning.

The elegiac complaint comes from the separatiom floved ones that death
creates. The speaker exclaims, “I could not die-kWibu — / For One must wait” in
order to “To shut the Other's Gaze down” becausditkt one to die “could not” (13-

16). The speaker provides a glimpse into the nergtecentury culture. One of the
nineteenth-century beliefs includes closing theseyfethe deceased loved one to provide
peace for the deceased as seen when the spedksr $tar One must wait / To shut the
Other’'s Gaze down— / You-could not—" (14-16). T8peaker seems to see the closed
eyes as providing a protection against the “fréeabich is “death’s privilege” (18-20).
The closing of the eyes is not only a deathbedesgaage but also a nineteenth-century
superstition that someone must close the deceasgelisls to allow the soul to reach
eternity in peace. This idea goes back to the ndtiat the eyes are considered a window
to the soul.

Because this elegy is less traditional in the hafpeternal life, the speaker
focuses on her love for her beloved rather tharCtaist. The speaker tells the loved
one, “Nor could | rise-with You— / Because YouréacWould put out Jesus'— / That
New Grace” (21-24). Later, the speaker even sagstiie beloved shone more than Jesus
who “Shone closer by” (27-28). Less traditionahiso that the speaker is “homesick,”
not for Heaven but for earth. Furthermore, wihile tleceased “served Heaven,” the
bereaved “could not” (31-32). The reason the bexéa@ould not be rewarded is because
the deceased “saturated [the mourner’s] Sightthemne left behind “had no more Eyes

/ For sordid excellence / As Paradise” (33-36). $peaker unconventionally desires to
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be “lost” if he or she is with the deceased whioss even if the speaker’s “Name / Rang
loudest / On the Heavenly fame” (37-40). The spedkelares that even if the deceased
“were...saved,” he “was condemned” that it “were Hb#cause he and the loved one
weren’t together (41-43). While the speaker seeksalation that they “must meet
apart” through the speaker being “here” and thedsed “there / With just the Door ajar
/ That Oceans are- and Prayer-" (44-47). Yet, ntsotation comes, only lament, through
the simple word “Despair” (49). The despair conresifthe gulf between the bereaved
and deceased. This gulf intensifies the grieflandliness of mourning and does not
console the bereaved.
In “I Measure every grief | meet,” the speaker amnts the despair. At the
beginning, the speaker explains,
| MEASURE every grief | meet
With analytic eyes;
| wonder if it weighs like mine,
Or has an easier size. (1-4)
The speaker’'s measuring his or her grief agairsretreveals the lament. The speaker’s
intriguing eyes show the empathy that comes wittelat as the mourner seeks others in
the same position. The speaker’s own grief is gretitat he or she believes that others
have a lighter grief. The speaker shows the stafjg®urning when asking if the
bereaved has “bore it [grief] long,” or if “it jubeg[an]” (5-6). The speaker’s own lament
is “so old a pain” that he or she “could not tek tdate” of when the pain began (7).
Thus, the lament does not end. The lines “I wonfdéehurts to live, / And if they have to

try” echoes Poe’s lines “The fever of living” (991Qiving in grief hurts, and the lament
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is a disease that the bereaved “have to try” toamree (10). The speaker’s wondering if
“[tlhey would not rather die” if they could choseltve without their loved one or die

with them suggests his or her own preferring déathe pang of grief (12). The
speaker’s “wonder[ing] if when years have pile&ome thousands-on the cause” and
“Of early hurt, if such a lapse / Could give theny @ause” suggests the pain builds and
that a break in pain is abnormal (13-16). Thesesliaso reveal the pain does not end but
builds through life.

While most, but not all, elegies offer some forhtonsolation, this speaker’s
intense grief does not allow for consolation, eireheaven. He or she would “go on
aching still / Through centuries above” and be f@imiened to a larger pain / By contrast
with the love” (17-20). The bereaved’s lament dnlgnsifies because his or her love
grows. The speaker states,

The grieved are many, | am told;
The reason deeper lies,—
Death is but one and comes but once,
And only nails the eyes. (21-24)
The fact that death comes “only” once means thawdeg will not come back to life.
There’s grief of want, and grief of cold,—
A sort they call “despair”;
There’s banishment from native eyes,
In sight of native air. (25-28)
The grief of “want,” “cold,” and “despair,” are¢Honeliness of missing a loved one and

the bereaved desiring to be with the departed @5The “banishment from native eyes
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/ In sight of air” suggests a separation, whicltatee the hurt (27-28). The elegiac solace
or consolation comes from the “piercing comfort™péssing Calvary” (31-32).Yet, the
consolation actually still pains the grieving. Haxeg the speaker also realizes,

To note the fashions of the cross,

Of those that stand alone,

Still fascinated to presume

That some are like my own. (33-36)
Others do share in grief, so there is some coneanlatet, on a deeper level, the speaker
parallels his or her dismissal of the norm as a twastand out from the Christian who
carries a burden or cross. Consequently, the spéakls peace in others who may
empathize because they have gone through sometdinniigr. Thus, there is a collective
mourning.

In “I did not reach thee,” the elegiac complainldament come from the speaker

who does not reach the beloved before he or slie Nevertheless, hope comes in a
reunion in that the speaker’s “feet slip nearergday” (2). The speaker opens the
narrative poem and states, “One Desert and a Sdahall not count the journey one /
When | am telling thee” (4-6). The obstacles—rivén, desert, and sea— reveal the
distance between the deceased and the bereavhduglt the life here, or the first of the
two deserts are “cold,” the second one will be ta@m®land,” or more grounded (7, 10).
The speaker’s going through the Sahara is “toe li#] price / to pay” to have the
departed’s company, “Right hand” (11-12). The speakxclaims,

The sea comes last. Step merry, feet!

So short have we to go
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To play together we are prone,

But we must labor now,

The last shall be the lightest load

That we have had to draw. (13-18)
The sea of life goes quick as they dance and eetilizy have a limited time together.
They must also work until the load, or life, is @sand the end will be easier. There is
consolation at the end if there is happiness ifitts days. The speaker describes how

The Sun goes crooked—that is night—

Before he makes the bend

We must have passed the middle sea,

Almost we wish the end

Were further off—too great it seems

So near the Whole to stand. (19-24)
The sunset is the setting of life after middle adere wish they have more time. The
speaker explains,

We step like plush, we stand like show—

The waters murmur now,

Three rivers and the hill are passed,

Two deserts and the sea!

Now Death usurps my premium

And gets the look at Thee. (25-30)
Death gets to see the beloved before the speakat wreates lament and complaint.

The speaker’s harsh word choice that death “usurps”suggests he has no control over
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death and echoes the melancholy and bleakness pbt#m, which is the opposite of
traditional pastoral poems (29).

Besides Dickinson participating in the nineteerghtary mourning custom of
including elegies within her letters, specificdiy the death of a loved one, she responds
to the elegiac tradition and cultural traditioniméluding other authors’ elegies within her
letters. For instance, she incorporates Elizabetineg® Browning’s and William Cullen
Bryant’s poetry within her letters; thus, she rdg¢hat she is aware of the elegiac
conventions used by these poets.

In an April 28" 1862, letter to Thomas Wentworth Higginson, Diskin reveals
her literary preferences for “Keats-and Mr. and MBowning” as poets and “Mr
Ruskin-Sir Thomas Browned- and the Revelations’pfase (Johnson 172, Letter 261).
Dickinson'’s literary preferences reveal that sheiagls both male and female poets.
Also, it reveals that she knows the elegiac congastthese poets used. However, she
had not read Whitman as she says, “I never reaBdo&— but was told that he was
disgraceful” (173). Although she might not havedréae Whitman’s most well-known
When Lilacs Last in the Dooryard Bloom$he still admired other elegists. In August
1862 of the same year, she asks Higginson, “Hauely® portrait of Mrs. Browning?
Persons sent me three- If you had none, will yorelmine” (179). The fact that multiple
people presented her with Elizabeth Barrett Browisiportrait suggests she made her
admiration of Browning known. She also presented &ipicture “of Mrs. Browning’s
tomb” given to her by Dr. Holland (210). She alsond Helen Hunt's poems to be
“stronger than any written by Women since Mrs. Bnovg, with the exception of Mrs.

Lewes” (214). Moreover, Dickinson'’s literary predaces reveal she is inspired by both
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British and American literature. For example, iletter to Forrest F. Emerson, Dickinson
invokes the elegiac focus on the deathbed scer®.(Idhnson notes, “In referring to
Helen Jackson, ED alludes to the deathbed momdfeats, whose friend Joseph Severn
was with him and reported Keats’s last words: ‘$eykft me up, for | am dying. | shall
die easy. Don't be frightened. Thank God it has €01§826). She even tells Higginson
that she will send him a photograph of her “in & datwo” (323).She was additionally
influenced by Bryant. In a lengthy letter to herdiinJoel Warren Norcross, Dickinson
refers to the ending of BryantlhanatopsisShe writes, “The last duel | fought did not
take but five minutes in all— the wrapping the dmpof his couch about him- and lying
down to pleasant dreams” (Johnson 32-33). Furtbexnin that same letter, she later
recollects the lyrics of “Lady Beauty,” a well-knawneteenth-century song that uses
elegiac conventions. The song reads, “Roses vdé-tame flies on,” which is much like
a pastoral elegy as nature echoes the speakeentgB8). Dickinson’s inclusion of this
song not only shows her cultural awareness buttagoother genres can have elegiac
conventions.

