UNIVERSAL
LIBRARY

OU_212410

Advddll
TVSHAAINN






DSMANIA UNIVERSITY LIBRARY
Call No, sj Accession No. # \ $ 2 3 '
y’d RaCu s
Title GM

‘This bodk shoyld be rcturncd on or befdt the date
last marked below. M v = % -






COLLECTED ESSAYS






COLLECTED
ESSAYS PAPERS &c.

of
ROBERT BRIDGES

I
HUMDRUM & HARUM SCARUM
A LECTURE ON FREE VERSE

[l
POETIC DICTION

Oxford University Press
HUMPHREY MILFORD

LONDON
1930



firgt Edition, July 1928
Second Impression, July 1930

Printedin Great Britain



TABLE OF THE NEW SYMBOLS USED

IN thefirst esay (see Preface thereto)

(1) # for the diphthongal sound in eye and right.

(2) 'soft' and 'hard' G were distinguished.

(3) # for the modified n in -ing.

In thefollowingessays Il and |11, the sounds

represented in ordinary spelling by A ae dif-

ferentiated thus:

(4) a=theaof father (thisisthetrueRomanceA) .

(5) a = the a of hat

(6) aorg = the a of dave. This symbol is made
by aligature of the two vowels which com/'
pose the sound; viz. the e of bed and the / of
in, as they appear in the words rein and they:
such correctly spelt words ae of course left
unchanged. The modification of this sound
before r, as in various, will be arule of pre
nunciation, as aso the effect of qu and w on
the following vowel.

(7) & = the a in almighty.

(8) av = the same sound which occurs as au or

aw in autumn and awl.
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Note: The reader is reminded that inconsistencies
must occur in avoiding the confusion which
would arise from using the symbols in words
which require other new symbols to complete
them. Such words are left in their old dress until
they can be completely provided. Also note
that the final e which is always mute, exceptin a
few foreign words, is omitted where its presence
wouldwrongly imply the lengthening of the pre
ceding vowel, as in liv, hav, colleg. This simple
advantage cannot be made use of in words where
the preceding vowel is mis-spelt, asin dove.

Capitals ae not dealt with and illustrative
quotations are given in the original spelling.

Any oversights in the text will not afect the
purpose of the experiment.
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HUMDRUM AND HARUM-SCARUM

A LECTURE ON FREE VERSE

W H EN I wasinvited last termto discuss some poetical
subject beforealiterary society inmy old collegin OX'
ford, it seem'd to methat the question of Free Versewould
suit the occasion; and havity well consda d the matter for
that select audience, | amnow summarizing midiscourse
aslucidlyas| canfor awider public.

First ofa/ll it isexpedient to get rid of theword Poetry.
| shall not discussthe difference between poetry and prose,
but merely the distinctiv formsof verseand prose. The
termFreeVerseimpliesthat it iswith formthat we hav
to deal, and not with content; and mi procedurewill beto
tri to discover the meanin of theterm Free ver se, and then
to show some of theresultsthat must follow fromwritin
inthenew or freemanner so descib'dor imagin'd.

! Argument with thoseterms sometimestakes thefollowin form:
'Verseispoetical rhythm;
All imagtnativ proseispoetical;
Itisalsorhythmical;
Therefore all imaginativ proseis verse=free verse. Q. E. D.
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HUMDRUM AND
Tho'lwish to confine myself to English Tree verse, one
cannot treat the subject at all without referenceto Trench
verslibre; becausein Trancetherevolt ageinst thetra®
ditionalformisinitsthreatsand promisesvery similar to
our own, and thetheory of it hasbeen moreintelligently
handled and analizd thare than b*English critics, the best
of whomborrow their reasoning, sofar as| canfnd, from
the Trench. | do not seethat we hav in England my defmit
or logical notion of Tree Versedistinct fromthe Trench, nor
that, asfar astheory goes, thare canreally be my difference.
Theimpulse of the movement isadmitted to beawpde
spredd conviction that the old metrical formsand prosodies
areexhausted. ThusMr. flint, who iswell acqutinted with
the Trench movement and hasloq been keepir” usin touch
with contemporary Trench verse, writesin his Other
W orld Cadencesone sentence of hiscreed,—
That Rh"meand Metreareartificial and external addi’
tionsto Poetry, and that asthe various changesthat can
berur”™upon themwerework'd out, they grew more and
moreinsipid until they hav become contemptibleand
encumbent
One coud not subscribe to this formula without re
casti it, but its exaggerationsrepresent, as| takeit,

merely an emotional quality inthewriter'strue conviction.
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HARUM-SCARUM

Theword freein 'freeverse' means escape fromsome
thin), and that somethir” isthe old metrical formsand pro
sodies. And now havi cavtioudly taken thisfirst step on
to solid ground, we shall naturally ask whether, havin
discarded the old forms, we are to hav eny new forms, or >
whether freedomis merely absence ofallform. And since
formlessness can hav noplacein Art, and since eny dis
cussion on the natur e office verseimplessomeforminiit,
however critics my havfiiYd to define it, we my assume
that, besides the negativ quality oflackir® &Il the distinc
tions of metrical verse, there must be somepositiv quality
imagxndfor it bj which it will be distinguishablefrom
prose.

