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Resumo
Este artigo tentará mostrar a interligação na poética dickinsoniana entre a protecção e a reclusão, defendendo a existência paralela de dois níveis de escrita em Dickinson: a dos poemas e cartas e a da vida, esta última constituindo-se como um texto, de múltiplas interpretações também. Esses dois níveis serão lidos como formas de silêncio, representando uma recusa de falar a linguagem aceite pelo cânone social e literário, e informada, assim, pela ideologia dominante. Todavia, a protecção e a reclusão não significam ausência de linguagem em Dickinson, sendo antes uma forma de falar uma linguagem de diferença. Aproveitando, e parcialmente refutando, a noção de "estratégia", tal como ela surge formulada na crítica feminista, defender-se-á que a poética de Dickinson pode ser definida por um movimento de ambiguidade, por vezes irresolvido, entre a ansiedade de falar e a necessidade de manter o silêncio.
Abstract
In this paper, I will try to show how tightly woven in Dickinson's poetics are the elements of protection in her writing (meaning here both letters and poems) and seclusion in her life, the latter constituting another text, parallel to the first. These two aspects will be approached as forms of silence, repre-senting a refusal to speak in the language accepted by the literary and social cânon, and therefore informed by the dominant ideology. Yet, protection and seclusion do not mean muteness in Dickinson, constituting, instead, a way of speaking a different language. As a result, Dickinson's poetics may be defined by a movement of ambiguity between anxiety to speak and a need to keep silence. The notion of 'strategy', appropriated from the feminist criticism, will be used, and partly refuted, in this discussion.
Let the woman learn in silence with ali subjection. But I suffer not a woman to teach, not to usurp authority over the man, but to be in silence. For Adam was first formed, then Eve. And Adam was not deceived, but the woman being de-ceived was inthe transgression. (I Timothy. 2:11-14)
Se taire cê n'est pás être muet, c'est refuser de parler, donc parler encore
Sartre, Qu'est cê que Ia littérature, 1947
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"Language is not limited to words. If by 'language' we mean symbolic com-munication, then a host of nonverbal forms can be adopted. Dress and food codes, religious rituais, theories of disease, etiology, the varied forms of sexual-ity, ali function in societies around the world in highly expressive ways. They constitute shared systems of signs or symbolic languages rooted in, and expres​sive of, social relationships and social experiences" (Smith-Rosenberg 1985:43). This definition of language can be connected to the way Alan Weiss sees the body: "... the body is an inscribed surface (a puré, excessive signifier) which bears witness to the labyrinthine complexity of chance that accompanies ali origins." (1989:32) Weiss' statement opens the possibility of thinking of the body and its actions as simultaneously a form of silence ("a[] surface"), a form of language ("a signifier"), and a form of register ("an inscribed surface"). Among these complexities of which the body speaks, because they accompany its origins, are ali the ideological codes, inscribed and registered in it by experi-ence and to which it becomes more and more capable of bearing witness. And of being read.
Demureness and virginity are two of the qualities prescribed for women within the unspoken code of the dominant ideology of the nineteenth-century (Welter 1966; Cott 1977; Smith-Rosenberg 1985; Kerber 1988).t1' According to this code, these qualities circumscribe the expected female social language: the body is allowed to speak only through behavioral restraint and sexual ab-sence. I will try to show here how, in Emily Dickinson, these forms of speech by silence are converted into a language that threatens the very ideology which gave them birth.
Emily Dickinson's particular ideological setting is informed by the mingled elements of industrialism and Puritan ethics (Keller, 1979; St.Armand, 1984; Clark, 1990). "Poetry never stood a chance / of standing outside history", wrote Adrienne Rich. Dickinson's poetry, however apparently detached from the realities of its time, truly mirrors them, even if through a displaced process. This process of displacement occurs through what I will refer to as tensions between mobility and immobility, parsimony and excess, public and private spaces - tensions which are present both in American ideology and in Dickinson's life and poetry and which influence the way she sees publication.