In addition to the Brownings and Keats, Dickinsoamsvalso influenced by
Milton’s and Thomas Wentworth Higginson’s elegiBenald Sudol examines another
elegy by Dickinson that may have been influenceidton whose first line reads, “Lay
This Laurel on the One.” Sudol asserts that Diakms “Lay this Laurel on the One” is a
transition poem, which dwells “at the thresholdteen her earlier elegies that she
treats “in a rather generalized way” versus thglhi characteristic perspective of

village society” and “Convey an affirmation of satmeag other than confidence in the
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truth of immortality” (10). The seemingly simpkhort four-line elegy summarizes the
melancholy of death. The speaker commands,

Lay this Laurel on the One

Too intrinsic for Renown—

Laural—veil your deathless tree—

Him you chasten, that is He! (1-4)
To a point, Sudol is correct that unlike the eatieems, here Dickinson chooses the
word “Laurel” to show reverence. However, Sudolsloet apply the elegiac
conventions when explicating this poem. The honatdbmentions falls into the elegiac
praise of the deceased. Certainly, because maesesé later elegies were written around
the time when Dickinson experienced many deatleshsls a personal connection and
reason to praise the deceased.

Each family member or friend who passed away hsgkaial meaning, so she
shows reverence. He also suggests that while Diokinvas somewhat influenced by
Thomas Wentworth Higginson’s “Decoration: Manulblase lilia plenis,” which
“appeared in the Decoration Day issuésafibner’'s Monthlyn June 1874,” she captured
the essence of death’s “intrinsic’ value” moreriitdigginson does (10-11). In a letter to
Mabel Loomis Todd, Higginson exclaims “Lay a Lauvelthe One” to be “the
condensed essence of that and so far finer” (qtdoeffelholz 663). Sudol asserts that
Milton’s Lycidasmay have more of an influence than Higginsdpéxoration While it
is true that Milton invokes “O ye Laurels,” schadarannot know for certain that
Dickinson read.ycidas though it is very probable. She did rd2atadise Losand

qguotes from it in a letter to Mrs. J. G. HollandheStalls Milton or Milton’s speaker “the
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great florist,” and “The flower that never will other climates grow,” which comes from
the second book d¢taradise Los{Johnson 328). Ultimately, her reference®&vadise
Lostdo not prove she redgcidas but it does reveal she admired Milton and thatehs
a strong possibility that she was influenced byetegjies.

Upon yet another death of one of Dickinson’s cdb$eends, Dr. Holland (a
physician and novelist), Emily Dickinson sendstgeleto his bereaved spouse (Mrs. J. G.
Holland). She incorporates elegiac conventionshénletter, Dickinson expresses lament
of the death of Dr. Holland as she states, “We teadvords but know them not. We are
too frightened with sorrow” (336). Grief made thessage of his death hard for them to
comprehend as they were struck with grief. She rasat she could not be there by his
bedside and includes the elegiac complaint. Shiaiexs, “If that dear tired one must
sleep, could we not see him first” (276). The cdaison comes as she says, “Heaven is
but a little way to one who gave it, here. ‘Inasimuto him, how tenderly fulfilled. Our
hearts have flown to you before-our breaking voiolsw. How can we wait to take you
all in our sheltering arms?” (277). She is morditranal and references Heaven as a
place of postmortem immortality, which is rare Rickinson, because they were close
friends. She then exposes her own heartache. $ifares; “Could there be new
tenderness, it would be for you, but the hearntilis &nother throb would split it- nor
would we dare to speak to those whom such a griebres, but we have heard ‘A little
child shall lead them™ (276-277). Perhaps, shggests that a child-like faith will lead
to eternal life.

Shortly after, on April 1, 1882, Dickinson lose=r liriend Charles Wadsworth, a

minister whom Dickinson respected. In a letter t&s ®. Lord, she writes, “My
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Philadelphia [Charles Wadsworth] has passed frorthE&€78). Dickinson’s choice to
call Wadsworth her “Philadelphia” suggests a dg#pléo” love. In the only known
letter from him, he states that “[Y]ou have all sympathy, and my constant, earnest
prayers” and that he is “very, very anxious to heaore definitely” of her “trial” (Wolff
389). While no other letters remain and she doésaweal her plight, the fact that she
confides in him and that he cares about her soammavdoes not want to “intrude upon” it
shows the comradery they had. The brotherly loveeofrom him being her mentor on
spiritual matters. She also notes the passing iR&aldo Emerson who she learned
about from her father’s law student. Dickinson e¢gsdVadsworth with Emerson, which
reveals that she felt the loss of both close frseguad literary figures. She seeks
consolation in a later letter to James Clark askihg know if Wadsworth’s “Children
were near him at last, or if they grieved to Ids® imost sacred life.” Dickinson includes
an elegiac praise of the deceased as she hoped biseoffspring resembles him and
exclaims, “How irreparable should there be no pesgteon of nature so treasured” (284).
She honors Wadsworth and hopes he lives on thrbisgthildren and calls him “a
Balm” and believes knowing those closest to him hélp ease the lament and pain.
Two years after the loss of Dr. Holland and onaryadter the loss of Gilbert,
Dickinson experiences the loss of her friend—adogrtb some scholars, lover—Judge

Lord. She writes to Mrs. Holland, “When | tell myeset Mrs. Holland that | have lost

*In the same letter, as she reflects on Charlesswadh’s death, Dickinson refers to the death of
Wadsworth’s mother and asserts she knew someondibddvhen first visited Dickinson because he had
“Black with his Hat.” The men often wore black dreir hats as the main part of their mourning attire

especially during the 1850s and 1860s. His mothesr an October 1, 1859 (Johnson 284-285).
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another friend, she will not wonder | do not wribeit that | raise my Heart to a drooping
syllable-Dear Mr Lord has left us” (302). She s death as sleep when she retells the
story of the last day his nieces passed on to3ter.recounts that his death was “a Sleep
that ended with a smile” (302).The consolation bediere and continues in the elegy as
she includes that while all is “Quite empty,” alstill “quite at rest” (302). The speaker,
Dickinson possibly since this is from a persontikle laments as she is like the Robin
who “locks her Nest / and tries her wings” who “damt know a Route” (302). Grief
makes the speaker feel lost as she is “Crumblesfi@meless” and only asks “but one
request” that “The Birds she lost” (302). The ed@gtomplaint comes as the speaker or
Robin “puts her Craft about / FaumoredSprings” (302). The image of the robin
preparing to fly but only hearing rumored “Springghoes the speaker’s lack of home of
rebirth or newness and suggests that the spedi@uts for happiness is only false hope
(302). This elegy follows the pastoral elegy althioit does not include sheep,
shepherds, or hills. Rather, it includes natureaning the speaker’s own grief. Just as
the Robin, one of her favorite creatures she usegrhbolize the poet, does not ask for
“Noon” or “Boon” but only her offspring, so the sgdeer wants their loved one back
(302). The speaker’s reaction is like Dickinsoreside to have Judge Lord back as seen
in a later March 1884 letter where she thanks ttfenthe sympathy” and reveals her
lament as she “hardly dare to know that | havedosither friend, but anguish finds it
out” (303). She again incorporates the elegiac taras she describes how “Each that we
lose takes part of us” (303). Yet, the consolaisothat “A crescent still abides,” or the

memory of the person remains with the living anthes “like the moon, some turbid
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night” when it “Is summoned by the tides” (303).i9Falls in line with the artist
believing and hoping that they leave somethingrkhrough their work when they die.
Ultimately, Dickinson experienced numerous deaftfamily, friends, and fellow
artists, and her elegiac verse reflects upon tlieawing simultaneously on the elegiac
literary tradition and the nineteenth-century mangrtraditions. While some scholars
have looked briefly at her more well-known elegiesy have connected them to her
milieu or acknowledged her influence on Americad Bnitish elegiac writing. Likewise,
while many more women were publishing elegies ipytar magazines, Dickinson
stands out as she does not seek to publish fortaxyngain as seen when she tells
Higginson that publishing her work was “foreign twér thoughts (Wolff 188). She also
valued male elegists as well. She relies more emp#storal conventions and older
elegiac conventions of lament, consolation, andspraf the deceased more so than
solely sentimentalism, which most female elegistbced during the nineteenth-
century, as reflected in her elegies and lettérs.&so presents death as sleep, a standard
approach to death. All in all, she is a complexisiewho is a product of both the elegiac
tradition and the nineteenth-century mourning geltiNevertheless, she stands out in
that she questions the hope for consolation thdegjef in an eternity in Heaven; yet,
she does not entirely dismiss the notion of a @unThis dichotomy and complexity
makes her an intriguing figure, and scholars mastaleven deeper into her letters and
poetry to truly see her value. Dickinson is knownher theme of death, so more

scholarship should certainly be done on Dickinsparaelegist.
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Chapter IV
Mournful Melancholy: Louisa May Alcott’s Elegies

During her lifetime until the present, Louisa Malgott has become best known
for Little Women(1868),Little Men(1871), andloe’s Boy$1886). However,
scholarship lacks on her thrillers and poetry,ipalarly her elegies. Alcott wrote many
of her elegies following the deaths of close fanaihd friends; thus, in her poetry, she
presents her private grief and thoughts and mdiea public through publication. After
seeing the progression of the literary elegiaditiadas well as how the elegy played a
part in the nineteenth-century mourning customs,¢hapter will examine how Alcott
approaches the elegiac topics of lament, compleamtsolation, the parade of mourners,
exaltation of the deceased, and the last day db¢leved. We can see how her
approaches to these elegiac topics differ in hagyebn a public figuregThoreau’s
Flute” (1863), from her more personal elegies, saghTransfiguration” (1878). This
study presents Alcott as an important elegist whasdgs need to be analyzed within the
male-dominated tradition and within the nineteecghtury mourning tradition. Like
Edgar Allan Poe and Emily Dickinson, Alcott waslirghced by her society and affected
by the nineteenth-century cult of mourning. LikeeKihson, Alcott incorporated her
more personal elegies within letters to family mensb Furthermore, her elegies span a
wide range within the literary elegiac tradition¢luding the pastoral.

