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INTRODUCTION

The ainms of reading poetry might be to  increase
our emotional intensity, to find factual knowledgze or

sesthetic beauty throusgh language, or to develop a

hitherto undeveloped element of personality. Yet  the

first aim of poetry-reading should be reading for the
sake of pleasure and enjoyment. ' |

Se far the result of poetry-reading, generally
speaking, has been unsatisfactory. For this poor result
there can be found two main reasons. In the first
place the average reader has only a little understanding
of poetry so that he does not have a sound attitude to-
wards poetry. In the second place his method of reading
is incomplete. He is mainly concerned with the poen 1t~(
self, paying no attention to the background of the poen.

It i= to provide some knowledzge aboubl poetry and
a complete method of analyzing a poeun that this peper
has been written. &bove all it is intended as a guide to
read poetry more profitably. The writer is of the
opinion that developing one's power to analyze or. to
study a poem increases one's’capacity to enjoy it. It
is not enougzh to read aloud. One must scrutinize it
thoroughly. This analysis will then lead to the wunder-
standing of the poem, and the understanding is the only
means to the enjoyment.

Now our main problem is how to analyze a poen
exhaustively. This question of course, cannot be answer-
ed in a simple-and brief'way. Quite a lot of things are
needed to undertake the}effdrt. The writer sugsests that

the first approach is to met some knowledge about poetry,




that is what poetry 1s, the general aims of poetry-
reading, the difficulties in reading it an& different
types of poetry.

The second approach 1s to study the poem we are
zoing to analyze from i1te extrinsic and intrinsic view
points. The extrimsic study of s poem starts from its
external causes, that is the 1ife and the philosophy of
the poet, the social and historical backgroumds of the
p&em. Althouzh thils axternal approach has often  becone
a “casual® explanation, it frequently illuminates the
understanding of a poem‘_The theory of stﬁﬁjing poetry
from its external eauées constitutes the main point in
this thesis. |

Practically speaking the meihods mentioned above
cannot always be applied. If they can, they ecaznnot be
used simultaneously. 4 particular poem might be nsade
clear by the poet's philosophy only, whereas another one
by his lifé. Almost all poems by Wordsworth or Coleridge
¢an be illuminated in this way. Some poems writtem Dby
'W.B. Yeats have a historical background, some others
have a philosophic background.

Although the_extrinsic approach might be useful,
the appreciation of a work of art zoes mainly through the
work itself. A poem, as & work of art, ecan be apprecl-
ated from its intrinsic elements, the rhythm, the images
including metaphors, similes and personifications, the
dietion, the ﬁone and also the thene.

The extrinsic and intrinsie spproaches to analyze
a poen seem to be a complete method. By doing so, we
will zet a complete undérstanding of a particular poen,

{.e. we will find a’full enjoyment.
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In this the writer_is, in son® Way, against the
opinion of Colerldze and 4A.E. Housman. Coleridze sajs
that poetry gives nost pleasure when only generally and
not perfectly understood. 4A.E. Housmen emphaSizes that
meanlng is of the intellect, poetry is nots and that
perfect understanding will sometlmes almost extingﬁish
pleasure. To a large extent the statements of thase two
poets cannoct be agreed upon. 1In our own exyerience, when
we read some kind of reading material and we do not know
what it is about, we zet nothing from it. It is the
understamding that constitutes the maln point in any

kind of reading. The enjoyment, on the whole, depends on

the understanding. To ignore the understanding when we

read poetry cannotl be admitted. From psychology, we know

that the mind, the feelings, the will and also all other

faculties cannot be separated from one smnother. When

one faculty works, it is spontaneously helped by and

related to the others. Poetry can be understood and
enjoyed through the workings of the mind, of the feel-
ings and emotions, of other facultles ﬁorking together .

But since ?oetry is by nature obscure a perfect
wnderstanding of 1t is pradtieally 1mpossible. Perfect
undersbanding when we refer to poetry is a relative
thing. The personal reactions and impressions' ' of one
reader of a poen are quite different from those of oth-
ers.

After we have read the poem, we should be able to

_give our value-judgzement. To evaluate a poem‘ does . not

mean to zive a positive verdlet, it may also be a nega-
tive one. In this evaluatlon we can use our own - @XDE—-

rience as the norm, or we can compare the poem wlth oth-



4

er poems on the same subjeect, written by different poets.
It is not an easy task to give a value-judzement to a
work of art. We will not be punished if wemdon’t.‘But as
people who are interested in paetry, it would be better
to have 5039 ability'of‘hoﬁ to evaluate a peemu"

Resding pbetry cannot be dome‘iﬁstinetively, that
is without using our mind; feelings and imaginaiion, and
without & gradual development towards perfeétion and
consciousness. Heading of any kind needs a lot constant
practice in order to acquire the utmost ?rofit.Espécial—
1y in poetry-reading, which seems to be more difficult
than any other kind of reading, we must make a  greater
and more serious effort. A certein skill of reading
poetry is indispensable.

The writer suggests different types‘and themes
of poems by many'WTiﬂers, which might be é‘challenge for

the readers to scrutinize, to understand and finally to

" enjoy. It is up to the reader to choose = which of those

poens are of jrterest.

| F&naliy the writer sincerely hopes that this
paper night be of a help for those who want to  possess
the skill of analyzing poems thoroughly and that "1t
will win new-hearts'an&‘minds to boﬁh the pleaSure and

the profits in the reading of poems".



‘Chapter 1

There is no satisfaetofy definition of poetry.
Severgl poets and critics have tried to define _  poetry
but their definiticns are not satisfactory. BEach defini-
tion is very often concerned with one aspeet of poetry,
so that the essence of poetfy is not touched. Byt al-
though each definition has its deficienckes, it 1s never
useless. | ” |

One thing that makes poetry difficult to define
is that it is very complex. It has many forms and levels,
thercfore to have a complete definition is impossible .
In our approach to get the best description of what
poetry is, we will work in two ways, pirst, describing
what a poet is and sébond, studying some definitions or

descriptions of pbetry ziven by poeis and eritics.

I, WHAT IS A POET

5.7. Goleridge; in his Biographis Literaria. says
that the question what is poetry is so near %o the ques-
tion what is a poet, that the answer to the one is 1in-
vélved in the answer to the other.

In the “Ereface tolLyrical Ballads", Wordsworth
has sa2id that a poet is Y5 man speaking to'men". This is
" true, but it does not bring us to the main point of what
| a.péét'is. This definition is too meneral  and  too
vasue. Of'course,‘a poet is, in some dezree, not mofe
thén the average man. He is a man living in Society,

endowed with body and soul and ceriain faculties. But



1i%e the individuals differ from one another 1in their
taleﬁts, jntelligence, and artistic feelings, so  the
poet is superior to them all, in seeing more vividiy and
feeling more intepsely things that the average man sees
and feels only vaguely and obscurely. Furthe“more, he
has the ability of expressing his thoughts and feelings
in s way intelligible to others, Thus the poet has a
better sensibility and a greater gift of  communicating
his experience %o his fellow men.

' The poet has & twofold nature, as a men and  as
an artist. As a man he does not‘&iffer so .nuch from oth-
er men, as an artist he has more sensibility, more ten
derness and more zifts for expressing his feellngs and
jdeas. 48 a2n artist, the poet reseambles a painter and a
Gamyoser. The three are very much drivem by the urze of
self-creation. 1% $s & kind of need that not all  human
beinzs share. Man's basic needs are food, clothes. shel-
ter and sexual fulfilment.

Paintings as the work of the painter, nusic as
the pro&uct of the composer and poems as the work of the
poet, belong to the Fine Arts. Among the arts, poetry
has an important role in humen life. In short a poet

is reallykan artist of language.

1I. THE DEFINITION OF POETRY

The‘writer has already pointed out that there is
no suceessful definition of poetry. The poets and crit-
ics talk about it in suech very different ways that we
sometimes believe that they do not talk about %he sane
thing. \

 According to Dr. Samuel Johnson (1?09-1784),poet-
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‘ry 1s the art of unlting pleasure with truth, by calling

imazination to the help of reason. This definition shows
two nmain thoughis of poetry, pleasure and truth. ‘Pleas-
ure is considered %o be the result of paeﬁry, whereas
truth is the object of poetry. The poet‘shculﬂ be éble
+o combine the itwo elements by the help of reason and
imagzination. Thus, in the process of making poeiry vrea-
son is indispensable, imagination should help the rea-
son. We come to truth by reason a2nd not by imagination.
This definltion is too rationalistic.

We ﬂordsWorth.(IT?O - 18503hsay5 + "Poetry is the
spontaneous overflow of powerful feelings'. Or Tpoetry

is the breath and finer spirit of all knowledge®". What

is meant by Wordsworth by his firsi definition is cer-

tainly & statement about the role of feelinés in poetry.
Reason, which is considered important by Dr. Sanuel
Johnsons is ignored by Wordsworth. Wordsworthfs poetry
seems to be individualistic. In:the second definition
Wordsworth gives a vague and an abstract aescripﬁion.
It is too philésophieal for the common people.

" When Maxtheﬁ Arnold (1822 - 1888) says :  “poetry
is éx bottom a eriﬁiciém of life; that the greatness of
a poet lies in his powerful and beautiful application
of idess to 1ife = to the guestion : How to live," he is
of course defining the relatlion petween poetry and 1ife,
and ignoring the other slenments of poetrye.

.S, Eliot (1888 - 1967} defines poeiry as “a
superior amusement®. To this definition he explains fur-
ther "I do not mean an amusement for superior people. I
eall it an amusenment, .s0.3 NOL because ﬁhat is &

true definition, but beczuse if you call it any thing
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else you are likely to call it something still more =
false". Thus T.S. Ellot himself finds it difficult to
give a true definitibn of poetry. o

| From those fbur definitions, it is enouszh to
show that each poet has his own view and interest. The
four poets look at poetry from different angles, resulb-
ing in their definitions being different from one an-
other. 411 of those definitlons or descriptions have
their deficiencies. In general, the essence of poetry
1s not touched. They deal with the effect of poetry
(pleasure), the role of feelings in poetry or the rela-
tion between poetry and 1ife. The essence of opoetry,
meaningful organized thought and musieai patterns of
sounds are not properly considered. |

We have guoted different kinds of définitions be~
longing %o differeﬁt periods. Dr. Samuel Johnson,  who
lived during the aze of reason, streases‘ﬁhe role of
reason in péetry. ﬁordsworth,‘who lived in‘thé early
romanticism,‘emphasizes thé‘feelings as thehmainreiement
in poetry. Matthew Arnold, who lived in the = late of
romaﬁtiéism notes the relation betﬁeeﬁ pcetry_and 1ife,
whereas T.S. Eliot, who belonged to the modern age,
touches poetry from its point of view of value.

‘Though the four poets do not share the same views,
their definitions are of great value to us. From them we
zet some understanding about poetry and Tinally realize
tﬁat poetry is not easy to define or to describe. Theré
are quite a lot of things inveolived in it, form or struc-
ture, meaningful words, musiecsal patterns,‘truth ete,; SO
thét a satisfactory def&pition is impossible.

The following description of poetry might give
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'an easier understanding sbout poetry, or rather a poen.

"4 poem is a2 form of expression in which an wunusual
nanber of resources of language, are coneentrated

into & patterned organic unit of significénee.”1

Poetry or rather a poenm is the expression of the poet's

thoughts and feelings, using the power of language as

its medium. The language is structured and @rganized so
that it will becone meaningful. This last definition

touches different elemenis of poetry, a poetic form of

expression, language and significant patierns. Al thoush

this defirition is not the most perfect pne, for the

comaon people 1t can be more easily understood and grasp

ed. Furthermore it serves our purpose that is to know
the essence of poetry, structure, languaze and mnmeaning.
These three clements should always exist in any . poen

and are considered to be the maln elements,

1s textbook definition, see Elizabeth Drew: "Poet
I‘y“m P+1S. ' C ‘




Chapter 2

THE GENERAL AIMS OF

Pt e it St

POEIRY ~ READING -

Reading at any level and at any time must have a
certain aim. When one reads & newspaper ér a weekly maga
zine, one has a certain aim. This is also true when one
reads books‘on pﬁyslcs or chemistry. We shall not  men-
tion the aims of reading in general instead we shall
1imit ourselves to poetry-reading.

" Before we come to the main points, it would be
" better to know the purpose @f the poet writing poetry.
Is it to teach or to delight people? Is i£ to inform
things scientifically? Is 1% to write a poem only  for
ﬁhe poen's sake? It would be a bit queer to  say that
poetry is wfitten only for moral propaganda. Even thé
best religious poetry never preaches. It would be a
pessinistic view of poetry if it is written solely for
the poem's sake. Edgzar Allan Poe in 'Phe Poetic Primci -

ple' writes as follows 3

"io should immediately them discover that under the
sun there neither exists nor can exist any work
more thoroushly dignified - more supremnely noble
than this very}poem - this poem per se,-\ this poem
which is a’poem'and nothing more - this éoem is

written solely for the poem's sake."

If the intention of the poet is such, it seems to be

useless to read poetry. Poetry is only the overflow of

lyaiter Allen, Writers on Wfiting,_p.Bl.
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the poet's urge for aesthetic experience. Poetry is con-
sidered as an end in itself. It is nol comnunicable to
others.

Poets have different aims when they compose poemsS.
From the earliest times onwards the main objects of poel
ry are to deligh‘b and to teach. Hesiod stresses that
poetry should add to the happiness of hunan beings. A4All
arts, including poetry, aré dedicated to joy and there
' is nothinz more noble thar to make man happy. Believing
that -poetry is meant for such purposes, we ecan = how
state the aims of pcetry_reading.

19, Poetry is pread for entertainment or pleasure.
This is the main aim of reading poetry. Although when
we read novels or short stories wve alsb find pleasure,
the pleasure of reading poelry is quite different. It
18 a deeper and more lasting pleasure and it 1s quite
nani fold too. There is an enjoyment in the mere rhythn,

in the rhyme, in the sound of words, in the regular

verbal patterns. There is also an enjoyment in the or-

ganization of ideas, in the beautiful and vivid images
such as metaphors, similes or symbols.
John Press, in his book "The Chequer'd Shade®, says that
one of the pleasures we derive from poelry is precisely
the cross-word-puzzler's delight in working out a
problem, and for‘certaiﬁ people the pleasure is pecul-
jarly intense. He emphasizes that the dhief'delight is
found in 1nterpreting the meaning of the words, phrases
or sentvences 1n‘poetfy. _

That poetry is read for pleasure is endorsed by
some eritics or poets. We find : The seventeenth | ceﬁa

tury view ¢
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“Delight is the chief, 1f not the only end of poesy,
jpstruction csn be admitted but in the second place,
for péesy only ms"aruc-t.s as it delight.®
|  (John ﬁryden : 'Defense of
the Essay on Dramatic Poet-
ry'). |
The nineteenth century view 3

“Pgetry or rather a poem is a Species of composition
veeees 8S having intellectual pleasure for its
object”

| (s.T. Coleridge : 'Literary

Remains').
The twentieth century view :

"Poetry as a superior emusenent :VX do not mean an
amusemenﬁ for superior people™.
(T.S. Eliot : 'Preface to
The Sacred Wood'). |

In general we can distinguish pleasure in two
Wwayss ViZ. 1mmediate and hard-won pleasure. Inmediate
pleasure can be obtained_easily, and of course 1t is
easily lost too. It is a transitory and pariicular pleag

ure. We Tind this kind of pleasure when we play cards,

~ basket-ball or ping pong. It seems thalt the en joyment

occurs only when the play itself is going on.

When we read poetry, we will find somnething nore.

. The enjoyment is the fruit of hard-won pleasure. Its

characteristlcs are permanent, durable and universal. My

‘own exXperience is that poetry-reading gives a permanent

en joyment. Without having re-resd the poem of the AN
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cient Mariner by 5.T. Coleridge there is still a vivid

menory in my amind, some lines as follows 3

_“The ice was here, the ice was there
The 1ce was all around"

"Below the Kirk, below the hill
Below the light house top".

"Alone, alone, all,‘ali alone

Alone on a wide, wide sea”.
or Wordsworth's liness

"The child iz father of the Man
~4And I could wish my days to be

" Bound eazch to each by natural plety."

"Rolled round in earth's Diurnal course,

With rocks, and Stones, and trees."

A These 1ines quoted above alﬁays haunt my  memory
and I hope they will remain doing so. &8s for me,  there
is'a special, particular beauty in those lines, which I
cannot describe exactiy, but which is quite convineing.l
have read a lot of books:written in prose; but not a
single line does haunt me like those lines above.

In poetry-reading for the sake of enjoyment Words
worth suggests that 1t would be better tg give .up wnuch
of what ié ordinarilj enjoyed. The powers of poetic lan-.
guage are not limited, so that 1t is possible for poetry
to give other eﬁjoyments of a purer, more lasting and
nore exquisite nature. Although the subject matter of
a poem seems to be familiar and common to us, there is
always a sense of novelty and freshmess in it. It is the

art of the poet to harmonize things old amd faniliar
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with things novel and fresh.

20, Poébry can be used not only to entertain, but
also to confront reality epd human problems im a direct
and econonic way. Poetry is considered as the earllest
and the nmost concént?ated and 1ntensé form of communica-
tion amongz the arts of languaze. Gonsequently the nature
of poetry is compact and intense. There is no other nme-
dium which can'describe reality and truth about  the

world in = more econoumical way thalh poetiry.

Family Matiers

In our museum - we always gZo therefon Sundays
they have opened a new_department

Our sboried children, palé, gerious eunbryos
51t there in plain glass jars

and worry about their parenits' future.

Gunther Grass.

This moderh poen 1s concerned with abortion which
has‘becomé‘a serious problem at present. Through  thls
short poem the poet #ants to inform us about the reli-
zious and social 1ife of the modern world. #lthouzh the
poen is very short, there are a lot of things implied in
the poem. If the poet had written in prose, he night
nave written it in a hundred lines or pages. By means
of poetfy we can find reality in human problemé directly

and econonmicallye.

3°. #énother aim of'poetry;reading is to 1increase

our emotional intensity. We already know that a ‘poem
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is composed in the mind when a particular object or sit-
uation strikes the feelingé of the poet. It is vwhat is
usually meant by inspiratian. Therefore a poern 1is es-
pecially a descripti&n of the feelings of the poet to-‘
wards eertaih objects or situations. This is also true
when we refer to the classlcal poens which nmight be
rational rather than emotional; In general when human
beings try to reveal iheir emotions and feelings,  they
refer to the most beautiful verbal expression there is -
poetry. It is not surprising that some people define
poetry as the expression of emotions.

Consequently when we read poeiry we especially
use our emotions and feelings. The pther faculties such
as our intellect, nmemory., fantasy and imaginétion‘ only
help to feel and to understand a particular‘poem and So
to increase our emoilion. Even thouszh the classical poets
like Dryden and Pope use reason as the source of all(
xnowledze, they do not ignore the feelings.

On the whole, poelry is an enotional descrlpticn,
not an inteliectual one, Reading poetry is an ‘exercise

for our emobtions, so that each tine we'refer to poetry,

they are exercised. Such tralning will deepen and  en-
large our range of feeling and perception. In short -
poetry - reading is a'gOGd exercise to increase our

emotional intensity because poetry itself is full of
emotional-déscfiption.

~ For modern peoﬁle what is expressed Dy. Gunther
Grass in 'Fanily Matters' is not'compietely’ nev and
strange, bul by re&diﬁg the poem our factual knowledze
is increased 2nd deepened. We will also'getmnaw insight

and wnderstanding. We will find that thers is some truth




16
in the poern that will give us aifeeling‘of‘satisfaction.

4°, Finally by poetry-reading we obtain & more
balanced outlook on 1ife and a healthier =211 - Tround
developuent.
F.L. Billows, in his boock 'The Techniques of Language

Teaching', on page 231, writes as falloﬁs

"?he study of poetry gives a further oppartunity for
uhose elements of the persanality to éevelop which
nay remain undevelapeﬁ in & nparrovwly intellectual
curriculum. It can help us to integraté them inte
the process of development of all-rmund, nature pee-

ple.

1t seenms that without having contact with poetry man's

 1ife is not complete. The aesthelic and intuitive sides

of the personality are very nuch nourished when we read
poetry. Poetry can give shape and integration to  the
introverted personality. Poetry-reading can be comsidered
as a gulde to right 1iving. Without poetry the emotional
side of the personality remains underdeveloped or  Sup-
pressed. It is true that other works of art nourish our

emotional side as well, but they work in guite different

ways. A&bove all poetry-reading can make people nore

mature,




Chapter 3

POETRY-READING IN COMPARYTSON
WITH PROSE - READING

The average man prefers reéﬂing prbse to reading
poetry. One or two out of ten persons prefer to read
poetry. Students in the various schools are taught Thow
to read poetry but after they have finished studying, I
am sure, that they never open thelr books on  poeiry
‘again. When they have leisure time they are inclined o
read novels or short stories. What might be the reasons

why prose-reading has a wider scope than poetry-reading?

.1°. In thé first place there are many easy books
that can satisfy everyone's natural craving for aesthet-
ie experience, the ebmié strips, the weekly  magazines,
the detective stories, etc, #Aesthetlc exparience czn
also be obtained by having a trip in a ecar, gzoing to the
movies or listening to the radioc. 41l of these activi-
ties are easier to undertake than pbetry-ﬁeading. Fur-
theraocre vwe muaﬁ realize that we héve little practice
"sn taking in through the eye and ear assthetically or-
dered words“. To have aesthétie experience bLhrough poet-
ry needs a.certain ability, patience and constant. prac-

tice. We should scrutinize and study a certain poen

thoroughly.

2°. In the second place poetry-reading is really
‘more diffieult than prose-readlngt As an enjoyment poet-
| ryureadinw is not easy to undertake. This difficulty

might be result of the nature of poetry, its ebscurity,
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intensity or compactness, and couplexity. Because poelry
4s so intense, so condense and S0 complex, it will need
a strenuous effort to enjcy it. We must do it seriouslys
concentrabingz our feelings and emotions, our  minds,
our'imagination and fantasy. This kind of reading of
course, is not suitable to people after a hard day's
work. It is not easy to concentrate our mental faculties

in o bus or a train, or in other busy places. To  read

poetry more profitably we musit consider the place and

atmosphere around us.

