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We shall not cease from exploration
And the end of all our exploring

Will be to arrive where we started

And know the place for the first time.

T. s ELIOT






PREFACE

I.

THE ART OF poetry is so important and its principles are so
widely misunderstood that every effort to explore and define its
true position of power and usefulness may reasonably expect a
welcome. In this book we have attempted a direct approach to
the problem of appreciation through understanding and sym-
pathy, developing as consistently as we can the interrelated mo-
tivations—individual, social, and universal—involved both in the
creation of poetry and the response to it.

The essence of our approach lies in certain inductively de-
rived principles concerning the nature and function of poetry.
We have made an effort to state these principles clearly, to illus-
trate them convincingly, and to reiterate them variously. Though
the teacher and student will find them developed at length in
the earlier chapters of the book, it may be useful to state them
briefly here. The discussions in the severa chapters are intended
to demonstrate more specifically their truth and usefulness. The
copious anthology of poems for reading and analysis should pro-
vide ample material, with room enough for the reader to move
around in and variety enough to let him pick and choose, to illus-
trate in many different ways the universality and value of poetry.

The authors believe that poetry is perhaps the most indispensa-
ble of al the humane arts and, if properly approached, much
wider in its appeal and effect than is generally realized. Both the
practice and the appreciation of poetry are natural activities, con-
nected ultimately with the deepseated rhythms of the body it-
self. Nearly everyone has written, or attempted to write, verse
on some occasion or other; and everyone has read it, or tried to
read it, or wanted to read it. If the results have been disappoint-

xiil
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ing, the fault lies, in part at least, with the teaching in elemen-
tary and high schools. This has often presented the reading of
poetry as a mechanical (and boring) exercise in counting sylla-
bles, spotting and defining figures of speech and interpreting
"messages’; or else as a kind of self-indulgent plunge into awarm
bath of sentiment or tender emotion. Two figures of the poet
have, as a result, taken form in the popular imagination. One
is the bearded sage (Longfellow, Whittier, Browning), and the
other is the sensitive plant (Shelley, Poe, Keats); neither, of
course, has any but the remotest connection with the true poet
or with the real figures so misunderstandingly revered or despised.
The total effect is to stamp into the minds of the vast majority
of our citizens, at the one period of their lives when they are
most ready to respond to poetry, the notion that it is something
removed from the realities of immediate living—something that
exists in a rarer, nobler, prettier, sweeter, softer, namby-pamby
sort of atmosphere where gentlewomen and sisses can be left to
pursue it if they want to.

To overcome this prejudice it is necessary to emphasize the
completeness with which the poet concerns himself with all as-
pects of human life, the ugly as well as the beautiful and the
homely as well as the exalted. One of the ideas we wish to keep
constantly before our readers is that there is no essentia dis-
tinction between the familiar or homely occasions of poetry and
the grand or exalted ones. The limerick, the nursery rhyme, and
the popular jazz song may, if well enough written, be considered
poems quite as legitimately as the sonnet, ode, and epic—and
these more ambitious forms must aso be "well enough written"
before they can claim to be genuine poetry. We would maintain
aso that there is no essential difference between modern poetry
and that of past epochs. Whatever is written in verse effectively
enough to touch the heart and mind with its specia intensity and
thus speak to the universal elements in human nature is mod-
ern, no matter when it was written.

In the early chapters of this book, therefore, we have stressed
the humanity and naturalness of poetry. We first consider it as
an extension of the human voice. Its rhythms have a physica
basis, and its occasions, whether public or private, are aways
human occasions. It has both a personal and a socid use. It
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draws mankind together by extending the powers of feeling,
while at the same time it sharpens and intensifies them. Thus
poetry performs not merely a useful function but an essential
one. It is an instrument of self-awareness. If the proper study
of mankind is man, the study of poetry is one of the most im-
portant of its divisions. A century of romantic art and thought
tended to emphasize the private, personal, subjective aspect of
poetry; but much work of the last thirty-five years by psycholo-
gists, critics, and poets' has reasserted the classical concept of
poetry as a public good. It is the art especialy which, as R. G.
Collingwood said of art in genera, "is the community's medicine
for the worst disease of mind, the corruption of consciousness."?

If heis to cure that corruption, the poet must see things clearly;
and he must feel accurately as well as intensely if he is to bring
to wholesome consciousness something much more difficult to
communicate than facts or ideas. namely, emotions, attitudes,
and ways of feeling. That is why it is important near the begin-
ning of our study to consider problems of craftsmanship, par-
ticularly those concerning imagery, figurative language, and
rhythm, as we do in the middle sections of Chapter I. Our initial
emphasis on its universal aspects and on its informal and homely
occasions must not be allowed to obscure the fact that poetry
is an art and that in various periods of the past there have been
local and contemporary conventions governing forms of expres-
sion and patterns of verse. What is felt gains in power if its ex-
pression is controlled, dammed up, channeled, and then let loose
in the right direction and at the right time. This principle of
elementary engineering explains why poets use certain formal
pattergns and have accepted some consciously artificial conven-
tions.

When successfully used these patterns and conventions have
become a source of intensified power or at least have saved the

Y Pound, Eliot, Wyndham Lewis, Hulme, Richards, Leavis, and Auden—
to name only a tew of the most influential.
2 Principles of Art.

These conventions are concerned with style, as in the poetic diction
of the eighteenth century; with technique, as in the heroic couplet, blank
verse, and Petrarchan sonnet; and with a whole background of literary, myth-
ologicad and historical assumptions, as in the pastoral convention or the
school of courtly love.
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poet and the knowledgeable reader a vast amount of energy. For
these reasons we must remind the teacher and student that such
words as "artificial,” "conventional," and "traditional" are used
here most often in a neutral, descriptive sense, sometimes in a
complimentary sense, and rarely, if at al, in a derogatory sense.
To say, for example, that The Rape of the Lock or Lycidas is an
artificial poem is not to suggest that it is unnatural or unoriginal
—though the originality in each case is of a peculiar sort that
needs to be defined—and certainly not to suggest that the poem
is of a secondary sort of excellence. It is merely to name a source
of its characteristic elegance and special kind of beauty.

These are some of the attitudes the authors have expressed
and illustrated in this book and some of the assumptions they
have started from. It remains to give a brief account of the plan
of the book and to make some suggestions for its use by the
instructor and the student.

2.

The first two chapters are a general introduction to the study
of poetry. The right approach, we suggest in the opening section
of Chapter |, is to recognize that every poem is a projection of
a human voice. If the student can be brought to appreciate the
importance of reading poems aloud one of the major obstacles
to his understanding of poetry will to an appreciable extent have
been overcome, and he will be ready to enter sympathetically
into the argument of the succeeding section and agree that poetry
is not merely ornamental or pretty, not a luxury item on the
periphery of life, but a vital and normal human activity. In the
middle sections of the first chapter we enter into some considera-
tions of craftsmanship, presented as untechnically as possible, in
an attempt to give the student some of the essential tools of anal-
ysis and to acquaint him with the critical and descriptive terms
connected with figurative language, imagery, and metrics. In the
final section of the chapter we consider the unifying properties
that make a poem a poem—a single entity composed by the in-
tegration of al the various factors previously dealt with. It
should be clear by the end of the first chapter that a poem is
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the sum of dl the elements into which it can be analyzed, and
that its meaning, or "complete meaning” in I. A. Richards
phrase, is everything it does—the final total, that is, of its effect
upon the most comprehending and sensitive reader. "To have
great poets” wrote Whitman, "there must be great audiences
t00." Whatever the truth of this formula, it is dmost as difficult,
and quite as important, to be a great reader as to be a great poet.

Chapter 11 is exposition and argument aimed at showing how
poetry is and always has been something that really matters. As
emotion-arousing music, it has a social, ritualistic, and religious
function that from primitive times to the present it has never
ceased to fulfill in one way or another. This function, as the last
section of the chapter suggests, is related to the way in which it
leads us into the personal, rich, and self-examined life.

Chapters 111 and IV deal with three main types of poetry: de-
scriptive, narrative, and dramatic. (Lyrical poetry has been con-
sidered in the earlier chapters.) The instructor can, if he wishes,
vary the order of these chapters without losing the thread of
any continuous argument. The main types of poetry are con-
sidered both as historically developing forms and in terms of
what they are and do—in terms, that is, of esthetic theory and
practical usefulness. Chapter V, devoted to the intellectual ele-
ment in poetry, gives much attention to the uses of wit, ambi-
guity, and irony in satire and in metaphysical poetry. These
considerations lead (both through certain affinities and certain
contrasts) to a discussion of allegory and symbolism, which is
developed throughout the three sections of Chapter V1.

Chapter VII, finally, is again a genera one. It places poetry in
its temporal frame of reference, discusses the distinction between
classic and romantic art, and shows how some of the great poetic
subjects, such aswar and love, have been treated by writers from
the Middle Ages to modern times. The book concludes with an
analysis of some of the great philosophical and religious themes
of quest and affirmation as developed in such mature poems as
Whitman's Out of the cradle endlessly rocking, Y eats's A Dialogue
of Sf and Soul, and Eliot's Little Gidding. The close reading of
these poems, it is hoped, will leave the student with an aroused
awareness of the strong connection between the imaginative and
the moral aspects of poetry.
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The seven chapters are subdivided into 26 sections, each a
single teaching unit extending over several class meetings. The
sections are in every case followed by illustrative poems arranged
in orderly sequence. After each grouping of poems there are ques-
tions and exercises. These follow up the thought of the preced-
ing section, attempt to suggest relevant points about the specific
poems, and bring up problems of comparison related to the pur-
poses for which the poems are grouped as they are. Aimed at
directing the student's thinking along independent lines—in other
words, at stimulating critical thought—they give considerable
scope for the exercise of individual judgment. Very few have a
single "right" answer. One aspect of a good question, we think,
is that it encourages the student to organize his feelings and
ideas about a particular poem or poetic problem with more pre-
cison and interest than before and to justify his feelings and
opinions by concrete references to the text at every point.