As a nurse, one of the few respected occupatiovanaan could take during the
nineteenth-century, Alcott was affected by the bl@ad somber effects of death due to
the Civil War. Mark Schantz places “death poetrytontext of the carnage left behind

from the Civil War and states that “death poetriféced comfort by pointing to an
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afterlife and, thus, a reunion with the deceaseddmne. He contends that “poetry of
death provided an intellectual and artistic lensuigh which Americans might conjure
and comprehend the carnage of war” (98). Schamtzéucontends that not only do the
poems require the speaker to think about deathlbatthat they bring the reader to the
reality of dying and deceased. Elegies “salvedotiia of earthly separation for its
readers” (98). Randall Fuller argues that a cotimraexists between an author’s
proximity to the Civil War and to the personal @iaespeaker expresses in a death poem.
Specifically, Fuller examines the poetry of Walt isran, Ralph Waldo Emerson,
Herman Melville, Nathaniel Hawthorne, Emily Dickors and Frederick Douglass.
Fuller explains that Whitman’s poetry became mboright provoking after he worked
closely with the soldiers, while Hawthorne’s reafmar accounts and speaking with
veterans affected him so much so that it silenaed Ruller provides Hawthorne’s
Atlantic Monthlyworks as evidence. Because Alcott served as a hkes@/hitman,
Fuller's argument can be applied to Alcott’s elsg/hen Fuller’s idea is applied to
Alcott’s elegies, it complicates the reading of Begiac poetry, in which she has both a
speaker who mourns in one elegy and a speakernesad® understand what the dying
individual experiences. For example, Alcott presentnore personal grieving in
“Transfiguration” verses the speaker’s focus ondkjgeriences of the dying in “Little
Paul,” a figure Alcott takes from Dicken€xmbey and Sowho is a direct descendent

of Nell from Dicken’sTheOld Curiosity Shof§1856)* While his argument focuses on

! Alcott was deeply influenced by Dickens. Sternatié®s how Alcott “dipped into theickwick Papers
(55). Just as Beth, Amy, Jo, and Meg in bi¢gite Women Alcott and her sisters enjoyed reading and

writing their own papers like Dickens.
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“death poetry,” and not solely “elegies,” the saamnguments apply because elegies are
death poems; the difference is that elegies hameerdional themes of lament and
consolation.

Although Fuller does not look specifically at Atte elegies, he does discuss her
Hospital Sketchesand provides contextualization in terms of theilGivar, the high
mortality rate of the nineteenth century, and tlagsvthat the experience entered into her
writing. On her first night entering the hospitalwork as a nurse, she sees “a poor man
die at dawn” and ends up “sitting all day betwediog with pneumonia and a man shot
through the lungs” (110-111). She describes thaiags at the hospital as the times
when “sleep and death have the house to themsdli/#4). The same melancholy and
depiction of death Schantaz notesdiospital Sketchesan be applied to Alcott’s elegies.
She writes not of soldiers’ deaths in the poemsertbeless, the melancholia that results
from being a nurse and seeing so many die doest diiée.

In addition to Alcott’s role as nurse affecting e deaths of close family and
friends impacted her as she played nurse to theenkidw she wrote many of her
elegies following the deaths of close family andrds. She was especially affected by
the deaths of her sisters Elizabeth and May, hehenpand her close friend Henry David
Thoreau. For instance, in her journal entry for dhat4, 1858, Alcott describes her “dear
Beth['s] death” The Journal of Louisa May Alcotlyerson, Shealy, and Stern 88 ). She
explains how Beth called them together and hela tlends a few days before she
passed away. She recounts how she “saw a lightrisésfrom the body, and float up and
vanish in the air” and how her “[m]other’s eyeddoled” hers, which the doctor said

was “the life departing visibly” (89). In her jowahentry the next month, Alcott states of
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Lizzie's death that “I don’t miss her as | expectedio, for she seems nearer and dearer
than before; and | am glad to know she is safe fpam and age in some world where
her innocent soul must be happy” (89). She addsatbnever seemed terrible to me,
and now is beautiful, so | cannot fear it, but finftiendly and wonderful” (89). In these
journal entries, Alcott incorporates sentimentalesma evokes the beautiful death. She
places these same conventions within her elegiésodgh this is a typical convention,
Alcott's personal connection to those she comptseslegies for makes them personal.

Through Alcott’s elegies, she participates in kb literary elegiac tradition and
the nineteenth-century mourning custom of writingms for deceased loved ones. She
incorporates the elegiac conventions of lamentsalation, complaint, the parade of
mourners, exaltation of the deceased, and theléasof the beloved. Draper’'s argument
that later elegies did not have to contain elegiater can be applied to Alcott’'s work
because she does not include elegiac meter butimidade the elegiac content through
these elegiac conventiaria discussing these conventions, G. W. Pigman &stet
lament is an effort to overcome grief instead @frgg in to it and believes that although
the elegy consists of an abbreviated mourning p®oteat the psychological stages of
grief— praise, lament, consolation, and recoverye-still incorporated in the elegy.
Even though Pigman grounds his argument in MiltdwysidasandEpitaphium
Damonis the same applies to Alcott’s elegies. In eachyeleie see these stages as either
the speaker or the dying attempting to come togesith the death of a loved one or
even their own death.

The Selected Letters of Louisa May Alcettited by Joel Myerson and Daniel

Shealy, includes Alcott’s letter to Sophia Foora@@rning Henry David Thoreau’s
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death. Alcott’s letter contains many elegiac eletmémat work their way in to “Thoreau’s
Flute,” her poem written upon Thoreau’s death. &léocuses upon her father’s being at
Thoreau’s bedside as he passed away. She notéisefSaw him the day before he died
lying patiently and cheerfully on the bed he won&YVer leave again alive” (74). She
additionally provides Foord with the news that altbh Thoreau “was very weak” he
“suffered nothing and talked in his old pleasanyw@4). Thoreau’s lack of suffering
serves as consolation, an elegiac component shelegin “Thoreau’s Flute.” Alcott’s
discussion of Thoreau’s statement that Nature tadkng time to do her work but he
was most out of the world” and her mentioning Eraets discussion of the noble and
pure Adelvezia flower operates as a precursor t@astoral setting in her elegy.
Moreover, her description of Nature wearing “hersirigenignant aspect to welcome her
dutiful and loving son to his long sleep in her afreerves the same purpose. Alcott’s
description of the “lovely day clear, and calm, a&pding like” where they “all walked
[Thoreau’s] coffin with its fall of flowers” setsrecedence for the parade of mourners in
the elegy. In the letter's concluding lines, Alcodntends, “I never can mourn for such
men because they never seem lost to [her] but neadedearer for the solemn change”
(75). This sentiment correlates with the elegy’d esere Thoreau lives on through his
poetry and nature.

In “Thoreau’s Flute,” Alcott incorporates the parstl elegiac setting, which is
appropriate because of Thoreau’s love of naturebaeduse it blends Christian and
pagan beliefs. Consequently, she follows the eteigélition most closely in this poem.
The speaker introduces the pastoral in the opestarza where the mourner laments and

reflects, “We, sighing, said, ‘Our Pan is deadjd pipe hangs mute beside the river; /
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Around it wistful sunbeams quiver, / But Music’syavoice is fled” (1-4). The pastoral
elegy goes back to the “third-century” Greek postgh as “Theocritus, Bion, and
Moschus” (Kennedy 12). The term “pastoral eleggine about because the idylls,
“eclogues,” use “imagery such as nymphs and shdplmrsinging and weaving” in
addition to “the close relation between pastoral elegy” (Kennedy 12). The pastoral
elegy becomes part of the pastoral tradition bexédesath is the ultimate form of the
separations and losses that pervade pastoral pgatpers 91). When discussing the
pastoral, Thomas Harrison and Harry Leon see€|[tfile of Nature, having its origin in
man’s grief for the death in Nature, reappear[inghe frequent contrast between the
cyclic course of the seasons from death to lifeth@one hand, and the finality of human
death on the other” (3). Nature mourns in “Thoted&lute” as “Spring mourns as for
untimely frost; / The bluebird chants a requiemhé willow-blossom waits for him” (5-
7). Nature’s mourning reveals the deceased’s cdimmewith nature. We see this also as
he haunts “the hills, the stream, the wild, / Saxalland aster, lake, and pine” (17-18).
Madeline Stern, in her Alcott biography, notes tiiajone who knew him could forget
him’ even his flute remembered, for it was said thpassing breeze had evoked from the
instrument a plaintive note as if, in happier meeslithat those that stretched to the river,
the Concord Pan piped on” (113). Ellen Lambert ends that in the pastoral elegy the
speaker’s lament pours into the setting and otbetip elementdn “Thoreau’s Flute,”
spring takes on a mournful song and the willow §bws waits to receive Thoreau’s

spirit. ConsequentlyiNature connects with the speaker and with the decedf Nature

connects with both the speaker and deceased, Natwavay, reunites the two.
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Moreover, Alcott blends the pastoral landscapé wie elegiac praise for the
deceased as the speaker hails Thoreau as “The Gafrthe wood”like Milton’s
“Genius of the shore” ihycidas and that “For such as he there is no death”1g, The
title fits Thoreau as he honors Nature in hisilifet through his writing and work while
at Walden Pond. Consequently, he will live on tiglonature and through his poetry.
For example, the speaker asserts,

His life the eternal life commands;

Above man’s aims his nature rose:

The wisdom of a just content

Made one small spot a continent,

And turned to poetry Life’s prose. (12-16)
The praise places Thoreau’s work over man’s mundaaés because he is wise as he
crafts a work out of one idea. The praise come3fmreau as a writer who left no “vain
regrets” and provided poetry, “that finer instrurpéand “[g]ave to the world no poor
lament” but instead “wood-notes ever sweet anchgtr(25-28). The speaker’s
realization that Thoreau left behind no lamentrather a positive legacy is significant

because Alcott leaves a legacy through this elegy.

