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CHAPTER I

INTRODUCTION



CHAPTER I: INTRODUCTION

The importence of seventeenth century and modern metaphysical
postry in the English literary tradition is very seldom disputed by
the twentieth century coritic and scholar, This poetic style, which
was generally ignored without study fifty years ago, is today a center
of attention in the world of letters. The enormous volums of criticism
and scholarship devoted to both early and modern metaphysical verse
testifies to its popularity with modern students and crities, while msny
of the best Americen and British poets are writing today in an essentially
metaphysical tradition, In fact in both the sevententh end twentieth
centuries almost the whole field of poetry has seamed to reflect meta-
physical prackice in some measure,

The tremendous impact of the metaphysiecal style upon the modern
mind is suggested in the best available bibliographicsl guides to this

field, Studies in Metaphysical Poetry, by Theodore Spencer and Mark Van

Doren, In the introduction to this work Professor Spencer points out
that a list of titles of works dealing with the entire ninetesenth century
would be only half as long as & similar list of works treating the seven-
tsenth century metaphysiecal poets alone.

This abundance of material, he continues, reflects "not merely an
entiquarian curiosity, but a rgal excitement about & type of poetry whibh
recent poets nave much admired, and which was the expression of a genera-
tion faced by meny problems similar to our own."l Indesd this much-'

discussed similerity between the seventeenth and twentieth centuries is at

1, Spencer, Theodore; Van Doren, Mark, Studies in Metaphysical Poetry, P.3
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the crux of the problem of the wids attention given metephysical verse
today.

It is very difficult to say precisely when this new interest began,
but a glance through the poetic works of Emily Dickinson will indicate
that she was thoroughly femiliar with the seventeenth century meta-
physical poets about three score ysars ago, end found their thoupht and
technique very congenial to her own vorse writing and psyshological make-
up. In BEngland, the lively intellectual workiplay of Gerald Manley Hopkins
and the complexity and irony in the verse of George Meredith also suggests
& renascence of the metaphysical wey of thinking. Probably the first
landmark in the movement was the publication in 1912 of Herbert Griersonts
definitive edition of the postry of John Donne, the most famous of the
soventeenth century metaphysiczls., Examining the place of Donne and the
seventeanth metaphysic:ls in the world literay tradition, Grierson set
" & model for scholarship in his exhaustive efforts to arrive at the eor-
rect poetic texts and to determine the dates and authenticity of the
poems usually attributed to Donne. Since that time popular editions
of the works of Abraham Cowley, Andrew Marvell, George Herbsrt, Henry
Vaughan and others have besn published, sand metaphysiczl verse--early
and modern-~has remsained in high favor, A’growing interest was also in-
dicated by the appearance of carefully edited editions of such ecom-
paratively minor poets as Jolm Cleveland and Henry King.

Not to mention the appearancs of\an influential group of modern
metaphysical poets, the enthusiastic studies of many contemporary
critics, a number of them metaphysical poets in their own right, have
probably done much to stimulate an interest in metaphysical verse. A

group of essays written by T. S. Eliot in the 1920's for instance, i5.



probably among the most important of the interpretative and critical
works des.ling with the sevanteen century metaphysical poets and their
general cultural environment, and certainly Rliotts thesis conceming
the "wnified sensibility" of the seventeenth century man as opposed to
the "divided sensibility™ ot the average nineteenth and twentieth
century man has come to be accepted almost as a truism.

Another indication of the widespread twentieth century affinity
for the metaphysiesl spirit is seen in the publieztion in 1945 of
®critical Remarks on the Metaphysical Poets,™ whieh contains twelve
line drewings by Kurt Rossch. The new aceent on metaphysical postry
in the Tnited States has come in a large messurs thromgh the efforts
of Southernsrs, John Crowe Ransom and Allen Tate have created a new
interest in this kind of wverse through both their own poetry and their
critical essays. Probebly the boldest and most ocomplete attempt, how-
ever, to releate seventeenth and twentieth century wverse is found in

Cleanth Brockst Modern Poetry end the Tradition.' Bxpleining that there

is a mixture of wit, irony end "high sericusness™ in the metaphysical
verse of both these periods such as is seldom found in romantic end
clessic poetry, Brooks emphasizes that "the significant relstionship
betweon the modernist poets and the seventeenth century poets of wit
lies here~-in their common conception cf fhe use of metaphor....The
significant relationship is indicated by the faoct that the metaphysical
poets end the moderniéts stand opposed to both the neo=-clessic and
Romantic poets on the issue of metephor.™ 1

As Eliot has remarked in his essay on "The Metephysical Poets," it
is exceedingly difficult to determine a cleer-out line of demarcation
bé’cween "megtephysical poets" eand & number of other poets writing et the
same time.

1, Brooks, Cleanth, Modern Poetry snd the Tradition, p. ll.




The distinetion perhaps rests in the degree to which various. poets mey
employ a metaphysical tecklmique, Past scholarship, however, has tended
to single out & group of seventeenth century poets who have been labelled
and aocepted as the "metaphysical poets." There has been & little less
scholerly agreement concerning the twentieth century metaphysical poets.
‘Mbtaphysical elements may be found in Italian Renaissance verse end

in the work of meny English posts from Sir Thomas Wyett and the Earl of
Surrey wntil the last quarter of the seventeenth century. Ths mete-
physical style had its origin in secular verse, but in the seventeenth
century it beceme g medium for & group of secular poets and a group of
religious poets, both of which apperently found their greatest inspiretion
in the verse of Donne. It should be stressed, however, that metaphysicel
expression is not necessarily either seculsr or religious, but a way of
thinking and writing probebly equally suited tc both typss of verse.
The mystical tendencies of some of these poets became merged with the
metaphysical technique to produce on meny occasions some of the finest
postry in our language, but this mysticism should not be considered as
a characteristic attribute of metaphysicel poetry. As the seventesnth
century proceeded, the work of such poets as Marvell and Abrahem Cowley
tended to merge with the incipient neo=-classie tradition, while such
metaphysicsl poets as Henry Vaughen and Thomes Traherne anticipated
Wordsworthian romenticism in their thought and style.

Despite the interest today in this religious metaphysical poetry,
particalarly since the publication in 1936 of Helen White's The Meta-

physicel Poets, A Study in Religious Experience, the twentieth century

metephysicels are much more closely related to the secular groupe.



Aligned with the religious group were some of the best known seventesnth
century metaphysical poets: John Dornne (1573-1631), George Herbert (1593-
1633), Richard Crashaw (1612-1649), Henry Vaughan (1622-1695), and Thomas
Traherne (1636-1674), but the metaphysical elements in the verse of both
Vaughen and Traherne, especially that of the latter, tend to becoms
sccondary to the mysticisme The secular metaphysical traditicn is repre-
sented by Sir Walter Raleigh (1552-1¢18), in several of his best poems;
William Shakespeare (1564-~1616), particularly in a number of his sonnets,
Donne, Edward, Lord Herbert of Cherbury (1583~1€48), who was George
Herbert'!s younger brother; Henry King (1592-1669), John Cleveland,(1613-
1658), Abrahem Cowley (1618-1667%, Andrew Marvell (1621-1678), and a
number of other poets in whose verse the metaphysicai elements are less
conspicuous or less skillfully handled.

The twentieth century metaphysical tradition is almost entirely
secular and literary. The seventeenth century poets were usually men
of action or men of God before they were poets, but the‘twantieth century
metaphysical poets are on the whole exclusively poets and crities. Al-
though Elict's religionism has played an incressingly important part in
his work, his verse has proved to be the most metaphysical when it was
the least religious. Among British and American poets the chief meta-
physicals are William Butler Yeats (1865-1938), Elinor Wylie (1885-1528),
Te Se Eliot (1888~ ), Jolm Crowe Ransom (188- ), Allen Tate (1899- ),
Robert Penn Warren (1905- ), and Wystan Hugh Auden (1907- )

To examine this reletionship between the poetry of the seventeenth
end twentieth centuries it is of cour se necessary to understand what are
the distincitve characteristics of metaphysicsl poetry, and mord speci-

fically what are the distinctive characteristies of the‘seventeanﬁh,and



twentieth century wvarieties. I shall attempt to point out aad il-
lustrate the chief similarities and dissimilarities in the metaphysical
verse of both periods, and to show that moderm metaphysical poatry
contains elements of seventeenth century metaphysical and nineteenth
éentury’romantic technique as well as distinctly modern cheracteristics.
In this chapter I hope to clarify and point vp my findings in the ox-
amination of & serieg of four comparable poems indicating the relation
5f seventeenth and twentieth century metephysical verse to other liter-
ary styles. In examining this series of poems and in studying the
characteristic similarities and dissimilarities in seventeenth and
twentieth century metaphysical poetry, I shall consider three main
aspects of the peetry: organization and methods cf progression within
the poem (Chepter II) and the use of metaphor esnd other structural devices
(Chapter III); the interpretation of human experieﬁce, with spcscial at-
tention to the wit, irony and general complexity typical of metaphysical
poetry (Chapter IV), and the voet'!'s point of view--his attitudes toward
himself and his social and intellectusl world (Chapter V). My approach

to these problems will be as objective and analytical as possible.
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The four-poem series, dealing with love poems in which the possi-
ble death of one of the lovers is considered, will consist of Shakespeare's
71lst sonnet, ("No longer mourn for me when I am dead"), Elizabethan; Donme's
"A Valedicticu: To My Name in the Window," seventeenth cantury metaphysical;
Christina Rossstti's "Remembor," nineﬂeenth century romantic,and Yeats!

"Broken Dreams," twentieth century metaphysical,



I quote the Shakespeare sonnet:
No longer mourn for me when I am dead
Than you shall hear the surly sullen bell
Give warning to the world that I am fled
From this vile world, witL vilest worms to dwell:
Nay, if you read this line, rememb=zr not
The hand that writ it; for I love you so
That I in your sweet thoupghts would be forgot
If thinking on me then should make you wce.
0, if, I say, you look upon this verse
When I perhaps compounded am with clay,
Do not so much as my poor nams rehearse,
But let your love even with my life decay,
Lest the wise world should look into your moan
And mock you with me after I am gone.

The poem is basically an elaboration of a relatively simple
argument--or "structure," as Ranscm would sey. The poet asks in sub-
stance that his mistress forget him after his death because he loves
her very much and does not wish to bring her grief from his passing
or mockery from the "wide world." There is really nc suggestion in
the poem of & knotty humean problem or of an actual experience.

The sonnet, completely lucid and in no way involvad, progresses
in a quits logical manner. The progression is simple and repetitious,
howsver, as the three quatrains devslop virtually the same idea with
very little variation, while the closing couplet merely gives another
reason why the mistrsss should not "moen” for her poet-lover. This
easy, smooth progressicn also depends heavily upon the regular rhythmics
end lilting quality of the verce which suggests a much closer allience
between music and poetry than is found in the more rugged, conversational
rhythms of Donne.

The somnet shows principally a successful attempt to dcvelopa

rather conventional literary idea with a pleasing textural elaboration.



The poem does not suggest that the poet is grappling with a real
problem~--as Donne often does--or seeking to expresc and communicate
a complex humnan experiencc--as the modern metanhysicals frecuently
do. The reader is de¢lighted by the way in which the poet has de-
veloped his materiel, rather than moved emotionally by the poetic
situation presented. The poet is not concerned with defining his
relationship with his mistress, but rather with his own thoughts
and the literary tradition im which he ic writinge This well bal~-
anced sonnet style, with its accentuated musical metrics and its
appealing developmert of a conventional literary theme, in many ways
typifiss the §lizabethan lyric tradition.

In Domne's seventeenth century metaphysical style there is a
new emphasis on some of these Elizabethan characteristics--the logical
method of progressiocn, for example--and a revolt against others, such
as the lilting measures and an adherence to & literary convention.

I quote Donne's "A Valediction: To My Name in the Window:"
I

My name engrav'd herein,

Doth contribute my firmnesse to this glasse,
Mhich, ever since that charme, hath tcene
As hard, as thet which grav'd it, was;

Thine eye will give it price enough, tc mock

The Diamonds of either rocke.

II
'Tis much that glasse should bee
As all confessing, and through-shine as I,
'Tis more, that it shewes thee to thes,
And cleare reflects thee to thire eye.
But all such rules, loves magique can undo,
Here you see mee, ard I am you.

IT1
As no one point nor dash,

Vhich are but accessories to this name,
The showers and tempests can outwash,
So shall all times find thee the seme;

You this intireness bstter may fulfill,

Who have the patterne with you still.
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Or if too hard and deepe
This learning be, for a scratch'd name to teach,
It, as a given deaths head keepe,
Lovers mortalitie to presch,
fOr think this ragged bony name to bee
My ruinouvs Anetomie.

v

Then, as e&ll nyv soules bees,
Emparadis'd in you, (in whom alone
I understand, and grow and ses,)
The rafters of my body, bone
Being still with you, the Muscle, Sinew, and Veine,
Trich tile this house, will come agzaine.

VI

Till my returne repsrie
And recompact my scattered hody so.
As all the vertuous powers which are
Fix'd in the starres, are said tc flow
Into such characters, as graved bee
When these starres harTes supremaciec:

ViI

So since this name was cut
When love and griefe their exaltation had,
No door 'gainst this names influence shut;
As much more loving, as more sed,
tTwill make theoe; and thou shouldst, till I returne,
Since I die daily, daily mourne,

VIII

When thy inconsiderate hand
Flings op~ this casement, with my trembling name,
To looke on one, whose wit or land
New battry to thy heart may frame,
Then thinke this name alive, and that thou thus
In it offendst my Genius.

-~
bt

And when thy melted maid,
Corruvpted by the Lover's gold and pe ze,
is letter at thy pillow 'Hath laid,
Disputed it, and tam'd thy rage,
And thou begintst to thaw toward him, for this
ey my name step in, and hide his.



-10=

X
And if this treeson goe
To an overt aclt, and thou write agsine;
In superscribing, this nams flow
Into thy fency, from the pane
So, in forgetting thou remembrest right,
And unaware to mee shalt wiite.
b4
Sut glesse, and lines must bee,
No meanes our firme substantiall love to keepe;
Near death inflicts this legarthie,
Ard this I murmurse in my sleepe;
Impute this idle talks, to that I goe,
Tor dying men telk often so.
In this poem, one of several valedictions, or farswelles, that
Nurre wrote to his wife, one finds a fusion of concrete figures, intsl=-
lectval abstractions, and quiet, soul-felt emption,. This piece, unlike
the Shakespeare sonnet and much romentic verse, has no simple, clear-cut
argument extanding throughout the poem, but consists chicfly of a texw=
tural superstruecture in which the poet seems to treat & genuine personal
problem with rich deveil mnd sharp particularity.

The refined logic of the valediction is evident in the rather in-
wlved extensiocr of a basic metarhor and in the fact that the poem may
be 'uiderstood on two levels. The whole poem is built arcund the meta-
phoricel identificatioa of Donne and the window in which %is neme is
engraved. DMolding his thinking arovnd this device, the poot, always
preoccupied with death, is chiefly examining the question of how faith-
ful his wife will remain to him after his death, tut finally discards as
idle fancy this desire to maintain a death hold on his wifa's affsctions
a~d decides that, despite a feeling of leoreliness, he will face death

alone. Tre emphasis, however, on a personal problem, or mental conflict,

is characteristic of a great deal of seventeenth century metaphysicel



roetrye. The sccond level on which the wieecs nay be nnderstood is per-
hans the ..ore obvious, &as lUonre smeals to his wife of a worldly Jjournev--

neriaps the real oceasion for the poenm=-and asks nher Lo ve ever pindful

of nls rame in tlie window, anu Lo raunad withful, as his true esssnce
and bpeinc is leit with here Ths two lsvels arsz cevslored &lsost simul-
taneously in the Ilrst sections of the voen, but i tae closin~ silanzas
Donne is concerned almost entirely with his fezlins of irpendine deaths

Lhe method of pror-ression in +the oen is basiecally lovical, ovut
it is a far rore rofined ard involvaed loric then wes found in shaie-

spearets 71lst sonnzt, 4s is seen in Tths two relotsd levs

ard in the cevelommentsl, rathsr then ropetitious, nuture of the losice

Lonne suostitubes a

harsher, rore conversaticnal sitrle, oy abrupt wetrical

& com licated swrrcthical constre the smoota,

swesetly Clowins sons of lizabsthan verse.

Donre's »oavr denendencaon mat

o
e}
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o
.
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)
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in the »ay visval iacpges clothine conp econe ar essentbial

element in the poem's rrocression as thew cajuch the raader's athention

ana convey lorical subtleties in vivid, conereve Tigurese.e The basic

Ccow in wWhilch is name is in-

first stanga. the inscription r~ives

wincow, because of the inseription,

TRl cut oven this idea is develored jparadoxically,
for trd as the tool which enproved ite The voet,

to his wife. wevelopin:

like the trenspirent window, is
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the metephor logically, Donne refers to the reflectiva powers of the
glass to show that "loves magique" has made the two lovers one. The
miracle of love suspends the natural laws bty which she would see only
her own image in the glass, the poet says, so that,

Here you see mee, and I am you.
His wife shall find bim always as constant as the indestructable
name, for indeed she has the orizinal pattern of both the window in-
seription end his love. Continuing to extend and develop the metaphoyp,
the poet thinks that the letters ars to the window like the bones to
the tody and elaborates upon several aspects of this idee. If identi-
fication in love is too difficult a lessor for a "scratch'd name" to
keep, Donne tells his wife, regard this name as a death's head which
suggests lova's mortality as a skull makes us mindufl of human mortality.
By a lopical association of ideas characteristic of much metaphysical
verse the refererce to the desath's head leads to the poet's conceptions
of the "bony name" as his "ruirous Anatomie’and of his boCy as a house
of which the rafters are his bones.

In starzas V and VI there is a comnlex of striking, concrete
metaphor and finsly-spuvn abstractions finely illustrative of the manner
in which these rather contrasting elements ars fus=d in seventeenth
century verse. The readsr finds his progress through this tangled
logic more pleasant and easy bscauss of the sherply visual imagss of
the bony skeleton, the raltered house ard the engraved window. The
metaphor in which the wife is instructed to keep ard cherish his bcnes,
the rafters of his body, until he cen return with the muscle, sinew and
veins seems apt and moving desypite the unattractiveness of the literal

meaning. JThe illusions to the bere are alsc of course associated with

the chiseled name, emblematic of the lovers'! identification and of the



pattern of the poetts love mentiened in stenze III. Done mezns that his
soul, his frame--his very essence-~remains with his wife, and he bids
her recompact his scettered body from the bony neamse.

The logic grows somewhat more complicated as Dorme uses a figure
based on his astrologicel learning to further expand the basic metephor
of the inscribed name. The poet complains to his wife with tendermess
thet, since the name was cut under the ascendancy of their love and
grief, she should always be guided by its influence, and as he "dies"
daily without her, she should deily mourn for his absence end perhaps
for his death. There are a number of other deft touches built around
the logic of the metaphor. Transcending the laws of science, the firmly
engraved name trembles at his wife'!s inconstency. Again, the idea of
his name flowing into her "fancy" from the pane is interesting, and
provides enother indicetion of Donnet!s observence of the subtle work-
ings of the mind.,

In this poem the logical propulsion of the piece and the use of
métaphor are closely related; yet it is importapt to examine the metaphor
for its own sake. It is clearly evident that the metaphor is of the
elaborate, extended variety typical of the seventeenth century and that
it serves chiefly as & logical and pictorial device, meking the subtlg
relationship between the lovers more vi¥id end understandable. It is
important to note that it is almost impossible to concelive of the poem
without the metaphor.

There are of course & few smaller metaphorical effects in the poem.
Illicit passion perhaps seemsd to Donne like a great fire, for the maid

is "melted" and his wife "begant!st to thaw." Again in stanze VIII the



poet thinks of an unlawful lover's wit and réches as presenting a
"new battery" to his wife's heart. Other metaphysical devices, such
as the play on "“write" and "right" in stanza X, are also found.

As in most metephysicel poetry, however, the logical complice~
ticns of the poem are more than equaled by the mature expression of
deep emotion, wit and self-inclusive satire found in the piece. A
higﬁ, concentrated emotional tersion is maintained throughout the
poem as the poeb: seeks to commitf this mental econflict completely
to the metaphorical framework rather then merely to suggest it through
8 less rigid form, Because of the metaphor thse piece assumes a greatelR
intensity amd broader scops as though enother dimension had been adced
to the poet's thoughﬁ.

Having just spoken of love'!s transcendent miracle, in stenza IV
Donne becomes gently satirical in his attitude toward himrself and his
wife as he remarks on "loves mortalitie," It would almost seem that
he anticipated Dryden's oft-quoted objection in his"Essay on Satire®
that Donne in his amorous verse "perplexes the minds of the fair sex
with nice speculations of philospphy, when he should engage their
hearts and entertein them with the sofitmess of love," as he wrote:

Or if too hard and deepe

This learning be, for a scratch'd name to teach,

It, as a given deaths head keepe,

Lovers mortalitie to preach.
Donne here appears to be self-conscious of the apparent incongruities in-
herent in the metaphysical technigue, and perhaps & little amused at
himself. But there is a deeper implicction., BEBaduring love is not
really “hard and deepe," but perhaps it is a lesson that the lady ad-

dressed ceannot=--or will not-=-lesrn,



From this chenged viewpoint the inscribed name, although a symbol of
lovet!s magic, becomes a death's head, an allusion that is the first
indicetion that the poet's departure mey also be his death. This
touch of the macabre is typicsl of the metaphysicel style of Donne.
Althought the closing stanzas of the poem are the most highly serious
as & definite suggestion of infidelity is merged with 8 movinyg, tender-
ness, there is at the same time a rich vein of playful wit as the poet
indulges in word=-play and in ar amusing fashion treets the engraved
neme as & living entity.