There are two other features of the Questions and Exercises
which we must cal to the attention of the instructor at the start.
First, many of the questions include specific information not only
about the particular poem being examined but about poetic prob-
lems in general, and thus are to be considered an essential part
of the text itself. The notes included in the questions on Milton's
On the Late Massacre in Piemont (page 18) and on Wallace
Stevens' Anecdote of the Jar (pages 45-46) may be cited as two ex-
amples among many. And second, we have in general avoided
questions, and footnotes, concerning simple dictionary definitions
as well as other essential information available in handbooks of
mythology or encyclopedias. We have done so because "looking
it up" should be considered part of the exercise and under the
instructor's guidance will become a valuable part of the student's
training. It goes without saying, we think, that readers of litera-
ture should cultivate the habit of looking up words and alusions
in the standard works of reference. The pleasures of illumination
and discovery, if often for the incidental gleanings along the way,
are greater when earned.

Among the many poems analyzed in detail in the body of the
text we include a few difficult and genuinely complex poems,
John Donne's Good Friday, 1613. Riding Westward, Hart Cran€'s
Passage, and T. S. Eliot's Gerontion and Little Gidding are cases
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in point. We have aso, however, |eft other poems, equally subtle,
without such analysis. They are important examples of poetic art,
profitable to contemplate even when they do not lend themselves
very readily to complete interpretation. Pound's Canto XVII
is one example of this nature. A vision of Elysium as the un-
derworld paradise of pagan divinities, artists and craftsmen, and
free-wheeling "heroic" spirits such as Renaissance Italy knew, it
is not difficult in its primary effects: its tone of pure Dionysian
joy whose key is set in the opening imagery of magic transforma-
tion; its golden light not of the sun; its marble eternities. The
real difficulty liesin discovering all the implied further relation-
ships of imagery, narrative, and allusions. Analyzed or not, there
are necessarily only afew of these more complex poems here; the
teacher will of course judge for himself the degree to which in-
dividual classes and students should deal with them—and at what
point in the course.

With respect to the poems themselves that comprise our illus-
trative anthology as awhole, relevance and significance of achieve-
ment have been our chief criteria in making the selection. Care-
ful thought and much regretful elimination have gone into the
groupings in an effort to make them rich but not confusing re-
sources of comparison and contrast. We would call the reader's
attention to the varied speaking voices of the opening section;
to the examples in the first section of Chapter V of explicit ar-
gument in poetry—a series of texts for a miniature history of
ideas; to the sequence of symbolic poems of history and prophecy
at the end of Chapter VI; and to the groups in Chapter VII,
Section 1, illustrating the useful distinction between classicism
and romanticism. Though most of the poems that have become
part of the "standard" reading list are included in the anthology,
we have omitted some pieces usually studied in survey courses—
such poems, for example, as the Prologue to the Canterbury
Tales, Spenser's marriage poems, and the first book of Paradise
Lost. Their place has been taken by work of comparable achieve-
ment that may have an additional charm in its freshness. Among
these are Chaucer's sprightly sketch of the Miller's young wife,
Milton's description of the battle in Heaven from the fourth book
of Paradise Lost, Pope€s charming and characteristic To a
Young Lady: On Her Leaving the Town after the Coronation,
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Swift's satirical example of the moral tale in Phillis, or the Prog-
ress of Love, and Browning's great poem The Englishman in
Italy, which has an immediacy and vitality that anticipates and
equals D. H. Lawrence and the Pound of the best Cantos. We
have sought out, in fact, a large number of poems excellent in
various ways that have not, as far as we know, appeared in col-
lege texts before. We shall be happy indeed if such "discoveries'
as Gerard Manley Hopkins* Winter with the Gulf Stream, Wil-
liam Carlos Williams' Floivers by the Sea and At the Ball Game,
the Countess of Winchilsea's Trail all your pikes, Robert Bridges
exciting ballad Screaming Tarn, and D. H. Lawrence's Tortoise
Shell add something new and valuable to the poetic conscious-
ness of some of our readers. Along with these striking poems are
many others often overlooked or neglected, among them some
fine unusual pieces by John Clare, Emily Dickinson, Kenneth
Fearing, George Herbert, Marianne Moore, and the Canadian
poets Archibald Lampman, Charles G. D. Roberts, and Margaret
Avison.

3.

The authors are grateful for the careful reading and helpful
criticism of Professors Oscar Cargill and William Gibson, of New
York University, Herbert Weisinger, of Michigan State College,
and Paul Haines; for the suggestions of other friends and col-
leagues, particularly Mr. Charles Henderson, Jr., and Professors
Thomas H. Jameson and Walter MacKellar, of New York Uni-
versity, and Professor Arthur Waldhorn, of the City College of
New York; and for the patient helpfulness of their Macmillan
editor, Mr. J. G. Case, as well as the technical help of Mr. F. T.
Sutphen and his assistants Mrs. Henrietta Hoffman and Miss
Carol Ann Krasne. Long conversations about critical matters and
particular poems with the late Professor Thomas Riggs, Jr., of
Princeton University, have helped shape this book. The material
in Chapters 11, VI, and VII has been influenced to a considerable
extent by studies under the auspices of the American Council of
Learned Societies and by some of the proceedings of the Thir-
teenth and Fourteenth Conferences on Science, Philosophy, and
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Religion. Part of Chapter | was included in an address to the
Canadian Humanities Association at its annual meeting, 1953,
and published in the Queen's Quarterly. Thanks are due to the
Association and to Professor Malcolm Ross, of Queens University,
for allowing us to use this material. Lastly, we must gratefully
acknowledge the assistance, forbearance, and criticism of Victoria
Rosenthal and J. D. R. Smith.
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CHAPTER ONE The Approach
to Poetry

I. THE INDIVIDUAL VOICE

IN A GOOD poem we hear the voice of a person speaking. Some-
times it is the poet's own voice; more often, it is the voice of
someone in a dramatic or fictional situation. And though we say
"speaking,” the voice may sing, whisper, shout, plead, or cry. In
a complex poem several voices, or many, join in and compete
for our attention. In lyrical and reflective poetry the voice may
even seem like the inner voice of our own thoughts.

When we open a volume of John Donne and find a poem
beginning

For Godsake hold your tongue, and et me love,

we are thrown back violently by the voice of a proud, self-assured,
magnificently impatient lover. It comes to us as fresh and clear
as if we ourselves were the tedious, moralizing busybodies he is
upbraiding, and as if the time were now and not three and a
half centuries ago when the poem was written.

We are not often addressed so directly as here. In many poems
we listen to a voice that seems hardly aware of us at al, that
has its own things to say, and that creates its ided listener within
the dramatic framework of the poem. We are privileged to
overhear, as in Matthew Arnold's Dover Beach' we overhear the
bitter consolatory words with which the lover turns to his beloved
as a refuge from the emptiness of a world without G6d:

! See pages 179-180.
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Ah, love, let us be true

To one ancther! for the world, which seems
To lie before us like a land of dreams,

So various, so beautiful, so new,

Hath really neither joy, nor love, nor light,
Nor certitude, nor peace. . . .

The speaking voice of a poem varies infinitely, as human per-
sonality varies, as human moods vary, and as the writer's purpose
varies. One poet thunders against religious persecution and a
brutal massacre, and his voice is that of an outraged prophet:

Avenge, O Lord, thy slaughter'd saints, whose bones
Lie scatter'd on the Alpine mountains cold. . . .
JOHN MILTON

Another cries out his grief on the death of a son:

Farewell, thou child of my right hand and joy;
My sin was too much hope of thee, loved boy. . . .
BEN JONSON

Another revels in the quiet pleasures of a country garden, speak-
ing meditatively to his own solitude:

What wond'rous life is this | |ead!

Ripe apples drop about my head;

The luscious clusters of the vine

Upon my mouth do crush their wine;

The nectarine, and curious peach,

Into my hands themselves do reach;

Stumbling on melons, as | pass,

Insnar'd with flow'rs, | fall on grass.
ANDREW MARVELL

Poetry catches the idiom of the speaking voice, in all centuries
and in al socia circumstances.

| cannot eat but little meat,
My stomach is not good. . . .
14TH CENTURY

Throw away thy rod,
Throw away thy wrath:
O my God,
Take the gentle path.
1y CENTURY
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Yes, | am proud; | must be proud to see
Men not afraid of God, afraid of me.
I8TH CENTURY

Had | but plenty of money, money enough and to spare,

The house for me, no doubt, were a house in the city-square;

Ah, such alife, such alife, as one leads at the window there!
19TH CENTURY

In each of these four passages we hear a unique voice, and in
every cae the tone is varied to express a particular mood, a par-
ticular personality, and a particular situation. The directness and
intense seriousness of the two middle passages are in noticeable
contrast to the lightness and gossipy casualness of the first and
the last. The individual voice of the poem is not, of course, always
a speaking voice, nor is the diction always as homely and natural
as in these examples. Often it is consciously artificial, elegant,
resonant, or grand; and the good poet can make it achieve these
qualities without seeming affected — a task which demands both
skill and character. We shall see in later pages many examples
of song, incantation, prayer, and rhetoric in which the voice is
raised or exalted and its tone and pattern ordered by convention
and ritual.

