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INTRODUCTION

DURING the "recongructive’ period which followed the First World
War | published four short books about poetry, dternating them with
collections of poems. They are coloured by the contemporary view of
humanity as convaescent after a serious nervous break-down and
resolved on a complete reorganization of its habits and idess. It was
essy to identify mysdf dosdy with convaescent and recongructive
humanity. Still in a neurasthenic state from my own war experiences,
| was gstarting life again, at the age of twenty-three, free of preWar
commitments. My hope was to help the recovery of public hedth of
mind, as well as my own, by the writing of ‘therapeutic' poems, and
to increase their efficacy by a study of the nature of poetry ‘from
subjective evidence!

Asaneurasthenic, | wasinterested in the newly expounded Freudian
theory: when presented with English reserve and common sense by
W. H. R. Rivers who did not regard sex as the sole impulse in dream-
making or assume that dream-symbols are constant, it gppeded to me
as reasonable. | goplied his case-higory method of accounting for
emotiond dreams to the understanding of romantic poems, my own
and others, and found it apt enough; though poems were obvioudy
complicated, | wrote, by' the secondary elaboration that the poet gives
them when no longer in a salf-hypnotized condition.' My findings are
recorded in On English Poetry (1922), in the fina chapter of The
Meaning of Dreams (1924)," and agan in Poetic Unreason (1925). In
my foreword to On English Poetry| describemy work asno morethan
an 'irregular gpproach to the problem of the nature of the poetic art:
workshopnotes'

The awkward postion into which | had put mysdlf by too dose an
interest in morbid psychology, and then in philasophy, did not appear
clearly until | tried, in Poetic Unreason, to eaborate these notes for
academic purposes. the book was, to serve as a thess for a literary
degree at Oxford, the subject offered being "The Illogica Element in

! The substance of this chapter is incorporated in Chapter 24 of my White Goddess
(Feber & Faber, 1948). .
VI



Viii INTRODUCTION

English Poetry, with a study of its modification by Clasicd and its
Exploitation by Romantic writers.' | record in the Foreword that |
recag it ninetimes; but it remained atangle of contradictions or difficult
evasons of contradiction.

The 'universal' applicability of a poem was, | wrote, an illusion,
because of the perpetua flux of human opinion since the historical
process began. Though acknowledging poetry itsdlf as the dominating
idedl | described it as being as remote and unredizable an ided as
perfection. A poem could not escape the taint of contemporaneity, and
theinnumerable and scarcely satisfiable demands made on the poet, by
the contemporary interests which he claimed to reconcile, changed as
soon as he satisfied them. There were therefore neither 'good’ nor
'‘bad’ poems in any final sense poems could not be legitimately
criticized except as they dated or did not state, untangled or did not
untangle, on some specific occasion, this or that public emotional knot.
As s00n as a poem was written it lost its interest for the poet: he
realized that it was only an approximation to poetry. Poetry wasimpos-
gble Thisimpossbility should not, however, discourage die true poet:
rather it should brace him and kegp him continualy on the move,
adways again trying to make to-day catch up with to-morrow by a
rapid casting back of to-days into yesterday. But in his continuous
studies of poems, both his own and other people's, he should destruc-
tively analysethe effects of poetic magic by the same rationalistic tests
that he would himsdf apply to illusionism. For though he might
achieve, for his time, a satisfying sensation of enlightenment by the
skilful control of words, this would be only temporary and further
sensations depended on the supersession of previoys ones.

Poetic Unreason contains achapter on poetic genius with the thesis
that the so-cdled 'supreme genius' is one whose life symbolizes and
includes the principal conflicts of his own historica period, and in
whose work occurs the solution of these conflicts or the most favour-
able attitude towards them that hitherto has been found; but that
geniusis not a constant quality, since the court of poetic judgment lies
with the changing historical needs for poetry. This conclusion was out
of keeping with my natural poetic preferences: | maintained it chiefly
as an argument againgt contemporary poetic manifestos of an intellec-
tua poésiepure, or 'absolute poetry,” which was to be written within
hitory but insulated againgt the changing temperatures of time by a
vacuum-bottle trick of abstractness. | was saying ho more than that
until the Day of Judgment no vaues but human vaues are ascertain-
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able; a Day which cannot be anticipated. 'One goes plodding on and
hoping for a miracle/ | wrote.

The difficulty lay in my attempt to satisfy mysdf by satisfying
everyone asif mysdf. | was trying to reconcile the psychologica view
with my own poetic conscience; the relativist view of good and bad
with a strong persona bias towards the good; and a sentimenta love
of humanity with an unagppeasable mistrust of the individuals that
composed humanity. If the poet must be regarded as a chairman of
these sub-persondities representing every legitimate human interest
the further question came up: what about the representatives of defi-
nitely anti-poetic interests, such as philosophica absolutism? The
answers | gave were: that the psychologica view could be challenged
by postulating true poetry as apogt-Classical Romanticism—awriting
of poetry in the Romantic mode of apparent unreason, but with full
awareness of its symbolic connotations as 'sensorid hieroglyphs'; that
the relativist view of good and bad could be argued againgt philo-
sophicd absolutism; and that the personal bias towards good could be
excused as a human limitation which the assiduous practice of poetry
might in time remove. But these conclusons were not confidently
drawn.

The remaining two books, Contemporary Techniques of Poetry and
The Future of the Art of Poetry, were concerned with questions of
poetic craftsmanship. They were published at atime when the popular
interest in poetry, revived by the stresses of an unusually horrible war,
had not yet subsided and the triangular feud between Victorian con-
sarvdids, 'Georgian' liberds and post-Georgian anarchists was being
fought in the columns of scores of literary magazines. My attitude had
become increasingly historical. Contemporary Techniques of Poetry was
a review of modern poets as writing behaviourigtically according to
the political camps into which they were divided. | welcomed the
modernistic tendency as an effort towards the conversion of to-day
into to-morrow; though recognizing the irony, which was the keynote
to modernism, as a passing hitorica phenomenon. The Future ofthe
Art of Poetry was an attempt to historicize even the future towards
which modernism was tending.

Rereading these four books in the recongructive period which
follows the Second World War, | find that my practical observations
were, on the whole, sound: mixed up with the unsound theories and
written in aless uncertain prose style, are a good many scattered notes
and two entire essays which ssem worth republishing. They appear
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here as 'Observations on Poetry (1922-25), "The Future of Poetry'
and 'The Sources of The Tempest? My wholehearted devotion to
poetry has not dtered in the interval, but | no longer use psychologicd
or philosophica terms when writing about it, and for the last twenty-
two years have abandoned the view that the poet is a public servant
minigtering to the caprices of aworld in perpetua flux. | now regard
him as independent of fashion and public service, aservant only of the
true Muse, committed on her behdf to continuous persona variations
on a single pre-higtoric, or pogt-higtoric, poetic theme; and have thus
ceasd to fedl thefrantic strain of swimming againgt the stream of time.

In 19261 entered into aliterary partnership with LauraRiding (now
Laura Jackson) which was not dissolved until 1939. In 192627 we
collaborated in A Pamphlet Against Anthologies and A Survey of
Modernist Poetry, both word-by-word collaborations. She has since
given me permission to reprint any of our various collaborations and
include them with work of my own, a my discretion, on the ground
that they no longer interest her. What | reprint here of the two books
isnot thefull text—I haveleft out the literary polemics and much dse
that is no longer topical though retaining the excusably savage Perfect
Modern Lyric chapter. My comment on A Survey of Modernist Poetry
will be found on page 166. Mogt of the remaining essays, epecialy
those published in Epilogue, an annual which we edited between 1934
and 1936 and which commanded increasing inattention in literary
crcles, owe agreet ded to her criticism. Two of them, Poetic Drama
and Poetry and Palitics, are collaborations with her. They are dl re-
printed here more or less as they were written and cdl for no autopsy.

| have included The Ghost of Milton asaminority report justifying
my dismay at the recent revival of Milton-worship. To me Milton
has aways been a monster and a renegade who, as soon as he had
perfected himsdlf, in the trivium of verse-writing, abandoned his half-
hearted alegiance to the Muse and set himsdlf up as a grand quadrivial
anti-poet. .

TheCommon Asphodel linksthisvolumewith my recently published
The White Goddess, which is a historical grammar of poetic myth; it
emphasizes my contention that poets must know exactly what they are
writing about in the most practica sensg if they are not to be mistaken
ether for fools or for rhetoricians.

The title of this book, suggested by the last essay, is shorthand for
saying that the popular view of what poetry is, or ought to be, has for
centuries been based on sentimental misapprehensions: most people
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think of asphodd, and of poetry, as a rare, fragrant, soporific flower
from afanciful midsummer meadow. They know nothing of its genus,
of its flowering season, of its sovereign virtues, of the harsh rocky soil
inwhich it grows, or of its roots and seeds, and have only the vaguest
notion of its magical asociations with life, doom and immortality.
The botanica drawing which appears as the practicd frontispiece of
the book does not, of course, explain the nature of the common
asphodel—a hardy, tall, tough, unscented and commercialy vaue-
less plant—any more than these essays explain the nature of poetry;
it does not even give a clue to its geographica distribution. But it may
a leest help the curious to distinguish asphodd, when they see it,
from orchid, lavender and poppy.

Deya RG.
Madlorca
1949






OBSERVATIONS ON POETRY
(1912-1975)

I
THE POETIC TRANCE

THE nucleus of every poem worthy of the name is rhythmically
formed in the poet's mind, during a trance-like suspenson of his
normal habits of thought, by the supra-logical reconciliation of con-
flicting emotiona idess. The poet learns to induce the trance in self-
protection whenever he feels unable to resolve an emotiona conflict
by dmple logic. If interrupted during this preliminary process of
composition he will experience the disagreesble sensations of a degp-
walker disturbed; and if able to continue until the draft is completed
will presently come to himsdlf and wonder: was the writer redly he?

As s00n as he has thus dissociated himself from the poem, the
secondary phase of composition begins: that of testing and correcting
on commonsense principles, so asto satisfy public scrutiny, what began
as a private message to himsdlf from himself—yet taking care that
nothing of poetic valueislost or impaired. For the reader of the poem
must fall into a complementary trance if he is to appreciae its full
meaning. The amount of revison needed depends largely, on the
grength and scope of the emotiona disturbance and the degree of
trance. In alight trarce, the critica senseis not-completely suspended,
but there is a trance that comes so dose to deep that what is written
in it can hardly be distinguished from ordinary dream-poetry: the
rhymes are inaccurate, the phrasing eccentric, the texture clumsy, the
syntax rudimentary, the thought-connexions ruled by free-associaion,
the aimosphere charged with unexplained emotion.

The dasscd ingance of a poem composed in deep trance is
Coleridges Kubla Khan. Though the thought-connexions in the
published verson remain characteristicaly obscure, it is dear that
Coleridge revised the first draft considerably after his unfortunate
interruption by the ' gentleman from Porlock. | believe that if it could
be recovered we should find, For instance, that Abora rhymed with
dulcimer:

1
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| saw an Abyssnian maid
And on a dulcimer she played—
A damsd with adulcimer,
Singing of Mount Abora

The published verson runs:

A damsd with adulcimer

In avision once | saw:

It was an Abyssinian maid,

And on her dulcimer she played,
Singing of Mount Abora

Here saw is too sdf-conscious an assonance, and too far distant from
Abora, to have been part of the origind laudanum-dream.

Poetry as the reconciliation of conflicting emotiona ideas may be
illustratedby crucid linesfromElizabethanand Jacobeandrama When
Lady Macheth complans - )

All the perfumes of Arabia will not sweeten this little hand. !

the conflict isbetween her ambition to command the [uxuries of queen-
ship and her fear of divine retribution as a murderess: between "All
the perfumes of Arabia will swvegten my little hands and 'Nothing
will ever deanse this hand of blood.

When Ferdinand views the dead body of the Duchess of Malfi,
in Webgter's play, and says

Cover her face: mine eyes dazzle: she died young.

the word 'dazzl€’ conveys two sSimultaneous emotions. sun-dazzled
awe a loveiness, tear-dazzled grief for early degth.

When Marlowe's Doctor Faustus is waiting for the dock to strike
and the Devil to exact his debt, he cries:

That Time may ceese and midnight never come!
0 lente, lente currite noctis equi.

Prosaic commentators have remarked on the inappropriate over-
sweetness of the quotation, 'Go dowly, dowly, coursers of the night,
originaly spoken by an Ovidian lover with his arms around the
mistress from whom he must part at dawn. But Marlowe has chosen it
both to mark the distance whjch the scholar Faustus hastravelled since
hisfirst dry Latin quotationfr
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Bene disserere est finis logices.

(Is to dispute well, Logick's chiefest end.)

and to combinein asingle expression mawkish sensudlity with agonized
fear of the eterna bonfire.

Such poetry hasatherapeutic effect ontheminds of reederssmilarly
disturbed by conflicting emotions. The Greeks presented this notion
mythically in the fable of Perseus, the hero who rode Pegasus The
polished shied given him by the Goddess Athene mirrored the Gorgon
with no hurtful effect and enabled him to behead her at hisease Poetic
dramato the Greeks was thus arite of spiritud cleansng.

I
PROSE AND POETRY

Proseistheart of manifest statement: the periodsand diction may vary
with the emotionad mood, but the latent meanings of the words that
compose it are largely disregarded. In poetry a supplementary Sate-
ment is framed by a precise marshalling of these latent meanings, yet
the reader would not be aware of more than the manifest statement
were it not for the heightened senghility induced in him by the
rhythmic intoxication of verse.

i
FAKE POETRY AND BAD POETRY

Fake poetry results from pretending to have undergone the profound
mental disturbance that cdls poetry into being: the faker draws on the
experiences of real poets, thieving peculiar turns of spesch and metrica
irregularities in the hope of conveying a conviction of genuineness
It must be digtinguished from ordinary bad poetry, which results from
afailure to transform a private poetic occason into a public one by
critical commonsense. It is characteritic of the bad poet that he cannot
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understand why nobody gppreciates his work, which he knows to be
genuinely poetic in inception, and is hitterly resentful of the fake poet's
popular success

Q. When is a fake not a fake?

A. When hard-working and ingenious conjurers are by common cour-
tesy billed as magicians.

Q. But when is a fake not a fake?

A. When it's a Classic, and organ-music, and dl that.

Q. But when is a fake not a fake?

A. When lgpse of time has obscured the original sources of borrowing
and when the faker is so competent in his trick of synthesizing the
occasond 'beauties of usudly indifferent poets that even the
incorruptible porter of Parnassus winks and says 'Pass, friend!’
This sort of hermit-crab, secure in his stolen armour, becomes a
very terror among the smple whelks.

IV
SCHOOLS

Mog histories of English poetry are a record of 'schools ‘political
tendencies’ and metrical fashions. But poets appear spasmodicdly,
write their best poetry at uncertain intervals, owe nothing to schools
and, in so far asthey are behaving poetically, steer well clear of palitics.
Schools are formed by the fakers who try to formalize the magic of
the real poets, and the history of such set forms as the sonnet, the
Spenserian stanza and the heroic couplet is of no grester importance
to the student of poetry than isthe history of numismaticsto the student
of finance,

Poetry is not a science but an act of faith. Mountains are moved by
it againg dl the rules laid down by the professors of dynamics—only
for short distances, admittedly; till, beyond dispute, moved. The one
possble test of the legitimacy of this or that technicd method is the
practicd question: 'Did the mountain stir? Yet the same mountain
will never move twice at the same word of command.
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'
RHYME

Rhymes properly used are the good servants whose presence & the
dinner-table gives the guests a sense of opulent security; never awk-
ward or over-clever, they hand the dishes silently and professiondly.
You can trust them not to interrupt the conversation or dlow their
persona disagreements to come to the notice of the guests; but some
of them are getting very old for their work.

Milton, Spenser and Campion al used rhyme though agreeing to
condemn it as a barbarism, there being no rhymes in the Greek and
Latin dasscs which were regarded as the foundation of civilized
literature. Now that English poetry is accepted as an independent
tradition, rhyme is generaly approved even by Classcigts, but with
the proviso that it must on no account appear to guide the sense it
must come unexpectedly and yet inevitably, like presents at Christmeas,
and convey the comforting sense of free will within predestination.
The chimes must answer one another harmonioudy and clearly, what-
ever the poetic context; and though there are licensad exceptions to
this rule, known as near-rhymes and sght-rhymes—eg. have and
grave; earth and hearth; love and remove—where the pronunciation of
one or other of the words has changed in the course of the last four
centuries, the Classcig professes to be outraged by such 'Cockney’
rhymes as dawn and morn, thought and sort. He far prefers 'French
rhymes,' i.e groan and grown, poor and pour, which at least have the
authority of Chaucer.

Modern anti-Classicigs either reject rhyme as an impediment to free
poetic expresson—a 'silly ornament' Mr. Hint has latdly cdled it—
or modify the harmony of its chimes to suit the context. It has been
found, for example, that to rhymeastressed syllablewith an unstressed,
eg. spent with moment, dish with famish, or one undressed syllable
with another, eg. melon with Mammon and Babylon, gives the effect
of uncertainty, incompleteness, sugpense Wilfred Owen's use of
assonantal French rhymes in 'Strange Mesting': escaped, scooped;
groined, groaned; bestirred, stared—to convey the heavy, fateful, night-
marish amosphere of the Hindenburg Tunnd in which the meeting
took place—has been much admired and imitated. Miss Edith Sitwell
and others use rhyme as a means of arraigning the ethical and philo-

CAB
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sophical structure on which Classdsm rests. not only using haf-
rhymes, Frenchrhymes, assonances, Cockney rhymes, eg. fraud, and
fraud,and fase rhymes, eg. bath and laugh, but letting the rhymes
seam to guide the sense

The wind's bastinado
Whipt on the cdico
Skin of the Macaroon
And the black Picaroon
Benesth the gdloon

Of the midnight sky ...

—thus advancing a view of life as founded in error, boredom and
ugliness and ruled by cgprice. Granted, Miss Sitwell does not regard
hersdlf as a revolutionary and will even on occason proclaim hersdf
a traditionaist; but that is no more than bearing lightly home the
handle of the family pitcher which has gone to the well oncetoo
often.

Vi
ARIPHRADES

When Aristotle, who was not a poet himsdlf, laid down that poets
describe what might be, whereas higtorians describe what has been,
and that poetry is ‘of more philosophic, graver import than history
because its statements are of a universal nature,' that waswell said. But
he went on to explain 'what might be' as meaning what is "probable
and necessary' according to every-day experience of life; and here we
must dissent. Aristotle was trying to free poetry from the language
of myth in which it originated and to confine it within logicd and
educativelimits; it wasto him only anintuitiveimitation of how typica
men think and react upon one another when emotiondly stimulated.
Y et he defended poetica properties that would correspond nowaday's
with ‘floweret gay, 'vernd choir,' 'leafy bowers and so forth, on
the ground that'it is indeed a great thing to make proper use of these
poetic forms as dso of compounds and strange words. The very fact
of their not being in ordinary speech gives the diction a non-prosaic
character." One Ariphrades had been ridiculing the tragedians for the
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use of these forms. Arigtotle saw that archaic diction and the display
of theatricdl masks and buskins surprised and hypnotized Smple-
minded theatre-goers and served as a reminder to the intdligent ones
that 'imitation’ was not redlism. But he did not see that as soon asa
angle Ariphrades had ridiculed what was no longer a surprise the
time had come to discard the convention; ridicule is catching.

A sirange superdtition survives among Classdds that some flowers
are poetica and others are not. Thus Mr. Reginald Cripps recently in
a description of avilla garden:

Indian cress, unknown to verse
And yet aglory; nought of grace
Is wanting to this humble place.

Apoalloisimplored to include the plant in apost-Edwardian edition of
his poeticd regiger.

VIl
VERS LIBRE

Writers of vers libre clam that their work, composed in natural
rhythms, is untainted by such irrelevant or decaying images as con-
stantly infiltrate into poems written in set metres.

But this apparent advantage is offset by aloss of control over the
poem; for the rhythmic part of poetry conastsin emotiond variations
on a given metrica norm. So my neighbour Dr. Robert Bridges told
me downrightly the other day that in his opinion vers libre was a con-
tradiction in terms. At any rae, the standard which the leading
exponents of vers Eire st themsdvesis not ahigh one. With rhythmic
freedom so dearly bought one would expect a more intricate poetic
meaning than that found in poems of gtrict metre; but dl that one gets
is American-French rhetoric.

‘Natural rhythms' need no laborious search. A queer, wayward,
broken-kneed rhythm often runs through whole sentences of standard
prase. The following news item has not had a word changed since |
found it in the Daily Mirror:
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John Frain

Of Ballaghadereen

Was indicted at Roscommon
For the murder of his father.

He battered his father, an old man, to
death with a pounder.

The jury found him
Unable to plead

And he was committed
To an asylum.

One doesn't 'listen' when reading standard prosg; it is only in poetry
that one looks out for metre and rhythmic variations on it. The writers
of verslibrerely on their printers to cal your attention to what is cdled
' cadence or' rhythmicrelation' (not essy to follow) which might have
ecaped you if printed as prose; this sentence, you'll find, hasits thumb
to its no=

In Latin verse a word can scan only in a single way: quantity
dominates accent. In English verse, accent dominates quantity. The
Latin quantitative scanson, for example, of the line:

| am outcast of Paradise
would be—to disregard dision:
| am outcast of Paradise.

This does not correspond with the English accentual scanson—which
is not even fixed, but varies with the mood of the spesker. Here is the
same line introduced into nonsense rhymes of three different metres.

Saan to the garden came,
Found his Lordship walking lame.
'Give me manna, mead and spice;
| am outcast of Paradise

He asked his Lordship then

For manna and mead and spice.
'I ' am Chief of the falen Ten,

| am outcast of Paradise,
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Wonderful dainties
Around me | =

| am outcast of Paradise.
Give them to mel

And if thelinewereintroduced into ver slibreit would beimpossbleto
decide how the author intended it to be scanned.

VI
THE HOUNDS OF SPRING

Asaboy | had been often told that Swinburne was' absol utely wonder-
ful,’ that | would be carried away by him, that the opening chorus of
Atlanta in Calydon was the most me odious verse in English. Eventu-
aly | felt bound to read it:

When the hounds of Spring are on Winter's traces
The Mother of months in meadow and plain ...

| was not carried away. For atime | concluded that the fault was mine,
that | had no ear; but one day | began asking mysdlf whether in the
lines just quoted, the two in's of Spring and Winter and the two ,'no's
of Mother and months did not come too close together for euphony;
and who exactly was the Mother; and whether the heavy dliterationin
mwas not too obvious adevice, and whether months was not a stumb-
ling-block in galloping verse of this sort...

| am glad to be confirmed in my judgment of Swinburne's technica
competence by Dr. Bridges, who has given me an amusing account
of how he misread Hertha, the opening lines of which run:

| am that which began;
Out of me the yearsrall;
Out of me, God and man;
| am equa and whole;
God changes, and man, and the form of them bodily; | am the soul.

He began reading them as though they had four begts gpiece:

| anthat || which began;
Out of mél|theyearsrol | ;
Out of mé || God and man;
| am équd || and whole;
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and thought this noble and imposing, though ‘équa And whole
seamed a trifle brass-bandish. Only when he reached the conclusion of
the ganza did he redlize that he had made a mistake, and that they were
two-best lines after dl. ‘It was Swinburne's impudence in putting
the Almighty's namein an unaccented place and accenting the name of
man that put me on the wrong track." Swinburne's fault, | agree, was
in his wrong sense of materia: trying to make muslin do the work of
camd's hair cloth. He was, as usua, imposing a metre on the theme
rather than letting the theme determine it.

IX
THE OUTWARD AND INWARD EARS

Though the poet ought to write asif his work were intended to be read
aoud, in practice the reading doud of a poem distracts attention from
its subtler properties by emphasizing the more obvious ones. The
outward ear is easly deceived. A beautiful voice can make magic even
with bad or fraudulent poetry which the eye, as the most sophigticated
organ of sense, would reject a once; for the eyeisin dose communica
tion with the undeceivable inward ear.

X
SECONDARY ELABORATION

The technica process of revison can be conveniently illustrated by the
later drafts of a poem | recently wrote, cdled Cynics and Romantics;
| do not clam that it has lasting vaue and three or four lines are
sufficient for the purpose.

ist Draft: In club or messroom let them sit,
Let them indulge salacious wit
On love's romance, but not with hearts
Accustomed to those hedthier parts
Of grim self-mockery...
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Consideration: There is an angry jerkiness in ‘Let them indulge
and a roughness in 'indulge sdacious which do not suit the opening
of the poem; for awhile it must proceed as suavely as possble

2ndDraft: In club or mess-room let them St
Indulging controversid wit
On love's romance, but not with hearts
Accustomed...

Consideration: Now thefirst two lines both start with 'In," which
catches the eye unnecessarily. And in 'St indulging' two short i's
come close together; the vowe sounds must be more varied. ' Con-
troversa' isnot quite theword that"is needed: thesewits are too blast
to indulge in genuine controversy. And 'love's romance' is too tele-
graphic a phrase; 'the romance of love' is what was meant, but the
metre forbade it. Better to put merely 'love’ and let the context supply
the sense of 'romance," ' But' isnot strong enough for the task assgned
toit.

yd Draft: In club or mess-room let them sit
At skirmish of salacious wit,
Laughing at love, yet not with hearts
Accustomed .. .