With an allusion to death agairi in the concluding stanza, the
poetic tension mounts:

Near death inflicts this lethargie,

And this I murmure in my sleepe;

Imcute this idle talke, to thet I gose,

For dying men talke ofter so.
The poet' mental conflict is resclved, and the central problem of the
poem solved, as Donne declares that he does not wish to dominate his
wifet!s afiections after death, although dying men often indulge in such
idle talke. He will undertake his last journey alone. A feeling of
self-pity is implied, but mastersd by the poet.

The point of view of the poet and the tone and mood of the poem
are also characteristic of the seventeenth century metaphysical style.
Although the poem is addressed to a loved one in accordanece with the
Elizabethen~Jacobean convention, the poet is concerned chiefly with
himself and his own thoughtse Despite the chenge from a musical to
a spoken style the poem is more rhetorical then conversational, and
Dorne fails to oconvey the illusion that he is actually conversing with

his wife at a particular moment, The poem is deeply emotional because

the poet is concerned with his personal problems as em individual, as
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opposed to Shekespearet's apparently more narrowly literary concerns

in his 71lst sonnet. This rather straightforward attitude is reflected
as the poet shows no consciocusness of addressing an audience or liter&ry
clique. Mood does not play a large role in the piece, perhaps because
Dorne does not develop the scene or backgrounc of the poem nor treat a
specific incident. The emphasis is always on clear logic rather than
vague connotation., A brief recollection of the poem will reveal that
it possesses most of the hall-marks of seventeenth century metaphysical
poetry at its best in its bold metaphorical use of the name, skeleton
and astrology, the web of abstract logic, the psychological realism

of the problem examined by the poei, and the mixture of playful wit

and deep emotion,

Nineteenth century romantic verse loses most of the wit, logiec
and complexity of seventeenth century metaphysical poetry, but in turr
anticipates a greater emphasis on musical and connotative values in
twentieth century metaphysical poetry. I quote Christira Rossettirts
"Remember," 1862 :

Remember me when I am gone away

Gone far away into the silemt land;

When you can no more hold me by the hand,
Kor I half turn to go yet turning stay.
Remember me when no more, day by day,

You tell me of your future that you planned:
Only remember me; you understand

It will be late to counsel then or pray.
Yot if you should forget me for a while
And afterwards remember, do not grieve:
For if the darkness and corruption leave
A vestige of the thoughts that once I had,

Better by far you should forget and smilse
Than that you should remember and be sad.

1. The neo-classie period is not importamt in tvhe line of development
of seventeenth arnd twentieth century metaphysical verse while, on the
other hand, romentic poetry is an important influence on modern meta-
physical work. Nor does the neo-classic period offer many serious con=-
tributions to the theme umder discussion as the only thematically appro=-
priate poemfound in an examination of neo~classic verse was Dryden's

YRondelay," in which both death and love are treated with complete
frivolity.
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In its basie argument the poem is wvery similar to the Sheke~-
speare sormet as the poet neither poses & serious problem nor pre-
jects an experience, but simply asks her lover not to grieve for her
when she is "gone away."‘ In the former, however, the poet is chiefly
trying to please through his skillful and clever handling oif a theme
in the Renaissance '"court of love" t;adition, while Misé Rossetti,
treating a very similar theﬁe more emotionally, is more concerned with
expressing the feelings imeginatively associated with this theme and in
evoking woving sentiments in the reader. Ite sweet lyricism is opposed
to the tortuous mental conflict, the intricate logic and abrupt rhetoric
of "A Valediction: To My Name in the Window."

Although the organization of the poem is essentially logical in
the symmetry attained iﬁ the two quatrains and sestet of the sonnet,
the method of propulsion in the pecem depends heevily upen the psycho=-
logical connotations of the phrases and ideas in the piece. Such ex-
pressions, for instance, as "gone away," "silent land," "no more hold
me by the hand," "late to counsel™ and others seem %o belong to a com=
mon associational cluster suggesting poignantly the tenderness and
sorrow of parting. They not only help maintain a unifisd mood through-
out the poem, but also function in ths reader's mind to suggest one
another and similar emotive ideas belonging to the same clustser. This
technique is devseloped in a more extreme form in nineteenth century
symbolist postry, and is found in a great deal of twentieth century

metaphysieal poetry and other modern verse.

Tnils process of connotative progression is rendered more effective
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by the musical quality and accentuated rhythm of the metries. In
this respect Miss Rossetti tends to hark back to the 1lilt of such
e piece as Shakespeare's 7lst sonnet, and to register a dislike for
the irregular, more conversational style of Donne. The visual images
in the poem are vague and connotative, as in "silent land," while
seventeenth century metaphysical figures have no place in the poem,
Although thers is a greater feeling of actual experience con-
veyad in this poem than in the Shakespeare sonnet, only the margins
of thé experience, so to speak, are treated. There is no great depth
of emotion, such as is found at some points in the Donne piece, but
rather a small-=scale emotive diffuseness, for the poet apparsntly
does not wish to formulate her expsrience frankly and completely with-
in the poetic structure. She avoids all mebaphysical complexity in
treating only one aspect of an experisence, introducing no wit, irony
or ratiocination into her attitudes. It is partly for this reason
that the sonnet approaches sentimentality.
The same ninetesnth century romantic approach is reflected in
the poet's point of view. Despite the similarity in theme, distinct-
ly different viewpoints are represented in the Shakespeare and Rossettl
poems, TWhile Shakespeare utilizes the theme to pay homage to his mis-
tress quite in the Elizabethan love sonnet convention, Miss Rossetti,
as & Viotorian women, demonsirates a house-wifely concern for her lover's
welfare after her death. While in the Roésetti plece a post's interest
in a lover seems to play & more important role than in the Shakespearse
and Donne poems, she does not convey the notion of a distinet relation-

ship or of a definite moment in time--ideas which the twentieth century
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metaphysical post frequently does convey. Like most of the modern
metaphysicals, she is a self-conscious artist, but her approach is
personal and individual rather than philosophical or social, as is
often the case today. Like Donne and unlike most of the modern meta-
physicals, she does not make her relationship with her audience, or
readers rather, an essential part of the poem.

In & modern poem such as Yeats's "Broken Dreams," published in
1919 in "The Wild Swans at Coole," much of the complexity, the salf=-
inclusive satire and the psychological realism of the sevanteenth
century metaphysicals 1s found combined with the psychological pro-
gression and emphasis on mood and tone of the romantics:

There is gray in your hair,

Young men no longer suddenly catch their breath
When you are passing;

But maybe soms cld gaffer mutters a blessing
Becauss it was your prayer

Recovered him upon the bed of death.

For your sole sake--that all heart's ache have known,
And given to others all heart's ache,

From meagre girlhoodts putting on

Burdensome beauty=-for your sole sake

Heaven has put away the stroke of her doom,

So great her portion in that peace you make

By merely walking in & room.

Your beauty can but leave among us

Vague memories, nothing but memorises.

A young man when the o0ld men are done talking
Will say to an old mar, "Tell me of that lady
The post stubborn with his passion sang us
When age might well have chilled his blood.

Vague memories, nothing but memories,

But in the grave sll, all, shall be renewad.
The certainty that I shall see that lady
Leaning or standing or walking

In the first loveliness of womanhood,

And with the fervour of my youthful eyss,
Heas set me muttering like a fool,
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You are more beazutiful than anyone,

And yet your body had a flaw:

Your small hands were not beautiful,

And I am afraid thet you will rumn

And paddle to the wrist

In the mysterious, always brimming lake
Where those that obeyed the holy law
Paddle and are perfedt. Isave unchanged
The hands thet I have kissed

For old sakes! sake,

The last stroke of midnight dies,

All day in the one chair

From dream to dream and rhyme to rhyme I heve ranged
In rambling talk with an image of air:
Vague memories, nothing but memories.

I am sure thet the twentieth eentury reader with a taste for postry,
even before meking a careful analysis, would krow thet Yeatsts "Broken
Dreeams" is in many ways quite similar to Donne's "A Valediction: To My
Neme in the Window,™ and that it is both like and unlike Hiss Rossetti's
"Romember", Its mature viewpoint and its deep emotion ecombired with a
rather satiric attitude toward both the poet and ones beloved is reminis=-
cent of Donne, but the poem's essential simplicity, its dreamy, connota=
tive quality, arnd its smooth metrics are psrt of Yeatsts heritage from
the romantic, particularly the French symbolists,

As with Donne, Yeats is not nearly so interested in presenting a
clear-out argument that can be easily paraphrased as he is in exemining
the various facets of his experience as he considers the problem of his
relationship with this lady and his attitude towerd her death. The poet
is day~dreaming of Maude Gonne, whom he loved and watehed as she grew old
and embittered fighting for the Irish revolutiorist cause, and he glows
with anticipetion at the thought of seeing her again in the full beasuty
of her youth, but he hopes that in death she will not strive to lose

those little flaws in her beauty which he lovede.



~"Broken Dreams™ in its organization is sharply op:osed to Donnets
valediction, In place of the logical wnity of "A Valsdiction: To My
Neme in the Window," the Yeats poem has & psychological wmity. While
the Domne piece is held together by an intriocate network of abstract
ratiocination, Yeats's poem is built around the modulstions and guick
changes of his rambling thought. Although a poem such as this should
be considered as a vital process rather than as a static strucfure, it
"is possible to think of it as blocked off into about five main sections
which treat varying trains of thought and evoke changing emotional re-
actions, In the first stanza Yeats thinks with both nostalgia and bit-
terness of Miss Gonne'!s loss of beauty, end then is lead to consider har
life and his rather tempestuous relations with her over a period of ysars,
In the second and third stenzas he thinks of his own approaching old ags
with a eertain whimsy. In the last stanza he considers Miss Gonne's
possible rebirth, and concludes by returning to the theme of his own
0ld ages These subjects are of course related, but they are not linked
by any objective logic'exxerior to the poet's mind. As in a number of
nineteenth century Eaglish romentie poems and German Lisder, therse is
an alternation of what might be thought of as major and minor moods.

The method of progression, then, in "Broken Droams" is psychologioal,

a kind of "stream of cansciouéness" dynamism that is a more extreme de-
velopment of the connoﬁative method found in Miss Rossetti's‘“Remsmber“.
Again, as in French S8ymbolist verse and the German art song, there is a
constant modulation between major and minor tones and varying degrees of
intensity, an emphesis on comnotative visual imagery, snd a fundamentally

musical structure.



As in many of Donne's poems, the piece begins quite abrupily with

e telling touch of realism:

There is gray in your hair,

Young men no longer suddenly catch their breath

When you are passing,
This suggests the fundamental entithesis in the poem between the un-
compromising reality of the present and a remembered past of dreams
and beauty. The scene of the poem is set, but it is set in the postts
roving mind rather in the kind of physical milieu of the type suggested
by the engraved nams in the Donns poem.,

After the opening lines the poet recalls that alkhough his lady's
physical beauty is fading, meny remember her kindness. But he turns
back again to her 1a st beauty end his life with her, and is convinced
that for him her grace and charm will never pass eway. But remembrances
of things long past bring him to thoughts of his own approaching old age
and these lead to considerations of death and the hereafter. The myth
of the "always brimming lake" comes into his mind, end with amusement
he imagines this beloved lady bathing in the lake to restore her beauty
and to meke forever lovely her hands, which are not beautiful. But
thinking of her hands, he remembers that he has kissed them often in his
youth snd he fesls again his deep affaction for this woman. His youthful
thoughts agaein remind him of his age, and it is only here at the conclusion
of the poem that the actual physical scene of the poem is sgt--the old
poet day-dreaming in his chair at midnight.

As I noted previously, there is a rise and fall, an emotional
crescendo and decrescendo, in the poem, as in much romsntic music,

An emotional intensity is marired as Yeats thinks of the beauty and peace



Miss Gonne cen bring about,

By merely walking in a rooﬁ.
This feeling dies down as he thinks of his age, but rises more strongly
as he envisions hsr,.

lLeaning or standing or walking
In the first lovelinsess of womanhood.,

Afain the temsion lessens somewhat as he thinks & little ironically of
death, then climbs to the point of highest emotion in the poem as the
old poet &sks:
Leave unchanged

The hands that I have kissed

For old sakes! sake.
The deep feeling fades away in a kind of dying glow as the poet thinks
of himself dreaming alone in his chair &t midnight. It is also interesting
to note the foree of the poem's pictorial imagery, despite its dreamy,
twilight character, The visions of Miss Gonns suggested in the piece
are bnpressionistic, rather than sharply particularized, but even in

their vagueness they are grasped readily by the readerts mind., In

general they have & rich connotative value suggesting the poett's nostalgia,

" An examination of the poem will show a correspondence betwsen the sharp-

ness of thé visual imagery and the intensity of the emotion.

There is also in this poem a sharp change in the way in which the
meter affects the method of progression. As in the Donne valediction,
the metrical structure bescomes irregular and conversational as it is
subordinated to the meaning of the piece. The poem is then opposed to
the Shakespeare and Rossettl werses where, if the post makes any sacri-
fice, he seeks to improve the metrieal music of his verse thither than
its sense. In Yeats's work we find Domme's harshness softened by the

more melodic romantic metricse.
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But where Donne tended to be rhetorieal in iths Renaissance tradition,
Yoats is informal, almost prosaically conversatiocnale Although the
poem has no regular repeated refrain, there is & remarkeble rhythmic
smoothness that seems almost to be music as it sweaps unbroken through
a number of lines--seven at the conclusion of the first stanza. Thesa
metrics are all-important in giving the effect of a continuing, wm-
interrupted stream of thoughte

In its rich complexity the poem is similar to "A Valediction: To
My Name in the Window," and is characteristic of the twentieth century
metaphysical style. It brings into clear perspective the breadth and
maturity, the everpresent irony and humor found in Yeats's verse as his
dreamy romenticism and frank realism play upon one enother, He succeeds
in merging the glow of imagination with the plainness of reality as he
considers himself as an aging poet and thinks of the bodily and spiritual
perfections and blemishss of Miss Gonne, whom he loved. In the first
section of the poem, with the mention in'Ybats's homely idion of the
"old gaffer," as opposed to the "young men,™ his description assumes a
somewhat pejorative tone, but becomss deeply sympathetic in referring to
Miss Gonne's walfare work with the poor and her service as a nurse in
France during World War I.

Another antithesis developes in the next few lines as the post
draws upon his deep understanding of this woman. She has not only en-
dured "all heart's ache," but becauss of her beauty and proud, pas-
sionate nsutre she has brought heart's ache to Yeats and others.

Nevertheless she brings great peace by"merely walking in a room,"
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There is & mixture here of a simple, abiding tenderness and a softened
bittermess that is reminiseent of the closingz stanzas of Donae's
valediction as the seventesnth century poet warns his wire against
infidelity after his departure- or death. Yeats's approach here is far
more subtle and complex than his stabs at Miss Gonne's "intellectusl
hatred" and "opinionated mind™ in "A Prayer for My Daughter."

Ihe fine blending of reslism end idealism in Yeetst!s view of this
ledy is revealed again at the opening of the last section of the poem.
To him she is more beautiful than anyone, but yet he is conscious of
an imperfection of her beauty. And there seems to be an insistent em-
phasis in the next few lines--as though he were anticipating a protest:

And yet your body had a flaw:
Your small hands were not beautiful,

Her venity, by which Yeats is rather tolerantly amused, is suggested
as he fears she will "run" to the lake and "paddle to the wrist.™
His free-roving imaginetion is tempered with a satiric humor as he
conceives of & physicel rebirths. In his use of such & homely word as
"paddle", as it is juxtaposed with the "holy law" and the "mysterious;
always brimming lake", the poet infers that there is somsthing childish
about this great womsn and her devotion to her beliefs, This whimiical,
rather satiric mood is followed by an expression of sincere affecticn-
aﬁ affection deeply rooted in reelity--which I have previcusly noted as
the peek of emotional intensity in the poem:

Leave unchanged

The hends that I have kissed

For old sakes! scke,

Yeats's matches this mixed attitude toward one beloved by him with
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& similarly depreeating attitude towsrd himself. Despite his humor

the poet is painfully aware that he is an aging men with nothing left
but "vegue memories" of her beautye. There is a barbed, self-inclusive
irony as Yeats refers to himself as "the poet stublborr," recalling his
long suit for the hand of Miss Gonne, who repeatedly rejected his offers
of marriage. At the conclusion of the poem his romsntiec declaration is
immedistely qualified by & note of poignant realism, Hs is merely an
old man sitting %"all dey in the same chair,"™ indulging in rembling day
drecms of an "image of air."

This self=-irony which sometimss, as in muech of the early work of
Eliot, amounts to self-pity, hes come to be & hall-mark of much twentieth
coentury metephysical verse, This element is found also in some measure
in seventeenth century poem a&s "A Valediction: To My Name in the Window™
as Donne forsakes his role as metaphysical poet as though a little esmused
at his own rhetoric and speaks to his wife more seriously=-cut of character,
as it were. In general, however, the so-called self-irony of seventeenth
century metaphysical poetry is a playful, satiric wit more often than the
type of nineteenth and twentieth century romentic irony that reveals the
poet dissetisfied with himself and usually, more particularly, with the
inadequeaciss of the modern age.

Yeats?’s point of view as expressed in ®Broken Dreeams" is considerably
more modern than that found in any of the pieces so far discussed, for
it is here that we find the poet most concermed with the varying aspects
of relationships between two lovers. In the course of the poem Yeats and
Miss Gonne are each etched clearly and the history of thei: relationship
is skegtched in bread terms. There is no mneed for any suspensicn of belief

in the poem because the figures seem to have & past, Lto exist in an actual



time and place environment, while in the velediction, Donne is con-
cerned almost entirely with his own ideas and conflicts. Donne's wife

is really not presented in the poem as either a psychological or physiecal
reality, and the present of the poem seems almost wholly isolated from
any pest,

" Yeats's attitude toward his poetic material, including himself, is
also sltogether modern with its tinge of amused irony, but at the same
time he does not share the propensity cf a number of twantieth century
metephysicals to conceal persoral feelings behind & mask of impersorel,
more social writing., In this conmection it is interesting to note that,
although he is finished artist, he does not seem to write self-consciously
for a theoretical third person assumed to be representative of & certain

literary or int:llectual group.

& K ok ok ok x ok de ok k K Kk ok 3k ok ok Kk ok k %k Xk

The most important and most interesting idea arrived at through
this study is the thesis that twentieth eentury metephysical poetry is
basically very similar to seventeenth century msrse, but that it has been
affected by both English and French nineteenth century romantic poetry.
In seventeenth and twentieth century metaphysical verse there is a
thoughtful rummeging through ideas in an attempt to throw light upon
some problems or experience, while in a great deel of romantic verse the
poem is provided with & simple, appealing argument, and often there is
virtually no problem at all, In the verse of both the seventeenth and
twentieth centuries there are more contradiztions of thought and emotion,

making for complex, mature writing,



Although there is virtually no use of metaphor in the particular

Yeats posm analyzed, on the whole Yeats and other modern metaphysicels
meke frequent use of metaphor, and use many seventeenth century logiecsal
devices.

The pictorial, visual character of most seventeenth century meta~
physical.verse is also found in most modern metaphysical poetry.

The influence of romanticism is seen in the psych&lo;ical progression
of the Yeats piece, its rather impressionistic painting of persons and
visions, the connotative quality of its imagery, the subtle changes from
a major to a minor key, its emotional modulations, end its more musical
metrics. The romantic irony found in "Broken Dreems" has its roots in
the nineteenth century, but this tendency toward self-pity and self-
deprecation has become typical of the twentieth century.

A twentieth century contribution is seen irn Yeatd'!s more femilier
style, his more precise exemiration of a human relationship, and his
sense of an actuel past and present impinging on life, as in his brief
allusion to World War I end Miss Gonne's service as a nurse.

In the next chapter I shall discuss more completely and specificelly
the relation of twentieth eentury metaphysicel poetry to its heritage of

seventeenth century metaphysical: and nineteenth century romentic verse.



CHAPTER II

POETIC PROGRESSION
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Changing modes of poetic progression in the seventzenth anc
tventizth cenbturies will be con31ubrvu in this chaptere. An exumination
of'metapnysic Al verse shows thut the seventeenth cenbury w.ork cevsnded
upon a postic organizetion and propulsive metheds what wor: fundamentally
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lozieal, while modarn methoas of postic progsre:sion ars essenuvially psy=

o]

cholo~icale

-

To study the orrsnization of a poem ana its maethod of progzression

iz to lockr at virtually the same churactaristics in tio different ways,
statically and dynamicallye When we consider the organization of & poen,
we think of how it is blocked off in souce, ni the warious planes on
which it might be understood, and of the symmetry and relation ol its
partse To borrow some of the terminclopy ol Ransom, we think of the
relaition within the poem of its "structuve, or parashrasaols arcument,
and its "texture," the added particularity which is tanrential to the
mein arsunent, modifying and develov ng; the "structuve” and clothing

it with a rich warietys VWien ».» consider the method of propulsion, or
progression, within the poem, 2 think of the posm as it is presenteq,
line by line ard irage by imaze, to the rind of the reader. VWhen viewed
this way, tle poem is scen &s & voeecess Ly time, and there is a current
of meanine, logieal cr psychologlcal or belh, that irocesds throupgh it
from beginning to end. The peader is earried through the pdem by the
interrelatioushipes of words, ino,es, and ideas, as well as by the rhythr

“of thz potries. A viece of music way be viewed in much ths sane waj.e

Wwhen ve exanmine the orpanizetion of a classical symphony, e s22 that
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it hes feour moverernts, that each movemeni 1s uswally divided into lhree
or more sectiong, and thet the werk is based on 2 rwrher of did
rusicel thewmes. But the symphony, like the poem, must be corsidered as

ie¢ process vhick must be presentec 4o the mind of the

listener as scrmething that endures arnd becomes in time. Cnly when ve

b

suspenc cur concevtiors of the poen cnd symrhory as urfoldins

grecsing, can we think of them ez stutie, suacial entitiza.