20n June 24, 1863, Alcott writes to Annie Fieldartking her for promoting “Thoreau’s Flute.” Shecals
runs the lines “Spring mourns as for untimely fof§the Ggenius of the wood is lost” (84). Shesak
“the r in frost [is] as objectionable as in lorrédause she wants her “little ship,” the elegy,ddds an
honorable flag” that flies “at the mast head” (88jom this, we can see Alcott’s dedication to “Téensr’'s

Flute.”
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Besides nature being a part of the lament andgranture provides consolation

for the speaker. For example, the speaker states,

O lonely friend! he still will be

A potent presence, though unseen, —

Steadfast, sagacious, and serene

Seek not for him, —he is with thee. (29-32)
The speaker does not find the traditional soladea®fng hope to be reunited with the
departed but rather finds solace in a lingeringtspNevertheless, Alcott blends
traditional Christian solace with the peace oflthgering spirit in the last stanza. The
phrase “Seek not for him” echoes the statemertiefihgel to Mary in Christ’'s tomb
when the angel says not to fear and to know thataserisen. The syncretism parallels
Alcott's own Christian beliefs that blend with tlheanscendentalist ideas she hears
through Thoreau and Emerson. Consequently, theelysim is quite appropriate. The
consolation also comes as nature “ne’er forgetgawtribute “yearly on the coverlid /
'Neath which her darling lieth hid” by writing “hisame in violets” (21-24). The speaker
finds solace in knowing Thoreau is not forgottee. idmains a good shepherd who
watches over his sheep, the future poets, evenhagieeath. Moreover, we can see how
her approaches to these elegiac topics differ irelegy on a public figure, “Thoreau’s
Flute,” from her more personal elegies. For exantpi®ugh examining “Thoreau’s
Flute,” we can see how she carries on the elegaadion Walt Whitman uses in his
elegy for President Lincoln, another public figure;When Lilacs Last in the Door Yard
Bloom‘d.” In contrast, her other elegies offer armpersonal lament, or the speaker

focuses upon what the dying experiences as theyg ¢orrerms with their own demise.
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Fifteen years after writing “Thoreau’s Flute,” Alit composed “Transfiguration”
upon the death of her mother. As in her letterdorH, her letter to May Alcott after their
mother’s death reveals much that is included irafiBfiguration.” In the letter, Alcott
depicts her mother’s death as sleep or “rest” amtsfconsolation knowing that “after
two months of pain and weariness” their mother @drgst” (225). Unlike in “Thoreau’s
Flute,” the speaker of “Transfiguration” desiredament but cannot. The “balm” to
relieve “every pang of grief” comes from “counting the treasures” the deceased leaves
behind and provides solace (22-24). The speakepmigtlaments but so do also the rest
of the loved ones as seen in the pronoun “we.” @/he “we” is not the public “we” as
in “Thoreau’s Flute,” it is a collective close gmthat mourns. Instead, the “we” are
those whom the loved one cared for in the domestiere. The traditional pastoral
setting is not used because the loved one leavesda happy home, not a literary
legacy. Part of the consolation comes from “lifgdd” that refines, which allows the
deceased’s “art divine” to “change mortal weakrtessnmortal power” (2-4). The
immortality of the afterlife provides solace foetepeaker. Furthermore, consolation
comes from the “happy thought” the decease trams&f@nd “live[s] again—brave,
beautiful, and young” (11-12). She lives while thiog but the weary dust lies dead”
(40). The speaker’s belief that the deceased maitisform keeps true with the “Cult of
Mourning” belief that the deceased goes to a bettare and gains a new body.

As part of the consolation, the loved one is remenath and honored because of
her virtue. The speaker hails her “Oh, noble worhantl asserts that she becomes more
royal as lays down her “scepter and crown “To wgreater kingdom, yet unseen” (41-

44). She does not live on through Nature as Thodeas but rather lives on in the
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unknown and unseen eternal realm. Alcott presesttsnother as carrying her faith until
the end to the afterlife, which most likely Alcblieved to be in heaven. Her honor
comes not from artistic creation but from her “rebtrife / of a victorious life” (6-7).
Her virtues consist of:

Faith that withstood the shocks of toil and time;

Hope that defied despair;

Patience that conquered care;

And loyalty, whose courage was sublime. (25-28)
Moreover, her virtue comes from her “great deegrhthat was a home for all” and the
fact that she is “Just, eloguent, and strong” grdtést[s] against wrong” (29-32). She
also practices “[w]ide charity” and knows “no si&sS she “[m]ates poor daily needs /
with high, heroic deeds” (32, 34). She has eatheditle “royal soul” that death can be
“proud to take” because she taught those left lmetiow seek the highest goal,” how “to
earn the true success,” and how “to live, to lcuad] to bless” (45-48Additionally, the
speaker honors the deceased’s immortal power attsbsr Christian virtue. Clifton
Spargo maintains that elegiac idealization of tbeedsed allows the speaker to elevate
the deceased to having a supernatural power ocetgan areas where they once had
power. Thus, death increases power. Spargo fuelhborates that the loved one’s death
leads the speaker to think of his or her own degplargo’s idea applies to
“Transfiguration” because the deceased has powaettie other happy realms, just as
the speaker in “Thoreau’s Flute” depicts Throeaugbwer over future poets and poetry

after his death.
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The grieving process begins prior to the subjes¢'ath through the speaker’s
focus upon the deathbed scene. For instance, dakepreminisces about how “[a]ge,
pain, and sorrow dropped the veils they wore /dahowed the gender eyes / of angels
in disguise” as the loved on who bore “disciplimepatiently” passes away (13-16). The
deathbed scene often blurs the boundaries betwieeantl death because the bed serves
as a liminal space. The deathbed scene leads spéadker reminiscing about “[t]the past
years” that “brought their harvest rich and fawhile memory and love / [tjogether,
fondly w[eave] / A golden garland for the silverifigl7-20). Alcott also uses the
mourning custom of focusing upon the deceasedts k&iny during this time kept locks
of their loved one’s hair after he or she was géngthermore, she includes the elegiac
focus upon the last days, which also representadbeptance stage of grief the speaker
is in. Although poets use the deathbed scene ategrac convention, it also presents
another part of the grieving process. Using a hisdf theological, and cultural lens,
Jeffery Hammond argues that scholars should resglesl as part of the mourning
process, not just simply an art form. He arguesttit@Puritan elegies have been pushed
to the background unlike other Puritan poetry beeacholars have overlooked one of
the most customary types of poetry of the time. [&/Aicott writes her elegies a couple
of centuries later, she presents a traditional@ggr to coping with death. In this poem,
the deathbed scene is both an elegiac conventiba agpresentation of the
remembrance stage of the grieving process.

In “Little Nell” (1865), most certainly based up@nickens’s Nell inThe Old
Curiosity Shopthe lament comes as “[tlender tears” fall overdgheve. Nature mourns

with the mourner when the “[w]inter sunlight” “sHetl/ [g]olden shadows like soft
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blessings” on Little Nell's “quiet little bed” (5)8The verb “shed” portrays the sunlight
as weeping, and through Nature weeping, Naturesédethe deceased’s work. Through
the speaker’s grief, the elegiac complaint emergls.elegiac complaint emerges as the
speaker remembers the “frail form” that “[h]ad beits heavy load of grief, / [o]f
loneliness and care” (9-12). We see the loneliagssén in a later stanza where the
speaker recounts how Little Nell was “[b]eset vatrrow, pain and fear” and “[tjempted
by want and sin” (17-18). The main complaint igttehe had no one to “guide or
counsel her,” except “the brave child-heart with{h9-20). The speaker’s desire for
Little Nell to have had guidance echoes the ningteeentury sentiment that children
must be directed. The speaker possibly suggedts&itia Nell would not have died if
she had had guidance and that her death was unfair.

The complaint leads the speaker to think abotlkelNell’s virtue, which results
in the praise of the deceased. The speaker piaisiesNell as one who is “[s]trong in
her fearless, faithful love” (21). Because the &peguts Little Nell's dedicated love
first, it is the first virtue honored. It is a lotieat is “[d]evoted to the last” (22). Besides
virtue, the speaker honors her for her steadfastagshe wanders “[u]nfaltering through
gloom and gleam” (23). The speaker also labelsrwle child” as she leads “[t]he
gray-haired, feeble, sin-bowed man” “through patysvstrange and wild” (25-28). The
sinful man contrasts to pure “patient, loving, re@blell” who is “[I]ike light from sunset
skies” because of the “beauty of [her] sinless |{f7-59). Although the speaker notes
Nell's “solemn sense of coming change,” she remgajshome whose light and joy she

was” (37-40). Her happiness and purity go handaneh
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Alcott keeps to the elegiac focus on reminiscibgud the past and the deceased’s
last days. The speaker recounts Nell's “plant[iingyrant flowers / [a]bove the poor
neglected graves / through quiet summer hours4di2Even “[tlhe dim aisles of the
ruined church” remember Nell as they “[e]cho théds light tread / [a]nd flickering
sunbeams thro’ the leaves” that “[s]hine on hestesread[s]” (46-48). The speaker’s
focus shifts from remembering the past to the alegonvention of describing the
deceased’s last day. The speaker remembers thesiahce” and “golden shadows”
“[w]hen Death’s mild face ...look[s] on her / andHéy laid dear happy Nell” (49-52).
The speaker’s remembrance of Nell's last days ples/the speaker with a connection to
Nell and brings about consolation.