Consideration: 'Skirmish' is good because it conveys the unserious
atmosphere of amilitary mess, but we now havetoo earnest andlitera
tionins, so 'salacious can come into the poem later. And now there
are two ar's dose together; one of them must go.

4th Draft: In club or mess-room let them sit
With skirmish of destructive wit,
Laughing at love, yet not with hearts
Accustomed

Consideration: But now one of the two with's must go; obvioudy
the first, which makes an ugly assonance with ‘wit." Restore the first
'at " and remove the second; thenif' deriding " is substituted for ' laugh-
ing at' thereis a better variation of vowelsin the line—'laughing' and
"hearts' are too much alike in sound—and the over-earnest dliteration
in,'is avoided. _
5A Draft: In club or mess-room let them st

At skirmish of destructive wit,
Deriding love, yet not with hearts
Accustomed. ..
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Consideration: But now ‘instructive' and 'deriding' come too dose
together. ‘Ingenious’ is far better than 'destructive,’ It improves the
sound of the lines with its long ', and suggedts that the derision was
redlly witty not merely dirty. The two in'sare now far enough separated
not to catch the eye or irritate the ear. 'Accustomed' is too blank a
word; one can be accustomed to a thing which one didikes. A more
accurate word is 'accorded,’ since the syllable cor means 'heart’;
and its use further varies the vowels.
6th Draft: In club or mess-room let them sit

At skirmish of ingenious wit,
Deriding love, yet not with hearts
Accorded

Consideration: That is better; now for the next lines. But it is pos-

sible that they will dictate a further revision of the first three.

The considerations of euphony illustrated above are modified or
forgone in certain contexts, especidly where the prevailing mood is
one of obscurity, difficulty, emotional stress or monaotony. Leigh Hunt
records.

| remember Keats reading to me with great relish and particularity, con-
scious of what he had set forth, the lines describing the supper [in The Eve
of . Agnes] and ending with the words.

And lucent syrops, tinct with cinnamon;

Mr. Wordsworth would have sad that the vowels were not varied enough;
but Keats knew where his vowels were not to be varied.

Keats was imitating with his succession of short i sounds a gourmet's
fastidious pursing of lips. Leigh Hunt continues:

On the occason above alluded to, Wordsworth found fault with the repeti-
tion of the concluding sound of the participles in Shakespeare's line about
bees:
The singing masons building roofs of gold.

This, he sad, was a line which Milton would never have written. Keats
thought, on the other hand, that the repetition was in harmony with the
continued note of the singers, and that Shakespeare's negligence, if negligence
it was, had ingtinctively felt the tiling in the best manner.

Wordsworth was right. The manipulation of voweds and consonants
is for poets in the Virgil-Dante-Milton tradition, a matter of achieving
abstract musical grandeur without consideration of the emotional con-
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text. Virgil would never have permitted himsdf to write a line o
playfully imitative of galloping horses as

Quadrupedante putrem sonitu quatit ungula campum

if he had not remembered, and felt obliged to emulate, Homer's similar
line about the bounding stone which cheated Sisyphus.

| forget the name of the old Italian portrait-painter who, when dying,
‘gathered his friends and pupils to his bedside and bequesthed them
this legacy of wisdom, the fruit of alifetime's experience:

The art of portrait-painting consists in putting the high-lights of the eyes
at exactly the right spot.

When | come to die | shdl have an equaly important message to
ddiver: .

The art of poetry condsts in knowing exactly how to manipulate the
letter S

Xl
THE ARROGANCE OF POETS

The arrogance of the poet is based on his courageous dedication to a
thankless profession, the difficulties and humiliations of which he done
fully redizes. Even where others think that he has succeeded memor-
ably, he knows that he has failed; for the practice of poetry is con-
ditional on an awareness that only an approximation to postic truth is
ever possible. Yet he forgets this condition in the moment of writing,
when it ways seems that at last something of perpetua vaueis being
achieved.

X1l
SCIENTIFIC  ENGLISH

Of dl dases of writers, poets are the most accurate in the use of
ordinary words, scientigts die least, even those ressarch professors who
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are a pains to improvise a supplementary vocabulary of extraordinary
ones. Instinct and the Unconscious by Dr. W. H. R. Rivers, a most
important contribution to modern psychologica research, contains a
passage about the unaccountable foreknowledge shown by certain
grubs of the needs that they will have to meet after their metamorphosis
into moths. Hewrites:

This grub, after a life completely spent within the channels in a tree-trunk
which it itsdf manufactures . ..

'Yes' he sad, when | questioned the sentence, 'somehow the two
it's coming together look abit awkward, but | have had alot of trouble
with that sentence, and come to the conclusion that I'd rather have it
clumsy than obscure

| suggested that 'tree-trunk which it itself manufactures was surely
not what he meant, but that the fault of the writing lay deeper than
the mere omisson of commas: it was a failure to visudize the event
described. Although in prose the latent associations of words may be
disregarded, their manifest meaning at least must be respected. A grub
cannot manufactureachanne. Even an artisan who can manufacturea
boot or aboot-box cannot manufacture a channel; he can only scoop,
or dig, one or lay it with manufactured tiles. And a channd can be
found only on the surface of atree-trunk; channels, once they penetrate
it, become tunnels, which are driven or bored. And a grub can be within
a treetrunk, but not within a channel; 'within' implies overhead
cover. The sentence should have run:

The grub, after alife completely spent within atree-trunk, in tunnels bored
byitself...
Dr. Rivers explained good-humouredly: 'Scientists are, or should be,
functionally incapable of such visualization; normal visualization is
dangerous, abnormal visualization fatal, to scientific study, as offering
imaginative vistas of hypothetic events unconfirmed by investigation.'

X1
TEXTURE

Classcids pay great atention to the texture of poetry; ther am is
euphony and, within the strict metrica patterns approved by tradition,
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variety. 'Texture' covers the interrelations of dl vowds and con-
sonants in a poem consdered as mere sound. The skilled craftsman
varies the vowe sounds as if they were musical notes so as to give an
effect of melodic richness; uses liquid consonants, labials and open
vowes for smoothness; aspirates and dentals for force; gutturals for
strength; sibilants for flavour, as acook uses sdt. His dliteration is not
barbaroudy insstent, as in Anglo-Saxon poems or Piers Plowman,
but conceded by the gradual interlacement of two or three aliterative
sequences. He gauges the memory-length of the reader's inward ear
and plants the second word of an dliterative pair at a point where the
memory of thefirst has begun to blur but has not yet faded. He varies
his word-endings, keeping a careful eye on -ing and -y, and takes care
not to interrupt the smooth flow of the ling, if this can possbly be
avoided, by dose correspondence between terminal consonants and
the initia consonants that follow them—eg. break ground, maid's
sorrow, great toe. Non-Classcigts either disregard texture asanother of
the heavy chains clamped on the naked limbs of poetry, or use their
understanding of it for deliberate exercises in cacophony or didocation:
by judicious manipulation of vowels and consonants aline can be made
to limp, crawl, scream, bellow and make other ugly or sickening noises
In a passage from The Waste Land Mr. T. S. Eliot, though a master
craftsman of musical verse, amuses himsdlf by letting a line snuffle
and dear its throat redigticaly:

Madame Sosogtris, famous clairvoyante,
Had a bad cold, nevertheless
Is known to be the wisest woman in Europe.

In Ancient History (I quote the earlier version) Mr. Siegfried Sassoon
writes:

... he thought of Abd, soft and fair,

A lover with disagter in his face

And scarlet berries twisted in his hair.

Here the sense of Abd's weskness is conveyed by the smilar termina
tions of lover and disaster and by the succession of short i'sin 'berries
twiged in his' The contragt is with the boisterous and dliterative:

He was the grandest of them al, was Cain,

A lion laired in the hills whom none might tire,
Swift as a gag, a stalion of the plain,

Hungry and fiercewith deeds of huge desire.
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And Mr. D. H. Lawrence, in his description of the bat circling round
his room and refusing expulsion, writes:

Go, but hewill not...

Round and round and round

In an impure haste

Fumbling, a beedt in air,

And stumbling, lunging, and touching the wadls, the bell-wires
About my room.

Heretheugly sequenceof fumbling, stumbling, lunging, touchingsuggests
the awkwardness and giddiness of the baffled pursuer.

X1V
FASHIONS IN POETRY

One agevauesemotiond intengity in poems, another values sophistica
tion and restraint; one, a high standard of craftsmanship, another, an
anarchic abandon of grammatical or logica control. We are passing
from a phase in which no poet was respected unless he had published
poems many thousands of lines long; and soon we may limit ourselves
like the Japanese to five or three lines a poem. Artificia extravagance
of conceits is sometimes valued, a other times a smpleness verging
on infantility; and so on. We can now read the history of the recent
War, with its immediate sequel of peace and depression, without
prejudice and see that the literary canons of good and bad in England
corresponded dosdy with, and were no more stationary than, nationd
political sentiment. From 1914 to the end of 1915 the idedlism of the
Government poster 'Y our King and Country Need You,' the love of
battle as voiced by a professona soldier like Julian Grenfell, the
spirit of sacrifice as voiced by the patriotic Rupert Brooke, were
necessary for the public inspiration of a militarily unorganized power
engaged in a death-struggle with a highly organized one. But as soon
as There is some corner of aforeignfield that is for ever England' had
achieved itsend and this England had adopted universa military service,
when every man was a compulsory hero, when love of battle in pros-
pect had become loathing in retrospect, when ' Y our King and Country
Need Y ou' could be a trench joke for pulling corpses out of sump-pits
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by their boots, then sentiment changed: Siegfried Ssssoon became the
popular laureste of disilluson and suffering redisticaly conveyed.
Brookes contribution began to be questioned as early as April 1915,
when Charles Sorley wrote:

He is far too obsessad with his own sacrifice, regarding the going to war
of himsdf (and others) as a highly intense, remarkable and sacrificial exploit,
wheregs it is merely the conduct demanded of him (and others) by the turn
of circumstances where non-compliance would have made life intolerable.
He has clothed his attitude in fine words: but he has taken the sentimental
attitude.

Sorley was killed a Loos in October 1915 before trench warfare had
embittered him, as it amost certainly would have embittered Brooke.
But Sassoon, Herbert Read and Wilfred Owen were il serving in
France in 1918 (Owen was killed just before the end) and, until the
pressure of war was removed by the Armigtice, poetry of idedism
stank in the nogtrils of dl who had done any serious fighting.

With the Armistice and Peece, redlistic war-poetry immediately lost
its market, and now until the confident poetry of reconstruction can
appear in Western Europe, the public laurels will be transferred either
to civilian poets of scepticism and cynicism, Messs Hardy and
Housman of the elder, Messrs. Aldous Huxley and T. S. Eliot of the
younger generation, or to the poets of temporary escape, Mr. De la
Mare, Mr. Blunden, the later Masefield and the middle Y ests.

XV
BREAD | DIP IN THE RIVER

Stevenson's famous ballad in praise of the Open Road is not what it
sems to be. All he asks is Heaven above and the road before him;
bread dipped in the running river will be sufficient subsistence for him
aslong as helives Itisin fact, an invalid's poem: expressng an over-
powering desire for freedom and a disgust with sickroom diet. A pro-
fessond tramp told the other day, with horror, of the condition known
as bread-sckness, after two or three months of unrelieved bread diet
the slomach revolts and even the smell of a baker's shop causes vomit-
ing. As for cold water...
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XVI
HELAS, CEST VICTOR HUGO

When English poetry goes Classcd it goes French, and when it goes
French it goeswrong. The French themsdlves are uncomfortably aware
that the English by a failure to regularize their themes, diction and
metre have contrived to leave the door open for a sudden unforeseen
advent of poetry. M. André Gide, when asked recently 'who is the
greatest of your poets?' hesitated, and then answered ruefully: 'Hdlas,
c'est Victor Hugo.'

There is a story about Hugo in his dreadfully vigorous old age
A young subatern was ordered to join his regiment in Madagascar.
He had sad dl his good-byes and found himsef with two or three
hours to spend in Paris between trains. A courageous thought struck
him: why not visit the great poet, whom he had never had the privilege
of meeting, and pay his farewell respects? He took afiacreto Hugo's
house and was gracioudy admitted to his presence; there with tears
in his eyes he explained that he was to be removed from his fatherland
for a number of years, and craved as a souvenir of dl that France
represented—Ila culture, la gloire, la libertd and so on, to teke into exile
some poetic sentiment written in the hand of his cher maitre.

Hugo was touched. Expatiating in his best style on la globe, la
culture, laliberté, la civilisation and so on, he saized his pen and wrote
with aflourish on a strip of parchment:

La vie, C'est I'amour.
Victor Hugo

It happened two years later that the same officer's younger brother
was dso ordered abroad, this time to 'Les Indes.' His good-byes sad,
he found himsdf in Paris with the same two or three hours on his
hands. It occurred to him: 'My brother was well received by the great
Victor Hugo. Why should | be any the less welcome? He took a
fiacreto Hugo's house and explained his business with tearsin hiseyes.

Hugo was touched. He expatiated in his best style on la gloire, la
culture, la liberté, la civilisation, I'esprit, la jeunesse and so on and
presently ssized his pen and wrote with a flourish on another strip of
parchment:

L'amour, c'est la vie.
Victor Hugo
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XVII
SHAKESPEARE'S FAIR COPIES

The act of compogtion is not one of communication between the
poet and his public, but an intercommunication of different sdves
within him. This is proved by the rough and often amost illegible
scrawl of thefirgt draft of apoem—for ingtance, Trelawny records that
Shdley'sfirg drafts were 'frightful." As soon as the poet comes out of
his trance and can see the poem objectively he copiesit out in neat and
regular lines, crossesevery t and dotsevery i, and Sgns his name boldly
underneath. By this time the poem has fulfilled its primary function,
that of informing the poet himsalf of the nature of a poetic experience;
he sendsit onits travels asapublic record of the event and as amarket-
able commodity. It is recorded that Shakespeare never blotted a line.
The inference drawn from this, that his first drafts were the lag, is
contradicted by the variant texts of the plays and sonnets, perhaps
the meaning was merely that he wrote out hisfair copies with extreme
care and allowed no cancellations to appear in them.

XVIII
THE GROSSER SENSES

In my experience, poetic imagery concerned only with the visual sense
is far less cogent than that concerned with the so-cdled ‘grosser’
sensss of hearing, touch, taste and smdll.

Shdley'simagery is remote and almost wholly visud and, whatever
effect it may have on others, leaves me unmoved; Keats imagery is
sensuous, intimate, and, to me, unforgettable. Shelley was a voldile
creature of ar and fire: he seems never to have noticed what he ate
or drank, except sometimes as a matter of vegetarian principle. Keets
was earthy, with a sweet tooth and ardish for spices, cream and snuff,
and in a letter mentions peppering his own tongue to bring out the
ddicious coolness of claret. His well-known lines in The Eve of
Agnes:
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The arras, rich with horseman, hawk, and hound,
Flutter'dinthe besiegingwind'suproar;
And the long carpets rose along the gusty floor.

apped less to my visud sense than to my senses of hearing and touch.
| identify mysaf with Porphyro and Maddine in their guilty flight
and grope with them down the ‘darkling corridor, recognizing my
whereabouts by touching with my fingertips the heavily embroidered
outlines of horseman, hawk and hound on the flapping arras. The
higtoricaly improbable ‘long carpets give me the horrible sensation
of movement underfoot as my soft shoes grope hesitantly forward.
The wind rumbles in the chimneys and howls around the corners of
the cadle

In the earlier scene, where Porphyro courts Madeline with jellies
and candied fruit, Keats records what Shelley would have described in
wholly visua and probably rather sketchy terms, the strong moonlight
streaming through stained glass on Maddline's breast as she deegps:

A casement high and triple-arch'd there was,

All garlanded with carven imag'ries

Of fruits, and flowers, and bunches of knot-grass,

And diamonded with panes of quaint device,

Innumerable of stains and splendid dyes,
Asarethetiger-moth'sdeep-damask'dwings;

And in the midst, 'mong thousand heradries,

And twilight saints, and dim emblazonings,

A shielded scutcheon blush'd with blood of queens and kings.

Full on this casement shone the wintry moon,
And threw warm gules on Maddline's fair breast...

As| read this | mentdly finger the antique stone carving—its rough-
ness of texture is suggested by 'bunches of knot-grass—and the
rased leadwork which frames the diamond-shaped panes, and the
hinges of the handle and catch of the higtoricaly improbable ‘case-
ment—Shelley would have been content to cdl it a window. The
heraldic scutcheon is not merely ‘of afield gules™: it blushes with
the blood of queens and kings. | feel a shivering aternation of hest and
cold when | reach the last lines quoted above. For the only source of
light is the wintry moon, yet Maddline's bresst, exposed to the bitter
cold of the cestle room, is seemingly kept warm by the crimson light
streaming upon it through the cold glass. The word 'stains' becomes
illogicaly connected in my mind with the 'fruits, and flowers, and
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bunches of knot-grass and is there trandated into the smdls and tastes
of a hot summer—bruised flowers and grassss, crushed blueberries
and ragpberries. The imaginative gpped of 'the tiger-moth's deep-
damask'd wings | find irresistible. The savagery and stedth of tiger,
the gentleness and vagueness of moth, contribute jointly to the atmo-
sphere of suppressed fear that animates the poem. '‘Damask'd’ conveys
similarly contradictory associations: the hardness, coldness and sharp-
ness of a damascened blade, the soft warm texture of damask silk,
the richness of a scented damask rose.
When Shdlley in Prometheus Unbound mentions:

The yellow bees in the ivy-bloom,

he does not conjure up, as Keats would have done, the taste of the
lagt hot days of the dying English year, with over-ripe blackberries,
ditches full of water, and the hedges grey with old man's beard. Heis
not aware of the veteran bees whirring their frayed wings or sucking
rank honey from the dusty yellow blossoms of the ivy. Instead:

He will watch from dawn to gloom
The lake-reflected sun illume
The yellow bees in the ivy-bloom . . .

They are to him merely yellow gpecks in silent motion across the
darker ivy, greetly etherealized by being reflected in the limpid and
somewhat unreal waters of Lake Como.

XX
CENTENARIES

The Keats, Shelley and Byron centenaries have been most amusing:
their spectacle of antique dons and savants ceremonioudly prostrating
themsalves before the youthful rebes of the past, with side glances of
reproach for the Keases Sheleys and Byrons (conceited young
puppies!) of their own day.

The critics of the Quarterly deserve no blame for sending Keats
back to his gdlipots after reading his first volume or for patronizing
his second: literature had not yet taken the turn that made him a figure
of crucial importance. Such criticism was unavoidable, and the best

CA:c
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which they could give; even Keets supporters praised him for what w<
now cdl the wrong matives. It was the same with Shakespeare: the
shrewdest critic of that age, Ben Jonson, in his private conversations
with Drummond of Hawthornden, was content to remark that 'Shake-
speare wanted art,’ (His commendatory verses prefixed to the First
Folio should be read as a generous public tribute to an old friend and
riva, not as literary criticiam.) Francis Meres in his eulogy of con-
temporaries at the expense of the Classics gave him no precedence above
his brother playwrights; and the solitary Barnefield who declared 'out
fellow Shakespeare puts them all down' was plunging wildly.

An anonymous reviewer in the Westminster Gazette of 1874 declared,
after reading a new volume of poems, that readers who, like himsdlf,
were tired of the trividities of Mr. Tennyson, the harshness and
infelicity of Mr. Browning, and the naughtiness of Mr. Swinburne,
would find the true sacred flame of poetry still burning brightly in a
volumeentitled Puck on Parnassus, by H. Cholmondel ey Penndll. Who
knows whether posterity may not make a solitary and glorious
Barnefield of this Westminster Gazette reviewer? And as for the pure
and limpid English of the Authorized Version,' the standard of al good
writing," only suppose that the Euphuists had been entrusted with the
origind Hebrew and Greek texts for free trandation and poeticd
expansion; and the result ordered to be read in the churchesl What
sort of language would we be talking now, and what would be the
1925 standard of good writing?

XX
HAMLET

Shakespeares Haml et is an example of the complexity of poetry written
under great emotiond dress It is supra-logica and written in defiance
of the Arigtotelian unities of time and space and probability.

Miss Lilian Winganley in her Hamlet and the Scottish Succession
proves that there are dose higtorica analogues between the story of
Hamlet and the political events of 1600, the year in which it was
written, particularly the abortive Essex revolt that had been intended
to further the successon of James VI of Scotland to the English throne
then occupied by the aged Elizabeth. She accounts for Hamlet's con-
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tradictory nature by suggesting that he represents at once King James
and the Earl of Ess, ill-matched assodiates in the same cause. Sheke
speare, she says, has taken from James the centrdl traits of Hamlet's
character: the hatred of bloodshed, the irresolution, the philosophic
mind, thefear of action, the hesitation to punish which is half weskness
and haf generodty. She writes:

In o far as Hamlet is Essex, we see that he is one of the most brilliant and
wittiest of courtiers. We s his unsuspiciousness and the generous but mis-
placed confidence which led him to his doom, his instability of character, his
rashness, his passonateness, but through it dl his nobility and the pathos of
his fate.

Miss Wingtanley well asks: if Hamlet was only the philosophic prince
didiking bloodshed, why did young Fortinbras say of him at the end
of the play that the onefitting funeral for him was 'the soldiers music
and therites of war'? And if he was only the courtier 'unmatched in
form and stature," ' the glass of fashion and the mould of form," how
could he be dso, but for this doubling of the parts, a despiser of dress
and habiliments, a lover of privacy, a hater of the tricks of courtiers,
and according to his own mother, 'fat and scant of breath'?

Miss Wingtanley suggests three possble explanations for these
higtorical anadogues:

1. They belong to the'atmosphere of the time and get in ‘uncon-
stioudy.' Shakespeare sees these things around him and without
knowing it incorporates them in his drama.

2. Heiswriting aliterary dramain which he deliberately incorpor-
ates a certain amount of contemporary history.

3. Heisdramatizing in amythologica way.

She holds that (i) can be rgected absolutely. The andogues are so
important, numerous, detailed and dosg, that it does not ssem to her
that they can have got in by any form of accident, and that ‘when we
reflect moreover that they were al events of immediate interest the
supposition is practicaly impossible!

But that they are not accidenta seems to me consistent with their
having been introduced into the play without afull realization of their
poetic sgnificance. To Shakespeare in 1600, everything seemed to
have crashed in ruins. Although he gtill had property at Stratford and
dsawhere, his prosperity had received a rude, and it might prove a
fatal, check. His patron, the Earl of Southampton, was awaiting execu-
tion in the Tower, where Essex, dso his patron and recently instru-
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mental in getting him the coveted distinction of a coat-of-arms, had
aready logt his head. He and his disgraced company were obliged to
go on tour in the provinces and, as we learn from contemporary sneers
by the rival playwrights, to part with their sage clothes in order to
ed. Ther place was taken in London by the' little eyases of which we
hear in the play-scene. Shakespeare's friend of the Sonnets and the
Dark Lady of the Sonnets had both deceived him, but he was ill
clinging desperately to the hope that his friend was true to him in spite
of appearances; it was the sheet-anchor of his exisence. That mood
appears in Sonnet 29, 'When in disgrace with Fortune and mens
gyes' which | take to be contemporary with Hamlet.*

It is unfortunate that the origind Hamlet play, based on the old
Danish saga of Almeth, which had been written some years before,
possibly by Kidd, possibly by Shakespeare himself, is no longer in
existence; a comparison between this and Shakespeare's rewriting of it
in 1600 would be illuminating. The only comparison that can now be
made is between the barbaric saga-story and the rewritten play. The
saga s certainly more consistent than the play and Shakespeare could
eadly haveturned it into a straightforward History had hefelt inclined
to do s0. In Shakespeare's Histories the poetry is only occasiond; the
restis dramaand rhetoric. In his Tragediesit is dominant. Granted that
the historical analogues are not accidentd, it is clear a least that he
did not st down with the deliberate aim of welding the natures of
James and Essex into so inconsstent a character as Hamlet. No
Elizabethan dramatist was ever ddiberately inconsistent.

I think it most unlikely that he knew beforehand how the rewritten
Hamlet would develop, but he knew at least that he had to write agood
'get-penny’ touring play for his company during their exile from
London, and he probably aso knew that the play would be somehow
expressve of the emotional distress in which he was labouring. As
each scene developed he must have become aware of the political
dlusions occurring in it, but | cannot believe that he redized what
now seems obvious enough: that Hamlet was a politica alegory of
his own disharmony. His professiona misfortunes, that is to say,
were directly due to the failure of the Revolt, which was, in turn, due
to the failure of James and Essex to concert together for a common
politicd end. There was an irreconcilability of temperament: Essex
was magnanimous, passionae, reckless, courtier-like; James was mean,
datternly, retired, timorous and scholarly. Prince Hamlet was smo-

! This subject is treated more fully in the next essay.
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thered and battered by the wash and undertow of these same irrecon-
cilables, and Hamlet, asl read the story of the Sonnets, was asurrogate
of Shakespeare himsdlf.

It is not only in Prince Hamlet that a fusion of characters occurs.
In the grave-digger's scene, the skull of the dead jester Yorick seems
to be in part representative of Shakespeare's dead sdf, the jaunty author
of the recent brilliant Comedies; but in treating of the grave-digger's
oNg:

In youth when | did love, did love,
me thought it was very sweete .. .

the traditional approach of literary critics has merely been to note
"Comic relief, a fantastic curtailment of Lord Vaux's well-known
balad published in Tottel's Miscellany? or even to suspect it as an
interpolation of some theatrica hack-writer. The scene certainly is
often acted asacomicincident and accepted as such by an undiscerning
audience, but to Shakespeare it was as little comica as the mad scene
inKing Lear\ andisnot relief in the sense that its content is less painful
or less related to the centra emotiond conflict than the "To be or
not to be' soliloquy. Lord Vaux's poem is a most moving one:

| loathe that | did love
In youth that | thought Swest.