The significances of "white" and "reclusion" come from within a system of bourgeois male values, in which white symbolizes virginity (sexual absence) and staying at home (behavioral restraint) is the condition of the demure woman, especially the unmarried one (Lerner, 1977: 85). Many of the great woman novelists and poets of the nineteenth-century (like Christina Rossetti, the Brontê
í1' ít is worth noticing that not only marriage was considered to be the main objective for the excercise of domestic virtues; there was, on the part of the genteel tradition, an attempt to show that the state of celibacy might be as virtuous as marriage. (Welter, 1966:169-70).
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sisters, Elizabeth Barrett [later, Browning]) have, like Cheryl Walker notes, subverted the initial meaning of demureness, by using the private, secluded space of the house in order to create (1989: 143). Associated with virginity, white was seen as preparation for marriage, for the union with the other. It is known that both Rossetti and Elizabeth Barrett used it in their clothing. In the case of Elizabeth Barrett, this is made clear in pictures of the time, where she lies, sofa-ridden, with her dòg by her side. Both her seclusion and her image of virgin-like invalid became indissociable from some readings made of her. Per-haps, if it had not been for Robert Browning, who practically kidnapped her and romantically rescued her from her confinement, the life of Elizabeth Barrett would have been nearly as. semiotically charged as was Dickinson's. For, by marrying her, displacing her from her father's house and bringing her to a new space, Robert Browning put an end to the time of waiting that her white cloth​ing embodied, thus allowing for the consummation of marriage and for a dif-ferent kind of language to be spoken.
Critics have tried to ascribe Dickinson's love poetry and letters to a panoply of potential grooms-to-be, as they have tried to give several explanations for her reclusion.Ki It is true that Emily Dickinson never had a Robert Browning, as Whicher says (1938: 279 and later expanded upon by Wilbur 1963: 128).(3) But that is not enough to explain why she pushes the traits of demureness and .virginity beyond their limits, creating signals that compose a radical language, or what I elsewhere call "a semiotics of excess" (Amaral, 1995: 193-267). She does this by her invariable usage, after the age of forty-four, of white in her clothing and by elevating the mere staying at home to self-reclusion.
Gilbert and Gubar defend that the use of white in Dickinson is related to her creation of personae (1979).(4) I believe that, more than that, to insist on using white subverts its initial meaning of passage to another state, the one of the wife; further on, the continuous usage of this color not only empties it of the initial meaning, but also charges it with another message, one of defiance and threat to the status quo: it is full exposure through absence, and, in that sense, like the naked body, it disrupts the established order. It is within this line
121 From physical disfunctions (Nichols, 1986) to psychological ones (Cody 1981; Garbowsky 1989), Dickinsonian criticism hás been proliferous in explaining this fact.
(3í Even the explanation of Christopher Benfey, centered in a cultural analysis of New England conditions, does not seem to be sufficient. The fact that Emily Dickinson did not live in a "backward corner of New England", for "Amherst in the 1830's and 1840's was" already "a sophisticated college Town, comparable (and in some cases... superior to Cambridge, Massachusetts" (1984:35), insteadof explaining Dickinson'shabitsof life, underlines them. Repeateadly invited to the Evergreens (her brother and sister-in-laws's house, where Emerson once stayed), Dickinson would always decline those invitations.
^' Cf. pp. 622-3: "Impersonating simultaneously 'little maid' in white, a fierce virgin in white, a nun in white, a bride in white, a dead woman in white, and a ghost in white, Dickinson seems to have split herself into a series of incubae For other discussions of the use of white in Dickinson, see Wheatcroft (l 963) or Walker (l 989). Wheatcroft, for example, sees the white robe as a Puritan sign of election, as the American woman's cultural frigidity, as consummation and destruction (p. 142).
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that the passage from one of Dickinson's letters to the Master should be read: "What would you do with me if I carne in white?" (L. 233), that is, both fully naked and fully dispossessed of demureness.w Baroque-like, this body language conveys both waste and supplement, displacing writing from its stable roots, centrifugating the movements of reading.
Similarly, to insist upon staying at one's father's house, transforming mere signs of demureness into those of reclusion, empties the fatherly home of its symbolic biblical meaning and of its secular meaning of a place of passage to the husband's home. This is what allows Dickinson to write "I am alive because I do not own a house" (P. 470) "t6), for, in fact, the house is her father's, not hers, as she would note when writing "I do not cross my Father's ground / To any House or town" (L. 330).