And besides the determination to escape from metre,
thare is a/lso another point on which aAlfree versifiers
agree, namely, that free ver semust be rhythmical { convene
iently used for eurhythmic), nor does zny one doubt what \
is ment b rhythm. Rhythm is in fact difficult to define,
but it is easily felt, tho the faculty for feelity it variesim'
mensely. Hereitisenoughto sty that itismorethan mere
movement; it israther a co-ordination of movementsthat
appealsto thefeeling or emotions; and if prose were not
rhythmical we should here hav the differentiation of verse
from prose. But good prose is also rhythmical, so that
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HUMDRUM AND
our question about rhythm must take this form, namely,
whether thereis eny difference between the rhythms of
verseand prose, and if so, what that differenceis.

Now it would seem clear that the mein formal differ
ence between the rhythms of prose and metrical versewas
dueto the prosody; and sincethat, bein discarded, can no
longer serve for a distinction, it will follow that, if there
isto be eny distinction between the rhythms of proseand

freeverse, it must beamoresubtle affare.

The mein effectual difference between the rhythms of
theold metrical verseand offneproseis, that in the verse
you hav a grater expectancy of therhythm; and that comes
of the rhythms beity more mark'd and predeter mined and
confyn'd; andthepoefsartwasto vary theexpectedrhythm
as much as he coud without disagreeably bavikiri) theex
pectation. This expectancy appearsin thecritical attitude
of thehearer towardsthemoreirregular versesof a poem,
inprosethissort or grade of expectancy was absent and
even forbidden, and however muchtheorator'sart led you
to wel comethe sequence of hisphrases, and however satis

fyedyou m$it be when they disclosed themsel ves, yet they
did not seem predetermind.! Thus if a sentence in an old

*Dr. Blasson the Greek orators, with Aristotleand Dionysius, supples
illustration of the Greek practiceof hybrid forms.
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HARUM-SCARUM
text wer e deleted you coud not suppli thelost rhythmsin
aprosepassagso confidently asyou miht in a poem, where
the metreprescribed certein necessities.

It followsfromthisthat what isverseto somehearers
Isproseto others; and sincethereisno short speech'rhythm
in prosewhich miht not he used asametrical rhythmor a
part of somemetrical system, the only differencewould
seemto hethat in prosetherhythmswerenot evident or
repeated; if repeated you would come to expect them.

Now if we should take on the one hand somefine pas
seg of English prose, and on the other somefine passeg
of our old metrical verse, and regard themastypical ex
tremes, itisplein that hetween their markedly different
rhythmical effects—one of which werecognizeasprose
andthe other asverse—awidefield liesinwhichitispos
sibleto construct something that would he neither the one
nor the other. And free verse will he an expetietion of
somekind inthisfield; and it my he deimid, as| think it
isimagin'd, that such an intermediet formmy combine
some of the advantages of both systems: it miht possess
in some measur e the freedom of prose and the expectancy
of theold verse: hut we should be preper'dtofind that in
discarding the distinctionswhich perfected the old tipes, it
lost their most for cible characteristics.
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HUMDRUM AND

A french writer, to whom | shall return, argues thus:
The old poetic verse, he seys, marches along bi virtue of
its common'speech units, the rhythm of which is chosen
to enforce or vary the metrical lines. And he contends
with Mr. flint that the beauty of the rhythms lies wholly
inthe speech'rhythms: they are the essence of thething,
and we do not need the metrical units, which mey bere
garded, almost historically, as a scaffdding for the building
that has been erected, and having now served ther e purpose,
they my be removed and permit the rhythmic building, to
stand clear.

This is intelligible enough: | wrote myself (in Mil"
ton's Prosody),—

‘It miht bepossible, asitiscerteinly conceivable, to base

the whole art of versification on speech'rhythm, and

differentiate the prosodies secondarily by their various

qualitiesof effect upon the speech. But no onehasever

attempted that!
And now, quoting myself, | see that | had no riht to sty
that the attempt had never been made, for of course | can'
not know, tho | am convinced that the tasklies beyond
our power. Butitisplein that the establishment of speech’
rhythm as the rule of free verse would, if it should arrive
at eny rules, be a first step towards such a fundamental
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HARUM SCARUM
analysis, and we shall now hav to examin that step asthe
theoristshav madeit
The french critic, M. Dujardin, whom | hav quoted
above (Les Premiers Poetes du Vers Libre, in the
Mercure de France), has a full knowledge of the sub'
ject: he writes with authority and it seems to me with
common sense, gret ability and sound logic: | shall take
hisanalysisasabesis, (a) Heassumesthat onecan
recognize good prose when one seesit, and that itispos
sibletowriteaprosepoem, i.e. towrite'poetry’ inprose.
But that is not free verse, (b) Heisaso in mi opinion
quiteriht when hefurther assertsthat the'verses of the
Bible hav given riseto a uniqueimpression which, having
been consciously and unconsciously copied, hascreated a
distinct recognizableform. Andthisisa hibrid: itisnot
freeverse, (€) Herecognizesthe habit of introducing ir'
regularity into the old metrical forms, i.e. writing theold
metres so that they do not scan. This, whichiscommonin
France, isthe commonest kind of incompetent techniquein
English poetsof whatever stileat the present time. This