Accordingly poetry does mot lend itself té rapid
reading. We are impatient when something demands close
serutiny like reading poetry. If we try to - get full
enjoymnent from poetry, we musﬂ know it imtiﬁaxely - wWe
should fead 1t several times, so that we are almost able
to recite it by heart. #ény poem, however short, demands
a close and careful study. We should study it word by
worﬁs line by line, stanza by stanza and at last we will
achieve something. There ‘can be no skipping of words or

lines. In prose-readinggsométimes, we can ‘skip the

unimportant parts without affeeting so much the under—

standing“of‘thé books Wwe are readlng.

Of course, there are certain poeﬁsfwhich can be
read‘méfe rapidly than others. Epic or narrative poetry,
according to thelr nature, ®an be read faster thah lyric
poetry. Ballads like "The twd Corbles” and "Sir Patrick
Spens" can be read faster than Keats's lyriec poems "0Ode
to a Nightingale" or "Ode on a Grecian Urn*®. To under-

stand and to enjoy these two lyric poems we should read

slowly, carefully, eoncentrating all our mental faculiies.

Another reason why poetry-reading 1s more aif-
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ficult than prose-reading is that o particular poem €X-
presses a certain mood and atiltude, To understand  the
mood and the atitltude we must identify ourselves  with
then. There is a certain nood and attitude in "The
¥indhover® by G.M. Hopkins, in "Ode to a Nightingale®
by John Kéats or in "Batter my heart" by Johm Donne. We

must know the right mood and attitude that are involved

in those poems. This kind of effort seems to add to oth-

er kinds of difficulty‘in poetry-realding.

On the whole poelry-reading as an activity to

£ind pleasure is'really diffieult, whereas prose-reading
is much easier to undertske. Speaking about the diffi-
culties in poetry-reading we should remember what T.S.

Eliot says 3

"The difficulty of poetry (and Modern poetry is sup-

posed to be diffieuld), nay be due to one of several
reasons. First, there may be personal causes which

- make it impossible for a poet to express himself in

any bub an obsSCUre Way; eecccsccosecs Or difficulty

may be due just 1o noveltys e.cesesce Or difficulty
may be caused by the reader's having been told, or

having suggested to himself, that the poém is goling

to prove éifficulte. #nd Tinally there is the  &if= -

- ficulty caused by the author's having left out some-
thing which the reader is used to £10d1INg eevee’

{(The Use of Poetry and the Use

. of Criticism).?

1sce T.5. Eliot : Selected Prose, ed. Johm  Hay-
ward, pp. 92 - 3. , B I N




20

When the poet is unable to coﬁvey his thoughis in
a clear way, the product, of course, 1s also  obscure.
The fact of‘thougﬁts being obscure‘amd}novel in poetry
is unﬁersténdable enouzh. & reader who comes to a poem,

convinced that it presents a challenge to his skill 1in

reading, may destfoy the nmeaning of the poem and do a
. lot of damage in the process. the fourth reason night

be made dlear by Jdohn Press's explanation.

“When a men says "that's not my idea of poetry, he is
usuaily,expreésiﬂg raéegtment‘or diszust, rather than
a deiighted surprise at having discovered something
new.?Tﬁé perécn who goes to church, in order to get
fromgit a certaih‘exyerience or & particular- satis-
factian, 1s‘likely to feel cheated if his hopes are

dissapointeﬁ.“l

it is“ma@'s desire to cling to famillar cerﬁainties that
nakes ma% irritated and bewildered when he confronts
with'oriéinal poetry;§;~

| What is mentiongﬁ‘by 7.5, Eilot above 13} only
some part of the difficulty. There are still other im-
portant causes of difficullty that henleaves out.  Poets
are men Wwho have a desree of mental aleriness and gener-
al cultube, which the average reader does not ?ossessf“
GConsequently poetry of the’highest‘quality ﬂemands‘gregt

ability and knowledge on the part of its readers. Some

of the modern poets want to restrict their audience and
some of them are snobbish. They do not bother about the
aiience. The difficulty of'modern poetry is also caused

by the special problems of the modern worid. The 1ife
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of the modern world, socially. economically and politlecal

17 is so complex that the poéhs are mnable to des-

eribe it in any but an obscure way. Cleanth Brooks has

said that "a great deal nf modern poetry is difficult
for the reader sinply beaause so few people, relatively
speaking, are accustomed o reading poeiry as poetry."§

$t111 Elizabeth Drew, in her book called ‘'Direc-
tions in Hodern Poetry' mentions other causes of dif-
ficulty in poetry-reading. In order to understand poetry,
the reasder needs an sctusl knowledge of the inage used
by the poet to commmicate his thoushts. Or the aifficul
ty lies in the reader's ignorance of the whole symbolism

on which a poem is built as in Yeats's Byzaniium or

Gerald Hanley Hopkins's ‘The Windhover'. Memy of G.W.

Hopkins'° poens cause great trouble because of the

extreme compression of Syntax and the invention of mnew

words. Metaphysical poems offer another kind of difficul
y. |

Our discussion of the ﬂifficulty in readinv poet-
ry 1is not meant to warn the readers against | reading
poetrys bub just to encourage them to read poens, for it

is possihie to overcome the difficulty. By knowing  the

 difficulty in poetry-reading, we can do what we  should

do. What is difficult can be prepared beforehand, 80
mhat'the aifficulty can be tackled easily. We should a}

8o realize that poetry-reading is more &ifficult than

| prose-reading, Thus, when we read poetry we nmust Dbe

better-equipped than when We read DPIroSe. We needv not

bezin to read poens which accor&ing to their nature are

;ﬁmericgg Critical Essays i D» 266.
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difficult. We can choose those which are easler.

Poetry-readlng rr?q.vesz a ‘different sffect from
prose-readlng, Becszuse paetry is more uemcrable, noere
rhythmical, sometiﬂes after we have read a nﬂece .0f poemns,
there is still a vivid menory of some features of the
paem.'This memory will survive‘fcr a 1ong time and can-
not easilylbe lost. Wordsworth in "Preface to Lyrical
Ballads", éays that a plece of poem will be r read 2
hundred times without feeling bored, while a piece of
prose is read once. The musical tone of poetry makes 1t
easief to memérize and not to produce & féeling of bore-
dom, Poetry is 11ke a top-hit song repeateﬁ several
times by boys and zZirls.

Progse is the language of thé understanding where-
as‘poetry is the lanzuagze of the emotions or J.H.Francis
night say "prose Speaks to the head, poetry “to the
neart."t

Compare two types of writing as follows 3

'Ihe bear'
| by : William Eauikner

"I+t ran in his knowledgé before he ever saw it.
I¢ looked znd towered in his dreans ﬁefore
he even séw the unaxe& woods where it left
its crooked print'; shazzy, huge, red-gyed,
not malevolent but just big - too big for
the dogs which tried to bay it, for tﬁé horées
shich tried to ride on it, oo blz for the

very country which was its constricting scope.”

Y4 course of Enzlish Postry, p.64.
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Snake
. py ¢ D.H. Lawrence

%4 snake came to my water-trough

On 2 hot, hot day, and I in pyjamas for the heat,

To drink there.

In‘thé deep, strangefscented shade of the great
dark carobtree | |

I came down the steps with =y pitcher |

&nd nust walt, must stand and walb,. for there be

Wwas at the trough before me.”

| When we read an 'impression’ in prose,  as “the
1mnression of a bear written by W. Faulkner above, wé
use our ina@ination anﬁ 1ntellect in particular.&eneral—
1y Spearinv if we speak of iﬂagination and intellect’,
we refer to Qﬁr mindrqr our head. But with the . .poenm
’sna&e' by D.H. Lawrence for example, in order'to grasﬁ
what is about we must especially use our emotions and
feelinzs. The emotions and feelings are closely related

with our heart, rather than our nind.




Chapter 4

TYPES OQF POETRY

Knowing the different types of poetry will be of
great value when we read poeiry. &ny poen must belong
to a certain type of poetry. Each type has different
characteristics. J. Keats's “Ode to a Nightingale” be-
longs to a type of poetry called "lyrie". The lyrie poen
according to its pature is very subjective. It is malnly
concerned with the feelings and the inagination of the
| poet. We must read the lyric poem alowly and carefully,
studying word by word. ®The twa corbies", for instance,
belongs to anothér type called narrative poelry, nore
exactly, the ballad form. In this case we can read
faster than with the lyric. There is no need to equip
and prepare curselves as\hard as when we read the lyric.
4n understanding of the various types of poetry will re-
vezl some aspects of the poem we are reading, for 1t can
clarify and illuminate the nmood, the spirit and the

form of a certaln poen.

I. NARRATIVE POETRY

e A OSSO 20

The ballad "33 r Patrick Spens™ (anonymous) and
"out, Out“ by R, ‘Frost belonz to narrative poetry. The
main object of each is to tell a story and in each  the
personality of the speaker is hidden in the background.

What is $0ld is not the surface facts of human events

1ike in news stories. The superiority of a good narra
tive poem over a news story is that the poem provides
the insights of human relationships and deep ‘ human

feelings. The business of the newsman is to tell the
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news, that of the narrative poet Lo express his own in-
sights and feelings. Therefore ihe poet must use figur-
ative language such as 1 syabolism, metaphdr, assoeia-

tion, or simile. The ballad and the romance, perhaps,

were the most popular forms of narrative poetry in the

middle-ages.

The ballad is a very brief folk story meant to
be sﬁng, simple in plot and metrical structure. What 1is
told is only the elimatic eplsode of a highly dramatic
action. Ususlly it is not concerned with the beginging
of a series of events, but rather with the further hap-
pening. Since it is not a complete story, there 1is mno
roon for character development. Thus we are  provided
with 1ittle or no character development, with no gradual,
1y built-up plot.

The pepular or the authentic ballad is an anony-
mous story handed dowm by oral transamlssion among gener-
ations of people. It is not surprising that during  the
development the ballad undergoes nany changes, either in
content or form. The singer of the ballad ‘sometimes

chanzes the wording of the ballad te suit both his own

and his sudience's interest. This might be the Treason

why there are dozens of verslons of the same ballad.
Ballads flourished among the lower middle class
in medieval times, The audiences learned the ballads frem
the singers and joined in the singing{ Usually the bal-
1ads are concerned with the life of the nobility: Iord

‘Randal, Sir Patrick Spens. The tone is usually mocking,

ironical or sad.
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Lord Randal

Anonymnous

"0 where hae ye been, Lord Randal, my son ?
0 where haé ye bee n, ny handsome young man ?
"1 hae been to the wild wood; mother, make nmy bed sboﬂ,

For I'm weary wi hunting, and fain wald lie down.

“Where gzat ye your dinner, Lord Randal, my son ?
Where gat ye dinner, my handsome young man ?
"I dine'd wi my true-love; mother, make my bed soon

For I'm weary wi hunting, and fain wald lie down.

“hat zat ye to your dinner, Lord Randal, my son ?
What gat ye to your dinner, my handsone youngman?
*T gat eels boiled in broo, mother, melke my bed soon.

For 1I'm weary wi hunting, and faln wald lie down.

"What became of your blood hounds, Lord Randal,my son?
What became of your blood, my handsome youngman?
%G they swell'd and they died, mother, make my bed soon.

For I'm weary wi hunting, and fain wald lie down.

®g I fear ye are poisond, Lord Randal, my son .
0 I fear ye are poisond, my handsome youngmen b
"0 yes: I am polsond, my mother, make my bed soon.

. For I'm siek at the heart, and I fain wald lie down.

The ballaé is a dialogue between mother and sonj
both belong %o the Scottish high classes. It appears
' that the son, Lord Randal, has been poisoned by his
love while staying.out in the woods. His dog died of
the poison too. The main theme of the balled is  the

feuds that élways oblain among the Scottish clans. A8
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to the reason why Randal is poisoned there is no further

information. 4t least we can conjecture that he nay

have done something wrong too to his “true love".

There is no development of its characlers, no

description of the previous happenings. It tells only

the climactic event and reasches its e¢limax in stanza 5.

Some charascteristies of a ballad that we find in Lord

Eandal are 3

1.

Simple and incrementsal or cumsulative repeti-

tion. The repetition is not only limited to

words, but phrases, sentences and structures.

The siznificance of this repetition is to
increase the intensity, to help the ballad to
grow, to reasch its elimax, tauhelp the singers
0 memorize it easily. The ineremental repe-
tition sticks to the same words and lines
but increases the‘readef's curiosity. '

There is a2 balance of lines, words and struc-
tures thraughbut the poem. There is aiso‘ a

balance in the speech of the mother and Lord

| Randal. In each stanza iwo questions are asked

3.

by the mother and two answers are givem by

Lord Randal.

Use of dlslogue. Conversation in ballads also
constitutes an imporﬁant element. In "Lord
Randal®™ the conversation is between Iord Ran-

dal and his mother.

. General sbsence of figures of speech. In “Lord

Randal® we find plainness and simplicity of
language. 4s I have mentioned before the nare

rative poet must use figurative language to
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express his insighis and feelings, but in
"Lord Randal® we find en excepilon.

5. Anonymity of authorship.

"Lord Randal® belongs to a type of Eallad called
authentic ballad. It‘ié not literary, it is popular.
There 18 another type called imitative or literary balw
1ad. The literary ballad is the product of an  identi-
fisble poet. Hany of its characteristics, its formal
~ features, its narrative teanhing; resenble the ballad
of tradition. The 1literary beilad 1s not handed  down
orally,andvis‘not neant to be sung. Its diction and
imagery are much more‘elaboraxe.and individual. "The bal
lad of fathervﬂilligan“ by W.B, Yeats, is an example of
the imitative ballad. |

- The‘pepﬁiér ballad seems to lack the elements of
poeury, because of 1ts popularity in origin. But we must
reﬂenber that pcetry i1s more a matter of feeling than
of form. The simple sueries are enouah to reveal a Xkeen
‘ sense‘of'wonderment about hercism in humen life. Po ap-
preciate an sncient ballad, we must approsch it im | the

right spirite

When we read "Hamlet“ or "King Lear" we findg
that "verse" is used as the medium of the plays. %&
first it seens unusual that plays for entertainment are
written in verse. J.H. Frapcis in his book "4 course of
Engzlish Poetry” explains that ‘Ythe use of verse on  the
stége was é traditioﬁ daming back to the‘tiﬁe when the

drama was an ihstrument in the hands of religion. In
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England'sﬁagelplays originated in the wish of the clergy

‘t0 1llustrate Bible history and stories of the  saints.

It was natural that plays with such a serious object 1in
view should be clothed in ianguage of the greatest pcs-
sible beauty and digniﬁy;"l The second reason mightkw_
that verse is more memorable than prose, so that an ac-
tor can recite the werding of the verse faster than if
it had been written in prose. The third reasomn is that
the use of verse on the stage seens both fitting and
natural to author as well as audience.

Dramatic poetry is of two kinds, dramatie  mono-
logue and SOIiloquy. Me. Namee, in his book “Literary
Types and Themes" p. 293, explains that dfamatic RONO~-
logue is a short.poem in which 2 single person, pther
than the poet himself at some critiecal moment of his
iife, reveals a great deal of his own eharacter and the
charascters of the person or persons he is " addressing
in the poens, merely'by what hé‘says end does.

Robert Browning has been successful in his dra-

matic monologue "My last Duchest.
My last Duchess

That's ny last Duchess painted on the wall,
Lookingz as if she were alive. I call |
That plece a‘wbnder, now :'Fra‘ Randolf's hands
Worked busily a day, and there she stands,
Will't please you sit and look ab her? I said |
*Fra Randolf' by design, for never read

Strangers like you that plctured countenance,
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The depth and passion of its earmest glamce,

But to myself they turned (sinee none puts by

The curtain‘I have draswn for you, but I)
#And seemed as they would ask me, it they durSu,

‘How such a glance ecame there; =0, not the first

Are you to turm and ask thus. 8ir, ‘twas not

Her husband's presence only. called that spot

Of joy into the Duchess' Cheek : perhaps

Fra Randolf chanced to say; "Her mantle laps

Over my lady‘swwrist too'muéh, "or Paint

Hust never hope 1o reproduce the faint

Half - flush that dies along her throat :"such stuff

Was courtesy, she thought, and cause enough

For calling up that Spot of joy, She had

A heart—haw shalil 1 say? - too soon made glad

Too easily impressed; she liked whate er
She loaked on, and her looks went everywhere
Sir, *ywas all ones My favour at her breast,
The dropping of the daylighp in the‘west,
The bouzh of cherries some officious‘fael.
Broke in the orchard for her, the white mule

She rode with round the terrace-all and each _

: WDuld draw from her alike the approaching Speech,

Or blush, at least. She thanked nen, - good.

but thanked

Somehow‘— I know not how - as if she ranked

My zift of a nine - hundred - years - nid nane
With enybody's zift. Who'd stoop to blame

This sort of trifling? Even had you skill

In speech - {which I have not) - to make your will

Quite clear to such an one, and say, 'Just this
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Or that in you diszusts me; here you miss,
or there exceed the mark" - &nd if she let
Herself be lessoned so, nor plalnly set
Her wits to yours, forsocoth; and nade excuse
-E'en then would be some stoopingi and I choose
Never %to stoop. Oh sir, she smiléd,.no‘doubt,
Whene'er I passed her; but who passed without |
Much the same smile? This grewﬁ*l‘gave commandss
Then all smiles stopped togethera‘Therefshe‘stands
As if alive. Will 't please you rise? We'll must
The company belowy then'l‘repeat,i
The Count your master's kmnown munificence
Is ample warrant that no just pretense.
Of mine for dowry will be disallowed
At starting, is my object. Nay, we'll go
‘Together down, Sir. Notice Neptune, though,
Taming a sea-horse, thought a rarity,

Which Claus of Innsbruck cast in bronze for mel

The speaker of the poem‘1s‘the‘Duké,‘probab1y A
lonzo II of‘Ferrarag He intends to marry the daughter of
a count, who will become his seeond wife. The count sends
& messenger to~the‘3uke;;On”the*wall’df the Duke's houne
there is a portrait of‘his first wife. The portrait is
a wonderful painting made by Fra~Réndolf.¢The Duke asks
the messenger to éit‘aoWn and to igok‘at'the ‘ besutiful
pleture. We can imagine how dramatie the speech of the
Duke is.. . |

"Phat's my last Duchess painted on the wall®.

The speech of the Duke is like a speech of an

asetor in a play. The messenger, the man that the Duke
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is addressing to, 1ls considered as the other aclor. The

speaker tells about the eharaeterVof his'fiPSt wife.
According to hlm, "She is too soon nade glad and . too

ecasily impressed®, Everything that she looks at, always
attracts her. Above all, "her looks mo everywhere®. It
is not decent for a woman to have such looks. Such be-
haviour is not liked by the Duke. The revelation of his

first wife's character is made by means of his own volce.

" " she had

4 heart - how shall I say? - too soon made glad
Too easily impressed; she liked whate'er

She looked on, and her looks went everywhere.”

{line 21 - 24%)

The speéch of the Duke is very dranatic and live-
ly; The Duke, at sone highly éignifieant‘and eritical
moment, speaks frankly to the messenger, a complete
stranger, about an unknown conflict between  the  Duke
himself and his wife. Fbr‘the messenger the news may be
very exciting and interesting. The dramatic semse 1is
also found in the use of the word "r®  atanding for the
Duke and the word "you", standing for the messenger. The
revelation between the Duke and the messenger is 1ike
an actor‘épeaking o another one.

Indeed, the Duke is actually in 2 eritical  and
dramatic mood. The eritical mood is of course, caused

by his dislike to the behaviour of his first wife.

Both soliloguy and dramatic monoloque are spoken
by one person. In soliloquy the speaker is alones; He
does mot speak about other persons, bubt about  himself.

Thus he reveals his own thoughts. The solilogquy is
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usually found in the Elizabethan plays. In #Act 1, scene

2, in the play of Hamlet, we find a soliloquy:

"0, that this 00 too solid flesh would nelt
Thaw, and resolve itself into a dew!

Or that the Everlasting had not fix'd

‘His canon’ gainst self-slaughter: 0 God. God.
How weary, sbtale, flab and ﬁnproft&%:l%
Seems to me all the uses of this world:

Fie on 1iil Oh fie, fie. *Tis‘an unweeded
garden,

That ZYoWs to Se-eﬁ.‘...“-v‘.."q.a.‘ mmﬁg

In a critieal and unhappy mament of his o life,
Hamlet Speaks aloud to vniee his bitterness. H@ thiﬁks
of conmitting suici&e because he is fed up with "the
world. But he realizes that sueh behaviour is  against
the 1aw of God. The dramatic convention 15 1ntended to
express some aspects of the inner motives of Hamlet as
the main characier in the play. In this way, the sudience
will gradually met to kunow more about the inner con-

flicts and the charsecter of Hamlets

ITT. LYRIC

Literature which has to do with outward thinzs,
not withkthe-thoughts‘and‘feelings of the speaker, is
called "objective". It is not completely impersonal, for
‘a work of art canﬁct be separated from its creator. The
personality of the ereagtor or ‘author 1is indirectly Pe—
flected in his creation. #n objective poet = describes
things outside himself, he does not tell us ~directily
what he thinks and feels.




Literature can alsoc be "subjective™. The chief

interest lies in the thousghis  and  Tfeelinas of the

~writer. The ocutside wofld is important only as subject

‘matters The primary purpose of writing subjectively, ac-

cording to Mc. Namee, is "to build a  1ittle patterned
world of words that will suggest to the reader some of
the thoughts and feelings of the author himself.™ ' The
subjective writer might compose a lyric poem. Thus a
iyric poem»is very subjectlive.