Unable or unwilling to transgress openly, what Dickinson accomplishes is subversion. Rather than attempting to replace the constricting codes with con-tradictory codes, thereby running the risk of punishment ("Assent - and you are sane / Demur - you're straightway dangerous - / And handled with a Chain-", P. 435), Dickinson dis-places these codes by deflecting them or extending them too far. Thus she creates another version of the given social text, a sub-version, subterraneous, marginal. What was prescribed text, consensual, pertaining to the dominant ideology, becomes private text and, because one of exception, able to be read as difference. Both white and reclusion are, thus, silent ways of speaking another language. "The Soul selects her own Society / Then shuts the Door", Dickinson wrote. That society to which she opened herself was not large; she chose not to be seen, and yet to be talked about, to have the free-dom to see "selectively" and to be able to speak through an idiossyncratic and deviated language, opposed to "normality".
Life and art, "normality" and "abnormality" are subjected by critics to in-terpretations from which ideological distinctions related to gender are not ab-sent. It is enough to think about what Emerson writes of Thoreau:
He was bred to no profession; he never went to church; he never voted; he refused o pay a tax to the state; he ate no flesh; he drank no wine; he never knew the use of tobacco; and, though a naturalist, he used neither trap nor gun. He chose, wisely no doubt, for himself, to be the bachelor of thought and nature. (1950: 897)
151 As Bzowsky states, "The Puritan use of the Bride of Christ stresses the role of the spouse with ali the sexual privileges that belong to that role, but Dickinson's bride does not become the spouse, perhaps because she knew that the nineteenth-century wife's role was a demeaning and torturous one. Instead, she remains eternally elevated to the dominion of the unconsummated bride" (l 983:161). Bzowsky is here trying to relate Emily Dickinson toa tradition older than the male Puritan tradition, that is, the female Cathoiic one; what interests me from her comment is, however, the very idea of subversion by Dickinson of both given traditions that perpetuate the image of a certain kind of purity and subjection in women, not by a process of replacement, but by one of dis-placement.
(6) From this point on, ali of Dickinson's poems will be referred to by the symbol R, followedby the number, as they appear in Thomas Johnson's edition of 1955; regarding Dickinson 's íetters, the same practice will be adopted, using the symbol L, followed by the number, as they appear in Thomas Johnson's edition of 1958.
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No one hás ever called Dickinson "bachelor of thought and nature", and yet some characteristics were common to her and Thoreau: even her refusal to go to church, which was unusual in her life time. Neither Dickinson's contem-poraries nor the greater part of the male critics of the twentieth century were able to deal with this woman-poet only as poet or as poet-woman. One of the best examples is Karl Keller, a creative and unorthodox Dickinsonian critic, who; in an article meant to be innovative and revisionist of the classic readings, falis into the same trap. His paper, titled "Notes on Sleeping with Emily Dickinson" (l 983), is ultimately as condescendingly paternalist as was the state​ment of Archibald MacLeish, "most of us are in love with this dead girl" (1963:160). We need only to think about the comment of Adrienne Rich, aboutthis "deadgirl": "Dickinson was fifty-five when she died" (1984: 182).(7J
In one thing, however, Thoreau and Dickinson were different: being a man, Thoreau had the option to choose freely his path of difference, also marked by reclusion from society, and this choice was read as a wise one. The statement of Charles Anderson is better applied to him than to Dickinson: "The normal hás the authority of numbers, but the abnormal may afford a special slant" (1958: 169). In Dickinson's case, the option of difference demanded strategies of silence, and the articulation of these silences must have been a painful one, especially because her reclusion, together with other "eccentricities", were not seen as wise signals of a genius.