The fact that it would be equally true to sey that it isimpossible to draw the
line between prose and verse (asappearsthroughout thisdiscussion) doesnot
invalidate M. 'Dujardin' s assumption. No line can be drawn between the
animal and vegetable kingdoms, but we do not for that reason deni the typical
distinction between alion and an oak tree.
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HUMDRUM AND
ageinisnot freeverse, (under thishead would fall the
Vers Libere of modern Trench, the Prose Cadencee
ou Vers Libres of Moliere [Malade Imaginaire],
and, | suppose, the blank verse passages of Dickens's
prose.) (d) And to thesethree | must add afourth, a
form of verse which perhapsis not yet recogngzd in
french tho itiscommon with us, viz. irregular accen
tual verse. Thisisnot freeversein the proper sense of that
term, becauseit really conforms, or should conform, to
definit metrical lavs, which allow indeed eny irregularity
of lengthin the line but somewhat confinetherhythmsto
very variousbut still defnitforms.

M. Dujardin then describeswhat the elements of the
new verse, i.e. rhythmwithout metre, must logically be.
Sncetheel ements of the new ver se can nolonger bethe
syllabicfeet of themetrical system, they must (he says) be
therhythmic ssne unitswhich areinrevolt ageinst them:
andso (a) Alineof free verseisagrammatical unit or
unity, made of accentual verbal unitscombining to arhyth
mical import, completeinitself and sufficient initself; (b)
thelinemy bevariousinlength, and of my length, only
not toolong; (c) thelineisabsolutely indifferent to sylla’
bic numeration or construction apart fromitsown pro'
priety of senseand pleasant movement; (d) and being free
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HARUM-SCARUM
from all metrical obligetions, such as caesura, hietus,
&c, these and all other artifices proper to metrical proso'
diesareforbiddentoit

The above statement does not seemto meto beopento
objection: it is a competent description of the trend of ex
periments, j ustifiintheir successesand discrimineting their
inconsistencies and errors. We my provisionally accept it
with confidence: but M. Dujardin leaves us after all with
no other distinction made between prose and free ver se but
this, namely, that free ver seismade up of short sectionsor
lines which are in themselves accentual and grammatical
unities: and it isinthisdescription, which does not fit prose,
that we must look to find the distinctiv positiv quality of

free verse.

Theindependent formal existence of proseisnot denied
on eny hand. Mr. flint, with whose opinions | hold much
in common, and who appears here to be at one with M.
Dujardin, distinguishes 'prose’ from'cedenced prose, and
seemsto i mpfi that all cedenced proseisfreeverse. Thus
he seys'Cedence should not be printed as prose’, and, as
| read him, he notes this undefin'd term'cedenced' to be
thedistinction between proseand verse. That, or eny other
term, would be useful and serve for a name if it were so
defend as to distinguish the prose rhythms which without
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HUMDRUM AND
damag can herepresented in short sections, fromthose
which cannot: and | should no douht agreewith Mr. Flint
Hehasnot, however, madethisdistinction clear, anditis
thevery point at issue, the positiv definition whichweare
seeking). Andif distinction existsit should heeasy to de'
monstreteit bi quoting) a specimen of good proseand ex'
posing) the characteristics; eny passeg of fine prose should
serve. 1 take onefromBacon:

'Asif there wer e sought in knowl edge a cowch wher'
upontorest a searching and restlesse spirite; or atar'
rassefor awandring and variable minde, to walke up and
downewith afair prospect; or a Tower of Satefor a
proudemindetoraiseit selfeupon; or aFort or com'
maunding ground for strifeand contention, or a shoppe
for profite or sale; and not a rich Storehouse for the
glorieof the Creator and thereliefe of mans edate’

Orageinthis:
"We seein Needleworksand Embroyderies, itismore
pleasing to havealively work upon a sad and solemn
ground, than to have a dark and melancholy work upon
alightsome ground, Judg therefore of the pleasure of
theHeart, by the pleasure of the B’

| assert of these passagesthat they cannot heprintedin
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HARUM'SCARUM
short sectionsasfreeversewithout dameg and absurdity.
Letthereader tri hishand on them.

And certeinly much well written freeverse, in which
thelinesareof veryingth andrhythm,isnot good prose.
However irregular thelinesbe, they are consciousof their
length: they posewith a sort of independenceand self'
sufficiency: andwheretheverseismost successful itsce'
dencesprovoketoo much of the expectancy of verseto ap'
pear sowhollyfreefromrestreint asthebest prose can:
anditisriht enough to call it verserather than prose.
Andif itisquite satisfactory—asin short poemsit very
well mey be—itissobi virtueof the poet'ssensibility to
rhythmical form, and bi his mastery of it; and he will so
combinehisrhythmsthat they do create expectancy as
they proceed: indeed | do not doubt that afree' ver sepoet
would regardthe pleasurewhich accompaniesthissatisfi'd
expectancy, asanoteof hissuccess.