The question must be asked: "Why did Shakespeare garble the song
in that particular way? And over an open grave? To suggest that the
garbling is accidental or that he could not have had access to the
origind version, or that hefailed to appreciateits poetry, seems absurd.
At this period of Shakespeare's life the thought of suicide is constantly
occurring in the plays as a possible escape from the tangle of things,
but nowhere so painfully asin Hamlet. His fortunes being so low he
was not strong enough to face redlity, as he faced it after they were
restored at the accesson of King James, to admit that his friend was
actualy 'as black as hell, as darke as night.’
The lyric irresolution of:

In youth when | did love, did love,
me thought it was very swedte .. .

is made the stronger by recollection of the downright origina 'l
loathe that | did love,' asentiment to which he cannot afford to confess.

The scene has been thought to refer to the death of Tarleton, a
famous comedian of Shekespearés company; but Miss Wingtanley
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thinks that the incident of the insult to the dead body refers to the
Essex execution, Essx having been a brilliant jester and the execu-
tioner having painfully bungled his task. Essex, moreover, had been
haunted by the dread of ignominy done to his body if he died on the
scaffold, and had repeatedly-spoken of this. In a letter to the Queen
on May 28th, 1600 he wrote that he felt 'as if | were thrown into a
corner like a dead carcase; | am gnawed upon and torn by the basest
and vilest of creatures upon the earth. The tavern haunter spesks of
me what he ligs Already they print me and make me spesk to the
world and shortly they will print me in what forms they list upon the
dage’ Thus the dead Yorick is @ leest a treble character, comprising
Essex, Tarleton and Shakespeare himsdlf; but it ssems incredible that
this treble significance was logically premeditated.
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THE SOURCES OF THE TEMPEST

IN a recent volume Professor Schiicking, of Bredau, has done rather
more than make a callection of well-known psychologicd inconss-
tendies in Shakespeare's plays which have puzzled commentators both
in England and Germany: brushing aside dl attempts to explain them
away he assumes that Shakespeare was often a little inconsistent in
order to achieve certain dramatic effects. He argues.

We need hardly insist on the fact that on the whole he is most successful
in making his plays coherent, and that the rather independent effect of some
of the scenes does not actually |ead to disorder and chaotic composition. But
gtill we cannot hel p observing that even hiswork manifestswhat we may call
atendency to episodic intensification. Even when heisbent upon securing the
highest effect which the subject will admit, to bring it home in the most con-
vincing manner and make it irresistibly capture and hold the spectator's
imagination, he sometimes introduces or amplifies details which cause us to
lose the sense of a connected whole ... 'It is evident, says Rumelin, 'that
he worked in scenes’

This view Professor Schucking supports by an examination of the
manuscript of Sr Thomas More, where it is evident that a number of
playwrights parcelled out the work among themselves, severa scenes
being entrusted, probably by Shakespeare himsdlf, to collaborators
who were so vague about the genera plan of the play that they did
not even know the most important characters appearing in it and were
sometimes obliged to write in the margin 'Ancther.’ But even while
proposing that this 'episodic writing' principle is characterigtic of
Elizabethan drama, both in one-man plays and in collaboretions, the
professor is surprised that in The Tempest, of which he has, as aresult,
no very high opinion, the character of Miranda is so changesble. First
we are expected to see her as a child of nature who has never met a
young man of any sort except the demi-devil Cdiban, and then we
find her generdizing merrily on the ways of the world. Again, the
idand is first obvioudy one of the Bermudas,, but then is transplanted
to the Adriatic. 'It redly won't do,' he complains, in effect. 'Shake-
speare hasforgotten his Poetics.'

27
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The Tempest cannot be fairly judged by Arigtotdian standards.
Shakespeare never ligened kindly to the advice of his brother play-
wrights who upheld the dramatic conventions of Sophocles or Seneca
He was the 'master poet' who inssted on his ‘own absurd courses'
and carried on something of the city-mystery tradition in which each
guild contributed an episode of atopical or humorous kind strung on
a loose thread of Scriptural history.

It is now generdly acknowledged that there are three main sources
of The Tempest: the first, an earlier play by Jacob Ayrer, a Nurem-
berger who died in 1605, or a lost variant of this play; the second, a
Spanish romance by Ortunez de Calahorra; the third, a fairly large
body of literature dedling with adventure in the New World. Ayrer's
play, Von der schonen Sidea, accounts pretty completely for the Arid-
Ferdinand-Miranda-Prospero relations, and where there is interplay
between these characters it only differs from The Tempest in being
staged in aremote forest as opposed to aremote idand. Shakespeareis
likely to haveheard about Ayrer's play from amember of one of the two
companies of English actors who visited Nuremberg in 1604 and 1606.

An account of Von der schonen Sidea is given by Mr. Thomas in
his Three Notelets on Shakespeare:

It is true that the scene in which Ayrer's play islaid and the names of the
personages differ from those of The Tempest; but the main incidents of the
two plays are dl but identically the same. For instance, in the German drama
Prince Ludolph and Leudegast supply the places of Prospero and Alonzo.
Ludolph, like Prospero, is a magician, and like him has an only daughter,
Sidea—the Miranda of The Tempest—and an attendant spirit Runcifal who,
though not strictly resembling either Ariel or Caliban, may well be con-
sidered as the primary type which suggested to the nimble fancy of our great
dramatist those strongly yet admirably contrasted beings. Shortly after the
commencement of the play, Ludolph having been vanquished by his rival,
and with his daughter Sideadriven into a forest, rebukes her for complaining
of their change of fortune, and then summons his spirit Runcifal to learn
from him their future destiny and prospects of revenge. Runcifal who, like
Ariel, is somewhat 'moody’ announces to Ludolph that the son of his enemy
will shortly become his prisoner. After a comic episode we see Prince Leude-
gadt, with his son Engelbrecht—the Ferdinand of The Tempest—and the
councillors, hunting in the same forest; when Engelbrecht and his com-
panion Famulus, having separated from their associates, are suddenly en-
countered by Ludolph and his daughter. He commands them to yield them-
sves prisoners. They refuse, and try to draw their swords, when, as Prospero
tells Ferdinand:
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For | can here disarme thee with this gicke,

And make thy weapon drop.
50 Ludolph, with his wand, keeps their swords in their scabbards, parayses
Engelbrecht, and makes him confess his

... Nerues are in ther infancy againe,

And haue no vigour in them.
and when he has done so gives him over as adave to Sideato carry logs for
her.

The resemblance between this scene and the pardlel scene in TheTempest
isrendered still more striking in alate part of the play, when Sidea, moved by
pity for the labours of Engelbrecht, in carrying logs, declares to him:

| am your wife, if you will marry me,

an event which in the end is happily brought about and leads to the recon-
ciliation of their parents, the rival princes.

Mr. de Perott in The Probable Source of the Plot of Shakespeare's
' Tempest,' and Mr. Henry Thomas in his recent Spanish and Portu-
guese Romances of Chivalry, both point the resemblance between The
Tempest and the Mirror of Princely Deeds and Knighthood, trandated
from the Spanish of Ortunez de Caahorra, and printed in 1580.
That Shakespeare knew the book is proved by Fasaff's reference to
it in King Henry the Fourth. Various princely magicians occur there,
epecidly Polistes, Prince of Phrygia, who lives on an idand with his
two children, and practises magic. There is dso areference to another
idand caled 'Artimaga after its mistress, the most wicked and abom-
inable among women, who worshipped only the Devil and had by him
a son caled Fauno, a whose birth she died. Theidand passed to this
son and was frequented by devils. The name Claribel, the princess
who in The Tempest marries the King of Tunis, dso occurs here, as
well as accounts of ships moved and tempests cdled up by magic.

The New World adventure part of the play is largely taken from
books, but a0, | believe, from talks with returned adventurers. Eden's
History of Travaille, published in 1577, gives an account of a voyage to
Patagonia, in the course of which certain natives kidnapped by the
voyagers began to cry out to Seatebos, ‘chief devil of the many they
worship,’ to ddiver them. In this work occur aso the names Alonso,
Ferdinand, Sebadtian, Gonzades (which appears in The Tempest as
Gonzalo), and Antonio, Direct dlusions have dso been found in the
play to SrWalter Rdeigh'sDiscoverieoftheLarge, Richeand Beautiful
Kingdom of Guiana, 1596 From another pamphlet Shakespeare drew
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the form 'Bermoothes for Bermudas. But he borrowed most from
contemporary accounts of a sensational voyage to the Bermudas, of
which die fullest is Slvester Jourdain's A Discoverie of the Barmudas,
otherwise called the lie of Divils by Sr Thomas Gates, Sr George
Sommers and Captayne Newport with divers others, published in 1610.
Jourdain was a survivor of this voyage, in the course of which the
Admiral's ship parted from the rest of the fleet in a tempest and was
driven on the Bermuda reefs. The sailors gave themsdlves up for logt,
but the vessd, wedged between the rocks, did not founder, and since
the storm passed as quickly as it came they were able to get ashore.
Not a single person had perished and the sailors, having fallen adeep
from exhaustion and awakened to find al well and their clothes dried
by the tropica sun, began to talk of enchantment. The other ships
were dispersed by the storm but the greater part met again and returned
in consort to Virginia, where they gave out that the Admira's ship
was lost with al aboard. A few months later Sir George Sommers and
his men returned to Virginiain two cedar vessadls which they had built
on theidand.

A supplementary account of the same wreck is given by Purchas
from the narrative of William Strachey, a Virginian official, who was
aso apoet and afriend of poets, particularly of Chapman and Jonson.
In Strachey's account the antics of Ariel are anticipated:

Only upon the Thursday night [just before the storm] Sir George Sommers
being upon the watch had an apparition of a little round light like a faint
starre trembling and streaming along with a sparkeling blaze halfe the height
upon the Maine Mast, and shooting sometimes from shroud to shroud.

He dso rdates that during Sommers enforced stay on the idand,
described as uninhabited, severd conspiracies took place and a 'sea
mongter in shape like aman' was seen,' having at his ebows large fins
like fish.'

These main sources then, the Spanish romance, Ayrer's drama, and
Sommers voyage, have been fused into a sngle theme, the nearest
points of association being the desert idand scene, the common atmo-
sphere of congpiracy and the enchantment in which al three stories
are wrapped—for Jourdain in a subsequent edition of his book took
pains to deny that the Bermudas were enchanted, probably at the
request of the Council of Virginia, who did not want maritime adven-
ture discouraged.

When these themes are extracted from The Tempest, what is left?
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There is, of course, the Masgue, but that is no more than a spectacle
—the 'creaking throne come down the boys to pleass’ as Jonson has
it—and though not irrelevant, principaly intended to bolster up the
thinness of the play which even withits aid is the shortest that Shake-
gpeare wrote. What ése? The drunken sailors Trinculo and Stephano,
and the plot againg Prospero, which has no connexion with the main
plot of brother pitted againgt brother; and Cdiban. His name is a
variant form of 'Carib’ or 'Cannibal’ or 'Galiba’ the name of a
fierce West Indian tribe. So far heis only avague ssamonster ssenin
the Bermudas—amost certainly a dugong or sea-cow, an anima for
which the term 'moon-cdlf is extremely appropriate—spiced with a
hint of the Devil in a Spanish romance. And there dso remains Arid,
who so far isarather colourless German fairy in one tae and a pyro-
technic display in another. And there is Sycorax, the Devil's mother;
athough she never gppears in person in the play, her malignant spirit
colours the whole plot; and, like Cdiban and Arid, she is given a
particular history which cannot be discovered in any of the three
sources noted.

Let what remains of The Tempest by removal of the easily trace-
able materids be told as a story by itsdf, and let it be remembered
that tradition has dwaysidentified Prospero with Shakespeare himsdlf:
when the magician breaks his wand, drowns his book, dismisses his
familiar and returns to his native land where 'every third thought shall
be my grave,' he is Shakespeare on the point of departure for Stratford
saying good-bye to the enchanted lands of drama. According to this
view, The Tempest with its 'heavenly music' and ‘airy charm' is the
last work of his genius, in which he "abjures the rough magic' of his
previous tragedies. The Ferdinand and Miranda part of the story
corresponds with this identification, if Miranda can be regarded as a
type of Shakespeare's daughter Susannah; Susannah had recently
married and Shakespeare was fond enough of her and her husband,
John Hall of Stratford, to makethem, rather thanhiswife, his executors.

To begin with Sycorax. Her name, which occurs nowhere dse in
Elizabethan literature, evidently means Pig Raven. She is dead when
the play begins, her only rdlics are a legacy of fear and hate and her
monstrous son, Caliban, begotten on her by the Devil. Her skin was
swarthy (for she was born in Algeria) and her eyes blue-rimmed with
debauch. Through her devil-god Satebos, she exercised great power in
her native country—such power, indeed, as to control the Moon
hersdf, ‘'make ebbs and flows and ded in her command.' Her witch-
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craftswere so many and terrible that she was eventudly banished from
Algiers. But 'for one thing she did' (we are never told what) 'they
would not take her life! On an idand where she was marooned for
twelve years, when with child of Caliban, she pent in a tree an airy
spirit cdled Arid who was too delicate 'to act her earthy and abhorred
commeands,” Arid afterwards became the familiar spirit of Progpero
who had set him free; Cdiban exercised no dominion over him.

Cdliban had at first teen by no means so unattractive as one might
expect of a 'freckled whelp hag-born," atrue son of the Devil. Progpero
used to stroke and make much of him, lodging him in his own cdl
and educating him; but Cdiban repaid him with enormous ingratitude
and became the vilest monster that could be concelved, finaly making
an attempt to seduce Miranda. Caliban claimed, however, that Pros-
pero was as much beholden to him as he to Prospero, because he had
shown him al the qudlities of the idand, which was his own through
Sycorax, such as fresh springs, brine pits and fertile places, without
knowledge of which Prospero might have perished. Now Prospero
had lodged him in a sty and made him a servant as a punishment for
doing such wickedness as, indeed, he regjoiced in having done. Arid,
moreover, used to torment him if he shirked the work he hated; so
he was overjoyed when two shipwrecked salors, Stephano and
Trinculo, taught him to drink and undertook with hisaid to dispossess
Progpero of the idand. Ariel and Prospero discovered the plot, and
the conspirators, made ridiculous by their theft from a clothesline
of glistening apparel, Progpero's magic robes, were chased by Arid's
fairy hounds until they howled for mercy. Caliban then made a
recantation:

. .. what athrice double Asse
Was | to take this drunkard for a god?
And worship this dull foole?

which carries as little conviction as his fear that the arts of Prospero
were such that they would even have made a vassal of Setebos.

In the year 1600, Shakespeare's Sonnets were published, in jumbled
order, with the following dedication over the initids of T.T. (Thomas
Thorpe, apublisher) and an assurance that they had never before been
printed:

To the onlie begetter of these insuing sonnets Mr. W. H. dl happinesse
and that eternitie promised by our ever-living poet, wisheth the well-wishing
adventurer in setting forth—T.T.
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| accept the generd outlines of the story behind the Sonnets as recon-
structed by Samud Butler in his edition of 1899, though | question
his dates, which are ten years earlier than those of other commentators,
as wdl as his theory that some of the sonnets addressed to the
Dark Lady were written by Shakespeare for W.H. to pass on as his
own.

Hereis their history as | read it. About 1593 Shakespeare made the
acquaintance of a boy who was certainly named Will, and very prob-
ably Hughesor Hews, asweread from the punning sonnets (20 and 135),
inwhich both thewords Will and Hews areitalicized. Already Shake-
gpeare had a migtress of whom we know only that she was swarthy
and black-eyed, and no longer young in 1599 when Shakespeare's two
sonnets, each with variant readings from Thorpe's copy, were pub-
lished by Jaggard in The Passionate Pilgrim. The boy was handsome
and unresponsive to Shakespeare's affection which was of an extrava
gant kind in the manner of the day. Shakespeare in Sonnet 94 charges
him with being temperamentally incapable of loving, 'Vnmooued,
cold, and to temptation slow'; and it looks as if he tolerated Shake-
speare only because he gave him presents and flattery.

To judge from Sonnet,, 104, Shakespeare has been sending W.H.
amatory sonnets for some three years when he decides (Sonnets 2,
3 and 6) that the 'Master Mistris of his passon (20) has now turned
twenty and ought to marry and father children as beautiful as himsdlf.
He treats him in the same elder-brotherly style as Falstaff (of whom he
was writing at the time) treated Prince Hal. The plea is not disinter-
edted; Shakespeare is jedlous of rivals and an arranged early marriage,
as we learn from the Autobiography of Lord Herbert ofCherbury, is
the Elizabethan recipe for curbing youthful follies. But his advice
comes too late. The Dark Lady grows as amorous of W.H. as Sheke-
speare himsdf, who makes his grand mistake of standing asde and
letting her seducehim with:' Taked| my loues, my loue, yeatakethem
al' (40). This part of the story corresponds with the 'Venus and
Adonis sonnets printed in The Passionate Pilgrimin 1599, and more
completely in the 'Venus and Adonis poem of 1593. Shekespeare
seams to have envisaged a manage a trois, and may even for awhile
have atained it, for he bargains with the Dark Lady that she may have
her "Will" if she gives Shakespeare his. But with Adonis safely in her
arms Venus has no need for any other man; she goes off with him.
Shakespeare never ssams to have thought it possible that he would
be deserted by both, though in Sonnet 35 where he reproves W.H. for
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the abduction of his migress he plainly admits himsdf accessory to
the sensud fault. They seem to have written him a conciliatory |etter,
dictated by the Dark Lady, in which they assure him that theirs is
the love which redly counts, and that while continuing to eseem
him highly, they intend to remain together; for Shakespeare in Sonnet
119 swdlows his pride and says with a gesture of nobility that he can
admit no impediment to the marriage of true minds.

He continues to write to W.H. and send him sonnets; but he hears
rumours which (70) he does not &t first believe, that the boy is living
a scanddous life. When he finds they are true he grieves gredly.
While pretending to pardon these youthful excesses, and in Sonnet 58
disclaiming any right to control them, he knows in his heart that W.H.
does not sin with any sportiveness: heis a cdculating sinner who sins
only to advantage. An important phase of their relations is marked by
the other sonnet published in 1599, apparently without Shakespeare's
consent (144 in Thorpe's edition): "Two loues | haue of comfort and
dispaire' namely theangel and the devil. W.H. was the angel whom the
"woman collour'd il" was corrupting to be a devil like herself—' Woo-
ing his purity with her fowle pride." Shakespeare hoped against hope
that W.H. might be better than he seemed; but the tragedy of love
grew darker. Presently W.H. with the assgtance, probably, of a riva
playwright and the Dark Lady, laid a trap for Shakespeare, inviting
him to a rendezvous. Shekespeare came, anxious to fal in with any
suggestion his friend might make, and W.H. arranged for Shakespeare
to be surprised and assaulted when about to compromise himsalf
grotesquely. | agree with Butler that Shakespeare was roughly handled
by W.H.'s accomplices, who seem to have been responsible for the
lameness of which he afterwards complains. The catastropheis marked
by the sonnets: 'Fvll many a glorious morning haue | scene' (33),
'‘Why didst thou promise such a beautious day' (34), and 'Tis better
to be vile then vile esteemed' (121). In the last of these he asks bitterly
why the false adulterate eyes of others should have been dlowed to
give sdutation to his sportive blood, or why on his frailties have there
been frailer gpies? The' sadve which he is offered is worthless.

Shakespeare having rashly given his soul to W.H. makes desperate
efforts to repair the breach in the friendship between them. They ssem
to have met intermittently, but W.H. delights in tormenting Shake-
speare, saying that he prefers the poetry of a rivd—amogt certainly
Chapman, as Professor Nimmo has deduced from the lines about the
‘affable familiar ghost' and the ‘compiers by night' (86), which can
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refer only to a poem written by Chapman in 1594. But next (if thisis
the correct order of events) we find him rebuking Shakespeare for
neglecting him and not writing often enough; perhaps at the time he
needed Shakespeare's money or protection. The affair drags on and
what has happened to the Dark Lady we do not learn.

In Sonnet 29 Shakespeare refers to his disgrace and adosence from
his friend, almost certainly a result of the Essex rising; in Sonnet 107
to the death of Queen Elizabeth in 1603 and the happy accesson of
James |, which obliterated the memory of Essex's failure and secured
the despaired survival of Protestantism as the State religion. Shake-
speare makes this an occasonfor renewing the old bondsof friendship,
‘but affection is waning and the end comes when W.H. gives evidence
againg him in some high quarter and so prevents him from carrying a
canopy inaceremonia processon. In Sonnet 125 Shakespeare pretends
not to care about the canopy; but that ambition for socia advancement
was his Achilles hed is shown by the frequency with which his
enemies satirized it. This incident made what | think was the final
breach, even after Sonnet 147 which calls him 'black as hell, as darke
as night": 'Hence, thou subbornd Informer ," he writes, 'a trew soule
When mogt impeacht, stands least in thy controule’ Suborned by
whom?

The best authority for dates are the dramas. From the wanton
light-hearted world of the early histories and comedies, we pass
through the middle comedies to the tragedies and so to The Winter's
Tale and to The Tempest, which is the god of our enquiry. Every
commentator has remarked on the cloud that darkened Shakespeare's
life about 1601 when he began writing the tragedies; but | should be
inclined to date it two or three years earlier, with the middle comedies.
There are two dternative resctions to the torments of love—flight
and fight, comedy and tragedy. As You Like It and Twelfth-Night are
romantic escapes from love, an acknowledgment of defeat, and in both
cases the girl disguised as a boy gives a clue to what was in Sheke-
spearesthoughts at thetime. With the tragedies, he makesadetermined
effort to gain control of himsdlf, but the flame of passion was not finally
quenched, | believe, until 1609, when W.H. alowed Thorpe to pub-
lish a collection of sonnets, both those addressed to himself and those
addressed to the Dark Lady. Revenge for this piratical publication,
which must have rubbed sdt in Shakespeare's wounds, seems to me
one of the chief motives for the writing of The Tempest. The extrava
gance of Sonnet 57:
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Being your daue what should | doe but tend,
Vpon the houres, and times of your desre?

and of Sonnet 18:

Shal | compare thee to a Summers day?
Thou art more louely and more temperate:

and of Sonnet 116 about love looking on tempests and never being
shaken, and tearing it out even to the edge of doom, demanded a
recantation as violent as the statement.

It was apparently a passage in | saiah that engendered The Tempest.
In the twenty-ninth chapter of Isaiah and in the eighth of Ezra occurs
the name Arid. In the firdt case it appears as the name of a town, the
city of Jerusalem; in the second as the name of a man among severd
others of no specid significance. The only other known mention of
the word in Elizabethan literature, though Arid occurs frequently as
aspiritin the Gadlic runes, isin Heywood's Hierarchie of the Blessed
Angells where he is a spirit not of air but earth. This has confused
commentators in view of Arid's title in the dramatis persona of the
First Folio," Aridll, an ayrie spirit," and in view of Shakespeare's sate-
ment that Ariel was too ddlicate a spirit to perform Sycorax's earthy
behests. But perhaps Heywood's Ariel does not come into the story:
Professor Lefranc has suggested that Shakespeare was acquainted with
the contents of amagica book written in Latin by amonk of Spanheim.
In this book, Steganographia, published in 1606, the year in which
Shakespeare's preoccupation with witches and familiars is manifested
in Macbeth, occurs a magician Zacharid with three familiars—Arid,
Raphadl and Amadl; their relationship with Zacharidl is that of Arid
with Prospero.

The chapter from I saiah, however, supplies a number of asociative
links between Shakespeare's persond story, asweread it in the Sonnets
and dsawhere, and the main literary sources of The Tempest. Nobody
familiar with the processes of romantic creation can well deny that
this passage with its references to Arid, to the familiar spirit, to the
conspiracy, to the tempest and flame of devouring fire, to the vision of
the book, to the drunken enemies, to the deep deep, which al appear
in the first few verses of this chapter, must have crysalized into
dramatic form all thefluid materia in Shekespearés mind.

1. Woe to Arid, to Arid, the city where David dwelt! add ye
year to year; let them kill sacrifices.
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2. Yet | will digtress Arid, and there shdl be heaviness and
sorrow: and it shdl be unto me as Aridl.

3. And | will camp againgt thee round about, and will lay Sege
against thee with amount, and | will raise forts against thee

4. And thou shdt be brought down, an','shalt spesk out of the
ground, and the speech shdl be low out of the dust, and thy voice
shdl be, as of one that hath afamiliar spirit, out of the ground, and
thy speech shall whisper out of the dust.

5. Moreover the multitude of thy strangers shdl be like smdll
dust, and the multitude of the terrible ones shall be as chaff that
passeth away: yet, it shdl be at an instant suddenly.

6. Thou shdlt be visited of the Lord of hosts with thunder, and
with earthquake, and great noise, with storm and tempest, and
the flame of devouring fire.

7. And the multitude of all the nations that fight against Aridl,
even dl that fight against her and her munition, and that distress
her, shall be as adream of a night vision.