After Dickinson's death, in 1886, Thomas Higginson, the first public figure to whom she sent her poems, commented: "I tried a little - a very little - to lead her in the direction of rules and traditions; but I fear it was only perfunc-tory, and that she interested me more in her - só to speak - unregenerate condi-tion." (l 891: 445). This unregenerate condition that never ceased to fascinate Higginson (because it was for him ununderstandable), this deviation from rules and traditions, was writing, in the strict sense, but included also another kind of text: her behavioral attitudes, as puzzling and incomprehensible to him, as Dickinson's poems had always been. These attitudes were already noted by him when, in 1870, he visited the poet, after unsuccessful repeated invitations for her to come to Boston to meet him. In a letter to his wife, talking about this meeting, Higginson described Dickinson in this way:
A step like a pattering child's in entry & in glided a little plain woman with two smooth bands of reddish hair & a face a little like Belle Dove's; not plainer - with no good feature - in a very plain and exquisitely clean white pique & a blue net worsted shawl. She carne to me with two day
(7) See also Greene (l 972:67): "Emily Dickinson was a female. She knew it and we know it. She did not in fact inhabit the same millieu which influenced Ralph Waldo Emerson and his Puritan male forbears; and it is a deadly favor to assume she did. Emerson was not raised to celebrate piety, purity, submissiveness and domesticity as divinely com-manded attributes of himself."
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lílies which she put in a sort of childlike way into my hand & said These are my introduction' in a soft frightened breathless voice - & added under her breath Forgive me if I am frightened; I never see strangers & hardly know what I say - but she talked soon & thenceforward continuously - & deferentially - sometimes stopping to ask me to talk instead of her - but readily recommencing. (L. 342a).
At the end of that letter, Higginson added: "I never was with any one who drained my nerve power só much. Without touching her, she drew from me. I am glad not to live near her." (L. 342b) He must have communicated his evaluation forcefully enough, for, after a second visit to Dickinson, his wife asked "Oh, why do the insane só cling to you?"
When confronted with the necessity to be with people, Dickinson shows an apparent inadequacy for the social behavior expected from women. It is not my aim here to discuss whether this represents the adoption of a pose or is a sign of truly deficient social skills. What I am interested in is Dickinson's lan​guage, both of a verbal and body nature. This outpouring of words, this "soft frightened breathless childlike voice", is só forced that it transforms woman's expected submission into aggressivity. This high charge in verbal language is also accompanied by a highly charged body language: Dickinson's exquisite white pique dress, the white lilies that she offers Higginson, combine with the note of effacement in her soft step (like a pattering child's - twice Higginson uses childlike features to describe Dickinson). Again, this effacement is pushed to limits, creating a different and new language, that Higginson finds unbearable to tolerate. This is a threatening female language that drains man's nerve power, inevitably read and transmitted to others as "insane".
Let me now explore some examples of how Dickinson furthers her purpose of subversion by exploiting tensions in American ideology, first between parsi-mony and excess, then between mobility and immobility, and finally between public and private spheres.
By "dramatizing the needs of the soul" (Miller, 1953:5), the discipline that existed within the theological vision of Puritanism replaced consumption of real goods by spiritual symbols of consumption. The metaphoric strength of Puritan language, where daily happenings were transmuted into parables and where the the Scriptures were transferred to American reality, is used by Dickinson in her life and poetry, but in subversive ways. In the symbolic frugal-ity of her state, Dickinson displays her parsimony in consumption (of dress) and in social exchange. At the same time, she creates substitute ways of con​sumption, which are related to the poetic experimentation, taken to an exces-sive levei: "I meant to have but modest needs - / Such as Content - and Heaven -"(P. 476).