“dilil g vz 4

Yento 's"Broken Dreews®, for exenple is diviced into about five

[ N

secticns, esch dealin~ with a screwhat cifferert csmpeat of the noetlts
thoveht, and “here is a cortiruvcws rise and fell of ewotion in the noer.
Those are si:nifiecant orranizational fectors, but when we read the poen
we de not consider each secticr sevarctely, but we are corrizd forverd

3 “

by the peet's mood and emoticns, the asscelation of idess in the nind,

ag well ag

parceived by vs, rhrase by vhrese and

- <

nizstion and poctle progression

cen be illustrated ir an excwmineticn of Shakesiedre's 1&7th sorret, one

of about & dozen vieces by the peet in which striking concelts and wit

ére parced in a rerner typieal of the meteryhysicon
Thou blind foeol, Love, what dos®t thou %o nmire eyes,
Thet thev behold, and see rot what they seef?
They know what beauty ig, scc where it lie
Yet vwhot the best is, take +the worst to be.
If eves, corrurt by over-partial looks,
Pe anchored in the bay where a1l men ride,
Vihvw of eyes? falsehood hast thourh forred hooks,
hereto the judrement cf my heart is tied
“h shonld my hsart thind © severel riat
“hich ry hszars Imors the wide werld's comrion rlsce?
Cr nine eyes, seein: this, say this is n
To ot Dair truth vron so f~11 e fecs
Ir. thin's richt true my heart and eyes have errsd,

to this false rvlarue cre thev now wransferred.
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virtually the same

staterent in different terms. Ir the first quatreir, Shakesrere ac-
cuses Love of alfecting his vicion 8c *thet he takes the worsé to be the
best. Employirs an oricinal retarhor in the second guetrain, he asks
vhy his eyes are "anchored" on & comion rromiscuous woman "where all men
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the third quatrein he uses ancther conceit, explairirs that he thinks
of his mictress as an excepti:nal "severel rlot" while she is really
orly & "corron place." In the concludirs courlet the voet declares that
his heart and eyes havs rrobably erred, mt that nevertheless he masth

continue to be ~uilded by them. In threc sections the poet stirulates a

rhetorical complaint Uo leve abcout his corrurted wvision, snd ir the
closing counlet conéludes his objections logieslly by explainine that
he is resiszned to the prejucdiced vision of leovers in whichk he really
firnds great hapriness.

This type of orcanizetion, exterior to the rsycholoriral workincs
¢i the peet's mind, is typical of seventeenth century voestry, anc it is
noteworthy that the Znglish sonned,,in which tkis tyre¢ of suceinet,
lomical orcanization is eunlbivsted, wes merfected just shortly hefore
the full flowering of seventeentk century metarhysical verse. MNatchins
this logical crganizaticral form is the logical method of proszrecsion
extendirn~ throuch the piece.

N

A5 in most enrly mebarhysical poems, the methed of propulsion de-
rends upon & loriczl elacorafzor of a basic assurption found in some
kind of lsarrnin. cr in a statoment based on a nmeta hor antithesis or
some other ficureey In M4 Valediction: To My Name in the Wircdow," the

rrofiression depended on the metaphorical identificetiorn of the voet

and the inscribed window, and in this sonnet it depends in a large
measure on the sherp and vell-develoed antithesis betwe:n the eye and
the heart, the outer pert and the inwerc part, the objective anc the
subjectives This conceit not only runs throucsh this sormet like a

unifyving enrrent, bindir~ torsether the sections of the somnet, but

it

ap;ecrs as & theme throushout almost the entire sonnet sequence,
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exerting a similar unifyinge influence. Growirg frow this irportan
mobive is & kind of chzir of inter-lockin~ ideas and metephors extendin:
throvrhout the poem. The sorvet is addressed in & conventicnal manner
t0 Lowve, and the commorn conccrtion of Love &s blind leads to the cor-
ceztion of the "over-partial leocks™ anc the eyes that "see not that they
seee' Because the eves are over-rartial and blind, they cannot wander
freely with open-minced jud-rmernt, but are ®anchored" securely tc their
object. In & rush of firures struns upon this thread of lozic the poet
refers to the "bay," the crocked "forzed hooks," dhe heart "tied" to the
hooks, anc the "wide world's comron place" thourht by the hook-tied heart
to be avseveral plot" special to it.
It cen be seen easily in a2 close snalysis of thie errly examrle of
netaérhysical verse that the voem would present several inconsictencics
if inkerpreted according to a strict losice The second custrain, for
’ex&m;le, must probably be thourht of as & seriecs of aszoeociation concelts
. rether tharn as an extended logienl metaghore Yet the somnet prorrescses
smeothly throuzh a2 rather loosely cormected chain of nictoriel imazes
eacily zrasped by the rinde In this quite early mebterhvsical piece there
is perhaps & zreater emphasis orn legic in the well-balanced syrmetry of

the orranlration thar in the method of progressione.
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The 137th sonnet shows an early and relatively simnle use of the
logical rode of vrorulsione The chaning conceptions of the poem as yro-
cess may be seen in an exarination of two mein tyres of roetic nro-

cressicn-~the seventcenth century losical meothoc and the twentieth



century rsychoicrigel method.

Logical prorression: In a hizhly develoved form such as 1s often

found in the poetry of Donne t.is mathod of provulsicr charaeharistic
of the seventesnth century proceeds in a refined, noint-ty-rpoint legic
Yireetly frop besic essunmptions to logical corclusicns within & frame-
work of reason that is fundamentally exterior to the poetfs minde A4As
in much Barogue music, thoere is in a logical rrogrecss on &n elaboration
ang exvlerstion of thematic material throuph a precise, artistic hendling
of complexities of form and contente A freguemtly rhetoriesl sityle and
the use of rictorial metavhors and othzr firures of speech is alse
charectzristic of this ty; e of progression. A strictly sylloristic mode
of projulsion anc a icoser assceciational mode are the wwo princirlal variants
of this tvoe.

Psycholopicel prorressions Most tyricel of the *wenlieth century,
this type of progression does not depend upon a logic extericr to the
mind, but seems to express in é ¥ind of Bergsonien flow the continual

finx and chanzine asscoecisticrs and mcods of the rinde This rrocess scsems

to rive 2 more sensitive corsicerstion fte actuael psycholosical exverience
and to convey & much sreator sense of tiie and duretion, essentisls of
most humen experience. There is less emvhasis on rhetoric and lerical
figures of speech and & greater stress on conrotaticn, ruances cf mood
and musical metrics. Lorical elements often remesin important, but be-
come subordinate to the psycholopical rrorression.

There is, then, a fundamental, distinction between the logiezl,

4

obiective, denctetive method of progression tyrical of the seventeenth
century and the psyeholcpical, subjective, comnoiative method charszcte-

rictic of the twentieth centurye.
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Modern metaphvsical poets retain some espects of the egrlier procesc,
but their apyprosch is influenced and modified by a familiarity with
ninetsenth century romanticism, including French symbolist poetry.

A brief analysis of the method of propulsicn in seventeenth and
twentieth century metarhysical verse will clarify the major difverences
between the lcrical and psychologicel wodes of proecrsssion. A much
more adverced tvpe of the same kind of lorical prorulsion seen in
Shekespearets 71st sonret is found in suchk a poem as Domre's "The
Dissolutions"

Shee is dead; And all which die
To their first Blemernts resolve:
End we were mutual Elements %o us,
Lnd made of one another.
My body then doth hers involve,
And those thirgs whereeol I consist, hereby
In me sbundant zrow, and burcdenous,
And nourish not, but smothere.
ly fire of Frassion, sighes of ayre,
Water of teares, and sarthly sad desraire,
Which my materialls bee,
But necre worne out by loves securitie,
Shee, to my lcese, doth by her deathe repaire,
And I might live long wrotched so '
But that my fire doth with my fuell grow.
Yow as those Active Kings
Whose foraine concuest treasure brinzs,
Peceive more, and spent more, anc soonest breake;
This(which I am emaz'd that I can speak)
This death, hath with my store
My use encreas'd.
And so my soule more earnestly releas'd,
Vill outstrip heres; As bullets flowen before
A latter bullet may ofrieke, the pouder being noree

The reem progresses logieally from one step to eanother, sach de-
pendins upcn the precedirr- one, very much &s in the schoelastic syllogism.
Seventeenth century metarthysical poems usually depend for their develco=-

ment uron some kit of eruditicn or a conceit, and "The Dissolution" is



quite typical ir. that it is based on the scholastic theory of elements,

althouch it also includes allusions to a more modern science. As Donne

and his mistress were "mutuall ZTlements,"

involvirg one another, and all
things which die must resolive to their first elements, his iady's death,
vnburdening upon him a new abundance of these elements, threatens to wro-
long his life anc his misery resultins from her deathe Continuings this
pseuvdo-scientific discourse logically, the poet explains that the sreater
povier crested by the added elements will, as in an exrlesion, send his
goul to outstrin that of his mistrecse.

The syllozistie structure of the piece is quite apparent in the fol-
lowing excerpt in which the parentheses, of course, have been added by
the present writer to indicate more clearly the logical organization cof
the piece:

Shee is dead; And ell which die

To their first elements resolve; (premisss)
(So she will do so;) (conclusicn understood)
And as she will do so,)
Andg wz were matuell Elererts to us,

And made of one another. (premises)

My body then doth hers involve,

And those thinss wherebyv I consist, hereby
In me abundant grow, and burdenous,

And nourish not, but smother. (conclusicn)

This tyre of organization, in which one syllogzism seems to grow from

d

and cdepend upon another, is essentially different from the balanced
Shakespearean guatrains, each merely re-developing a riven idea. There
is much more of a real logical rrozression here, because the lines are

interlockins, each depending upon the precedirs one and leadin~ to the

exte

jod

There is also & subtler web of losic in the roet's method of or-

capizeticn and prosression, as these means are apperently used to convey
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a much brosder interpreteticn of the "dissolution." The first portion
of the poem harks beack to an older age anc older theory in both content
ené metarhor, while the structure has a marked syllogistic chartcter.
As the poem rrc resses, however, there is a sugrestion of a dissolution
of & way of thirkin~ as the metaphors becomes more modern in the al-
lusions to the rowder and bullets, as the form becomes fresr, and ss the
poet's sovl is released from its heaviness. Most of the metaphors in the
riece are of a scientific nature, but the latter reference seems parti-
culerly to indiceate an aitienrt to balance, metaphorically sveaking, the
old agairst the new.

The imvortence of metaphor in developings and civing substance to
this poem's ebstrect logic is easily aprarent. Follcwine Shakespearcﬂs
lead, Domme emplovs the four traditionsl elements to express his passion
and eriefs

My fire of passion, sighes of ayre,
Vieter of tears, and earthly sad despeire,
fhich my materialls bee seescess

The irterdevexndent metaphors of the conquerins kinzs and the bullets are
also essential to the pregrecsicn of the poem. These figures add & visuxl
quality to the piece which complements in some measure the knotty ab-
stracticns aﬁd irregular rhyvthms which tend to retard thé reader's procress.

The psychological method of progeession, characteristic of the
twentieth century just as the logical methiod was Ltypkeal of the seventeenth,
could be illustrated by referrins to almost any of the poems of Yeats,

Eliot or the latier modern metarhvsicalse. Let us consider a brief one

by &liot, "Morning at the Window."



They are rattling breakfast nlates in basement
kitchens,
And alongs the trampled edges of the street
I am aware of the damp souls of housemaids
fAprouting desrondentlyv at aree pates.

The brown weves of fog toss up tc me

Twisted faces from the bottom of the street,
And tear from a pesses-by with muccy slirts
An airless smile thet hovers in the air
And vanishes along the level of the roofse.

nding &t

Y]

The title of the poer: sur~ests the scene of the poet st

m

the window in the morning, and the body of the voem, growire from mental
impressions celled to mind by the scene and from casmal observations,
ir & continuinc, changing stream of ¥isuvel and aural iceas. The reader
is never completely postive what is perecived by the poet and what is
imagined, for in the mind the rsal anc¢ the unreal, the immcdiately ob-
;erved end the remembered, mersze in an unceasins flow of charncin: com=
biraticnse The poen rezlly takes 1lace withir the mind of the rvoet
and has very little relation to the type of seventeenth contury legic
which is exterior to the minde The mind creates, modifies arnd distorts
in & psychclo~icel world poised uncsritainly betw: n reality and fantasy.
In this tyre of psycholccical rrogressicn connetation and sugzgesticon
tend‘to supplent the denotatior and carefully formv:lated explie:tion of
the more logical aprroache Despite their lack of logicel relationshirp
to one another, all these images are calculated to sursest to the
reader’s mind the disagreeable, wearisome rocutine of the cormonplace
in modern lifee The feeling of gloomiﬁ.ss anc¢ derrescion that the poet
feels hangs over the city is reflected in his references to ths rattline
breakfast vlates, the streets worn by & monotoncus tramnle back anu forth,

the "Gamp sculs™ of housemeids at area gates, the Lreown pol and the muddy



passer~by who is probebly & prostitubte. As these imegzes lead to one
another, it seems that thelr connotetive value is a definite »nart of
the poem's prorrecsions Hliot's connotative metaphorical imares in
this poem are of course closely related to the metarhvsical emvhasis on

metaphor and other firurese.
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A stress con a logic whiech has iils roots in medievel thovcht is seen
ir & nurber of seventcenth century roems. It was Donne, however, who
distilled this logic to its highest subtlety. For exanmple, a very com=

rlexly logical elaboraztion of a sirnle, quite non-intellectusl idea is

o
(vl

the most important feature of "Lovers Infiriteness." iritin~ in a lish
amorous converntion that at first seems alien to the strict le-ic of the

reer, Dorne ecomplairs that he has no more si~hs or tears 4o harcain for

his mistress! love, and therefore if she hés after all only ~iven hin a
rart of her love he will never have it alle To illustrate Domne's mathod
of workins out such delighted 1ittle love problems in terms of an almost
mathematical leosic, I quote the conecludin: two stanzes:

Or if then thou gavest me all,

All was but All, which thou hadst then:

But if in they hearl, since, there be or shell,
New Love created bee, by other men,

Which have their stocks intire, and cen inrteares,
In sirhe, in oathes, and letters outbid mes,
This now love may bezet new feares,

For, this love was not vowed by thees

Mné yet it was, they ~if't bein~ cenerall,

Tre ground, they heart is mine, what sevesr shall
Grow there, deare, I should heve it all.

Y.t I would not have all yet,

Hee that heth all can have no more,

And since ry love doth evary cay admit

New growth, thou shouldst have new rewards in store;
Thou canst not every day rive me they heart,

If thou canst give it, then thou never gavzst it
Loves ricdles are, that thouzh they hessrt depart

It stayes at home, and thou with losin~ savest its



But wee will have & way nmore liberall,
Then chaning hearts, to joyne ther:, so we shall
Be cne, and one another Alle.

des the strict, self'-contained type of loriecal progsression found

s

Bes
in the poems Jjust ciscussed, there is & loossr, assoclaticnal logic

which nrovidss a second important method of progcrezsion in seventasnth

century metaphvsical poetry. This method, suvrested in Shekespearets
1457 th sonnet, deviat s from the self-contained sylloristic lozic that
seems exterior Lo the mind. The poem is cerried forwarcd by more casusl
essociations, rathsr then by e rigid point-by-point logic of necessity.
Phere is a freer association of words and ideas, a logical l2aying from
ornie idea to & related ong,throucrh which the poem gains & larger scope
and tovches upon & sreatsr, more diverse body of meterisle This Lype
of legical progre:ssicn can be studied in such poems as Donne's "The
Relique" and Herbert's Artillerie." In the former well-known »oem Dome
thinks of someone breaking oven Lthe grave and Jirding,

A bracelst of bright hair zbout the bone eeee

e
w
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ds wonders if the grave dig-er will think that a loving couplse 1]

i

who ussad this davics,

To make their soules, %t vhe last
Heat at this gzravs, ard mwale

The peam coacludss:

I2 Ghis fall in 2 time, or land,
“har: mis-devotion doth commmnd,
Then, he that digres us up, will brinas,
iJs, to the Bishop, and the King, ‘
To moize us Reliqa
Thou shalt ve a lisry C
A sometihinge else thereby;
ALY women shall adore us, and some 1men;
and sinco at such time, mir2celzs are sourht,
I sould have that age by this paper taupht
hat mir-clas wee harmlesse lovers wrourht.
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Perch vut no% hatwarn thosz2 mealss:

Cur hands netr houecht the sezles,

#hich nature, injured by late law, sets frow;

These miracles wee did; but aow alas,

A1) messore, and 21l lanzusez, I should nasse,

shovld I tell vhat a miracle shes was.
n szens easy ana smoobth, but yet thers ars several brasks

uity of thought in the Openins with a refzreace to

1

the poet buried with a "bracslet of bright hair,"

the burizd lovers with burizd re-

mention of rslies surwests miraclss, the poet at once

miracles of love  »erformed by him and nis mistrass and

3

» whaet a mirscles she hsrselil was. Thas2 associztimeal

:rad in the second stanza, and the first ana third stenzas

would r2lation to one

o
©e3

the sinilarity n "The Canoniz

unifvings factor in

love with reli~ion, the assuwrrtion that purs

rars as devout worshipe It will be nobed thait the

avhorical ime=es 1s even more Imnoritant to the nro-ression
this kind than in a more strictly lugzical pisces

a lorical associational pro-rasssion is

Herberi's srtillerie;"
as I wne svening sat belfore my cell,
e thought o starre did shoot into ny lape.
I rose, and shook my clothss, as knowing well,
Thet from smell firss comes oft no small mishap:
“Mhsn suddenly I hsard ons say,

“Which havs

Do as thou uszst, alaoumr
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I, who had heard of musicx 1n She sphoerss,
But not of spezch in starrss, bHeran Lo muse:
But. turning to ry God, whose ministears
The starres and all thines are; If I refusea,
Dread Lord, said I, so of%t =y rood;
Then I refuse not avin with bloud
To wagh away mv stibborn thourhh:
Por T will do, or sufizsr what I ourht.

But I hava also starrss ’Af shooters too,

Born whers thy servants both artilleriszs uce.
My tears anc praysrvs nis ﬁ and day do wooe,

And work un to thee; yet thou dos<t raifuse.
ot but I am (I must say still)
Mich more obli~'d to do thy will,
Than theov $o zrant mine: hut because
Thew promise now hath ev'n set thee they laws.

Then we ars shoo%ters both, and thou dost deirne
To aenter combat with us, and conbast
Aith thine owne clays Bubt I would parley fains
Shumne not my arrows, and bzhold my breast.

Yot if thou shunnest, I am thine:

T must be so, if T am mins.

Thers is no articlin~ with thee:
I am but finite, yet thine infinitely.

du1

The associational chein that links towether 21l the varioss strands of
this woem is nob difficult o followe. The entirs poem developzs, of

courss, from the noet's vision of the shooting star. From this re-

fersnce ~rows the witty comvarison of "music in the spherss'" and "spe:ch
in starres," and the Lord's allusion to "zood motions,"

which naws tne face of fl?y, but end in ress

Thinking of the shootins star as God's artillery, the poet recalls

that he can repnly To his lord's fire with his owm bakbbery of tears and
prayzrse This brin-s into the poem the conecent of a battle and Herbert
sneaks of his arvows, a pzrley anc the possibility of "articlin:-" with
Gode The battle fim=nrs leads bo the word-nlay on Tinite and infinitelw,

lizht in styls bu®t serious in meaning, in whiech lies the cors ol The poem.

The esssatizl logic of the vorse is seesn in the voet's construction of



a complex suparshructure nreparine the way for ths simrle coneclusion,

as in the same »oet's "The Collar," an avparent revolt against spiritual

thet leads ko a reversal ending and a complate radsdiciition
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Thers are a number ol veriations on th2 loricsl

rrzssion which is charactesristic of seventecnth century metaphvsical

versse Basic, howevar, ars these two typss-~the syllozistic structurs

built around a ssriss of premises znd sonclusions, and the associative
method in whiech the poet nroceeds by & serizs of 1 21 l2ans from one

des bo ennthers.

}to

Neverthelass on some occasions these two imrortant methods of pro-
pulsion do not extend throurhout a poem comnleftely, and the niece is
really oryanized enisodically, with the poet changiar from one losical
system to anothers There is & mixture of these wwo logical modoes or
prosrassion, for instance, in Domne's "A Peavsr." Identifyin- his mis-
tress with the world's soul, the poet slaboiates step by sbtep upon this
identirication,'honuluprl ..... er possinle deathe Meanwhile the cos-
mological concent of the world's soul introduces a seriss of recferences
to the destrucition of the world, mebtsors and firmament.