Literary approaches, the obwective and the sub-
jective, sare deeply rooted in the human instinct. The
former has & tendency to be sociable, the ‘latter-to-be
individual. AS a sacial being man pust  tell about | his
experienee to oﬁhers. The individual person tends | to
seek an outlet for hls tbouuhts and feelings, possibly
hy means of. wrlting a 1yric ncem. A lyrin poem,therefore,

is an expression of hunan feeling.v

The charactaristic of a lyric s that it is short,

. united, meening to sy that 1t deals with one  subject,

and in structure, as a rule, composed of three parts,
the motive, the emotion and the thought‘ Very' often in
dealing with the subject matter the lyric poet tfeats
1% systemstically and explores it in philosophy. There-
fore in lyric poetry we learn how bthe lyric poet organ-
izes the subject matier and also what it means to him.
?he organization and meaning are quitefdistinctiVe and
individuals. Otner»lyric-poeyé night treat it differently.,

although they work on the same subject matter. It is

~

the philosophy of the individual poet what plays am in-

portant role in treating the subject matter. .

liiterary types and themes t p. 539




35

There are three kinds of lyriect sonnat, Ode and

Elegy.

4. The sonnet
The sonnet originally came from Italy. This form
tﬁen developed in England and in some other countries in
Europe. It was taken over from Dutch into Indonesian by
Moh. Jamin in 1022 and introduced into Indonesian liter—
ature. Tﬁe Indonesian poets 1ﬁitate the structure of thé
sonnet but not preecisely iﬁ its original form.
 J.H. Franéis in his book "A cpourse of vEnglish
Poetry” {p.116) says that the sonnet might be compared
to a charming lititle frame ready for & painter to  com-
pose a picture dainty enough to f£it it. It consists of
fourteen lines (of‘eleven syllables in Italian,generally
twelve in French, and ten in Engiish) and has a rhyming.

system. The rhyming sysiem 1s arranged according %o one

or other of certain definite schemes, of which the
Petrarchan and the Ellizabethan are prinecipal. In the
Petrarchan sonnet the rhyming patterns are abba abba,

followed by‘two, or three, other rhymes in the remaining
six lines, with a pause in the thought after the'Octave'
The English_imitators, such a8 Milton and WordSWOfth do
not always observe such division of thought. The
Elizabeiham sonnet has a rhyming system 3 abab cded ef

ef Ll

¥uns Fret not at their

Convent’'s narrow room

Nuns fret not at their convent's narrow room.,
4nd hermits are contended with their cells;

4nd siudents with their pensive citadels;
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Haids 4t the wheel, the weaver at his loom,
' 83t blithe and happy; bees that soar for bloom,
High as the highest Pegk of Fnrness-fells,
Will murmur by the hour 1n foxglove bells :
In truth the prison, into which we doom
Ourselves, no ﬂrison 1s : and honee for mes
In sundry moods, 'twas nasture ta be bound
Within the somnet's seanty plot of ground°
Pleased if some Souls (for such there needs nmust be)
Who have felt the Weivht ef too mueh 11berty,

Should find brief solaee there, as I haVe fbund.

{W, Wordsworth)
* In the first eight lines, the poet fcllpws ~ the
rhyning of the Petrarchan sonnet, nanely abba abba. - In
1ine 11, the poet realizes that the sonnet is a ‘'scanty
plot of ground’. It seems impossible To express one's
thousght in a poen congisting‘of‘onlygfaurteen lines;
As a 1lyrical poem it is not really too skort. The poet
must be able to develop his thousht in a form of  such

previty and formal strictness. The somnet is a challenge

for the poet to test-his ability to express his theme

in these concentrated lines.

A greatrdeal of the English sonnets were written
in the sixteenth and seventeenth centur;es. The  sonnet
declined in the eighteen centbury, but during the tinme

of Wa. Hardsworw Keaus ané Hougins it flourished again.

B. The Ode |
The Ode is a 1yrica1 peem usually in varied or

1rre¢ular netre, in eelebration af some perscn,event or
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thinz. The themes will be restricted to those which pro-
vide beauly in a moble and sublime degree, Enzlish Odes
may be divided into two classés. The Ode in which the
stanza corresponds with other stanzas 1s called régular;
whereas the 0de in which the stanza and line vary in
length as they fqllow variations in thought and feeling
i8 said to be 1rregular. Keats's "0de to a Nightingale™
for instance, belongs to the regular form. It ls writlen
sn a ‘monostrophic form', meauing to say that the whole
poen is built up by a repetition of the sane stanzaie

pattern.

Ode to g Kirshtingsle

by : John Eeails

My’heart aches, and & 4drowsy nuﬁhess pains
My semse, as though of hemlock i had drunk,
Or empiied some dull oplate to the drains
Ope minute past, and Lethe-wards had sunk:?
'Tis not through envy‘of thy happy lots
But being too happy in thine happiness -
That thou, lizht-winged Dryad of the trees,
In some mélodious plot |

Of beechen green, and shadows numberiess,

Singest of sumnmer in fuli-throated ease.

@; for s @raught of vintage. thal hath been
Cooled a long age in the deep-delved earth,
Tasting of Flora and the Country green,

Dance, and Provensal song, and sunburnt mirth!
0 for a beaxer full of the warm South,

?ull of the true, the blushful Hippocrene,

With beaded bubbles winking in the brim,




And purple-stained mouths
That I might drink, and leave the world unseen,

And with thee fade away into the forest dim 2

Fade farjaway, dissolve, and quite forget

What thou among the leaves hast never known,
The weariness, the fever, and the fret

Here, where men sit and hear each other groan;

Where palsy shakes a few, sad, last gray hairs,
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Where ycuth zrows pale, and specter-thin, and dies,

Where but to think is to be full of sorrow
#And leaden~cyed despalrs,
Where Beauty cannot keep her lustrous eyes,

Or new Love pine at them beyond tomorrow.

Awaysaway: for I will fly to thee,
¥ot charioted by Bacchus and his pards,

- But on the viewless wings of Poesy,

Thouszh the dull brain perplexes and retardss
Already with theel tender is the night,

4nd haply the Queen-Moon is on her throne,
Clustered around by all her starry PFayss

Bﬁt hore there is no light,

Save what from heaven ig with the breezes blown

Throuszh verdurous zlooms and winding mosSsy ways.

I cannol seé what flowers are at ny feet,
Nor what soft incemse hangs upon the boughs,
But,; in embalmed darkness, guess each sweet
Wherewith the seasonsble month endows

The grass, the thicket, and the fruit-tree wild;

White hawthorn, and the pastoral eglantines
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Fagt fading violeis covered up in leavess
4nd mid-May's eldest child,
Tne coming musk-rose, full of dewy wine,

The muraurous haunt of flies on SumImer eves.

‘Parkling I listen; aﬁﬁ, for many & time,
I have been half in love with easeful Death,
Called him sofi namess in‘many}a nused rine,
To take into the air my quiet breath;
Now nmore thanyeﬁer seens it rich to dies;
Tp cease upon the midnisght with no pain,
While thou art pouring forth thy soul abrosd
In such an ecstasys
Stillvwnuldst‘thdu sing, énd I have ears in vaine-

To thy high requlem become a sed.

Thou.wast not born for death, immortal Birds

Eo hungry generamions tread thee downs |

The volce I hear this passing night was heard

In ancient days by emperor and clown?

Perhaps the self;éame songz that found a path
Through the Sad heart df Ruth, when, sick for home,
She stood in téars amid the aliem corn;

The same that oft-times hath , 

Chnrﬂed magic casements, opening on the fbam‘

of pemlous seas, in faery lands forlorn.

‘Forlorn! the very word is like a bell

To tolllme‘back_f?om’thee to my éole self,
Adieul adieul thy plaintive anthem fades
Pést éhe near meaﬁcws, over the stlill stream,
>Up +the hillside; and now 'tis buried deep

In the next valley 5iades-




Was it a vision, or a waking drean?

Fled is that music - Do I wake or sleep?

John Keats, while sitting in his garden one morne
ing, listened to the Nightingale's song aﬁd’took great
pleasure in 1t. The song of the bird is besutifully des-
cribed in lines 1 to 10. Then he longs very much for a
dranght of vintage {a dripk of wine) that will take hinm
out of his sorrow apd pain, intc the world of happiness

(That I night drink, and leave the world unseen). Later

on such an escape is made by means of writing poetry
{see iine 33). In his imagination Keats follows the
Hightingale to its forest of delight. He longs for

death to take him in such & moment of ecstasy listening
to the beautiful sinzing of the bird {I have beem  half
in love with easeful Death, line 52), but suddenly he
realizes that the Nightingale is not borm for death
(Thou was nob born for death, immortal Bird!) It  has
been heard by génerations before him. Finally, ags the
Nightingale flies away; Keats awskes from his reverie
(Fled is that musiel Do I wake or sleep).

%ode to a Nightingale" by John Keats 1s a  truly
lyrical poem because it is the spontaneous overflow  of
the intense -feelings of the poet. It has 2 neditativey

reflective tone.

C. The Eleay

The Elégy is & lyric poem of a sad or nournful
nature in celsbratiom of a dead person. Its nature has
been &e?eloped sc as to inelude not only a direct
personal loss, but also poemns of a serious and sad

nature.'Gray’s‘famcus Elegy for instance, is pot the
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result of the death of his friend or someone else, but
a result of a phllosophic meditation suggested by the
tombs in = village church yard. Pastoral elezy was very
popular in the past. It takes place in rural areas where
the shepherd spends his time singing and listening to

a Stﬂryt

On_a child wh {ve

one minute

"Into a world where children shriek like suns
sundered from other suns on their arrival,

she stared, and saw the walting shape of evil,
put could not take its meaning im at once,

so fresh her understanding, and so fragile.

Her first breath drew a fragrance from the alr

and put it back. Howéver hard her aglle

neart danced, however full of the surgeon's satchel
of healing stuff, a blackness tiptoed im her

and snuffed the only candle of her castle.

Oh, let us do éway with eleziac

drivell Who can restore a thiﬁg so brittle,
80 new in‘any jingle? Still I marvel

‘that; making light of mountainloads of logic,

so much could stay a moment in so little.

by X.J. Kennedy.

This poem is divided into two scenes. The first
scene consists of the first two stanzas, whereas the
second one consists of the last stanza. In  the first

stanza we £ind the description of the birth of a child
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and of the coming of death. The child concerned comes
into the worldylike all other children but the differ-
ence is that it has no chance to live for és soon as it
is born, éeath approaches it. Whereas other children
"shriek™, this child can only "stare®. It can enjoy just
1ts first breath. In the neantine a surgeon is  working
hard trying to cure the child's illmess , but death
comes abruptly and puls an end to its life. |
The second scene is concerned with the resction
of the poet himself. /According to him foolish sgentimen-
tal talk with 2 mournful tone in respect of this death
is of no value. He realized that the death of the child
cannot be avoided. But he admired the short 1ife that
there has been, so beautiful, and so‘wonderful, notwith-

standing the logleal Tact that it could not last long.

III. IMPRESSIONISTIC AND DESCRIPTIVE POETRY

‘It seens that there is no marked difference  be-
tween impressionistic and deseriptivezpoetry.fhese tWo
types of poetry,vin a large sense, are concerned with
the description of a ﬁarticular object or event. Their
difference 1193 in the fact that the impressionistic -
poetry is content with the exact and vivid impression,
whereas the other kind goes further; the | impressions
and insights are a symbol of something else. Compare the

two following poems 3

Foz
by Carl Sandburg

The fog counes

on little cat feet
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It sits looking
Over harbor and city
"on silent hauvnches

and Lthen moves ohe

 This is a .Zood example of an impressionistic poem
The poet's 1Mpressioné are described vividly by =means
of exact imagés;‘The-firat thing that méshmimpresses the
poet is the coming of the fog.
The fog comes very silently and slowly. Usually a = cat
walks very‘silently and slowly especially when 1t 1is
goinz to catch. s mouse. The coming of the fog is ldentla
cal with the Walking-of‘a kitten. It is  a suitable
comparison. -_
The fogz is personified. It seems to be able ,Dto
sit and to look over the harbour and the eity. After a
few moments it,moves‘on and leaves the harbour and the
city. The whole poen is the impression the poet - getils

when he sees uhe fog. A very short noem, using vivid

' imavery is enough to reveal the poet s 1mpressions. The

element o? description is only 1nd1reetly found 1in the

poeii.
Tbe\Eag;e‘

vby&&ffed, Lord Tennyson

He clasps the crag with crooked hands
Close to the sun in lonely lands,

Ringed'with the azure wordd, he stands.

The wrinkled gea beneath him erawls,
He watches from his mountain walls,

And like a thunderholt he falls.
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This poem is descriptive rather than impressio-

" pistic. The eagle is universally recognized as a bird

of power. It is not surprising that the Indonesians have
used the eagle on the Coat of Arms. We all agree that
the bird concerned is considered to be the symbol . of
povwer and protection.

In six lines, the poet has been suceessful in
deseribing how the bird acts starting from the perching
to the swoopinz down. The poem, however short it ~_is%
ig full of imagery, helping to create the tone “ and té
enphasize the theme. The bird is substituted with the
propoun 'he' 1nstead‘of"1t'. The uée of the word
‘he’ 1nstead_of“it*, and alécﬂ‘hands* instead of
Telaws® is ealled peFSOnifieatlon. To achieve a vivia

description the poet also applies an alliteration as we

£ind in the first 1ine (He ¢lasps the ggag with g;poked
. hands}). The bird is perching on a high mountain, . sur-

‘rounded by the blue sky.

The second stanza describes the sea below  the
bird The sea is Wrinﬁled because of the waves. The

bird watehes the wrinkled ses Trom above, and then he

falls down like a thunderbolt. A thunderbolt has a
very strong power and seems full of mystery. It is,
in some way, jdentical with the eagle. In this we

find a comparison whieh is called simile.
The eaﬂle, as the symbol of power or protection,
is vividly described with the help of the use of  Yal-

1iteration, personification and simlle.




' I. THE BIOGRAPHICAL AND THE PHTIOSOPHICAL APPROACH

Chapter 5

THE EXTRINSIC APPROACH

TO ANALYZE 4 POEM

From the extrinsic point of view, a work of art
is determined by its internal and external factors.There
fore it might be wrong to say that a poem is just the
produét of the internal factors without paylng any at-
tention ito the exterhal factors. The blography and the
philosophy of the poet are coﬁsidered aé the internal
factors, whereas the eGOROMic,'social anﬁ © political

conditions are eonsidered as the external factors. &

'work of art can be said to be produced by any and all

environnental factors.

The deseription of the personality and the 1ife

of the author or poet can be a great help in  poetical

study. Seen in this light, bicgpaphy or _‘the‘ ‘written
story of 2 person 's 1ife plays an important role jin

tracing back some asPects of a poem. This is also true

- for understanding the poet s philosophy; The blography

will reveal something of the poet '8 personality and life

_ which mignt be at the background of hls poetry.

-We must be ccnseious of the fact that the . rels-
tion between the private 1life of a poet and his creation
is not a simple relation of cause and effect.J It is

completely wrongz to say that poetry 15 simply .the trans-

-gription of personal feelings and experience of the poet.

1f we find that there is a close relation between  his

1ife and his poetry, the lattier should be considered as
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a 'mere’ copy of 1life. The poet’s exPeriences very often
are conventionalized in the form of the poem.

Biography is an ancient literary genve. It mnakes

no difference between a poet, a dramatist, a  nobleman
and a‘man‘of‘no’social importance. Biography can be
studied as a means to reveal, in a certaln poet, the
actual production of poetry. 4s a scienee it ‘has an

interest in itsell and as a systematic study it ean help‘
to explain the poetic process. For our purpose we take
the first value & that 1t can help to eiplain ~ and
illusinate the actual produetion of poetry.

It is of no value fcr us to know all the details
in the biography, say the poet's documents, letters, re-
minicenses, autobiographicgl stabements, We are ' only
concerned with some aspects which have soﬁethinw to dd
with his work of art. This blographical study will help
us to kunow his phiios0phy, character, interest énd alsom
his eritical notes on poetry. Sometimes his auto-
biographical statements and also his eriticisms on poet
ry‘throw a light on his péetry; | - |

| Samuel Tajlor‘ﬁoleridge, hesides7wfiting ‘poems
also wrote‘”Biographia‘Literariah which is considefed
as his eriticism on poetry. In his "Biographia Literaria“

we find a Suatement like this %

"I have used the narration chilefly for the purpose .

- of ziving a continuity to the work, in part for the
. sake Sf the miscellsneous reflections sugmested  to
me by particular events, .but still more as intro-
dﬁctory to the statements of my principles in
Polities, Religlorn and Philosophy, and an  applica=-

tion of the rules, deduced from philosophical prin-
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ciples, to poetry and eriticism.”

(Biographia Literaria :
Chapter I).

| S¢Tféﬂoler1dge has writien in prose something

which cankbe a gﬁide tb analyze and to enjoy‘his‘ poens.

From resdinz the "Biographia Iiteraria" or "Biographical
| Sketcheé of his 1itérary”life and Opinions™  we  know
thevpoet's prineiple im politics, religion and philo-
sophy and their application to poetry and eritielism.
Reading the Biographia Literaria is the same as reading
some aspects of his biography.

We can draw the conclusion that blography = mnay
vexﬁléin and illuMinaie‘a gfeat deal of allusions or even
words in a poet's worlk, and helps in studying the liter-
ary deveiopmént of & certain poet, the growth;‘ maturing

and decline. Eere‘are sone examples of its advantages @
‘When you are old

When you are old and grey and full of sleep,
and nodding by the fire, take down this book,
and slowly read, and‘dréam of the soft look
Your eyes had once, and of their shadows deep,
How mahy loved your moments of glad grace,
And loved your beaﬁty with love false and true
‘But one man loved the pilgrim soul in you |
And loved the sorrows of ydur chaﬁging‘face
And bending down beside the zlowing bars,
Muraour, 2 little sadly, how Love fled
And‘pased'uppn the mountains overhead
4nd hid his face amid the Crowd of stars.
 (W,.B. Yeats).
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When we read this poen, the first thing that

might comne up in our wmind is the question whom does the

word “yau refer to? The whole poem is actually domi -~

nated by the relation between the speaker, in this case

the poet himself, and the person he is aédreasing. With-

out knowing whom the word "you" refers to, we might fail

to understand the poem. The person he is addressing con-
‘stitubes an imporiant element in the poem. How éan we
1dentify “you" in the poem? The enswer is simple. It ecan
be explained byvreading the,biography of the ppet.

From several resources, especially from the many
biogzraphies and critical studies, we know that during
his lifetinme, W.B. Yeats fell in love With | a lady
called Maude Gonne. Unfortunately that love was never to
find physicel fulfilment. According tq George Moore, all
Yeats's best poems had been inspired by such a condition.
In this poem W.B, Yeats is musing about what would hap-
pen if his beloved should grow old. She would sit and
sleep all the timemﬂfhus the word “"you" refers to Maude
Gonnes

Each tinme when we read his poems, we frequently
£ind some words or sentences or even the whole poem re-
ferring td,his love for Maude Gomne. Sone examples uizht

elarify this fact.

"My mind, because the minds that I have loved,
‘The sort of beauty that I have approved,
Prosper but little, has dried up of late,
Yot kmows that to be choked with hate '
an well be of all evil chances chief"
(& prayer for my dsughter)
W.B.Yeats.
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"Helen being chosen fpund\life flat and dull

And later had much trouble from a fool

While that great Queen, that rose out of the spray,
Being fartherless could have her way,

Yot chose z bandy-legzed snith for man.”

(A prayer for my daughter
W.B.Yeats).

"That the topless towers be burnt
" And men recall that face,
Move most genitly if wmore you nust
In this lonely piace
She thinks, part woman, three parts a child

that nobody looks, her feet.™

(Long-Legged Fiy :be W.B.Yeats)

In these three qﬁotatibns we find some lines con-
cerning ¥aude Govane. Sometimeé the poet does not  refer
direetly o her, instead he deécfibés\something labout
"Hgnlct'. Helen is considered the most beautiful woman
in thé world and is used as the image of Uaude Goyne.
There ére some similar charactéristics between the two
| women.rfherefore if the poet refers to Helen, he §m-
plicitly refers to his beloved. In the third gquotation
the poet seems‘to mock her by saying "she thinks, part
y wamén, three parts a child®, |
Maude Gonne is Qonsidered as 2 child rather than & grown

-UD WOmANa

Some people frequently consider poetry as "ideas”

naving & formal arrangement. Other people are of the
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opposite view; They do mot believe in any philosophical
relevance %o péetryi One thing that we shquld bear in
nind is that however philosophical a poem is, it is
st11l 2 poem and not philosophy. Poetry which 1is  full
of ideas should be judzed not by the value of the mate-~
rial bﬁt by the degree of its artistic beauty;
In "P.S, Eliot : Selected Prose” {edited by Johm

Haoyward), T.S5. Eliot says 3

"The poet who thinks is merely the poet who can ex-
press the emotional equivalent of thought. But he
is not necessarily interested in tﬁe thought it~
seis", 1

‘Poetry is not a substitute for philosophy er
theologzy or religion. Itthas 1ts own functiion vwhich is
the emoitional expression of the thought rather - than
the théught itself, :

Dy, Wellek, in his book "Theory of Literature” p.
111, says 3 "To be sure, literatﬁreraan_béj treated as
2 document in the history of ideas and philasophj, for
literarj‘history parallels and reflects intellectual
history. Frequently either explieit statements or ale-
lusions show the alleziance of a poet to a specific
philésophy, or establish that he has had sone direct
acquaintanee with philosophies onge well known or at
- least that héyis aware of thelr general_assumptians,"
Thus Dr, Wellek is of the opinion that there is  some
philosophical relewance %o poetry; although he has‘ an

objection to the execessive intelieetualisn of the phiq‘

1T.S.fEliotx= Selected Prose, ed. John  Hayward,
P 53. . - | :
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losophical apﬁrea&h.

Since there is no close integration between phi-
Josophy and poetry, we must not be deceived by the  ex-
cessive use of the:philosophical approach only. The
relation between philosophy and poetry can be seen in
écme of the worke of the Enzlish poets. Hardy reflects
the pessimistiec atheism of the tizme, while Hopkins shows
the effeet of his stvdy of Duns Scotus.

Therefore what is necessary irn stuldying the poens
belongiﬁg 1o the Romsnticists is first to ‘study the
philosophy of the individual poets, which they certainly
héve. Just 1ike in the case of the biography  of the
poet, we can iiluminate a cértain word, line or a poenm

by studying the philosophy of the poet.