Joan Burbick notes that "Dickinson's Amherst, no matter how disembodied 108
we would like to perceive ... [the poet's] participation, was marked by the fervor of evangelical Christianity, the ethos of the Christian Gentleman and Lady, and the determined desire for social order and class stability, emerging from the Protestant vision of industrial capitalism" (1986: 361). This Christian Lady, the result of the Industrial Revolution mingled with the elements of Puritan ethics, is the "True Wornan" of the nineteenth century, "[d]omestic, Dependent, Puré and Pious,... constituí [ing] the mirror of the Common Man, noted for his self-reliance, talent and competitiveness". (Smith-Rosenberg, 1986: 40) Already in 1850, at the age of twenty, in a letter to a friend, Dickinson had humourously defined this kind of genteel female society as "the Sewing Soci-ety":
The Sewing Society hás commenced again - and held its first meeting last week - now ali the poor will be helped - the cold warmed - the warm cooled - the hungry fed - the thirsty attended to - the ragged clothed -and this suffering - tumbled down world will be helped to it's [sic] feet again - which will be quite pleasant to ali. I dont attend - notwithstanding my high approbation - which must puzzle the public exceedingly. (L. 30)
In this letter, Dickinson not only distances herself from the canonical fe​male behavior, but also delights in the reading that a canonic audience will make of her attitude. The key-word here seems to me "puzzle": the more the audience is kept in incomprehension and obscurity, the bigger will be the poet's delight. Attentive, this is the audience which might stand for the absence of the other audience: that one of the poems. And which might be puzzled by this other kind of reading: the silence of a life which refuses to participate in social life.
"Perhaps you laugh at mel Perhaps the whole United States are laughing at me tool I can't stop for that. My Business is to love," writes Dickinson in a letter to friends (L. 269); and, to Higginson: "Perhaps you smile at me. I could not stop for that - My Business is Circumference" (L. 268).(8:it9) For someone who refused to leave Amherst, her own house, and, in the last years of her life, even her room, expressions like "can't stop", "could not stop" and "business" seem to contradict precisely the ideas of immobility and parsimony; however, they truly reveal Dickinson's appropriation and subversion of American ideol-ògy. These expressions may contain biblical references (Jesus' reply to his mother "How is it that you sought me? Did you not know that I must be about my Father's business?" [Luke, 2, 19-51]); may reveal an appropriation of the Ro-
(8) Myunderlines.
O The expression may also function as a subversion of the Emersonian "circle" (Emerson: 279). It is the work in the
margin, a possible reply to "sphere", the figure of speech of the time, trope used to describe women's participation in
American culture. (SeeKerber, 1988) that Dickinson emphasizes.
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mantic tradition, especially William Blake'sí10); or they may be a way of de-nouncing the frantic altitude of a (male) America in transition: not only in-volved in a civil war, but also well on its way to 'business', in its accelerated movement towards industrialization. Yet, it is precisely because this declara-tion of principies, this kind of "poetic project", is based upon the ideas of mobility and investment that it is possible to speak here of a subversive proc-ess. The point of departure in this process is a peculiar dynamics of economy necessarily related to the American ideology, and especially to the case of New England, the space that Dickinson would define as"one of loneliness ("Maybe -'Éden a'n't só lonesome/As New England used to be" [P. 215]). Framedboth by the puritan heritage, and by the new tendencies of the Industrial Revolu-tion, this ideology is rnade of tensions between parsimony and extravagance, between restraint and consumption, private practices and public ones. These tensions are the prime-matter that Dickinson uses to subvert common values and beliefs and also, paradoxically to sustain her right to difference. '
Why can't I be a Delegate to the great Whig Convention? - dont I know ali about Daniel Webster, and the Tariff, and the Law? Then, Susie I could see you, during a pause in the session - but I dont like this country at ali, and I shant stay here any longer! 'Delenda est' America, Massachu-setts and ali! (L. 94)
This passage belongs to a letter that Dickinson wrote to Susan Gilbert in 1852. The feminist critic Betsy Erkkila comments on it: "When her father is sent as a delegate to the Whig Convention in 1852, she wonders why she cannot be a delegate. The knowledge of her exclusion from the constituted orders of masculine political power leads her into a fantasy of destruction" (1992: 32). Yet, I think that Erkkila, in her eagerness to show Dickinson's revolt against exclusion from masculine power, forgets another levei of subver-sion present in the letter. It is not the sharing of public power that fascinates Dickinson, but the use of that power in order to serve private intentions: the meetings with Susan. It is not the sessions as delegate that Dickinson fanta-sizes about, but the pauses between the sessions, equivalent, from the ideologi-cal dominant point of view, to silences. The male field of politics and decisions is used as a terrain for subversion, here raised to a kind of verbal terrorism in the rejection of ali that America represents. It is, thus, in the blank spaces, emptied of ideological signs of consent, that she most speaks, with a voice that hás nothing to do with the "frightened, breathless", childlike voice she would use with Higginson, knowing that strength resides in "havfing] a Bomb / And -Hold[ing] it - in your Bosom" (P. 443).