Desvite occasiomslbreaks in *the continuity of seventsenth century
metaphysical poetry, almost all of this verse has a systsm of abstract

lonic at its corse It is essentially a special verse, and in reading
a seventz2enth cenbury poem we are seldom mores consciouvs of a sense of
time and curation than we wovld be in rsading a lenthy proposition in
geometrye. The verse charactaristically saoms exterior to the mind in

that it is a reorganiz.tion of the poet's expsrisnce in terms of re=-

finéd logriczl forms and lawse



Modsrn metaphvsical postry in varying decrees »rassnts a fusion of
seventsenth century metaphysical techniques and ninetesnth century
romantic elsmentss The modern metaphvsicals hark back in some casas to
a pronouncad emph&sis.on the earlier method of lozical pro:rsssion while

maintaining an essentinlly modern and psycholosical avnrouchse I quowne

bt

from the berinning of Mrse Wylie's "The Loviag Cuv," which nrovss a

characteristic 1liustration of the modern metarhvsicals utilization of
earlier tvechnigues:

The instrument oi your reason beins tunad

To the pitch of madnsss and dessire to wound,

You would not drink my hoalth savs irom har glass
Yho drinks my death: can such thinss come to pass?
But I considered, striving to be just

(Who strive not to be lovinz, for I must),

That we, your vallals bound by evary oath,

Arz thus your vessels, and vou wrink from both:
Thet she and I, beins each of us a woman,

Taste the elixir of your lips in common;

Thourh I alone am privy t: the fact;

I havs your hali, and lesser than exact:

Thes I, haviax sworn I would devots my powsrs

Tc advance her ins as well es yours,

Am therefore chattel of yourself and her

And so divided iato shars and share.

Should I not count me mors unfortunate

If from two cups you arank my sinsle fate,

Tran now, when both of vou setv lips to one

and from its sols brim drink division?

Fer rou have drunk me Joy and she despair

In the same wine, that served you sharse and share,
But never share and shars alike: the mood

In which yvou draniz transformed the wine to hlood.
Althouzh your mood was black it did distill

Such essenczs as could not wish me ill;

Thils she, who smiled to drirlt my mortal pain,
Brewed hell ifseif within her smaliiest vein.

The poem continruss in Tthe sime velin with similur finely-svun arsuments,
concluding with the pumming firurs:

The ecur is loving, having kissed you once.
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The poet's essentially lomical aprrouch in this poem i3 arriarentb.
Yven the structure of the first four linss sus ests tie law of cause and

effectse Because your reason has bsen turned away into madness, you zive

yvourself to her who would drink my death, the poet sayse. Thers follows
a froe poetic construetion which nevertheless surwests Do.ne's use of

the syllogisme The two premises, introdueed in lines 7 and 13, berin:
Tha’ we, your vassals bound by every oath, and,
Thet I, having sworn I would devobte my powars.
The conclusion follows: ]
An therefore chatiel of yourself and her
And so divided into shars and share
Because the poet says in substance, she and I are your vessals and shars
you in common ana decause I have sworn to advance the intzrests of both
of you, I am therefore the vassal of both you ana her. The remainder
of *the quoted excervt is somewhit reminiscent of Donne's "Lovers In-

finitencss"

in ics delicate web-work of nseudo-loric and mathematicse.
Commitins the touchy problems of this relationship to the lovinr cup
firure, Hrse. #Wyllie explains with sudbtle reusoning that she is plad her

two, because his drink-

o

lovar and her rival drank froﬁ ona cuv instsad o
ing from the cup distills the whols into essences beneficial to.her.
Since her lover has a role in this relationship, it cannot rsully bode
her ille 4s in Donne's work, metaphor anc word=-play are vital to the
meanin~ and provression of the poem.

t

Neverthelass "™The Loving Cup" only partakes of a seventeenth century

o

techniques In spirit it is wholly modern. The logic is not exvounded
rhetorically, as in most Donne Doemo, but wveiled beneath an esasy con-

varsabional tone, similar to that found in "Broken Drsams," which is op=

posed to both the rather pompous rhetoric of the sixteenth and seventeenth
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ecenturiss and the eather singsons rhythms of the ninetesnth century.
The underlying lozic of the piece is nobt so obvious nor so taut as in
most early metphysieal verse, but becomss the framewori ifor a munbsr

]
@

of essentially paranthetical remarics. "The Loving Cun" is also characte

ristic of most modern metaphysical verse in that the poet nresents a
speeific incident~-the moment when her lover and her rival drank to=-
rsthar from the same glass, exeluding here-and trsats with extrams

eti#een three versons rather than showing a
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conearn chisfly for herself.

This use of abstract logic is part of the heritaze which twentisth
century metaphysieal verse has recelved from the seventeenth century.
A propulsion dependings upon 2 logical association of successive words

"irtillsrie,"™ is relatively rare

and ideas, as in "The Religue" and
in the tvientisth century, however, when such & chain of logiec zives way
to a psycholozical "strsam oi consciousness™ progressions BEven when

losic plays an important rols in modern mebtaphysical verse, it is

usually subordinated to this psycholo-icxl anvroache

E IR T S S B T T T S R P I S R 3

The new psychological pror~ression in modzrn poztry scems related to a
Bergsonian sense of 1'low, durstion and unprodictable creativity, as op-
posed to the more rizid construction of seventeenth century poems which

develop & legical arsument from besinninz to conclusione. It also seams

Q1
i

assnciated with the rise of exmressionistic art =nd literabure which

trs

6]

ats a scene as taking place within the hwean mind. It czrtain re-

.

re2ality of hunan expericnce.

presents one phase oi an effort to capturs mors of the living truth and
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This psycholosical method of progression has ius ori~ins in romantcicism,

and it probably had its most wireet impact on modurn mwetavhvsical verse

.,

throu~h Yeats and £liot, both ol whom wers inflnenc.d cousiderably by
the French symbolis®t poetse
4 beerinning oi this psycholosieal method of progressicr is found

in vassarss sueh as the sestet from thls sonnet by John Keats:

Aftar carit vapors have opress'd our nlzins
Por a long dreary sezson, comes & 4ay
Born of the =zentle South, and clears away
Prom the sick heavens all unseemly stainse
The anxious month, relieved of 1%s pains.
Teles as a long-lost rizght the feel of layv;
The eyelids with the passing coolness play
Like rose leaves with the drip of Summer rains.
The calmest thowhis come round us; as of leaves
Bucding==fruit ripening in stillness--Antuma suns
Smiline at eve upon the quist sheaves~-
Sweet Sap:ho's cheek-~-a smi.ing intent's breath--
The zradusl sand that throurh an hour-zlass runse=-
A woodland rivulst--a Poet's death.

The progression here is perhaps somswhat arvificial, osut the passane
neverthelsss sur-ests, as in ®Brolken Drsams", a froely rovinz mind
oparating according to its own naturse processes. The entire sestet
seems helx toge+h?r by the strongly cornotative ovsrtones oif the npost's
et.sy succassion of idle, baimy visionse.

This same psycholceicul mode of progression in a hizher stape of

devslopment is found in a rether similar French symbolist poem, Jules

z . . . .
Laforrue!s "Crépuscule de Dimanche d'3Zte," in which the poet's thou~hts

seenn to well uu at random wnder the int'luencs of ths moody sumner evening

. . ’ . ~
Una bells J ournae.. Un ecalme crspuscule

Rentrent, sans se douber que tout est ridicule,
in frottant du mouchoir lesurg beaux souliers poudrmuh
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A banale rancouer de notre farce humainel
Aujourdéhui, jour de féte et gaiete des faubourgs,
Demain le dur travail pour route la semaine,

Puis féte, puis travail, féte...travail...toujours

Par lazures tendre et fin tournoient les hirondelles
Font je traduls pour moi les milles pstits ecris,

Bt peu a‘peu je songe aux choses eternellss,
Au~dessus des rumeurs qui montent de Paris.

Ohl tout ld-bas..le-bas.. par la nuit mystére,

Ou donc es-tu, depuis tent dtastres, & present.e..
A fleuve chaotique, ¥ Nobulsuse-msrs,

Dont sortit ls Soleil, notre pdre puissant.

The Sundasy twilight, petty noises of the street, thoughts of the weary
monotony of existence, and & sense of the sublime mystery of lifeg--
all of these merge in a psychological progression within the post's
mind. A

| This method, found in a far more advanced use in the stream of
consciousness technique of James Joyce, Thomas ¥olfe, and other, is
carried to an extreme in such a piece as "The Heart's Desire®™ of Mrs.

Wylie, one of the more important of the twentieth century metaphysicals.,
The poem begins:

Anger th-t is not anger, but bubblss and stars

of colour, blood in the brain beating the nervass
into a frenzy of immer light, magnifisd moons and
suns swimming in the secret understanding that

is more the body than the mind, the soul upon the
lips for no reason at all, or at the sound of a
door or the tinkle of gold and silver money in

the street, faces best kmown and most remembered
estranged and a million miles away, =md strangs
groasy faces passing in the dust of evening and
now returning illuminated into godhead, oruslty
where it cennot be, kindness where hatred is as
ineviteble as the white rising of & morning where
morning may after all never more rise, disintegrate
yet exquisite destruction of the heart at the mo-
ment of waking, desire for death like the vagueness
of a thirst for thin extravagent wine, wnredeemed
by fear, mortal and importunate scesems of why,
why, why in the extreme desolation of regained con-
8c1l0UBNGSE ceeve
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Ideas, images, memories and worries float to the surface of the poet's
mind in no perceivable logical order, and with only the thimnest psy-
chological thread connecting them. The progression seems to have its
basis in the semi-conscious mind of the poet, while the readesr also
needs temporarily to suspend his concern with logic. The poem, filled
with the connotative visual imagery and easy rhythmic undercurrent
typical of much modern verse, retains virtually no vestige of that
seventeenth century metaphysical logic which proceeds point by point
through an argument to & conclusion,

This psychological mode of progression is found in many varia-
tions and in differing degrees in most modern poetry. It should be
noted, however, that modern metaphysical poetry also is characterized
of'ten by another form stemming from the romantie tradition, a nsr-
rative or semi-narretive method which is frequently seen in con-
Jjunction with a psyehological progression. This narrative type of
progression will be comsidered after an examination of the more
strictly psychological types.

The kind of psychological progression seen in "Broken Dreams"
and "Morning at the Window" is typical of the later work of Yeats,
the earlier and more metaphysical poetry of Eliot, and of the verse
of other modern metaphysical postse. This teclmique is illustrated
vory clearly in several longer poems such as Eliotts "The Love Song
of J. Alfred Prufrock" and "Gerontion" and Warren's "The Return: An
Elegy." Certainly the musings, memories and fears of "Prufrock"
have no actual scene other than ithe post's mind, and the stream of
his thought is responsible for both the breaks in the logiocal con-
tinuity of the poem and the juxtaposition of different times, places

and actions. "Gerontion™ is frankly:
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Thoughts of a dry brain in a dry season.

In Warren's elegy, filled with the compressed metaphors and the
conplex clashes of irony and sensitive feeling characteristic of
modern metaphysical verse, the poet presses his faes to his Pullmen
pane as he returns to his Kemtucky birthplace,and his mind, flitting
from deep emotion to flippant sarcasm, wanders over the landscape,
his new learning and childhood msmar ies. After thinking of old ladies
that "cough and wake" and of his dead mother, the poset continues in
part:

Pursue down backward times the ghostly parallels
Pursue past culvort eut fill embankment semaphore
Pursue down gleaming hours that are no more.
The pines, black snorse
turn backward turn backward in your flight
and make me a child again just for tonight
good lord hets wet the bed come bright a light
What grief has the mind distilled
The heart is unfulfilled
The hoarse pine stilled
I camnot pluck
Out of this land of pine and rock
Of the f:llen pine conse
Of red bed their sseason not yet gone
If T could pluck
(In drought the ligard will blink on the
hot limestone)
In this elegy, "Prufrock" and other posms to quote from Eliot's

"Rhapsody on a Windy Night":

The memory throws up high and dry
A crowd of twisted things;

In a number of the shorter poems--and a majority of metaphysical
poems are relative brief--are found the same emphasis on a basically
psychological progression, a wide use of visual imagery and a famiiiar
conversational style whieh avolds alike abstract complexities and metri-

cal irrsgulsrities. These qualities mark such pieces as Ransom's
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"Bells for Jolm Whiteside's Daughter,® the same poet!s "Spectral
lovers," and Tate's "The Paradigm," I shall examine briefly the former
Ransom poem:

There was such speed in her little body,

And such lightness in her footfall,

It is no wonder that her brown study

Astonishes us all,.

Hor wars were bruited in our high window,.

We looked among orchard trees and beyond,

Where she took arms against her shadow,

Or Harried into the pond.

The lazy gesss, like a snow cloud

Dripping their snow on the green grass,

Tricking and stopping, slespy and proud,

Who eried in goose, Alas,

For the tireless heart within the little

Lsdy with rod that made them rise

From their noon epple dreams, and scuttle

Goose=fashion under the skiest

But now go the bells,and we are ready;

In one house we are sternly stopped

To say we were sternly vexed at her brown study,

Lying so primly proppsd.
With a lightness, a sophistication and & sense of humor in time of
tragedy which are typical of modern mstaphysical verse, Ransom is
hore at the psak of his own variety of "high seriousness," I shall
refer to the poem again in a discussion of the complexity of ex-
perience in mstaphysical poetry. It may seem a strangs elegy to
roaders bred on John Milton and Alfred, Lord Tennyson, amd soms of
its strangeness no doubt lies in the facet that on the whole it is

based on the natural flow of the mind rather than on a more artifi=-

cial form.

As in Yeatts "Broken Dreams," the actual physical scene of the
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piece is realized only at the end when the poet speaiks of the funeral
bslls and the house where the littls girl is so "primly propped."
Brought face to face with her "brown study®™ the poet is astonished and
recealls how he watched from his window as the robust little girl played
with the ducks; but his thoughts are stopped short, so to speak, by
the tolling bells which remind him of the funeral and the prim little
body. Because the poem depsends upon a psychological progression, it
sesms quite natural--rather than out of place-~that theee stanzas should
be devoted to her undignified playing with the waddling ducks, They
are for the most part not conventional funeral thoughts, but they are
the memories that come almost of necessity to the poetts mind.

Typical of the most seventeenth and twentieth eentury mstaphysical
verse is the sharp visual clarity of the remembered scene "among orchard
trees and beyond," and the house where the little girl is foumd in her
"brown study." The completely easy, unrhetorical character of the
metrics and the langusge, however, and the setting of the poem as a

spacific incident, suggests twentieth century practice.
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The narrative progression is another form which attained a re-
fined development in the romantic period before finding & new importance
in modern metaphysical vorse. While not particularly popular with Donne
and the seventeenth century metaphysieals, who favored exposition and
argument, this old form regained new life in the more psrsonal verse of
the English romantics and to a lesser degres in that of the French sym~
bolists. Endowing the nerrative form with a characteristie touch of

irony and complexity, many modsrn metaphysical posts have written a



~54=

number of little poetic narratives whiech might be aptly described as
parable-like. Rensom's grimly amusing "Captain Carpenter” and his
sonnet sequence of modern life and love, "Two Gentlemen in Bonds," are
typical,

Another characteristic example is Tate's "The Paradizm" A brief
narirative expounded in logical, somewhat abstract terms after the seven-
teenth century fashion, it is newsrtheless presented through the mind
of the poet, the third person who witnesses and reports ths scene from
his own perspective, as in Ransom's "Speotral Lovers" and other similar
metaphysical poems, I quote:

For when they meet, the tensile air
Like fine stsel strains under the weight
Df messages that both hearts besr=-~
Pure passion once, now purest hate,

Till the taut eir is like & cold hend
Clasped to cold hand and bone to bone
Seals them up in their icy land

(& few squate feet) where into stone

The two hearts turnirg quickly pass
Once more their impenetrable worlé;

So fades out eech heartts looking glass
Whose image is the surfece hurled

By all the air; air, glass is not;
So is their fleeting enmity

Like & hard mirror creashed by what
The quelity of eir must be.

For in the air &ll lovers meet

After theytve heted out their love;
Lovet's but the echo of retrest

Caught by the sumbeams stretched above

Their frozen exile from the earth
And losts BEach is the other's crime.
This is their equity in birth--
Hate is its ignorant paradigm.
The poem seeme & little tale nmarreted through logical figures,

Briefly, two former lovers meet, greet one smother with & tense
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coldness, losing all their sensitive umderstending of one esnother.
Their love becomes for the moment the Mecho of retreat" and is lost,
The poet concludes this iittle narretive, typicel of a number of other
brief meaningful incidents described by Eliot, Mrs. Wylie, Ransom,
Werren and Auden, with a little philosophgzing.

This poem, howsver, depends chiefly on the extensicn of the
metaphor of the tensile, steely air, In its negative aspect this
binding structure becomes the basis of a fine irony and gentle satire
as the poet speeks of the lovers e&s though their quarrel is changing
even the air about them, but in its positive aspect it is sxtended with
strict logic on both the metephorical and implied psychologicel planes.
As the lovess are sealed in their few square feet of iey stares and
mutual coldness of spirit their hsarts are transformed into stonse by
the coldness, and each hsart's mirror, which formerly reflected only
the other heart (& Donre device) is creashed by the "surface hurled/
By 2ll the air,"™ end the lovers' mirrored images fade out. The pair's
doting love of one another seems destroyed by this new feeling - an
artificial feeling the poet intimsutes., The metephors of the last stanza,
as well as the use of logie, are reminiscent of seventesenth century
practice.

Despite the importamce of narrative and logical forms in the poem,
the wnderlying method of progressicn is psycholcogical. The reader is
given the idee that the poet is witnessing the incident and inter=-
preting it through his own personality. The physical metaphor of the
"paut air like a cold hand" is suggested to his mind by the lovers
coldness of spirit. His observing of the incident leads him to &

little hasty meditation on love and hate,.



The poem is ostensibly an attempt to describe this psychological ex-
perience of seeing and thinking about the lovers, and the poett!s subtly
complex attitude, gently ironic while sincerely sympathetie, colors and
modifies this experience in his own mind, In numerous other modern
metephysical poems, also, logical and narretive modes of progression
become essentially submordinate to the psychological method, which is

a halle-mark of modern verse and of modern metaphysical poetry in

particuler,
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It is seen, then, that thse method of progression in ssvent:enth century
metephysical poetry is essentially logical, primasrily abstract and syl-
logistic, as in "The Dissolution", or logically essociational, as in
"The Relique." There is on the whole a grest:~ subtlety and wverisnce,
howsver, in the modes of progression ir modern metaphysical verse.

This twentieth century poetry retains certain logical seventeenth
century forms, but in its method of progression it is essentially
psychological rather than logicale. This psychologicel approach and

a greater interest in narretive are a contribution from nineteenth
century English romentic poetry and French symbolist postry, as the
twentieth century concern with abstract logiec is a heritage from the
seventeenth century. While the conversational tone of modern meta-
physiceal vérse wes suggested in the rhetorical seventeenth century
variety, the easy, familiar conversational style of twentieth century
metrics was not attained without example of the more musical, regular

forms of the intervening romentic period--sn example which Eliot, Yeats
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and others revolted against, howsver, in attempts to arrive at a freer
style and more natural conversational rhythms. It is difficult to
overemphasize the importance of sharp visual imagery, metaphors and
other figures characteristic of both seventeenth and twentieth century

metaphysical poetry.



CHAPTER III

METAPHOR



CHAPTFR III: METAPHOR

Because critics and poets alike acknowledge the importance of
metaphor as & hall-mark of metaphysical poetry, its utilization in
the seventeenth and twentieth centuries deserves special attention.
As I noted in the preceding chapter, Brooks asserts that the "Signifi-
cant relationship" between early and modern metaphysicals lies in their
"common conception of the use of metaphor."™ And Ransom, writing in

The World's Body, expleins that seventeenth and twentieth century poets

have "the courage of their metaphors,™ procecding from a "partial ana-
logy" to a "complete identification™ through a kind of "miraculism." 1
Neither these critics nor others, however, have treated the funda-
mentally different functions of metaphor and other poétic figures in
the metaphysical verse of both periods. This changing use of metaphor
parallels very closely the changing methods of progression just dis-
cussed. Two main types of metaphor are found--reflecting the same
trend from the logical to the psychological seen in the study of

poetic propulsion.

logical Metaphor: This type of metaphor, most typical of the

seventeenth century, is characteristically a logical, extended inter-
pretation of something in terms of the metaphor more viwid and umnder-~
standable and is intellectually pleasing because of the aptness and in-

genuity of the logical elaboration.