8. It shall even be as when an hungry man dreameth, and, be-
hold, he eateth; but he awaketh, and his soul is empty: or as
when a thirsty man dreameth, and, behold, he drinketh; but he
awaketh, and, behold, he is faint, and his soul hath appetite: so
shdl the multitude of al the nations be, that fight against mount
Zion.

9. Stay yourselves, and wonder; cry ye out, and cry: they are
drunken, but not with wine; they stagger, but not with strong
drink.

10. For the Lord hath poured out upon you the spirit of deep
deep, and hath closed your eyes. the prophets and your rulers,
the seers hath' he covered.

Shekespeare, when he read this beautifully-worded but utterly
obscure prophecy, can have had no knowledge of the historical setting
or of the experience behind it. Yet he felt its direct application to his
own cae. There had been a conspiracy againgt himself, he had been
brought down low—'in disgrace of Fortune and metis eyes—and his
voice was as of one that has a familiar spirit. Especidly he could
respond to verse 8, reminding him of his own dreams:

Be not affeard, the Ideis full of noyses,

Sounds, and sweet ares, that giue delight and hurt not:
Sometimes a thousand twangling Instruments

Will hum about mine eares, and sometime voices,
That if | then had wak'd after long deegpe,

CA: D
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Will make me degpe againe, and then in dreaming,
The clouds methought would open, and shew riches
Ready to drop vpon me, that when | wak'd

| cri'de to dreame againe.

His own airy spirit had been oppressed by the Terrible One, of a later
verse in the same chapter, and there was a heaviness and sorrow on
Ariel—'and it shal be unto me as (unto) Arid,' Thisverseisimportant
as confirming the intimate connexion between Prospero and Aridl.
Ariel being identified in Shakespearés mind with the Arid of the
Seganographia, the sentence: 'It shal be unto measAriel' thereupon
detaches itsdlf from the context and becomes an interpolation of the
suffering man, Prospero, whose spirit is being oppressed by the Terrible
One. The only Terrible One in The Tempest being Sycorax, | fed
that the connexion between Sycorax and Shakespeare is more intimate
than appears in the play: redly it was Progpero whom Sycorax op-
pressed for twelve winters, and continued to oppress even after her
death. (Thus, as with morbid dreams, the emotiond stress is shifted
from the primary object of importance to the secondary.) It is notable
that twelve years is the space of Progpero's oppression by his brother

and that Shakespeare wrote The Tempest twelve years after his deser-
tion by the Dark Lady and W.H.

Isaiah continues:

11 And thevision of dl is become unto you as the words of a
book that is seded, which men deliver to one that is learned,
saying, Read this, | pray thee: and he saith, | cannot; for it is
Sedled, .

12. And the book is delivered to him that is not learned, saying,
Read this, | pray thee: and he saith, | am not learned.

13 Wherefore the Lord saith, Forasmuch as this people draw
near me with their mouth, and with their lips do honour me, but
have removed their heart far from me, and their fear toward meis
taught by the precept of men:

These versss confirm the impression that The Tempest is a book
similarly sedled and that Shakespeare, applauded aike by the courtiers
and the playhouse mob, who have never redized how much of a poet
he is, determines to make it his most magnificent play, in which he
will "abjure the rough magic' of the past (the magic of the greeat
tragedies which were forced out of him by the maignancy of Sycorax)
and end his cycle of plays, instead, with an airy music. He is appeding
to pogterity. The eighteenth to twenty-first verses run:
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18 And in that day shdl the dedf hear the words of the book,
and the eyes of the blind shdl see out of obscurity, and out of
darkness

19, The mesk dso shdl increase their joy in the Lord, and the
poor among them shdl rejoice in the Holy One of Igadl.

20. For the terrible one is brought to nought, and the scorner
is consumed, and al that watch for iniquity are cut off:

21. That make aman an offender for aword, and lay a snare
for him that reproveth in the gate, and turn aside the just for a
thing of nought.

The lagt two verses pertinently bridge the story of the Sonnets with
that of The Tempest.

With Cdiban for W.H., Sycorax for the Dark Lady, and Arid as
an emanation of Shakespeare himsdf, the drunken sailors Trinculo
and Stephano discover themsaves in this persona setting as Chapman
and Jonson, with a suggestion of Marston. Caliban takes' this drunkard
for a god, and worships 'this dull fool€e'; then Stephano must be
Chapman the rival poet, and Trinculo with his love of sack and drop-
scd tendencies, Jonson. My reasons for this identification are as
follows. Shakespeare introduced Ben Jonson to the public by pro-
ducing his first play. A year or two later Jonson joined ariva com-
pany and a coolness ensued between them. Jonson made two dighting
remarks to Cdiban, one in Bartholomew Fair in 1616, and one in the
prologue attached to Every Man out of his Humour when he published
it in its atered form. Mr. Percy Simpson beieves that this prologue
was written shortly after the gppearance of The Tempest, and it looks
as if Jonson knew that he was being satirized in Trinculo. The passage
inBartholomewFain

But these Master Poets they will have their own absurd courses; they will
be informed of nothing! He has (sir-reverence) kicked me three or four times
about the Tyring-House, | thank him, for but offering to put in with my
experience...

would be explained in this context where Trinculo is hunted about the
stage when discovered in Prospero's tiring-house putting on his robes.

My reason for suggesting Marston as contributing to the caricature
figures of these sdilors is that Jonson, Chapman and Marston in 1605
produced a successful comedy cdled EastwardHo!, which has a good
dedl to do with the creation of The Tempest; and that while Chapman
and Jonson were originas, Marston was perpetualy ‘steding by line
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and levd' Shakepeare's glistening apparel. Eastward Ho! contains a
footman named Hamlet, who must have been a skit on Shakespeare's
aready famous hero, and an gpprentice named Quicksilver who leaves
his master Touchstone—apparently a caricature of Shakespeare—and
goes off to join a company of drunken sailors bound on a voyage of
adventure for Virginia, the seque is a comic shipwreck on the Ide of
Dogs and discomfiture dl round. Jonson, Marston and Chapman
incurred the severe displeasure of King James for ajeering reference to
the Scots in the play and nearly lost their ears and noses.

W.H. was associated with thisrival Blackfriars company in Sheke-
spearés mind; possibly hewas, as Mr. Frank Harris bdlieves, an actor.
Sonnet 126 suggests that W.H. had acted, probably in some Court
Masque; as | read the story the Dark Lady had died in disgrace—
‘banished from Argier'—and W.H., left in the lurch, joined the rival
company of actors to spite Shakespeare. What the occasion of W.H.'s
informing against Shakespeare was we do not know, but it is likely
that they suborned him.

As Mr. Acheson points out in Shakespeare's Sonnet Sory, Thorpe
the booksdller had long been publishing books for Chapman and his
clique, and never before or afterwards published anything of Shake-
eare’s, and it seems probable that the publication of the sonnets was
arranged by Chapman through W.H. as an act of hostility to Shake-
Soeare, following their enmity of ten years. Mr. Acheson writes:

It is evident, however, as in the case of Marston, that Jonson's attacks
upon Shakespeare were ingigated largely by Chapman's persistent malevo-
lence. Shakespeare's provincid breeding, the fact that his father was a
butcher and his grammar school education were the principal basis of
agpersons of the scholars againgt him al through his London career ...

Shakespeare's application through his father, in 1596, for the confirma-
tion of an dleged grant of arms made to hisforebearswasfinaly granted
late in 1598 or early in 1599. As the scholars for years past had cast
durs upon his socid standing and had twitted him in Histriomastix
and dsawhere in his quality as an actor with being ‘within the Statute
againg vagabonds and sturdy beggars, the legd status of 'gentleman’
which he now attained through the influence of the Earl of Essx
added new fuel to their envy. This continued to be shown in poems
and plays written by Margton, Jonson and Chapman both singly and
in collaboration between 1600 and 1609.

Jonson's Every Man out of his Humour contains a parody of
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Shekespeares armorid bearings and a reference to his father's trade
as abutcher:
SOG [readd]: On a chiefargent, a boar's headproper, between two
annlets sable.
CAR: Sud, it'sahog's chesk and puddingsin a pewter field, this.
SOG: How like you them, signior?
PUNT: Let the word be 'Not without mustard: your crest is very
rare, Sr.'
CAR: A frying-pan to the crest had had no felloe.
Mr. Acheson writes:

It is apparent that such a papable parody of Shakespeare's Non sans Droict
as Jonson's 'Not without Mustard' and, in fact, the whole passage quoted,
must have been added or restored after the play had been presented by
Shakespeare's company . . .

However acrimonious the early dispute between Jonson and Marston
may have been before the end of 1599, from that time forward until
about 1606 and 1607 they were friends, and indeed a part of Jonson's
sdire againgt Marston written in this earlier period was later revised
as a satire upon Shakespeare and his supporters.

To sum up. Shakespeare after an unhappy marriage and a precarious
lifein theatrica London became a popular dramatist, and took up with
alady of wit and fashion. He developed his poetic gift late, as aresult,
he believed, of a passionate attachment to a boy named Will Hughes,
which first 'taught. . . heauieignorance aloft to flie' (78), and showed
him dl the qualities of the Ide of Poetry, the quick freshes and the
brine pits (that is comedy and tragedy). The lady fell in love with
the boy; Shakespeare condoned and even encouraged the affair and
as a result was deserted by both, and not only deserted but plagued
and insulted for a number of years. The woman, who was powerful
a Court in the last years of Elizabeth's reign through some persond
quality or power, deified as Setebos, so that she could control the moon
hersdf—that is the Queen—'make ebbs and flows and ded in her
command, eventualy fell into disgrace but did not lose her life 'for
one thing she did," and died in 1607 or 0, 'with Age and Enuy ...
growne into a hoope!

The boy, who seams to have chafed under the domination of the
Dark Lady (133), was gppeded to by Shakespeare on the degth of the

1 like to think that she was the lady-in-waiting who sent Sir Edward Gary secret

news of the Queen's death and thus enabled him to prepare King James for the successon
before any other claimants appeared.
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Queen and Jamess accession and asked to regjoin him. But he went
over to Shakespeares rivals at Blackfriars and, to judge from the
suicide dement in Hamlet and King Lear, and Sonnet 66, 'Tyr'd with
all these for restfull death | cry,” Shakespeare had frequent thoughts
of drowning himsdlf; later he ssams to have played with the notion
of leaving England altogether and living in some remote idand. In
1609, as a last act of spite in concert with Shakespeare's rivas, W.H.
published the sonnets, both those addressed to himsalf, and those
addressed to the Dark Lady which came into his possession at her
death. Shakespeare, searching for some worthier object of his affec-
tions, rediscovered his daughter Susannah, whom he celebrated in
PericlesasMariana, in The Winter's Tale as Perdita, and in The Tempest
as Miranda. He patched up areconciliation with his wife, as we guess
from the two former plays, and decided to return to Stratford and live
with his family again; Susannah had just raised him to the dignity of
grandfather.

At this point he read the chapter in I saiah and pored over it as over
some Sibylline leef that could give the clue to hiswholelife. Hewould
do this marvelous work, write this ssdled book. Ayrer's play suited
his mood up to a point, but he preferred the setting of die Spanish
romance because of the Devil Idand and because his enemies, the
drunken salors of Eastward Ho! would be more at home there.
The dugong seasmonger of Jourdain's Discoverie became Cdiban;
the Dark Lady became Cdiban's mother, because she could not
appear as his midress, because they were mother and son in the
Spanish romance, and because she was certainly much older than he
was. Thefamiliar spirit of | saiah became the Arid of Seganographia,
and took the form of Sommers vison of . EImo'sfire playing on the
shrouds before the storm. (It is possible that Arid was dso, in the
persond context, an acquaintance of Shakespeare's, perhaps a boy
actor who at the time of the writing of The Tempest wanted to leave
the theetre, but whom he persuaded to stay on for one more part.)
The Spanish romance and Ayrer's play largely determined the dream-
framework of The Tempest, but the wicked brother, who had no
persond dgnificance in Shakespeares mind although occupying a
prominent place in the play, remains a lay-figure, while Sycorax,
though dead and a muta persona, stands out strongly in the romantic
imagination as the red villaness of the piece Cdiban's attempted
seduction of Miranda is an incident in the war between the evil angdl
and the good angd.
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[Addition 1946— have since found a fourth main source of The
Tempest: the Mabinogion legend of Tdiesin, averson which Sheke-
speare (My guess i9) had been told by his Wdsh schoolmaster at
Stratford Grammar Schooal. It begins on 'an idand in the midst of the
Lake Tegid where there lived a magician named Tegid Vod, his
witch-wife Caridwen and their children Creirwy, the most beautiful
girl in the world and Avagddu, the ugliest youth in the world.
Caridwen, 'the black screaming hag,” st a child cdled Little Gwion
to gir a magic cauldron, the contents of which were intended to
compensate her son for his ugliness with the gift of great wisdom; but
by accident Gwion, not Avagddu, benefited from the potion and in
revenge Caridwen pursued him, caught him despite his many rapid
magica transformations, swalowed him, bore him again as the
miraculous child Taiesin and finaly imprisoned him in aleather bag
which she threw into the sea

The rest of the story is concerned with Tatesn, not with Tegid
Vod, Creirwy and Avagddu. It is likely that in the version told to
Shakespeare Avagddu attempted to rape his sger and Tegid Vod
banished him with his mother to Anglesay; in the Mabinogion verson
Caridwen was aso duefor punishment at the plea of one Mordawhom
she had wantonly blinded, but the sequel is not given. The origin of
the story is a myth about the Goddess Caridwen, the Wesh Demeter
who is asociated with pigs and ravens, Tegid Vod the Welsh Poseidon
and Gwion, the Wdsh Zagreus who was yearly torn in pieces and
egten by Caridwen after going through his customary transformations;
its end, to judge from parale Greek legends, must have been Tegid's
triumph over her. Lus in Arcadia, where Demeter fled from Poseidon,
was the lagt seat of the old cannibaligtic rites in Greece, in Waes it
was Anglessy. If Avagddu attempted to rape Creirwy, this would be
paraleed by Greek myths in which Satyrs (devotees of the Pelasgian
Demeter) carry off the daughters of Poseidon-worshipping Achagan
chiefs]

Avrid's song, 'Full Fathom Five' and Prospero's Epilogue to the
play remain to be examined. The Epilogue contains a curious plea to
the public, or perhaps to posterity. It amounts to this. 'l have ended
my cyde of plays with a gesture of forgiveness and reconciliation. Now
| want you, by sympathetic understanding of the sufferings which
made the play, not to let this remain a mere imaginary idand of
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melodrama but show that you have caught my meaning; then | shall
not feel that | have suffered in vain. | am soon returning to Stratford.
| trespassed, but forgive those who trespassed against me; pray for
my soul." Pray we do, though we note that Prospero's forgiveness of
his brother is the essy forgiveness of an imaginary person, while his
forgiveness of the more important Stephano, Trinculo and Cdiban is
as perfunctory and unconvincing as their gpologies, and the gigantic
broomstick shadow of Sycorax ill lies across the page.

My knowledge of The Tempest has broadened since | recently met
Miss Lilian Winstanley of Aberystwyth University, who has been
working on the political references in it. The chief importance of
her clam is this. The sudden murder of Henry IV of France in
whom all Protestant Europe trusted as its protector againgt Spanish
aggression, came as a great blow to Shakepeare. The joyful atmo-
gphereof the Masgue, which may have served the purpose of celebrating,
the marriage of King James daughter Anne to the Protestant King of
Bohemia, is clouded by Henry's desth. Sycorax in the political senseis
Catherine of Medici, a reputed witch, accused of digging up corpses
with her nails and of controlling the moon; with a contributory sug-
gestion of Mariana, the Jesuit. Caliban is Jesuitism, which Henry had
tolerantly admitted to his Court to be his own ruin, and at the same
time, Ravaillac, who was brought up by the Jesuits, inflamed by
Marianas book and entrusted with Henry's murder. Ravaillac is
written of by political pamphleteers as a spotted monster, a degenerate,
adunce; and hewasfirst racked and then pinched to death with red-hot
pincersin punishment for the murder—as Caliban waspinched by Aridl.

In 'Full Fathom Five,' Shakespeare is evidently recording a story
he has heard, how looking down through clear lagoon waters one sees
what appear to be the bones of drowned sailors encrusted with cora
—resally the skeleton-like cord formation itself. To me 'Those are
pearles that were his @es/ recdls the romantic shock of seeing under
aglass caze in a Cathalic cathedral the jewel-studded skulls of saints;
perhaps Shakespeare had the same experience in mind. If so, 'Thy
Father' is not merely Prospero's wicked brother, nor is the song
addressed merdly to Ferdinand. 'Thy Father,' | regard as Shekespeare's
old sdf, father of the Shakespeare who wrote The Tempest. This re-
generate Shakespeare sees the skeleton of his old sdf sanctified by
suffering and transformed into something rich and strange. The poem
uggests that a contemplated suicide by drowning, and a profound
dissatisfaction with the nymphs of earth, have been succeeded by a
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period of comparative calm; Shakespeare concludes that poetic beauty
isborn of great suffering. A De ProfimJis Clamavi peace has succesded
the painful bitterness of mind, especialy bitterness againgt sex in dl
its agpects, which dates in Shakespeare's plays from the opening of the
new century and appears to mark the disillusionment stage in the story
of the Sonnets. The cathedral and the lagoon are both types of quiet,
one a religious and the other a secular escape from the unhappiness
of thisworld; the jewelled bones of martyrs and the sea-jeweled bones
of gorm-tossed sailors correspond emotiondly. The skull of the dead
jester Yorick, or the skull of the happy-go-lucky early Shekespeare,
has now, after ten years, logt its charnel smell and grown pearlsin its
eye-sockets.

Miss Winstanley admits the connexion of Eastward Ho! with The
Tempest, the former being a satire againgt the expansionist policy of
Southampton, Shekespeare's patron, with dy digs at Shakespeare
himself. Quickslver is Raleigh; his personal badge having been a
figure of Mercury. James anger againg the dramatists was probably
roused by this discrediting of a policy which he himsdlf supported,
rather than by the sneer at the Scots.

Prospero in this sense is an ided king with characterigtics of both
James and Henry: James as being Anne's father, Henry in a variety
of ways. Besides the Ravaillac connexion, Henry is Progpero because
he was believed to have magic powers and even admitted possessng
them. Heis credited in Pierre Mathieu's panegyric, which Shakespeare
seems to have read, with wind-like swiftness, flight through the air
like Pegasus, unexpected appearances, all-observant watchfulness,
meteorlike brilliancy and the qudities of S. EImo's fire. Prospero's
familiar, Aridl, is represented in these very terms. Miss Winganley
has found politica counterparts for the other subsidiary characters,
and Mirandds arrival on the idand in a small boat and her peaceful
upbringing there were borrowed by political writers to symbolize
the Reformed Faith as it found shelter in England. The Gonzalo-
Antonio conversation about Claribel (Claralsabelathe Infanta) teems
with veiled politica references. Miss Wingtanley accepts the Isaiah
connexion and finds in 'the city where David dwelt' a reference to
Henry IV who was referred to by Fierre Mathieu as 'David the
Shepherd King.' She bdlieves that Shakespeare was acting as politicd
agent for the Earl of Southampton, first in his attempts to secure the
successon of King James to the throne of England, and later in his
Westward Ho! propaganda: this had as its object the founding of a



46 THE SOURCES CF ' THE TEMPEST®

Protestant Empire in the New World as a means of combating the
Catholic combinationwhich drew its strength from American revenues.

Miss Winganley has produced irresigtible evidence that there is a
dose correspondence between the imagery of Shekepearés dramas
in the new century and the imagery of contemporary Huguenot and
anti-Spanish pamphleteers. | do not go so far as she does and suggest
that the plays were written as propaganda; but it is dear that this -
imagery could not have been introduced into his plays unless the
political interest in his life had been a powerful one. Shekespeare, it
has lately been discovered, lodged with a Huguenot family in London,
and three legends about him gppear credible in the light of the sugges-
tion that he worked for the counter-espionage system againgt Spain:
firgt, the legend of the private letter which King James wrote to him
complimenting him on his plays, second, that of the £1,000 which
Southampton gave him for the purchase of a plot of ground (though
he never paid more than £320 for any such purchase); third, the
suspicion that he died of poison. The sze of his estate & his death, in
view of the sneers of riva playwrights againg his lavishness in provid-
ing dinners for his lickspittle friends, may dso be explained by this
theory. TheVenetians said that the King of Spain swore revenge on the
English dramatists, and yet, apart from Middleton's Game of Chess,
very little direct anti-Spanish propaganda occursin Elizabethan drama.
Why this desire for revenge?*

The Continental pamphleteers wrote under initials or pseudonyms
for fear of the horrible fate that would overtake them if Spanish
agents discovered their authorship. One of the most prominent,
Boccdini, an Itdian (who on one occason vidted London), cdled
himsdf Orpheus. An En%Iishman, Sir William Vaughan, who cadled
himsdf "Orpheus Junior” to underline his connexion with Boccdini,
published in 1626, three years after the gppearance of Shakespeare's
FirstFolio, abook of secret politica history caled The Golden Fleece.
From thisbook MissWinganley hasgiven methefollowing remarkable
extracts.

From PART |

Above al the magnificent courts which the sun beholdeth from Eagt to
West and from the one Pole to the other, it is noticed that Apollo as it were
by sympathy of some heavenly influence, beares particular affection to the

It has since been proved that the occasion of Marlowe's death was not a vulgar tavern
brawl, but pdlitical intrigue
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Royall Court of Great Brittaine and tenders the welfare thereof as of his
own Parnassus. Insomuch that his Imperial Mgesty foreseeing that Guy
Faux and his damned confederates would have blown up the Parliament
House, with the King and Estates there assembled upon the fifth day of
November, 1605, and that they afterwards intended to set up their Romish
religion heefirst caused one of the Aeriadl Spirits to insinuate into Tressam's
braine and by often nibbling on his imagination to procure from him that
Aenigmatical letter wrote his brother-in-law, the Lord Mounteagle.

Then out of his divine love towards this monarchy he assgted the Genius
of the learned and most noble King James to discover the whole plot, by
unlocking with the Key of Prophecie the Mysterie of that intricate Letter
more intricate and dark than Sphinx his riddle, so odious appeared this
Butcherly and Diabolical! Treason unto his Sacred Spirit. But for al his
examinations and vigilant cares Apollo could by no means ferrit out the
Fox; for the Devill had transformed the beast into an Angel of Light, until
Ravaillac that monster of Mankind had massacred the great Hercules of
France, King Henry the Fourth. Upon which accident One, Peter Ramus
.. . informed Apollo that the said Ravaillac the very morning of the same
day when he committed this lamentable murther, was heard to maintaine
that Paradox: how justifiable and glorious an act it were for a Sibyll to kill a
Tyrannical or Heretical Prince.

Apollo€s griefe conceived by this assassinate and Tragical event became
somewhat assuaged when he knew the cause of this inhumane butchery
proceeded through the King's owne credulite and tenderness of heart in
admitting the Jesuits into France, againgt the will of the Sorbonnists and
afterwards fostering them, like AEsopes snake, in the Louvre his Royal
Pdace, whose common maxime he knew to be: One God in Heaven, One
God on Earth and one Catholick King.

... Apollo commanded Robert Earl of Essex Lord High Marshall of his
Empire and Sir Philip Sidney, the Provost Marsha of his Court, to make
diligent search and enquire within the Precincts of his Territories for the
body of Mariana.

... [of Charles I]. His Highness devoted himsdlf and his Kingdom to bee
perpetually governed by the Lawes, Charters and Prescriptions of Apollo's
Court.

[Mariana the Jesuit is tried before Apollo's Court]... Ye have most
traitoroudy infringed God's pesce in plotting to blow up the King and
Edates of Great Brittaine. This sacred bond have ye cancdled when
Ravaillac that devill of men by the ingtigation of your seditious booke, did
massacre the Prince of his native soyle, Victorious Henry the under-miner
of that Catholick Monarchic which the Spaniards dreamed of. This chaine
of charitie have ye violated and torn asunder when a sundry times you
whetted on smple creatures more silly than sheep to take arms againgt their
native prince.
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PART I
[Apallo exhorts King James to put the laws in joint:]

Yet now is come Adtraids Golden Age

A King of Denmark's Bloud, Lawes out of joint

As there in written Booke's hee shdl appoint.

None then shall wrest, as would King James ordaine
A secret law hatcht in one Lawyer's braine,

PART 111

[Apallo urges the English to colonize the Bermudas and Newfoundland:
Newfoundland especidly, because there they will get plenty of wood and
fish.]

1. Fird, this Trade of Fishing multiplyeth shipping and mariners, the
principall props of this Kingdom.

2. It is near unto Great Britaine, the next Land beyond Irland, in a
temperate Aire, the south part thereof being of equal Climate with Little
Britaine in France.

... To this | add the great benefit which may be made by woods, being
pine, birch, spruce.

... No place in the world brings naturally more store of gooseberries
filberts etc.

[Apollo also advises the colonists to get rid of dl lawyers. He encourages
the colonization of the Summer Idesin the Bermudas]

All these hopeful projects did his Maestic lay before our Britaines,
exhorting them to become more industrious, to cast by the hideous coat of
Poverty, and with an undaunted courage to sail into the uttermost Ocean.

It is hard to say what is meant by Apollo's Court; very likely the
playwrights of the anti-Cecilian clique were dlied in the counter-
espionage business for which the theatres were the best possible centres
of information. That Shekespeare asigted in the discovery of the
Gunpowder Plot is a startling notion, but | cannot see where dse
this argument leads; the reference to Hamlet is clear enough.