Alcott interweaves the consolation conventiomtighout the lyrics and sets up
the stages of mourning as circular. The consolatmnes after Nell passes “through the
world’s dark ways,” and she finds rest buried ing‘quiet spot” where her “little feet had
[once] trod” (29-32). Moreover, comfort comes atter “long wandering” as “[k]ind
voices bid her come / [t]o that last resting-plaoesarth” and she finds “a home” (32-
36). Further comfort comes from knowing that althloshe had “wandered o’er the
earth” giving “one hand to the old man” the “andels her on / [u]p a sunlit path to
heaven” (53-56). While Alcott presents a traditicagproach of hope of a reunion with
the deceased loved one in heaven, we can see plaetimature as a theme has on her
elegy. In fact, the sunny pathway that the spepkesents is almost serene and pastoral.

In “Little Paul,” based on Paul Dombey from Dické®Dombey and Song\cott
incorporates a different type of pastoral elegettirsg and has the speaker to focus upon

the deceased’s mourning process as he comes te watmhis own demise. Instead of a
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peaceful pasture, the sea serves as the new sErstoeal setting. The sea becomes
pastoral as the “[c]heerful voices by the sea-sitej “through the summer air” (1-2).
We see the sereneness as the “[h]appy..., freshroagtichildren “s[ing] and sport...
freely there” (1-4). The tone shifts from jovialnwelancholy, however, when “pale”
Little Paul, “neglectful” of the other childrentsi‘among the gray rocks” (6-8). The gray
color of the rocks symbolizes Paul’'s bleak melahgch&s in the traditional elegiac
pastoral, the tone shift occurs because Nature msawith the speaker. In this case
though, nature echoes the dying person’s sadnésstt Aoth provides Paul’'s bleakness
as an elegiac convention and presents Florendedarhenter. Typically, the speaker is
the one grieving, but it is not so in this casecdntrast to the speaker lamenting the loss
of her mother in “Transfiguration,” the speakefdsuses on the dying Paul as well as
another bereaved figure other than the speakereMenybecause Alcott spends time
with dying soldiers, she can put herself in thecplaf the dying, which we see in “Little
Paul.” The speaker in “Little Paul” may be moreaofempathizer than a griever because,
like Alcott who experienced soldiers dying, he loe slelves deeply into what it is like to
be the one who is dying. As a result, she can &g present a speaker who desires to
know and understand what the dying Paul experiences

Besides playing with the pastoral and lament cohweas, Alcott twists the
traditional convention of including a parade of mraars. Traditionally, the parade of
mourners occurs at the funeral as bereaved patbelpasket. However, in this poem, the
parade of mourners occurs prior to Paul’s deatthodigh he cannot “join their pastimes”

or “dance upon the sand” and can only “wave hist&hkand,” they bring him “many a

3 Alcott does much like Poe in “Annabel Lee” whehe sea serves as the setting.
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treasured gift[s]” because he is “best beloved agrtbem all,” which makes their
“childish heart grieve sadly” when they think ofih{(9-16). Alcott does not have the
parade of mourners occur after Paul’'s death bot pecause the speaker empathizes
with Paul as he isolates himself and feels alohe. dhildren each bring him a gift shows
him to be almost on another plane than them. Heebsantially, thus, already died
because he is the isolated “other.” Consequettyparade of mourners preceding his
death creates a melancholy, almost funeral-likeg tso the reader can identify with
Paul’s loneliness and isolation as he comes togavith his own demise.

Instead of the mourner seeking consolation fangpa loved one, the dying Paul
receives consolation. He first finds comfort throbugorence “as “her dear voice
sound[s] near him,” which makes him “happy and eatit(19-20). The “great billows”
and their “ceaseless fall” also bring “pleasant imi3 o the ear of little Paul” (21-24).
After Paul is brought to a new place because oillnisss, he lies on a bed “paler and
more wasted” as the thoughts of the sea comfort(4id2). Even though he is “where
the city’s din and discord / echo round him dayday,” the sea calls to him and provides
“tender music” and makes him feel as if the sé@asy near” (43-48). The consolation
comes from his remembering “the deep tones of teaw’ that “[l]inger in the frailest
shell” (49-50). His preserved memories of his “lgreea-side musings” and his “talk of
golden waters / rippling on his chamber wall” seagea catharsis (51-54). Likewise, the
sea’s “melody” “cheer[s]” his heart. Again, becatise speaker places emphasizes on the
dying rather than himself or herself, the reader @annect with Paul’s last stage of grief,

acceptance.
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In lieu of having the mourner reflect upon theeabsed’s last days, Alcott creates
a different effect by having the speaker recount’B#ast days and not his or her own
desire to have been with him. As a result, Alctdtps the focus on Paul instead of the
bereaved. Paul “cling[s] fast to faithful Floren@es he “[m]umer[s] fintly night and day /
[0]f the swift and darksome river / Bearing himfaoaway” (57-60). The river brings
him “[tlowards a shore whose blessed sunshinesgfg[s] most radiantly to fall / [0o]n a
beautiful mild spirit (61-64). Alcott includes tledegiac convention of the bedside death
scene. She keeps the water imagery through the ¢fitife” that “ebbe[s] slowly / [t]ill
the last wave die[s] away” (65-66). He transformmf being a “fragile wreck” that lays
“[o]n the sister’s bosom” to being “[l]ifted highbave them all” out of “death’s solemn
waters into the arms of the “spirit mother” who tseltle Paul’'s soul (67-72). The
ending echoes the nineteenth-century melancholy sehbecause so many children
passed away and would not have a “mother” with dirher. Both “Little Nell” and
“Little Paul” parallel the high infant and childhdaenortality rate.

Alcott’s “Our Little Ghost,” a poem about a chikho died young and became a
family ghost, is atypical as an elegy as it hasthig, eerie tone on one level; on another
level, it is an elegy of loss. The bone-chillingsdeption in the opening sets the
melancholy tone and is much like the “midnight dy2@pening of Poe’s midnight
dreary in “The Ravenand the moon tide setting of Po&’AnnabelLee” The speaker
describes “the silence of the night / When the lipngoon rides high / When the wintry
winds are whistling” (1-3). The “owl’s shrill cryparallels the speaker’s melancholia (4).
The “quiet, dusky chamber, / By the flickering fight,” reminiscent of the chambers

with ghostly candlelight flickers in “The Raven ilgances the speaker’'s melancholy tone
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(5-6). Nature sets the melancholy tone in an alrpastoral way where there is peace in
the quiet night; yet, the image of the lonely mpamallels the speaker’s loneliness.
Although the tone ghost imagery is Gothic, the Epea elegiac praise of the deceased
brings a more typical approach to the elegy. THe%’ or loved one is “winsome,” or
charming and “Rosy-cheeked and bright of eye / \Walhow curls all breaking loose/
From the small cap pushed awry” (9-12). Although tigure or deceased loved one is
ghostly, or “big gark,” it “brings no dread” (143erhaps this is because the ghost is
innocent as a child. The “baby’s busy fancy / Makdésngdom of a bed” (15-16). The
speaker specifically praises the deceased inno@mtgouthfulness and has its own
realm. The pureness of the deceased child allomsohiher to rule.

Besides it being pure, the loved one, or ghostemrless” and is “safe” both day
and night. Although the speaker creates a melag¢bok through the “lonely moon,”
“sighing winds,” and “solitude,” the moon is “faidnd the winds are “gay,” and the
solitude is “full of friends,” so the tone is nat bleak because the ghost, or departed
loved one, “brings no regrets” (17-22). The loved’'s do not regret remembering the
loved one, and nature does not continue lamensirigexe always “[s]hines a sun that
never sets” because the loved one is a “happg 8tll” (23-24). Solace comes from the
speaker believing their loved one is content, ai/ba or she has not gone into eternity.

The speaker employs the elegiac consolation thrthigking fondly of the
departed. Likewise, the speaker finds consolanahe familiarity and amiability of the
deceased, or ghost, rather than fear. The spdakests the “merry” and “dancing”
cheerful ghost brings joy during a time of typisabness as a means of consolation (25-

26). Furthermore, because the ghost is close difidike a tricksy household elf /
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Nodding to the fitful shadows / As they flicker tre wall,” the loved one, or ghost does
not seem so far away, which helps with sadnes8(@8The image of the loved one
“[tlalking to familiar pictures” has a double mengi(31). The ghost both is familiar with
the photographs but the pictures are also “famiiirathat they are part of the ghost’s
family. If the grieving family believes the loved®is still with them, they have
consolation even though they hear the ghost’s dwl“shrill call” (32). The consolation
comes from the speaker’s depiction of the ghosinaigable as well as the departed loved
one’s engagement with the family members.

Specifically, the ghost comforts its own familyiedovingly” puts its “hand on
father’s shoulder,” “head on mother’s breast,” andtches each familiar face / [w]ith a
tranquil, trusting eye” (40-44). The dead childfpens the actions a loving alive child
would do. Consequently, the deceased acts as aodem&nd even comforts itself,
“[w]ith tranquil, trusting eyes, / like a sleepytle bird” as it “sings its own lullaby” (44-
46). If there were no consolation, the ghost oiddesed one would not be depicted in a
loving manner. For example, the ghost is “thoughtiy helping the tired “lonely
gambols,” or grieving family (34). The speaker ddxses the ghost as cherub-like with
“chubby hands on chubby knees” as it “sits winkatdghe fire” (35-36). It also is
“innocent and lovely” and has “baby eyes” (37-3B)is image keeps in line with the
nineteenth-century depiction of deceased childeepuaie angels. The “[s]unny fields of
dandelions / Brooks, and birds, and butterfliestegpresent the child’s pure nature (39-
40). In these lines, Alcott is very much traditignahich may because of her personal

losses she experienced.
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The concluding stanza echoes nineteenth-centatinsentality that those who
have died before will watch over the children aedaith him or her since the parents
cannot. The speaker exclaims, “Then those who éeida sleep before / Lest baby play
till dawn, / Wake and watch their folded flowetL,ittle rose without a thorn!” (49-52).
The bereaved, “the hearts that love it most,” foedice as they “[p]ray tenderly above its
sleep / ‘God bless our little ghost™ (54-56). leatl of a grim figure, the “little ghost” is
more of a little angel watching over them, whiclaitypical depiction of deceased
children in the nineteenth-century. Amgels and Absences: Child Deaths in the
Nineteenth CenturyLaurence D. Lerner notes, “The pathetic descniptibLittle Nell
on her death bed not only stirred the hearts aighods of readers, it activated the pens
of a good number of imitative novelists” (126). ckens influence not only British
authors’ fixation on childhood death but Americanters as well. Besides influencing
the novelist, he also influenced poets’ inclusibeluldhood deaths. As a result, he
influenced the elegiac tradition. While Lerner ubés a discussion of childhood death in
poetry, Dickens influenced not only British elegibut American elegists, particularly
Alcott.