Heredlty

I zam the fanily face.

Flesh parishes, I 1ive on,
Projecting trait and trace.
_Thfough time to times anonm,
-Apnd lesping from place to place

Over oblivion.

The years-heired feature that can
In curve and voice ahd eye |
Despise the human span

Of durance -~ that is I

The eternal thing in nan

- That heeds no call to die.

Thomas Hardy.
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‘It seems that this poem conveys more thnughts than
feelings. It has only one main thought; fq a certain'
degree we can study gn& enjoy thé poen ﬁithout - refer-
ring to the poet's philosophy. But if the aim 18  to
analyze-the poen thorouzhly, a little kﬁéwledge aboutb
the philosophy of the poet will be of great help.

Thonmas Hardy‘is interested in the past. He | be;
lleves in the faet that whatever ﬁas liﬁed, will iive
forever in oné form or another. The body has its resur-
rection in trees and flowers. The‘hands of the desd-
pérson hover over the kmock of the old furniture;k He
slso believes in incarnation; that is “being clothed
with a'body‘of flesh,” such as the devil can incarnate
in thé forms of animals. | | |

 Tnis thought mey be relevant to the poem quoted

above. ?hérmeaning_of heredity is the tendency of 11?1#2
things {plants, snimals, ete.) to pass on thelr charac-
‘ter'iéticé ‘to‘ the following generation. Accordingz to
‘Hendel, heredity 4s the characteristic that coryrelates
between‘a 1iving thingz znd eithér‘its foraer generation
or its off-spring. It is an essential part of a living
thing. It shows the distingulishing characteristics of a
plant or an animal. ‘

| Thomas Hardy considers heredity as the  "family
face®, The face is that part of the body  that is es-
sentiai“in differentiating between one person and others;.
#Althouzh our body perishes, heredity will live on for
zood, as it is said in the 1ast line "that  heeds no
call to aie.

‘The.poem above is actualiy connected with the

philosophy of %the poet. Therefore Lo spproach it we
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need an wnderstanding of his philosophy.

The Rine of the fncient

HMariner

Part 1.
It is an ancient Mariner,
And he stoppeth one of three.
"By thy long gray beard and glittering eye,

Now wherefore stopp'st thou me?

The Bridegroon's doors are opened wide,
&nd I am next of king
The muests are nel, the feast 1s set

Hay'st hear the merry din”.

{S.T.Coleridze).

In "Biographia Literaria® Coleridge says that he
directs his poeun "+o persons and characters supernatural
or at least romantic, yet so as to transfer from our
inward nature a human interest and a semblance Af truth
sufficient to procure for these shadows of imagination
that. willing suspension of disbelief for the moment,
.which constitutes poetle £aith."® In‘short, Coleridse
‘Was to describe the 1ﬁcredible in such a way that it
would seem real. How far can we apply this thgught | to
“the pgequuoted above? |

The anclent Mariner‘is considered to be a man of
"supernature", having a long gray beard and  slittering
eyes. For us 1%t is an ineredible story. We do mnot be-

lieve that this is a true story. Yet the poet is able

lS.T. Coleridge, Biographis lLiteraria Cho.XIV.
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to deseribe it in such a way that the story seems to be

- reals

The subject natter of the poem is in aeeerdance
with the philosophy of the poet. The 1033 narrative poem
can be analyzed better by somne understandlng of the

poet's thouuht.

I1. THE HISTORICAL AND SOCIAL APPROACH

Usually when we speak about hlstory, we do mnob

refer. to a marticular person or thing but to the people

‘and society of a ceriain country viz 2 The history of

England, 4 new history of Scotland. The historical ap-
proach for analyzing a poen is in close connection with
the social zpproach, for it is the society that mnakes
the history of a people. |

The relation between socliety and poetry is mot at

the same iime a simple relation of cause and effect.

There is great poetry which has 1little or no social rele

vance. Social poetry is not just ome kind of poetry.
Poetry‘is not a substitute for soclology or politics.
It has its ovn jus%ification and ainm.

Since each poet is a member of soclety,his works
of art‘reflect some aspects of the society he lives in,

from the socisl and political polnt of view. What  are

the opinions of the modern writers sbout the relation

between soclely and postry?
John Wain says :
?Brdadly speaking it can be taken as true that every
serious aritist is engaged in wrestling the problens

that Face the civilization he happens to live on. "

ipe, May 1957 vol.4,h0.5,p.52,
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‘Ray_Fuller gives another comment 3
"Sd, 100, the.preaise direction of political or so-
cial orientation secens to‘me less important than its
depth. In other words, the writer's work (as dis-
tinct from the journalist’s) is to transform the

political and soeial world into the moral world."!

Philip Larkin's account 3
"I am quite happy to agree with the implication for
instance that good writiﬁg is most likely to deal

with present-day situations 1n present-day 1an@uage "2

John Wain'and Philip Larkin are, in some way, of
the opinion that gobd poetry shoul&,repreéenﬂ tﬁe situa-
tlon and 1life of the society he lives in. Roy Fuller
sneeifies a bit nore in saying that what is important
is not the political or social orientation, but rather
the transformation of the political and social world
into the moral world.

The writer believea.that‘a‘particular‘poem should
represent the.soeiety in which thé‘poet_liﬁes,Therefore,v
sometimes the?soeial background can illumiﬁate the nean-
ing of a wor&, of a phrase, or even of a whole poem. |

How far 18 poetry actually determined by = the.
SOGLal change and development? Wellek is of the opinion
that it is false to say that poetry, at any ziven tine,
mirrors the current social condltion correctly and pre-
cisely. OF course, a poet inevitably oxpresses his ex-

perience and his total conception of 1ife; But it is not

1. o i : oL
The Londdn Magazine, May 1957, vol.4, no.5,p.43.
2Id - p o 1!’6 - | | ‘
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true to say that he expresses the whole 1ife of a given

time completely and exhaustively; The relatiom between
sociéty and poetry, to some extent; 1s determined by the
sociology of the poet and the inTluence of poetry on So-
ciety. According to Wellek "the social origins of a
Writer play only a minor part in the questions raised by
his social status, allesiance, and ideclogzy; for kriters,
it 1s-cleaf, have often put theaselves at the service
of another ciass", (Theory of Literature p. 97). Thus
a poet belcnging to the lower class must not necessarily
describe the social conditions of hils class.dbove ail,
the poet is a citizen. He has spoken on qguestions or
s ssues of social and political importance happening in
his tine. |

Sonme of W.B. Yeats's poems are inspired by the
revolutionary spirit of his time and by the social con-
ditions. |

The Second Comning

Turning and turning in the widening gyre

The falcon camnot hear the falconer

Things fall apsri; the centre cannot hold;

Here anardhy is loosed upon the world,

The biocd-dimmed t3de is loosed, and everywhere
. The ceremony of innocence is drowned;

The best lack all eonﬁiction, while the worst

Are full of passionate intensity.

Surely seﬁe revelation is at hand
Surely the second coning is at hand

The sscond coaing. Hardly are those words out
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When a vast image of Spiritus Hundi

Troubles my sight: Somewhere in the qands of the
desert

4 shape with lion body and the head of a man,

A.waze blank and pitiless as the sun

Is moving its slow thiuhs, while all about it.

Reel shadows of the indignant deserts birds

The darkness drops again, but now 1 know

That twenty centuries of stony sleep

Were vexed to nighimare by a rocking cradle

4And what rough beast, its hour come round at last,

Slpuchés towards Bethliehem tc be borm.

{({.B.Yeats).

This poem was written possibly because of  the
social and political chaos inm the twentieth century: W.B
Yeats was an Irishman. Long before Ireland got its free-
dom, 1t was dominated by the English. The dominated peo-
ple, of course, always expected someone who would séve
the people and their country. In like manner, when In-
donesiaz was still under the domination of the Dutch, the
Indonesians dreamed of a Saviour, either a king or a

Statesman who would set their country free eand bring

them to a better 1life. In such a bad condition W.B..

Yeats, as the mouth-plece of the Irish, expected the

coning of Christ for the second time. The poet Dellieved

that it was only Christ who was sble to save his people,
or even the human race. In this poenm the poei spoke d4i-
rectly $o his people so that they recogunized what was
héppening_in‘Europe, We look ﬁpon the poem &8s a memora-

ble expression of the poet's times. W.B, Yeats who was
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very pa&riotic and energetic felt horror at the cruelty
of the governments in Europe, the Communist,the Fascisi,
the Nationalist or even the Clerical and anti Clerical.

In "The Letters of W.B, Yeats" we find :

"as my sense of reality deepens, and I think 1t does
with age, my horror at the ecruelty of ‘governmeﬁts
grbws greater ..... Communist, Fascist, Nationalisﬁ,
Clerical, anti-ﬂlerica1; are all respdnsible aé;
cording to the number of thelr victims} I have not
been silent; I have uged the only vehiéle I pcsgesé—
verse. If you have my poems bj you,_lock'yp a,,ﬁbeﬁ
ealled 'The Seeond Cnming'.‘lt was;wfitﬁen\ ; ugcme
sixteen or seventeen years ago and  foretold what 1is
héppéning, I have written of the same thing azain
and agaln sinee .... I am not callous, every nerve
trembles with horror at what is happening in Europe,

*the ceremony of imnocence is drowned',t

Thus Ieats felt the cruelty 6f the modern  world
and the meaningless horror of the modern world with suéh
1nteﬁsitj that he could endﬁre to cbntemplate them only
by writing a poem. The whole poem symbolizes the Mdes-
struction” of the world (the ceremony of innocence is
drowned). The destruction i§ preeisely‘and;vividly des-

cribed in the Tirst stangza.

“rurping and turning in the widening gyreé

The falcon cannot hold the falconer”

_‘The confusion and the chaos of the;world is in-

1Quoted by John Press in the wa¢afeﬁ

]_Shade' pp
130"1.
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creasings Such a eondition makes that tha falcon cannot
hear the falconer. This figure of speeeh means that the
world is really in chaos. In Irelamd people are used to
&0 huntlﬂv W1th a falcon. There is a complete confusionl
in the mimd of the faleon that causes it being urable to

recognize its master or the hunter.

“Thinws fall apart, the centre cannot hold
Here anarchy 18 loocsed upon the world

The blood-dimmed tide is loosed, and everywhere",

If the principal falls down, the others certainly
wil} be 1ﬁ ruins. Because the governments in Europe can-
not hold their people, everything goes to destruction .
Evenywhere we find anarchy, i.é. an action against the
formal rule or government. The result of the anarchy -
brings‘soeiety into confusion. Everywheré the blood of

the ansrchist flows.

"fhe Ceremony of innocence is drowmed .
. Phe best lack all conviction, while the
worst

Are full of passionate intensity.”

All the etiquette and decent things in the world
are des»royed, 80 that the pLoua people lack conviction,
whereas the worst people are full of passion. The first
stanza; in fact, pictures the destruétioﬁ of the whole
worid as W.B. Yeats saw it in Europe.

The second stanza tells us that in such a  bad
condition the poet feels for sure that our Lord will
come for the second time and will gzive comfort to  the
world. It seens that there is no human—being who is

eapable enough of brinﬂing the world into happlness.
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The prospect of the revelation suddenly vanishes when he

" eztches an immense imaze of Spiritus Mundl :

"Surely some revelation is at hand
Surely the second coming is at hand
The second coming: Hardly are those
words out.
when a vast image of Spiritus Mundi
Troubles ny sights

The spirit of the World is found walking in a
deserted‘caunty, in the sands of the desert.  Its Dbody
is like a lidn and its head a man. Thus, although the
poet has a prospeet, the destroyed world seems irrepara-
ble, as it 1s shown by i.he walking Spiritus Mundi, as a
syabol of destruction.

| The last stanza tells us that the Spiritus Mundi
is surrounded by the shadows of the deserts birds. The
shadows will eertainly cause darkness, and this is meta-
Uhorieally the darkness of the world. AT last the poet
reallizes that since tha coming cf Christ the world ‘has
peacefully existed. Uhfortuﬂately it goes inte destruc-
tion in the twentieth century. There is no other than
just walting for thist as 1t is stressed in  the last

line : "slouches towards Bethiehem to be born.”™
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THE INTRINSIC APPROACH
 To_ANALYZE A POEM

Many things have been discussed concerning the
external approach Lo analyze a poen. But the most natu-
ral starting point for poetic anglysis remains the poen
itself;'The 4ain elements of poetry comsist of the
sounds of poetry, the méaniﬁg. the c&lourl and finally
the form. The sounds of poetry include the rhythm, al-
1iteratidn,.the.rhyme and slso the sound of the indivi-
dual words. The meaning of poetry 18 reallj what the

poet is sayingz about the subjeci matter.;The colour of

poetry consists of the imagery and figures of .speeeh.
The form refers to the structure and development of
thought.

The poet should be able to bulld a unlty and har-
nony oflsound, th@ught and tons. In arcomplete‘ anslyslis

of a poem we should observe as carefully as  possible

thcsé clenments separately and also the speaker, the

person addressed, the setting in time. and place,the tone
and dictlon, and finally gzive our value judgement.

These toplcs are important since they serve as a

guide in the analysis of a poen. The average student
systematically follovs the order, starting from the
speaker until the evaluatlon. Here are some" important

points when we deal with each topic.

-1 term used by W.B. Yeats. |




62

l. The speaker

Who is the speaker of the poen? 4Are there any
hints with regard to his charactar?‘The speaker nlzght be

the poet himself or one of the characters in the poem.
2. The person addreSSed

Is the poen addressed to a particular person  or
to a gemerai audlence? What characteristics can be drawn
from th@ speaker a8 to the charqcter of the person he is
,‘addressins? How does the speaker look at the person ad-
dressed? His attitudé éan be fevealed through what he
says and what he does. IF the poem is only addressed to
a genefal audience; there is‘no need to write about this

tQpic -
3. The setting in time and place

' The setting in time and place 1s mot always des -

cribed. Very often the setting is indirectly revealed.

We must try to find out within the poem itself. Usually'

1t is put in the begzinning of the poem. Find out if

there is more than one setting in time and place.
4, The theue

What the poet is saying sbout the subject matter.
Or what the poem is sbout. In the beginning wWe  can
state the general theme of the poem. By stating - the
theme we have a gulde which is of 2 great help in our
task. It is very lmportant to know the exact theme of
the poem because a sound evaluétiqn depends on the exact

understanding of what the poet 18 saying.
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5. The structure and development, including the division

- of thought

wa>does the poet organize his‘thoughté‘? What
are the divisiohs of the poem? Does each division  have
one main thousght? How is ihe‘felation betwéeu one divi-
sion and the others? Give an account of the content of

each division and how it is related with the others.
6. The tone

. What doeé the writer feel sbout the subject? 1Is
the tone sad, mockinsz, humqrbus, najestic or irohical‘ ?
It is particularly important t6 know whether there 1is
a énange of tone in the poem. Iry to find qut‘ the tone

of each dlvision.
7. Imagery and figures of speech

Sound, colour and form, according to W.B. Yeats
are three cssential elements iﬁ‘poeiry. If these three
‘are in musical relation to one another, they become as
1f one sound, one colour and one form, above all one
enotion. The colour of pdeﬁfy 18 mainly deterdined by

the uSebof‘imagery and figures of apééch."

*Imagery in poetry is an appeal to the senses throuzh
words. Through the senses the emotibns‘and intellect
of the reader can be swiftly stirred. Consequently

poetry makes much use ofyimagery.“l

Imagery in poetry plays an important role. A poet

1s.K, Burton: The Griticisu of poetry, p. 97.




64

does not employ imég@s just in order to decorate his
poems_ The lamagery 1s to generate postic meaning. Inages
can be classified acéording to the senses :isound; sight
{eolour or shape images); taste, smell, touech {thermal
or tactual images); movement {rinaesthetic) images. The
pﬁrases "twinkle on the milky way", “all bright and zlit
tering‘in the smokeless air®™, and "of golden daffodils ¥
provide géod examples of the sight image. "4 roaring in
the wind®, "with a2 soft. inland murmur", "up the tunul -
tuous brook of Greenhead Ghyll", are phrases that nake
an appeal to the sense of hearing.
Inagery, in é‘restrieted sensé, 19 thé sSynonym of
*figurative language®™ or figurés of sPeeéh. Fizurative
langﬁage 1# a language‘which expresses an idea in  an
1gaginative wéy, by using words or phrases out of their
ordinary meaning¢ The most ususl figures of spéech are 3
simile and metaphor. Figures of speech are a@plied to
zenerate poetic meaning and also to make concrete the
poet's experience. Without them, poeitry remains‘abstract
lifelesé,,colﬁ and calourless,‘Figureé of speech make
poetry mezorable énd beautiful. They car reanimate  the

ordinary words.

a. Slmile
A simile is the fizurative use of language in
which <%wo things are compared. The comparison is always

explicit and indicated by such words as "like" or Mas®.

"He watches from his mountain walls,

And 1like a thunderbolt he fallis™

(The Eagle : by 4.L.Tennyson)
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% e... Our éried volces, when
-We whisper together

Are quiet and meaningless

As wind in dry grass

Or rats’ feet over broken glass

In our dry cellar ceses™
" (The Hollow men:T.S.EBliot).

In the first guotation we find a simlle, using
the word "like" and in the second ane‘we‘find‘the wofﬁ
hag". Between the eagle and the thunderbolt  and also
beiween the voice of the hollow men and‘the'wind in 4dry
grass, there is some essential likeness.. The likepess

may be in guallities or act&ons. Ihe asuion of the eagle

"is in sone respect alike with the thunderbolt. Tne gual-

ity of the sound of the hollow men 1is alike with t@e

sound of the wind in dry grass or rats’ feet over broken
:813.350 ‘ _ ‘
The function of & simile 1s to make & vivid ple-

ture, to beautify and to adorn poetIy. #Although the com-

parison is explicitly described, there is always the

charm - of novelty and freshness.

be Hetaphor

A metaphor is a way of speaking or writing  1n

which a world or phrase is useﬁ to mean or describe somg

-uhing guite d@ifferent from whab 1t uaually . exprasses.

The essence of 1etaphor 18 also comparison but in an
indirect way. It is more poteﬁt1a1 and powerful than
simile. |

It seens that metaphor does not bring clarity but
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rather obscurity. The use of netaphor 1s actually to
bring elarxty and also exquisite beauty. The ao@parison

will still have the charm of novelty for the poet will

" never choose one Whlch is cbvious and coummonplace. Heta-

phor is really the best means to obtain compactness and

emotional intensity in poetry.

"We and the labdufinm world are passing by
Amid men s souls, that waver and give place
Like the pale walers 1n thelr wintry race
ﬁnaer the paseing stars, foam of the sgy

Lives on this lomely faces"

 (The rose of the World: by‘W.S;Yeats)

There is an inplied comparison in this quotation.
The stars are considered as the foam of the sxy,The word
“fbam ‘means frothy nixbure of many biny ‘pubbles, such
as that for'n on & liquid by shaking, constant movement or
fermentation. There is sonme similarity between the stars
and the:foam;‘The stars appear to be very smallul,parti-‘
cles like the tiny»bhbbles énd‘occﬁpy’this‘lonely  face
or the sky. The indirect coﬁparisén between  the stars

and the foam is called metaphor.

“ard I shall have some peace there,
" for peace cones dropping slow,
Dropping from the vells of the morning

to where the cricket sings®™

{The Lake Isle of Innesfree by
‘W,.B. Yeats).
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The word "drop" is used in comnection with the
word "rain". If **drop“ is used with the word “peace" ,

- the poet uses a metaphor. The velils of the morning are

aetually the mist. The mist is coﬂpared with the veilsm

The mist and the veils have soue equalityw The function
of the wvell is to cover the féée, and the mist covers

the world.

C. Symbol

& symbol is a sign of some kind {a word or thing)
that suggests something outside and beyonﬁ 1bself. W.B.
Yeats méntions twb kinds of symbols : emotional and ine
tellectual. Emotional symbol are those that evoke . emo-

tions alone, whereas intellectual symbols are those that

evoke ideas alone, or ideas mingled wiih emotions. The

word "rose" usually symbolizes beauty. The "sun".can be

a symbol of "light".

LI Out, out, brief candle.
Life's but a walking shadow; a poor player,
That struts and frets his hour upon the stage,

4nd then 18 heard no mOre ec...®

(Macbeth: Aet V.S0.V.by W.Shake-

speare).

®Out, out, brief candlE“, refers to the flicker-
ing and the instability of 1ife.

There are siill other kinds of figuratlve lan-
zZuagze besides'simile, netaphor and symbol. ‘Eersonifica—
tion is a metaphdr in which some abstraci tﬂing or in-
animate object is given a human nature or *ﬁéféanality.

Euphemism is the use of indirect words or phrases in-
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stead of those that are strictly required by truth, or
of mild words =nd phrases instead of unpleasant OnEes,
Examples : "This road is a bit bunpy"® - meaning that
‘this road 1s very bad; “There were some differemces of
opinion® - meaning they 4id not agree at all. So the
word "mad" is very often replaced by the word "odd" ete.

The function of imamery in poetry is to  express
things clearer, and %o zive an accurate preésentation pf
~ the intellectual. emotional and imaginative  experience
of the poet. Imagery shows an accurate pérceptien; Fig-
- urative lanzuage provides the pleasure of'Surprise in
the recogpnition of hidden reseuzblances between the

" things compared.