T.  Rensom, John Crowe, "The World's Body, Ps 135

2e 1In discussion of metaphor I shall use the terminology of I. A.
Richards who employs "tenor" to refer to the basic situation
or theme which the metaphor deseribes and "vehicle™" to refer
to the figure ampligying or illustruting this basic subject.
This combination of tenor and vehicle is the ™metaphor.®



Usually something abstract is explained in terms of something more
sensate and physical. A logical metaphor often depends upon a direc£
predicative statement of idemtification in which the comparison, like
seventeenth century progression, is essentially exterior to the poet's
mind--logical rathsr than psychological.l

Psychological metaphor: In this type most characteristic of the

twentieth century, the logical aptness of the metaphor becomes less

important as the figure is used mainly to evoke & mood, to suggest a

very subtle experience, or to express a satiric or ironic attitude.?

l, Mario Praz in his Seventeenth Century Imagery notes the close relation
between the seventeenth century metaphor and the emblem, which usually
consisted of a small representation of a symbolical mnature and an ac-
companying motto, and was in many ways an illustration of a conceit of
metaphor. On the other hand, a metaphor may be described as a work
picture of an emblems In both forms the stress is placed upon concen-
tration and ths striking representation of cne thing in terms of another.
Probably the first English work to treat these emblems was The Choice of
Emblems, by Geoffrey Whitney, & contemporary of Edmund Spenser.Besides
the verse of the poets under discussion, the works of Thomas Nashs,
Robert Greene, John Marston, and John Webster reflsct & knowledge of
these devices, Praz explains.

Praz quotes an interesting passage from a Renaissance figure, Danielle
Bartoli, which is most significant because, although it was intended as

a discussion of the emblem inlays, it is equally relsvant as a commentary
on seventeenth century English metaphysical poetry, I quote:

Is not the source of wonder, and therefore of delight, in such
works the fact that one sees ons thing used to represent another?
The conception being all the more innocent in that in the whole
composition of a false thing there is yst not one element which

is not true. The same happens when we take anything from history,
from fables, from nature and art, to represent something in the
moral order which it is not in such a way that there should be

go much appropriateness and correspcndence of reciprocal relations
between truth and its likeness that the whole, so to spesk, should
not seem to be an artifice of the brain, but the philespphy of
nature, as if nature had written almost in cipher her precepts

everywhere. (p. 15)

2+ Metaphor plays an importamt.role in the work of several modern
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The psychological metaphor is sometimes extended elaborately, but in
its most typical twentieth century form is concentrated and compressed.
The metaphorical identification may be rclatively vague and grow ap-

parently from a subjective, empathetic state of mind.

poets not treated in this study, such as Hart Crame, E. E. Cummings,
and Archibald MacLeish. In "For the Marriage of Faustus and Helen,"
"lachrymae Christi," "The Brokem Tower,""The Bridge", and other pieces
Crane employs a mass of ever-changing metaphors which, however, are
often exceedingly subjective and expressionistic, sometimes rather
intuitional ix character, frequently lacking a certain precision in
their interpretation of experience which tends to be characteristic
of metaphysical vsrse. "The Broken Tower" is an extreme example of
Crane's overwhelmingly intense, and rather vague subjectivism, but
provides a clear illustration of the general trend of his metaphorical
expression. I quote the first four stanzas:

The bell=-rope that gathers God at dawn

Dispatches me as thought I dropped down the knell
Of a spent day--to wandsr thz cathedral lawn

From pit to crucifix, feet chill on steps from hell,

Have you not heard, have you not seen the corps
0f Shadows in the tower, whose shoulders sway
Antiphonal earillons launched before

The stars sre caught and hived in the sun's ray?

The bells, I say, the bells break down their tower;
And swing I know not where. Their tongues engrave
Membrance through marrow, my long-scattered score
Of broken intervels... And I, their sexton slavel

Oval encyclicals in Canyons heaping

The impasse high with choir. Banked woices slain!
Pagodas, campaniles with reveilles outleaping--

0 terraced schoes porstrate on the plaings=-

One metaphor is piled upon another as clear tenor-vehicle relationships
and a sense of intellectual control seem to venish in a maze of connotation.
Metaphor used in this way is a potent element in an intense expression of
& single viewpoint, but is not charactsristic of the mixed attitudes and
complex treatment of expericnce associated with metaphysical poetry. I
wish to re-emphasize that there is no clear-cut qualitative difference
between the work of the modern metaphysical poets under discussion in
this paper and that of a number of other comtemporary poets. The meta~
physical elements are simply quantitatively most important in the verse
of seven English and American poets nemed in Chapter I as the chief modern
metaphysicals. There are a number of metaphysical: uses of metaphor in
the work of other twentieth century poets, such as "Landscape as a Nude®
from MacLeish's "Frescoes for Mr. Rockefeller's City," but the employment
of metaphysical metaphor is quantitatively and consistently most important
in the work of the seven poets named,
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nnoted in the

Virtvelly the same process of czvelormoert &s w
charn ire metheds of prosressicn csn 6 sgen in the cas of metanhors

Mocderm metavhvsicals rosts retoin an interest in these severteenth

centurmr conceivs, irnciuvcing the
mesapker is trererdously affected by the softenine irflusnce of

sre A5 an illusirsticn of the seventosnth eentury

;.J.

inbervenings rorantic

locicnl meterher I quote from Donre's "Fymne to God 1y God, in

[
<
~

Siclnesnes.)

irce I am comxinc to that Holy roome,

“here, with thev «ulire of Fints Lor evarmere,
I shell te made thy Musi :Uﬂ; s I come

I tvre the Instrwrent lere at the core,

and what I must doe then, thi.l here beforee

Vhilst my Physiftisns by thelir love are srowne
Cosmorraphars, and I their dWanp, who lie

Flet on this bed, that by ther nay be showns
That this myv Scuthewest disecvarie

Per fretum febris, by these strsishts to die,
I jov, thet in these struitls

Tor thourh their currants vec

whet shell por Vest burd me?
; ‘ att Iaps (QPO 1 &m

So desth doth “ouch the iesm

Linving to expend uren the imipliesticuns of the c~eocsrarvhical

metephor, Donne 2sks hic Lord to find toth "ademe,"the iLdam of <den

end the Christ of Calvery, met in hime. Domrne concludes in askirs God
to reise hir from dezthe
Throu-hovt the poem the develoyrent of metaphor cdepends unon a

lorical identifieczticne. Irn the first stanze the rost exvlains thet

he will he the Lers's rmciec efter his death, and that ke rmost there-

fore "Tune the Irsirument" and rehesrsse the celestial concert to conce

& flet wan, and his rhyreieisns witk cosmosrervhars. Bxiendins the meta-

phor syllesisticnlly, he reasons thav sinec he iz 8 mar, and wesh ar
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east meet on all maps, his death touches his resurrection. In a similar
metaphorical identification he identifies his death and resurrection
with the "South-west discoverie."
The psychological metaphor characteristic of modern metaphysical

poetry can be seen to advantage in a passage from Eliot's "The love
Son of J. Alfred Prufrock," a poem in which the psychological method
of progression is clearly developed:

The yellow fog that rubs its back upon the window-

panes,

The yellow smoke that rubs its muzzle on the window

panecs ’

Licked its tongue into the corners of the evening,

Lingered upon the pools that -stand in drains,

Let fell upon its back the scot that falls from

Chimmeys,

Slipped by the terrace, made & sudden leap,

And seeing that it was a soft October night,

Curled once about the house, and fell asleep.
It is quite true that the poet's comparison of the fog with a huge,
dirty mongrel seems quite apt, as both may be found in the evenings in
streets and passageways, curled cutside the doors of well-lighted houses
shut against them. But it is obvious that he has no concern with a
logical point-by-point comparison of the two, and merely uses the yellow
fog and the sooty dog because of their psychological connotating of
disgust and of the petty insignificance of modern lifes It will be
noted that there is no actual menticn of the dog nor identification
of the tenor, the fog, and the vehicle, the dog. It is probably more
correct to describe both as metaphorical wehicles to which the poetts
mood serves as tenor,

Just as Donme sought to clothe theolcgical and logical abstractions

in physical images appealing more sharply to the reader's imagiraticn,




Eliot is here seeking to express the complex subtleties of a particular
state of mind in richly connotative figures, employing what he terms
an "objective correlative." 1In fact metephysical metaphor and Eliot's
device of the objective correlative are closely related, but the poet
himself emphasizes the psychological elements inherent in the latter.
In his essay entitled "Hamlet", he expleins that "the only way of ex-
pressing emotion in the form of art is by finding an “objective cor-
relative;" in other words, a set of objects, a situation, a chain of
events which shall be the formula of that particular emotion; such that
when the external facts, which must terminate in sensory experience, are
given, the emotion is immediately evoked." 1

In the passage quoted above the fog itself may be considered as an
objective correletive of the petty, sluggish spirit of our age, and the
dog may be interpretéd as representative of a temeness and domesticity-
particularly the nondescript mongrel, a parasite on human society. The
figure apparently carried considerable power as a psychological symbcl
for the poet who, like Shakespeare, seems tc show a dislike for the breed.
In "The Waste Land" substituting a dog for John Webster's wolf, he warns:

Oh keep the Dog far hence, that's friend to men=~

Dogs apparently represented for Eliot the forces of living death, as
opposed, for instance to the wolf of Webster's pley or to the tiger of
Eliot's "Gerontion."

A further examinaticn of the use of metaphor in seventeenth century
and modern metaphysical verse will show that despite numerous variations
these two main types, logical and psychological, represent &wo basically

different viewpoints.

l. Eliot, T. S., Selected Essays, pp. 124=25




Herbertt's "=.radise,™ with its inreni us mehaphvsic.l rhyre

schere, for instance, is construeted around & use of the lorical

nmetuohor only sli~htly different from that in "Fymne

A

.

to God My God,

in My Sieclmesses:"

I blessze thee, Lord, because I Guli
Aritn thy tress, which in e «lw

To thee both fruit and order OWe

"het oven force or hidden ClhRIL
er blast my fruit, or brinz me Hi
while +he inclosure is thine ARIL

Irclese me 545211 for fear I START,
3e t- me rether sharp and TART
ard &

Then let me want thy hand

V"hen +thou doct zreater jud ments SraRi,
Anc with thy knife but prune and RS,
Svtn froitful trees more fruitful aki.

Sueh sharvness shows the sweetest I
Such ecutoinrcs rather heal than RalD
And such verinnin s touch their LliDe

Althousht there is no direc’t shtatemenl of identificaticn, the peem

derends upon tre metarhorical assumption, posited st the beginnins, that

e

the roet is tres in God's =warden. Frox thic premise the picce IR exX-

tended lepically through five stenszas, with referencss to the row of
trees, their frdit, the inclosure, and che pruning kmife. The poem,
which is irconceiveble without the metiphor, 1s again an extended ex-
osition of & compurison fundamentallv exbterior to the »oet's mind.
There is another type of essentially lowiecel metaphor, often
found et its best in the sonnets of Shekespesre and other Tlizahethans,
in which the noet does rot ouite proeceed to the told, complete identi-
iecation charecteristic of the full-bhlewn metgphveieal style, but onlwy
gxnlairs somcthine in the lancuere and terms of somethin~ glses Ls en

illustration of this méxed metaphor, I quete Shelespeare!s 871h sonret:



Farewell! thouv art toe dear for ry posssnsin~,

£rd like ercurh thou inow'st thy estimate:

The chartsr of thy worth rives thee releasirnec:

¥ bonds in thtec are 2ll cdetermirate.

For hovw do I hold three but by they srantins?

And for that riches where is mv desch11“?

The cause of this fair zift in me is uvanting,

ané so my retent back acain is swervins.

Thveelf thou =avest, thy own worth then not lnowing,
Or me, to whom thou ravest it, else mistaline;

So they creat ~ift, uvnon misrrisen rsrowineo,
Comes home &7a2in, on better judrment malkinc.
Thus heve I hed thee, as 2 dreem doth flatter,
In sleep 2 kinz, but waking no such matter.

The poet is here clearly definin~ his emorous releticns in the
technical terws of finance, takins pleasure in exbending the elaborate
firure for its own sake. This type of metzphor is found in a momnlex

develorment in a number of Dorne riec:s, such as "The Ixtasie," "2

Lecture Upon the Shedow,"

and "Loves Prozress,", but in the more fully
devcloted seventeenth csntury mevephysical style an entire roem is seldom
nbased on this type of meterphor which usuwally only refers to the wvehicle

in its treatment of the tenore.

Modern mede hor, lilte the wnodsrrn mebthod of nrosression, shows the

use cor sevenheenth century elemenhts in & tyrieelly modern fashion In
fact lirse VWyvlie has presented in her four-sonret piece, . Red farpet

for Shelley," one of the most interestin- and eluboreste extended meta-
rhors found in either seventcenth century or modern metephvsical voerse.
The figure of the red cerpet remeins threoughout the noem as a slender
unifyving thread, a symbol of the real theme of the work~-~Mrs. wylie's
desire to express her admiration of i‘ercy Bysshe Shelley and pay him

homare. The sequence begins:
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But this is nothing; an eccentric joke,

The slender patchwork of a year

#1vpe into muddiness, lilke Ralei-h's cloak,
To asl: the honcur of youvr sten, mv d2ar.
Your peth is i rirted on the atmosthere
Forever as a flape against the smoke

Of obscure visicn, and I rmust invoke

Your macnarinity to make it clsar.

If T misht spread soft words like livin~ gzrass
Leic¢ smooth bereath the heavy whoels of Time;
If I mi~ht loose the river of & rhime

Cr build & ravement oul of ~old anc =lacss
Providing Heaven for you to wallk unon,

I+t would be well; it woulc be bether dore.

In the second éonnet she continues to surrest an association be-
tween the ruz and her poetry, with the carpet in its actua; anc syme=
belical sense intended as homece. She "fabricates" languvape fronm
spirit and "braids into speech.the airvy filaxents of love and hetel "
In the third sornét she discus:es the coler and desirn of this carpet

and her verse, snsakin~ of the talents she has to ofier in tribute:

I heve the prover scarlet of my veins,
The clean involved rnrecision of my mindees.

In the last sonnet the poet declares she will lay down her carret,
Where you nay pause, and pass, and nevar stay.

She then considers the carpet as a lons road which leuds Shelly pust

the rich and chanring lancscepe which is her roetry. The peem concludes:

Here are the shocks of maize, the honey and oil,
The frvits like harvest moons, the fabulcus land,
The civstal hills, the veiled prismatic plain;
And you will come, and you will not remain,

Yor leave & trace alen- the rilced sand.

So presently vou will be come and ~one;

Heret's & strenge road for you to walk uvon.

Althouzh the essertiaslly sevenbtesnth century device of the exbended

matarvhor is carricd to an extreme not olten found in earlier metarhysical

verse, it is not develored losmically with a clsar point-by-veint re-

tionshin between teror anc vehiclee.
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There is a varueness cbovt both as the poet's mind shifts lancuvidly
from one imarce and concertion to another. In the first sornet, for

irstancc, the "carpet", the vehicle of the metaphor, becomes closely

I

" L1 P

"words like livirn~ c=ress," "the river of a rhyme," & puvensent out of
pold and zlass," end Heaveno The poem elso often depends for its ef-
fect uron psycholcrioul conno,atidn, as in the comcletely 1llovieal
metarhor &t the conclusion of thé s2cord sonnet:

I would unroll) the rounded moon and sun

Ancd knit them ur for yvou to walk upcn

k ok ok ko ok ok F K Kk Kk R ok ok ok k Kk x ox K Kk K R K H K K

lledern psyenoleoriecal eoreeits are emrloyed chief

mood, to express & subtle ysycholovical exp:rience, anc fo exrress a
satiric or ironic viewpoint. lost often, of course, there is a mixure
of these functions.

Yeterhors conveyins & sense of mood, such «s the for fi~ure in
"Prufrock,™ seem to have their roots in the comnotative ireccry of
ninetesnth centuvry en~lish remantic poetry and in French symbolist

verses The svrbolists' use of metaphor to express a sitate of mind

¥

can be studied irn "Meditation Grisatre," a sonnet written by Jules
Laforeve, with whose work Eliot wes cuite ramiliar. I quote:

. > !
Sous le ciel pluvieuy noye de brumes sales,
’ A . Led
Devant L' Ocean tléme, assis sur un ilot,
Sevl, lein de tout, je son-e, au clapotis du §lot,
Dans le concert hurlaent des mourantes rafalzs.

Crinicre echevelée, ainis que des cavales,

Les vacuss se tordant arrivent au galopn

=t eroulent a m2s pieds avec de lonss san-lcts
Jut emrorte la tourmente aux haleiness bruteles.

ssocizated in rarid suecession with "an eccentric joke," "Raleish cloak,"



rsartout le grend eiel gris, le brouillard et la mer,
Rien que 1! affolement des vents balayant 1' air.
Flus dtkeures, plus d' humaines, et sclitaire, morne.

Je reste 13, perdu cans lthorizon lointaine

ot songe que 1' esnpece est sans borns, sans horre,
Et gque le Temuns n! aura Jareis...jamais de fine

The conperison of the waves ol the Bea to the sceminsly expiring
horses adds a note of fent.stic unrzality tc the poem thet hei~htens
the mood of meditation and dejsction, and prepares the way for the rather
mvstic corelusion in the sestete This firure, fairly well develoved in

the second quatrein, appears altorzether as & product of the poet's changing

the sonnete.

Fty

thovrhis as reflected in the psycholerical nrozression o
Kodern metaphvsicsl metarhor abounds in numerous examples of psy=-

cholo :ieal metaphor utilized to evoke a particular meoca. There are many

pieces like IMrs. sylie's "Nareles:z Sornp," in whieh the logic is comrletely

supordinzted to the erotive and conrotetive cualitiss of the metunhor:

IW‘hesrt is cold and wezther-worn,
A nmusical end hollow shell:

The winds have blown it like a horn,
The waves have runc it like a bhell.

The waves have whirled it round and round,
The winds heve worn 1% thizn and fines
I+t is alive vwith sinsing: sound

iihose Voice is that? It is not mine.

And there is the effective synaesthesia in & metaphorical masstre from

the same voct's "Viennese Waltz."

Now falling, fallinz, feather after feather,
The music spreads a softne on the ~round;
Tow for an instant we are held torsther
Hicdden within a swin~in~ micst of sounde

n
2]

1

4L poern filled wiith the compressed, cornotative metaphors charsee-

1

teristic of modarrn metephysical roetry, varticularly the Southern verse,

Wi

in Fnsom's viell known "3pectral Leovers.
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In such a piece we find the rovrh-hewn techniques of Domre trismad and
refirsied to arreal +to the artistic tastes of a sovhisticated twentieth
century Southern rentlemen intensely concerned with muances cf mocd
anc tones I quote:

By nicsht they haunted =« thiclet of spril mist,

Ls out of the strenve sround stran-ely come to cirth,
Dlse two inmeculate an~els fallen on earth.

Lovers they knew they .ore, but why unclasped, uakissed?
why should two lov:ers ~o frozen asunder in fear?

“nd vot they wsre, they ware.

Cver the shreddine oi an Avril blossom

Fer thriliine fiarers touched his owicl: with care;
of Many delicate posturses che czst & snare;

Fut for a1l the red hecrt beetins in the pale boson,
Her face as of cunringsly tinciured ivory

Was nard with an econy.

1

Storred Ly the litile batteries of an aApril nisht
e es ¢

Fessionate being the essence of the 1“1Q,

Zhrvld the oponetrable walls of the arwbling rrisen yleld’
Asnd onen un her treasure to the firet olavorou kI
"7ic iz the rad moon, and uwust I surrender all? ‘

If he bub ss it, I =hall."

ano ~e°furing lar—ely to the wvery moon of Iaster,
.reing his steps and swishint the jusilant ;rass,

i

un scheadin- sore field flowers that had corme %o rass,
kad redvﬂ=d his tributeri=sz faster,

Had not considerati-ons pinched his heart

Unfitly for his art.

"Am I Peelin~ with the sap of April like & cdrunlerd?
Blessed iz he thal. taketh this richesst of citiesy

Bt it is so steinless the saclk were o thousand pities
This is that marktle fortesss net to be conquered

Lest its white peace in thm blael fleme turn to tlnocr

And an umutterable cinder."

Thev nist me once in April, in the mist.

o cother sesson 1s it, when one walks and discovers,

Two clad in the shen-s of an- al being srectrel lovers,
Treilin~ & ~lory of moon--0ld amethyst,

Who tovch their guick finmers 1 a bird

whose sons shall nover be hearde

T
(1
ke
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The roem is the Sovthern metarhysicel hradition

at ite boste The richlv complex attitude of sympethy and setiré and

the nunerous concentrated metaphrsiesl ficurss are presented in s
rsychole~ierl prosression in vhich the scene is revealed throuch, and

-1

The metaphors and

-]

in some measure is a procuct of, the weeht's min

other firures in "Spectral Lev.rs" achicve 2 variety of effects, but

ther create a mood and atmosthere v

weys +the raison d'&tre of the plecos

Characteristic of a lar-s body of modern mataphysical virsz, the
etarhors and othar figures in the piecc are comrressed, subordirutes

and far less obvious than in most of the work of Donne, Herkert, and

other seventeenth century metaphysicolse The mood and subtls delicscey

B

of the poer 1s sustained by the stronsly connotative gquality of two

e

thet

e

ant cal metavhoriecal syvstens that are such an int

work that they are scarcely noted as nmetarhvsicezl deviecsse In the first,

the lcvers are presented 9s ghosts or spiriuse Renseom rofers to the pair

as "two immaculats lovers™ or ss "iwo clad in the shape of anvels, baing

spectral lovers,” and they "haunt o thicket of Zrpil miste™  The emrhasis

oa the nist wna the wbgvt, 23 221} s eons went rzoeiitlon of the
vord Mipril™ , tends to aci to the phinbtomelike impression which the

1so ovoo3d by ime

sox, sprinn and n9w

1ilse They are relfined rel=srences to sexunl consuw the m2tanhor

\

cf the "eronbling wrison™ and +the "richess or elvizs." .and o conesntrated
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Of meny delicate posture: she cast n smre.
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shonld two levars -0 frofea asundar in fear?

by the "shredlin- of an spril blossom," whers

debeil connotes unrest and taasiones  Sueh metashrsiesl Jee

the

atithesis are also utilized to advaniase in su=

PATAdon and

i = v 3
TNe same moot .