Nowin sofar asthisfreeverse(or cedenced prose) ac
tually createsthisexpectancy, itsrhythmscan no doubt
be anatizd and reduced to rule, what generally satisfies
theear doesso bi someprincipleor lav; andthesimplest,
the commonest and mostperveding conditionswill soon be
recognizd; and they would bethe simplest elementsof
eny possiblereduction of all verserhythmstoonesys
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tern. The writer of free verse cannot escape from this: in'
deed his rejection of metre is besd on the recognition of
rhythms: he cleimsfor themthat they are the fundamen
tal overruling things. He has cast off his visible cheins but
has not escep'd into liberty, if heis a lav unto himself, he
isso only bi unconscious obligation to a wider lav to which
he hasappeal'd. But then comesthe unavoi dable consdere
tion, of what nature are these effects which he is eiming
at, and on which he relies? That he can reli on them im'
plies that they are what other ears are preper 'd to accept,
and such effects can only be the primary movements of
rhythm upon which all verse has aweys depended, and
which, on his own assumption, poets hav elaborated into
the perfected metrical forms which he repudiets.

if ever he become conscious of this, then the purity of
hisart must appear to himasa sort of protestantism, ham
per'd bi negativ prescriptions and tabulated prejudices: he
will be constantly engeg'd in deliberetly avoiding reminis
cences and indisgising essential similarities. And a gret
deal of free verse has been easily analizd into the dis
gise of old forms.

It is open to the advocate of free verse to object to all
this. He mey repudiate expectancy andsey that it is one of

thethingsthat he wishes to be rid of, and that it will not
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HARUM SCARUM

be present in freeverse. On mi own showingit would bea
subtle and hidden quality, but nonetheless| doubt not of
itscauseor effect, and | believethat itistheforcewhich
will hold hisfree versetogether and distinguishit from
prose, and | think that free verseisgood and theoretically
defensibleonlyin sofar asit can create expectancy with'
out theold metrical devices, if it feilsto effect this, it seems
to me but a broken jerky sort of bad prose: andtheold
fluent prose needs not me nor eny one elseto defend it from
those who would cut it to piecesand call itsfragments
verse.

But whether or no afreeversifier repudiate expectancy,
he must renounce certein other advantages of the metrical
system, thevalue of whichissogret that itisdifficult to
believethat they can hav been duly appreciated bi themen
who would cast them contemptuously awy.

| will describe as briefly as| can a few of the adverse
conditionswhich must result fromrejecting) the metrical
systems, and for sake of clearnesswill namefour of them
thus:

(1) Lossof carrying power.

(2) Self consciousness.

(3) Samenessof linestructure.

(4) indetermination of subsidiary 'accent'.
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first, lossof carrying) power. Almost all the power that
gret poetslike Homer and Dante hav of poetizing what
ever they my handleisduetotheir fixd prosodies, if this
should be doubted, supposethe experiment of rewriting their
poems so that they did not scan, it would of coursebemere
destruction, and observe, destruction not only of thegret
immortal lineswherethe magical concurrence ofhihdic
tionwith metrical formstandsout inaclear configuration
of beauty that makes themunfor gettable and hasenshrind
themamong) thetreasuresof every culturd mind, but the
morter also between the stones, whichisnow hardly dis
tinguishable fromthem, would perish and rot awey, and
would nolonger serveto hold thefabrictogether. Asingle
examplewill besufficient: Dante, who was careful to open
his cantos effectivly, doesnot scrupleto begin thethird
canto of the Purgatory with apiece of narrativ business
that Cary, who had no metric skill, represents in his
trandation bi thisflat and avkward line:

Themsudden fight had scatter d o'er theplain,
but theltalianis
Awegnachela subitanafuga
Dispergesse color per lacampagna:
and one miht almost sty that the Commediadoes not
conteinlinesof grater dignity. Thediction, rhythmand
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HARUM-SCARUM

sonorityarecarried b'i theversification without atrace of
pompoasity or affectation; and depriv'd of that resource,
freeversemust befull of disconsolet patches, for it has
no corresponding machineryto carry thesubordinet matter.

Second, self' consciousness. |t seemsvery clear tome
that freeverseasdefin'd cannot bewritten without the
appearanceof self' consciousness. Theconditionsarethese:
Each I'ineor phrase has (ex hypothesi) to show con'
vincing) propriety of diction and rhythm, together with other
proprietiesof relativlength, sonority and poetic value. Now
thisisfranklyimpossible; what mey conceivably bedone
in Gaelic, Hindustani or thelanguages of the Pacificisland'
ers, | donot know; but English wasnot madefor itand
cannotdoit. Thewriter of freeverseconfronted b'i athow
sand obstacleswill, in apoem of eny length, whenever his
matter lacks poetic content, beat hiswit'sendto devise
something passable; and hisreadersor hearers, if they be
intelligent, will observe himwith amusement, and hehim'
self, being presumably intelligent, will beuncomfortably
awareof thesituation; for while pretending honest aes
theticrintnesshewill knowthat heisonly providingin'
genious makeshiftswhich hewould hav been glad to avoid.