8, Diction

‘Diction means the chcide of.WDras in speaking or
writihgf‘POetie diction means the‘ehoiceygf words and
phfases‘for’uSG in poetry. The dietién in poetry should
 get special attention for 1t serves an important  ele-
mentﬂin poetry. |

" The poet should be able to choose the right  and
' éxac£ words to express nis thoughts and feelings, Paint-
ers, composérs‘and poets are‘always>trying o explore
the potentialities of their medium, painters with their
colours, composers with their notes and poéts‘with the¥r
ilaﬁguége; New combinatiouns, shapés and meanings must be
produced by means éf their material. 4s poetic,material,
words aere used in a different way aﬁd“serve‘a different
purpose. | |

in_poetry the value of words depenés; partly on

their sound and partly on assoclations they have.In fact
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the latter are more important than the formers The as-
sociatidﬁs are detérmined by the denotation and also the
connotation of the words. The denotation is the most
precise poseible meaning of the words. The connotation
18 the sdditional mesning of the word. It is really the
connotation that constitutes the poet's chief tools
What words are the best for poetic languaze? W.
Wordsworth stresses the use of the real language of men,
that is men of low and rustic 1ife: The language of
these men is adopted because such men "hourly communi-
cate with the best objects from which the best part of
language is orizinally derived, and because,; from their
rank in society and theFSameness and narrow circle of
their intercouréeg being less under the 4influence of sp
cial vanlty; they convey their feelings and motioms in
simple and unelaborate expressions: Personifications of
abstract ideas rarely occur and are uttérly rejected as
an'ordinafy device to elevaté_the styie and raise it
above prasesﬁl | |
Eoﬂevérg Coleridge objects to théword "real” and
replaces it with the word ordinary or lingus communis,
Furthermore Coleridge says that the language of poetry
vshould‘not iimit itself to the lanzuage of men of  low
and rastic 1ife. Aceording to him every one's  language
varies according to the extent of his knowledze,  the
activity of his faculties, and the depth or quickness of
nis feelings: It is therefore not wise %o adopt the real
language of rustic peoples

Keats prefers to use eoncrete diction. He is

1W Wordsworth: Preface to the Second Editlon g;
Lyrical Ballads.
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always tasting and feeling. He also sees the sparrow
as a sparrow, he smells the smell of”the wild fiewer
he feels the grass. His language 1s more concrete and
nore physical. Everything ih Keats's poens can be

"esten" i.e. physiecally experienced;

- "o one who has long been in city pent
'Tis very sweet to look into the falr
#And open face of heaven, to breathe a prayer

Full in the szile of the blue firmament.,”

{B> one who has been longz in

eity pent by J. Keats).

The word "sweet" usually refers to  the taste
of fruit or focd. J. EKeats tries to taste everything.
The beautiful scemery is not to be looked at, rather
to be tasted.,The“béautiful scenery 1s open to the
"poce" of heaven. Heaven is an abstract thing but he
makes it concrete by adding the word "face" which is
conerete béeause we can see it.

@,ﬂ. Hopkins suggests that poetle language should
be the current language heightened, to any degree height
ened aﬁd‘unlike $tself, but not obsolete. He doesn't
like too moderm or too archale language. If we read
Hopkiné's poens, we find that his language is difficult.
He has created some new words and combinaﬁions of words

which are strange to us.

From those several opinions about the language of
poetry, we can draw the conclusion that the postic lan-
guage used by one poet differs very much from that wused

by another. Poets choose their words largely in accorde-~




71

ance with their interests. However, the words should be
connotative, concrete and specific. A& sense of ‘novelly
and surprise should also be maintéine& in pbétie lane

ZUaZes
9. The Sounds of Poetry

a. Rhythm

Rhythm car be defined as the regular repetition
of anything. This regular repetition when it is heeded,
gives enjbyment, The desire for rhythm is ‘universal.
The recognition of it iS’instinctive,

Rhythm in poetry can be suggestive and help to
create a feeling of significance. It has a special ef-
fect on the emotions apd it may zive pleasure in 1itself.
Rhythm constitutes one difference between - poetry and
pfosé. PThis does not mean that prose does not have

rhythn. The difference lies in the fact that poetry has

a nore regular rhythm than prose. In poetry we find
. what man expects, that 1s the rhythmical patterns of
sounds. It 18 one element that all poets, from all

parts of the world, at any perlod, nust pay attention

‘to. People prefer smooth and rhythmic perfornances to

- jerky ones.

Rhythm becones a means of expreséing enotion
quite independent of other elementis, such as 1mageny;
Different kinds of rhythm comzunicate different  tones;
Quick iight rhythm suggésts ar exciting or cheerful tone;

Slow measured rhythm suggests sadness or solemnily.’

1. Non metrical rhythm in poetry

Non metrical rhythm in poetry includes the regu-
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lar repetition of single words, phrases or clauses or
whole sentences, Repetition of phréses and clauses usual
13 is a device to emphasize something.

~#lliterstion is the repetition of similar or
like-sounding consonants gt the bezinning of words
coﬁing in close sueceséion to one ahother, for example .
"he g¢lasps the grag with grooked ‘hands". In m
English poetry, alliteration was a basic element, in mod
ern poetry it still serves as an integral element. J,.H.
Francis, in his book "A course of English Poetry" p. 3,
says that this early attempt at artistic design or pat-
tern in sound was an effective application of the prin-
ciple of recurrence. This‘principle of recufrence or
rhythm, in some form or another, is the pasis of all
verse; It is not surprising that Hopkins for 1nstance;
uses the device of alliteration so plentifully that it
becomes one of the»most characteristic featurés in his
siyle,,In modern poetry, ﬁgwever,'alliter&tion‘is - con-
sidered as an important element since it adds the rhyth-
mical element which is not metrical; though it 1is not
necessarily applied always.

' Non metrical rhythm includes consonance,assonance
pitch éndvoﬁamotopoeia;‘Each of which can be studied from

mnany Sources.

2. ¥Metrical Rhythm

Hetrical rhythm or metre is the rhythm which 1is
most épecifically poetice "Metre® usually neans measure.
It is measured in poetlry. The rezulsr repetition forms a

pattern.

The effect of metre 1s to ilncrease the  vivacity

and susceptibllity both of the general feelings and of
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the attention. The metre is closely 1linked to the thought
and mood of‘the poen. The metre, then, also measures the
accent of the thought. If there is a poet who enploys
various metrical patterns in a poem, he doeg mot only

wamt to break the monotony but to add to the forcefulae

‘ ness, proprlety and expressiveness of his verse.

G.M. Hopkins did not always apply “Running Rhythn”
or'"Common‘Enﬂlish rhythn®. The “Sprung Rhythm“ is built
up on thé eommon, actual speech.‘ﬁhat is renarkable is
that the scanning runs on without break from ‘the  begin-
ning of a stanza to the end. In the next chapter we will

deal once more with Sprung Rhythm.

b. Rhyme

“Rhyme is a sound pattern in which the last  ac-
cented vowel and all the sounds following it are ident}
cal, but in which the consonantal and vowel sounds pre-
ceding the last accented syllable are aifferent.® Thus
the word “sing" is rhyning with the word fring® and

partake with *nista ke -
Although rhyme is powerful enough to give pleas-

ure of requnition‘and of surprise, in modern poetry it

is more freely used, inner as well as outer rhyune. Poets

in these modern times do not feel so bound to the roman-

tic rule that required rhyning lines. But the modern

‘poets will use it like all other poets anywhere in the

world, for rhyme is a general poetic device,
Milton, in the "Preface to Paradise Lost"  says
that rhyme is being no necessary ad junct or true arnament

of a poem or good verse, in longer works expecially.

el ance:
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There are different kinds of rhyme,  masculine
and femine; end anﬁ 1nterna1; perfeet and imperfect or

slant rhyme. Traditional poeiry uses rhyme as a umeans to

bulld the stanzalc patterns that form the structural

framework in the sound pattern.

We can analyze a poem by following the systematic
order described above, starting with the speaker and
going on untll the evaluation. There is still = another
way of analyzing a poem which according to the writer,
is more interestihgi This is the so-called "free analy-
sis®; However,at the same %time this snalysis uses the
topics mentioned above as tools for the analysis. An

example will be gziven in the next chapter.
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A SAMPIE OF AN JNALYSIS

I. THE ACTUAL PROCESS OF POETRY-READING

The first step when we ahalyze a poem is, of
course, to read the poem thoroughly. 1If the poem happens
to be new for the readers, it might be possible to lis-
ten to it being recited by a skilful reader or the poet
himself on & record, if there is any. The first intro-
duction to & new poen or especlally a new poet, 13‘ best
done through the ear, even ito those who know the lan-
guage well., The reading sloud will help us a lot. ‘The
poem will be clearer to the mind. The underlying thought
is that poetry is speech and sqund, rather than patterns
on papers

When we listen to a poem being read aloud, we
pass over things wﬁich are not immediately understanda-
ble, because there is no time to think sbout them  and
each impression is shattered by the following words. We

grasp what we can. Our ear selecis the familiar  foras

and patterns in the mind and puts aside the rest. Final-

iy, after we have read the whole poens ﬁe have a serles
of impressions;'éome clearer than others; We should con-—
centraie on what we have.grasped. 4t the end the series
of impressions will find their shgpe‘andchrm:‘, uniting
iﬁto aﬁ inéumplete‘whale. ‘ |

Very éften it is impossible to listen to the poen
being read aloud by others. Then we can read it aloud
ourselves. In the firét instant we will see  the whole

poen al a glance and therefore it is advlisable to read
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it through first. As we éfe proceeding, we will frequen}
1y be puzzled by whet is unfailiar and this will  at
first discourage usSa. The unfaniliar wérds an& ideasiﬂbrge
us to #ﬂrk hard so that the poem gets dull long before
- we fin& ﬁhe unifie& pattern of souné énd‘tnought, ,
&fter we haverheard the poen clearly,rhythmiéélly
and 1mpressi#ely read in class.fbr instance, we can
read it silently. But\wé‘must‘read‘with due care ahd B -
tention. In the first reading we should iry to catch the

main outline of the poem, by paying attention to  the

most important words‘and expressions; The first ‘reading i

is te Nachieve a general idea of the poem, its sounding
and meéning. This‘prelimiﬁary gras? wiil prepare  the
mind for detalled understanding aftefwar&s-

As we read & poem Tor the first tine, impreésions
and reacitions are constanitly foruing in the nind. in the
second readinzg the general inpressions from  the first
reading become clearer and more detailed and the inter-
nal relations are understood better. The detalls can now
contribute to the impression of the whole. Both in the
first and the second readlng we must follow  what  the
poet 1s‘tryimg to convey. Therefore we must accept it as
it'is; We nmust keep ourselves open to the experience of
the poet.

Full understanding of the poeﬁ is the mnmain ain
of our reading. It can be achieved by reading the poen
again and again. Géreful- and thorousgh reading accompanied
by enthusiasm and imagination should always be  main-
tained. Before we get to a full understanding, we cannot
glve a tfue appreciation, and finally a true jJudgement.

When Wwe read, therefore, we are not allowed to  contra-
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dict what the poet is saying, although we have differ-
ent ideas, 4 judgemeat before a full understanding is
not a sound judgement.

ATter we have read the poem throuzh several times
there may be words, phrases or sentences which have not
yelt been grasped compleitely. It is then advisable ‘to
look up their meanings in the dictlonary. Each difficult

word should be understood completely, if we do not want

to zet a complete nisunderstanding of the poenm as a
whole.
"Ribblesdale”
&.M Hopkins
"Earth, sweet Earth, sweei landscape, with leaves
throng

And louched lovw grass, heaven that dost appeal
To, with no tongue to plead, no heart to feel;

That cansi but only be, but dost that long -

Thou canst but be, but thal thou well dost; strong
Thy plea with him who dealth, nay does now deal,
Thy lovely dale down thus and thus bids reel

Thy river, and o'er gives all to rack or wrong.

2nd what is Earth's eye, tonzue, or heart else,
| - where
' Else, but in dear and dozged man?v-‘ﬁh, the heir
To his own self bent so bound, so tied to his turn
To thriftless reave both our rich round world bare
And none reck of world after, this bids wear

Earth brows of such care, care and dear concern.™
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We will use this poem as an example for our anal-
ysis. As has been sald pefore, in order io analyze such
a poer thorcushly it is not enough just to reéd the
poem. In this the extrinsiec approach might bé of greast
help. Furthermore, Hopkins asks more attention from the
reader; and not only more attention, but  the reader
should also be more than usually weli«equippe&; nore
than usually sensitive to langusge, more curious'in et
ters of rhythm, more sympathetic %o theological and metg
physicél implieations, more patient with obseurities

which are fundamental to the understanding of the poem.

11, THE EXTRINSIC APPROACH TO :NALYZE THE POEM ENTITLED

"RIBBLESDALE' .

1° THE LIFE AND THE PHILOSOPHY OF HOPRINS

@.M. Hopkins was born in 1844 and dled 1889 at
the age'of forty-five. When he was nineteen jyears old
he went up to Oxford, which he ieft in 1867. Then he
entered the novitiate of the Soclety of Jesus and put
sside the writing of poetry. A poetic silence termi-
nated in 1875 by hiz famous work "The Wreck qf the -
Beutsq;hland“* 'However, his poetry was ﬁnkncvn‘ia his
1ifetime, and was first published in 1918 when its fine-
ness was at once recognized. |

Thus Hopkins had two vocatioms, as a  priest
‘and as & poet. As a Jesuit priest he had the idea  that
man was ereated to praise revere an@-serVe”Gcﬁ'our‘Lord,
as pointed out by St. Ignatius in the Spiritual Exer-

cises which form the basic spirituality in the Society

of Jesus. The significance of nature is that it speaks
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of God, 1its ecreator; therefcre, to lenjoy hature’s heﬁuﬂy
is a proper thing to do. |

‘Human beings are always lnterested in the beauly

of the physical world. .M. Hopking who has more sensi-
tive feslings than the average hunsp-beinzs is also in-
pressed by the beauty of his surro 1ﬁings,‘hut, it is
not the general beauty which impregses him, but the
individual, distinetive, and utteriy“ﬁnique beauty, as

we see in the poen of "Pied beauty".

"Pied Beauty"
¢.M, Hopkins

Glory be to God for dapplea things -
For skies of eouple-colouf as a brinded cowg
For rose-noles all in stipple upon troui“that swims
Fresh-firecoal chestnut-falls; finches' wings;
landsecape plotted and pleced-fold, fallo%g and

|  plowems
And éﬁl’trédes, their gear and tackle and trim.

411 things counter, orizinal, spare, strange;
Whatever is flekle, freckled (who xnows how?)
 With swift, slow; sweebt, sour; adazzlé, dinms

He fathers-forth whosae heautj is past change: Praise

hin.

Inm "pied Beauty® G.H.Hopkins is very much»impreag
ed by beautiful things that are distinetive for thelr
“pied”'beauty, things variegated in colour.

| We have seen that nature is significant because
it speaks of God. Thé poet begins the poem by honouring

God for His "dappled creation snd ends it by pralsing
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Him. The ereation of néture‘hg God is closely observed
in éhings of *nied beauty®. The word “dsppled” is almost
.syﬁegymoﬁs‘with “pied".‘“nappled“ means‘variégated in
colour, but in a speeial configuration. "Pied” is an
unusual word, meaning vafiégated or mobtley in colour.

The poem shows the lmportance of God in natural
beauty. Hopkins mentions the skies, the rose-moles, the
chestnuts-falls, the finches® wings, the lanascapé and
all trades. These things héve something in common‘ l.€0
the “dappled colour and at the same time eonstitute
parts of nature; Thus Hopkins has used "nature™ as his
subject matter in order’to recognize the grandeur of
God-and‘finally to adore Him.

Hopkins uses nature as subjecl mnatter only in
order to think of sublime and noble things; He does not
adore‘ﬁature 1tself but adores God in nature. This nmay
be the reason why his poems can only be called “"nature
poetry” in & sense. Among the Romanticists, W. Words-

worth can be cslled the first poet whose poémsaare call-

ed "nature poetry". Like Hopkins, W, Wordsworth is also

. <

interested in natural beauty. But to W. Wordsworth na-
ture does not only serve as subject matter, bul is also
consldered as his "God". In "Tinternm Abbey" Wordsworth

expresses his faith in nature @

¥ e eesss Therefore am I stikl

& lover of the meadows, and the woods,

4And mountains, and of all that we beheld

From this zgreen earth, of all the amighty world
Of eye, and ear, - both what they half create
And what perceive; well pleased to recognize

In nature and the language of the sense,
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. The amchor of my purest thoughts the nurse
The guide, the guardiap of my heart, and soul
Of all my moral beingz."”

{1ine 102 - 111).

From these lines we see that W. Wordsworth: be-
lieves in nature as the guiding prineiple of his life.
He is feally‘a nature-worshipper. His religion is called
the relligion of natﬁfe.

Both Hopkinsg and Wordsworth see grzndeur in naﬁu;
ral beauty. To Hopkins, beauty has an ethical function,
neaning that beéuty nust be correlated with God, its
Creator. Thus it has a moral signifieanee, for 1t brings
us ﬁo think of God. We‘reeogﬁize +he existence sand the
glory of God just with the help of His crestlon.

On the other hand the Romanticists treat beauty
as 1f 1t has no ethical function, meaning that 1t has
no sgecial purpose in relation to morals or ethiés. For
them, beauily is 2 méans of forgetting the wofriés of
this world. The beautiful song of the Nightingale that
Jo Keats listens to, is 2 neans to forget the diffiecul-
ties 1n 1ife ("That I migzht drink, and leave the world
unseen, And. with thee fa&e awsy into the forest dim").
Beauty, then, is significant for 1ts own sakes

ﬁoreaver G.M. Hopkins 1s 1nterested 1n the indi-
vidual, distinctive and ublerly unique beauty. Possibly
ne is influenced by Duns Scotus's philosophy "Of the
philosophy of Duns Seotus®, says‘Dr.‘heévis, "1t nust
suffice £@ say here that it lays a peculiar stress on
the pariicular and actual, in 1iis full concreteness and

1ndividuslity, as the focus of the real."™t

lF.R.Leavis : The Common Pursuilt, p. 48.
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The psrticular and the individual beauty,of course
gives us more meaning than the general beauty because the
particular and the individual touches our heart more. In
"pied Beauty” he mentions "skies of couple colour as a
brinded cow." It is really a particular snd distinetive
colour, and not just any colour. His next reference is on
the "rose-moles all in stipple upon trout that swim™. The
fish is swimming in the river; It has a particular, &
pale pink cblcur'(silver—grey), nixed with pink coloured-
spots (rose-moles). Those colours are mixed and form the
"stippled” pattern,

From these two examples, it is enoﬁgh to show that
Hopkins is impressed by particular and distinctive beauty
What makes the things particular and distinctive? In his

"Letters to Robert Bridges", Hopkins explains :

"Now it is the virtue of deslign, patiern or inscape
to beAdistinctive, and it is the vice of distinective

ness to become queer.™t

The distinciiveness of things is determined by the de-
sign, patiern or inseape. The distinctifeness itselfl
nakes the things unique. The "skies" and "trout" that
Hopkins refers to, are unigquea. Their unigueness is because
of the virtue of the desizn or inscape of ﬁhe'colours.

If we look at the work of an artist, say a statue
or a picture, we will see that there is something strange,
‘something specific. The strangeness and specialty are
caused by the design of the things themselves. That thé
statue is strange may be caused by its form  and ap-

pesrance, and that the picture is strange, unique may be

l " R
" Quoted by John Press in "The Cheguer'd Shade", p.
2 '
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caused by the coubination of colours.

So with Hopkins it is the unique pattern that
counts, the individuality of an objeect -ﬂwhat he c¢alls
"3nscape™. This is what he above all aims at expressing
in his poetry. Inscape concentrates on the particular
and individual rather than ﬁhe zeneral and universal. As
the individual thinzs have inscape they are capable of
showing God's beauty. Hopkins sees God in mature, ‘ﬁot‘
limited %o the superibr ereation only. such aé man.

. Fron the noun“”inscape“, we derive the verb "to
inscape”. This word means the aetivity of the poet to

give individusl characteristics to the poeticvobjeet.

¥ caught this morning morning’'s minlon,Kingdom

of daylight's dauphin, depple - dawn - drawn
Falcon, in his riding |

Of the rollingz level underneath him steady Birseee’

{The Windhover).

In the deseription af‘the‘Falcon, the poet tries | to
inscape it by qualifying the bird. The poet i8 not con-
cerned‘with‘any Falecon, but With‘ﬁhe Faleon which he
saw that very morning, furthermore the bird becomes his
faw_iourite; it has many colours and it is flying above the

gteady alr.

"Nothing 15 so beautiful as spring -

When weeds, in wheels, shoot long and lovely and
lushg

Thrush's eggs look 1little low heavens, and thrush
Through'the echoing timber does so rinse and wring
The ear,‘it strikes like lightnings to hear him
sing."

(Spring).
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Here again, the poet inscapes "the weeds" and- the

Yepzs". The weeds are bundled in circles. They are just
growing and look long, lovely and lush (fresh.and green)

The egzs are also inscaped. They are thrush's eggs  and

not other bifas' ezzs. They look like little low heavens

meaning that they are of a soft blue-white colour. So it

is particular egzs that he refers to.

Inscape is closely related to *snstress®.Instress
is the sensation of inscape or of any vivid mental image.

It is the force that 1s inherent in a person or  thing,

the force that has a dynamic power, while inscape is
static. Inscape and instress go hand in hand. Inscape

without inStress is meaningless. G.M. Hopkiﬁs in the
“Journal® edited on February 23th, 1872 wrote like thiss

"I could nmot but strongly feel in ny faney the odd
instress of this, the moon leaning on her side, as
if fallen back 1ﬁ the cheerful light floow within
_the ring, after with naglical rightness and  success
“traeingzg round her the ring, thé steady copy of her

own outline."®
On December 12th, 1872, he again wrote 3

I saw the inscape though freshly, as if my eye were
st111 zlowing, though with a companion the eye  and
the ear are for the most part shut and instress cane

not come.®2

o0

‘ . lﬁwﬂ% Gardner
P.127.

o8

anHw Bardner
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From these two quotations, it is clear that “in-
stress® is pr@ducéd by the "inscape”. The ‘1ndividuai,
distipctive beauty giﬁes the poet a feeling of - oddity
and instress. In the “Journal® edited on July 13th,1879,
he oxplained about "instress™ : "I felt a certain awe
and instress, a feeling of strangeness’.

However the existence of "inscape" is not always

followed by the existence of "instress®. As we find

in the quotation above, although G.M.Hopkins saw  the

inscape freshly and the eye and ear worked actively, he

did not find any "instress". The reason of this 1is that
he was hindered by humsn company.