From all these considerations it should be clear that poetry is
a human and personal activity. It is both expresson and com-
munication. It is a form of speech, and while the raw material
of poetry is experience, its medium is language. It is an ordering
of words.

By an ordering of words we mean that the formal rhetorical
structure of a poem is one of the essential means by which the
voice of the poem communicates what it has to say. That is, the
choice of individual words (the diction), the phrasing, the struc-
ture of the sentences, and the pattern of the whole poem al play
their part in presenting the complete meaning.

Let us listen now to the development of avoice in all its varied
tones throughout a complete poem. Robert Frost's well-known
Mending Wall is an excellent poem for this purpose. It is short,
modern, and conversational; and though it appears simple, it has
overtones and implications for any reflective reader.

The poem is idiomatic, easy-going. The turns of phrase and
modulations of voice are intimate and direct and locd. It is the
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voice of a'Yankee farmer we hear, shrewd, pungent, and reflective,
making its point by understatement and suggestion and present-
ing firmly, ailmost obstinately, the opposing points of view of the
two north-of-Boston neighbors. Their "debate” begins at once:

Something there is that doesn't love a wall

says the one from whose standpoint the poem is presented and
whose voice dominates the whole poem. His is the voice of reason
and nature alike—of logic and progress, the poem seems to hint.
Opposed to it is the rival voice, atavistic and insistent, stub-
bornly repeating,
:"M Good fences make good neighbors.

But here is the poem itself:

ROBERT FROST Mending Wall

Something there is that doesn't love a wall,

That sends the frozen-ground-swell under it,
And spills the upper boulders in the sun;

And makes gaps even two can pass abreast.

The work of hunters is another thing:

| have come after them and made repair

Where they have left not one stone on a stone,
But they would have the rabbit out of hiding,

To please the yelping dogs. The gaps | mean,
No one has seen them made or heard them made, 10
But at spring mending-time we find them there.

| let my neighbor know beyond the hill;

And on a day we meet to walk the line

And st the wall between usonce again.

We keep the wall between us as we go.

To each the boulders that have fallen to each.
And some are loaves and some so nearly balls
We have to use a spell to make them balance:
"Stay where you are until our backs are turned!"
We wear our fingers rough with handling them. 20
Oh, just another kind of out-door game,

One on a dde It comes to little more:

There where it is we do not need the wall:

He is al pine and | am apple orchard.

My apple trees will never get across

And eat the cones under his pines, | tel him.

He only says, "Good fences make good neighbors.”
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Spring is the mischief in me, and | wonder

If I could put anation in his head:

"Why do they make good neighbors? Isn't it 30
Where there are cows? But here there are no cows.
Before | built a wall I'd ask to know

What | was walling in or walling out,

And to whom | was like to give offence.

Something there is that doesn't love a wall,

That wantsit down.” | could say "Elves' to him,

But it's not elves exactly, and I'd rather

He sad it for himself. | see him there

Bringing a stone grasped firmly by the top

In each hand, like an old-stone savage armed. 40
He moves in darkness as it seems to me,

Not of woods only and the shade of trees.

He will not go behind his father's saying,

And he likes having thought of it so well

He says again, "Good fences make good neighbors.”

It is one of Robert Frost's triumphs to be able not only to
catch in poetry that is reflective and dramatic at the same time
the voice of alocality or region but to differentiate within it the
individual voices of his characters. In this poem the New England
countryman's manner of seeming to stray from the point as he
gossips aong and yet of aways coming back to it or just never
leaving it is a source both of pleasure and instruction to the reader
who notices it. For the most part this poem, like so many others
by Frogt, is colloguia and unhurried, the tone of good talk; but
in one or two places, strategically chosen for emphasis or climax,
the tone changes. The lines become rhythmically more regular,
cease to be talk, and approach music. The sound of

He moves in darkness as it seems to me,

Not of woods only and the shade of trees
is heightened and intensified. Description, narrative, and ex-
position have come to an end. Now is the time for reflection and
criticism—for implication and judgment. The point of view of
the speaker is given weight and dignity, though he modestly and
characteristically adds the saving phrase "as it seems to me'—
the Yankee has learned it is never safe to commit himsalf in-
escapably!

Yet the weight and dignity of these lines would seem to suggest



6 EXPLORING POETRY

that the poet himself is sympathetic to the speaker's dislike of
walls and critical of the other man's refusal to "go behind his
father's saying." The climactic and critical force of the two
heightened lines quoted above is not due solely to the abandon-
ment of the informal colloquia tone. It comes also from the
richness of suggestion in the word darkness, with its associations
of superstition and ignorance—already perhaps prepared for by
the earlier description of the spell to make the stones balance;
and from the word shade, with its suggestion of death and of
ghosts—ideas from the past that still haunt the present like the per-
sistent survival of the one farmer's belief in the necessity of walls.

Two points of view—indeed two attitudes towards life—and
two temperaments have been placed before us with the greatest
brevity and clarity: the traditionalist and the liberal. The con-
flict between them dramatizes the irrationally firm hold that in-
herited, half-forgotten beliefs have over the minds of men. This
poem is not therefore as impartial or objective as its balanced
contrasts may suggest. But this is only to say that the poem is
a dramatic one, with fictional elements and characterization, and
not a piece of philosophical or political analysis. If the voice
we hear in it is not directly the voice of the author, it is never-
theless an authentic, personal, identifiable voice. Its local idioms
and persona turns are used to develop both character and plot,
and are dropped or heightened at moments of climax or for re-
flection, criticism, or implication.

The voice the poet uses, then, is essential to the structure and
meaning of his poem. It may be primarily persona expression,
as though he were writing a letter to the world, but ordinarily
this is not the case. The reader must learn to hear the voice and
tone in relation first of al to what goes on—what is being said
and thought and worked out—in the poem. From this point of
view, let us now examine a deceptively light piece by another con-
temporary American poet, John Crowe Ransom.

JOHN CROWE RANSOM Janet Waking

Beautifully Janet dept

Till it was deeply morning. She woke then
And thought about her dainty-feathered hen,
To see how it had kept.
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One kiss she gave her mother,

Only a smal one gave she to her daddy

Who would have kissed each curl of his shining baby;
No kiss at dl for her brother.

"Old Chucky, Old Chucky!" she cried,

Running on little pink feet upon the grass 10
To Chucky's house, and listening. But alas,

Her Chucky had died.

It was a transmogrifying bee

Came droning down on Chucky's old bald head
And sat and put the poison. It scarcely bled,
But how exceedingly

And purply did the knot

Swell with the venom and communicate

Its rigor! Now the poor comb stood up straight

But Chucky did not. 20

So there was Janet

Kneeling on the wet grass, crying her brown hen
(Trandated far beyond the daughters of men)

To rise and walk upon it.

And weeping fast as she had breath

Janet implored us, "Wake her from her deep!”
And would not be instructed in how deep

Was the forgetful kingdom of death.

The rather specia effect of this poem derives from the origi-
nality of the diction and the skilful variations in tone. It may
require a second reading before the inexperienced reader realizes
that the voice we hear is that of the little girl's father, though as
early as the third line of the second stanza we are given informa-
tion that no one but he could possess. The whole stanza conveys
delightfully the bemused, doting, humorously tender attitude of
Janet's daddy.

This mixture of grave and gay, which is the concentrated es
sence of the speaker's attitude towards the child and towards the
child'sfirst bewildering contact with the mystery of life and death,
is most strikingly communicated in the curiously subtle uses and
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seeming misuses of word and idiom in severa key lines. Consider,
for example, the way certain words have been pressed into the
service of the poem. In the first stanza, "beautifully,” "deeply,"
and especially, "kept" are worked into origina and dlightly un-
idiomatic phrases which suggest in a rather subtle way the naiveté
and innocence of the little girl. She is faced with something out-
sde her experience. In the fourth stanza too there are "trans-
mogrifying"—the horrendous big word, that might amuse and
startle a child—the surprising and accurate "Chucky's old bald
head," the unexpected and again accurate "sa and put,” and the
contrastingly sophisticated "But how exceedingly." In the next
stanza, the scientific phrase "communicate its rigor" isin ironic
contrast to the language used or understood by Janet herself, and
then there is the wry joke expressed by the verbal neatness of "the
poor comb stood up straight/But Chucky did not."

In the stanza before the last the language begins to take on a
flavor derived from the romances of the Middle Ages and thus
to prepare for the climactic effect of the last two lines. Janet
herself is one of the "daughters of men,” and her emotion over
her pet's death ("crying her brown hen") is subtly transferred
to our fears for the little girl herself in face of the uncertainty of
life and the imperturbability of death.

The final stanza deepens this note. A darker and richer tone
emanates from the word "forgetful" and from the romantic
grandeur of the rhythm and phrasing of the last two lines. The
contrast between the magnificence of this close and the intimacy
and lightness of the opening stanzas may serve to point to another
significant aspect of poetry. In it the unique voice of an individual
touches universal chords and speaks to al mankind.?

For a similar deepening of tone in which the fanciful and grotesque are
transmuted into romantic grandeur consider Thomas Hardy's poem Channel
Firing (pages 470-471. The effect of the heightened diction and the "poetic
associations of the last two lines is to throw new light over dl that has gone
before, so that what had been seen as comic or grotesque is suddenly dignified
by being placed in relation to the universal stream of historica experience.
This too is what the poet accomplishes in Janet Waking. From the point of
view of narrative technique this device is related to the surprise ending. It
makes us see all that has gone before in a new (and in these two poems a
richer) light.



POEMS FOR READING AND ANALY3S
1.