Thehappy and not too raregift of bieving that what'
ever you chooseto sey must beworth seying, can indeed save
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HUMDRUM AND
aman fromsely consciousness, and set hiswork beneath
criticism.

Now thissituation iscreated bi free verse; the old met
rical systemwasdesind to obviateit, for therein the poet
did not choose hisformto suit every special turn and item
of hismatter, but adapted hismatter to the exigenciesof a
prescrib'd form; and in daing this he found a further re
war d, because the changes of hismatter provoked andjus
tifi'd all the varieties of rhythm that his metre allow'd,
sothat their desirableirregularities came spontaneously,
and hismetrical form, harmonizing whatever he had to
deal with, offer'd himendless opportunitiesfor unexpected
beauties. Themetrewaslikearich stateuniform, robedin
which eny manwill feel equally at ease whether walking
inthe gaze of avulgar crowd, or sugteining the delicet
dignity of a court ceremony.

Third,same'nessof grammaticall line.. Theidentification
of theline unit with the grammatical unit must limit the
varietiesof linestructure. Thisfeature of thefreeverse
isnot unlike the common'sense attempt of meny modern
song ‘writersto identifi their musical phrase with the
speech'rhythm of thewords. I|hav made no examination
of thepractice of writersin thisrespect, and shall only be
theorizing) inthefollowing remarks.
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The grammatical formsof sentencesin English arefew,
and must repeat themsel ves agein and agein; and each form
has its proper and natural inflection of voice which, how
ever overbid, will imposeitstypical intonation on the sen’
tence. Now if the grammatical forms are made coincident
with the lines of the verse, they must impose the recur’
renceof their similar intonationsuponthelines.
It would be easy to quote some passeg of free verse
which exhibited this kind of monotony, but it would be un'
feir because it coud be match'd bi similar examples from
metrical poems, indeed the best metrical poetry respects
the grammar so dtrictly that much of it compliesfully
with M. Dujardinsrule, and miht be quoted as typical free
verse, wereit not for the negativ rulethat forbidsitsmetre.
Moreover monotony of thiskind isoften agreeableinitself,
and sought for its special effect. Nonetheless, one of the
difficultiesinwriting good verse of eny kind isto escape
fromthetyranny of these recurrent speech'forms, and the
restriction imposed bi the rules of free verse must meke
that difficulty immeasurably grater.
Sincetheeimand boast of freeverseisthat it will attein
spontaneity and variety, | wonder at miself findingit in
danger of self ‘consciousness and monotony of form.

fourth, indeterminetion of subsidiary accent. Metrical
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HUMDRUM AND
ver sehasthe power of determining and releting the subordi
net or ambiguousaccentuationsinarhythmical phrase;
and the essential val ue of thisresour ce seemsto hav been
disregard ed bi the advocates of free verse.

A poemin metre hasa predetermin'd organic normal
schemefor itslines, and whatever their varietiesof rhythm
no line can be constructed without referencetoitsform:
hencethe same syllabic rhythmsacquiredifferent values
according) totheir placeintheline. Theindefinable delicacy
of thispower over the hidden possibilitiesof speechiswhat
most invitesand rewar dstheartist in histechnique, asthe
ignorance, neglect or abuse of it mekesthe chief badness of
bad work, itssubtletiesmockillustration, but demongre
tion can be simple and even commonplace. The second book
of paradise L ost opensthus:

High ona Throne of Royal state, which far
Outshon the wealth of ormus and of Ind.
Thesearetwo linesof blank verse, but they can bewritten
astwolinesof freeversethus:
High onaThrone of Royal Sate,
V/hich far outshon the wealth of ormusand of ind.

Now inwriting) and reading themthus, the value of theword
farislost: itisseenthat theword cannot initself deter
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HARUM-SCARUM
minfor itself eny special value; inthefreeverseitisflat
and dull, and one does not know what to dowithit, for if
it be unaccenteditisuseless, andif accented it isfoolish,
Indesd, no accentuation canrestoreto it what it haslost.
Thisone exampleisenough to showwhat isintended

inthissection, but another will lead further, and the pas
sagwhich | quoted in mi Milton's Prosody, to exhibit
how he broke up hislines, will servewell: in Paradise
Lost, iii,37 seq.:

Then feed on thoughts, that voluntarie move

Harmonious numbers; asthe wakeful Bird

Singsdarkling, and in shadiest Covert hid

Tunesher nocturnal Note. Thuswith the Year

Seasonsreturn, but not to mereturns

Day, or the sweet approach of Ev'nor Morn.