"Instress" that is inherent in a person ecan be
achieved by the work of our senseé and‘aisq our mind. 4s
in the poem "Pied Beauty" the poet himself feels  the
oddity ané stangeness pf the dappled things through
his own observation i.e. by his senses. The readers will
also find the same feelings when they read the poem, but
their instress is achieved with the help of their  ima-

gination.

endseape plotted snd pleced-fold, fallow and

p}.O ugh“ -

G.M. Hopkins saw the "inscape" of the landscape.
He:Saw the field of random size, shape and colour - "some
used as sheep fold, green and nibbled smooihj sone
lljing‘fallow, rougher and gone to rank grawth;and still
othors brown and ribbed with the furrows of the plough"®

The readers will get the same "instress® as the poet got

%ﬁcﬁamée: Literary Tvpes and Themes,P. 543.
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1t, but the difference lies in the fact that they am
chieve it by means of thelr imagination and not by thelr
eyes.

W.H. Gardner in the Introduction of “"Poems and Prose of

&.M. Hopkins" explains :

"Instress is not only the unifyiﬁg force in the ob-
ject; it counotes also the impulse from the“inscape)
which acts on the éenses and through then Actuzalizes
the inscape in the aind of theybéholder {or rather
‘perceiver', for inscape may be perceived through
all the senses at once). Instress, then is often
the sensation of inscape ...;..., a sudden  percep-
tion of that deeper pattern, order and unity which

gives meaning to external forms.”
{Introduction XXI)

Iﬁstress aecordiﬁg to the explaﬁation qncted - P
bove dbes nﬁt only exist in the subjeet matter Dbut 1it
also exists in the‘"perce?iver” or the "peholder®. In-
stress eiisting in the subjeect matter has‘?a ﬁnifying
force" and also acts upon the beholder so that he real-

izes the patitern, order and unity of the subject matter.

2° HOPKINS'S MAIN THOUGHTS ABOUT POETRY

We have observed that to Hopkins famillar objects
do ndt'often zive the feelings of awe, strangeness and
instress. Based upon this fact in poetry he has adopted
new nmeans and techniques in order to strengthen such
feelingzs. This means that he has to put aside the famile
iar waya'of expressing thoughts and feelings that the

Ronanticists used.
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Whaot is nmew in Hopkins's poetry is only his tech-
nique of writing, for his subject matter is still Roman-
tie. Hordsworth and the other Romsnticists  strengthen
poétry by a return to simplicity of diction.‘They throw
of £ the clumsy periphrases and stilted ildioms that have
 hindered poetry so much at the end of the eighteenth
century. They show how glowing, how moving, and how
imaginative the use of the simplest words ean be in the
rizht context. |

@.M. Hopkins, however, "does not hold the Words-
worthian view that the languaze of poetry should mnot
aiffer from the language of prose."l He stresses the
use of the creative languvage. He méintains that poeti-
eal language should be the Rourrent language heighiened
%o any demree heightened and unlike itself, but not cexe
.+. 2n obsolete one."? Thus he is not eonteﬁt\ with the

| ordinary words.

The Hin ver

~ To Christ our Lord
G.M, Hopkins

| I caught this'mbrning mgrning’s'minien, king -
dbm‘of daylight's dauphin,dapple-dawn-drawn Falcon,
in his riding |
0f the rollinz level underneath him steady air, and
striding |

iy .H. Gardner

¥

@.H, Hopkins, Vol. I, p. 109.

'awmﬁ, Gardney ns a2nd Prose of G M. Ho

Introduction xxxiil.

54
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High bhere, h@w he rung upon the rein of a  whimpling
| | N A | - wing
in his ecstas§: then off, off forth on swinzg,

4s a skate's heel sweeps smooth on a bow-bend @

the hurl and gliding

Rebuffed the big wind. My heart in hiding
Stirfed fbr a bird,- the achieve of; the mastery of

| | the thing !

Brute beauty and valour and act, oh, alr,  pride,
| plume here

Buckle! AND the fire that breaks from thee +hen, a

| | billion |

Times told loveller, more dengzerous, O my chevalier!

‘ / ‘

No wonder of 1t : sheer pléé makes plough down sll-
. lion

Shine, and blue-bleak embers, ah my dear,

Fall, gall themselves, and gash-gold-vermillion

When we read this peem‘We‘fiha that a largze nuz-
ber of words seem to be strange and cdd.,They are wmot
found in‘daily speech, The word *minion", for exauple
rarely occurs in daily conversation; Instead the words
"ravourite” or “pet” are‘éommanly heard. Also the word
"jauphin® is really a French word, meaning *erown
prinée“w One of the Koy words in the poem,; namely " the
word "Buckle" is surprising to us. It may mean #to zZive
way to" “to fasten the belt with a buckle" or "to
prepare to work". There are still mény‘unfaﬁiliaruwordé
such .as "a bow-bendﬁ,,WSheef‘ploéﬂ, "s111ion™,  ™plue

-bleak embers® and "gash gold-vermillion". In fact
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the use of the word "cauzht®™ in "I csught this morning
morning's mihions” though 1% appears simple, practically
is a bit neightened. The ususl meaning of "o cateh" 1is
to stop the movement of a thing or person be getting
hold of it or by holding something inito which it may
come. The poet, in this case, does not really so as such
but he only catches:the blrd with his‘eyeéu

Froa the examples above, it is ¢lear‘ pow that
Hopkins is not content with ordinary Words;‘Instéad he
lopks;fer the 1hdividuality, the distinetiveness af

‘words, so that the instress is freshly achleved and

thereby étrengthened; ¥ords as universal‘éymbols are nob
powerful enough to produce the 1nstressi‘ﬂbcorﬁingt té
Hopkins poetry is "an exploration of the‘possibility of
1aaguage". |
The deviation of poetic language from the conmmon
words produces "a salutary shocks; 2 redoubled atitentive-
ness in the reader"; Hopkins's diction slso produeces an
air of strangeness, oddity or queerness,‘beeause the alm
of poetry is to move, to exeite the reader. - A8 " to

Hopkins's diction John Press gives a comment as followss

"It is precisely this departure‘f?om the coummonplsace

‘language of dally speech that lays a poet open to

the charze of being wilfully obscure."t
A poem may be obscure becsuse of the cholce of
words, Words which are not commonly used will produce
*obseurity®. This is especially true for Hopkins. The

individuality of Hopkins’s'vocabulary is made  up by

coinages, compounds, archalsms gnd provincislisms. He

150hn Press @
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also barrows‘from other languages, French, Greek or
Latin; ‘

Phe word "louched™ in ™louched low grass® as we
£ind in the poem "Ribblesdale™, is a coinage of his. The
word sizply means "siouched or slouchinz". He compounds

words by urhyphened adjectivel groups.

"For rose-moles & iople upon itrout that swim"

(Pied Beauty)

"0f the poliinsz level undermeath him steedy air.”
{The Windhover)

"There lives the dearest freshness deep down things®

(God's Grandeur)
or by means ol a hyphen

"For skies of gouple-colour as z brinded cow".
"iandscape plotted and pieced-fold, fallow and
plough.” (Pied Beauty).

-~

*Dapple-dswn-drswn Faleon®
"Shine, and blue-bleak embers, ah my dear"

{The Windhover)

or by fusion

"World of wanwood leafmesl®
{Spring and Fall)

The phrase means "pale dead wood and leaves which
nixed up". The prefix "wan" jndicates "deficiency” as in
Ryanworth,® 1t also means dark or gloomy. The fusion of
"san" and "wood" neans %rale Gead wood". "Leafueal®means
éone by one the‘ieaves fall, and then rots into VMealy

fragments®,
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or by the applicatlon of the “compound by substitution.™

Thy river, and o'er glves all o rack or wronz'.

(Ribblesdale)
We have never heard before the phrase 4o rack
or wronz", instead we often hear the expression "o

rack and ruin", meaninz to "destruction". Hopkins's conm-
pounds words ﬁake a new and diginetive whole.

The old words or the archaic words he revives afe
mostly from Shakespeare and other Elizabethans, but he
does not borrow so freely. The word ¥prinded® in  the
expression “"For skies of couple-eblbuf as 2 brinded cow"
is an archaic word. The word means "yrindled® or "having
stresks of lishter colour on black". #nd also the word
Ra33130on" in the sentence “sheer plod makes plough down

s311ion”, measns strip of arable land, furrow.

®; cw-latched in leaf-light housel his too
huge godhead”.

{The Bugler's first communion)

In the guotation above we also Tind an archalisn.
Thne word "housel", has the meaning of "the conseerated
Specieé of the Bucharist®. 4s in his more numerous ar-
 eha1sm, Hopkins adopts a2 few dialect words of peculiar

force or appropriateness.

"Dezzed with dew, dappled with dew
" Are the mroins of the braes that the brook - treads
 through," |

(Inversnaid)

The word "degged™ 1s dialect, neaning “sprinkled®
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2&nd alsc the word “fashed" in ¢

%0 why are we so hagsard at the heart, so
Garc-coiled, care-kxilled, so fagzed, gso fZashed,
‘g0 cogmed, So cumbered,; seess’

{The Golden Echo)

is also a dislect word, meaninz “troubled or vexed".
Something worthwhile which remalns to be said 1is
concerned with Hopkins's syntax, imagery and rhythm_”ﬁrag
matical structure of Greek and Latin poetry sugzested
to Hopkins as 'esemplastie“l syntax which would coubine
greater freedom‘with a more compelling unity, concentra-
tion, and distincti#eness or ‘inScape’“E._* The syntax
‘will be treated in aceordance with the rhythm, because
the various elements of style must be sirlctly inte-
grated. To serve his purpose he aﬁopts 2 kind of "Sprung
syntax", “an arbitrary system in which words (1ixe
stresses), instead of falling into thelir conventional
positions, are ﬁlaced where they are required to express
the shape and movement of individual thouzht® (Read™@.M.

. Hopkins® by W.H. Gardner Vol. I about syntax, D. 142) .

%It gathers to a greatness, like the ooze of oil

Crushed. Why do men then now not reck his rod?™
(God's Grandeur)

e word "Crushed™ is put in the beginning of the

l"Moulding into one"- a word coined by Coleridge
for the Imagination, the "esemplastic power". '

EQ.H. Garper : G.M. Hookins, Vol. I, p. 142,
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new line, although it is closely related to the pre-
ceding line. The effect of such a position is that the
word must draw the special attention of the reader.

The Repetitlion and parallelism in syntax are remarkable
" and so are the accumulatiom_of'imgges to illuminate one
central idea. They also glve emphasis to the rhythm, and
intensity, precliseness to the diciion. In short Hopkins

breaks up the plaecid normality of conventional'grammara

Hopkins's imagery ranges from the simple child-
_ 1like up to_the“metaphysical“. The use of inmagery to
Hopkins is not only to meneraie poetlc meaning and also
to make cenerete‘the poet's experience; but also to
produce the individuality, distincbivehess or  inscape.
The 4imagery we Tind in "Thrush's ezzs look little  low
heavens", is really a simple imagery and it is consider-

.ed ehildlike.:

*I caught this morning morning's minion, King-

dom of daylight dauphif, eeess®

The word "dauphin" in this context belongs to his
mature 1magery.‘lﬁ‘this-ease the word "dauphin®™ becomes
the symbol of Christ. When the poet says that the dau-
phin is the King of daglight, certainly he refers to
Christ beinz the king of "1ight". Dauphin is used as the
‘image of Christ, therefore it belongs to his higher and

sublime imagery.

Lastly we must comment on the kind of rhythm that
Hopkins has adopted i.e. "Sprung Rhythm™. In his letter

- to R.W, Dixon, October 5th 1878, he wrote :
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®I had long had haunting my ear the echo of a new
rhythm which now I realized on paper. To speak shori
1y, it consists in scanning by accents or  stresses

alone, without any account Of.th@ aunber of sylla-

bles, so that & foot méy be one sﬁrong syllable, or

it may be many 1ight and one strong."t

Further he gawe some instances &

Dfﬁg, déng, béll.
Whb put her in ?
Who pulled her out?
Little Johony Thin.

Usually, Sprung Rhythm is measured by feet of
ffam-cne to‘four syllaﬁles, and for particular purposes
any numbef of weak sgllables may be used. In “Poems and
Prose of Geratd Manley Hopxins" (p.9), W.H. Gardner ex-
plaine that Sprung Rhythm “has one siress, which fallson
the only éyllable, if there is only one, or, if there
are DOre:; e.+e.s on the Tirst and so gived rise to four
gsorts of feei, a monosyllable and the so called aC—
centual Trochee, Dactyl, and the First Pacon".

The running rhytha or the ecmmon-rhythﬁ, as the
opposite of Sprung Rhythm, asccording % o Hopkins, does
not come to 1ife. Running rhythm is measured by fee& of
either two or three éyllables-and never nore . or  less.
Every foot has ome principal stress and ‘the syllable on
vhich the stress falls maylbe called the stress of the
fdat and the other §art; thé oﬁe or iwé. unaccented

syllables, the Slack.

Y4 .H. Gardner : Poems snd Prose of G.M, Hopkins ,
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Examples 3
I wéhted to knéw what had héppened
A bit bdring is the end of the book

ﬁcrdés the ro%d there stéﬁds‘a h&ﬁse

Verse written strictly by the running rhythm will
become same and boring. 4 departure from the running
rhythm is the use of the "Counterpoint Rhythm". This 1is
| a means to glve a particular stiress or interest to par-
ticular word. Counterpoint Rhythm means "the putting the
stress where, to jJjudze by the rest of the measure, the
slack should be and the slack where the siress, and this
1s‘done freely atb the'beginning of a line and, in the
course of a line, after a pause; only scarecely ever in
the seécnd oot or place and never in the last, unlsss
when the poet designs some extraordinary effect; ....“‘1
Exanmple ¢ |
- Ihou mgété%{ég ne G54
4FQ th gT1484 c3r of ady

Iirf we'coﬁhtefpoint throughout, then we have
"Sprung Rhythm". If we read the poem "The Windhover'once
again; we will Find that it seems we are not allowed to
take a rest‘in the middle of the poém. InstFead we  are
forced te read the‘whole poen froﬁ tﬁe bezinning to the
end. Thus in “"Sprung Bhythm" the scansion runs from the

begioning of‘a stanza to the end.
Since to Hopkins poetry should be resd with the
ear and nat'with‘the eye, he also pays very wmuch at-

tentior to the sound-texture; for i1t cannot be separated

lwwﬁgﬁardner: Poens

P 8&
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from the rhythm. #lliteration, assonance, internal full-
and half rhyme will zive richness to his language, and
also bring out subtle:relationships between 1ideas and

images and gulde to the rhythmieal stresses.

III. THE INTRINSIC APPROACH TO ANALYZE THE POEM ENTITLED

"RIBBLESDALE"

1. IHE MEANIRG OF THE INDIVIDUAL WORDS AND THEIR GRaAY

MATICAI, FUKCTION

Before we starit anzslyzing or expleininz the poen,
it will also be better first to deal with the nmeaninge
of the ipdividual words and their grammatical funetion.
We.afe'éure thaﬁ without knowing the exact meaning of
the individual words and their granmmatical function, we
mizht explain in the wrong way. Especially to explain
Hopkins's poenms We nust be carseful and well-equipped,for
thé'choice of the diction, including the meaning of each

word, seems to be "strange".

Ribblesdaié s It is the title of the poem. It is the
valley of thé‘Ribble. The river flows in  Lanca-
shire. The word begins with a friecative sound and

- the second syllable begins with a plosive fol-
lowed by a lateral. The pattern of a plosive

aceompanied by a lateral is the poet’s <favourite

sound. Such a pattern can be observed in the

words ¢ dappled; bu@kle, plead, plough, etc.
Earth: 1. this world : the plamet on which we live.

2. land and sea (contrasted to the sky)
sweet: 1. having the taste of sﬁgar

2. fresh snd pleasant
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3. pretty, charming, beautiful

sweet earth : the earth is pretiy or beauiifuI_ ; The
"peauty™ of the earth is the manifestation of
God's beauty.

landscape ¢ a plece of land scenery. 1t is Ribblesdale
that the poet refers to. Belng a pari of the
earth, Ribbkesdale is also charming.

leaves : thé‘plural form of "leaf". It is one of

the flat, green parits of a plant;.

throng ¢ a crowd, a gathering.
louehed . : slouched, slouchingz. The noun  ¥slouch?
means a careless, bent, stooping attitude.  The

word refers to the grass. The phrase "louched low
grass" means "the grass is stooping so low".

heaven : the state of perfect happiness, "God's a-
bodé. '

dost " : the archaic form of "do" and when transi -
tive the present lense singular second'“pérson H
I do, thou doest or dost.

appeal | :
1. atﬂract
2./&9k earnestly for‘something‘ o

that : a relstive pronoun. Ih the pﬁrase‘ “heaven
that dost appeal teo", the word "that" functipné

| aé a relative pronéun»

plead B

‘ 1. enireat, ask earnestly
2. advance reason for a cause.h

canst : can. "I can™ but "thou canst™.

plea : 1. an excuse, an argnment

2. 2n appeal
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him é man. "Thy ples with him who dealt"means "Earth's
argﬁment to man who managed”. |
deal : mensge, seitile or arrange
pay : 1. old use ™no"; reinforeing something
2. not only that, but also !
thus 2 1. in this way
2. to this extent
reel ¢ 1. a iively dance
2. a reeling or giving round‘movement‘
bid : invite
rack : destruction. The phrase “raeck or ﬁrbng“ may have

the same meaning as the phrase "rack and ruin®.
or else : if not, otherwise
dear : l. loved, iovabie
2. expressing sorrow, wonder, impatience
3. expensike - |
The word "dear" qualifies *nan®,
| dogzedsl. stubborn, obstinate
| to dog:ito follow close behind és a doz does. The phrase
"dear and éogged nan® means the man i  lovesable
and stubborn. |
heir : a person‘who receives, who has the right to re-
ceive,vthe title, the propertys etc. of  another

person on the latter's death.

self bent : self-interested or obstinate.:other con-

pounds with “self?lillustfates Hopkins's areat
debt to Shaﬁespeare in the matier of diction
Shakespeare speaks of "self-affairs, self-breath,
self-bountyg
bound : to bind-bound-bound : fasten together, tie
thriftless ¢ wasteful, extravagant. |

reave: take away by force.
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1s a good example of the use of provineial words.
His coinage of expression can be found in  line
two in the word “louched". The word has the same meaning

as the word "slouched" which is more common to us. May

be it is only Hopkins who uses the word “louched" in-

stead of "slouched™. The auxiliary verb "dost™ in "that
dost appeal® is also rarely used,'It is arn old-fgshioned
word. The word "reave", neaning "to take away or spoil®,
is an archaic word. I{ is presumed that the word de-
rives from Spencer. "Thy", meaning the possessive pro-
noun of the second person in the singuler, is alsoc an
0ld, poetic or religious word. Those words are zood
examples of his use of old or archale words, if they fit

his inscape.

4As for the compound expression the phrase s 1
rack or wrong" is probably derived from the more  ¢ol=
loguial "to rack and ruin®. This type of compound is
called compound by substitutlion, one element  in sonme
faniliar compound is replaced by another, just as a

weaker acid is displaced by & stronger in tmmacbmpositian
of a salt. Another example of compound; we find in the
words "self™ and "bent", combined together, forminz the
 word é;e&f—bent“, neaning self-interested or obstinate.
These deviees of forming new expressions produce
& salutary shock, a redoubled attentiveness in the read-
ers. It is very iypical of Hopkins to apply words which

sound gueer such @s the title of the poem itself “Ribble

sdale® and also the words “throng", "reel”, ete. Such

sounds are not only found in the poem of  Ribblesdale,
they are also found in other poenms, such as'the words

"dappled”, "buckle". Those words sound allke.




111

Other features of Hopkins's diction need a2  fur-

ther explanation, We still observe some words which have
nore than one meaning. Very often one meaning reinforces
and intensifies the other, and thus gives more meaning
to the sentence expressed. We find the word "sweet® in
the phrase "sweet earth". The word “sweet" usually means
®naving the taste of sugar®, but in the poem 1t wmeans
either "beautiful” or "pleasant". Actually we do not
find nuch difference between the iwo meanings, even they
refer to the same ides. Something which has the taste of
suzar is pleasant to us. _ |

The word "dear" in the phrase "dear and dogged
nan" 18 also considered to be 2 word which has more
than one meaning. The word may be interpreted either
"peloved" or "expensive". It means also "expressing sor-
row or wonder™. Which of those meanings is the right or
the exact meaning? The answer would be right if we say
thaﬁ.those meanings go tomether, one meaning go together
one'meaning intensifying the other. |

If we observe intently the words used ir the
poen we can draw the conclusiom that most words are se-
lected from those that have cne syllable or two syl-
lables. The words earth, sweel, throng, longue, plead,
heart, feel, dost, strong =and reck, have one syllable.
The words landscape, hesaven, river, lovely and dogzed,

consist of two syllables.

Syntax or grammatical structure in order to be
aceurate should match with the other elements of a poenm,
such as the rhythm, the diction. The dictlon applied 1in
the poem is rather "strange® to us. The usé of T“sprunz

rhytha® is accompanied by his ”sprung—syntax”. This is
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an arblirary system in which, like happened with stress
sonetimes, words instead of falling into their conven-
tional position are placed where they are required to
express the shape and movenment of individuai thought.iet
us see if we fin& any exémples of grammatical structures

which are typical of Hopkins.
"That canst but only be, but dost that long -

In this line we find some emphatlic words such as
the words 3 “énly", "dost™. Those small particles usual-
ly connect some strongér words, but here they are given
stress.

#Another Tfeature of grammar structure is the wuse

of inversion as we find in lines two and three.

¥ e eess hoaven that dost appeal

To with no tongue to plead, no heart to feel®

The word “to" in line three is closely connected  with

the second line. In the sentence i

"and what is Earth' eye, tongue; or heart else vhere

Else, but in dear and dozged man?®

We see tha use of abrupt @pposition and parenthesis. The
word "else" in the phrase "or heart else" is a sudden
apposition, while the phrase "where else" is an  zbrupt
parenthesis. In the same sentence above we are still
”éhncked“ by the use of the rhetorical gquestion, It 1is
" a guestion vwhich does not expect an answer. This  style
of writing is meant to make the readers belleve that
‘ .

what 1s said is right and to emphasize the seﬁtence.