ANONYMOUS | cannot eat but little meat

| CANNOT eat but little meat,
My stomach is not good;
But sure | think that | can drink
With him that wears a hood.
Though | go bare, take ye no care,
| nothing am a-cold;
| stuff my skin so full within
Of jolly good ale and old. clonsrd oea¥
Back and side go bare, go bare;
Both foot and hand go cold; 10
But, belly, God send thee good ae enough,
Whether it be new or old.

| love no roast but a nut-brown toast,
And a crab laid in the fire
A little bread shall do me stead;
Much bread | not desire,
No frost nor snow, no wind, | trow., thf-k, bolidk
Can hurt me if | wold;
| am so wrapped and thoroughly lapped
Of jolly good ae and old. 20
Back and side go bare, go bare, etc.

And Tib, my wife, that as her life
Loveth well good ale to seek,

Full oft drinks she till ye may see
The tears run down her cheek:
Then doth she trowl to me the bowl

Even as a maltworm should,

9
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And saith, "Sweetheart, | took my part
Of this jolly good de and old."
Back and side go bare, go bare, etc.

Now let them drink till they nod and wink,
Even as good fellows should do;
They shall not miss to have the bliss
Good ale doth bring men to;
And al poor souls that have scoured bowls
Or have them lustily trolled,
God save the lives of them and their wives,
Whether they be young or old.
Back and side go bare, go bare;
Both foot and hand go cold;

But, belly, God send thee good ale enough,

Whether it be new or old.

30

40

ROBERT BROWNING Soliloquy of the Spanish Cloister

GR-R-R—THERE go, my heart's abhorrence!
Water your damned flower-pots, do!

If hate killed men, Brother Lawrence,
God's blood, would not mine kill you!
What? your myrtle-bush wants trimming?

Oh, that rose has prior clams—
Needs its leaden vase filled brimming?
Hell dry you up with its flames!

At the meal we sit together;
Salve tibi!* | must hear
Wise talk of the kind of weather,
Sort of season, time of year:
Not a plenteous cork-crop: scarcely
Dare we hope oak-galls, | doubt;
What's the Latin name for "parsley"?
What's the Greek name for Swine's Snout?

Hail to theel

10
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Whew! Well have our platter burnished,
Laid with care on our own shelf!

With a fire-new spoon we're furnished,
And agoblet for ourself,

Rinsed like something sacrificial
Ere 'tisfit to touch our chaps-

Marked with L for our initial!
(He-he! There his lily snaps!)

Saint, forsooth! While brown Dolores
Squats outside the Convent bank

With Sanchicha, telling stories,
Steeping tresses in the tank,

Blue-black, lustrous, thick like horsehairs,
—Can't | see his dead eye glow,

Bright as 'twere a Barbary corsair's?
(That is, if hed let it show!)

When he finishes refection,
Knife and fork he never lays
Crosswise, to my recollection,
Asdo I, in Jesu's praise.
| the Trinity illustrate,
Drinking watered orange-pulp—
In three sips the Arian® frustrate;
While he drains his at one gulpl

Oh, those melons? If he's able
We're to have a feast! so nice!
One goes to the Abbot's table,
All of us get each a dice.
How go on your flowers? None double?
Not one fruit-sort can you spy?
Strangel—And 1, too, at such trouble,
Keep them close-nipped on the dy!

Therés a great text in Galatians,
Once you trip on it, entails

2 fourth-century heretic who denied the Trinity

20

30

40

11
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Twenty-nine distinct damnations,
One sure, if another fails:

[f 1 trip him just adying,
Sure of heaven as sure can be,

Spin him round and send him flying
Off to hell, a Manichee?

Or, my scrofulous French novel
On grey paper with blunt type!
Simply glance at it, you grove
Hand and foot in Belid's gripe: 60
If 1 double down its pages
At the woeful sixteenth print,
When he gathers his greengages,
Ope a seve and dip it in't?

Or, there's Satan!—one might venture
Pledge one's soul to him, yet leave
Such aflaw in the indenture
As he'd miss till, past retrieve,
Blasted lay that rose-acacia
We'resoproudof! Hy, Zy,Hine.... 70
'S, there's Vespers! Plena gratia
Ave, Virgo!* Gr-r-r—you swine!

JAMES STEPHENS A Glass of Beer

THE LANKY hank of a she in the inn over there

Nearly killed me for asking the loan of a glass of beer:
May the devil grip the whey-faced slut by the hair,

And beat bad manners out of her skin for a year.

That parboiled imp, with the hardest jaw you will see

On virtue's path, and a voice that would rasp the dead,
Came roaring and raging the minute she looked at me,
And threw me out of the house on the back of my head!

® Follower of the heretical teachings of the third-century Persan Mani-
chaeus, involving a different theory of the nature of evil from that of ac-
cepted Church doctrine.
Hail, Virgin, full of gracel
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If | asked her master he'd give me a cask a day;

But she with the beer at hand, not a gill would arrange!
May she marry aghost and bear him a kitten and may
The High King of Glory permit her to get the mange.

ALEXANDER POPE To a Young Lady: On Her Leaving
the Town after the Coronation

As SOME fond Virgin, whom her mother's care

Drags from the Town to wholesome Country air,

Just when she learns to roll a melting eye,

And hear a spark, yet think no danger nigh;

From the dear man unwilling she must sever,

Y et takes one kiss before she parts forever:

Thus from the world fair Zephalinda flew,

Saw others happy, and with sighs withdrew;

Not that their pleasures causd her discontent,

She sigh'd not that they stay'd, but that she went. 10
She went, to plain-work and to purling brooks,

Old-fashioned halls, dull Aunts, and croaking rooks:

She went from op'ra, park, assembly, play,

To morning walks, and pray'rs three hours a day;

To part her time 'twixt reading and bohea,

To muse, and spill her solitary tea,

Or o'er cold coffee trifle with the spoon,

Count the dow clock, and dine exact at noon;

Divert her eyes with pictures in the fire,

Hum half a tune, tell stories to the squire; 20

Up to her godly garret after sev'n,

There starve and pray, for that's the way to heav'n.
Some Squire, perhaps, you take delight to rack;

Whose game is Whisk, whose treat a toast in sack;

Who visits with a gun, presents you birds,

Then gives a smacking buss, and cries—No words!

Or with his hound comes hollowing from the stable,

Makes love with nods, and knees beneath a table;

Whose laughs are hearty, tho' his jests are coarse,

And loves you best of al things—but his horse. 30
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In some fair ev'ning, on your ebow laid,
Y ou dream of Triumphsin therural shade,
In pensive thought recall the fancy'd scene,
See Coronations rise on ev'ry green;
Before you pass th' imaginary sights
Of Lords, and Earls, and Dukes, and garter'd Knights,
While the spread fan o'ershades your closing eyes;
Then give one flirt, and al the vision flies.
Thus vanish sceptres, coronets, and balls,
And leave you in lone woods, or empty walls. 40
So when your Slave, at some dear idle time,
(Not plagu'd with head-aches, or the want of rhyme)
Stands in the streets, abstracted from the crew,
And while he seems to study, thinks of you;
Just when his fancy points your sprightly eyes,
Or sees the blush of Parthenissarise,
Gay pats my shoulder, and you vanish quite,
Streets, Chairs, and Coxcombs rush upon my sight;
Vex'd to be still in town, | knit my brow,
Look sour, and hum a song—as you may now. 50

JOHN MILTON On the Late Mas'&acre in Piemont®

AVENGE, O Lord, thy slaughter'd Saints, whose bones
Lie scatter'd on the Alpine mountains cold;
- Ev'n them who kept thy truth so pure of old,
When dl our fathers worshi p't Stocks and Stones,
Forget not: in thy book record their groans
Who were thy Sheep, and in their ancient Fold
Slain by the bloody Piemontese that roll'd
Mother with Infant down the Rocks. Their moans
The Vades redoubl'd to the Hills, and they

5 The older form of "Piedmont"; here a Potestant sect was persecuted in
1655. (See Question 3, page 18)
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To Heav'n. Their martyr'd blood and ashes sow

O'er dl th'ltalian fields, where still doth sway
The triple Tyrant: that from these may grow

A hunder'd-fold, who, having learnt thy way,

Early may fly the Babylonian woe.

GEORGE HERBERT Discipline

THROW AWAY thy rod,

Throw away thy wrath:
0 my God,

Take the gentle path.

For my heart's desire
Unto thine is bent:

1 aspire
To a full consent.

Not aword or look

| affect to own, 10
But by book,

And thy book aone.

Though | fail, | weep:

Though | halt in pace,
Yet | creep

To the throne of grace.

Then let wrath remove;
Love will do the deed:
For with love
Stony hearts will bleed. 20

Love is swift of foot;

Love's a man of war,
And can shoot,

And can hit from far.
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Who can scape his bow?

That which wrought on thee,
Brought thee low,

Needs must work on me.

Throw away thy rod;

Though man frailties hath, 30
Thou art God:

Throw away thy wrath.

Men JONSON On My First Son

FAREWELL, THOU child of my right hand, and joy;
My sin was too much hope of thee, lov'd boy.
Seven years thou wert lent to me, and | thee pay,
Exacted by thy fate, on the just day.

O, could | lose dl father, now! For why
Will man lament the state he should envy —

To have so soon scap'd world's, and flesh's rage,
And, if no other misery, yet age?

Rest in soft peace, and, ask'd, say here doth lie
BEN. JONSON his best piece of poetry.

For whose sake, henceforth, al his vows be such
Aswhat he loves may never like too much.