3 e 23 .Y 5 . . .
and other modara metaphysiocnl

"Sveectral Lovars," "laneless Song

bosns reveal how w roel may create va~ue feeli= s of wmood and atmosnhars
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the nsycholorienl metarhor 1ia modarn mate-

L second

vhysiesnl werse is to express o subile exserience~-ns thouh Shroush a

"The Lovin-s Cup," Tate's "The Mradi-m," Rensom's "Bells for John

and other modzrn poems show an int=2rest in the

shitcsido's Davsht

trecsmont of a sneci hin, a specific 2xprerisnce and a

speciliie time-=t copesin partioulnrly charactsristic of modsrn verscs

This tendency of modern wosts to focus
mosi ol the Twentizth century meluphvsicals

oyt M - S ey e SIS A S -
ovarton?s to ~ive o more sensliivs, more sub-

Jective account of an exverience. aesihshl
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achisved in & poem such s Zliot's "Hysteria:"

U
o
ey
s
@

lauzhed I wus awarsz of bacoming involwvsad
laurhuzr and 2eins o part of it, unti

E
=
(8]
s
&
-
=
O
H

o Il il
2

zath were only accidental stars with a talent

or gquadrilie. I was drawn &n by short rasvs, in-
aled at cach mome ntﬂvy rescovary, lost finzally in
the dark caverms of her throat, bruissd hy the

.
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It is of an exreriencs, racner than its
commlaxitir, thot the woet eonvers heres throuh the ovenin. maia thorieal
devices 45 in a srest deal of modern nebaphysical voetry, the tenor-
vehiecle relation bocones indissinet in ths »lay of psvcholorical aeone
aotution, but the Ji-ure Is sirikine irn its subjectivism and in the
feelins of sympathy it conveys. The poet's s
cenbrotion on the woman wnd her compeliin

ara

rhvsiesl terms as thov-h he himsa2lf we

i in by

even lost in her thronot and bdruised by her mselsse This ima
to exurscs: on the physieal rlans the poetts feeline of lhsine

7111 and identity in the will and identity o

sociation of the woma

quadrille" also helps intense con

relabions tim2 =nd snacs.
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the individual. dmnlcoring modarmn conceibe

sicershly peyehole diecel procd

noen orens fi~ure of the flushin~ cf the veing,
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On the rmost obvircns nizne of neta horicsl undersbandin- fall
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rew lancs, &g in Downets "7To !

delicagy of the denerds

umor. an the Tesr thev atiends the zct of

anotherts provarty--an ect which tyrii

modern life--onc che unecsrtainsy
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ariritual res

the "flash C

lovers, half cymiecsl avndh

"nervons

lévelled ~une'  They ~ive a lau h't after

1

nné finally they rrow "erodulons of pases-~parhars foc

~ 9 ) andae 97 ‘
rleces depsends in lar~a

precigion with which the netaphors exrress in an art

flow end intansity of the nind in actual
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feetive, psvcholericsal mebarhor--eo clesely associated wi

of emprtlv, as in "Hrsteria," -~ is of course ir hi~h contrast to the

tryve of lovieal metarhor desceribine o reloti vshin in terms external to
the buren nird, ss in Shelkesnacrs's 287+h somet, ("Farswell, thou art

too desar for my possessing.



Aothire very dmportint snd distiretly modsrn furchion of

iz Lo convey satiric or ironic

trentieth cazniury meve
ettitvedes L5 im Olietts "The Liste Lord," Janco Joree's "Ulvoses" and

othar chearscheristic nodern 1mrls construected arounc & fremswork ol &

so=c2iled nobler 2 e, comm to
strese & dissimilarity reth he

atire rmay bhe rore obvicus snc directe This cris» satire, often celf-

inclusive in roture, is a distined characioristic of rmodzrn reta-
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iestes an irtzllectual

D

rhvoienl vorse, and aprarently ir

ninetesntlh century ,ositivisn and optimisre It will bz discusced more

fully ir the next charvtere 4&n invenious, vory deft uvse of this element

is found in Rensom's "Good Shins:"

Ileet shirs enCOLr*P“
iho speslk, and unto eternity divir-e~-

These hailed eszch other, poised on the loud sur-e
Gl one of lrse Grundy's Tuesc
Yor trirred one ssil to baf,1~ th@ drivin- breeze.
A macaroon absorbved har emohiong

His hue was sshv, but an efleect of
Therr exchanred the neutical bechnice

= on the hirh ssas

+

It vwes 011m a notinins or so, and thus they purt
ey they sailed, most certeinly bound for rport,
50 ueﬂmorthy one felt they covld wnot sinig
Rti‘l there was & tremor shook them, I should thinke-
Deav 1iﬁ1 tirmbsrs it for stormy srort

T

nerchant hulks convertade.

|
£

4

o

And

imde

Ransom uses the old "shirs that rass in the ni~ht" metarhor here ir a
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way thet rprobably seldor:, if ev.r, occurred to th
meterhysical rosts, and yet the device he emrlovs is fully as ©old and
comnler as any seventeenth century firuree. The voetts sztirical use

this sonnet is rmarticularly interestirg becouse he
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nekes it serve the double purpose of veintinz out simultanecusly

similarity and a dissimilerity in the relatiimshiv of the levers and

the shivns, while seernins only Lo irdicste the sinmilaritve The com-

N

rarison is cbvicus ¢nd conventional anc has been develoned manv tires,
usually with such a enulmvrual apmroach &s it founce, for ewample, in

Beatvrice Farrevents Shins fhat Iess in the Nirhte But the deli~htful

satire~-end the very crux of the roem lizs in thz dissimilarity between
the bold ghins braving the hi~h secs and the lifeless, timorous courle,
these could=be lovers whichk are s¢ renresentutive of the decadant
Southern society of which they are a parte Only one other fi~ure inter-
rurts the extension of the ship corceit as in & tyrical comuresssd,
cormnotative metarhor Ransom remarks:

Vacaroon absorbed all her emctione

Thiz deft satirical touch is rwerticvlarly effective not orly becuuse

rives s0 neakly the qualily and quantity of the ludy!s emotion,

R
it ces

o

but because it also sugeests her busily nibbline a macarcon over her
tea, takins refure from the litvle enoviorel crisis by turnins to a

familier vetitiness.

In "Jirter Remembersd," & self-satiricsl Dansom poenm teering
with a metavhrsicsl cormvlexity, the poet clessly identifi
ol him of his migtress's absence and the numbin- cold of winter,
elaboratin~ uron the metarhor with a nice delicacve The five stonza
poem concludes s

Dear love, thsse fingers that had Imown your touch,
and tied our seperate forces first torether,

iere ten poor idiot fing:rs not worth much,
Ten frocen narsnirs hanrins in the weather.

-t

It is cherascteristic of Rensom's style than in these closin: self-

satirical lines, where the lancusre aprears nost "unrocetic” and a litile
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ridiculous, he is reully most tender and scericus. Arzin the firure
is of course comrletely illorical, bubt its use in the context of the
roem conveys bto the reader's mind & doifirite su-resticr of sirerrs,
deernlv=ieclt huriiity.

4 somevhet girilar use ol w seli-inclusive satire develoned
throvsh a fundamentally conmodutise metavheor is seen in Yeals's

drvly hurorens, vet irftensely sericuc "Sailir- to Tvzantium:"

b

Thet is no country for old mene. The younr
In one arocther's emms, birds ir th2 trees,
~--Those dyirng cenerations--at their cong,
The selmon=falls, the mackerel-crowded seas,
Fish, flesh, or fcwl, cormmend &all surmse
Whatevsr is berotien, porn, ant dics

Caurht in that sensual music all neglect
ormuents of wrneceins intellect.

An aged man is but a pald
A tBtlhered cont unor &
sonl clary its hends and sic
Tor every ttlor in its rortel dress,

Hor is there singin~ schonl bul studvire
Morvrien s of its ovin magzniliconce;

And therefore I heve siiled the seas enc come
To the holy city of 3v4artlww.

¢

Continuin: this self-inclusive ironic atuitude in the i two

stanzus, the post asks thut the holg sares of Dvzantiwr be the "sinrine-

resters! of his soul, ané that Le be ogthered Minto the artifice of

" In conclusion he further elaboretes uron his dosire for

eternitye
nnchep~in~ artistic and intellecitual formse
It is apréerent that the netarthors of the second stenze are

imrortant not beeause of their losic or apbness, but rathsr beczuse

of thelr wryly huroreus, ironic cormotetions.



This is seen as the ar~inso
upon &

misic lessons and sigcyine "monuments

of its

poet lilkens himsslf to "a ta
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ttered coat

stick™, and speaks of his sovl clap ing its hands, takins

own maznificence ™

The metevhors are emvloved to embody 2 deer, keen rezlizaticn of

deficienciss tozether with a

= R
rrantium

of the symbol of I

of nireteenth cenlury in;lish ond

seventesnth century metarhvsical style

viees is

cuvite natural nrice.
of course an ocut~

nractice

The introcduction
rovrth

rathar than the

.

Loein in "R CoatM, Yeats zives o caustic, satirie twist to a
netaphor tha' is somewhat reminiscent of Mrs. Uvlie's "i Red Carpet
for shelleys™

I mde myv song & coat
Covered with embroideriss
Cut of old mytholcgies

From heel to throat ;

But the fools cauvsht it,
ore I+ in the world's eyves
&g thovsh they'd wrowsht ite
Sont, ‘et them taoke it,

For therel!s more entarprise
In walk:nﬁ naked.

fosinilor use of mebaphor ig found in numorouvs rasssoes rom
the works of Zlict, Ilrs. Wlie, fuden, Tate ang Varren. wlict's well-
knmovn "The Firnopotarms," for instance, is besed on a satiric meba
thoriesl econsiruction throuch which the voet ssems both to prdise and
asceil the "True Church" in identifyin~ it by imnlication with the
sluriish, bread~bacled hivpopotamuse In poen XXX from "Foems" nden
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of "the lair's quincy" and the "coward's stance." And Tate in "The
Pargdigm," quoted in the last chapter, remarked that the hate of the
former lovees who now freeze the air with their ill-feeling is an
"jgnorant paradigm", inferring that the pair are like ignorant pupils
who, declining and conjugating erronecusly, make mistakes that must

not be taken too sericusly.

kok k %k %k ok K % %k Kk %k % K % ok .k Kk ok X

Other metaphysical devices such as paradox, antithesis and word-
pley, show a line éf development closely paralleling that of metaphor.
These figures are used much less frequently in the twentieth century
than in the seventeenth, but again the stylistic changes in the modern
devices indicate a shift from a logicel to a more psychological view=
point as, for instence, in a tendency for the older antithesis to be
supplented by a new type of antithesis which depends for its effect
upon contrasts of mood rather than logical justapositicn. .

This can be seen clearly in comparing some of the verse of Donne
and Crashaw with that of modern metaphysical poets. In a few linss,
for example, from Donne's "Good Friday, 1613, "Riding Westward,"
there is found a powerful,iconcentrated use of antithesis, paradox and
the pun in which the devices are employed with strict logic to eaccentuate
the intellectuasl and emotional content of the passages

Hencé istt, that I am carryed towards the West
This day, when my soules forme bends toward the East.
There I should see a Sun, by rising set,
And by that setting endlesse day beget.
Or again the luminous contrasts of "Crucifying," one of seven sonnets

in Donne's "La Corona" sequence in which some of the poett!s most

beautiful and striking metaphysical word-play is found:
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CHAPTER IV

THE TREATMENT OF EXPERIENCE
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CEAPTFR IVs THE TREATMENT OF FXPERIRNCE

The basic raison d'etre for good noetry is probably the expression

.

of some type of humarn experience. In the last two chapters, treating
poetic progression and metaphysical devices, I exemined poetic elements
which are a vital, organic part of this expressione In this chapter I
saull consider the characteristics of the treatment of humen experience
in seventeenth and twentieth century metaphvsicel poetrye. A poet must
almost inevitaebly treat experience from some special approach, some
particular "angle." I am in*terested in finding what espects ¢f an ex~
perience~~its cdominant eﬁotional structure, its conflicts, or its
connotative overtones--are emphasized. I wish to show whether the poet
ig concerned with presenting frankly the complexity of an experience or
with concentrating on s selective facet of the vast and varied masterial
of experience.

Briefly, metaphysical poets from Shakespeare, the amorous sonneteer,
to Auden, the ardent leftist, have tended tc write with a complexity and
sense for subtle contradictions that tcestified to their mature grasp of
human experience in its many-sided aspectss In the work of these poets
there is usually a fusion of the intellectual and the emotional, the
"poetic" and the "unpoetic," approbation and satiree There is a full
realizatior that there are usually at least two possibilities, two ways
of life, two ways of viewing a relaticnship or an experience. There is
of ten, particularly in the verse of the modern metaphysicals, 2 self-
criticism. It must of course be noted that such e complex, intezrated
mode of expression is not a quality possessed exclusively by the meta-

physical poets, although it is characteristic of their work in both the
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characteristic of the verse of Marvells 1In a very oft-quoted passage-=-
which is probably worth quoting again--Eliot elaborates in a slightly
different approach upon this same metaphysical concern for the complexity
of experiences

¥hen a poet's mind is perfectly equipped for its

work, it is constantly amal-anating disparate ex-

perience; the ordinary man's exverience is chao=-

tie, irregular, fragmentary. The latter falls in

love, or reads Spinoza, and these two experiences

have nothing to do with each other, or with the

noise of the typewriter or toe smell of cooking;

in the mind of the poet these experiences are al-

ways forming new wholese
It is probably the freshness, the frankness, and the completeness of
these "new wholes™ that concerns Eliot most as poet and critice. De=-
claring that poets should be simulbtaneously both great psychologists
and rreat masters of diction, he explains they must look into the cere=
bral cortex, the nervous system, and the digestive btracts, and then form
a precise and sharply comnunicable verbal pattern projecting their ex=

. 3
periences
Occasionally in metaphysical verse there are indications of a
belief in tiiis more complex view of 1ifee In "Of the Pro-ress of the
Soule" Donne writes of Elizabeth Drurys
Ve understood

Her by her sight; her pure and eloquent blood

Spoke in her cheeks, and so distinctly wrought

That one wmight almost say her body thoughte

Again in Yeats' "Crazy Jane Talks Yith the Bishop;"

1Fair and foul are near of kin,
And fair needs foul," I criedes

le Fliot, TeSe, Selected Essays, pps 252
2¢ Ibide, pe 247
30 :rbid.o, PP 249=50
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The piece continves:

'A woman can be proud and sviff
When on love intents;

But Love has pitched his mansion in
Yhe place of excrements

For nothing can be scle or whole
That has not been rentes!

A similar serio-comic tone is expressed in lrse Yylie's "Let No
Charitable Hope."

Now let no charitable hope

Confuse my mind with images

Of eagle and of antelope?

I am in nature none of thesce

I was, being human, born alone;

I am, being woman, hard beset;

I live be squeezing from a stone

The little nourishment I gete

In masks outrageous and austere

The years go by in single file;

But none has merited my fear,

And none has quite escaped my smiles
The poet says in substance that life is fundamentally serious, but

that its austerity is relieved by a perception of the comic and

ironic lurking behind the serious and tragice
sk s R Aok sl s sk ke e sk ook s e ok sl ek ol sk e skl sk o e s s s sl sl e sl sl e

el

Tile this poetic complexity and sincere endeavor by poets to

reveal many aspects of an experience is typical of both sevenbeenth
and twentieth century metaphysical poetry, the treatment of experience--
as should be expected==is fundamentally different. ¥While the catsgories,

! are perhaps not literally applicable in

"logical and "psycholorical,’
this discussion, the significant and distinet characteristics of ex-
periential interpretation in both periods do correspond bpasically to a

logical=psycihological polaritye L shall consider these tey differences

brieflye
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On the other hand, poetic tone seems %o srow from the noet's attitudes,
as expressed directly or indirectly in the poem, toward the reader and
toward the elements of experience heing treated in the poem, whether he
has a role in the poem or merelv seems to avproach the poetic material
objectivelye

Yhile a playful wit resexbling that cf the seventeenth century
sometimes sparkles against the vsually screwhat more somber dress of
modern verse, & romantic irony, springing larcely from the work of
the i'rench symbelists and other nineteenti century romeantics, is one
of the most distinet characteristics of twentieth century metaphysical
poetrye As wit seems related organicalily to the seventeenth century
logical structures, this irony seems similarly related to twentieth
century psychologicel and romantic forms as it often suggests a mentel
state of indecision or vacillation, into which no logical order has
been introducede. This .odern irony oftexn becomes almost synonymous
with the rather unstable emotional attitude of the "disillusioned
intellectual® of the twentietl century "weste land" who self-pityingly
turns in upon himselfe While this use of iromy adds almost immeasurably
to the sensitiveness and completeness of the noet's account, it basically
indicates a rejection of life, or perhaps an smused, cynical tolerance
of 1ife that dallies with the stuff of human erperience.

In brief, metaphysical poetry~-and indeed most poetry--in the
seventeenti: and twentieth centuries siows an exceptional subtlety
and complexity in its projection of hurman exrerience, but tihis ex=-
pression heccmes fundamentally different in the nositive, boldly emo=-
tional, witty verse of the seventeent: century and in the rather nega-
tive, inhibited, subjective and irocnic poctry of the odern periode
These characteristics may be brournt out more clearly in an examinae

tion of two basically similar poems treeting a poet's wooing of his
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coalesce so svecessfully as in this piece, and it is easwv to find here
what Bliot in his essay, "Andrew llarvell," alluded to as “tough reasonable~
ness beneath & slight lyric grace."

This "tough reasonableness" is scen in some measure in the strict,
svlloristic logic of the poem’s organizaticn andprogressione In his
premises, the poet tells of his love which he would like to cultivete
and express throurhout the world for all time, but he hears "Time's
winged chariot" and recalls that -othing lies ahead but "deserts of wvast
eternity." Therefocre, he concludes, let vs love while we may and roll
21l our strength and sweetness "up into cne balle" The poet is faced
with the "problem" of enjoying the full measure of iis abundant love-=-
considering the rarror limits of a mortal life span and the coyness of
mortal women--and presumably solves the enigma in overcoming his mistress's
objections in a forceful appeal to & carpe diem philosophy in the closing
stanzeae

Indeed the cogent logic of this organizational structure undcubted-
1y contributes tc the deeply~felt emotional power of the poem and to
the compelling conviction of the poet's appeale A dynamic directness
charscterizes iiarvell's address to his mistress as he refers to a love
that takes on heroic proportions as he alludes to all lands and ages,
and as he makes a frank plea for sensual pleasuree e mentions unabashed
kis own "lust," and there is an almost rutiiless vitality found throughout
the last stanza as he speaks of the "instant fires" at every pore, of
"amorous birds of prey" devouring time, and pleéds for pleasures torn
"with rough strife" from the herd, vnyielding exigencies of lifes Par=
ticularly significant is the fact that the pilece ends on & note of o=
timism and accepbance as the poet rids himself of his longings in pre-

senting the forceful logic of his plea zud in envisioning a complstely
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satisfying amorous triumphe. Needless to say, the inhibited modern
poet usually does not foresee a similar successSe
The intense seriousness of the zoet's appeal is accented by the
witty levity and teasing irony in references t: the worms that will
destroy "that long preserved virginity" and tc the fine privacy of the
grave~-where none embrace. There is alsoc a certain tongue~in-cheek
humor in the allusions to his coy mistress's "willing soul," and to
his own "lust." 7fore fertile wit is seen in the references to the
"vegeteble love," the brilliant metaphors of "Time's winged chariot"
and the "¢eserts of vast eternity," and the closing conceit on the sun,
as well as in the exargerated gallantries of the first stanza. This
use of wit and light satire increases the sense of convineing reality
comveyed by the piece and provides a broader, more sympathetic basis
for communicatione
A quite different, twentieth century culture is seen reflected
in a poem about a modern poet-wooer, Ransom's "Triumph."
Athens, a fragile kingdom by the foam,
Assumed the stranger's yole; but then bhehold how meek
Those unbred Caesars grew, who spent thelr fruits of Rome
For ever after, trving to be Creekes
I too shook out my locks like cne born royals;
For she dissolved in tears and said my barbarous name,
And took my oath, she was so piteous and loyal:
Vote the young Caesar triumph, spread his fame!
But oh, I find my captive was not caught.
It was her empty house that fell before my legions;
0f where her soul inhabits I have conquered naught;
It is so far from these my Roman regionse
This little poem of exquisite subtlety is constructed around two
interlocking psycholegical metaphors dewending much more for their
success vpon a delicate web of connotation than upon a logical pattern.