As in many elegies, in “Our Madonna,” which Alcettote after the death of her
sister May, Alcott praises the deceased as a pakbatlines the poet’s life. The title is
intriguing because Alcott herself never officiglbed any church although she did
attend the Unitarian church from time to time. Wimaty have inspired the name may be
the nineteenth-century notion of the angel in tbé. Alcott may have viewed May as
an angel in their home. Additionally, Alcott poggsgaMay as a poet, which many elegists

do. Alcott writes, “As child, her wayward penciledv / On margins of her book /
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Garlands of flowers, dancing elves” (1-3) Alcotaises her whimsicalness and love of
nature, including “Bird, butterfly and brook” alefore “she knew ‘t was Art” (4,8).
Hence, Alcott suggests that the poet’s abilityisate. She praises the poet’s beauty,
“Slender and fair and tall,” and praises the beaftyer art, the “goddesses she traced /
Upon her chamber wall” (10-12). What she praisestns how she seeks “everywhere /
Ideal beauty, grace and strength / in the ‘diviaspair” (14-16). Alcott praises her as
“Ambitious, brave, elate” woman who could “moultelwith a dauntless will” and “seek
and conquer fate” (18-20). As a poet she hadcljrfiolors on her palette” that ‘glowed”
because of her “Patience [that] bloomed into pdwaard her “endeavor,” thus, “earned
its just reward,” and “[A]rt had its happy hour’)(24). While some may argue Alcott
deviates from the women'’s reform by praising hstesias “A wife, low sitting at his
feet,” she actually praises her sister’s abilityp&oboth artist and wife (25). She may sit
beneath him, but she “paint[s] with tender skilhle hero of her early dreams, / Artist,
but woman still (26-28). Alcott admires her sisseability to be “content to be the
household saint / [s]hrined in a peaceful home’aose she is able to “shut the world
away” and to forget “even Rome” (31-34). She praiser sister’'s unselfishness as one
“[g]iving a life to win a life, / [d]ying that shenight bless” even if only for a “brief,
blissful past” (35-36, 38). Being a mother brought “[h]er loveliest and last” as she
sees the baby face (40); ultimately, she is thedviad, mother with child.

The lament comes in the last stanza as “Deathtédra sculptor, with a touch / No
earthly power can stay” (41-42). The stern sculptmtrays the speaker’s lament at death
being cold and distant. The fact that death cangd&dto marble in an hour / The

beautiful, pale clay” also exposes the speaken®ela (43-44). Nevertheless, Alcott
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presents the elegiac consolation at the end whesreepcomes from “Love the mighty
master” that mixes “his stints with tears” and gpits an immortal form to shine /
[ulndimmed by coming years” (45-48). Just as aistdgaves a memorial for painters,
Alcott pays tribute to her sister, a fellow artistthis elegy.

Ultimately, Alcott deserves reconsideration agjaiicant poet in the literary
elegiac tradition who integrates nineteenth-centaoyrning customs into her verse.
Alcott should not only be placed as a participarthie literary elegiac tradition because
she includes the typical elegiac conventions lad Because she participates in a mostly
male dominated tradition and exposes her knowlefigiee specialized pastoral elegy
within the elegiac tradition. When scholars do amkiedge women elegists, they too
easily dismiss the elegies’ complexities as we@wme historical context that the elegy
reveals, such as the high infant mortality rateréAeorks should be done on female

elegists, particularly Alcott.
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Chapter V:
Malicious Mourning: Elegies of Stephen Crane
Stephen Crane, one of the most well-known end-ef+tineteenth century
writers, is recognized for his war novéhe Red Badge of Courages well as his
bowery noveMaggie: A Girl of the Street$lowever, like Alcottan insufficient amount
of Crane scholarship exists on his poetry. Likeywsany critics focus on the naturalism,
another nineteenth century movement, of his stiory $The Open Boat,” which places
men against nature during the storm that sinksdissel. Marston La France explains,
“Any conclusions about his [Crane’s] fiction whialn contrary to the values set forth in
the poems are likely to be wrong” (131). Thus, ide’s poetry reflects themes in his
prose, critics should examine his lines throughtiplel lenses just as they have his prose.
Even during Crane’s lifetime, his poems receivedarfavorable credit than some would
lead readers to believe. For instance, David Diekasgues that Elbert Hubbard’s
continued publishing of Crane’s poetry and proséha Philistinereveals that the public
and critics had continued interest in Crane (278)2Bickason includes other critics’
favorable reviews, such as Thomas Wentworth Higgirend William Dean Howells, to
support the point that even others besides Huhlnaddrstood the importance of Crane’s
works.Thomas O’Donnell argues that the perception theyplstn Crane’$he Black
Riderswas dismissed during his time is a misconceptd6). Moreover, O’'Donnell
believes Thomas Beer started the misconceptiorusedae called Crane a mad man and
only quoted two favorable reviews by Lotos and Buak. He additionally claims John
Berryman, a 1950 biographer of Crane, perpetubtemiyth by asserting critics fervently

opposed Crane’s poems. The main issue O’'DonnelitasBerryman is that he only
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cites Bookman and no other sources that critiq@n€rO’Donnell gives favorable
reviews fromNationand William Dean Howells iklarper’'s Weeklyo reveal Crane’s
work did have favorable reception in some of thgomjurnals of his time. Although
Howells did not like Crane’s form, he enjoyed therhe and recognized the significance,
which is seen when Howells callfieBlack Riderghe best text of that year. O’Donnell
provides the review ofhe Black Riderg theAtlantic Monthlyas a third source of
positive review of Crane’s poems. Although Howelild not like Crane’s form, he
enjoyed the theme and recognized the significanbeh is seen when Howells callfie
Black Riderghe best text of that year. O’Donnell assertspibstive review by Howells
and those ifNationand theAtlantic Monthlycontradict the notion that Crane’s poetry
had no positive reception during his time. If Cranmetry had a positive reception
during his time, then we should consider the poenesits and how they reflected the
culture of the time.

His poemsThe Black RiderandWar is Kind are free verse and not as
formalized as some, such as Howells, would likeenineless, his poems reflect the
isolation of his novels and short stories. Danieffghan, one scholar who does look
deeply into Crane’s poetry, correctly argues Crap®ems are about the intertwined
relationship of “man’s relations to God, to hisdedd, and to his fellow-man” (175).
However, Hoffman’s idea can be taken one step éurthot only does the isolation in
Crane’s poems result from man’s need to connett @dd, a lover, and fellow-man, the
isolation results in an expression of mourning)@d seen in elegiac poetry. Crane’s
mourning results from both a public and private ming. Like Walt Whitman, who

expresses a nation’s mourning the loss of Presidanbln in ““When Lilacs Last in the
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Dooryard Bloom‘d,” Crane mourns the cruelty andtbebat America experiences as
results of war. Moreover, he expresses privateetaing in his elegiac poems, which
may stem from the death of his father and the tigjeof Nellie Crouse and Amy Leslie.
The elegiac elements Crane utilizes are the stafggsef, including lamenting,
idealization, and denial. Moreover, Crane’s speaklesire to connect to the deceased;
nature expresses humanity’s mourning, and the pdaesty create a mournful effect.
Crane’s poetry enters another stage of the eleémddion as he also expresses the
mournful spirit that occurs when man is separatechfGod.

In Poem XIV, Crane expresses society’s lamentirgabge of the death war leads
to. Itis the public’s mourning loss of life, whi€€rane reveals in poem fourteen when

the speaker describes the morbid scene:

There was crimson clash of war.

Lands turned black and bare;

Women wept;

Babes ran, wondering.

There came one who understood not these things.
He said: “Why is this?”

Whereupon a million strove to answer him.

There was such intricate clamor of tongues,

That still the reason was not. (1-9)
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The weeping women and crying babies portrays aescEmourning just as Whitman
describes those that came out to see the pasaingarrying President Lincoln’s body in
“When Lilacs Last in the Door Yard Bloom‘d.” The mnming comes from the
destruction and death of war. Not only does Craspeatl the mourning of humanity but
also nature’s response. The desolate and darkdarature’s response to war; thus,
nature mourns with mankind. This is not unlike Esoer, another nineteenth century
poet, who says in his essdgturethat nature reflects the mood of mankind. James
Colvert calls for a connection betwe€he Red BadgandThe Black Riders how the
protagonist in the novel is perplexed and doeknotw if nature is “hostile, or
sympathetic, or merely indifferent” and in the p@enature can be a dangerous “reptile
swarming place” (165). Crane actually is presentirc@mplex nature, which does
include its mirroring humanity’s emotions. Tryit@limit nature as either benevolent or
malevolent would be like trying to limit a persom@ther wholly pure or evil. Crane’s
complex portrayal of nature makes it multidimensipand one of those dimensions is
mourning.
Both man and nature mourn together again in poeensg ofWar is Kind:

The sea bids you mourn, oh, pines,

Sing low in the moonlight.