4
ROBERT HERRICK To Daffodils

FAIR DAFFODILS, we weep to se
Y ou haste away so soon;
As yet the early-risng Sun
Has not attained his noon.
Stay, stay,
Until the hasting day
Has run
But to the evensong;
And, having pray'd together, we
Will go with you aong. 10
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We have short time to stay, asyou,
We have as short a Spring;
As quick a growth to meet decay,
Asyou, or anything.
Wedie,
As your hours do, and dry
Away,
Like to the Summer'srain;
Or as the pearls of Morning's dew,
Ne'er to be found again. 20

GERARD MANLEY HOPKINS Spring and Fall:
to a young child

MARGARET, ARE you grieving

Over Goldengrove unleaving?

Leaves, like the things of man, you

With your fresh thoughts care for, can you?
Ah! as the heart grows older

It will come to such sights colder

By and by, nor spare asigh

Though worlds of wanwood leafmeal lie;
And yet you will weep and know why.
Now no matter, child, the name:
S6rrow's springs  re the same.

Nor mouth had, no nor mind, expressed
What heart heard of, ghost guessed.

It is the blight man was born for,

It is Margaret you mourn for.

QUESTIONS AND EXERCISES - |

1. The "situation" of a poem involves a speaker whose voice we hear
presenting specific feelings, thoughts, descriptive details, or actions.
In many poems there is even a fictional "plot," and the voice we
hear is that of a personality in circumstances like those of a play
or story. Through such means the author can present attitudes and
points of view not necessarily his own.
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i. Apply these remarks to Stephens poem. What sort of person is
speaking? Does his language sound natural and realistic for him,
or does the author sacrifice a little realism of speech to heighten
the comic exuberance of tone?

ii. What is the dramatic situation in Browning's Soliloquy of the
Spanish Cloister? In what respects does it resemble and differ
from that in Stephens poem? By the end, who seems the more
naive—the speaker or Brother Lawrence?

2. Jonson's poem is made up of six elegant, pointed epigrams on his
son's death, his own grief, and the meaning of the experience. Is it
possible to produce such deliberately witty and polished effects and
yet give an impression of strong, sincere emotion?

3. Milton's poem is an indignant Protestant response to the massacre
of members of a fellow-Protestant sect in Italy on Easter Day, 1655.
What is the effect of the echo, in the first line, of the New Testament
(Revelations: 6:10)? Lines 3-4 describe the persecuted sect—the
Waldensians—as existing long before the civilizing of Britain.
(Founded in the twelfth century, the sect became Protestant during
the Reformation.) How does this description strengthen the force
of the speaker's indignation? After the appeal to God for vengeance
in the opening lines and the recounting of the outrages against the
Waldensians in lines 5-10, do the closing lines seem anticlimactic?
(Line 12 refers to the Pope's triple crowned tiara; line 14 links
Catholic power to the Babylonian captivity of the Jews.)

4. The voice in Pope's poem is that of a sophisticated early eighteenth-
century Londoner (the author himself, as we can tell from the
reference to his friend and fellow-poet John Gay). How does he
feel about country life and the people who live it? What is his
attitude toward the "young lady® he is addressing? Is the final
mood of the poem the same as that of the earlier part?

5. What is the feeling of the spesker in Hopkins poem toward
Margaret and her sadness? Would a child fully understand what he
is saying? Would the tone console, frighten, or have some other
specific effect on her even if she did not understand?

If the remarks are not directly intended for Margaret, is the
situation like that in Janet Waking (discussed on pages 6-8) ?

The poet places stressmarks over certain syllables to indicate
emphasis where it would not ordinarily come. What effect do these
unexpected accentuations of speech have on the tone of the poem?

Compare the tone of this poem with that of Herrick's.

6. In Herbert's poem, how is the tone of the spesker's voice modified
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by the situation in which he finds himself and by the fact that he
is addressing God directly? What is the effect of the boldness and
familiarity with which he speaks to God?

In what sense is the word "love’ used? To what event does the
seventh stanza refer?



/l.  THE UNIVERSAL ELEMENTS
IN POETRY

THE MATERIALS, as well as the language, of poetry are found
everywhere in daily life. The sense of participation in the same
actions and experiences as other people, the feeling of relation-
ship with others that comes through communication, and the
delight of vivid new ways of speech that reveals itself whenever
anew fad in dang appears—"jive-talk," the lingo of "be-boppers,”
or whatever—all of these enter into poetry. We find poetry in the
baby's Iullaby, the games of children, the ritual of the football-
stadium with its chants and yells.

There is a simple pleasure in doing and saying things rhyth-
mically that derives as much from the body's rhythms—breathing,
the heartbeat, walking, and so on—as from any other source, such
as the deep satisfaction human beings feel in doing something,
even something painful, in unison. Thus the college yell provides
an elementary, yet disciplined outlet for a crowd's energies at a
football game. Even a yell as brief and almost comicaly re-
strained as

Jack!l—
Rah, rah—
Petersonl

releases enough of an emotion to give a group some sense of a
common interest and feeling. And when the same crowd appeals
to the team to give the opponent "the axe":

Give 'emn the axe the axe the axe
Give 'em the axe the axe the axe
Give 'en the axe

Give 'em the axe

Give 'em the axe—\WHERE ?

Right in the neck the neck the neck
Right in the neck the neck the neck
Right in the neck
Right in the neck
Right in the neck—THERE !

20
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its mass-chanting is fulfilling in aplayful wish something not alto-
gether different from the blood-lust which its primitive ancestors
expressed in war-dance and battle-chant. But though these mean-
ings are present, and worth thinking about, such chants stir us
mainly because of the elemental physical satisfaction we take in
doing things with a rhythmic beat.

Most of us, again, know the exhilaration of falling into step
with the lively music of bugle and drum, of waltzing to The
Beautiful Blue Danube, of dancing more energetically to the
insistent, subtle rhythms of Base or Ellington. Under tension,
we find relief in pacing up and down, perhaps, or drumming our
fingers, tapping our feet, or humming a tune. When we are happy
or excited we find it hard to keep still. A classic if grotesque
instance is the newsredl's recapture of Hitler's spontaneous little
jig in the forest of Compiégne when France fell.

Children and young people respond to rhythm easily and ex-
press their emotions poetically—in terms of singing and dancing
—more freely than do older and staider persons, in whom what
the poet Shelley called the contagion of the world's dow stain
has dulled the senses. From the very beginning the love of rhythm
manifestsitself. The baby is rocked to deep, and when awake he
is danced up and down to the tune of "This is the way the ladies
ride" Later, he has a swing; he may trot in a toy harness and
bells, he becomes fascinated with the ticking of a watch, the feel
of his heart's beating under his hand, the dow deceleration of a
spinning top. And like the poet, he gives names to things. He
imitates sounds and repeats those he likes, and he talks in poem-
words; ma-ma, da-da, bow-wow.

Poetry which children delight in—such as the Mother Goose
rhymes—is not of course the creation of children themselves. It
has its source in therituals, currents of history, and lullaby-making
of our more or less remote ancestors. Y et these rhymes have been
adapted over the centuries to the child mind. They are popular
with young children because we find in them many essential
characteristics of poetry of a certain type—poetry which expresses
the world of pure sound, wonder, and imagination untrammeled
by knowledge or reason.

It is a world of singing-gjimes and dances, so we f|nd as we
might expect, that the first and most obvious characteristic of the
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nursery rhymes is their pronounced and varying rhythms. Some of
these are chants, like Solomon Grundy born on Monday, or imi-
tations of action, like Pat-a-cake, pat-a-cake, baker's man and
Ride a cock horse to Banbury Cross, while others are as delicate
and graceful in their airy music as the songs of a Shakespeare or
a Shelley:

| had a little nut-tree,
Nothing would it bear
But a silver nutmeg
And a golden pear. . . .

or:

Here we come a-piping,

In Springtime and in May;

Green fruit aripening,

And Winter fled away.

The Queen she sits upon the strand,
Fair as lily, white as wand;

Seven hillows on the sea,

Horses riding fast and free,

And bells beyond the sand.

Here everything is fresh and innocent. But if we read very
widely in the nursery rhymes and in collections of children's sing-
ing games we shall find that other aspects too of the world of
imagination and desire impinge on the consciousness of children
as of therace at large. If left to themselves children are not senti-
mentalists, and there is a strong streak of self-regarding realism
in their make-up, so that you can find in their poetry a natural
and universal enthusiasm for disasters that occur to others, an
enthusiasm which ranges al the way from the only dightly
malicious merriment over the mishap of Jack and Jill and the
calamity of Humpty Dumpty to such poems of heartless derision
as the writers once heard a group of city children chanting in the
wake of a poor old ragpicker:

Old Daddy Witch

Fel in the ditch,

Picked up a penny

And thought hewasrich.
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Even less restrained is the following bit of satiric dialogue:

"Mother, mother, what is that
Hanging down the lady's back?'
"Sh, sh, you dirty thing—
That's the lady's corset dtring.”

Most of us have heard children chanting such verses in play-
grounds and streets. Sometimes the chants make a shrewd kind
of sense, such as the very cynical one recited by little girls that
goes.

| should worry, | should care,
| should marry a millionaire;
He should die, | should cry,

| should marry another guy.

Sometimes they revea the insecurity of urban life, or the pre-
mature sophistication of city children, or a kind of sniggering
curiosity about adult experience. Sometimes they are counting-out
rhymes—an essential, innocent, and practica part of a child's
activity:

Ibbety bibbety gibbety godt,

Ibbety bibbety canalboat,

Dictionary,

Down goes the ferry,

Out goes YOU.