The poetic nucleus of The Tempest seems to have originated in a
dream or deep trance. It is impossible to say how far Shakespeare
understood after writing each scene what it was about—how far, for
ingance, he recognized in Cdiban these various components. the ugly
boy of Wdsh legend, an Adriatic devil from a Spanish romance; a
seacow Sseen in the Bermudas, Jesuitism incarnate in Ravaillac;
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Mr. W. H.; the Malus Angelus of a morality play; with Trinculo
under his gaberdine, a tableau vivant caricaturing the Two-Heeded
League; and when taking of his dreams, the natural genius of poetry,
true heir to the magicd idand through his witch mother, whom
Prospero by his scholarly arts has deprived of his birthright and
turned into adull drudge.

My object has been to account for those fanciful and irregular forms
occurring in romantic poetry, which dasscd tradition ascribes merely
to ' poetic madness’; not to anatomize The Tempest with the falacious
notion that by presenting a certain phenomenon in terms of others one
can arrive at a knowledge of its unique character. The Tempest may
be in one agpect a play of revenge on Shakespeare's persond enemies,
in another his farewell to the gage; in another a political satire; in
another (as Mr. John Still has suggested) a religious mystery; in
another a theatrical spectacle to please the common people and make
money; in another a loya tribute paid to the King on the marriage
of his daughter. Yet even if every such aspect, and every historica
source, has been discovered and isolated, there till remains the poetic
event, The Tempest, which transcends its components.






THE FUTURE OF POETRY
(1926)

THE FUTURE OF POETRY

MR. ROBERT TREVELYAN in his Thamyris, or Is there a Future for
Poetry? is chiefly concerned with the change that has come over poetry
since it ceesed to be chanted to music and began to be first recited,
then read aoud, then read dlently. These are important changes,
though not at all so recent as Mr. Trevelyan makes out. English poets
have not chanted their poems since the time of Caedmon, and the
dlent reading of poetry dates back far behind the invention of printing
in the fifteenth century to the time of the great copying-schools of
Hellenigtic Greece, which made it possible for private people to build
up large libraries. However, it is true that since the beginning of this
century public recitations have become rarer, the habit of reading aloud
in the home has declined and poetic drama is on its last legs. Unless
some new mechanica contrivance enables us to listen to recorded
poems as quickly and casudly aswe turn the pages of abook of verse
—but neither the gramophone nor the radio can yet do that for us—
poetry will be written more and more for the eye and the inner ear,
rather than for the ear and the inner eye.

In primitive times the rhythmic swaying of the poet, the tap of his
foot on the ground and the twanging of his harp were needed to
induce in an audience the necessary trance which enabled them to
think in poetic terms. The trance is now induced by typographical
conventions: the division into lines each beginning with a capita
letter, the leaving of a space between stanzas, the use of wide margins
and large print; wherever these conventions are digpensed with, or
modified, itisdifficult to read poetry with perfect atention. No similar
convention is used in public recitas of poetry except the stage voice
and the stage manner, which are apt to antagonize sengitive listeners;
and most poetswhen they read their ownwork aoud affect alugubrious
and tondess drone like a man confessng to a crime under hypnotic
influence.

We are not accustomed to ligtening attentively to long recitations
of verse-romances or epics and have a far shorter aural memory than
our ancestors, but the inward ear can be trained not only to remember
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rhymes and structural sign-podts of various sorts but to become aware
of the texture of verse that is being dlently read. Besides when a
poem is printed, one can aways glance back to confirm the meaning
of a passage and ill keep the continuity of the rhythm in one's head.
With a recitation this is impossible; aso the reciter rarely adjusts the
tempo of the lines to the sense or digtributes the emphases correctly.
Persondly, | didike the sound of my reading voice only less than |
didike professiona elocution, and cannot bear to hear a stage-per-
formance of any poetic play of Shakespeare's or Marlowe's.

Altogether, | think, Mr. Trevelyan is wrong to regard the abandon-
ment of the 'singing tradition' in English poetry as a bad thing. One
can gppreciate a printed poem fully without the mediation of the
interpretative artist; just as trained musicians get a purer delight from
reading an orchestral score than from hearing it played by even agood
orchestra. And, granted equa inspiration and intelligence, poetry
composed and transmitted orally aways sets itsdf alower standard of
technica accomplishment than poetry composed with the help of pen
and paper and transmitted in print. (It would be unfair to quote the
poems of Homer in evidence to the contrary, because they were given
a careful literary editing a the court of King Pisistratus of Athens
and were further refined by Alexandrian scholars.)

Mr. Trevelyan discusses the future of verse forms and comes to the
conclusion that anything may happen, but hopes sincerely that it
won't. Some of his statements are wildly unhistorical, eg. 'Blank
verse is the oldest of our verse forms—it was not introduced until
Tudor times—and 'The conscious principle according to which
English verse has been written from the time of Chaucer until recent
years has been syllable-counting.' Syllable-counting is a principle of
Continental prosody imposed on English by the Norman-French
invaders; in die earlier native prosody the metre was determined by
the dress-centres of the line and the time-intervals between them.
This earlier prosody has never been abandoned by popular poets and
isfrequently used by poets of culture. Itsmost familiar useisin nursery
rhyme and country ballads.

Misty, moisty was the morn,
Chilly was the weather;

Therel metanold man,
Dressed dl in leather,

Dressed dl in leather
Againg the wind and rain.
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It was, how do you do? and how do you do?
And how do you do? again.

At Wedneshury there was a cocking,
A match between Newton and Scroggins,
The colliers and nallers left work,
And dl to old Spittle's went jogging.
To see this noble sport,
Many noblemen resorted;
And though they'd but little money,
Yet that little they freely sported.

Though the syllables number mogt irregularly, nobody can deny that
the pieces scan. | write of stress-centres rather than of Stresses, because
often the stressisnot on one syllable but, asin how doyou do? andhow
do you do? spread over two or three. Anglo-Saxon verse was dl
dliterative and stressed, its syllables uncounted. William Langland, a
contemporary of Chaucer's, though the most famous of the middle
English poets to revive the Anglo-Saxon dlliterative metre was by
no means the only one. In the sixteenth century John Skelton wrote
in the native gyle as often as in the Continental, though reducing
the dliteration and adding rhyme. In the seventeenth century, Shake-
gpeare, who had been dominated at first by the Continental prosody in
vogue a the London theatres, gradualy rediscovered his native
inheritance, and transformed the foppish blank versewhich Surrey and
Whyatt had brought from Italy into a metre in which both principles,
native and Continentd, interacted; it was a metre capable at times of
dresses as turbulent as those in Beowulf, while at others it could till
strut syllabically like an Italianate courtier.

The two principles of prosody correspond in a marked way with
contrary habits of life and political principles. the cdm, feuda prin-
ciple of preordained structure, law and order, culture spreading down-
wards from the king and peers, the commund principle, threatening
the feudal scheme from below—impulsive, emotional, headless, un-
foreseegble. The rare poets who have contrived to reconcile the two
principles have dways, like Shakespeare and Skelton, had one foot
firmly planted in the Court and the other equally firmly in the market.
The feuddism of the eighteenth century made for conscientious
syllable-counting; the Romantic Revivd, intimately connected with
the French Revolution, re-introduced stress-prosody. The future of

CAE
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English prosody depends on the political outcome of the dass warfare
now declared.

Classicd prosody is tinged with what Dr. Scripture cdls the typo-
graphical fdlacy, namely, that the space between printed letters and
the space between printed words represent an actua time-interval, or
at leadt that it is possble to divide a verse into feet by driving wedges
between syllables; whereas, except for pauses indicated by punctuation
marks, spoken verse is redly one continuous flow of the voice-stream,
and when a senditive instrument is set to record it, there is nothing of
a regular rise and fall in the resultant wavy line to indicate either
gyllables or feet. Most of English dasscd verse, while conforming
typographically to the syllable-counting principle and to the rigid
dualism of 'short or long? which goeswith it, derivesits quality from
a far subtler musical scheme than that of an ordered sequence of
aoproximately identical iambs, dactyls and what not; in fact, the
musicd delight we derive from, say, Gray's Elegy is not and never
was one of elementary arithmetic, but is based on the variations of
distance, pitch and sonority between what custom arithmetically
marks off asidentical feet. Thisisnot to rule out the useful convention
of the syllable. Its adoption in classcad verse has meant the calming
and dowing down of rhythm, suitable for grave and reflective thought;
its neglect, in the prosody of sress-centres, has made for fury and
turbulence.

Mr. J. B. S. Hddane in his Daedalus, or The Future of Science, has
afew linesto spare for the future of poetry. While lavish of his quota-
tions from poets living and dead, he takes a gloomy view of the poetic
scene. He affirms that the decay of poetry to-day is dueto the defective
education of the poets; that at present not a single competent poet
understands industrial life, and that no poet since Shelley has been up
to date in chemicd knowledge, and that if we want poets to interpret
physicd science, which is, he says, vastly more stimulating to the
imagination than are the Classcs, we must see that our potential poets
are ingtructed in science and economics.

Not until our poets are once more drawn from the educated classes (I spesk
asascientist) will they apped to the average man by showing him that beauty
in his own life, as Homer and Virgil appeded to the street urchins who
scrawled their verses on the walls of Pompeii.

But is poetry in decay? Decay presupposes a prime; and poetry
has never had a prime in which it has been in touch with the ‘average
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man,” except in primitive societies where it sarves magical purposes,
or in advanced socieies where, during a common caamity, distinc-
tions of dass, education and occupation temporarily disppear.

And is Science theinterest of the average Englishman any more than
Poetry? There are a few intellectuals redly interested in its develop-
ments, many commercias less interested in it than grateful for the
comfortsit provides, and very many manual workerswholly indifferent
to it, except as its development affects wages and prices. And, in any
cass, what does 'average’ mean? Until a cerebra index can be estab-
lished to decide intelligence even as accurately as a cephalic index
decides race, and until poems can be subjected to a critical andysis as
readily as physicd substances are to spectrd andyss, we cannot
scientificaly assume that an average can in either case be struck.

| don't know what 'competent poet' means to Mr. Hadane. Pro-
fessona scientigts, he says, have no perception of literary form; and
snce he is now writing as a scientist, the only meaning which he can
rightly attach to 'competent' is 'approved in literary circles—but
literary drcdes are notorioudly fallible. Mr. Haldane is misinformed
about the education of living English poets who are ‘competent’ in
thissensa. Among them areto be found an architect, amining enginesr,
an economic expert, anavvy, ascavenger, asenaor, anatura historian,
amuseum official, a professiona soldier, a clerk in the Standard Qil
Company, a tramp, a dog-breeder, a peer, a seaman, and a meta-
physician. As an ingtance of a poet who has been up to date in Science
since Shdley, what about Francis Thompson? At one time it was his
chief interest. Mr. Hadane suggedts that redly competent poets
interpret life: therefore well-educated poets of the future will achieve
great poetry mainly by interpreting Science and Industry, which are
the only forms of activity not at present suffering from decay. When a
stientigt taks about interpretation absurdities sprout. The nearest he
can gt to interpretation is a smplifying of technical language into
something rudely resembling unlearned speech: Einstein Made Easy,
Mendelism at a Glance. The scientific method is consistently one of
accurate equations and reasonable cross-references, eg. 'the sum of the
squares on the smdler sdes of a right-angled triangle is equa to the
sguare on the hypotenuse side’; or 'water is formed of two parts of
hydrogen gas to one part of oxygen'; or' the negroid races are charac-
terized by black skin, broad lips, and curly black hair." When therefore
a scientist speaks of a poet 'interpreting’ industria life he expects the
interpretation to be as simple as Pythagoras interpretation of the two
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Sdes of the right-angled triangle in terms of the hypotenuse, or any
other interpretative formula of the physcist or anthropologist. Now,
whileit may be discovered that |egitimate cross-references can be made
between the images or rhythms of a poem, and the physicd and
imaginative context in which the poet was Stuated at the time of
composition, the scientist cannot expect, even in traditional poems, to
find any constant formulaequating die poem with its context. He must
not expect, for ingance, that because the origind Royal George did
go down, as Thomas Campbel reates, with Admira Kempenfeldt
and his twice four hundred men on board, the origina 'schooner
Hesperus wasasowrecked. Asit happens, shereached Boston harbour
with a damaged bowsprit only; the female lashed to a mast, which
Longfellow noted in his diary account of the same storm, belonged to
avesd whose fate was never 'interpreted.” And Longfellow's phrase
about the old moon having theyoung moon on her arm issavage from
another wreck atogether, that of Sir Patrick Spens White Ship onits
return from 'Norraway O'er the faem.' And Sir Patrick Spens himsdif,
if it comes to that, had nothing whatever to do, historicaly speaking,
with ether of the two voyages which, fused together, form the
subject of the ballad which bears his name.

That Mr. Haldaneis unaware how well educated, in his sense, many
‘competent poets are is probably due to their refusal to interpret
scientific or industrial experience in the way he intends; and, the fact
is purely literary poets are those who appeadl most to scientidts, as
Mr. Haldane's own quotations prove. | cannot imagine that he would
havemuch usefor amodern Purplelslandin physiology, aL ovesofthe
Plantsin botany, or aPolyolbionin geography; and | havenot noticed
him rushing into printwith a retraction of his statements on account
of Mr. Alfred Noyes recent accomplished epic, The Torchbearers,
which purports to record the triumphs of Science throughout the ages

But those urchins of Pompeii: were they really so entranced with the
Iliad and Aeneid that they could not contain themsdves when they
saw a blank wal? A smpler explanation would be that they were
showing off their handwriting, and the first things that occurred to
them were the lines of verse which had been beaten into them that
day at school. On the nursery wall next door, as| write, thisingpiring
legend is chalked:

Dame Trot was an old woman with kind blue
gyes and awhite ..
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for | have two urchins learning to read and write, and their School
Primer opens with Dame Trot. And does Mr. Haldane remember the
Greek epigram of the doctor who objected to his son learning Homer?
He complained that the boy came home with a rigmarole about one
Achilles, who sent many valiant souls down to Hades 'What good
does that stuff do him? Why, | mysdlf, in the course of my profession,
have done as much as Achilles’ The doctor anticipated (by two
thousand years) Mr. Haldane's view that the Classcswere played out;
and that was even before Virgil's time.

However, | agree with Mr. Haldane that poetry isin abad way these
days. The working dasses do not read poems: they read little except
the Sunday newspapers. This is because eementary education is
amed at increasing theindustrial efficiency and the civic obedience of
the masses, not at humanizing their culture. The necessarily uninspired
teaching of poetry in eementary schools has disinclined the children
to continue their acquaintance with it after the leaving age. But at
least they have learned to spell, and in their Sunday's leisure they read
lurid accounts of the world to which they do not belong, the world of
moneyed folly, of unnatural vice, of sordid crime, of political intrigue.
The commercid dasses have had a somewhat better schooling. They
do not read poetry ether, except in regions where the old-fashioned
parlour tradition survives: there John Oxenham's books of verse are
laid out on the table next to devotiond tracts and the novels of Dickens
and Charles Garvice, and perhaps read. Those of them who have had
secondary school  education are supposed to know something of
English literature; and have 'done’ Shakespeare, dong with French
and geometry. They do not read poetry either: they are deeply s
picious of it as something concerned with boring messages about truth
and beauty. They read light modern novels, short sories and the more
ebullient daily papers.

Open any monthly magazine of commercid fiction. Each story is
thoroughly workmanlike. The loca colour is carefully applied, the
plot well handled, the characters plausible, and consderable demands
are made on the reader's observation and memory as the denouement
approaches. But the genera run of verse chosen to fill up the blank
spaces between these dories is as band, nerveess and amateur as
could be. The reason is that there is a genuine and sincere demand for
the short story but no such demand for verse its appearance in the
magazine is a quaint surviva from the days of the early Victorian
Keepsake annual.
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The public which is acquiring a short-story sense and a Rim-sense
and a traffic-sense and a radio-sense is neither dull nor lazy. The
enthusiasm for the difficult crossword puzzle and the home-made
radio-set proves that. | see no justification for the theory that because
the demands of industrial or commercid life are so fatiguing poems
must necessarily be narcotic and smple in the extreme if they are to
find a large public. On the contrary, any stimulant to adventurous
thought is welcomed by the victims of business routine; but it happens
that poetry is no longer in fashion, and the poetry-sense has not been
cultivated correspondingly with these other snses Yet it is only a
hundred years ago snce crowds queued up for anew canto of Byron's
Don Juan and a publisher could offer Thomas Moore 3,000 guineas
in advanced royadlties for Lalla Rookh. As a marketable commodity
verse has entered a vicious circle: the less it is wanted the duller it
gets, and the duller it gets the less it iswanted. Its temporary boom
during the War was artificial and did not affect the larger reading
public.

This brings us to the professional class, with money and a back-
ground of university education and foreign travel, which fedls bound
in duty to follow the work of a few poets who show some originality
—hbut not to the extent of paying them aliving wage; so that they fall
too eadily into the temptation of wooing, futilely, a larger and less
discriminating public. And to fashionable Society, whose function is
to indulge literary and artistic caprice, and therefore supports, or half-
supports by indirect patronage, one or two modernist poets who are
experimentally amusing, like designers of hats or balet decor. Their
experiments are based on anal ogous experimentsin painting and music.
Though expressve only of the present come-what-may transitional
stage—alternately stoical and defeatist but always ironical—from the
s0lid nineteenth-century tradition to the not yet formulated tradition
of the twentieth, thisis the most interesting work now being published.
In structure it is Protean, in subject it admits no limits; in syntax it
acknowledges no duty to the grammarians; in diction it will not be
disciplined—Mr. Eliot's The Waste Land varies from the archaic
literary to the commercia and the squalidly obscene, and Miss Sitwell
confuses the senses with 'shrill grass and ‘clucking flowers; in
dlusion it is often wilfully obscure and indirect. Its chief value is its
courageous demondration of how far one can, or cannot, modify
postic tradition without falling into arhythmic nonsense.

But experimental work, as such, has no future. Last year's experi-
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mental poem is as out of date as lagt year's hat and there must come a
time, perhapsnot very many years hence, when therewill beanostalgic
reaction from futurism to some sort of traditionalism, and in the end,
back will come the Miltonic sonnet, the Spenserian stanza and the
mock-heroic epic in the style of Pope.






MODERNIST POETRY
with Laura Riding
(1926)

I

MODERNIST POETRY
AND THE PLAIN READERS RIGHTS

LET us assume for the moment that poetry not characterigticaly
‘modernist’ presents no difficulty to the plain reader: for the complaint
againg modernist poetry turns on its differences from traditional
poetry. These differences would seem to justify themselves if their
effect were to bring poetry any nearer the plain reader; even traditional
poetry, it is sometimes charged, has a tendency to withdraw itself
from him. But the sophigtications of advanced modern poetry seem
only to widen the breach. In the poetry of Mr. E. E. Cummings, for
example, who may be considered to illustrate the divorce of .advanced
contemporary poetry from the standards of ordinary common sense,
is to be found apparently not only a disregard of common sense, but
aninsult to it. Such poetry seems to say: 'Keep out! Thisis a private
performance.’

But does the poet redly mean to keep the public out? If, after a
careful examination of poems that seem only to be part of the high-
brow's game of baiting the low-brow, they till resist al reasonable
efforts to understand him, then we must conclude that such work is,
after dl, merely ajoke at the plain reader's expense and return him to
his newspapers and his Shakespeare—let us assume for the moment
that he has no difficulty in understanding Shakespeare. But if, on the
other hand, we are able to extract from these poems the experiences
which are expected of poetry, or a least see that the poet origindly
wrote them in all sincerity, then the plain reader must modify his
critica attitude. In the first place, he must admit that what is cdled
common inteligence is the mind in its least active dtate: that poetry
demands a more vigorous imaginative effort than he has hitherto been
willing to apply to it; and that, if anthologies compiled to refresh tired
minds have indulged his lazy reading habits, poets can be pardoned
for usng exceptiond means to make him do justice to their poems.
Next, he must ask himsdf whether such innovations have not a place
in the normal course of poetry-writing, and if he decides that they
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have, he must question the depth of his understanding of poetry which,
like Shakespeare's, is taken for granted and ask whether a poet like
Mr. Cummings must not be taken serioudly, at least for his effect on
the future reading of poetry of any age or style.

To begin with, we shal choose one of Mr. Cummings earlier and
smpler poems, which will nevertheless excite much the same hostility
ashislater work. Itisunusualy suitablefor andys's, because the subject
is of just the kind that the plain reader looks for in poetry. It gppears,
moreover, in Mr. Louis Untermeyer's popular Anthology of Modern
American Poetry sde by side with the work of poets more willing than
Mr. Cummings to defer to the intelligence-leve of the plain reader.
It is dl the more important to study because Mr. Untermeyer seems
personally hostile to Mr. Cummings work and yet to have been forced
by the pressure of more advanced critical opinion to include it in a
book where modernism in poetry means, in his own definition,
smplicity (‘the use of the language of everyday speech’ and the dis-
carding of that poetical padding which the plain reader and the plain
critic enjoy more than Mr. Untermeyer would admit). But Mr.
Untermeyer is speaking of a modernism no longer modern, that of
such dead movements as Georgianism and Imagism which were sup-
posedly undertaken in the interests of the plain reader. We are dedling
here with a modernist who seems to fed no obligation to the plain
reader, and to work soldly in the interests of poetry.

SUNSET
stinging
gold swarms
upon the spires
Slver

chants the litanies the
great bells are ringing with rose
the lewd fat bells
and a tdl

wind
isdragging
the
s

with
dream
S
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With so promising a title—though supplied, it appears, by Mr.
Untermeyer, since none of the poems in Mr. Cummings own volumes
have titles—what barriers does the poem raise between itsdf and the
plain reader? In what respect does it seem to sin againg common
intelligence?

The lines do not begin with capitd letters. The spacing does not
uggest any regular verse-form, though it ssems to be systematic.
There are no punctuation marks. But even if one can overlook these
technical oddities, it gill ssems impossble to read the poem as a
logical sequence. Many words essentid to the coherence of the idess
suggested have been deliberately omitted; and the entire effect is so
sketchy that the poem might be made to mean almost anything. If the
author once had a precise meaning he seems to have logt it while
writing the poem. Let us, however, assume for the sake of this argu-
ment that it is possible to discover the origina poem at the back of
the poet's mind; or at least to gather enough material from the poem
asit stands from which to construct a poem that will satisfy al formal
requirements, the poem that he perhaps meant to hint a with these
fragments. As the naturaist Cuvier could reconstruct an extinct
animd in full anatomical detail from a single tooth, let us restore this
extinct poem from what Mr. Cummings has permitted to survive.

Firgt, we must decide whether there are any podtive features in
unset which will dlow it to be judged as a forma poem and which
must occur with much the same emphasis in the proposed rewriting.
The title might be amplified because of a veiled literary reference in
lines five and six to Rémy de Gourmont's Litanies de la Rose. It
might reasonably include some acknowledgment of the poet's debt to
French influences, and read: 'Sunset Piece: After Reading Rémy de
Gourmont.' The heavy s dliteration in the first seven lines, confirmed
in the lagt by the solitary capitalized 5, cannot be discarded: the context
demands it. The first word, stinging, taken aone, suggests merely a
sharp fedling; its purposeis to supply an emotiona source fromwhich
the other s ideas may derive. In the second line swarms develops the
adliteration; at the same time it colours stinging with the association
of golden bees and softens it with the suppressed idea of buzzing. We
are now ready for the more tender s word, spires, in the third line
Slver, the single word of the fourth line, brings us back to the con-
trast between cold and warm in the first and second lines (stinging
suggests cold in contrast with the various suggestions of warmth in
thegold swarms) because silver reminds one of cold water as gold does
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of warm light. Two suppressed s words play behind the scenes in this
first part of the poem, both disguised in silver and gold, namely sea
and sun. Sea does not actualy occur until the twelfth ling, when the
s dliteration has flagged: separated from alliterative associations, it
becomes the definite image sea around which the poem is to be built
up. But once it has appeared there is little more to be said: the poem
trails off, closing with the large S echo of the last line. The hyphen
before this Sdetaches it from dream and sets it apart as the dliterative
summary of the poem; in aredlistic sense -Smight stand for the aterna
tion of quiet and hiss in wave movement. Asaformal closing it leaves
us with much the same fedling as a the start, but less acute, because
thei sound has prevailed over the s sound with which the poem began.
The sunset is over, the find impression is darkness and deep, though
the -S vaguely returns us to the two sharp s's of the opening.
Another feature which would recur in the rewriting of the poem is
the decderation of the rhythm in the last half indicated by the shorten-
ing of the lines and by the double spacing. In regular verse this would
naturally mean linelengthening, the closing of a ten-syllable stanza
sies with a twelve-syllable couplet, for example. No end-rhymes
occur in the poem as it stands but the rhyme element is strong. Though
the only obvious rhyme-sympathy is between stinging and ringing,
many suppressed rhymes are present: not only swinging accompanying
the idea of bells but bees and seas, bells and swells, spires and fires.
In the rewritten poem a formal metrical scheme would have to be
employed, but the choice would be governed by the character of the
origina poem. The rhythm would be gentle and simple, with few
marked emphases Monosyllables would prevail, with a noticesble
recurrence of ing words; and bells would be repeated. Here, then, isa
poem embodying the important eements of Mr. Cummings poem,
but with normal spacing and punctuation and a regular verse-form. It
contains no images not directly suggested by the origind, but links
up grammatically what appears to be an arrangement based on caprice.