To conclude this chapter we find that the whole
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HOW _TO EVALUATE A POEN.

There is a difference in meaning between "o
value® and “to evaluate™. To value somethinz is  to
estimate its worth or price. Thus when we value a poenm

we consider:the‘positive‘side of it and ignore the neza-

tive side. To evsluate means to assign both positive an&‘

nezative impressions. In any case when we evaluate  we
usually pass from the points of interest to those of no
interest.

Onece more we should bear in mind that 2 sound

judgement can only be produced by a full ' understanding

Therefore the first step in reading is asimed at -2 full
understaﬁding‘of what the poet has to say. After we have
explored the‘meaning of the poenm and the kind of thene
with which it deals, then we come to the second step,
that is, to appreciate the literary qualities of tﬁé

vay in which it is expressed (diction, syntax, imagery).

Finally we can evaluste the poem we are dealinsg. It is

advisable before making our final judzement to read the

poem as a whole once agaln, so that the detailed knowl-

edge will be integrated into the uniqueness of the poem.

in short, there are two main steps when we evale
uate a poem. We should first of all know what the poen

is sbout and secondly we should put forward the impres-

siéns or aﬁpreciation-that we zain from the poenm. After

this we have the right to state our personal opinion of
the poem, for we are sure thal we are expressing a true
judgemeﬁt and not a prejudices

Reading of any kind should not end in the knowl-
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edze or information or eﬁjoymeﬁtvthat we gmet oub of 1it,
but it should be developed into sppreciation and value
judgenent. According to T.S. Eliot "the elements of
enjoyment in poetry reading should be enlarged into ap-
preciation, which brings a mere intellectual - addition
to the original intensity of'feeling.“l
He also explains in his essay on the "Traditiom and Ind}
vidual Talent® that "no poet, no artist of any art has
his complebe meaning alone. His significance and 8D
preciation is the apprgeiation of his rehation  1to the
. dead poets and artists., We cannot value him alone, bub
we nust set him for ¢ ontrast and ccmpafisom among  the
dead."®
Fron the statements quoted above we can draw the

conclusion that a poem can be evaluated by comparing
it with other poems written by past poets. It is impor-
‘tant to relate a particular poem to other poetry be-
cause all poetry that has ever been written consiitutes
"a 1iving whole". 4 complete appreéiation is not limited
to the poem we are dealing with but also includes = 1its
relatioh to other poens.

. There‘are'stiil nany ways in which we ecan eval-

uate‘a poem. Rene Wellek suggesis that we can  evaluate

a poen "by reference to a morm, by the aspplication of
ériteria, by comparison of it with other objecis and
vinterest."a |

We think 2 particular poen good because it is easy to

R 1?WS, Eliot, Selected Prose : ed.John Hayward, p.
51, (Eeile 32L0 = 2 , ‘

QTO,SO EliDt: The Sacred WQQ@, Do 2&9&

.3Reneiﬁéllek : Theory of Literatmure, p. 238.
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read, or because the material 1s vivid or ‘because  the
poet's theme is congenial to us. But the simplest  way
for a reader to juige a poem 1s by notieing its. affect

upon him. Does it zive him valuable infafmation? Does

it interest and excite him? If the answers are positlive

it nust be goa& according‘to him. Sueh an evaluation is
the simplest way because each knows what ﬁe likes. How-
ever, we are not satisfied with our personal evaluation
because thils is only based on subjective crihafia. The
pest way to evaluate a poenm, as Rene Wellek suggests,
is by reference Lo a norm or by the application of cri-
teria, The following topicsﬁcan be considered as  the

noras or criteria when we evaluate a poei.

1° Evaluating a poem for its truth

Literary excellence is truth. The truth or falsi-
ty of a plece of writing nay be tested by congidering
two desticns; Who says 4t and what is s2id? G.M.Hopkins
for example, as a Jesult priest and a poet, wrote a lot

of poems concerning the relation between God, nature and

man. What 18 expressed in his poems, of course, is Bore

reliable than when an enzineer or a doctor writes on the

- gsame subject. Some guesiions worth cbnsidering ]

1. Biscover whether there is ahy known reason for

| doubting his integrity ¢

2. Find out if the author or poet is an authority
in his field.

3. Diseover whether there is any reason for the
writer's being biased on the subjeet of the
particular work we are reading.

k., Arve the facts accurate? The facts are events
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or datun upon the namure of whtch nost people
in a position to agree. -

5. Is the reasoning valid and 19310?

29 Evaluating a poem in its own term
When we evaluate a poem in its own term we at-

tempt 1o see how well 1% does what it sets out to do. We
test for its efficiency. Each wbrkfis a new and unigue
‘problem, The sound evaluation of & poem in its own ternm
depends upon the ability to recognize :.

1. the asuthor's purpése

2. the writer.

' 3. the ways in which the context, organization snd

. presentation are adapted to purpose or audlence

Hen ought to evaluate a poem for being what ‘ii
is. They ought to evaluate it in terms and in dewrees
of its literary value. Wé nust value things  for what
they afe and ean‘do, and evaluate them by \ccmpafison

with other things of a similar nature and function.

2% Evaluating a poem as Literature

4 poen is an aesthetic object, ecspable of- P

rousing aesthetle experience. Can we evaluate a 1iterany'

work entirely by aesthetic criteria or ought we, as T.5.
Eliot sugmests, to judge the literariness of a' poen by
‘aesthetic'criteria,and the greatness of 1iteréture by
‘extra~aesthetic criteris? The answer cam be  found with
‘the help of numbers 1 and 2. |

A literary evaluation depends upon tastes; iAné

téstes, of course, are‘individual and persoﬂala Each
person. has his own taste, The er1terion Whieh makes a

primary appearance in aesthetic evaluation nay benmvelty
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and surprise, as is said by the Russian formalists such
as Victor Shklevsky~l Howe#er, when we return again and

again to poems, saying that we see something new in them,

we'orﬁihariiy mean not more things\of-the'same Zinds
but only new levels of ieaning, néw patierns of 8580-
ci&tién- | |

When we evaluate a poem as Iiterature we can

consider the following items :
1.‘Organizamion H
The organization of sentences and thoughts in a

?oem'ccnstitutes one aspeet that we can evaluate. Our

eriterion is inclusiveness, imaginative integration and

‘the azount of material integzrated. The tighter %the or-

ganization of the poem, the higher its value.

2. Style of writinz :
This consists of dietion, syntax and imagery. Are
the words concrete or abstraet? #Are they emotional or

neutral, figurative or literal, homely or iearned? We

may be interested in the sentences; Are they simple or

complex, léngthy or brief, ordered or inveried? We may
:be interested in the imagery; Is the inmagery vivid? Is

it too childish?

Se Sounds of words

&re the pattern of sounds rhythmical or not, ne-
lodious or harsh? Row is the séund of the individual
words? Do théy reinforece the ﬁone and the theme of  the
poen? | | | | :

There are some literary aspects which are worth

considering when we ggve our value-judgement.

lSee-René Wellek + Theory of Literature, p. 242.
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The followin@‘ié a éummary of the writer's eval-
uation of the ppem "Ribblesdale". To a certain  extent,
the writer is of the opinionm that the poem is suprenely
meaningful. |

| The poenm, as I have pointed out, is full of spir-
itual‘teaching. The peet is able to arouse a feeling of
- reverence to God by looking at the beauty of the natural
phenomena. The poet, who is 2lso a priest, has combined
his literary capacity and his priesthood to bring God to
his fellow human-beings. The truth of the poem can  be
relied upon, for Hopkiné knows‘a lot about the condition
of human courage and endurance. When he wroté sdmething
sbout the condition of humén-beiﬁgs in relation both to
God and nature, he gaﬁe us valuable reading material.The
- Christian, after reading the poem, may gét new ‘1nsights
into the oxistence of God, which Qill aéepén_his belief
and steer him to do moretthén’just éeknawledging‘ God's
beauty and 1pve,‘Further man's love for God should - be
graduaily increasea,and‘developedw The development — in-
eludés the increase of the right attitude towards = his
surr§undings, He nust be sensitivé~to them; He must also
reallze that the humblest things of earth 1like water,
trees énﬂ ”louéhed 1ow grass® . bear a great testimony to
God’s goodness. Finally man must not only be ocecupied
with earthly matters, but he must primarily care for his
future life.
 when we read the poem, we are surprised at the
 nove1ty«aﬁd freshness in the ébntent, imagery, dlction
anﬁ.saundsof‘Words. The inscape of the poem is succesg
.fullj_achieved,‘This poen provides us with a unique and’

distinctlve beauty and experience, quite different f{rom
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any other poems. The novelty and freshness in style can

‘be better felt by comparing the poem with poems of other

romantics,

 To a certain‘exﬁént the write? dislikes the use
of the diétion‘which,is £oo’§ersona1_and obsolete _ana
whiéh is sometimes too far-fetched. The strangenmess 1im
diction is still éddéd o by the use of the sﬁrung-»syn-‘
téx which % also brings us into difficulties. But in
spite cf.theée‘difficulties, the poém‘is st111 - worth
reading, for there are more posiitive sides than the neg-

ative sides to it.




Chapter 9

AN _ACCOUNT OF THE WAYS OF

DEVELOPING ONE'S ABILIT

POETRY

_READ

So far we have dealt meinly with the ways of ap-
.proaching‘the individual poems. By studying theﬁ from
the extrinsic and intrinsic points of view we have shown
{,he ﬁgm and complete methods to read, to understand and
to appréciate then. Sueh_methodsofapproaching poens
aré'suitable to people who have already developed ~ a
ﬁaste of'poetry. Students at the universitlies or c¢ol-
leges areVSuPPOSed to apﬁroach poems in this ways while
students of lower schools cannot apprcanh‘them in  this
jﬂay. Stuﬁents atténding universities or colleges should
"have'an abilityito"read‘poetry more advanced  and more
ai fficult than students dfithe secondary and hizgh
schoolsa. | | |
| Iﬁ fact, schools gre the places where most people
should develop their skill of poetry-reading. The tesch-
er'must be able to‘adapt‘the maverials and - the poetry
‘clésseé to the students' agze, ability, interests and
| country. Though the teaching of poetry to children, “to
adolescent and to mature people varles so much, however,
1t should form ome unity. Therefore a graded course  1s
| reail# iﬂdispensable. ‘

If we look through the curriculs of the S.H.P.
and S.M.A., we will find that there are no _speeial hours
for teéchihg postry. The students are taught English so
that they naster the four language skills, -~ listening,

‘speaking; reading and writing. The reading - skill is
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usually concerned with prose texts, and poetry -reading
has no place at all. The reason of this is that poelry-
reading does rot "reslly® help in developing the stu-

dents' sbility %o acquire the four language skills. #n-

other reason is that the average English teacher is not

competent to teach poetry, for he himself does not have
enough practice in éealing with 1t.
Howevsr, poeury-reading nay nnt be separate& fram

langnage learning for 1% has a contributicn of its own

 to offer. The teacher 0f Enﬂlish at the secondary and

high schools must find a ccrrect approach gso that poetry
readling can be praetieed. o - o
_‘_Teaehers at the S.M.P. can teach poeﬁry in the
following‘way. Frém tﬁe availahle‘matgrial they should
select those poens that are simple, interesting ’and of
value, Siuplicity is stressed here because the students

do not know much Engzlish. Simple verses, say. folk SOngs

pursery rhymes may form a valuable ald to the under-
standing of poetie rhythm. If the teacher presents a
difficult poem, the students will be discoursged and

lose their self-confidence and furthermore will zet a
false-idea that poetry is too difficult and beyond their
réébh. Besides simpliéity both in diction snd siructure,
the verses must agree with the studenids age and inter-

est. Here are some examples of verses sultable for S.H.P

‘gtudents 2

1. Solomon Grundy, bormn on Honday,
Ghristened on Tuesday, married on Wednesday,
Fell in on Thursday, worse on Friday,

Died on Saturday, buried on Sunday.

That is the epd of Solonmon Grundy.
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2. One, two, three, four, five, once I caught a
fish alive. ,
S5ix, sewven, eigh 2 niﬁe, ten, ihen'I let hinm 20
azalin. |
Why d4id you 1et him gh ? Because he bit‘my finger
S0 | )
Which finger 4id he bite? Tﬁe‘little‘finger .on
the right.

3. Jack and Jill went up the nhill
To fetch a pail of water,
Jdack foll down and broke his c¢rown,

And J11l came tumbliinz after.

4, 01d King Cole was a ﬁerry 01d soul,
And a merry cld soul was he.
He ealled Tor his pipé and he called for his bowl,
And he called for his fiddlers three. |

These children's rhymes are good to begin with
and can be introduced at the S.H.P, as an initial stage
to the un&erstanding of pmeiry, By giving those ‘siaple
verses thé students w;ll have a good opportunity to re-
inforee English rhythm and prdnﬁnciation, Aé to_exagplés
1 and 2, they are alsc suitable to introduce ‘to ‘the 
students the nanmes of the days and the numbers from one
Lo ten.

In class the teaehef can write down the materials

on the board or distribute books or textis contalning

them. First of all he reads aloud %o the class and the

stﬁdents are asked to listen carefully. This reading a-

loud will ensble them to catch the pronunciation of the
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individual words, the rhythm, the stress and the sense
units. Afterwards, unissn reading can be adepted. The
teacher reads a line and the class repeats after hinm.

This unison resding is done line by line,continuing un-

'lﬁii the last line. The repetition is also meant to  inme

‘prove the Stuﬁents' pronunciation. While the students

are repeabting, the teacher must be aware of the mistakes
they make. Any mistake must be corrected right away  so
that th§y1are forced to pronounce the Words" correctly.
to pubt the stress in the rizht place, to read with a
correct rhythm and intonation. The repetition | eén be
done several tines uniilrna nistakes are made. |

~ The unison réading is then Pfollowed by the eXw-

" planatiom of the difficult words. The iteacher reads

line by line and explains the difficult words and struc-
tures. After the class has understood what the general
dcntent of the verse‘is,‘ﬁhe teacher may ask several sty
dents to read aleﬁd individually. Before the cléss ends,
the‘teacheé asks the class to learn the verse by heart
at home.

Trrough this kind of poetrysreading the  students
will find that poetrylis'an interesting lesson that ecan
help them in mastering the language skllls, especially
the oral skill. The preliminary course of poetry will be
helpful in developing the students’ appreciation - of
poetry. Of course, the teacher plays an important role
in conducting the class and he also determines the fruit
of his poetry class.

Teaching poetry-reading as discuséed above  can
be given %o childfan‘ur to séy twel%e or fourteen. AC—

cording to T.S. Eliot in “Selected Prose" page 48, chil-
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dren aﬁ‘that aze "are capable of a.certain enjoyment of
paétry; at or about puberty the majoritj‘of these  find
thémselves posgessed of & ecraving for poetry which 1is
wholly @ifferent from ahy enjoyment experienced before"

4s has been pointed ou@‘béfore‘the approach  and
materials of teaching poetry should vary sccording to
the students’® age. Tooe students of the high schools or
the Tirst year of the universities or colleges, the
teacher can conduet an adolescent poetfy course.  For
" then, theré nust not be eonfusion‘between the Iintensity
of the poétie experience and the‘imtense experience of
poetry, Psychologiéally speaking adolescent students
will find that "the poem or the paetby of o single poet
invades thé youthful conselousness and assumes conplete

possession for 2 time," as is pointed out by T.S. Ellot

in "Selected Prose®, page 49. It means that they are un-

able to separate their Gwn‘exPerienee from the experience
of the poet they happeﬁ.to be reading., It is as 1f the
poetic experience exists in them as an experlence of
love. The right attitude towards poetry is that although
they feél the same poetic experlence as the poet expe-
riences it, there should be a 'borderline’ between the
experience of the poet and their own experlence.

An adolescent course nust go a step further than
the preliminary stage. For this purpose poems should be

. chosen that are simple im diction and structure,  yet

real poetry, that is of interest, usually containing

themes about love and patriotism and not about death or
old age, and which will also gtimulate them to read nmore
books on poetry. |

CGonducting a poeiry class for adolescent students
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1s done in almost the same wéy as éandueting .a vpoetry
class for children. But now the process of teaching can
be divided into three steps ¢ preparation, presentation
and s sreat deal of rereading and discussion. ' In = this
course we expeet that the students must gradually come
to grips with the poem. The re@ding aloud can be done
for the enjoyment of the beauty of the poen, and  also
a8 & means to grasp the thoughts so that the students

can appreciate the poem as a meaningful organization.
The Pasture
I'm zoing out to clean the pasture springs
I'1l only stop to rake the leaves awey

{(#nd wait to wateh the water clear, I may)

I sh&n't he'gone‘leng‘ - you cone too.

I'm g,oing out to fetch the l"= ttle calf
.That's standing by the mother. It's so young
It totters when she licks it with her tonsgue

I sha'n't be gone long. -~ you come t00.
by : Robert Frost.

In the preparation stage the teacher tells the

class that this poem was written ﬁy sn American poet,

‘ Habert Frcst. Being s farmer, he-invites & Priend; nay

be his wife, bto Zo to work in the farm, for he feels
that his friend will be unhappy if he 1eaves him or her.
Then the teacher reads the poem aloud without stopping
until the én&. His way of reciting should convinece the
stuﬂents_of the friendly and dramatic invitation, At
companied by enthusiasm. The enthusiasa easn be communi-

cated through his voice. The natural and honest enthu-
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siasm of the teacher can explaln why the poem is beauti
ful,‘pfofound and significant. The wvolice of the teacher

should ring out in the students’ ears. Without = enthu-

‘siasm on the part of the teacher the poetry class  will

be fruitiless.

| Aftéf‘the‘first reading then comes the presenta -
tion stage. This consisis of a great dealwaf‘i rereading
either bw the teacher or by the students. Unison drill
can also be put into effect. Little by iittle‘the stu-
dents nust be trained to understand what the poem 1s
about. In the discussion stage the teacher explains all
 the difficult words and structures, which may be useful
in gfaspihg the poenm. 4t this stage too the teacher can
deal with the elements of the poem by asking gquestions
to the students, i‘e. about the theme, the tone,the mood
ete. | '

The theme of the poem is love and it nas a friend
.ly tone. The words and the sentence structures are simple
anﬁlyet these sinple lines create a mood and a  plcture
of every'day'life. Other points of interest may also be

discussed. ' |
| | Robert Frost himself has advised us that ~ the
pléaSﬁre of the poem is its meaning, vucabulary or strug
ture. It is advissble not to analyze the poem to  death
but to let the students enjoy the sound and.the "feel®
of‘it, $s the students enjoy the sound, the meaning will
be clear enoush to them.

We nay conclude that poetry-reading aims at the
enderstanding of the totality of & poem by means of the
saﬁnd patberns, the rhythm, the lnages either visual or
rinaesthetic and the word-play. #4n analytlical dissection
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for adolescent étudents, though ﬁdt completely ignored,
should not be overdone.

For mature students, however, there must be a
balance between the enjoyment of the séund of poetry
and the enjbyment of the meaning. It is impossible es-
pecially for non-English students to understand a d4if-
dicult peem just by reading it aloud. IT they happen to

read poems which are full of iaeas, elther social or phil

losophical, they are certainly unable to grasp what the

pqeﬁ is about just by reading it severszl % imes. Reading
the poen of 'Ribblesdale’ for instance needs a correct
approach. 4s the writer has suggested this can be dJdone
by epproaching the poem from its external and  internal
poiﬁtslof view, Therefore as a practieal applieation of
this method, when he teaches difficult poems say "0de
on the Grecian Urn“‘by J. Keats, or “Ulysses“ by A.L.
Tennyson or “God's Grandeur® by G.M. Hopkins,the teacher
nust £ive a preliminary explanation concerning the poets.

He must explain the thinzgs needed to appreciate these

poems fully, and this‘introductory discussion can be

considered as an extrinsic help in tackling the poenms.
Before introdueing a poem written by G.M. Hopkins
the teacher firét talks about his veocation, his phiig
sophy and biogréphy'and his thouszhts on poeiry. These
topies will be helpful later on. &fter the teacher  has
ziven the backgrounds of the poets’® works, he can intro-
duce theilr poemé. The procedure is nuch like the one
for the adolescent students, but now the appreciation of
poetry should be more complete and nature.Finally they
nust be able to glive a value judgement of the poens,

based upon the impressions they have got.
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If the three stages of poelry course as we have
suggestéd are épplied properly, I am sure that the stu-
dents will achieve an ability to understand poetry  and
that this wlll gradually grow ianto perfection.

Since Eﬁglish"is not the native languageﬁilnﬂonem
sians usuaily the words of poeiry, by which the thoughts
are conveyed, are "bugbears" or somethiﬁg feared or dis—
1iked, because they hafe to be hunted down in the die-
tionary. Looking up the words of poetry should, however,
not be overdone. Besides the words of the poeums, the
images in poeiry might cause problenms in different coun-
tries. What is ronantic andkexotic to a certsin group
mnay be commonplace tc another group, and viee versa.

As a further help in teachingz poetry the teacher
can show Some pictures in connectior with the poet or
poens. It i8 zmood to have on hand a number of plctures
of the lake District and a bé,quroum talk on the parti-
cular aspects of the distriet 1T we teach the poens
written by Wordsworth. Thus the students visualize the
images which might be used by the poet.

If possible the teacher can have goo& recordings
of English poetry. There are a lot of records of readings
by W.B. Yeats, T.S. Eliot and Dylan Thomas and other
poebs. Their readings. of course, certainly iell us more
than any critical description of them. While the records

are played, it 1S absolutely necessary to have the texts

avallable because 1t seems impossible to follow poens
which are not written in the native language of the
students. The reading aloud by the native poetis will

make the meaning clearer to the mind through the ear

than our eyes can make it.
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Finally the writer must add that a prose transié
tion of a paeﬁ into a foreign language is not ap-
propriate as material fof é‘pcetry‘class. It may help
a student to clear his‘mind énd grasp‘what thévpoem is
about, but it will destroy the beauﬁy of the poem as_‘é

totality.