Theselinesaregretly admired; acriticwould hardly
accusethemof prosaic or dull diction. But now set them
out asfreeverse:

Then feed on thoughts,
That voluntarie move harmonious numbers,
Asthewakeful Bird singsdarkling,
Andin shadiest Covert hid
tunes her nocturnal Note.
3



HUMDRUM AND
Thuswiththe Year seasonsreturn,
But not to mereturnsDay,
Or the sweet approach of Ev'n or Morn.

The very diction of the verses has suffer'd terribly. |
doubt if I should hav seen eny merit in them had | read
themthusin thefree verse of a contemporary poet, if this
besoit followsthat dictioninfree versewill needsbefar
mor e exacting than the diction of metrical verse, it must
be morebeautiful initself becauseit hasrelinquish'dthe
technique of one of themein sources of itsbeauty.

Afreeversifier mywelcomethissituation, and sey that
his poetry will bethe better for excluding phrasesthat are
inthemselves solittle beautiful that they must borrow ad'
ventitious beauty frommechanical devices. Well and good
—ifhecanjustify himself: but languegisrefractory, and
all techniquein Art consistsin devicesfor the mestering
of obstinet material, if free verse must of its nature be
mor e beautiful than metrical verse, let usrejoiceand weit
petiently, it isa case of solvitur ambulando, per'
hapsone should sty volando or volitando.

| hav myself made so miny experiments that | cannot
be suspected of wishing to discoureg others. No art can

flourishthat isnot aliveand growing, and it can only grow
by invention of new methods or bi discovery of new
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material In the art of English verse mi own work has
led me to think that there is a wide field for exploration
in the metrical prosody, and that in carryingon Milton's
inventions in the syllabic verse there s better hope of
successful progress than in the technique of free verse
as | understand it
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11
POETIC DICTION IN ENGLISH

POET I cDictionisawide subject, and this paper will
deal with only one little corner of it; it will examin the
dislike which poets of to'day exhibit towardsthe tradi
tional forms. and since even this, to bethorough, would
involve a completer description of thetraditional forms
than a short discour se allows of, we must be contented to
outlinethe situation with a few typical illustrations.
Therevolt ageinst theold dictionisareactionwhichin
itsgeneral attitudeisrational: anditisinlinewiththere
action of The Lake School' of Poetry, familiar toall stu
dentsin Wordsworth's statement, and Coleridge'scriti
cismand correction of that statement in his Biographia
Literaria’. Both movementsalike protest ageinst all ar'
cheisms of vocabulary and grammar and what arecall'd
literary forms, and plead for the simpletermsand direct
forms of common speech.
Asmi method isto be bi illustration, I will begin with
an extreme example, Milton'sLycidas, apoemwhich
tho' Dr. Johnsons common'sense condemn d it without
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reserve, hasin spite of the extravagance of its conventions
growninfavour, and firmly holdsits cheimto be one of the
most beautiful of the gret master pieces of English verse.

Only afewdaysago | received anew Germantranse
tionof it, inthe prefacewhereto it isstated to be 'Ein Gip'

fel, vielleicht der Gipfel aller schaferlichen, aller Renais
sancelyrik, unerreicht die Schonheit u. s. w!

The undisgised conventionality of Lycidasis suffi
ciently obviousinitsproperties. Muses, Eavns, Satyrsand
Nymphs, with Druidsand River godsassociatewith S.
peter and the pope, and in their company a new River'
god, Camus, invented on a bogus etymology: but there
moteness from common'sense which offended Dr. Johnson
can befully exposed bi quoting a singleline: the poet be
weiling) the death of a colleg friend bi shipwreckinthe
Irish channel, concludesthe section of hislament over the
unburiedbody in these wor ds:

And O yedolphins, waft the haplessyouth!
we hav to facethefact that thisstrange and meaning less
invocation does not sound frigid or foolishin the poem.
Rather itisevident that it wasthe very strength of the poet's
feeling) that hasforced thetransmutation of hismemories
and of the practical aspects of lifeinto a dreamy passionet
flux, whereall is so hihtend and inspir'd that we do not
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wonder to find embedded tharein the clear prophecy of a
conspicuoushistorical event: tho' thewhole of literature
can scar cely show eny compar able example.

Thisispoetic magic. Certeinly it was not to common'
sensethatMilton turn dfor consolation; and a work of sheer
beauty wasthe only worthy offering that Poetry coudmahe.

After reading Lycidas|let ussee how it iswith shel'
ley'sAdonais. Tho' asawholethispoemcannot com
petewith Milton, yet it conteinslinesand passages ofun'
surpassable beauty, both of diction and verse, and it iswor
thy to be compar'd; and since{especially towardsthe end)
itisincloser contact with our natural expression of feel'
ing it appealsmorestrongly to sometastes. Well, thepro'
pertiesareasliterary asin Milton. We hav the Musesand
Urania: Milton s'wherewereye Nymphswhen there
mor sel ess deep?'becomes wher e wert thou mighty Mother,
when helay?' and in company with Urania we hav Al'
bion and Cain and Apollo and the Wandering Jew and living
persons, all magisterially blendechy Shelley's usual phan'
tasmagoria. Andin onerespect heiseven moreconven'
tional or pedantic than Milton, because heborrowsmore
directly fromhis Greek models, and with marvellousEng'
lishitymakes Hell enic beau ties hisown. Moreover heworks
Bion'smachinery: Aphrodite beweilin) Adonisbecomes
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U rania beweiling Keats—the differencein the circumstances
nesding all the resour ces of"hisfree symbolismto adapt it.
"We must not, however, beled awey fromthe question of
merediction, and | mention d this point merely to show
that Shelley'sdiction ismore conventional than Milton s
and sometimeswhen it least appear sto be so, because meny
of itsbeautiesaremoredirectly borrow'd. He has, indeed, no
onelineto match Milton scall to the dol phins, but meny
which common'sensewould rate asequal ly extravagant