Always thereisthejoy of the repeated rhymes and of the recurring”
beat of emphasized syllables coming just where they are expected.
These chants are games of word and sound, combining fantasy
and dramatic impersonation in their simplest forms. They al use
rhythmic excitement and repeated sounds to heighten natural
expression, and in so doing they illustrate one of the essential
characteristics of poetry.

Indeed, the chants just quoted must suggest that the world
presented in the anonymous folk poetry of childhood is more
complex than one may have redlized. It is true that children are
comparatively ignorant and innocent, but they are not realy
carefree. The unknown is frightening, and in it are ogres and
witches as well as good fairies. Mogt of the great fairy taes are
shot through with cruelty and a grim, unsentimental humorous
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justice. Like the Mother Goose songs, they are most probably
versons of ancient myths and legends adapted to the interests
of the child mind. And 0, to set dongside the brighter nursery
rhymes, we find among the traditional poems of England many
dark and sinister little songs and stories. The child thrills to the
bloody horrors of Fe fi fo fum, and asks to have the tragic climax
of astory presented as accurately as possible—with specific details.

Three little children sitting on the sand,
All, dl alongly,

Three little children sitting on the sand,
All, dl alondy,

Down in the green wood shady.

There came an old woman, said Come on with me,
All, al alonely,

There came an old woman, said Come on with me,
All, al alonely,

Down in the green wood shady.

She stuck her pen-knife through their heart,
All, dl alondy,

She stuck her pen-knife through their heart,
All, al alondy,

Down in the green wood shady.

This gridy poem is more sophisticated than nursery rhymes
have aright to be. It carries us forward into the ballad literature
of comparatively primitive adults rather than backward into the
world of imagination that exists independently of reason—the
children's world of nonsense poetry where flowers, birds, and ani-
mals talk, and inanimate household objects like clocks, kettles,
brooms, and buckets are endowed with a life of their own. But it
is dso evidence that at no level of understanding can poetry, any
more than life, be considered unadulterated sweetness, light, and
lighthearted diversion. The universality of poetry lies as much in
this characteristic as in its rhythmic excitement and emotional

appeal.



POEMS FOR READING AND ANALYSS
1. Nursery Rhymes

ANONYMOUS | had a little nut tree

I HAD alittle nut tree,
Nothing would it bear
But a silver nutmeg
And a golden pear;

The King of Spain's daughter
Came to visit me,

And al for the sake
Of my little nut tree.

ANONYMOUS How many miles to Babylon

How MANY miles to Babylon?
Three score miles and ten.

Can | get there by candle-light?
Yes, and back again.

If your heels are nimble and light,
You may get there by candle-light.

ANONYMOUS Old King Cole

OLD KING Cale

Was a merry old soul,
And amerry old soul was he;

He called for his pipe,

And he called for his bowl,
And he called for his fiddlers three.

25
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ANONYMOUS Fe, fi, fo, fum

FE, F, fo, fum,

| smell the blood of an Englishman,
Be he dive or be he dead,

I'll grind his bones to make my bread.

ANONYMOUS Humpty Dumpty

HUMPTY DUMPTY sat on awall,
Humpty Dumpty had a great fall.

All theking's horses,

And al the king's men,
Couldn't put Humpty together again.

ANONYMOUS / had alittle husband

| HAD alittle husband,
No bigger than my thumb;
| put him in a pint-pot
And there | bade him drum.
| bought a little horse
That galoped up and down;
| bridled him, and saddled him
And sent him out of town.
| gave him some garters
To garter up his hose,
And alittle silk handkerchief
To wipe his pretty nose.

ANONYMOUS Ride a Cock-horse

RIDE A cock-horse to Banbury Cross,

To see afine lady upon a white horse;
Rings on her fingers and bells on her toes,
And she shal have music wherever she goes
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ANONYMOUS Here sits the Lord Mayor

HERE STS the Lord Mayor,

Here sit his men,

Here gits the cockadoodle,

Here sits the hen,

Here sit the little chickens,

Here they run in,

Chin chopper, chin chopper, chin chopper, chin.

ANONYMOUS | sing of a maiden

| NG of amaiden
that is makeles;!
King of al kings
to her son she ches?

He came d o till
there his mother was,
As dew in April
that falleth on the grass.

He came a <0 still

to his mother's hour, 10
As dew in April

that falleth on the flour.

He came d so till
there his mother lay,
As dew in April
that falleth on the spray.?

! mateless 2chose  ° foliage

27
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Mother and maiden
was never none but she
Well may such alady
Goddes mother be. 20

ANONYMOUS | have a yong suster

| HAVE ayong suster
fer* beyondin the sg;

Many be the drouryis®
that sche sente me.

Sche sente me the cherye,
withoutin ony ston,

And so sche dede® the dove,
withoutin ony bon.

Sche sente me the brere,’

withoutin ony rinde? 10
Sche bad me love my lemman®

withoutin longing.

How schulde ony cherye
ben withoute ston?

And how schulde ony dove
ben withoute bon?

How schulde ony brere
ben withoute rinde?
How schulde | love my lemman
withoute longing? 20

Qwan™ the cherye was a flowr,
than hadde it non ston;
Qwan the dove was an ey,
than hadde it non bon.
4 far ® keepsakes 5did " briar 8bark ° sweetheart
when "egg

10
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Qwan the brere was onbred,*
than hadde it no rind;

Qwan the maiden has that™ sche lovith,
sche is without longing.

ROBERT BURNS Comin' thro' the Rye

COMIN' THRO' the rye, poor body,
Comin' thro' the rye,
She draigl't @™ her petticoatie
Comin' thro' the rye.
Oh Jenny's a weet,” poor body,
Jenny's seldom dry;
She draigl't @ her petticoatie
Comin' thro' the rye.

Gin'® a body meet a body
Comin' thro' the rye, 10
Gin a body kiss a body,
Need a body cry?
Oh Jenny's @ weet, poor body,
Jenny's seldom dry;
She draigl't & her petticoatie
Comin' thro' the rye.

Gin a body meet a body
Coming' thro' the glen;
Gin abody kiss a body,
Need the warld ken? 20
Oh Jenny's a weet, poor body,
Jenny's seldom dry;
She draigl't @ her petticoatie
Comin' thro' the rye.

2ungrown Bwhat “pedraggled  “soaking

29
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ANONYMOUS from Ezek'| saw de whedl

EZEK'L SAW de whed, Ezek'l saw de whed,
'Way up in de middle of de air.

De big wheel move by faith;

De little wheel move by de grace of God;
A whedl in awhes,

'‘Way up in de middle of de air.

A wheel in awheel, a wheel in a whed,
Ezek'l saw dewhes,

'Way up in de middle of de air.

WALTER DE LA MARE The Slver Penny

"SAILORMAN, I'LL give to you
My bright silver penny,

If out to seayou'll sail me
And my dear sister Jenny."

"Get in, young s, I'll sail ye
And your dear sister Jenny,

But pay she shall her golden locks
Instead of your penny."

They sail away, they sal away,

O fierce the winds blew! 10
The foam flew in clouds,

And dark the night grew!

And dl the wild sea-water
Climbed steep into the boat;
Back to the shore again
Sail will they not.
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Drowned is the sailorman,
Drowned is sweet Jenny,
And drowned in the deep sea
A bright silver penny. 20

JOHN MASEFIELD An Old Song Re-sung

| SAW a ship-a-sailing, a-sailing, a-sailing,

With emeralds and rubies and sapphires in her hold;
And a bosun in a blue coat bawling at the railing,
Piping through a silver cdll that had a chain of gold;
The summer wind was failing and the tall ship rolled.

| saw a ship asteering, a-steering, a-steering,

With roses in red thread worked upon her sails;

With sacks of purple amethysts, the spoils of
buccaneering,

Skins of musky yellow wine, and silks in bales,

Her merry men were cheering, hauling on the brails.

| saw a ship a-sinking, a-sinking, a-sinking,

With glittering sea-water splashing on her decks,

With seamen in her spirit-room singing songs and drinking,
Pulling claret bottles down, and knocking off the necks,

The broken glass was chinking as she sank among the wrecks.

WILLIAM BUTLER YEATS Brown Penny

| WHISPERED, "l am too young,"

And then, "I am old enough";
Wherefore | threw a penny

To find out if I might love.

"Go and love, go and love, young man,
If the lady be young and fair."

Ah, penny, brown penny, brown penny,
| am looped in the loops of her hair.

O love is the crooked thing,
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There is nobody wise enough

Tofind out al that isin it,

For he would be thinking of love

Till the stars had run away,

And the shadows eaten the moon.

Ah, penny, brown penny, brown penny,
One cannot begin it too soon.

QUESTIONS AND EXERCISES - 2

. Find examples of contemporary popular poetry—such as college

yells, song lyrics, advertising jingles, work songs, and rhyming games—
which show some of the qualities of universality discussed in this
section.

. Write a note on the adult appeal of the nursery rhyme.
. Sdect any one of the poems in this section that tells a tale or

presents a conversation. In what ways does the fact that it is a poem
affect your natural interest in listening to stories and to dialogue?
If it were written in prose, do you think it would seem more
interesting? If s, does this mean it would be better—more memora-
ble and humanly meaningful—as prose? Explain your point of view.

. Notice how many of the foregoing poems have unexplained details,

while others focus on riddles or mysteries. Try to account for the
appea gained thereby. Isit the same in al instances? Do the repeated
words and phrases, and other "parale" effects (such as recurring
questions and answers, and refrains) aways enhance this apped?