Although it is impersocnal in tone, it is interesting as one of the few

first-person poems written by Ransome In deseribing his relationship



with his beloved, tle poet deals in his house-cccupant metaphor with
the philoso-hical relation of the body and soul, and again with the
historical relationship of Rome and Greece~-indeed an amle share of
metaphysical intellectualism for one three-stanza love lyric,

There is no attempt to resolve & vroblem, and if the poet really
feels very deeplv about t-is matter, he is reluctant to express his grief
in & very forthrigzht fashion. The plece is not characterized by a con-

vineing deep emotion and a call to action, bubt by a very sensitive net=

“

b=

york of subjectivism centering around the contrasting connotations of
Greece and Some, the poem's mood of rather apathetic resignation, and
its tone of self=inclusive ironyve The relaticnship etween the fwo
lovers is no stated so directly as in "To His Coy Kistress"--but much
more complctelye As Rome conguered ‘reece and was yet unable to under=
stand the spirit of her art and mores, so here the poet possesgses the
tody of his mistress, but cannot feel that he touches her soul’ with

' and it is

his owne She is as Athens, a "fragile kincdom by the foam,’
interesting to note the delicate connotations of "foam," as opposed to
those of such words as "ocean" or "sea." The poet's Roman occupation
is referred to in allusions to the "strenger's yoke," "barbarous name,"
legions, Caesar, triumph and femee. The soul of iis n$stress has fled,
however, and now occupies a home which he cannot conguer because it is

' so far removed from his less spiritual,

so far from his "Xomen regionms,'
less sensitive way of life. With a cultivated drawing room taste, the
poet seems to dallyv with his feelings and to leave much unsaide The
reader is impressed by a mood of numb hopelessncss suffusing the poet's
meditations from the first lines to the end of the piece.

The self=-conscious, ironic tone whick contributecs s variety and

camplexity to the texture of the poem is even more apparent. An atti-

tude of tongue=in-cheek good humor is of course found in "To His Coy
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such comparisons indicate that the Toetlc treatuent of ewrerience
in retaphisical poetry folilowed a line of develorment very similar to
hat seen in the Transition from lozical and oblective wrosression and
metarhor bto msyelhiolosical and subjective forus. In the early seven-
teentihr cenbury there was & sensitive and olten introspuctive, et coim
plex and robust, treabient of e-rerience, &s in Domne's "L ialedictions
To wis ame in the window." Iﬁ the neo=clessic period motipn was pro=-
Jjected with a ~rand sweep and simplicity and an atterpt was citen made
to tivillate the censss, as in some of Uryuen's verse auvd in lestorstion
ic ard Victorian eras zdopted a selecisive,

more cnclusively Ypoetic" aprroach in Lis interpretesion of exnerience,

oxben emphasizing with keen insi-ht the subsjective overtones of &n
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ccoasicie olern metarthrsical verse voasts & ;reatlt deal of the seven-

teentlh century concern for the lnotty cormrmlerities of experierce to-

~ether vith an enparently romantic slart toward rmoody convoitotion and

han 2 more Glrect cathartic apurouch

ic extinetion ol emotionse.

Tis bold swnirit of Iranlmess in

pressions fo et sonething "off his clest,™ so bto speal, exists in

she vork of most of the severntesnth century meta-

1.

e=gninently in the roetry of Jorne. It is seen in
& . .
such & raszé e &s T is irom raleizh's "The Lies"

e ocourt it plowes,

hines like rovben wood,

thae c¢hrren Lt =shovies

ang Cothh no 00C.

ie

G ~g tha live
.cuiny by others écﬁion,
S0t loved unless they [ive,
not strong bus by afzection.
I rotentetes renls

s i1

~ive Jotentabtes the lle., etce

o)
¢

In the work of Lonns this

is Irenk sensuvalisn and nis soul=baring
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Pong wonan, vilch would'st have thy husbaad die,
‘st or lis srset jeulosie;
voryson, hee ley in his lost bed,
sere~baries covered,

the realism and zower of the crpen=-



=102~

L1nd Al ]
Ci1lC.l &nd

O
=
e
4]

72}
d._
1)
o
ot
L— 1
4J
e
‘ o
}__l
P

"Loves rrorress
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Yis Jdstrie doing to Ted.M  Conporins tis exarinaticn of lis
. - C e P ey ez S L [ YR, - PR
=istrezsts oedrr to & voyass in vhe lormer rresanka

resarls co swell,
doth dwell.

oy, her Chin
.

ey s e s
asmont hetwecus
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(ot of two Lovars, bu
Suweceads a bourndless

be viere thou wonldst ve embaytd,
uron anoth

Fvvire

1 s y e =t e
LN Jily rner ZCTe

Anotner vhase of Lonne's unhesitent, direct

Inraan e perience is fownd in & larze number of

the statenent of deep feelin s ard nental burmoil is rarticularly

@

effective in vomnet ZIX, the lest of the "ioly Zornets:"

Gh, to wvex me, conbtréeryes nest in ons:
Inconstancy wraturally hath bozott

«~ conswant habit; that when
I chanze in vowes, znd

f

orous is my conir
is nT vrophane Love, and S
dlinglz ¢i Bl ol 1d
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4 pinas
erc Irces; Trse fo roc¢s,
as lerpe as slera.
e still in sult?
iave I no harscst but & thorn
To let we bloud, and not ristore
et I heve lost with cordiall fruit?
Jhicre deonl Telt emobtion

Fitodin and ot s a
trenc Cualiteti oubspoler, much

. ey Frerer - LR A R PR - LR . | o - [ S SRR
noet is alnost clwars sorhisticated and nolished and, excert for o few

excentions lile

A e oy foen
20Ny kil

of the rassarces
quoted 2.00%wee

True, Hiers is a certaoin realism in the work of the —odsrr mete-
rhvsicals, perbicularly that of wliot and Yeoass. e find 1t in wiecces

PRt

ilte sliotts "lorning &t the indow,

Jinda Uisht, " oin Yeoths's rumerous horely irages and in the
Vicatod sensuvalisy of moems like his "4 Lagt Confession:® I quote the
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oved in misery,
hed greet rleasure with a2 Iad
+ loved bodily.

(x"e,
vid out our

to Ghinik
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It is immedictely evicent that wi poem of this kind is cleverly

arvsinge and hichly nolished, i€ coes not woast the emotional iwmpact or

strenzth of persconalit: of the Dorne pieces guoted ahove.

rather than robust directnssz, characterizes

perierce are intervover intbo

samr serarnds ol

sm &s found in such poens as .&nsom's "Spectral

=t

an &ll-sufiusing sublactiv

motative webworll of covressed melbaphor.

er subtl;s by 1ts mood ond tone-lituls enolive effects=-

ifying foree ol & persomal erotions .wdied Lo this

and the ironic slishtly condescondin: ftone ol the noar.

3

complex ressea~e g the followin~ ra

T Tarse guoted:

7 the little batteriecs of an april nizhth
2inr the essence ol the [ield,

Fessi e
Showld the penetreble wells of 40

] e crumoling prisorn yielat®
Lnd opern up her treasure to the first clamorous rnisht?

cahs

P,

o]
e I
Tis is the nad moon, ard rmst 4 surrender £ll?
2 T
- ke

alte sindilar o Lbarvellts To is Cou

Prosress," bhuk in bizh contrast in its lizhilr
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litercry evrroncer. and in 1ts

is stated directly=--

poatls
for it couvld not se=-bul 1t remgirs an intesral nert of the lyrice. 4.
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’319; Dnt ol imdesmente ll dreonic boune Seens c,'..le_..% & I\‘?S“-l'u ol tie mnoeisls

aprroach is gseen of course

Juxtanosed to the

" a5 well as ir the stunza's

"renetrable wells" and the "erwsblirnc prisocn,
three conclucding linese

In strong coztrest o the seventesnt: century poets, the modern

flected in the verse or .l1ss ~ickluscen and FHopkirs, but irn the twentieth

5

el wbstruse ¢ fression fourd in 2liot's "ash Lednesday,

for erarwle, sees vore chartcteristic ol vhe neriod.

PP P R
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2ile modern worss is characterized o Lithlo

armerience in the two veriods, and will now discuss the role of wit
and irory in n2tervhrsical verse.
renbeenth century wit is a wleyful, intellsctral elarant et

tends vo ive sreater weaning and

elenens in the roetry of the ere

N

th the metarhysical love of learningy, the Fetrarchan~ilizabsihan
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rezard for clever concelts in amorous varse, ard with the fundamentally
lorieal use ol such cevices s wetaphor, antithesis, paradox, .the run

tion of

F A N T 1 e Y & - - O “y - b
and the anarrame Ih depends 1n & lir e netsvre on ihe

R PR

1 vey oiten involving the juwta-

e

rosition of abstract anrd concrete lansuaze. sren in vonne's usa

of the scrawled rame in "i ‘aledictior: o 13 liwe in the indow," and

in Larvell's vi crous coneceits In "lo is Copr ldstress.' 4 variety of

cenbury metarhrsical verse, but it 1s rnot--zs in the seven-

Jeverteenth century wit in its most charecteristic and witblest

caric vl
_ow little
It svektd

¢ stay, thres lives in one flse sw
iere we aliost, yex ors than
Tis flea is wou and 1, z2nd

Hace hed end arri

zng "rvgfe, anc S "
wnd cloistcr'd in thess livin: valls of icte
Tohovsh use Take
= 1. Al o
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Lol sacrileres th

-

L

" e E= s Nl -~ 3
igcars sesd
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2lcd'st to e,

s flealts coeth toolr 1life frow £has.

wdeal of the
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century in the erphasi logical wvirtvosit that
wnites the serious--if not quite the sublire--and the ridicvlous. _ow-

. PO KR “ \ . LA
reddor Lends Lo loss ziiu o

1

bz the underlyins earnestnoss of lis pleas  The vorvins out of

1]

depencs on the bold, lo ical idenmbiiicoticn oi the lsa-uithen lovors

and the carnivorows ITlsz, «rd the viece reaches the hei~ht of 1ts intene
ity as the botherscere little insect is logiceally Jaentiiied in sublire

N

bel" and "marria e terple” in which

Jueh ol the roem's cisbinctiv

lies in its lively, swonbaneous
z00od spirits--so different from the literary rreciousunsss oif much modern

nece to & strict lodce On &

(\

rwetanl sical verse~~tosether with iis adherer

. . o

litersl, broadly hwrorous rlaue the [leal's Liting of the lovers is used

her thysieal plane

7wwolize voth a corporsal, sexuval union orn a ki

and an absiracs ratrimeonial unioen on &
althouszh
with spri

i the flea becoes an srg sxv il and rarita ior and them,

the conclusion, the ladr's act of self-rmurder" becomes throu l the

poet?s flexible logic an even stronger argument for this unione Such is
the nature of seventeenth century wit in which the idea of the inherently

poetic neens virtually nothingz, and the poet's essentially intellectual

inrenuity in randling his natberial is alumost ever; thing.:

In the relisious noetry of Lomne

nebuniysicals tiis disnlay of -l

= EgRi

vinich oftern touchios upon the subline.

of Donnets metar is Zound in the "La Corona® seguence
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firures are clz2are Firstd,

becuuse vhese yisures are losieal, thelr use losds to a definite and dis-
tinet s@tenent ol an ldea or an experisnce, rosler than & oL

~avion ol thes suthor--

a closr concszobion of

insrrires the e odion-~althou~h of course {rom the poet's

[Eatalse)

OrNe g SriSnCee.

raet¢ the ~oetd

13 eno=-

2 rasolubion ov and

8‘

it
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cenitury etarhisical vorse indicutes e moet s

voetr, and it 1s encoura
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Dommeats "The Yrinle Toole:

s rpay e o
VLGS Y

if &




» I oy e e e I 3 .t
teanth censurT Togy Segmet o see.l T

1@ poet allajed nis Gosire torough Lis convineins
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the odsrn voed would characteristica
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1 mrocead howard

.

shsbrusel:r welic Tosnion.

with the use ol b

1

tie tuentietl century. Tllis

!

ol wit in bthe two cceaturies carn be furthsr illustrated in a com=

of two pieces, Creshaw's "an anitavh Upon _r. orooke" and another

rlie roein, "To i Coupin in the Street at idnicrht.®™ he two are ve-

culiarl, 1% Jor corsideration tosether wecause bvoth deal with thene
p

of death Yor- that it the the Jrashaw

fode

OIVIONI S

streaise so

[ h]
e leoa +
SEILIES, ("

to be nothing fli-pant or disresnectiul in the ingenious

extension of the conmbination run and wetachor throush the ei-hi~line toem.

ord

aread

on the contrary, the slkill and amvropriatencss with which the poet handles

icvlarly in the relzrence to the "guiet passase under -—round,

. e
4 sincere tLribute

wit, wovevir, ~ives even o

4]
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also derends vion wittyr vt its psy-
cholovicel erpinsis on a logical
14
¢ bloss, .aid : nore to o3¢
If wou are only old
Tod cure sour cold,
Jether it o but o cold
Or the oe 2itter cold
he noem sutcests seventesut in ivs use of
1 Wit in e serious in i%s near-Irivolous traatrent of

he noet's sercitise, cowrobative enpression of o subtle wsyeiolorical

his Coenm's general wva ueness and 163 sycholo.ical pro-

is clearly:

1%, PRI . JC PRI B N
the poes!s intsoration

s
i

ry

o eoriie, wiieh she draws frop Lls everyday

1

and and colds In iUs inconzruous jwrhaposition
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ol ern and ends 2ub

eyen sue

assunes a co.lec effect due Lo Tthe sudden and fa lliar fash-

LQUrssnes oue
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Tne most striking device in the poenm, hovever, is the nun on "cold,"

which, althwougl it is besicelly an abstraction in voth ¥enses im wricl

“he moztts power of fusion hersz, susrestive of wliot's

aved very effectively in this juxtarosition

!

wnd rratsrs of Jeath or anrrodche-
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ine deatlhe In feet it is proveBly the connotations of fhe word feold®

the vazuelt sucrested pleture of deserved streets at wid-
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Orashaw poe and its idea of death a2s Just & continued ®gquiet nassa e
under ground’ sugrests privsrily a positive avrroach off ecceniance,
all-suliusing subjechbivis: of the .

tesions of ®eold'=-wavering Letvesn the sublime and ridie

Ve
&
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dissonant note, 52
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wodern socielr, btends to turn in vpon himsell sell-pity-

Southern metarphrsicals) vho enarerntly Llust 4o exrress & bare emotion

ungrelified Dy a so-hisdticated ircny.

ohion, is an

irony, particularl:

v

ard erotiopal ghaliﬁj.l Loic

K4 e . e S
It is vevally & negeting

g

erpression ol inturnsd rity or enotional suvprression ol soie ifind.

Foetic Hone,

nogwvic xater:

Qer

3 23

itG

le wmeveral odern

sonetiies amnloyin.
: ;

inmnlses oz
{oan x . e =, a0
saion (the ironie metiody,

osed iupulsas” rar be the "oromd-rlan
hetie experiences.”  (Srineirtlss of Literary Uriticisw,

ras followed
":ronic conter
"”otes for @

ion, =ven
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etry, " which
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anc ecaderca,




This irony Las becoune & characteristic ey rescion of our wre, bud
is algo found in sozevhat different forms in seore sevantesntlh cenbury

ir soms worl of otier exrlier reriods. 4L syirit

relisve: vy wit, is retier heavy, Ior insinnce,

[t

i wiicn he contrastits ls

Domne's i

LI

tie rorden's
in viiich the poet ciscovers the "Serient old" lurking in & claplet of
flowers inbtended {or Lis sevior's head¢ in vrudrsss of old wronss. 1In the

~

ai~hteenth century, with & few eiceplhions 1

was & stron; tendency toward & didacvicism which svolded Lrowr,

(2

25 in ~lexarder zewe's "isssyr on _un,' or @ sertiventolity sidilarly

&5 in Thomas Zrovts "Il Uritben in a Cowntry Church-

R (- ey - EL S B I R e L 1 LA, .
vards ' {a coarison ol Jrar's lavorite arrents "lhe udoturn: i
1 a it s o anddadtalcr and evlerey e m e Sy Tira g
ala Ty SAOWS 1rTchiatellr and SUe3Y NI 1NCLUS1IVve

and exclusive 7pe ol eetre)
«n emotional arrroach uagualilied by irony continusd to -recominate
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runs Ls o

roetry ard otier .odern verse nas its roots in sons ol thas wori of the
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orten unsare, ~ltying and self=-satiric voeds of the snzlish ropan-
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tic arnd Jrerci: $ITIDO ke the msyerolorical, commotative
i0G oi nro-ression and the psreholo~ical enphasis on 2 subjective

mood, Uthils modern irony is nart of a

roranticse 131 droric aprroach iz

el of The work ol Lord Uryron sxnd in & wmore sriective Ifusion in sone

= Lo

5 voetry of sanuel “srlor Jolerid e and cobln ileats. ers is,
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for instance, the ironic couplexity ol Leats's "0de to 4 iirhtinsale,

U L. v}

the o clesing stanzas oi wiich I guote:

true Faradise,” und [crvell's "ie Coroned,”
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2lad is th
The passa is ol teelin
athained the ivsion ol & numoer of ornrosites: the seeming

imcortalit cnd iresdon of w2le contrasted with the roett's

shierzal seauty and

the seriousness of

FERv1 ..J.,.J"’

in the vision of sbosiube veauty in "1 ieh tae ~osv slerss

uneerse

Juxvanosition

ol Lhe ~rofovnd oseavit ol the sonn and the <aep sorrow ol Huth, ara in
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othe moast's

ovposed to "perilows sous®, ard "Jaer lands forlorn. '

wittr, 7 ouse of "forlorn™ as & o %o tie fror the poet's
vision to Fis rather ironic corbervlation ol “is Y a’ding drean’ is some-
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men and

syveolist noet aescrived

Juxierosed the neaninsfvl

neturalissice.

Like slios todar, he utilized tihis irony to lanent man's insignificance

and to re-ister ls feelins of isolztlon and corrusiorn in a sociely with
wihieh he could not identily himself. The Jreach svebolists' conenrn

with drean, vision and the world of the -ind (callins for ~sreholoieal,

e ' .

comnotetive shructures ) and their use of irony ars closelr interrelated
aspects of the sywmobolist psyehiclony, with its stratesy of ravolt and
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elarteteristic sywibolist wmerins of iroay with & vsieho=
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ropulsion is seen in Laforsuets "IoBl Sceptigues”
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o8l o8l Y Jtartends les cloches dans 1a nuidtee.
&t itai, sur les ¢eﬂnllﬂ“s sans foi vosé ma

: 5, chanftez ! tout mon orzueil s'teniul
e me sens rerris de a rrande anerbume.

Akt ces voix dans la ruit chanbtont o811 o811

tanrortent de la naf qui la-bas, s'illwmire,
Un si tendre, un si doux renroche maternel’
sue mon couer Ltrop gonfléd creve Gans ra poitrineees

0/

le lLcats lains nhis rnlesasure in &n ironic merging of co wrasting
ispulses in *A éonb of Op osites," declaring Lis LovJ for “sad faces
ir feir weather," "infert vlaving with a skull,"” "serpents in red

roses hissing," cte.

2¢ lerbino, Fe.. rarnasse 1.50-15CC, p. 141
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ik j':coute lomybenps les clocues dans 1o nuitees
Je suis la parie de la famille hureine,

A qui le vent apporte en :ov sale ré&d

te poirmente remeur ¢tune Bte lointuine.

2

The ironic cortrasts in this riece are rore violens=—=-perhans nore

naive-=-than in leats wevertlielzss the two

roemws mresent & siriler patiern in their inlerprstaticn of caperierce.
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The poets alnost enverience sublimity for & romenh, but they srs

N

Zerled beclk=-psycliolo iecally spealiinsge-
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Fas core wo e commonR o much rodern poetry with an ironiec cast, appecringy

-~

in a number of varietions. 4L sinllar patiern of erpericnce is found in

”‘re suscule de Dimanche & t

te Love son: of J. flired Irufrock," (e lincer in e "eharbers

and in Bnsoin's

L

Fiech 2 podern probaonist with a "divided

cent &lmost==but rot culte--feel the maizsty of Hhe roaring

ol & weserialls &s [yrheer reeperiorr fecls this wover in Ytho as ann's

" Tafor-ue to shand sbout

Wind oi reaty, lomelr fisure sst avart from men--and

: - . \ st © s
worlk end pler, traveill and fete, is strassed ir "Crepuscrle de Tiranche

P
Y ‘ . . . et R
aruics")  the poet hears tle wewlin- Christies bells and for = roment
surrenders Limself tc olc renories and the Joys of _o=l; oub le leels
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rself as an oubeast fron .ankind--"la peria de 1z fanille

e vities

hizeine." Clashing sonetires vislently and sovebi-es subily thirouglout
the roen are the poet's oprosins feelincs of sublinmity and uvnion with
wen and of simephicis: ind apartnesse. The ironic cortrast is sumresthed

.

in the fMirst line (¥/0811! 77081 ) and in the Juxtaposition of Yzlcches

u mrad

ne''y, and

. T o ey A g
G2 LOLIIGALIIC e

oi Lalersue

It is a wvery siort step frov the

and odther Frenceh srmvolists o the irony and conslezmity of Lliod end

&)

18 DeTIes Bh

el

the rodern mevarhysicalse Ironlie opnositio

the rerulsive, The rovantic and the naturalisvic, ciash rather rore

sharnly in =umeh of wllot's carly verse than Iin Laforzuve's woriks. Uon-

[¢2]
ot
B
©
o]
1]
&
1O}
&3]
o}
Enehy

sicer, ior instance, the ironic conbtraswes in the clos

siiotts Yimnsody onm a windy ishi," a rsreholoziceal record of & nithi

four otfcinek in the mornins:

viallr in & :odern c¢ity Leltween midn

three,
uttered,

wer A= »\r» -
i the oorit.

woeracis her lace,
twis LAner rose,
That smells of cust and eav de Cologne,

a
With a1l The 0ld nocturnal sumells
That eross and cross across her brain.”
iniscence comes
i sanlefs cry geraniums

And dust in crevices,

.ddérite &hCOJSSG et iro;ic, LL~lou0“nlc et
8% Lroros dlar-ot

d 3
h S S, Lo
oasie ce Julos Lead
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stnuts in the strects

meils in shuttered rooms,
irn corridors

nells in bars.

it U Ry

(lleats's "Ode to w i bud

o

Seemticue,™ and sliok's "Ihansody on & inds I

satbery of irenic opposition between a swiritual or aesthetic eommerience

3

E.