Thirdly, let uslook at Arnold's Thyrsis, a Victorian
poem in direct line with Lycidas and Adonais, con’
scioudly affiliated with themand pleinly inspp'd by Mil*
ton. | remember meny yearsago how IngramBy water,
when we wer e both young, contended ageinst methat
Thyrsiswasasgood a poemasL ycidas: | do not know
how far hewasin earnest.

Now in Arnold'spoemheand hisfriend are Cory don
and Thyrsis, they hav their shepherd'sp”pes, andthe Hel'
lenic propertiesare practically the sameasMilton'sand
Shelley's; but they arefrankly setinamodern English
landscape and introduced naturally asactual figuresof the
mental world wherein thetwo friendshad liv'd and loved.
Their mutual sympathy in this symbolismmakesitpos
sibleavimost to confound Ennawith Cumnor, and that is
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skilfully accomplish'd, but amid the stron, detcils of nativ
colour and homely affections we hav an lonian folk-tale of
obscure antiquity, the relevancy of which is hardly clear d
up bi a lon note. since there is no truce of christian sym-
bolism in the poem, the Properties are simpler than Mil-
tons or Shelley's, and the Diction my be stiled Words-
worthian; it would hardly hav offended Dr. Johnson: it is
pleinly not intended to be in what Arnold has cavll'd 'the
grand stile, and he was never in danger of attemptin shel-
ley's heavenwavrd flihts, which he thought ineffectual
Thus we my sty that, compard with Lycidas and
Adonais, Arnold’s Thyrsis is in simplifi'd diction.
what then is the effect of such a diction ? In judging this
we must remember that Arnold is not Milton, and I am
probably myselftoo much bias'd in favour of the grater
poet: but if a rational’ diction is eny decided poetic advan’
tag, then that advantag should appear, whereas the im'
pression that Thyrsis mokes on me when I compare it
with Lycidas is that it lacks in passion,as if it were a hand-
lin of emotions rather than the compellin utterance of them,
and so far as that must hav the effect of insincerity it is
the last thin that we should expect from the exclusion of
conventions. it does not carry the same conviction of dis-
tress that Lycidas does; neither the friendship nor the
63 K



DICTION
sorrow seems so profound, and the whole poem, tho'it is
agreeable readin, leaves one cold at the end. This miht in
grat part be accounted for bi its fanciful argument and bi
the poet's mentality, nor can I pretend to decide how much
is due to the diction: the example must remein a negativ
one; but in illustration, I will quote a passag from Thyr-
sis whare Arnold follows Milton in moralizin on the
vanity'of the sincerest human effort in the search for ideal
Truth; he has
This does not come with houses or with gold,
With place, with honour, and a flattering crew;
"Tis not in the world's market bought and sold!
But the smooth-slipping weeks
Drop by, and leave its seeker still untired;
Out of the heed of mortals he is gone,
He wends unfollow'd, he must house alone;
Yeton he fares, by his own heart inspired.
Milton has
Fame is the spur that the clear spirit doth raise
(That last infirmity of Noble mind)
To scorn delights, and live laborious dayes;
But the fair Guerdon when we hope to find,
And think to burst out into sudden blaze,
Comes the blind Fury with th'abhorred shears,
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And slits the thinspun life, 'But not the praise,

Phoebus replied, and touch'd my trembling ears
and so on, and this in spite of old Phoebus and the bad
grammatical inversion in the first fyne.

1t is difficult to dissociate the quality of Diction from
two other matters, namely properties and Keepin. Prop-
erties is a term borrowed from the stage. The mixture of
Greek and christian tipes in Lycidas and Adonais is
a good example of Properties. The term Keepin is taken
from peintin and has no convenient synonym, but it my
be expleindas the harmonizin of the artistic medium, and
since Diction is the chief means in the harmonizin of pro-
perties, it would seem that eny restriction or limitation of
the Diction must tend to limit the Properties, since without
artistic keepin their absurdities would be exposed.

Dr. Johnsons common-sense miht contend that all
Properties were absurd if their absurdity were merely diss
gsed bi Keepin. But in aesthetic no Property is absurd if it
is in Keepin. This does not decide what Properties should
be used. Different Properties are indispensable for different
imaginativ effects. Good Keepin is a fast essential in all
good writin, and especially in poetry. Perhaps it is evident
here that the poorer the Properties are, the less call will
they make on diction for their keepin, altho the simplest
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Properties are on their own plane no less exigent: and
agein the tyher the poet's command of diction, the wider
my he the feld of his Properties. Also, and this is a very
practical point, if a writer with no command of imaginativ
diction should use such Properties as are difficult of har-
monization, he will discredit both the Properties and the
Diction.