/ll. THE CRAFTSMAN'S WORK

The origina meaning of the word "poet” as it comes to us
from the Greek is maker. A poem is something made, a thing
shaped and constructed by conscious craftsmanship. Skill has
gone into its making, and it is important for the student of poetry
to understand something of the technical problems which the
poet has met and solved. The analysis of poems into their severa
elements of conception and technique helps us to discover the
secret of their power to illuminate our world. The careful reader
will find one of the most remarkable things about a good poem
is that its significance is not diminished but increased by analysis
and study.

This does not mean that analysis and study are ends in them-
saves or that such preliminary and essentia critical activity can
account for al the effects of poetry (though it can, however, save
us from the sentimental illusion of finding pleasure in what is not
in a poem at al but is misread into it by carelessness, ignorance,
or haste). Formulas and explanations cannot account for its
emotional power. There are certain memorable lines whose ap-
ped can perhaps never be fully explained by even the most
accomplished critic:

Brightness falls from the ar. . . .
THOMAS NASHE

In the gloom the gold
Gathers the light about it.
EZRA POUND

To cut across the reflex of a sar. ...
: WILLIAM WORDSWORTH

Breaking the silence of the seas
Among the farthest Hebrides. . . .
WILLIAM WORDSWORTH

Keep up your bright swords, for the dew will rust them.
WILLIAM SHAKESPEARE

In such magicd lines as these there is a fusion of musc,
imagery, and thought which cdls forth more than an intellectua

33
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response. But the more than rational power to respond to poetry,
cdled "senshility,” must—although it exists potentialy in
everyone—be stimulated by contact with life and with poems, and
if possble by much reading aloud and listening to others read
adoud. Owing to a changed emphasis in education and public
taste, modern readers often miss this once fairly common ex-
perience with verse. Shakespeare's audience, though not very
sophisticated in reading, was accustomed to hearing poetry when-
ever it attended the theater; there was no problem of getting used
to it such as faces an audience today. When, at the end of Hamlet,
the dying hero wants his friend Horatio to let other people know
what has happened, he does not turn to him and say,

Horatio, weve been friends a long time. Don't—don't—bad as
the world is—commit suicide yet. Tell the public the rea story of what
happened, as a find favor to me—won't you?

Hamlet's audience would have had none of such talk. They
expected poetry, and here is what Shakespeare actually gave
them:

4

If thou didst ever hold me in thy heart,

Absént thee from felicity a while

And in this harsh world draw thy breath in pain
To tel my story.

These lines follow a scene of great violence. Their camer,
yet sad, earnest, and affectionate music remained in the audi-
ences ears long after most of them had forgotten Hamlet's
specific words. The effect was in part derived from the dramatic
situation, but mainly it came from the arrangement of images
and sounds within the context of that situation.

If we pause for a moment to consider this observation, we may
be able to see a few of the reasons why these lines strike us as
"pure" poetry. For as Herbert Read tells us, athough "we have
no rational explanation of the process of imagination"—that is,
the power of conceiving the sound-effects, the ideas, and the sug-
gestive implications of a poem and combining them so effectively
that they "render emotion exactly” or very nearly so—yet we are
able to analyze these severa eements created and used by the
poet's imagination.*

! Herbert Read, Phases of English Poetry.



THE APPROACH TO POETRY 55

Thus, the specia effect of Hamlet's speech can be, in some
degree, "accounted for." The passage contains hardly a single
literal statement, hardly a phrase in fact that means just what it
says—though each phrase, by straining the truth to just the right
extent, contributes to the feeling created by the whole speech. No
one can literally hold another person in his heart; even if we
overlook the irony of the second line, to die by suicide is not a
al, in Christian thinking, automatically to achieve "félicity"—
perfect happiness, and no physically healthy person, however
"harsh" the world may seem to him, can be said to feel pain a
every breath. Each of these phrasings exaggerates just alittle, and
each serves to siress the emotiona state it evokes—a friend's love
first, then unwilling self-denial, and finally deep misery. Hamlet
recognizes these states of feeling in his friend and, through reveal-
ing his sengitiveness to them, makes his appea a remarkably
consoling gesture of sympathy. Simultaneously, our appreciation
of Hamlet's own gentleness and nobility is enhanced by this con-
cern for his friend at the moment before his own death.

Meanwhile, the mood, tone, spirit of the situation is com-,
municated dso in the music of the verse. The sounds are echoing
and re-echoing one another. Notice the h's, short €'s, I's and r's
in the important words ever, hold, absént, harsh, world, breath,
and story; the long €'s of the secondary syllables that provide a
constant background of sound—me, thee, felicity, story; and the
th's and long i's in thou, thy, thee, while, this, my. But the word
that echoes longest is pain, though it is linked in sound with
the other important words only through the consonant n which
isaso found in absent. Pain therefore stands out against the flow
of patterned sound like a rock against a current, and pain is the
one word which gives the passage its degpest emotional colora-
tion.

Obsarve that the third line, which ends in the word pain,
actually sounds like what the spesker is talking about, like the
speech of a man gasping out strongly felt ideas with great dif-
ficulty. Whereas the previous line was lilting and fluent, this
one makes us pause over amost every one of its ten monosyllabic
words—and especidly the fourth, fifth, sixth, eighth, and tenth.
Tremendous emphasis is gained by this damming-up effect. All
goead is gone from the line by the time we have passed harsh
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world draw, and after the added barrier of breath there is almost
afull stop at pain. The halting effect continues to the very end
of the sentence.

A word of caution is necessary here: Sounds do not in them-
sdves convey a meaning. Liquid sounds are lighter and more
graceful than gutturals, and there are many other differences
among sound-effects, but this does not mean that every | or r
carries a definite idea or feeling with it, or every k a harsher
idea or feeling. However, in a passage with an unusual number
of /'s and k's we may find an underlying pattern of pure sound
effects balanced against one another—an actual music of sounds.
If we want to know the connection between this pure sound-
pattern and the feeling and thought of the poem, we must note
where the most important words fall. In a good poem, there
will be a definite relationship between the points of emphasized
thought and emotion and the pattern of sound. Unless we are
dealing with nonsense rhymes or pure sound-effects, it is the
thought and the emotion that give the sounds their meaning.
The words in the Hamlet passage which we must emphasize be-
cause of their meaning are aso the words in which the most im-
portant sound-effects are found. The h's I's, and so on become
associated with these words and take their emotional effect from
their meaning. Thus, since hold and heart are strongly stressed,
the vowels and consonants in them, when repeated in later words,
recall them again. Without these important words, the dlitera-
tion alone—the musical effect gained by the repetition of sounds,
particularly in sressed syllables—could not ordinarily stir us
deeply.

We s¢, therefore, that although its character and origin have
some irrational aspects poetry can certainly be understood and
analyzed. To try to write poems out of calculation alone would be
fruitless, but that is another thing altogether from trying with all
our sympathies and intelligence to gain the most accurate percep-
tion and the fullest appreciation of them after they are written.
Though they may be concelved through “inspiration,” they are
constructed by craftsmanship. Even the simplest of poems is a
gathering and compression of eements, including many assump-
tions normally shared by writer and reader, which are neither
indefinable nor irrelevant to the poem's achievement.



POEMS FOR READING AND ANALYSS

ROBERT BRIDGES | love all beauteous things

I LOVE dl beauteous things,
| seek and adore them;

God hath no better praise,

And man in his hasty days
Is honored for them.

I too will something make
And joy in the making;
Although to-morrow it seem
Like the empty words of a dream
Remembered on waking.

WILLIAM WORDSWORTH / wandered lonely as a cloud

| WANDERED lonely as a cloud

That floats on high o'er vales and hills,
When dl at once | saw a crowd,

A host, of golden daffodils;

Beside the lake, beneath the trees,
Fluttering and dancing in the breeze.

Continuous as the stars that shine

And twinkle on the milky way,

They stretched in never-ending line

Along the margin of a bay: 10
Ten thousand saw | a a glance,

Tossing their heads in sprightly dance.

The waves beside them danced; but they
Out-did the sparkling waves in glee:
A poet could not but be gay,

57
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In such ajocund company:
| gazed — and gazed — but little thought
What wealth the show to me had brought:

For oft, when on my couch | lie

In vacant or in pensive mood, 20
They flash upon that inward eye

Which is the bliss of solitude;

And then my heart with pleasure fills

And dances with the daffodils.

WILLIAM WORDSWORTH The Solitary Reaper

BEHOLD HER, single in the field,
Yon solitary Highland Lass!
Reaping and singing by herself;
Stop here, or gently pass!

Alone she cuts and binds the grain,
And sings a melancholy strain;

O listen! for the Vale profound

Is overflowing with the sound.

No Nightingale did ever chaunt

More welcome notes to weary bands 10
Of travellers in some shady haunt,
Among Arabian sands:

A voice 0 thrilling neer was heard

In spring-time from the Cuckoo-bird,
Breaking the silence of the seas

Among the farthest Hebrides.

Will no one tell me what she sings?>—
Perhaps the plaintive numbers flow

For old, unhappy, far-off things,

And battles long ago: 20
Or is it some more humble lay,

Familiar matter of to-day?

Some natural sorrow, loss, or pain,

That has been, and may be again?
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Whatever the theme, the Maiden sang
As if her song could have no ending;

| saw her singing at her work,

And oer the sickle bending,—

| listened, motionless and still;

And, as | mounted up the hill, 30
The music in my heart | bore,

Long after it was heard no more.