(10) cf. Blake's lines, in his põem "Jerusalém", chapter l, plate 10,11.20-1 (Blake, 1977: 651): "I must create a System, or be enslaved by another Man's I will not Reason & Compare: my Business is to Create"
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When Dickinson wrote her first letter to Thomas Higginson, in 1862, at the age of thirty-three, asking him whether he thought that her verses breathed, this habit of reclusion was already developed. She could now define herself as "the only Kangaroo among the Beauty" (L. 268), not without a certain anxiety, precisely because she both knew, and feared, that she was not like the others. She would finally and totally adopt the white color in dress at the age of forty-four (as I have already mentioned). And she would keep both habits until her death, knowing that she was talked of, discussed, in that small world of Amherst, where she carne to be considered "the myth".
The adoption of those forms of silence that demureness and white (pushed to their limits) convey are ways of making herself heard. To be published, from the point of view of the accepted norms, would be to become a "poetess" -and that Dickinson refused. To win recognition in her own terms was a process that, given the circumstances, could only take place through strategies of at-tack by defense. That she understood when she wrote these verses enacting the victory of female supremacy: "I rose because He sank / I thought it would be opposite / But when his power dropped - / My Soul grew straight" (P. 616). Public speech and publication would be equivalent to silence; therefore she chose public silence, in order to be able to speak, and, in a deviated way, to publish herself in life through the text of her life. In one of Dickinson's poems about publication, she writes:
Publication is the Auction of the Mind of Man -Poverty be justifying
For so foul a thing
Possibly - but We - would
rather
From our Garret go
White - Unto the White Creator -
Than Invest - Our Snow -
Thought belong to Him who
gave it -
Then - to Him Who bear
Its Corporeal Illustration - Sell
The Royal Air -
In the Parcel - be the Merchant
Of the Heavenly Grace -
But reduce no Human Spirit
To disgrace of Price - (P. 709)
The põem denounces the reduction that publication implies: "Auction", "foul a thing", "invest", "sell", "reduce" are ali economic terms that the poet uses to
devalue public diclosure through the printed word. In the second stanza, through the several meanings of the verb "to invest", this idea is clarified: to deal com-mercially (to invest) in the integrity of the spirit was a task against which Dickinson rebelled; but this rebellion is also a way of calling attention to one-self, in reverse, refusing to "vest" onself with what is not simple and divested.tu) "[O]ur Snow" functions here simultaneously as metonymy for the colour white (referred to in the previous line) and as metaphor for purity - and haughtiness. That dispossession and that self-effacement are only apparent. White is not a simple colour: it unites within itself ali the colours of the spectrum and, if used exclusively, is as ostentatious as the use of too many colours. It is, therefore, a self-display by way of defect, and it corresponds, on the part of the one who uses it, to an attitude of arrogance and superiority.
The notion of "strategy"112) seems to me crucial to understanding Dickinson. Ironically, it is this same notion that inspires Emerson's statement about Thoreau: "he chose, wisely". Dickinson's reclusion departed also from a choice - wise, too. But it was a choice that, for a woman, looked like a non-choice, since it was made of spatial limitation and social parsimony. Yet, it was that very limi-tation and that parsimony that allowed her to exceed herself in poetry and to create parallel lives.
This language through silence, the white or closed spaces that she privi-leges, are, like her eliptical style, poetic devices that generate texts as impor-tant as the others she wrote and which are traditionally known by the public name of "poems".
'"' Notice that among the meanings of "invest" are the archaic ones of "clothe" or "dress" (Collins, 1986: 280).
"2) I use "strategy" here in the feminist meaninggiven by Juhasz (l 983:4-5): "'strategy' means that Dickinson choose to keep to her house, to her room, to live in her mind rather than in the externai world, in order to achieve certain goals and to circumvent or overcome certain forces in her environment and experience that were in opposition to those goals ... especially problematic when a woman wants to be a poet."
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