SUNSET PIECE
After reading Rémy de Gourmont

White foam and vesper wind embrace.
The sdt air stings my dazzled face
And sunset flecks the sivery sees

With glints of gold like swarms of bees
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And lifts tal dreaming spires of light
To the imaginary sight,

So that | hear loud mellow bels
Swinging as each grest wave swells,
Wafting God's perfumes on the breeze,
And chanting of sweet litanies

Where jovial monks are on their knees,
Bell-paunched and lifting glutton eyes
To windows rosy as the skies.

And this dow wind—how can my dreams forget?—
Dragging the waters like a fishing-net.

Mr. Cummings, it may be assumed, felt bound to write the poem as
he did in order to prevent it from becoming what we have made of it.
To treat an old subject like sunset and avoid al the obvious poetica
formulas, the poet must write in anew way if heis to evoke any fresh
response in his readers at al. Not only does the rewritten verson
demand much less attention than the origind, but it is difficult to fed
repect for a poem that is full of reminiscences not only of Rémy de
Gourmont, but of Wordsworth (‘'To the imaginary sight’), Milton
(in the metrica variations taken from L' Allegro), Messs. Bdloc and
Chegterton (‘Where jovia monks . . ." etc) and Tagore in English
trandation ('Dragging the waters like a fishing-net’). Stale phrases
such as 'vesper wind' and 'silver seas have come to mean o little
that they scarcely do their work in the poem. And yet we shall see that
such phrases cannot be avoided if we are to revise the poem for the
plain man. 'White foam' is understood from the sea setting, the move-
ment of the poem, and the cold hissing implied in the sequence of S's.
"Vesper wind' is suggested by sunset, spires, monks, tells, tall wind.
'Sdlt ar, besdes resulting from the embrace of 'white foam' and
‘vesper wind, isbuilt up from stinging, sea and wind. Thetransforma:
tions in the next three lines are fairly obvious. 'Imaginary sight' is
necessary to remind the plain reader that the poem is not to be taken
literdly, a hint which Mr. Cummings disdained to give. It should be
noticed that ‘imaginary' is the longest and dowest word in the poem
yet adds nothing to the picture; in fact, makesit less red. The seventh
and eighth lines express the connexion between bells and waves which
Mr. Cummings leaves the reader to deduce, if he plesses The ninth
line is the expansion of the rose idea demanded by the context: monks,
spires, litanies are dl bound up with the Catholic symbolism of the
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rose, and in rewriting the poem it is impossible not to develop the
literary asociations of the rose as well (wafting, perfumes). The rose-
windows of cathedrals are dso obvioudy suggested. Unfortunately
lewd, too strong aword for aformal sunset piece, has to be broken up
intojovial and glutton, recdling the Christmas-annua type of monk.
The andogy between great bells and fat monks has to be emphasized,
thus introducing gratuitous words like mellow, bell-paunched, on their
knees, ec. Ingtead of taking advantage of the natural associations latent
in certain highly pictoria words, we have had to go over much un-
necessary ground and have ended by merely being banal. In lengthen-
ing the metre of the last two lines to match the dowing down in the
origind piece, many superfluous words and images have had to be
introduced here too. Fird of al, dow itself, as weakening to the con-
centration of the poem as the line 'To the imaginary sght,’ Then,
'—how can my dreams forget?—', to account grammeatically for the
vivid present tense in which the whole poem is written, and to put
dream in its more logica position, since in the origina poem it is
doing double duty for a specific image (fishing-net, following from
dragging) and the vagueness with which the image is felt.

The conclusion to be drawn from this exercise might be that poems
must in future be written in skeleton style if poetry is not to die out.
But the poetry of Mr. Cummings is clearly more important as a sign
of locd irritation in the poetic body than asamodel for anew tradition.
The important thing to recognize, in a time of popular though super-
ficia education, is the need of bringing home to the reading public
the differences between good and bad poems, the very differences that
we have been pointing out here. Poets in such a time, indeed, may
forget that they have any function other than to teach the proper
approach to poetry: thereis an exaggerated though excusable tendency
to suspend die writing of dl poetry that is not critical in intention.
(Rare exceptions, of course, occur: poets whose writing is so sdf-
contained that they are not affected by statenessin traditional poems or
obliged to attack them or escape from them.) Mr. Cummings in this
poem was redlly rewriting the other poem, the one we gave, into a
good poem. But for the rarer poet there is no 'other poem'; there is
only the poem which he writes. Mr. Cummings experimenta tech-
nique, indeed, if further and more systematicaly developed, would
become so complicated and so elaborate that the principal interest in
his poems would be mathematical. Redl poets, however, do not pursue
innovation for its own sake: they are conservetive in their methods
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0 long as these ensure the proper security and delivery of the
poem.

A poem's virtue does not lie in the way in which it is st down on
paper, asapicture's doesin theway it is st down on canvas. Method in
poetry is not anything that can be discussed in terms of physica form.
The poem is neither the paper, nor the type, nor the spoken syllables.
Itis asinvisble and as inaudible as thought; and the only method that
the red poet cares to use is one that will present the poem without
making it either visible or audible: without turning it into a substitute
for a painting or for music. Yet when conservatism of method,
through its abuse by dack-minded poets, comes to mean the supplant-
ing of poems by exercises in poet-craft, then there is a reasonable
placefor any innovationwhich brings up theimportant question: 'How
should poetry be written? and acts as a deterrent against writing in a
worn-out syle. Our suggestion is not that poets should imitate Mr.
Cummings, but that the appearance of poems like his and the attention
they demand should make it harder for poetical exercises to be passed
off as poetry. We may not accept his experimentd version of the sunset
piece, but once we have understood it we cannot return with satisfac-
tion to the formal one.

Turning back for a closer comparison of the two versions, we see
how much of the force of the origina has been lost in the rewriting.
We have begun each line with a capital letter, but the large find S
which was one of the most important properties of the origina has
thus been eliminated, and a look of unnecessary importance has been
given to words like And” To and So. In our use of normal spacing and
verse-form we have had to disregard the significance of the double
spacing and indentation, and of the variation in the length of the lines.
Forma indentation can either be a guide to rhyming pairs or a Sgn
that the first part of a line is missing, but it cannot denote musica
rests of varying value as in the origina of the poem. We have dso
expanded the suggested ideas by grammatic means and supplemented
them with thewords which seem to have been omitted. Butin so doing
we have sacrificed the compactness of the origina and dispelled its
carefully devised dreaminess. In fact, by formalizing the poem we have
not added anything to it but on the contrary detracted from its value.

The expansion of the origina by the addition of the suppressed
words has necessarily multiplied the number of j's, because the sup-
pressed words show a high proportion of these This dliteration,
sudained over severd couplets, does not match the aliteration of the
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origind, especidly since we have been obliged to use many s's that
have no sort of dliterative sgnificance ('To windows rosy as the
skies). Neither has the gradua dowing down of'the rhythm in the
last half of the poem been effectively reproduced. In the origina the
dowing down extends over the sestet of this fragmentary sonnet (the
fragmentary ling, -5, being an dliterative hang-over). But because in
the forma verdon the origind smple octave develops aprelixity
which destroys the proper baance between it and its sestet, we have
had to abandon the sonnet-form and pack into two lines words which
should have had the time-vaue of 9x. The best we have been able to
do is to keep fourteen lines (or rather seven rhyming couplets, one of
which has an extra ling). The rhymes, too, in the formal version have
mutilated the sense they express the remoteness of the scene by a
series of echoes jather than by silences—for the original lines can be
regarded as sonnet-lines filled out wtth musical rests. By transposing
the poem into a form in which a definite metrical scheme can be
recognized we have entirely dtered the character of the poem. We
have not even been able to save the scraps of regular iambic rhythm
with which we started.

Certain admissons must therefore be made. We must not only
reject the formal verson in favour of the original: we must admit
that the origind itsdlf is an intensdly formal poem. Indeed, its very
virtuosity has caused it to be mistaken for a mere assemblage of words,
aliterary trick. But since it is proved capable of yielding the kind of
experiences customarily expected from poetry, in fact themost ordinary
of such experiences, our concluson must be that the plain reader's
approach to poetry is adequate only for poems as weak &s. the criticd
effort which he is ready to apply to-them; and that Mr. 'Cummings
(to disregard the satiric hilarity in which many of his poems atrewritten)
redly means to write serious poetry and to have it read with the critica,
sympathy it dessrves. The importance of any new technicad methods,
which he employs to bring this about lies not in their ultimate perma-
nence or impermanence, but in their establishment of what the poet's
rights are in his poem: how free heis to disregard the inferior critical
efforts to which the poem will be submitted by the greeter part of the
poetry-reading public. What, then, of the plain reader's rights? They
are, like the poet's, whatever his intelligence is ale to make them.

It must be admitted that excessive interest in the technique of the
poem can become morbid both in the poet and the reader, like the
composing and solving of crossword puzzles. Once the sense of a
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poem with a technical soul, so to spesk, is unriddled and its patterns
plainly displayed, it is not fit for re-reading: as with the Sphinx in
the fable, to alow the riddle to be guessad is equivalent to suicide. A
poem of this kind is nevertheless able to stave off death by reveding,
under doser examination, an unexpected reserve of new riddles, and
0 long asiit is able to supply these it may continue to live as a poem.
But clearly its surprises cannot last for ever; nor can we, as when read-
ing the indestructible poem whose soul is not technical, go back to the
beginning when we have done and start al over again as with a new
poem.

How much more lifeis left in Sunset at this point? Have we come
to an end? Or are there further reasons why it should continue to be
cdled a poem, since it is a poem only so long as there is a possibility
of its yielding still more meaning? Did we not, without assuming any
forma verse-pattern, give a satisfactory explanation of the poem?
Did we not adso find it possible to give an entirely new view of it
on the bas's of its being a skeletonized sonnet? Did we not accept it
as anon-grammatic construction, yet still make sense of it? But could
we not show it to be potentially or even actually grammatic and make
sense of it because it was s0? Why not read swarms and chants, which
we have been regarding as nominative plural nouns, as third person
singular verbs, and read silver and gold as nouns, not as adjectives?
The poem will then stand grammatically as follows:

Stinging gold swarms upon the spires.

Silver [i.e avoice or tone of silver] chants the litanies
The great bells are ringing with rose—

The lewd fat bells—

And atall wind is dragging the sea with dreams.

And even if we had explored the technical possibilities in this poem of
thirty-one words—the grammar, the metre and other technical agpects,
the context and the association of images—we should ill be left
with the fact that it has thirty-one words, and perhapsfind in it another
formalism. Can it be a coincidence that thisis dso the standard length
of the tanka, the dominant verse-form in Japanese poetry—thirty-one
gyllables, each of word value? The Japanese influence is further inti-
mated by Mr. Cummings tendency to suggest and symbolize rather
than to express in full. In Japanese, according to the conventiona
arrangement of the thirty-one word-units in lines of five, seven, five,
seven, saven, this poem would be set down like this:

CA:F
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gtinging gold swarms upon the

spires slver chants the litanies the great
bells are ringing with rose

the lewd fat bells and a tall

wind is dragging the sea with dreams.

But stronger than the Japanese influence in modern English and
American poetry is the French, which in turn has borrowed much
from the Japanese. Mallarme, the father of symbolism, turned the act
of suggestion in'poetry into a science. He found the tradition of French
poetry s0 exhausted by serile laws of prosody that he had to practise
poetry as a stience to avoid malpractising it as an art. Rimbaud, with
al Malarmé's science behind him and endowed with a natural poetic
mind, was able to practise poetry as an art again. Similarly Mr. Cum-
mings and other experimentalists—he is to be regarded rather as an
inspired amateur than a scientis—may be preparing the way for an
English or American Rimbaud. As M. Paul Vaery, the French critic
and poet, says of Mallarme and Rimbaud, discussing their employment
of the vehicles of sense in poetry: 'What is only a sysem in Malarme
becomes a domain in Rimbaud." So modernist poets are developing
resources to which a future poet will have easy access when he turns
the newly opened-up territory into a personal poetic domain.

Although an elaborate sysem of poetic technique may come to
flower inthework of anatural poet like Rimbaud, it may on the other
hand fossilize in a convention as tyrannic as the one it was invented
to supplant. There is more danger of this, however, in French poetry
than in English. M. Paul Vaéry has even been made a member of the
French Academy, in recognition of his formal influence on con
temporary poetry. Although as traditiona in form as Mr. Cummings
is modernigt, herelies, like him, dmost entirely on the effectiveness of
images—on their power to evoke sensations, and on their strangeness.
To describe how night hid from Narcissus his own beloved image in
the fountain, he says that night did between him and his image like
" aknife shearing a fruit in two." What he means is that Narcissus and
the image formed a whole as symmetrical as the halves of an apple
before they are divided. Mr. Cummings images are as strange and as
vivid as this (‘gold swarms' or 'ringing with rose' for example); but
there is no question of making an academician of him or cdling his
mogt recent and more methodica phase 'Pope-ian,’ as M. Valéry's
last phese is known by his admirers as 'Racinian’ after the master-
craftsman of the most formal period in French poetry.
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English modernist poets dso imitate the French in the use of com-
binations of sounds to creste a musicad picture. This is, of course,
nothing new in English poetry. Gray, one of the mog traditional of
English poets, wishing to give the picture of dow and painful descent
down a seep mountain, writes:

As down the steep of Snowdon's shaggy side
He wound with toilsome march his long array.

But this usage has never been applied except as an occasond trope,
and even as such has been discouraged rather than encouraged by
criticiam. It is consdered tolerable only where the combinations of
sounds add musicalness without taking away from the meaning; never
where they over-represent or distort the meaning.

Musicaness in modern French verse means something dse the
treating of word-sounds as musical notes in which the meaning itself
is to be found. This takes poetry even farther from its natural course
than the Victorians took it with their coloratura effects. The bond
between the Victorian poet and hisreader was at least that of acommon,
though not an original, sentiment. The meaning of a poem was under-
stood beforehand from the very title, and the persuasiveness of the
word-music was intended to keep the poem vibrating in the memory
long after it had been read. The bond, however, between the French
modernist poet and his reader is one of technica ingenuity: the poet
setting the meaning down in combinations of sounds, the reader
interpreting words as combinations of sounds rather than as words.
Actudly, there is little poetic thought in Victorian poetry because of
the compromise it makes between idess and their pleasurable expres-
gon. But the compromise in modern French poetry, though less
apparent, is ill more destructive of poetic thought. It is between
idess and typography and as such implies the domination of ideas by
mechanics. By giving the letters of words a separate persondity we
have anew psychology of letters entirely distinct from the psychology
of images. A striking illustration of the attempt to reconcile these two
psychologies is a poem of Rimbaud's on the colours of the vowels.
It is plain that the colours associated with vowels will vary widey
with the individual and may be determined by so irrelevant a cause as
the colour of the aphabet-blocks which one used as a child. A better
cae might perhaps be made for the meaning-associations of con-
sonants, particularly of combinations of consonants such as &, as in
stinging, strike, stench, to denote sharp assault, and the find nch, as
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in clinch, munch, wrench, to denote strain. But it is only occasiondly
that the letters of a word imitate its meaning in this way; no generd
rule can be drawn from these examples. There are many more instances
of letters out of harmony with word-meanings than of letters in har-
mony with them. Take theword kiss, for ingtance. Isthisissany gentler
than the iss of hiss? Or is the k in kiss gentler than the k of kick?
Logicdly, such a theory should mean that a French poem written in
this way would produce the same effect on a person who did not
understand French as on one who did.

When it is remembered how such theories crowd the literary air,
it will be redized what great restraint Mr. Cummings has imposed on
himself in the matter of aliteration and other tricks with letters. He
would not, we fed, let such theories run away with him to the extent
of forcing his choice of words to depend more on the sense of their
sounds than on the sense of their images. His choice of swarms, for
ingtance, is primarily determined by the three meanings combined in
the word (the crowding sense, the bee-buzzing sense, and another
hitherto not noted—the climbing sense associated with spires and the
eye looking up to the light); not by the occurrence of s and £ or by
the presence of warm in swarms, though these are accidents of which
he takes every advantage. And this is the way such things should hap-
pen in poetry: by coincidence. The poet appreciates and confirms
rather than stage-manages. A certain amount of superdtitious faith in
language is necessary if the poet is to perform the sort of miracle
expected of, and natural to, poetry.

I
THE PROBLEM OF FORM AND SUBJECT-MATTER

Modern French poetic theory lays a ded of emphasis on the phonetic
sene of words;, and has done so0 increasingly since the time of the
Symboligts. The French, indeed, have long been dissatisfied with the
progress of poetry as compared with that of music and the arts, and
attempted to remedy its supposed deficiencies by bringing it closer
to music. To do this they have had to indst that a musicd meaning
accompanies the word-meaning and to introduce a system of letter-
notation smilar to musica notation. Three lines from a poem by
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M. Paul Vdéy will illustrate this picture-making in poetry by the
help of sounds:

[l sefit Celui qui dissipe
En conseguences son Principe,
En éoiles, son Unite.

Since we can recognize dissipe, consequences, Principe and Unité by
their English pardlels, we must rewrite these lines, if we want to test
their direct phonetic value, in some practical phonetic notation which
will completely divorce them from any associated meaning:

Ed s fee s lwee kee deesseep p'
Ahng kohnsaykahng s sohng Prangseep p),
Ahng aytwal T, sonn Ewneetay.

This is the closest approximation to the sounds that can be made in
English spelling without the use of aformal phonetic system. We are
immediately impressed by the recurrence of the strong s and ee sounds,
as we were supposed to be. This might denote a number of things:
aman whetting a scythe, a child writing on a date, or a serpent trying
to talk. On the other hand, such sounds might have nothing to do
with the subject; asin the couplet:

See fleecy sheep we legp
Across this grassy sweep

the s and ee sounds are contrary to the sense. Suppose, however, that
we did choose the idea of a serpent’s talking, as we are meant to do,
have we any clue to what the serpent is talking about? Or are the lines
supposed merely to represent a serpent talking, without any collateral
meaning? As a matter of fact, they represent a serpent talking about
God. But how are we to deduce God from the sound of the poem or
know whether the aliteration is supposed to indicate the subject or
the eocutionist? Granted that for die specid purpose of imitating a
serpent's sneers at God such odd sound combinations may be wittily
employed. But as a generd poetic practice this sort of thing becomes
no less tiresome and puerile than the incessant puns and jokes of
Goldsmith, Hood or Caverley. Wit in poetry should be devoted to
the irony of idess rather than of phonetics. If phonetics get the upper
hand in a poem, they turn it into an exercise in eocution.

Let us try another Vaerian specimen, one in which there is no
speaking in character:
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Vous me le murmurez, ramures!... O rumeur déchirante!

Because murmurez and rumeur are suggestive of their meanings in
English, we might be able to get something of the intended sense (the
murmur of wind among leaves) and even make a good guess & the
meaning of the other words; if only because we have Tennyson's.

.. immemoria ems
And murmur of innumerable bess,

as a classroom quotation to help us. Could we not, however, essily
improvise a line of the same musica character but with a totaly
different meaning:

More ordure never may restore our midden's pure manure

to show how mideading to the sense letters can be? We suspect that
the am of such poetry as this, is to cast a musical enchantment un-
dlied with poetic meaning. The meaning becomes merely a historica
setting for the music, of which readers need not be aware. We are made
to fed that M. Vaéry would not object to readers adopting the same
attitude to his poems as his own Mme Teste to lofty and abstract
questions. instead of being bored, she was musically entertained by
them. M. Vaéry, perhaps redizing the strain put upon readers by the
preciousness of his images, holds their attention by the masterly skill
of these musical digtractions.

The chief clam of poetic impressionism is that any redigtic truth
may be better conveyed by the impressions it gives the observer,
however digointed or irrelevant they may seem, than by systematic
reasoning or study. Impressionist poetry describes an object by creating
in the reader the indefinite feelings he would have on first seeing it,
not by giving definite facts about it. Thisisa method formally recom-
mended by Poe, borrowed from him to justify and explain the changes
that began to affect French poetry with Bauddaire, and reimported
into America when the French had carried Poes theory far beyond his
intentions, which had to do more with the sentiment than with the
technica theory of poetry. Poe defined poetry as a combination of
music with an ideg, resulting in indefinite fedings. But this was, after
al, only arestatement of the Classcd definition of the am of poetry,
namely to create a sublime effect for the reader; whereas the Impres-
sonigds am at a technicad correctness—they wish the reader to have
the same frame of mind as the poet had when he wrote, they wish to
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help him rewrite the poem for himsdf with the poet's mind. These
o-cdled "indefinite' fedings of impressonism, therefore, must be
expressed in painstakingly precise images, since the effect of the poem
depends on an accurate identity of the reader's fedlings with the poet's

If, then, the poet practises impressionism according to its literd
meaning, it is unfair to cal him an Impressionit in the loose, colloguid
sense of theword. Hergjects reason and logic as poetic aids, not because
they encourage definitefedlings, but becausethefedingsthey encourage
are not definite, not subtle enough for his purpose. 'Indefinite’ should
be understood in its opposite sense, namely, not defined in prose
because not definable; so definite, in fact, that ordinary methods of
measurement are not accurate enough for them. Images in poetry
which seem strained and obscure are often like distances so smdl or
s0 large that though they are red one has to discard the foot-rule and
work in abstract mathematics. Suppose a poet wishes to describe a
aunset. He could say in substance: ‘It was beautiful. The sea was
flecked with gold as the sun sank behind it. Overhead floated rosy
clouds. In the foreground hissed the slvery foam. Somewhere bells
were ringing. There was a sdt tagte in the air and the evening breeze
blew dowly in from the sea as night drew on.' Or he could say: 'It
was beautiful. Atfirst| felt invigorated. My eyes ached with the dazzle
of the sun and the sdtiness of the air. As | looked up to the rosy glory
above me, a great religious fedling overcame me; | ssemed in the
presence of God. There was aringing in my ears. | felt warm and cold
at once. But after atime the wind made me fedl deepy, so | turnedin.'
It would be possible to cal either of these descriptions impressionist
in the colloquid sense, for they would record the poet's impressions
objectively or subjectively with a view to reproducing them in the
reader. In redity, however, they would convey only a vague and
somewhat insincere amosphere, as does the formalized verson of
Mr. Cummings sunset poem; for an actua experience of this sunset
one would have to go to some such poem as his origind. In it would
be found a complicated recipe for a sunset experience, as if for a
pudding, not merely a description of what the pudding looked like or
how it tasted. And such a method turns the reader into a poet.

Strictly spesking, then, Sunset is not Mr. Cummings poem, but
the poem of anybody who will be at pains to write it. What at first
glance strike the plain reader as external peculiarities which hinder
him from approaching its meaning—the oddness of the form—now
appear as the poet's means of avoiding that conventional form which
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generdly stands between the reader and the poetic experience. Indeed,
if we look upon form as distinct from the subject-matter of a poem,
in this sense true impressonist poems usualy lack form, or are capable
of adopting a new form with every reader. The poet unites the subject
of the poem with the fedings it arouses in him. This unity makes the
poem a living whole; it is impressonistic, but not because the subject
and the fedings it arouses become indefinite in the combination. They
blend without blurring.

Looking on impressionism as one of the earliest manifestations of
the generd modernist tendency to overcome the distinction between
subject-matter and form, we redize that M. Vaéry draws the same
old-fashioned line between music and idea that Poe did: he subscribes,
in fact, to the Classica conception of poetry. He is a dassicig in the
musical associaions which he weaves into his poems, al intricately
designed to arouse 'indefinite feelings in the reader. Although he is
a modernist in his choice of the images through which he conveys
poetic ideas, images apparently intended to arouse definite feelings,
these fedlings come closer to one's physica sensation of a thing than
to one's mental concept of it. To the definite fedlings provoked by the
images, or the thought, of apoem of M. Va6ry's, theindefinite fedings
provoked by the sounds of the words form a musica background.
Paradoxicaly, it is in this musicd background that the ideas are
suggested rather than in the logica sequence of the images, for M.
Vaéry ddiberately suppresses Reason in poetry. It is this which makes
him a dassicig in form and a modernist in the thought-content of his
poems. He handles the modernist problem of achieving aunity between
form and subject-matter by letting form suggest the subject of the
poem and thought-content do al that form is ordinarily supposed to
do. The sole reason for caling this method impressionidtic is that it
does not, and could not, succeed in arriving at an ingenious baance
between the two sats of fedings, definite and indefinite, which theoretic-
aly combine to give the poetry meaning; al that it results in is the
vague blur that impressionism has come to stand for in its colloquia
ene

M. Valéry provides only one example of those modern French
theories of poetry which have had such an abnorma and unwholesome
influence on the younger poets of America and England. In Mr.
Cummings defence it should be said that, though his poetry by its
immediate effect of oddness does invite labelling, it can be understood
without reference to labels. one does not have to explain the sunset
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poem as impressonigtic, athough it makes a very strong case for
impressoniam. Any fairly good poet can be quoted to justify atheory
of poetry, however inadequate a theory it may be by which to write
poetry. Shakespeare, indeed, can be quoted to justify impressonism
or any other poetic theory, simply because he is such a good poet.
It would be as reasonable to explain Shakespeare, who was indepen-
dent of poetic theory, in terms of impressonism as in terms of any
poetic theory prevailing at his time. Though one should not overlook
the influence on Shakespeare of contemporary theoridts, it would be
fase to say that he wrote as he did from a conscious use of their
theories. If he had been critical in the way a poet is generally supposed
to be, then we should expect to find him continually demonstrating
well-chosen poetic theories. As a matter of fact, his work was such a
clearing-house of good and bad eements in contemporary poetry and
drama that they cannot have been introduced by conscious critica
choice.