MARIANNE MOORE Poetry

[, TOO, didike it: there are things that are important beyond
al this fiddle.
Reading it, however, with a perfect contempt for it, one
discoversin
it after al, a place for the genuine.
Hands that can grasp, eyes
that can dilate, hair that can rise
If it must, these things are important not because a

high-sounding interpretation can be put upon them but be-

cause they are
useful. When they become so derivative as to become
unintelligible,
the same thing may be said for al of us, that we
do not admire what 10

we cannot understand: the bat
holding on upside down or in quest of something to

eat, elephants pushing, a wild horse taking a roll, a tirdess
wolf under
a tree, the immovable critic twitching his skin like a
horse that feels aflea, the base-
ball fan, the statistician—
nor is it valid
to discriminate against 'business documents and
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school-books™; @l these phenomena are important. One
must make a distinction
however: when dragged into prominence by half poets,
the result is not poetry,
nor till the poets among us can be 20
literalists of
the imagination>—above
insolence and triviality and can present

for inspection, 'imaginary gardens with rea toads in them,”
shall we have
it. In the meantime, if you demand on the one hand,
the raw material of poetry in
all its rawness and
that which is on the other hand
genuine, you are interested in poetry.

ARCHIBALD MACLEISH Ars Poetica

A POEM should be palpable and mute
As a globed fruit,

Dumb
As old medallions to the thumb,

Silent as the deeve-worn stone
Of casement ledges where the moss has grown—

A poem should be wordless
As the flight of birds.

! Tolstoy, in his Diary, says, "Where the boundary between prose and poetry
lies, | shall never be able to understand. . . . Poetry is verses prose is not
verse. Or ese poetry is everything with the exception of business documents
and school books." (from Miss Moore's notes)

2 Yeatss essay "William Blake and the Imagination"” criticizes the poet Blake
as a "too literal redist of the imagination, as others are of nature." (from Miss
Moore's notes)

* Neither a direct quotation like Tolstoy's nor a modified one like Yeass,
this phrase illustrates that "literalism of imagination” which, in opposition
to these famous writers, the poem argues is essential to genuine poetry.
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*

A poem should be motionless in time
As the moon climbs, 10

Leaving, as the moon releases
Twig by twig the night-entangled trees,

Leaving, as the moon behind the winter leaves,
Memory by memory the mind—

A poem should be motionless in time
As the moon climbs.

A poem should be equal to:
Not true.

For al the history of grief
An empty doorway and a maple leaf. 20

For love
The leaning grasses and two lights above the sea—

A poem should not mean
But be.

w. H. AUDEN Musée des Beaux Arts

ABOUT SUFFERING they were never wrong,

The Old Masters. how well they understood

Its human position; how it takes place

While someone else is eating or opening a window or just
walking dully aong;

How, when the aged are reverently, passionately waiting

For the miraculous birth, there always must be

Children who did not specialy want it to happen, skating

On a pond at the edge of the wood:

They never forgot

That even the dreadful martyrdom must run its course 10

Anyhow in a corner, some untidy spot
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Where the dogs go on with their doggy life and the torturer's
horse
Scratches its innocent behind on a tree.

In Brueghel'sIcarus, for instance: how everything turns away
Quite leisurely from the disaster; the ploughman may

Have heard the splash, the forsaken cry,

But for him it was not an important failure; the sun shone
As it had to on the white legs disappearing into the green
Water; and the expensive delicate ship that must have seen
Something amazing, a boy falling out of the sky, 20
Had somewhere to get to and sailed calmly on.

WILLIAM CARLOS WILLIAMS At the Ball Game

THE CROWD at the ball game
is moved uniformly

by a spirit of uselessness
which delights them—

al the exciting detail
of the chase

and the escape, the error
the flash of genius—

al to no end save beauty
the eternal— 10

S0 in detal they, the crowd,
are beautiful

for this
to be warned against

saluted and defied—
It is dive, venomous
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it smiles grimly
its words cut—

The flashy female with her
mother, gets it— 20

The Jew gets it straight—it
is deadly, terrifying—

It is the Inquisition, the
Revolution

It is beauty itself
that lives

day by day in them
idly—

Thisis
the power of their faces 30

It is summer, it is the solstice
the crowd is

cheering, the crowd is laughing
in detail

permanently, seriously
without thought

WALLACE STEVENS Anecdote of the Jar

| PLACED ajar in Tennessee,
And round it was, upon a hill.
It made the dovenly wilderness
Surround that hill. ~
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The wilderness rose up to it,

And sprawled around, no longer wild.
The jar was round upon the ground
And tall and of aport in ar.

It took dominion everywhere.
The jar was gray and bare.

It did not give of bird or bush,
Like nothing ese in Tennessee.

JOHN KEATS Ode on a Grecian Urn

THOU STILL unravish'd bride of quietness,

Thou foster-child of silence and dow time,
Sylvan historian, who canst thus express

A flowery tale more sweetly than our rhyme:
What leaf-fring'd legend haunts about thy shape

Of deities or mortals, or of both

In Tempe or the dales of Arcady?

What men or gods are these? What maidens loth?

What mad pursuit? What struggle to escape?

What pipes and timbrels? What wild ecstasy? 10

Heard melodies are sweet, but those unheard
Are sweeter; therefore, ye soft pipes, play on;
Not to the sensua ear, but, more endear'd,
Pipe to the spirit ditties of no tone:
Fair youth, beneath the trees, thou canst not leave
Thy song, nor ever can those trees be bare;
Bold lover, never, never canst thou kiss,
Though winning near the goal—yet, do not grieve;
She cannot fade, though thou hast not thy bliss,
For ever wilt thou love, and she be fairl 20

Ah, happy, happy boughsl that cannot shed
Your leaves, nor ever bid the Spring adieu;
And, happy melodist, unwearied,
For ever piping songs for ever new;
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More happy lovel more happy, happy lovel
For ever warm, and still to be enjoy'd,
For ever panting, and for ever young;
All breathing human passion far above,
That leaves a heart high-sorrowful and cloy'd,
A burning forehead, and a parching tongue. 30

Who are these coming to the sacrifice?
To what green altar, O mysterious priest,
Lead'st thou that heifer lowing at the skies,
And al her silken flanks with garlands drest?
What little town by river or sea shore,
Or mountain-built with peaceful citadel,
Is emptied of this folk, this pious morn?
And, little town, thy streets for evermore
Will silent be; and not a soul to tell
Why thou art desolate, can €er return. 40

O attic shape! Fair attitude! with brede
Of marble men and maidens overwrought,
With forest branches and the trodden weed;
Thou, silent form, dost tease us out of thought
As doth eternity: Cold Pastoral!
When old age shall this generation waste,
Thou shalt remain, in midst of other woe
Than ours, a friend to man, to whom thou say'st,
"Beauty is truth, truth beauty,"—that is all
Ye know on earth, and al ye need to know. 50

QUESTIONS AND EXERCISES - 3

1. What makes a poet write poems? Note the answers given by Bridges
and Wordsworth. Can you think of additional motives? Are any of
them suggested to you by other poems in this section?

2. What conceptions do you find in the poems by Keats, Williams, and
Auden of the relation between art and life? According to esch of
these poems, how does the artist's (or poet's) skill help establish this
relationship?

3. Here are two statements about the theme of Wallace Stevens
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Anecdote of the Jar. With which interpretation do you agree? Give
reasons drawn from the text of the poem.

i. ... awild and disorderly landscape is transformed into order
by the presence of a symmetrical vase. . . . The jar acts in
the imagination like one of the poles of the earth, the imaginary
order of the lines of latitude and longitude projecting around
the pole. The jar itself—simple and symmetrical, a product
of the human consciousness and not of nature—is a very fitting
symbol for man's dominion over nature . . .

Howard Baker, "Wallace Stevens and Other Poets”
The Southern Review, Val. I, No. 2, Autumn 1935, p. 376.

ii. The wilderness is dovenly after it has been dominated and not
before. . . . The jar is the product of the human mind, as the
critics remark, and it dominates the wilderness; but it does not
give order to the wilderness—it is vulgar and derile, and it
transforms the wilderness into the semblance of a deserted
picnic ground. Its sterility is indicated in the last three lines—
The poem would appear to be primarily an expression of
the corrupting effect of the intellect upon natural beauty, and
hence’ a purely romantic performance.

Yvor Winters, In Defence of Reason,
The Swallow Press, 1947, pp. 436-437.

. The poems by Marianne Moore and Archibald MacLeish both seek

to define genuine poetic achievement. Does her description of gen-
uine poems as "imaginary gardens with rea toads in them" mean at
al the same thing as Mr. MacLeish's assertion that "A poem should
not mean/But be'? What would you say is meant by these two ideas?

If these poems can be considered arguments in any sense, with
what sort of people and against what sort of ideas is each of them
arguing?

. Does Auden's description of Breughel's painting in any way illustrate

the theme of the poem by Stevens? of the poem by Miss Moore?

. With which of these poems do you find yourself in the closest sym-

pathy? Why? Or if the answer is "With none" why not?

. Using the discussions of Mending Wall, Janet Waking, and the

passage from Hamlet (pages 3-6, 6-8, and 34 -36) for suggestions,
analyze one of the poems in this section for the signs of deliberate
craftsmanship you find in it.



V. POETIC FIGURES AND POETIC
MEANING

Here, near the beginning of our study of poetry, it will be help-
ful to try to put out of our minds any preconceived opinions
about its nature, purposes, or methods. Let us forget any such
arbitrary laws as that poetry is or ought to be emotional, that
it must be "elevated" and "beautiful,” or that it must dea with
"poetic* subjects. Where these assertions are not too hopelesdy
vague, they have some validity; but their main tendency is to
l[imit and dilute our appreciation of the poet's art. The subject-
matter of poetry is much wider in scope, more immediate and
less selective in its s