He sends tale of the land of doom,

Of place where endless falls

A rain of women'’s tears,

! TheWar is Kindpoems are not numbered with roman numerals istdredard edition, onlyhe Black

Riderspoems, so | only use roman numeralsTbe Black Riderpoems.
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Men in grey robes-

Chant the unknown pain. (1-7)
The sea and pine trees’ mourning parallel the wosnawing and the men wearing grey,
mourning, clothing. The men’s chant is their emagtnourning. David Shaw’s argument
on three poems (Robert Lowell’s “For the Union Dga&dan Tate’s “Ode to the
Confederate Dead,” and Walt Whitman’s “When Lildest in the Door Yard Bloom”)
can be applied to Crane’s poetry. Shaw contendbraé poems “show how the places of
fracture are also ‘breaks’ in the sense of straifdsck or good fortune, opportunities to
recover a wholeness that has been lost” (161-1&2ne’s poems also express a sadness
that results from the loss of wholeness, whethee isociety’s loss or an individual’s
loss, which we will later look at. Thomas Gullaghamisses the traditional labels
attached to Crane, such as “realist, naturalisbb®y}ist, parodist, ironist, [and]
impressionist” because they distort Crane’s “caaftl vision,” and says boldness is the
first appealing quality of Crane’s work (86). Gwian states that Crane’s epitaph is in the
poem ofThe Black Rider¢hat describes a funeral for a soldier and ends S&ut they
said he had courage” (95). Ultimately, Crane’s heks as a writer allows him to deeply
examine man’s social reality, soul, and natures Taiexactly what Crane is doing in
expressing mourning with his elegiac poems. Crapeses man’s grief for society and
then turns to man’s individual grief within his $ou

Crane’s personal involvement as a newspaper @pduting the Spanish-

American War allows him insight that other poetsimy his time who wrote poetry
about war lacked because they did not have aHastd experience, such as Richard

Hovey who wrote “Unmanifest Destiny” and William ¥ghn Moody who wrote “On a
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Soldier Fallen in the Philippines”(58). Unlike tleetsvo poets, Crane’s job as a reporter
allowed him to be on the front lines of the wara@¥’s significance as a poet follows in
the tradition of national mourning poetry that gbeask to the Revolutionary War. Max
Cavitch explains the tradition goes back to befaf®9 where “the young nation had
already caught dramatic glimpses of itself in theron of mourning” (80). Cavitch
expounds: “From the start of the Revolutionary \Waethe end of the century, the deaths
of soldiers, patriot noncombatants, illustriouszeihs, and non-citizen subjects had
inspired a wealth of elegies that reflected badk&r audience various images of a
country in tears” (80). Consequently, Crane camieshis tradition at the end of the
following century.

In addition to expressing a public loss, Cranesagers express personal
lamenting due to loss of a lover in conjunctionhadealizing the lost love, both of
which are grief processes expressed in an elegytdbalefines the idealization as “its
elevation to a position of unassailable virtue andiminishing value” (108). Crane
expresses lamenting and idealization in poem VIII:

| looked here;

| looked there;

Nowhere could | see my love.
And-this time-

She was in my heatrt.

Truly, then, | have no complaint,
For though she be fair and fairer,

She is none so fair as she in my heart. (1-8)
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Even in this short poem, the speaker expressderusg to see his beloved as he seeks
high and low. However, he couldn’t find her untd searched his heart. This is much like
when one loses a loved one and in their grief dimpost forget they are gone until they
remember the death. In this poem, there does sebmd solace through inward
reflection; however, most of Crane’s speakers esgad unrequited solace and seem to
be grappling with an irreconcilable pain. The spgakrepeating “fair and fairer” -
elevates the beauty of his lover (7-8). The spesletevating the deceased echoes his
elevating Lily Munroe in a letter (Winter 1893-94here he calls her “Dearest” and then
again “dearest, the one of all.”

Crane not only takes on the male persona whaltste but also describes a
female lamenting and desiring to connect in poenVXXt the grave scene where a
female lover who has lost her love encounters f@t spihe desires to reach out to her
lover by placing flowers on his grave. The scenasifollows:

There came a drooping maid with violets,

But the spirit grasped her arm.

‘No flowers for him [the wicked man], he said.

The maid wept:

‘Ah, | loved him.’

But the spirit, grim and frowning:

‘No flowers for him.” (3-9)
The woman’s sadness comes from trying to reackokier but she cannot because he
was wicked. The adjective drooping describing ttad®n as she carries the violets

returns back to the notion that nature mourns ithnanity. Her next stage of grief is
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blocked by the spirit separating them. The positgnclusion Hoffman finds in Crane’s
poetry is redemption and connection through thedinoers coming together, which is a
way to alleviate the melancholy of isolation. Ho#n then biographically connects this
to Crane’s own odd relationships, such as hisditrato “older women, usually
married, often of questionable reputation- a Casradiother of seven, an ex-actress,
another man’s mistress, two chorus girls, a strekey, [and] a madame” (110).

Hoffman’s evidence of Crane reflecting on “chivdlny his poem “Intrigue:”

Thou art my love,

And thou art the ashes of other men’s love,

And | bury my face in these ashes,

And | love them-

Woe is me. (1-5)
He sees Crane as welcoming misery in this stanilaodgh Hoffman is correct that
the speaker desires unobtainable women or onesarehsocial outcasts and that he is
miserable because he cannot obtain them, the p@esals the speaker’s lament of a
dead love as seen in that he buries his face iasters and even loves them, the
ashes. He elevates her by calling her his lovanAsher elegies, such as Poe’s
Annabel Legthe speaker reflects on the loved one and seafoha way to connect.
In this case, he connects through the ashes.

Crane takes the perception of mourning to andéwel by having the speaker in

poem XXXVIII express another person’s personal latimg. As in several of the

other poems, nature also reflects the sadnessnodihity. The speaker reminisces:
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The ocean said to me once:

‘Look!’

Yonder on the shore

Is a woman, weeping

| have watched her.

Go you and tell her this,-

Her lover | have laid

In cool green hall.

There is a wealth of golden sand

And pillars, coral-red;

Two white fish stand guard at his bier.

‘Tell her this

And more,-

That the kind of the seas

Weeps too, old, helpless man.

The bustling fates

Heap his hands with corpses

Until he stands like a child

With surplus of toys. (1-19)
The weeping woman ties into the typical portrayaxpressing grief. The grief we see
in the poem comes from the deceased love. As péneelegy tradition, comfort is
usually provided for those who have lost their beme. This poem falls into that

tradition as the ocean, nature, tells the speakpass on the message that the departed is
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resting peacefully. This is much like Po&snabel Leavhere the speaker’s beloved is in
the tomb by the sea. Again, nature feels the ematidiumanity as the sea’s king weeps
for humanity and the corpses the sea holds.

Hoffman’s notion that Crane presents man astsdlaecause he is separated
from God also can tie into mourning elegies. Iflsiads to a separation from God, there
is death and a lamenting as a result of the separ&toffman feels that Crane cannot
completely get away from the Calvinistic notiontth@an is sinful by nature, which is a
notion in his uncle’s pamphl&hat Must | Do to Be Savedhis is seen in poem forty-
six of The Black Ridersvhen red devils, sin, come from his heart. Crane’
acknowledgement of sin coincides with his rejecan@od that would condemn men to
hell for their sins, but he cannot completely pastie a belief in the existence of God.
In his chapter on Crane’s poetry, Patrick Dooleljeves Crane a theist rather than
agnostic or atheist because he could not helpdmeat God due to his family’s religious
Methodist heritage. Dooley defines the three stafj€xrane’s theology, beginning with
renouncing Truth, moving to confronting conventibingtitutionalized Truth, and
finishing with a doctrine “of modesty, restrainbcaself-reliance” (117). Keith Gandal
deems Crane’s work as a “tragic human struggle é@tva mystic faith in self-revelation
and a hard-boiled assertion of social and artegitscience” (501). On another level, the
struggle manifests itself in mourning the separatbman from God. In poem sixty-
eight, the speaker expresses the gap and sadntbessaparation of a spirit from God.
The spirits repeated calling of “God!, God!,” is amuike that of a lover calling out the
name of his dead lover trying to remember his omiaene or trying to reach out. The

separation is seen in poem LXVIII through the “laeath-slime” §). The separation
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also manifests itself in Crane’s speakers porta@od as a distant, cold figure as well,
which is seen in poem one hundred and twenty-die. §peaker narrates, “A man adrift
on a slim spar / A horizon smaller than the rinadfottle / Tented waves rearing lashy
dark points / The near whine of froth in circlgsdd is cold” (1-5). In the poem, not
only is nature an uncaring figure but also Gode @hfting figure symbolizes lost man.
In fact, if a distant God controls a cruel natuteeve the sea has “incessant raise and
swing” and “growl after growl,” then “God is coldghd man is separated from God
(Poem 126). The lamenting is seen through natuesisonse to the separation in the
following stanza when the “Oceans may become gsbgs / Die with a long moan and
a roar / Amid the tumult of the fishes / And theessrof the ships, / Because The Hand
[God’s] beckons the mice” (15-19). The moaning andng alongside the repeated
refrain, “God is Cold” reveal a scene of mournimgl &erve as part of an elegy for the
separation (Poem 126).