It would be as absurd to say that Mr. Cummings sat down to write
a poem with al the rules of impressionism before him as to say that
Shakespeare sat down to write a play with dl the theories of the so-
cdled 'university wits before him. These men—Lodge, Pede
Greene, Nashe, Lyly and Marlowe—had to set themsdlves the deliber-
ate task of compromising between the old popular type of play, which
was violent, disorderly and exciting, and the new blank-verse play
on the dassca model, which was orderly and dull. They had for the
time being to treat the drama as a literary problem. But when we get
past Marlowe's early work and past Kidd's Spanish Tragedy we find
the drama no longer treated as a problem: it is dready a successful
convention. The London theatres are paying concerns, and Shake-
speare, fortified by his long theatrical apprenticeship, has nothing to
worry about. These dramatic experimenters left him a legacy; but he
was their natural heir by the right of his genius. What were conscious
theories in the dramatists of the previous generation became in him
inginctive habits. There are no technicd innovations in his plays or
poems. The nearest approach to invention in Shakespeareis his original
use of other peopl€'s innovations. The wits had introduced the Court
Fool on their stage, as alink between the old farce and the new classica
tragedy; Shakespeare used the part not as mere comic relief but as a
living ement of the tragedy. Similarly with the sonnet: though pre-
Elizabethan experiments with the sonnet, which little by little removed
it from the Itdian modd, were made by Wyatt and Surrey, the
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Elizabethan sonnet is neverthdess cdled after Shakespeare, though he
made no experiments with it, and though by the time it reached him
it had been successfully used by dl the Elizabethan small fry. Yet the
sonnet theory can be proved in Shakespeare's sonnets as dl pre-
Shakespearian dramatic theories can be proved in his plays.

No genuine poet ever caled himsdf after a theory or invented a
name for atheory. And it was surely a critic who first pointed out the
digtinction between subject-matter and form, and from this began
to philosophize on form; as it is surely criticism which has dways
stood between poetry and the plain reader, made possible the writing
of so much false poetry and, by giving undue prominence to theory,
robbed the reader of his power to distinguish between what is false
and what is true.

The struggle on the part of poets to make subject-matter and form
coincide in spite of criticism is an old one; as old, perhaps, as the
first critic. It should not be confused with attempts to make form suit
subject-matter (as the Pindaric ode was designed to contain any stately
flattery); or to suit subject-matter to a popular form (as the sonnet
has become agenera utility form designed to suit avariety of subjects).
The trend of modern poetry is towards treating poetry like a sengtive
substance which should be dlowed to crystdlize by itsdf rather than
poured into prepared moulds; and thisiswhy modern critics, no longer
able to discuss questions of form, try to replace them by obscure
metaphysical reflections. Modern poets are groping for some principle
of self-determination to be applied to the making of the poem—not
lack of government, but local government. Free verse has been one
of the most powerful movements towards this end. But too often it
means not local government but complete laissez-faire, a licence to
metrical anarchy instead of a harmonious enjoyment of liberty.
Strangely enough, when we come upon an example of free verse which
shows clarity, restraint and proportion, we do not think of it as free
verse, though on the other hand we do not think of it as poetry of a
traditiona form. And thisis as it should be.

The opening of a poem by Mr. Hart Crane, Passage, is a case in
point:

Where the cedar leef divides the sky
| heard the sea

In sapphire arenas of the hills

| was promised an improved infancy
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The rhyme between sea and infancy is not strong enough to midead
one into congtruing this as a regular sanza. The impression of regu-
larity comes from a careful dternation of images, from a regularity of
desgn more fundamental than verse regularity. Pessages in the
Authorized Verson of the Bible which were originaly written as
poetry provide the mogt familiar example of this:

The beauty of Israd is dain upon thy high places,
How are the mighty fallen! '
Tdl it not in Gath,

Publish it not in the streets of Ascalon;

Lest the daughters of the Philistines rejoice,

Lest the daughters of the uncircumcised triumph.

The effect of regularity is here again achieved by the recurrence of
idess in varying aternations to show the movement of the poem.
As in Mr. Cran€s poem the imaginative experience of the first two
lines is carried, by a paraldism between first and third, second and
fourth, to amore specidized meaning, from which the direction of the
remainder of the poem is taken; so in David's lament over Saul and
Jonathan there is a paralelism between The beauty of Israel and the
mighty, and between dlain upon thy high places and fallen of the first
and second lines. The scorn with which the last four lines here quoted
must be pronounced is dictated by the ironic contrast between the
high places of Isradl and the streets of Gath and Ascalon (the streets
of these Philigine cities were trenches below ground-level) and
between the God-fearing beauty of | srael and the sexualy promiscuous
daughters of the Philistines. In Mr. Crane's poem the sympathetic
connexion between the firgt four lines and the rest of the poem
depends not so much on the technica symmetry of the poem as on the
use of the images stated directly in these lines, and more indirectly
and complicatedly in those that follow. Poetry so trested is no more
than a single theme subjected to as many variations as its first or Sm-
plest statement will dlow, even to the point where it ironically con-
tradicts itself. There is in it no room, and no reason, for a separate
eement of form. Form arbitrarily imposed on a poem, unless the poem
is deficient in the balance of its idess, is like architectural dressing that
spails the natural proportions of a building and has no structural use-
fulness to excuse it.

How does the question of form affect the long poem? Let us
compare Tennyson's In Memoriam, which embroiders the theme of
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his friend's death in asequence of episodes, with Mr. T. S. Eliot's The
Waste Land) which enlarges the introductory theme of the deeth and
decay implicit in Spring to embrace the death and decay implicit in
al forms of hopeful human energy. In the firg, the same rhymed
stanza is maintained through dl the varying moods of the poem; in
the second the progress of the poem is marked by the most sengtive
changes in metre, rhythm and diction—not only from episode to
episode but from incident to incident. The poetic quality is to be
tested at the ddlicate transitions from one mood to another. No such
trangtions are to be found in Tennyson's poem, written wholly in the
same stanza, or for that matter in a poem like the Aeneid: length in
such poems means bulk. The poem is as long as the poet's endurance
and the reader's patience permit. Just how long this will be depends
on the period in which it was written: long poems generdly occur
when poetic themes are limited to a few approved subjects, such as
war, religion, or mythological history. The length of the poem is
then only a sign of the subject's dignity.

A long poem of this sort is not thought to need the same unity as
a short poem: the unchanging metre serves to keep the loosely con-
nected parts together. But The Waste Land has to be read as a short
poem: that is as a unified whole.

When lovely woman stoops to folly and
Paces about her room again, done,

She smooths her hair with automatic hand,
And puts a record on the gramophone.

This forma rhymed stanza, reminiscent of Goldsmith, Mr. Eliot
ironicaly applies to a sordid modern love-scene. He will return us
from here to a romantic picture of Queen Elizabeth and Leicester in
amorous progress down the Thames, the same Thames across whose
waeters the noise of this gramophone is now carried. How is the transi-
tion between these two passages made? The ten-syllabled iambic line
of the stanza quoted turns into blank verse beginning with a romantic
guotation from The Tempest, getting more and more ragged as the
music is interrupted by Thames-sde noises and finaly trailing off
with syncopated phrases suggested by a mandoline.

"This music crept by me upon the waters

And dong the Strand, up Queen Victoria Street.
O City city, | can sometimes hear

Beside a public bar in Lower Thames Stret,
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The pleasant whining of a mandoline

And aclatter and a chatter from within

Where fishmen lounge at noon: where the walls
Of Magnus Martyr hold

Inexplicable splendour of lonian white and gold.

The change from the riverside to the river is now made by dlowing
the rhythm to break up into short verse units proper to ariver song:

The river sweats

Oil and tar

The barges drift

With the turning tide

Red sals

Wide

To leeward, swing on the heavy spar.

The barges wash

Drifting logs

Down Greenwich reach

Past the Ide of Dogs.
Wedaalea
Walldaledda

The lyricd quality of thispassageis, according to Mr. Eliot'sexplana-
tory note, to be associated with the song of the Rhine-daughters in
Die Gdtterddmmerung. And this operatic atmosphere imposed on a
modern river-scene makes afitting transition to the picture of Eliza-
beth and Leicester seated not in abarge foul with oil and tar butina
gildedbargeof state:

Elizabeth and Leicester

Besting oars

The stern was formed

A gilded shel

Red and gold

The brisk swell

Rippled both shores

Southwest wind

Carried down stream

The pedl of bls

White towers
Weiddalaa
Wadldaldada
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controlled irregularity substituted for uncontrollable regularity makes
‘short’ and ‘long' obsolete criticd standards. The very purpose of
this 'irregularity’ is to let the poem find its own natural length in spite
of the demands put upon poetry by critics, booksellers and the generd
reading public.

A STUDY IN
ORIGINAL PUNCTUATION AND SPELLING

The objections raised againgt the ‘freakishness of modernist poetry
are usudly supported by quotations from poems by Mr. E. E. Cum-
mings and others which are not only difficult in construction and
reference but are printed oddly on the page. The reader naturally
looks for certain landmarks in a poem before he can begin to enjoy it:
as the visitor to Paris naturally sets his mental map of the city by the
Eiffel Tower, and if the Eiffel Tower were to collapse, would have
difficulty in finding his way about for a few days. Modernist poets
have removed the well-known landmarks and the reader is equally
at aloss The reasons for this remova are, apparently, that landmarks
encourage the making of paths, that paths grow to roads, that roads
soon mean walls and hedges, and that the common traveller who keeps
to the roads never saes any new scenery.

because
you go away i give roses who
will advise even yoursdlf, lady
in the most certainly(of what we
everywhere do not touch)deep
things,

remembering ever so...

This is the beginning of one of Mr. Cummings poems. The first
obvious oddity is the degrading of the persond pronoun 'I' to i
This has a smple enough history. The 'upper case' was once used for
al nouns and proper names and the adjectives formed from them;
but dnce the eighteenth century has been reserved for the Deity;
for Roydty (in 'We' and 'Our"); for certain quasi-divine abstractions
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such as Mystery, Power, Poetry; sometimes for 'She' and 'Thou'
and so on, where love gives the pronoun a quasi-divine character.
Mr. Cummings protests againgt the upper case being dso dlotted to
T: he affects a humility, a denid of the idea of persond immortdity
responsible for 'l Moreover, 'i' is more casud and detached: it
dissociates the author from the spesker of the poem. The use of 'i' is
in keeping with his use of ‘who," ingtead of ‘which,' to qualify the
roses, the roses become so persond as to deserve the persona rather
than the neutrd relative. His next idiosyncrasy is his denid of a capitd
letter to each new line of the poem. Now, if this convention were not
so well established, it would seem as odd and as unnecessary as, for
instance, quotation marks seem in eighteenth-century books when they
enclose eech line of along speech. The modernist regjection of the initial
capital letter can bejustified on the grounds that it gives thefirst word
of each line, which may be amere' and' or' or,' an unnatural emphasis.
If for specid reasons the poet wishes to capitaize the first word, the
fact that it is capitalized in any casg, like dl the other initid 'And's
and ' Or's' makes any such niceness impossible.

Later in the poem a capital letter occurs at the beginning of a new
sentence to cdl attention to the full stop which might otherwise be
missed: but the 'because’ at the beginning of the poem need not be
capitalized since it obvioudy is the beginning. Similarly, the conven-
tional comma after 'lady’ is suppressed because the end of the line
makes a natural pause without the need of punctuation. Commas are
used to mark pauses, not merely as the geographical boundaries of a
dause. Mr. Cummings has even inserted onein another poem between
then and g of theword 'falling' to suggest the downess of the falling.
Colons, semicolons and full stops he uses to mark pauses of varying
length. To indicate a still longer pause he leaves a blank line. In the
quotation just given, the new line a 'remembering' is to mark a
change of tone, though the pause isno longer than a semicolon'sworth.
He uses parentheses for sotto voce pronunciation; or if they occur in
the middle of aword, asin;

the taxi-man p(eg)ps his whistle

they denote a certain quality of the letters enclosed—here the sharp
whistling sound between the opening and closing (the two,"?s) of the
taxi-man's lips. When this system of notation is carried to a point of
great accuracy we find lines like the following:

CA: G
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with-ered unspea-king:tWeNtY fi nger slarge

which, if quoted detached from their context, ssem to support any
charge of irrationa freskishness, but in their context are completely
intelligible. Moreover, Mr, Cummings is protecting himself against
future liberties that printers and editors may take with his work, by
using a persond typographical system which it will be impossible to
revise without destroying the poem.

He has perhaps learned a lesson from the fate of Shakespeare's
sonnets: not only have his editors changed the spelling and pronuncia-
tion, but certain very occasond and obvious printer's errors in the
only edition printed in Shekespeares lifetime have been made the
excuse for hundreds of unjustifiable emendations and 'moderniza-
tions' Mr. Cummings and Shakespeare have in common a deadly
accuracy. It frightens Mr. Cummings public and provoked Sheke-
goeares eighteenth-century editors to meddie with his texts as being
too difficult to print as they were written. We shdl find that though
Shakespeare's poems have a more familiar look than Mr. Cummings
on the page they are more difficult in thought: Mr. Cummings
accurately expresses, in aform peculiar to himself, what is common to
everyone, Shekespeare expressad, as accurately but in the common
form of his time, what was peculiar to himsdlf.

Here are two versions of a sonnet by Shakespeare: firgt, the version
found in The Oxford Book of English Verse and other popular an-
thologies whose editors may be assumed to have chosen this sonnet
from dl the rest as being particularly essy to understand; next, the
verson printed in the 1609 edition of the Sonnets and apparently
copied from Shakespeare's origind manuscript, though Shakespeare
is most unlikely to have seen the proofs. The dterations, it will be
noticed in a comparison of the two versions, are with a few exceptions
chiefly in the punctuation and speling. By showing what a grest
difference to the sense the juggling of punctuation marks has made in
the origind sonnet, we shdl perhaps be able to persuade the plain
reader to sympathize with what seems typographical perversity in
Mr. Cummings. The modernizing of the spelling is not quite o serious
a matter, though we shdl see that to change a word like blouddy to
bloody makes a difference not only in the atmosphere of the word but
inits sound as well.
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Th' expense of Spirit in a waste of shame
Is lust in action; and till action, lust
Is perjured, murderous, bloody, full of blame,
Savage, extreme, rude, crud, not to trust;
Enjoy'd no sooner but despised straight;
Past reason hunted; and, no sooner had,
Past reason hated, as a swallow'd bait
On purpose laid to make the taker mad:
Mad in pursuit, and in possession so;
Had, having, and in quest to have, extreme;
A bliss in proof, and proved, a very woe;
Before, ajoy proposed; behind, adream.
All this the world well knows; yet none knows well
To shun the heaven that leads men to this hell.

Th' expence of Spirit in a waste of shame
Islust in action, and till action, lust
Is periurd, murdrous, blouddy full of blame,
Sauage, extreame, rude, crudl, not to trust,
Inioyd no sooner but dispised straight,
Past reason hunted, and no sooner had
Past reason hated as a swollowed bayt,
On purpose layd to make the taker mad.
Made In pursut and in possession so,
Had, hauing, and in quest, to haue extreame,
A blisse in proofe and proud and very wo,
Before aioy proposd behind a dreame,
All this the world well knowes yet none knowes well,
To shun the heauen that leads men to this hell.

First, to compare the spelling. As a matter of course the u inproud
and heauen changes to v; the Elizabethans had no typographical v.
There are other words in which the change of spelling does not seem
to matter. Expence, cruell, bayt, layd, pursut, blisse, proofe, wo—these
words taken by themsalves are not necessarily affected by moderniza-
tion, though much of the origina atmosphere of the poem is lost by
changing them in the gross. Sheer facility in reading a poem isno gain
when one tries to discover what the poem looked like to the poet who
wrote it. But other changes designed to incresse reading facility
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involve more than changes in spdling. Periurd to perjured, and
murdrous to murderous, would have meant, to Shakespeare, the
addition of another sylldble. Inioyd, with the same number of syllables
asperiurd, is however printed Enjoy' d; while swollowed, which must
have been meant as a three-syllabled word (Shakespeare used ed as a
separate syllable very drictly and frequently dlowed himsdf an extra
gyllable in his iambic foot) is printed swallow'd. When we come to
dispised, wefind in the modern version an accent over the last syllable.
The=e liberties do not make the poem any eesier; they only make it
less accurate. The sound of the poem suffers through re-speling as
well as through dterations in the rhythm made by this use of goos
trophes and accents. Blouddy was pronounced more like blue-dy than
bluddy; the ea of extreame and dreame sounded like the ea in great; and
periurdwasprobably pronounced morelikeperyurdthanpergeurd.
But it is the changes in punctuation which do the most damage:
not only to the atmosphere of the poem but to its meaning. In the
second line a semicolon substituted for a comma after the first action
gives alonger rest than Shakespeare gave; it dso cuts the idea short at
action ingtead of keeping in action and till action together as well as the
two lust's. A comma after blouddy makes this a separate characteriza
tion and thus reduces the weight of the whole phrase as rhythmic
relief to the string of adjectives; it probably had the adverbia form of
blouddily. Next, severad semicolons are substituted for commas, these
introduce pauses which break up the continuous interpenetration of
images. If Shakespeare had intended such pauses he would have used
semicolons, as he does dsewhere. Particularly serious is the interpola
tion of a comma after no sooner had, which confines the phrase to the
specid meaning Must no sooner had past reason is hated past reason,’
Shakespeare did not writein the syntax of prose but in a sengitive poetic
flow. The comma might -as well have been put between reason and
hated; it would have limited the meaning, but no more than has been
done here. On the other hand a comma is omitted where Shakespeare
was careful to put one, after bayt. With the comma, On purpose layd
—though it refers to bayt—al so looks back to the origind idea of lust;
without the commait merely continues thefigure of bayt. Inthe origind
thereis afull stop at mad, closing the octave; in the emended version
acolon is used, making the next line run on and causing the unpardon-
able change from Made to Mad. The capita 'l' of In shows how care-
fully the printer copied the manuscript. Evidently, Shakespeare first
wrote the line without Made, and then, deciding that such an irregular
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line was too dramatic, added Made without troubling to change the
capita 'lI' to asmdl one In any case Made necessaily follows from
make of the preceding line: 'to make the taker mad, made (mad)'’;
but it dso enlarges the mad-making bayt to the generdly extreame-
making lust. The change from Made to Mad limits the final so of this
line to MaJand provokes a change from comma to semicolon—Mad
in pursuit and in possession so (mad)'—whereas madis only vaguely
echoed in this line from the preceding one. The meaning of the
origind line is: 'Made In pursut and in possesson as follows," and
aso: 'Made In pursut and in possession as has been said!

The comma between in quest and to have extreame has been moved
forward to separate have from extreame. Thisline originally stood for
anumber of interwoven meanings.

1. The taker of the bait, the man in pursuit and in possesson of
lugt, is made mad: is so made that he experiences both extremes a
once. (What these extremes are the lines following show.)

2. The Had, having and in quest, might well have been written in
parentheses. They explain, by way of interjection, that lust comprises
all the gages of lust: the after-lust period (Had), the actual experience
of lust (having), and the anticipation of lust (in quest); and that the
extremes of lust are felt in al these stages (to have extreame—i.e. to
have in extreme degree).

3. Further, one stage in lust is like the others, is as extreme as the
others. All the distinctions madein the poem between lust in action and
till action lust, between lust Inpursut and lust inpossession aremadeto
show that in the end there are no red digtinctions. Had, having andin
quest is the summing up of this fact.

4. Had and having doubl ethe sense of possessi onto match thedouble
senee of action implied by Th' expence of Spirit in a waste of shame; and
inquest naturally refersto Inpursut, which in turn recallstill action.

5. Throughout the poem it must be kept in mind that words qualify-
ing the lust-interest refer interchangesbly to the man who lugts, the
object of lust and lugt in the abstract. This interchangesbility accounts
for the apparently ungrammatical effect of theline.

With the emended punctuation the line has only one narrow sense,
and this not precisdy Shakespeare's, the semicolon placed after so
of the preceding line, cuts the close co-operaion between them. The
shifting of the comma not only removes a pause where Shakespeare
put one, and thus changes the rhythm, but the line itsdf loses point
and does not pull its weight. In this punctuation the whole line ought
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to be put into parentheses, as being a mere repetition. The to have
linked with in quest is superfluous; extreme st off by itsdfismerdy a
descriptive adjective dready used. Moreover, when the line is thus
isolated between two semicolons, Had, having, etc., instead of effecting
a harmony between the interchangeable senses digoints them and
becomes ungrammatical. Mad in pursuit, and in possession so refers
only to the taker mad. The next ling, A blisse inproofe andproud and
verywo, should explaintohaveextreame; itisnot merely another paren-
thetica line as in the emended verson. To fulfil the paradox implied
in extreame it should mean that lust is a bliss during the proof and
after the proof, and aso verywo (truly woe) during and after the proof.
The emended line, A blissin proof, and proved, a very woe, which refers
only to lust in the abgtract, not equally to the man who lusts, means
that lust is a bliss during the proof but a woe after the proof—and
thus denies what Shakespeare has been at pains to show dl dong, that
lustisal thingsat al times.

Once the editors began repunctuating the line they had to tamper
with the words themsdves. A comma after proofdemanded a comma
after provd. A comma after provd made it necessary to change and very
wo so that it should apply toprovd only. Another semicolon which they
have put a the end of this line again breaks the continuity of the sense:
the succeeding line becomes only another antithesis or rhetoricd
balance (‘ajoy in prospect, but a dream in retrospect,’ to repest the
sene of ‘a bliss during proof but woe after proof), instead of carrying
on the intricate and careful argument that runswithout astop through
the whole sestet Theimportance of thelineisthat it takes dl the mean-
ings in the poem one stage further. Lust in the extreme goes beyond
both bliss and woe: it goes beyond redity. It is no longer lust Had,
having andin quest; it is lust face to facewith love. Even when consum-
mated, lust till stands before an unconsummated joy, a proposed joy,
and proposed not as a joy possible of consummation but as one only
to be known through the dream by which lust leadsitsdf on, the dream
behind which this proposed joy, this love, seems to lie This is the
over-riding meaning of the line. It has other meanings, but they dl
defer to this. For example, it may dso be read: 'Before ajoy can be
proposed, it must first be renounced as ared joy, it must be put behind
as a dream’; or: 'Before the man in lugt is a prospect of joy, yet he
knows by experience that this is only a dream’; or: 'Beforehand he
says that he proposed lugt to be a joy, afterwards he says that it came
as involuntarily as a dream’; or: 'Before (in face of) ajoy proposed
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only as a consequence of a dream, with a dream impelling him from
behind." All these and even more readings of the line are possible and
legitimate, and each reading could in turn be made to explain precisdy
why the taker is made mad, or how lust is to have extreame, or why it
is both a blisse and very wo. The punctuated line in the emended
version, cut off from what has gone before and from what follows,
can mean only: 'In prospect, lust is a joy; in retrospect, a dream,
Though a possible contributory meaning, when made the only mean-
ing it presents as the theme of the poem that lust isimpossible of sttis-
faction, whereas the theme, as carried on by the next ling, is that lust
as lust is satisfiable but that satisfied lust isin conflict with itself.

The next ling, if unpunctuated except for the comma Shakepeare
put at the end, is a genera statement of this conflict: the man in lust
is torn between lust as he well knows it in common with the world
and lugt in his persona experience which crazes him to hope for more
than lust from lugt. The force of the second well is to deny the firgt
well: no one redlly knows anything of lust except in persond experi-
ence, and only through persona- experience can lust be known well
rather than ‘well-known." But separate the second well from the firgt,
as in the emended version, and the direct opposition between world
and none, well knowes and knowes well is destroyed, as well as the
word-play between well knowes and knowes well; for by the remova of
the comma after the second well, this becomes an adverb modifying
To shun in the following line—well now means merely 'successfully’
in asxociaion with To shun, instead of ‘well enough' in association
with knowes. This repunctuation aso robs All this of its significance,
dgnce it refers not only to al that has gone before but to the lagt line
too: 'All this the world well knowes yet none knowes well' the moral
to be drawn from the character of lust (i.e to shun the heaven that
leads men to this hell). The character and the mora of lust the whole
world wel knows, but no one knows the character and the moral
redly wdl unless he disregards the mora warning and engages in
lust: no one knows lust well enough to shun it because, though he
knows it is both heavenly and hellish, lust can never be recognized
until it has proved itsef lust by turning heaven into hell.