- Ghapter 10
CONCLUSION
Onee again the writer feels 1t necessary to stress

the nature of poetry which will make us aware of the

things needed in poetry-reading. The difficulties in

poetry-reading, by and large, are caused by the nature

of poetry itself,

~ 1° Poetry is difficult. The difficulties in  the
Y\readipg of poems lead us to thegeonaideratién thai poet-
ry is “aifficult™. As we have seen, the reéding of poems
'cannat be separated from the knowladge of goetry.,- The
reading of poems without any understanding of “pqetry”
itself cannot be called proper reading. This ecan be
compared to & man who is looking at a‘beautiful picture
but who is unable to recognize and to appfeciate its
beauty. Therefore, some knowledge aboutb poetry,including
what poetry is, the difficulties and the aims of the
reading of poems and also the different types of poetry

is indispensable.

2% Poetry is exact. Poetry is like a person. A
generalization about a person is doing harm to his U~
niqueness. No two‘personsare jdentical. Doﬁald A, Stauf-
fer in his book "The nature cf‘poetry” explains that
Mpoetic exasetness consists in the unique individuality
of each complete poetic expression™ (see Literéry Tyﬁes
an& Themes, Mc.Wamee, pe. 523). The unique individuality
of acpoém ﬁay be caused by the individual poets. On the
whole, the individuality of the poem is determined by

the poet's 1life, experience, philosophy and thoughts
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about poetrys Iﬁ order toc learnm aboubt the individuality
the ext.r‘insic approach of analyzing of poen may be of
grest help. The extrinsic approach, és the writer has
suggested, is mainly performed by a study‘af the 1ife
and philosophy of the poet, and also by a consideration
of the time when the poet lives or lived and where | he
lives or lived. |

- Althouzh poetry 1s exaet; it is not like the
exactness 1n‘mathematics; The exactiness in goetry'cannot
be.analyzed and described exhaustively.‘ﬁ‘poem is 1like
a spring of water; when one digs much more water will
come out. The more we think of a partlculsr poem, the

more we Tind ourselves involved in it.

3% Poetry i obscure. Complaining of the  obscu-

rity of poelry is like bemoaning the wetness of water

or the‘hardness of stone. The obscurity may be the re-
sult of the use of wnusual vocabulary, or of the departgy
re from the comﬁonplace‘language of dally speech, or of
the unususl syntak. 4&nd as happens in some of the modern
poens, they are obacure because the poets do not bother

much about the reader. Sometimes the obscurity is caused

by the difficulty of grasping the sense of novelty and

freshness with which old and familiar objects are treated,

'In‘short, poetry is obscure because the vocabu-
lary and syntax have béen transformed into the gramnay
of assent, meaning that ordinary grammar is necessarlly
changed to suit‘the poet's intention, and the  language

of the heart, so that the words have new pover.

4% Poeiry is compact. Because of the 1limitation

of the foram, the poeb must’chooée his material with spe-
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cial care, applying only powerful languagé an& rejecting
211l useless verses. There is no room for details, there-
fore compactness an&.ecanoﬁy‘are necessary. This careful
selection and shifting results in compactness, end con-
. sequently the necessity of thoughtful, careful and sen-
sitive reading. We must read the poem and think it over,
word by word, line by llme, stsnza by stenza, with pa-
tient reading, and at last the unity of all the details

forms one poetic experien®e in our nmind.

| 5° Poetry is complex. A giece of poem 1is the
result of the combination of thousght, feelings,meaning -
ful words, vivid imagery and rhy thn. These elements are
organized into & unity of powerful poetié experieﬁce
above all into one thing. The‘thought and feelings musﬁ
be in harmony with the language, elther its meanlnz or
sound. Words must be set down in a satisfying order and
each must be meaninzful,. Only figures of SQeech‘are se-
lected that will arouse the feelings of wonderment  and
freshness.
Although a piece of poem constitutes a unlty of
péetic experience; we cannot analyze the poem unless we
- divide the poem into its elements. It is impossible for
us to analyze a poem profitably by considering all the
elements in poelry simultaneousiy. The division - of

thinkin does not mesn that we really differentiate a-

monz all those elements, as is usually thousht. We only |

distinguish for clarity's sake, Thus anal zing & poem
srofitebly is also determinmed by our ability to see the

parts from which the poem is formed,

60 Poetry is signifieant. Since the material for

poetry contains the experience or judgements of hunan-




134

beings, the poem will be significant for human - beings.
Once agaln we should keep in mind that poetiry is also
significant because pleasure and happiness can be at-

tained from 1t.

This thesis is hﬁmbly intended to give some ideas
and suzzmestions of the ways how to read poetiry properly
and profitably. The writer sincerely hopes  that  this
‘paper will be of value for the general public,especially

for students who are interested in poetrye.




APPENDIX

The poems collected here are offered to  develop
‘the reader’s taste of the English poetry and improve his
skill in analyzing poetry. The writer 13 0£ the opinion
that understanding poetry 1s a gradual process. In Tfact
- the process never ends, but every new 1nsight‘ enriches
our poetlic experience.
| ‘The poems here are more or less arranged accordingz
‘ to their compactiness. The writer p:ovides different
types of poems, with various themes and tones. . Since
everybody‘has different tastes, it is up t o the reader
to choose those which are of interest to him ' @and which
will give enough satisfaction. Poems of amy kind present
j,an 1nteresting experience that night be worthwhile for

1. FOLK BALLAD (NARRATIVE)

The Twa Corbies =

Anonymous

1. #&s I was walking all alone,
I heard taw corbies making a mane;
The tane unto the t'other say, N
"Where sall we gang and dine to-day?“

‘ L
.2,‘“In behint you auld fail dgke,

I wot there lies a new glain knighty
And neebody kens that he lles there,

But his hawk, his hound, and lady fair..
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3, "His hound is to the hunting gane,
His hawk to feteh the wild-fowl hame,
ﬁis‘la&y*s ta'en another mate,

So we may mak our dinner sweet.

4, "Ye'1ll sit on his white hause-bane,
4nd I'll pike out his bonny blue eens
Wi ae‘lock o his gowden hair

We'll theek our nest when it grows bare.

5. "Mony a one for him makes mane,
But mane sall ken where he is gane;
O'er hie white banes, when they are bare,

The wind sall blaw for evermair.”

From : Mec.Namee : Literary Types and Themes pp.122-3.

2. LYRIC

My Heart Lesps Up
'W.ﬁordSWOrth

My héart 1éaps~ﬂp when I behold
4 rainbow in the sky 3

So was it vhen ﬁy 1ife began;
S0 is it now I am a manj

So be it when I shall grow old,

. Op let me dle! o

The Child is father of the Manj
4nd I could wish my days %o be

Bound each ito each by natural piely.

From : Robert Shafer

‘3* De 194.
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3. NARRATIVE

“Richaerd Cory
Edwin'&rlington‘ﬁobinson

Whenever Ri@hard Gcry‘went down town,

We people on the pavemeht 1obked at him 3
He was a gentleman‘from sole to Crovh,
Clean favored, and imperially siim.

And he was slways quietly arrayed,

#nd he was asiways human when he talked;
But still he fluttered pulses whenm he sald,

*Good-morning”, and he glittered when'he walked.

An3 he was rich, yes, richer than a king -
" And admirably schooled in every grace
In fine, we thbught that he was everything

T@ make us wish what we were in his place.

So on we worked, and waited for the light,
And went without the meat, and cursed thé‘bread s
#And Richard Cory, one calm sumaer night,

L3

‘Went home and put a bullet through his head.

From : Mc. Nemee : Literary Types and Themes, p. 173.

L, LITERARY BALLAD

The Baliad of Father Gillisan
W.B, Yeatis

- The old priest Peter Gilli@ﬂn
Wasvweary night ana day;
For half his flock were in their beds,

Or under green sods lay.




Once, while he nodded on a chair,

At the moth-hour of eve,

- #Another poor mam sent for him,

#And he beman. to grieve.

"I nave no rest, nor joys, nor peace,
For people die and die "
And after cried he, "God forszive!

Hy body spake, ndt L®

'He knelt, and leéning on the chalr

He prayed and fell asleep;

4nd the moth-hour went from the fields;

4And stars began to peep.‘

They slowly into millions grew,

4nd leaves shook in the wind;

And God covered the world with shade,
Apd whispered to mankind.

Upon the itime of 3pafroﬁ-chié§.
When moths came onece more,

The 01ld priest Peter Gilligan
Stood upright on the floora.

" avrone, mavrone. bhe man has died
While I slept on the chalr®; “
He rouﬁséd his horse out of its sleep,

And rode with 1ittle care.

He rode now as he never rode,

By rocky lane and Ten;

The sick man's wife opened the door:

“"Father! you come again:™

138
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' %snd is the poor man dead?™ he cried
"He died an hour ago®.
The old priest Peter Gilligan

In grief swayed to and fro.

“When you were gone, he turned and died
As merry as a bird.®

The old priest Petef‘&iiligan

He knelt him at that word.

"He Who hath made the night of stars
For soul§'who tire and bleed,
Sent one of His great angels down

To help me in my need.

"He Who is wrapped in purple robes,
W1th planets in His care,
Had pity on the least of things

Asleep upen a chair.‘

From : McNamee: Lit

5. LYRIC

Qzymandiag
Percy'Bysshe‘Shelley

I met a traveler from an antique land

Who said @ “Two vast and trﬁnkless legs of stone
Stard in the &esert. Near them, on the sand,
Half sunk, & sha&tered V1sage lies, whose frown,
And wrinkled 1lip, and sneer of cold cqmmand,
Tell that'its seuiptor well those passions reaﬁ

¥hich yet survive, stam@ed ob these lifeless things,
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The Rand that mocked them, and the heart that fed @
#nd on the pedestal these words appear 3

'My name is Ozymandias; Xing of Zings ¢

Look on ny works, ye Highty, and despairi’

Nothing beside reasins. Round ﬁhe‘decay
'of,thaz'éolosSal wreck, boundless and bare

The lone and level sands stretech far away.”

Themes p; 548,

From 3 McRanee : gg@gng‘ Iyp

6. SONNET

with us

W Wordeworth

The world is too much with us; late and soon,
Getting and spending, we lay waste our powerss
Little we see in Nature that is ours;

We have givem our hearts away, & sordid boon:
The Sez that bares her-bosom to the mnoonNe

- The win&s that‘will be ﬁqwling at all hours,
Aﬁd are‘up‘gathéredynow 1ike sleeping flowers:
For tbis, for everything, we are out of tunes
It moves us noﬁg ~ Breszt God I'd rather be

& Pagan suekled in a creéd outworn &

So might I, standing on this pleasant 195,
'.Have‘glimpses that would make me less forlornj
Have sight of Proteus rising from the.sea;

Or hear old Triton bilow his wreathed horm.

- From :.Robert'Shafer : Er B ‘ futo" omas __ Hard:

Vol. 35 pe 207.
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7. LYRIC

Crossinz The Bar
Alfred Lord Tennyson‘

Sunset and evening star,
And one clear call for me .
4And may there be no moaning of the bar,

When I put out to see,

But such a tide as moving seems asleep,
Too full for sound and foam,
When that which drew from the boundless deep

Turns again home.

Twilight and evening bell,
4And after that the dark!
And may there be no sadness of farewell,

When I embark;

- For though from out our bourne of Time and Place
The fload nay bear me far,
I hope to see my Pilot face to face

When I have croseed the bar.

From : Mc.Namee 3 Literary Types and Themes p. 636.
8. LYRIC
Meetinz at Night

R. Browning
The grey sea, and the long black landj
And the yellow half-moon large and low;

And the startled little waves that leap




142

In fiery ringlets from their sleep,
As I gain the cove with pushing prow,

And guench its speed i' the slushy sand.

Then a mile of warn sea-scented beacks
Three fields to cross till a farm appears;
A tap at the apane, the quick sharp seratch
4nd blue spurt of a lighted match, ‘
~ #4nd a volce less 1oud, thro ‘*its joys and fears,

Than the two heartis beating each to each.

From : S.H. Burton @

9. Deseriptive

To _a Pet Cobra
Roy Campbell

With breath indrawn and every nerve alert,

4s at the brink of some‘profaunﬁ'abyss,

I love on my bare arm, capriclous flirt,

To fesl the chilly and inelsive kiss
’Of your 1iﬁtle tonzue that férks its swift caress
Between the folded slumber of your fangs,

4nd half reveals the nacreous recess

Where death upon those dainty hinges hangs.

Qur lonely lives in every chance agreeing,
It is no common friendship that you bring,
It was the desert starved us into belng,
The hate of men that sharpened us to sting:
Sired by stérvation, suckled by neglect,
Hate was the surly tutor of your youth:

I too can hiss the halr of men eravgt

Because my lips are venomous with truth.
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Where the hard rock is barrem, scorched the spring,
Shrivelled the grass, and the hot wind of death
Hornets the erag ﬁith'whirred metallic wing -

Wé drew the fatal secret of our breath:
By‘whiriwinds buzgled forth, whose funneled suction
Serolls the spun sand into a golden spire,

Our spirits leaped, hosannas of destruction,

Like desert lilles forked with tongue of fire.

Dainty one, deadly one, vhose folds are panthered
With stars, my slender Kalihéri Plower,

Whose 1ips with Bangs are delicately suthered,
Whose colls are volted with electric éower,

I love to think ‘how men of my dull natlion

Mizght spurn your sleep with 1nadvertent heel

To kindle up the lithe retaliation

And cuper to the slash of sudden steel.

There is mo sea so wide, no waste so sterile
Bub holds a rapture for the sons of strifes
There‘shines upon]the topmnst,peak of peril

A throne for sPirits that abound in life.

‘There is no joy like thelrs who fight alone,

Whom lust or slutitony has never tied,
Who in their purity have built a threne,
And in their solitude a tower of pride.

I wish my life, O suave and silent sphrink,
Might flow like yours in soue such strenuous line,
My days the scales, my years the bony links

That chain the length 6f its resilient spines

And when at last the moment comes tc étrike,

Such venom zive my hilted fangs the power,
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Like drilling roots the dirty soil that spike,

~ To sting these rotted wastes into a flower.

From : Mc Namee @ Eiterggﬁ‘?z@es and Themes pp. 582-3.

10. ODE

John Keals

Thou stlll unravishéd bride of quletness,
Thou foster-child of silence and slow tinme,
Sylvan historian, who eanst thus express

& flowery tale more sweetly than our rime:
What ieaf—fringed legend haunts about thy shape

Of deitlies or mortals, or of both,

In Tempe or the dales of Arcady?
' 'What nen or gods are these? What maldens loath?

What mad pursuli? What struggle‘ta escape?

What pipes and $imbrels? What wild ecsatacy?

_Heard melodies are sweet, but those uhheard

dAre éweeter; therefore, ye sbft pipes, play onj
Not to the sensial ear, ﬁuﬁ, more endeared,

Pipe to the splrit ditties of no fone:
Fair youth, beneath the trees, thou canst not leave

Thy song, nor ever can those trees be bare;

Bold hover, never, never canst thou kiss,

Though winnlng near the goal-yet, do not grieve;

She cannot fade, though thou hast not thy bliss,

For ever wilt thou love, and she be fair:

4Ah, happys happy boughs. that cannot shed

Your leaves, nor ever bld the Spring adieu;
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And, heppy melodist, unwesried,
For ever piping songs for ever news
Hore heppy love: more happy., happy loved
For ever warn and s3ill to be enjoyed,
For over panting apd for ever.young;
411 breathing humen passion far above,
That leaves a héart high-aarrnwfulfamd cloyed,

& burniﬁgxfbrehaad, and = paméhiﬂg.tangue.

¥ho are these conlnz to the sacrifice?
To vwhat green altar, O mysterious priest,
Lead'st thou that heifer lowing at the skies,
ind 211 her silken flanks with garlands dressed?
Whet 1ittle town by river or sea-shores,
Or mountain-bullt with pesgeful citaBel,
Is emptied of this folk, this plous morm?
Ard, 1ittle town, thy a&yéets for évermmre“
¥ill silent Be; ard not & soul to tell
Why thou art desolate, can e'er return.
0 Attic shape! Fair sttitude! with brede -
Of marble nen and naldens averﬁrnught,
With forest branches and the trodden weeds
Thous Siient‘fmrm, dost tease us out of thousht
4s doth eternity: Cold Pastorall
Bher old ame shall this generation waste,
Thou shall reasin, in nidst of other woe
Than ours, & friend to man, to whonm thou say'at,
"Beauty is truth, truth beauty,"-thst is all

X@‘kn@w on earth, aed a2ll ye need to know.

From : Robert Shafer: From Begwulf
33 Be 413,
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11. LYRIC

Spring
- G.HM. Hopkins

Nuthing is éo beautiful as spring -
| When weeds, in wheels, shoot long and lovely and
iush; |
~ Thrush's eggs look little low heavens, and
thrush ‘ ‘ B
‘Through the echoing timber does so rinse and wring
The ear, 1t strikes like lightningz to hear him sing;
The glassy peartree leaves and blooms, they -
“brush A
The descending blue; that blue is all in a rush
With richness; the racing lambs too have fair their
fling. |

‘What is all this julece and all this joy?
A strain of the earth’s sweet being imn the be-
zinning |
In Eden garden(_ Have, met, before it cloy,
Before it cloud, Christ, lord, and sour with
sinning,

Innocent nind and May day in girl and boy,

‘Most, O maid's chiid, thy choice and WOrthj

the wipning -
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12, LYRIC

Leda snd the Swan
W.B.Yeats

" & sudden blow ¢ the great wings beating still
Above the staggering girl, her thighs caressed
By the dark webs, her‘nape caught in his bill,

He holds her helpless breast upon his breast.

How can thasé terrified vague fingers push
_ The feathered zlory from her loosening thighs?
And how cén bo&y, 1aid in that white rush,

But feel the strange heart beating where 1t lles?

& shudﬂer in the loins engenders there
_ThebrOKenwall, the bufning roof and tower
And AgQEEmmon desd. |

| Being so cauzhi up,
So nastered by the brute blﬁnd of the air,
Did she put on his knowledge with his power

Bofore the indifferent beak could let her drop?

ed.

by Kenneth Allot.

13. DESCRIPTIVE

On_the Move
‘Man, you gotta Go.'
Thom Guan

The blue jay scuffling in the bushes follows
Some hidden purpose, and the gust of birds

That spurts across the field, the wheéling swallows,




Have nested in the trees and undergrowih.

Seeking their instine®, or thelir poise, or both,

One moves with an unecertaln violence
Under the dust thrown by & baffled sense
Gr the dull thunder of approzimsbe words,

On motoreyeles, up the road, they conme:

’Small, blsek, as flies hanging in heat, the Boys,
Until the distance throws them forth, their hum

Bulges to thunder held by calf and thigh

In goggles,‘donned imperéonality,

in,gleaming jackets trophied with the dust
They strapvin doubt ~ by hiding it; robust -

And zlmost hear 2 meaning in thelr noise.

Exact conclusion of their hardiness

Has no éhape_yet, but frbm known vhere asbouts
They ride, direction where the tyres press.
They scare a flight of birds across the field:
Much that is natufal, to the will must yleld.
Men manufacture both machine and soul,

And use what they imperfectly control

To dare a Tuture from the taken routes.

It is 2 part solution, after all.

One is not neéesaarily discord

' On earth; or dammed beeause; half aniial

One lacks direct instinet, because one wakes
’Aflaa$ oﬁ movenent that divides and breaks.
One joims the movement“in a valueless world,
Choosing 1t, till, both hurler and the hurled,

One moves as well, always toward, toward.
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A minuhe‘hoids them, whe have come‘to goz

The seif-defined, astride the ereated will
They burst éway; the toﬁns,they travel through
‘Are home for nelther bird nor holiness,

For birds and saints complete their purposes.
A%t worst, one is in motion; and at'best,
Reaching no absolute, in vhich to reét,

One is always nearer by noit keeping still.

PFrom & 1

' ed. by Kemneth Allott.

14, DESCRIPTIVE

Law iike ve

W.H,Auden

Law, say the gardeners, 18 the sun,
Law is the ome
A1l gardeners obey

‘To-morrow, yesterday, to-day.

Law is.thé wisdom of the old
The importent gremdfathers shrilly scolds
The grandchildren pul out a treble tongﬁe,

Law is the senses of the young.

’Lawg sajs the priest with a priestly look,
7Expounding to an unprilestly people,
-Law is the words in nmy prieStly book,

- Law is my pu%it‘.and ny steeple.

Law, says the judge as he looks down his nose,

Spéaking clearly and most severely,
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Law is as I've told you before,
Law is as you know I suppose,
Law is but let me explain it once more,

Law is The Law.

Yet 1éw—abidihg éeholars\wriﬁe;
' Law is neither ﬁrong nof.riéht,
Law is.oﬁly'crimés o
Punished bﬁ‘places.and by timés;
 Law ;s’ﬁhe c1§thes mnen wear
 Anytime, anywhere, |

Law is Good-merningz and Good-nizht.

‘Others say, Law is our Fatej

Others say, Law is our State;

Others say, others say

Léw is no nmore

Law has gone away.
&nd:éiwayé-thé loud angry crowd
Very ahgry aﬁd #ery loud

Law is We, | |

4nd always the soft idlot softly He.

If:wé,“&ear; khow‘ﬁe‘kﬁow‘ﬁo more
Thén tﬁéy aﬁoﬁt the iaw,. o

If I no more than ycﬁ.

 Krow what we should and should not do
Exeépt that all agree

ﬁlaaly-or niserably

That the law is

#nd that all know this,

If thérefore ﬁhiﬁkiﬁg it absurd

To 1dentifyllaw'with some 6£her‘word;




From t ZThe Pencuin

- Unlike so many men

I cannot say Law is aggin,

No more than they can we suppress
The universsl wish %o guess

Or slip oui of our own position

Intoc an unconcerned condition.

Although I can at least confire
Your vanity and mine |
Tb stating btimidly

4 timid similarity,

We shall boast anyway @

'Like love I say.

Lixe love we don't know where or why
Like love we can't compel or fly
Like love we often weep

Like love we seldonm keep.

Eemneth Allott. p.201.

ed.
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