Besides exploring public and personal lamentingn€’'s works fall into the
elegiac tradition in the brevity of his poetry ahé melancholy tone the brevity,
structure, and style create. Hoffman sees one ai€s poetic stages as evoking
emotion, such as in poem XXVII &lack Riderswhich contains “nine adjective,
adverbs, and phrases,” that evoke emotion (60).effieet becomes stronger in poem
XXXVII. The enclosing mountains in the poem reprgsean ominous tone and illuminate
an eerie effect. These stages, Hoffman contends;agbct John Berryman'’s assumption
that Crane did not experiment with form. Crane’sips are closer to T. S. Eliot’s than
symbolist or imagist. Hoffman accounts for Crarlatk of influence on twentieth

century poets. He asserts that although Cranepatid poetic change Crane’s verse
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was not much available to them because it wasaeminted except in a 1926 anthology
during the time of the impressionist. Because @n@éfts ability to create poetry that
focuses more on allegory and parable instead af,fdoffman sees Crane as a poet who
would have been in line with Frost, Stevens, angndd58). The brevity of Crane’s
poems is another reason his poems may not havendéd them. Compared to his
poems, modernist poems tended to move more tou@ndsr, more complex
approaches, such as Yeats’s cyclical poems antisipic verses. However, Crane’s
poems depict “his private doom” of isolation (HoHEm279). This is much like Edgar
Allan Poe who, irPhilosophy of Compositigralls for brevity to create a melancholy
tone. Besides brevity, Crane also uses repeatediréd create melancholy as Poe did.
For instance, in “Intrigue,” Crane describes pdine speaker recounts:

| heard thee laugh,

And in this merriment

| defined the measure of my pain;

| knew that | was alone,

Alone with love,

Poor shivering love,

And he, little sprite,

Came to watch with me,

And at midnight

We were like two creatures by a dead campfir@)(1-
In this short poem, Crane creates a melancholyttmoeigh repeating “alone.” His being

“alone with love” suggests he was thinking on hastp The lamenting is seen when he
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thinks of his love laughing. The pain comes from themory and is how he knows his
pain. The dead campfire equates to the dead loeeenthe embers have died. The
setting, which occurs at midnight, is much like Bdghe Ravenhat is also set at
midnight. The time period considered most eeriéscrossing of the border from one
day to the next.

Crane also uses repeated refrain when expressésgiVar is Kindin the
repeated lines telling the maiden and babe: “DoMeep” and “War is Kind.” These
lines juxtapose the following lines that portrayrvaa murderous when the speaker
describes the scene as:

Hoards, booming drums of the regiment,

Little souls who thirst for fight,

These men were born to drill and die.

The unexplained glory flies above them,

Great is the Battle-God, great, and his Kingdom-

A field where a thousand copses lie. (6-11)
The opposing lines reveal an irony of war deathreltlee living have lost a loved one
but are told the dead are heroes. Crane’s irongesig that those who are mourning
cannot be comforted because no matter how the lonedlied, they are gone and cannot
be brought back. Crane uses the brevity of the piodeave the image of death and loss
on the readers’ minds. In addition, while Cranesdoet have a formalized rhyme
scheme, the poem does not lack structure. Ratiesttucture Crane chooses also aids in
creating the effect. The first two stanzas mirka hext two stanzas structurally, which

created the ironic dichotomy that death during lwads to valor. The speaker exclaims,
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Do not weep maiden, for war is kind.

Because your lover threw wild hands toward the sk

And the affrighted steed ran on alone,

Do not weep.

War is kind. (1-5)
And, in stanza three the pattern continues the samince structure with “Do not weep,
babe, for war is kind. / Because your father tumihethe yellow trenches, / Raged at his
breast, gulped and died” and ends with the sanidéin@s as the first stanza (12-16).
Likewise, the second and fourth stanzas have gistitacture. Also, the six lines of the
fourth stanza repeat words and structure:

Swift blazing flag of the regiment,

Eagle with crest of red and gold,

These men were born to drill and die.

Point for them the virtue of slaughter,

Make plain to them the excellence of killing

And a field where a thousand corpses lie. (17-22)
The repeated structure and mirror stanzas revealeGtoes indeed have a purposeful
format, even if he does not use traditional rhy@mane’s structure creates the mournful
effect he desires. Although it is a public mough@rane is expressing in this mirrored
structure, he may be describing his personal lamieNellie Crouse’s rejecting him.
Robert Dowling deems Crane a “male avatar of hislemaweeping over the lost soldier,
Nellie Crouse” (17). Whether the lament is publiqdvate, the poem’s structure reveals

a mournful tone.
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Ultimately, Stephen Crane’s poems deserve maahy attention because some
of them fall into the elegiac tradition. He uses limes to express a public and private
mourning, stages of grief, and takes the elegian to a new level by exposing the
isolation and mourning that humanity feels wherytteel isolated from God. In addition,
nature feels the mourning of humanity and mourrik Wi Daniel Hoffman did Crane a
service by analyzing his poetry, but more worlei$ fo be done, as seen in these elegiac

poems.
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Conclusion:

Seeking consolation is a natural part of the mimgrprocess. Since their
beginnings, elegies have played a cathartic rolalaM is the poem’s speaker that seeks
consolation, in many cases, the author’'s own désireconnect with a deceased loved
one plays a part. While the different elegiac covinams of lament, praise of the
deceased, complaint, and consolation have rematineyltake on special meaning in the
nineteenth-century milieu, a culture that was sumded by death and destruction due to
the Mexican-American War, disease, and Civil Wdre Elegies are one part of the
nineteenth-century consolation literature and caré @f the many nineteenth-century
mourning customs. The black crepe in the homedtantlack mourning clothing echoes
the melancholy within the elegies. The postmort@mings and photographs of children
mirror the focus on the death of innocent, purdédecen. The epitaphs that praise a loved
one parallel the elegiac praise of the deceaseditiddally, the use of the phrase “sleep”
on epitaphs that show the loved ones believe @sarrected afterlife are much like the
use of the elegiac speaker saying their loved taeps. Poe, Dickinson, Alcott, and
Crane participate in the literary elegiac traditeord simultaneously participate in their
mourning culture.

Through their elegies, all four nineteenth-centamyhors carry on both the
elegiac tradition and the nineteenth-century mawgniadition. They have a similarity in
that scholars have misunderstood them or havegdisted their “minor” works.

Similarly, they all have knowledge of past and tleeintemporary elegists. They all have
letters that provide personal insight into how tki@pk and how they mourn. They each

were affected by the deaths of family members,dawees, and contemporary authors.
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Specifically, Dickinson and Alcott were affected lbgth the deaths of contemporary
writers and females.

Although they have these similarities, each os¢éhpoets brings his or her own
personal grief to his or her elegies. Moreovery thach incorporate the elegiac lament,
praise of the deceased, deathbed scenes, complaghtonsolation. However, they each
are unigue in how they have their speakers praselé¢ceased, how they complain about
the loved one being taken away, and how they see&oatation through reuniting with
his or her loved one.

Many have perceived Poe as an outcast, drunkadddaug addict. Although he
did have significant troubles, most of them stemiinech loneliness and loss, not drugs
or alcohol. The alcohol and drugs were a resuti®melancholy, not the cause. This
misconception leads to many only considering Pomdman. While he had
idiosyncrasies, he was more aware of his cultuaa ffast scholars have noted and was
indeed an active participant in the nineteenthgntilieu. As an editor of th8outhern
Literary Messengere would have known the deep mourning many e&peed. His
own personal losses were similar to most that smaed him. He brings his own
personal aesthetics to his elegies, specificaltydtbath of the beautiful woman. His
fixation in these elegies on the beautiful deaddienrather than deceased children like
in most consolation literature, adds to the disiomssf elegies and provides uniqueness
to his works. Most likely, he appreciated the biyewaf many elegies, which is why he
incorporated their conventions. He adds to theiatetyadition by including Gothic

elements that are applicable to elegies, such@esad space.
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Like Poe, early scholars stigmatized Dickinsopesuliar and as a recluse.
However, more recent scholarship refutes this itlaeover, Dickinson’s poetry reveals
she was very much astute in nineteenth-centuryi@yltvhether it be her knowledge of
contemporary British and American authors, her uaigpproach to nature (a common
nineteenth-century theme), or her seeing the gangsutside of her window. Some of
her poems are indeed briefer than Milton’s elegiesertheless, she incorporates the
elegiac conventions. She blends her love of natittethe pastoral to participate not
solely in the elegiac tradition but specificallytpastoral elegiac tradition. She also
participates in the domestic literature traditiart ttansforms items of the domestic into
items of mourning.

Similar to Dickinson, Alcott has been misrepresdntMost scholars have labeled
her as only a children’s writer or a domestic nauwghor. However, she is much more
complex. She, in fact, questioned whether she cevdeh write about women when asked
to write Little WomenInstead, she wanted to be known for her liteedmlity. She is not
only a novelist but also a poetess who responbstio her predecessors and her
contemporary male and female writers. Like Poetsbeombines Gothic elements into
her elegies, specifically in “Our Little Ghost.”

Crane provides a point of closure to the nineteeentury elegy discussion. Like
Alcott, he is only mostly known for a couple of Wwer However, his war poetry reveals
the pervasive nineteenth-century melancholy lastesh until the end of the century. The
bitterness and sarcasm of his poems intensifyldgae lament. While Poe, Dickinson,
and Alcott do not specifically address heaven agthce of reuniting with loved ones,

Crane even more so provides a skeptical view thauch place exists. Crane’s
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skepticism is much like that of the modernists, luatparticipation in the elegiac
tradition shows the elegiac tradition can be adhpienost movements because poets,
specifically elegists, capture a collective psyolgadal response to loss.

Overall, Poe, Dickinson, Alcott, and Crane arengigant elegists in their own
right. Each has had considerable scholarship iresan@as but not in terms of elegies, at
least with their minor works. All of these authdtsr boundaries between the elegiac
tradition and other movements and philosophied) ssahe Gothic, domestic literature,
Romanticism, Naturalism, and personal aesthetiopbphies. As members of the
nineteenth-century mourning culture and the lite@dture, all four authors are products

and participants of their milieu and enduring ededradition.
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