The effect of this emended punctuation has been to restrict mean-
ings to specid interpretations of specid words. Shakespeare's punctuar
tion dlows the variety of meanings he actualy intends; if we must
choose any one meaning, then we owe it to Shakespeare to choose at
least one heintended and one embracing as many meanings as possible,
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that is the mogt difficult meaning. It is dways the most difficult
meaning which is the most nearly final. No prose interpretation of
poetry can have complete finality, can be difficult enough. Shake-
peares editors, in trying to clarify him for the plain man, weskened
and diluted his poetry and in effect deprived him of clarity. There is
only one way to clarify Shakespeare: to print him as he wrote or as
near as one can get to this. Making poetry easy for the reader should
mean showing clearly how difficult it redly is

Mr. Cummings safeguards himself against emendation by setting
down his poems, which are not complex in thought, so that their most
difficult sense strikes the reader first. By giving typography an active
part to play he makes his poems fixed and accurate in a way which
Shekespeare's are not; but in so doing he forfeits the fluidity that
Shakespeare kept by not cramping his poems with heavy punctuation
and by placing more trust in the reader—a trust that may have been
merited in his own day, though betrayed later. It is important to
redize that the Sonnets were first circulated in manuscript ‘among
his private friends and not intended for popular publication; the
1609 edition is now generdly regarded as a piracy. The trouble with
Mr. Cummings poems is that they are too clear, once the reader sats
himself to work on them. Braced as they are, they do not present the
eternd difficulties that make poems immortal; they merely show
how difficult it is for Mr. Cummings or for any poet to stabilize a
poem once and for al. Punctuation marks in any poem of his are the
bolts and pins that make it a foolproof piece of machinery requiring
common sense rather than poetic intuition for its working. The outcry
agang his typography shows that it is as difficult to engage the
common sense of the reader as his imagination. A reviewer of Mr.
Cummings recent book is 5, writes:

| know artists are dways saying that a good painting looks aswell upside
downasany other way. Andit may betrue. Thequestion now arises: does
the same principle apply to a poem? But it is not necessary to answer the
question; if a poem is good, people will gladly stand on their heads to reed
it. It is concelvable, if not probable, that the favourite poetic form of the
future will be a sonnet arranged as a crossword puzzle. If there were no
other way of getting at Shakespeare's sonnets than by solving a crossword
puzzle sequence, | am sure the puzzles would be solved and the sonnets
enjoyed. But what about Mr. Cummings? Can his poems surmount such
obgtacles? Well, perhaps if they cannot survive as poems they can survive
as puzzles.
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Thismay betheimmediate verdict on Mr. Cummings typography,
but he can be sure of one thing which Shekespeare could not: that
three centuries hence his poems if they survive (and worse poes
have) will be the only ones of the early twentieth century reprinted
in facamile, not merely because he will be a literary curiosity but
because he has edited his poems with punctuation beyond any pos-
ghility of re-editing. The Shakespeare to whose sonnets this reviewer
makes arhetorical appeal isthe popular Shakespeare of the anthologies
and not the facsmile Shakespeare. How many of our readers have
ever before seen the origina version quoted here? So few, surely, that
it is safe to conclude that no one is willing to stand on his head to
understand Shakespeare, that everyone wants asimplified Shakespeare
aswdl as asmplified Cummings. Indeed, very few people can have
looked a Shakespeare's sonnets in the original since the eighteenth
century, when the popular interest in his high-spirited comedies sent
a few dull commentators and book-makers to his poems. In 1766
George Steevens printed the Sonnets in the origind and without
annotations, apparently because he thought they deserved none.
Twenty-seven years later he omitted the Sonnets from an edition of
Shakespeare's works 'because the strongest Act of Parliament that
could be framed would fail to compd readers into their sarvice!
Edmund Maone, who undertook in 1780 to justify the Sonnets to an
apathetic public by simplifying the difficult originals, was consdered
by Steevens to be 'disgracing his implements of criticism by the
objects of their culture.” Steevens view was the genera one. Chalmers
reaffirmed it as late as 1810, and if Malone had not defied the genera
critical opinion of the Sonnets by emending the texts and presenting
them, well-filleted, to the plain man of the eighteenth century, the
plain man of the twentieth would be unaware of their existence.
Unlike Mr. Cummings poems, Shakespeare's Sonnets would not even
have 'survived as puzzles!

Thus far does a study of Shakespear€'s typography take one: to the
difficulties of a poet with readers to whom his meanings are mysteries
and for the most part must remain mysteries. A modernist poet like
Mr. Cummings handles the problem by trying to get the most out of
his readers; Shakespeare handled it by trying to get the most out of
his poem. Logicadly the modernist poet should have many readers,
but these with an dementary understanding of his poems; Shakespeare
only a few readers, but these with an enlarged understanding of his
poems. The reverse, however, is true because the reading public has
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been so undertrained on a smplified Shakepeare and on anthology
vearse, that modernist poetry seems as difficult as Shakepeare redly
ought to seem.

Only a few points of the origina sonnet have been left uncovered
by our typographical survey, and these occur principally in the first
few lines, which suffer from fewer emendations than the rest of the
poem. The delicate inter-relation of the words of the two opening
lines should not be overlooked: the strong paraldism between expence
and waste and Spirit and shame expressing a once the terrible quick-
change from lust as lust-enjoyed to lust as lust-despised; the double
meaning of waste as 'expense’ and as ‘wilderness,' the waste place in
which the Spirit is wasted; the double meaning of expence as "pouring
out' and as the 'price paid’; the double meaning of of shame as
'shameful,’ i.e 'deplorable’ and as ashamed, i.e 'self-deploring'; the
double meaning of shame itsdf as 'modesty’ and ‘disgrace’; and the
double meaning of lust in action as 'lust unsuspected by man in his
actions because disguised as shame' (in either sense of the word), and
as 'lust in progress as opposed to 'lust contemplated.” All these
aternate meanings interacting on one another, and other possble
interpretations of words and phrases besides, make asit were an oracle
which can beread in many sensesat once, none of the senses, however,
being incompatible with any others. The intensfied inbreeding of
words continues through the rest of the poem. Periurd is another
example, meaning both 'falsdly spoken of and false.' Again, heaven
and hell have the ordinary prose meaning of 'pleasure’ and 'pain’;
but 'heaven,’ for Shakespeare, was the longing for a temperamenta
stability which at the same time he mistrusted; his 'help was akin to
Marlowe's hel, which

... hath no limits nor is circumscribed
In one sefe place, for where we are is hell.

The reader who complains of the obscurity of modernist poets must
be reminded of the intimate Shakespearian background with which he
needs to be familiar before he can understand Shakespeare. The failure
of imagination and knowledge in Shakespeare's editors has reduced his
sonnets to the indignity of being easy for everybody. Beddoes, an
early nineteenth-century imitator of Shakespeare, said:

About Shakespeare. Y ou might just aswell attempt to remodel the seesons
and the laws of life and death as to dter one 'jot or tittle' of his eternd
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thoughts. 'A Star,’ you call him. If hewas agtar dl the other sage-scribblers
can hardly be considered a constellation of brass buttons.

Few of the modernist poets are Stars, but most of them are very highly
polished brass buttons and entitled to protect themseves from the
sort of tarnishing which Shakespeare, though a Star, has suffered.

Shakespeare's attitude towards the perversdy stupid reorganizing
of lines and regrouping of idess is jocularly shown in the satire in
repunctuation given in the prologue of Piramus and Thisby in A
Midsummer Night's Dream:

QUINCE: Ifwe offend, it is with our good will.
That you should thinke, we come not to offend,
But with good will. To shew our smple kill,
That is the true beginning of our end.
Consider then, we come but in despight.
We do not come, as minding to content you,
Our true intent is. All for your delight,
We are not heere. That you should here repent you,
The Actors are a hand; and by their show,
You shdl know dl, that you are like to know.
THESEUS:  This fellow doth not stand vpon points.

LYSANDER: Hisspéechwéslikéatm{;led cr-1aine: nothing
impaired,‘ but dl disordered ...

Y
THE UNPOPULARITY OF MODERNIST POETRY

Poetry was clarified to the mid-eighteenth-century reading public by
the way in which new poems were written and early English and
Classicd poems rewritten or trandated. But this was a period with a
"very limited recipe for poetry: for metre the heroic couplet, which
broke thought up into short lengths; for language a stock postica
vocabulary of not more than three or four thousand words. Anyone
could write that correct sort of poetry, if he obeyed the rules, without
necessarily being apoet. In the nineteenth century, because of areading
public enlarged by democracy, clearness meant not so much obeying
rules as writing for the largest possble audience. The reaction in
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twentieth-century poetry againgt nineteenth-century standards is not
againg dearness and simplicity, but againg rules for poetry made by
the reading public rather than by the poets themsdves; thisiswhy so
many modern poets are forced into a nostalgic sympathy with the
eighteenth century. Now the quarrd is between the larger reading
public and the modernist poet over the definition of dearness Both
agree that perfect clearness is the end of poetry; but the larger reading
public insst that no poetry is clear unless it can be understood at a
glance, whereas the modernist poet indsts that the dearness of which
the poetic mind is cgpable demands thought and language of a far
grester sengitivity and complexity than the reading public permits it
to use. To remain true to his conception of what poetry is, he has to
run the risk of seeming obscure or freakish, if heisto have any readers
a al; even of writing what the reading public refuses to cal poetry,
in order to remain a poet. The main fault to be found with Mr. Cum-
mings is that he has tried to do two things at once: to remain loyd to
poetic requirements of clearness, and to persuade the reading public
to cal the result 'poetry,’ He has tried to do this by means of an
elaborate system of typography, but his ungrateful public considers
him freakish and obscure because of this typography.

Here is another poem of his, describing sunset seen through a
railway carriage window in Italy.

Among

these
red pieces of
day(againgt which and
quite silently hills
made of blueandgreen paper

scorchbend ingthem
-dvesU
peurv E,into:
anguish(clim
b)ing
Spri-r-a&
1
and,disappear)
Satanic and blasg

ablack goat lookingly wanders
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There is nothing left of the world but
into this noth

ing il treno per

Roma s-gnori?

jerk.

ilyr,ushes

The deverness of this as mere description can be shown by turning the
poem into ordinary prose with conventiona typography; and after-
wards showing how the unconventiona typography improves the
accuracy of the description:

Among these red pieces of day (against which—and quite silently—hills
made of blue and green paper, scorch-bending themsalves, upcurve into
anguish, climbing spiral, and disappear), satanic and blasé, a black goat 10ok-
ingly wanders. There is nothing left of the world; but into this nothing
MI treno per Romasignori? jerkily rushes.

'Red pieces of day' suggests sunset fragments—the disintegration of
the universe as the train moves towards night. The hills become as
unreal as blue and green paper. The rocking of the train seems to
give their rounded outlines, as they stream past, the sort of movement
which along strip of paper has when it curls up in the heet of fire,
or the pen when it writes copperplate us and €'s. As the train comes
close up to the hills their rounded outlines seem to spiral upward
againg the red pieces (‘into anguish’) because the eye strains itsdf in
looking up at them: they can only just be seen by pressing the face
againg thewindow, and as the train gets nearer till they are no longer
vishle. Theeyeisforced to drop to the foreground and there exchanges
glances with a devilish-looking goat. The traveller is bewildered by
these perceptual experiences: when the line of hills which he has been
watching is snatched from his eyes it seems like the end of the world,
like death, and the goat like the Devil greeting the dead. He pulls
himsdf together. "Where am |7 The rocking and jerking continues.
He remembers the last words he has heard spoken, the question 'The
Rome train, gentlemen? which is dl that he can think of to account
for the motion.

A prose summary cannot explain a poem; otherwise the poet, if he
were honest, would give the reader only a prose summary, and no
poem. The aboveisrather the expanson, die dilution, even the destruc-
tion, of the poem which one reader may perform for another who is
unable to face its intensity and compactness. The indignity of popular
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literary criticiam lies largely in its having had to perform this levelling
sarvice for generations of plain readers. It has never yet performed any
savices for poetry itsdf, which it tries to justify ether to the philo-
sopher or to the plain reader. Poetry cannot be judged by its adapta
bility to a philosophica system, and critics have spoiled the plain
reader by encouraging him in his democretic vanity and in his demand
for poems to be written down to his levdl. However, from our prose-
expansion of the poem, the spoiled reader may perhaps be able to
infer the greater accuracy and truthfulness of the poetic verson. The
irregularity of Mr. Cummings lines is intended to convey two move-
ments in one: the jerking and the rocking of the train. ‘Blueandgreen’
is printed as a single word to show that it is not parti-coloured paper
but paper which is blue and green at once, the colours run together by
the rocking motion. The phrase 'scorchbend-ingthem' represents the
up-and-down rhythm of the diagona spiral movement; '-selves'
dreses the redidic character of this movement. The capitdized U
and E enlarge the mounting copperplate curves. The parentheses
enclosing the syllable ‘climb’ may mean a catch of the breath at that
point. The comma after the E and the colon after 'into’ are used as
pauses of a certain length marking the rhythm of the spirds. The word
'spird’ is distended by hyphens to mark the fina large spird which
sweeps the sky out of view at the letter ,'. 'Satanic’ is capitdized to
make the goat persondly devilish. The full stop after ‘jerk’ marks a
sudden jolt back to a consciousness of the inside of the train and of the
journey's purpose.

There is no experience here with which the plain reader cannot
sympathize, and only a little imaginative recollection has been needed
to make this analysis, no key from the author except the poem itself.
The poem combines two qudities of dearness. clearness of composi-
tion in the interests of the.poem as athing in itself, dearness of trans-
mittance in the interests of the reeder. It is obvious that the poet could
have given the poem this double accuracy in no other way. Has he
perhaps been wrong in paying too much attention to the rendering of
the poem for the reader? If he had alowed it to be more difficult, if
he had concentrated exclusvely on the poem as athing in itself, would
it not have seemed less freakish?

That the modernist poet is often charged with ‘freakishness and
abnormality of feeling is not because this is no age for poetry and
therefore to write poetry a dl is aliterary affectation. The trouble is
rather that modern life is full of the stock fedings and situations with
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which traditional poetry has continually fed popular sentiment; that
most commonplaces of everyday soeech are the detritus of past poems;
s0 that the enlarged reading public must regard the poet who has an
original experience to express as ether unliterary or anti-literary. It is
aways the poets who break down antiquated literary definitions of
peoples fedings and try to make them sdf-conscious about formerly
ignored or obscure mental processes for which an entirely new
vocabulary has to be invented. The appearance of freskishness in
poetry generdly means that the poets are not trying to write ' things
often felt but neer so well expressed,’ as Pope wanted them to do,
but discovering what it is that they are redly fedling.

One of the first modernist poets to fed die need of expressing his
fedings with such meticulous, more than scientific, clearness as to
make of poetry a higher sort of psychology, was Gerard Manley
Hopkins, a Catholic poet writing in the 'eighties. We cdl him a
modernist because of the extraordinary strictness of his language and
the unconventional notation he used for his poems: they had to be
understood as he meant them to be, or understood not at al—which
is the crux of the question of 'difficult’ poetry. Hopkins cannot be
accused of trying to antagonize the reading public. In 1883 he wrote
about his use of typography to explain an unfamiliar metre and an
unfamiliar grammar:

There must be some marks. Either | must invent a notation throughout, as
in music, or dse | must only mark where the reader is likely to mistake, and
for the present thisiswhat | shall do.

In 1885 he wrote again:

This is my difficulty, what marks to use and when to use them: they are
s0 much needed and yet so objectionable. About punctuation my mind is
clear: 1 can give a rule for everything | write myself, and even for other
people, though they might not agree with me perhaps.

These lines from a sonnet written in his peculiar metre will show the
extent of his modernism:

Soul, sdif; come, poor Jacksdlf, | do advise

You, jaded, let be; cdl off thoughts awhile

Elsewhere; leave comfort root-room; let joy size

At God knows when to God knows what; whose amile
's not wrung, see you; unforeseen times rather—as skies
Betweenpie mountains—lights alovely mile.
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Firg of al Jackself. Here the plain reader will get no help from the
dictionary, he must use his wits and go over the other uses of Jack
in combination: jack-screw, jackass, jack-knife, Jack Tar, Jack Frog,
Jack of al trades, boot-jack, steeplejack, lumber-jack, jack-towel,
jack-plane, roasting-jack. From these the centra meaning of jack
becomes clear. It represents a person or thing that is honest, patient,
cheerful, hard-working, undistinguished—but the one that makes
things happen, and does things nobody dse would or could do. (Tom
in English usage is the mischievous, rather destructive, impudent
and often unpleasant fellow—tomboy, tomcat, tomfoolery, tomtit,
peeping Tom, Tom the piper's son, etc.) 'Jacksdlf,' then, is this worka
day f which he advises to knock off work for awhile: to leave com-
fort or leisure, crowded out by work, some space to grow in, as for
flowers in a vegetable garden; to have his pleasure and comfort
whenever and however God wills it, not, as an ordinary Jacksdlf
would, merely on Sundays. (Hopkins uses 'God knows-when' and
'‘God knows what' as just the language a Jacksdf uses) God's amile
cannot be forced from him; that is to say, happiness cannot be pog-
poned until one is ready for it. Joy comes as suddenly and unex-
pectedly as when, walking among mountains, one comes to a point
where the sky shines through a cleft between two peaks and throws
a shaft of light over a mile of ground thus unexpectedly illuminated.
Wemust appreciatethe accuracy of theterm Betweenpie. Besides being
again, the sort of homely kitchen language which the Jacksdf uses to
describe how the sky seems pressed between two mountains, it is
aso the neatest possible way of combining the patching effect of light
—as in the word 'pied,’ or in 'magpie—with the way that this light
isintroduced between the mountains.

Dr. Robert Bridges, Hopkins editor, who postponed publication
of the poemsfor thirty years, thus making him even more of amodern-
ist post, writes:

Apart from faults of taste ... affectations such aswhere the hills are 'as a
ddlion stalwart very-violet-sweet' or some perversion of human fedlings,
as for ingtance, the 'nodtril's relish of incense aong the sanctuary side' or
'the Holy Ghost with warm breast and with ah! bright wings,” which repel
my sympathy more than do al the rude shocks of his purely artistic wanton-
ness—apart from these there are faults of style which the reader must have
courage to face. For these blemishes are of such quality and magnitude as
to deny him even a hearing from those who a love a continuous literary
decorum.
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What Dr. Bridges cdls afault of taste, an affectation, in the descrip-
tion of hills as 'a gdlion stalwart very-violet-sweet,' can, with the
proper sympathy for Hopkins enthusiasm, be appreciated as a phrase
reconciling the two seemingly opposite quaities of mountains. ther
mae, anima-like roughness and strength and their ethered qualities
under soft light—of which the violet in the gentle eye of the horse is
exactly the right symbol. What Dr. Bridges and other upholders of
'literary decorum' most didike in a poet is not, as a matter of fact,
aither 'faults of taste' or 'faults of style' (in Hopkins, supposedly, his
clipping of grammar to suit the heavily stressed metre) but a daring
which makes the poet socidly rather than artigtically objectionable.
As areviewer in The Times Literary Supplement states the grievance
againg modernist poetry:

It is asif its object were to express that element only in the poet's nature
by virtue of which he feels himself an dien in the universe, or at least an
dien from what he takes to be the universe acknowledged by the rest of
mankind.

Yet the truth is that 'the rest of mankind' is for the most part
unaware of the universe and constantly depends on the poet for a
second-hand sense of the universe through language. This language
passes gradually into current use, where it becomes stereotyped and
loses its meaning; and the poet is again cdled upon to remind 'the rest
of mankind' what the universe redly looks and fedls like—what
language means. If he does this conscientioudy he must aways use
language in a fresh way or even invent new language. But in either
caee he will antagonize for a while those who ask poetry to do their
more difficult thinking for them; they claim a proprietary interest in
the old language, however dde it may have become, and do not
redize that it must be brought up to date or even entirely recadt if
poetry is to remain aliving thing. How irate they become can be seen
from a further statement by the same reviewer:

Language itsdf is an accepted code: and if the poet is redly to be the man
who cannot accept what others do, he ought to begin squarely at the begin-
ning and have nothing to do with their conventiona jargon.

But if the poet begins squardly at the beginning in order to discover
whether there is anything to accept, the cry will immediately be raised:
'Language is an accepted code!

Itiseasy in any period to look back with satisfaction on the growth

CA:H
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of poetic language and, for ingance, to blame the early nineteenth
century for being so dow to recognize the services done to poetry by
Wordsworth, Coleridge, Shelley and Kests in their refreshment of
language and metre. But every period regardsitsdlf asthe final flower-
ing of everything that has come before it, so that The Times Literary
Supplement reviewer can imagine new poets, of an originality equd to
Wordsworth and others in their own day, only as writing now exactly
as they wrote then. The sameis true in music: the charge of freakish-
ness has been brought by critics in their time against Debussy, Wagner
and even Brahms. It isaparadox that literary criticswhofind modernist
poets freakish often tolerate modernism in contemporary music, as
conservative musical critics will not be so hard on modernism in
literature; their proprietary interests are not threatened in either case

The plain reader stands in the vortex of this conflict between ortho-
dox criticism and unorthodox poetry. His attitude towards poetry has
to be one of sdf-defence. He must be cautious in his choice of books:
he must not read anything that will waste histime, anything not likely
to last for long years, not destined to be a dlassc. Forced to be on his
guard, he is inclined to emphasize the value of the "practical’ things
which are not poetry, such as time in the quantitative, financial sense;
and so develops a shrewd sense of the ‘practical’ vaue of poetry. He
avoids new work about which no fina judgment has yet been made,
whatever its emotional appeal may be—poetry which seems too
different from the reputable poetry of the past to be a good invest-
ment. Hewill prefer anunorigina but undisturbing poemtoanorigina
but disturbing one.

The reader who may be sad to occupy an enlightened middle
position towards the various historical changes he must face in life
is generdly many generations behind himsdfin poetry and in religion.
This is not because of spiritual incapacity, but because he redlizes that
the demands put upon him by poetry and religion are too pressing and
too persond for him to meet decently. It is a cae of dl or nothing.
So it is nothing; because no common Christian would serioudy turn
the other cheek when amitten or sdl dl that he had and give it to the
poor, as no common reader of poetry could bring himsdlf, without a
crue effort, to meet the demands of thought put upon him by an
authentic poem. An advocacy of the turning of the other cheek and of
the communalizing of private property would be regarded as an
obnoxious modernism in the most devout Christian; as an increase in
the demands put upon the plain reader would antagonize him against
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modernist poetry no matter how devoutly he might love poetry in
generd. Poetry, then, like religion, has to be dissodiated from practical
life, except as a sentimentality: a saint or a poet is given lip-service,
but only lip-sarvice, particularly if heis il living, for it is only time
that reveds which of the saints or poets are genuine and which are
charlatans. The plain Chrigtian will prefer a popular preacher of the
orthodox typeto a fanatic' like General Booth of the Sdvation Army;
this preserves his sf-respect. .

We make the analogy between poetry and religion because, though
fdse itisatraditiona one and largely accountable for reeders mistrust
of modern poetry. Religion may be in active conflict with socid prin-
ciples; to turn the smitten cheek, for ingtance, is to abandon the virtue
of self-pride and to compromise "honour.' Poetry, on the other hand,
makes no demands of a socid nature, no demands which excesd the
private intimacy of the reader and the poem; particularly when, as
now, the poet asks for neither persona bays nor public banquets.
But the plain reader, though afraid of the infringements that modern-
isminreligion may imply, iseven more afraid of modernism in poetry.
For the greatest possble interference with anyones privacy is a
demand for his complete attention, intimacy and confidence.

When Wordsworth and Coleridge were writing their best poetry
the plain reader would have nothing to do with them but was reading
safe writers such as Shenstone and Mickle, now mere namesin literary
history; when Kesats and Shelley were writing their best he was reading
Thomas Moore and Samuel Rogers; when he should have been reading
the early Tennyson he was reading Mrs. Hemans and Martin Tupper;
when he should have been reading Whitman he was reading Robert
Montgomery and the later Tennyson. And so on to the present day:
when even die plain reader who wants to kegp up with contemporary
poetry will be morelikely to choose a poet such as Mr. Carl Sandburg
or Mr. John Drinkwater, belonging to dead movements which have
reached their limits and will expire with the desth of their authors,
than one belonging to a live movement (such as Mr. Cummings or
Mr. John Crowe Ransom) which askshim to risk his critical judgment.

Let us compare a poem of Mr. Sandburg's, who has tried to creste
a democrétic poetry in the spirit of the American Middle West by
usng free varse, dang and sentimentd lower-class subjects, with a
poem of Mr. Ransom's who, without making a sensationd apped to
the locdlity in which he lives or to a particular socid dass, yet has a
colloquid dignity and grace which may be caled Southern aristocrétic.
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Strangely enough, it is Mr. Sandburg whose work is in the natural
course of events shelved among the dull relics of dead movements
and Mr. Ransom, though his poemsareaformal and careful evasion of
violence, whom the plain reader regards as the sensationd modernist.
Here is the Sandburg poem, especidly designed to match the intelli-
gencelevd of the plain reader. It presents him with no dlusons which
might mystify him.

MAMIE

Mamie beat her head againgt the bars of a little Indian
town and dreamed of romance and big things off
somewhere the way the railroad trains dl ran.

She could see the smoke of the engines get lost down
where the stresks of sted flashed in the sun and
when the newspapers came in on the morning mail
she knew there was a big Chicago far off, where al
the trains ran.

She got tired of the barber shop boys and the post office
chatter and the church gossip and the old pieces the
band played on the Fourth of July and Decoration Day.

And sobbed at her fate and beat her head againgt the bars
and was going to kill hersdf,

When the thought came to her that if she was going to
die she might as well die struggling for a clutch of
romance among the streets of Chicago.

She hasajob now at six dollars aweek in the basement
of the Boston Store

And even now she begts her head against the bars in the
same old way and wonders if there is a bigger place
the railroads run to from Chicago where maybe
there is

romance

and big things

and red dreams
that never go smash.

This poem shows why the plain reader prefers bad contemporary
poetry which can give him as much innocent enjoyment asagood short
story or his newspaper or an up-to-date jazz-band, to good contempor-
ary poetry which dema