£ra the gressure oi actualily that blceks comnlete

reelization. It is ivcorteant to nowe, however,

development reveels prosrevsively less enchasis orn the nositive oo~
rerience of sublivity and jrosressively more accent on

hauntine son,, ard uélorpue is roved Jor o ~orart o the wealins ol the
bells ol loel. illiot, nowever, can only vajuely sense fihe ceauly of

vne moon throus the

the iromy or the situation 1s =roiected sharply as the roon,

chtincnlets sone and the Christmas bells is a simbol
of s:iritual and sesthetic beavd v, is insitricably sscocicted in the
roet's —ind itk the ¢issusting aswects of the eity 2.d the strict
nachanism of modern life. Ihe old malesty of the moon is su.rested un=

certainly Jor a yomernt in the Irench phrase, La lune re arde sucune



ré

Bp

is T
.ore

only

hour,

pee AT
ve LG

des

1S S

rerv

N . . 5 * N 1 .. PR 3%
ued &and eav de Lolorne", she suprssts a

urtier e

“ins sarcasn the poebd crisss: "sremare for life." sl

6]120e

evne, ™ bub in tle next seversl lines, in the rafersrces to the winking

bie eve', the “washed-out sizllpoxz', the

the lovel: maiden of remantic lorase The lifelzssnoes of wodern life

. a1 ~ 2 gy e L e ae Lo T e . s om ey paymer
in the ailusion to the "sunless ory rsrenivrs.

concerred wWith the street 1li-ht tharn vhe noon, The poet acths

acocordin responses, avars of +thie nassa e ol every

but with no feelin for tie cs memory and dursation. The final

inz twist of irony is at thz conclusion where with a Ditter, sell-

shiim with the work of the Irenecl: simbolists in wiat I “dnters

s its "double mood," a contimnal waverin: befweon a surrestion of

oeautifiul end the rcfersences to cormonplace and repeilin: sichits and

3liotts "Sweenar anons the i lkinrales,' which nmishit be coimared

e still more Slimt veriety ol iromy. cere the

N . K % TR S Y e m ey - K o oo T A
ctly with Ris ow enrerisncs, Hut steps =sids o

4 oall for rwean-

D}
o]
e}
[0}
®
!—_J
[N
]
=
w

o = ) - 3 BN P
G odern DoUrgeCls CLTlacen AT

0

exveriencc. ‘“here is o lonwer the corflict in +the noet's nind

fween 8 yositive feclinz ol sudblisit a nagative pressure oi lirie

troyins tlis feeliny. The prowwgonist of the voer, &yeneck sweeney,

clely concerned with his nediocre way of Iif'e and is alborether ime-

ious to the weauty sbout To be somewhet more nrecise, oweeney

ge=ns To be recreatin. inm rother susyect gvarters with sone wonen of rether

f~Ue¢v

In baforguets " 081 sceptizue" and in the btuo sliot rieres

ticnable clarce

he

L8

" I s E

s 3y

poenc end on & s2li=-comscions nobe of irorre lthe ireow appears
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the woens The poet's attitudes arc lLay features

of these exanplos ond ars exrressed in tre ironic "tene” of these poeis--
nerhens chelr no0s% noticeable charzeteristic.

wors of oll

irom: arpears in varvin

wnrassion of

Tie

erouion,

trocoing slements ol on
- g T R PN
QVEIS L FR NN

toue in 10 ovorall ivs; cholo ical

is often coout souivalent o

Eulas

Wlinter Sewenbered,” and other toers. 1 shall

. . ' . . I .

try o point ot ifts forn Tunectien in several other modern woems end

to ¢ifsersntizte Letween its use in bthe sex
turiss. It is used, for instance, to attain a very efiective form of

twentieth century "hizh seriovsness"” in two voems treatin- a death thene

found in ei-

return

ir turn c&xlls upon

a mumver of his dzceazased friends

gquote a nassage whiceh {ollows the

I calle e
extrefitv of pride
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Jf that or the next wirter would ve death.
o thovsats were so mimsc
whether of ner or od he Hhov:
et thim: that his nind's eve,
~Tern turned unwarc, on one sole

1t corccanionalle

i-fish swicminy in & bowl.
A

a

half=satiric attitude toward Lis fricnd's idilosyncrasies znd incornsistern-

cies. 'mere is Doth a deep undersitandi

end a renetratin. irony and satire as he | com=-
parison of (fod's ¥i-wrwense mir- culous house' and *a cold=fish swin ing

in a bowls" ‘the hish-flown lan;vage ennressive of orton's termverament

£

o1Me Iré=-

w

is of couvrse set arainst Yeats's own romely idiom. rarbarns in

spachs the most imvortert feature of the rassare ars tha tonal elffects

) 2

contributed by Yeats's &ll-subrecinc, mellow sense of hwmor and good

o The same cualitiss dominate the roet's "In Ievory of Iajor lobert

Grezory" and YIn Jenory of &lfred Pollexlern,' who was

1]

great Thron e

In zorsom's ".ells for Johr Lhiteside's Leughter' the irony becomes

sonnev Lo 2
titious rival. The
.;

°cqua1ntanc s era sivilar
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nreviously referred to ir illustration of psrcholosical zrov

s )

is & modern, rether sorhisticated elecsy full of restrained

.

and tenderncss, non=satirical and ron-sertimental, and wet with & touch

tiet is lizht and confortably human.
In the Yeats tiece the irony lay in the poeit's arpivalent attitude

towerd his friend, a viewpoind that was partly setirie. Sut in the

mapsom poer: the iromy lies in ths ¢rout gap butween the idez of ceath
and the merory of the vital, enerzetic little cirl. (4 sinilar antith
ll'r.

is found in the sane joet's met aizin " and "Dead sove?) 4 deep

guiet senrse of uragedy is suzzesited throusn the poet's use oif obligue
underssatenent and a restrained, almost impersonal tonal approzciie This
irpersonel tone, characteristic of the sbyle of Fansom, Tate, .arren

. ™,

and o7ten #liot, is symptomatic oi & sentleranly suppressed emoliion.

It is guite dii nt from Ycats's frank exrnression of mixed feelinrs,

it raxv seer to sore readers sred on "Lyeicdas™ and "In leroriar”

that Narsom is dealin~ with death a little 1no ~1libly in speaikins of

the little «irl's deep dsath slesr as a "brown study™ and in exvressing

astonisimert and vexaticn rathsr than & -ore conventional zrief. Hroun

study™ is rot an exuressiorn vie uss when e are mos®t serious, beosuse if

seams to comnote = kind ol anusement and imiormal familiarity as thouch

JR NS | §

the obscrver could rot tele the "brown shuds

7" very seriously. Indeed
of this ind is su-gestsd in the poem. The post, knowins the
little zirl and her lively ways, finds it difficult to corprehend her

11 )

deatl. Her "brown study" astorishes and vexes her. .ind

n,

would ofiend sone to hear of & departed loved one

"

atlier we would say that she looks as thourh she

llen into =« decyp sleer. The former szpression sus ests aw

ant vnnaturalresss the latter, naturaliess and ezse. BJut the tregic



I hoove noted that wilt and irony ars the chief elenents contrifuting

to the conple ity and maturity characteristic of netanhisical verse in

i vS _uVCl" S 6"11.-

T e

the sevenbteent and tventlietl: corturies, but that,

I

ing, wit is & douinmant leature oi the seventeenth century work, wiile

1

irony hwolds & corresyponding vlzce of Imvortince in moderr mewarhysical

©

roetrys  There is zloo, ov course, & jualilative difierence,as I vointed

ovt in an analysis of the wit of Crashaw's ".n dvitaplh upon Dre. Lrooke

and 'rs. .rlie's "To a Courk in the street at idnisht." I shall try
to illustrate & similar yualitetive difference Detweer the chearacteristic

irony of the sevenibeenth and twentieth centuries in arn examination of

Donre's "wickenhan Carden,” tlis iroryr seribles the

modern variegy, and the cenclucing passe of = t “Portrait of a

2.C8 TRY Lhorou- 1l Le thourkt
tave the uervnﬂt orou:'t.

Tiwere olesorer for ne thet winter did
Uemirgt the rlery of tiis ;lace,
And tlat a grave frost did forbid

Thee trees to lauch and rociz ne to vy face;
Sut that I nay not tlis disgracs

andure, nor leave this rder, Love, let wme
Some senseless viece of this nlace oe:

jalle e o mandrale so I may orow 1,ere,

Or a stone fountain weeninc OHt IeAY.

Rl

aivher witk erystwl vials, lovers, come,
and teke my tecrs, w o ich are love's wine,
bnd bry rour wmistress! lears o hore,

Tor all wre false that Laste =0t JL ¢ lilke mine.
Llas t hearts do not in sves shirne,

Lor can you more judre woman's
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Tan v her shadow vhet she Welrs.

U merverse sex, Wiers none is true Lut she
1 b

cre btrue Lecouse her btruth il

~ -

S NCe

2

m

The vaunted disilliusicr of the first stanza seens very close in
pany wars to a similer self-conscious exaressicn in such pieeass as
Leforouets "loel scenticue' and sliotts "harsody on & .l dy o1 hb.”

Tiere ara, in fach, iaw seventesiiuin cgalury moszus that scerm so modern in

w
g}

spirite i rmaried sinilarity to Tthe work ol Lliot merticularly, the

hetrear the

i ls li

sorirn- anc the root's mood, the “s:oider love" and the relirious reler-
o 1,

snces wo Lransuvovstantishion and marne, wnc Ytrue laradise’ and the

it

Tsorientie.

ars alvost entirel

8 mors witty and conventioral trpe of anorous varse, and we ‘ecl

3 vhiel widthovt Uonre's quali-

ly eppear guite sentimertal.

o

ny
o]
=2
3
Q
3
0
©
23
b}
o
.
Q

o
D

t of Domne's vzeizique of lorieczal convlexity,

lively surrrises, and subtle indirections. ie shows an arffinity for the
BT a8 retha 1 P A SR : - e I 3o s 5 [
popular Jacobean cyricism,” but is irony seldom, if ever, is the rain

<

¢ e nmoern ag od

aviears to be in

z¥eluvsivs,

ar ironiec an ro&ch i v

o an i viewpolntse A
crrnical attituce, howav e ina comrlex,

ironic conterplation of eunerisnce.
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Irony assures a such ore irporbtant function, however, in such

rodern love poems as Lliot's "The Love Song of Je ilfred EFrufrock" and

of a Lzdy," a piecs about the parting of two could-be lovers

the inribitions and sterlllbr of modern l1life. I quote the

closing lines:

Jerheps vou ean writs
elf-posg"S“iO?v o
“his is as 4 had re

T havs 1 “G"l "vondcr nr i

NOW CUIN 300

to frisnds.”

and Surning shall remark
a classe.

ws are rzally ian the darke

"ior evarebody said so, all our fricnds
The:r all were surs our fzelinss would rela'be
S0 closely! I myself can hardly wde

8 “w"sf' 1e° e it rnow o fats.

You i sl Wr e, ‘*xt any rate.

R T
e "Jl?.;,“) G8c G0

el bear,

}"&1"1’0 L:,

i
the air,

et
eres

and laave e

i clie some ofterncon,
ellow and rose;
1 1 hand

down adove the housetons;

& ”hv_gle
w whet Go feel or if I u

"o=ﬂc‘- shie not have the ad

Cr whether wise or i‘oolis‘v

T™his musie is suceessiul -

Sow that we talin of Q:‘lllg‘_-

and should I howve the ri Lt to suile?

pro-ression, oub we tre intorested chielly in the Tunction

inzilentions of itus irounle structure. the poet's ~ixsd Teslings ax

. . : o T PO E -4 S N oy T o R
L5 e 1aed Ol Lhe Irrowace is 12C D7V roiersiieiss oo uie

i1 - 1 Moty = £ : -

dea o N = e - = ” £ 5 a1 L
CreCD, the ST0IIE (‘O“_“A; LoV &00VEe TS 5 OUSQ uO"‘b,! GRCG Gale
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all=suffusiny, and it has sreater social

iromy was chieflyv & function of the oprosi-

otivation

craseahios

; e
&8 viell asg

ft

. A
relate,

»it only Irustration

3

Turthier ironic re-

.

MAS0CInLST

can only

L. LN
o Bty
30 LUiEG LCS

shary conir

Tone

Lanoies 0370

P 1Oy YRy ey o .
3 onaern eTer.

. - f s ros o4
NI Vaersa L DL CANCe.s (1T

I . Jc T U [ R R 5
wiho should have meant so ovmeh ho i
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L4

e erisnce in otiher siles ol writ
ton o 0L COov TR
of wotericls is virtusliy a delinitlve of
metaphroical —oetry in the seventeenth anc twentieth certuries. Iever=
tieless stemp
ol tle iifrersacss

tor ol human e isnce in the

nees in uthe breatiasat o civerizoce in She two cerhuries

£it into ard suepert the lozical=-nsyeholorical rationale sugpesied in the
pro Tession wua various uses of melanhor.

roetry is

et the ot claracteristically

- - 3 . des 4 -
euyrrssses 0l emotions I'ra:

directly %o an extinetion of emotion in freely committing

- i - - . das . S (N S s D, -
a locical ona sovebhines withy Iramswork

f1NAGLON.

wry webavrhysical verse,

A < . 9 R
R T s [ ER
it dis & falieark of toils sewe

le]
o
]-—l

and inbtellectual device in its use ol :stanior, antitiesis and other I'i -

ures and in its function in shanins to orderly frarcuoris.




t scums bo indicatz a rositivs atiitude, an acocutance

of life. ZThese underlying characteristics wer: seen in sowmswrat different

dress in such nieces as Domma's "The ez, "Loves rrosrsss" and "ihe

U e ) e © Tia foer g tpans gl
"ollerbert's "The Collar,™ and ‘arvell's “Co lis {ov [isftress.”
Trontieth century nstashysical woetry is vsychiolesicesl in that the

el

roet 1s chiei’ly conecerned with the Ylux and flow of exvcerisznes in the

varse is sarkec Dy the poett's sevs

F:i'
jde
(9]

o projected sorewhat less force-

Su
ford
‘._..1

fully than in seventeoenth century work, The mocern nost frequently ex-
Fibits v finer insicht inbto nuvences, shadianrs and ovartones.

iraeteristic elanment o conzlerity irn this modern swiork is a

moivalent erotional athitude.

letls 0} \.7401' u‘(éf."

aritiss and

21 approach in the exa

o -

cissimilerities found in the seventeenth znd twentieth cuntury treatment

farhysical verse indieaves thit the modern memvliysicals

ol the seventesnth coentury netarhvsical no:ts and

;oangciish rorantics and

poeury usually suguests o saeventesenth century

%}

contrasss and conplexity oi an experience ind the emotionsl nenstrition
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rercention

etarhysical

such: psyelolo ical and
a.:vle Sccount in hls emyression ol the eomvloiity

03I hmoan & .erlocnce.

e uvse of wit continues in codler: vaerse, uubt 1T

e a e e e s B o
loses its loriesl accent, 68 sesn in "rse. .viie's "To & O

S &na A 55 dominant slanent o comploxity.
fronyr, ol courss, is mo new inzroedisnt in wostry, dut the ironic cvontenm

o

pletion o :wodsra retavhr sical poebtr:y, & rcilectior of tie condlichs con-

roots in the vwork

the

of lant

:_h
i
o
ot
Pde
-
N
©
Lt
i
0
o
(o9
=
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e will write vwiat secewms true and in o Wl

T oy
G LILE Qe

clarninc, and go rust The Se

P v ey ey e om0 C el S
vhe rost reel and i

N e cd . 3 - [P S S
e conurasts and complexity,

thare r be a subble fusion

nce, ana eacn cifferent tipe eupress=-

to lidme  In an analvtical anc liise

concerned with the resvective zoode-




CHAPTER V

SOCIAL VIEWPOINIS



Lo

Cin~Turd Ve oU0LAL VIwsuLnd

nly most poets, direct-

[N

Yoetry is nob created in a vacuum. Certa
. .

lv or indirectlyv, ex ress towara thelr society and a e some atiitudes

h are xev featuras of thieir work. In this chavter I shall exanine

the viewpoints ol seventeenth and twentieth eentinr metapli-sical poeis—-

creater clarity of terus I shall abandon temrorarily

¢ -
Qusg " T o

for &

n

lorical-=naveholorical fremework Lor what misht be called an individuvalist-

Lo

3

ocial rationale, susrestin. that the seventeenth century woet writss

{0

ns a vital, free~willins individval and that the twentieth century poet

vrites ol himself as a rather inhibited sociallr-conditionsd inteser.

Both franmeworis, broadly svesizings, raflect the poets! attituvdes toward
life and experience and correswond o one aroither on diifersnt larnes.

2levents found in modern et

a woet %o

and in a oreud Ceal of other odsrn verse--are a her
prasent a world hi~hly cond”%ioned by his own rsycholory (as sesn in the

use of a usrecholnsical pro ression, commotaition, mood and irony,;, rather

socie’y impincine lilke arother dimension on every 2:mbericncs.  fThesc

Lendanch

G)
w

are 1ot contradlictory, howover, bub both are apparsatly

ey

functions of the wwdern poet's dissatisfaction with contemrorasy societve

Fal

Iis coneern with sociaty may e thoutht of as the obvarse au>3ct of his

interss® in nsyeholory, or verhars vics versie In the seventeenth cen-

tury, howevsr, the noet is princically concerned with a loriexl, rositive

3. - o~ £ 4 —p S 1t PR I
and nis ersonal afialirs, wibh socletlp

sccentence of

not aprearin~ &s a disturbing factor--s somber firuvre, 25 1t wers, stending
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a8 More

. . & e . ey TSI . N oty e U A | LY
©a positive wece tance of life and socist, wiile tle

Sentietl. cenw

s ravher

for siample

ewhas naradoxical vronosition.

enerally) are

well acdavhed to it, and very

sicdilarly, a ran

or

Jurad

D& CONes

I e
S3e

cinal nroblom i

of wheir rsiutionshin with Gode The verse ol Donne, werusrt,

that seldon, if evsr, doudbted the

existence of a mersoncl, rather apthronomornhic fod, bnl wers consicerabl

in winicn theyr were identif-in- thel

- eraraen e 5 el e A e
The sewvantsent is concarned with himself,

Yy oo= L m o Remel A RSN QPR S TR B R e L SN . I W N e s
end 1s interesied in sxaminia~ bLis relotionshis with his Jod or wistress

ovm poi

Q3 o PN e g o AT :
UL V13vie The .articu aracter ol o subtle rela-

tionshin is not in i4sell ol & sreat Cceal of

2oy b S
LIIGETRes T o




1w Ghe sane clarity ard force with

. R 7 . LY N e e . S R Y -
which he uresents ds owrne (s notsed i Dlosser tv, Le characlaristically
t17, without inldioitions.)

tration

WWewbo use She bermy in its broadest sense. In iz brzalb

ce e de

Zrenciv oon bue

and odher Ronalssance traditions, the deecayin~ scholasticisi, thz new

science, and

personel, nnibited end rasculing,

aprraeiacion.

"
a8 UL SSVen~

The twentis

Ll ARV

teenth: conburr mevdlirrsical

. K SRS
niLgveent:

)

. . P NP DI R = K PR PR S . ', ——— b Wb
o t=iv. ortant rovlen ol 5 relation - ho the worid
K] %, ran oy e woets on 1

i I3ic) JITLUES e LOeTsS o the

wobrenselves

saonth

aa o A
e Lseven

dete s e Y ey A oy o B P Seamed oy
Gl a vodern earitalist ana indusirial s

1 00 NG tnenselies.
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cessor, 18 gulte concornad with hiazsell, but he




In corntrast to the earlier coet, nowever, he does

in sy tionsiii GBI AanG & Woman,
soeciely, or betveen himsell as poet and a courle as loverse again,

deals with &« conrlex poet-pan~-wogn-socisty

ity

as in Tate's "he fmra Lo’ verse' e oiten

writes 1n an

ird-parson stle,

more clenriy ana alreetly than ids own, and Irenuently tihe roetic situation

3.l condition exist-

on- - et I T T I Y
corralative Lllustratins a

ins in soclatre i olarpe mder ol e poet's characlters ars

£ . L. e - T A oy e K
he Ireguentl; Tosen TS L1i.8Cil 1l acerial
into a Little wodern warable aboult ma divided sensioility or & similar

metaphrsical voet .lso Tesls a despsrats need for & sys=-

,

depenc, opub e 1s alnost withoulb a nti.

tan upon Vilelh e versonaliv e

his own rrrstieal

Qurn Go

dervends nrirarily on 11 -
deay N e RPN L ELENNC N - i Y. 2
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