This is as it should he. in all fields of Art the imitators
are far more numerous than the artists, and they will copy
the externals, in poetry the Versification and the Diction,
which in their hands become futile. Criticism does not as-
sist art bi exposin such incompetencies: nor can it hepreised

Jforphilanthropic intention, becase dahhlin in the arts is
one of the most harmless pleasures of life: thare my he
more to he said for it than for dahhlin in criticism as I am
doin here.

We my now fairly put thefollowin question: is this
protest ageinstpoetic diction intended to confine Properties
to actualities ? No poet would consent to that. is it then
merely a protest ageinst archaic and literary forms of
speech ? Supposin this to he intended, we my enquire how
far it can, on eny poetic plane, he practically enforced. We
cannot hope to get very far through with this business, hut

we can insert the thin end of the wedge.
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The adverb hither has gon almost entirely out of
use in common speech, and except in the idiom 'hither and
thither'is rarely found in modern prose. Yet tho' obsoles-
cent it is without obscurity and is a pretty word. No purist
in diction coud object to it
And ifhither be admitted, what of wherein, where-
to, whereby, &c. To forbid them and insist on the alter-
nativs in which, to which, by which, &c., would
discredit my honest grammarian; his hope would be that
Sfamiliarity with the better and more convenient forms
in poetry miht lead to their more frequent use in prose,
and that they miht thus, through the journals and current
literature, win restoration into our common speech.
But if it should happen that such simple obsolescent
Jforms actually became quite common agein, it is certein
that they would lose some of their poetic and literary va-
lue, and a writer who had meinteind his elevation partly
on such cheap stilts would miss them and unconsciously
feel about for somethin to take their place. And their na-
tural substitutes would be other words which had the same
obsolescent quality as his old friends used to hav before
they had been too familiaiz'd. One can imagin that
this process of restorin good obsolescent forms miht
thus go on ad infinitum. On the other hand, as
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thinsare now, the self-denial of our common speech
my beregarded asthe generousand jeal ousgardian of our
literary stfe.

Sincepoeticlanguagisessentially ararity of expres-
sion of onesort or another, it isunreasonableto forbid apt
and desirable grammatical formsmerely becavsethey are
not read in the newspapersor heard at thedinner-table.
And if once such unusual forms are admitted they will
colour the keeping of the dictionand invite a kindred vo-
cabulary. It haslately become a fashionto usedial ectal
wordsin poetry. Suchwordsaregenerally freefromthe
stein of conventionality and sincethey ar e often better
Englishwordsthan their familyar synonyms, the only ob-

jection ageinst themisthat they are unknown or obscure,
and hav the same sort of effect assome of Burns' Scottish
words hav to English ears—they need trandlation. But if,
for instance, such good old Englishwordsasinwitand
wanhope should berehabilitated (and they hav been
pushin, up their headsfor thirty years), we shouldgeina
grat deal; for we should not only win back towardsa closer
relationshipwith our older literature, but these wordswould
soon differentiatethemselvesfromtheir Latin synonyms
conscience and despair, just aswe hav differentiated

fatherly and paternal ; .and we should thusadd to that
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subtlety in the expression of ideas which bi like means has
become a peculiar excellence of our tongue.

It mSit be urged that with Milton and Shelley, who
were educated bi Hellenic models and had come bi reading
and meditation to hav panoramic views of History and
Truth, it was natural to write at that hiht—their poetic
diction my be the spontaneous utterance of their subcon-
scious mind—but that it is nevertheless regrettable becavse
common folk whom they miht otherwise deliht and in-
struct cannot understand it. This is a wron notion, it was
not Dr. Johnsons ignorance or deficient education that
made him dislike Lycidas. It was his unpoetic mind
that was at fa/It, and his taste in Music or peintin would

probably hav been at the same level. Moreover children do
not resent what they cannot understand in poetry, and they
generally hav a keener sense for beauty than Dr. Johnson
had—indeed, if he would hav become agein as a little child,
he miht hav likd Lycidas very well. Anatole France
has put this matter so admirably that I will end mi paper
bi transcribin the words in which he tells his own ex-
perience.

1ly avait dans ce recit un grand nombre de termes que
J entendaispour la premierefois et dont je ne savaispas la
signification; mais l'ensemble men sembla si triste etsi
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beau quejeressentis, al' entendre, un frisson inconnu;
le charme de la melancolie metait revile par une tren'
tainedeversdont ' auraiseteincapabled expliquer le
senslitteral. Cest que, dmoinsd'etrevieux, on n‘apas
besoin debeaucoup comprendre pour beaucoup sentir.
Deschosesobscurespeuvent etredeschosestouchantes,
et il est bien vraiquele vague plait auxjeunesames.’

Printed by John Johnson at the Oxford University Press
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