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democracy as it existed in England and America also excl
distaste. :

He continued to write criticism (Dante, 1929; The Use
and the Use of Criticism, 1933; and On Poetry and Poets, 1943
lecting his later essays). He edited The Criterion, a journal
ature and ideas which he founded in 1922 and which I;
1939. He attempted to develop a poetic drama that woul
ble on the modern stage. Sweeney Agonistes, his first and m
brilliant experiment, was left unfinished in the 1g9zos
lished in 1g932. It was followed by The Rock (1934), Mu
Cathedral (19335), and The Family Reunion (193g). In thes
the poetry is still compelling, but when, after a ten-yea
he returned to the form in The Cocktail Party (1950), it wa
Though the play had considerable commercial success, it se
unlikely to last except as a curiosity in the career of a great pi
The same thing may be said of his two subsequent pla
Confidential Clerk (1954) and The Elder Statesman (1g59)

Between the early 19g30s and 1942 Eliot composed th
sequence of long poems yet written in the twentieth centur
Four Quartets. The first of these, Burnt Norion, grew out of
not used in Murder in the Cathedral (just as The Hollow Men cry
lized around bits left over from The Waste Land). The final the
East Coker, The Dry Salvages, and Little Gidding developed o
the first and kept the same form. The Four Quartets are poe
a widely different kind from The Waste Land. The dram
vignettes of The Waste Land are absent, as is, for the most p
the urban scene. There is still allusion to past literature, st
fragmentary or, at least, disjunctive progression, but these fea:
tures are less noticeable. It is still densely symbolic, even symb
list writing; the same or closely associated symbols—the fir
rose—weave incrementally through the whole work. But it al;
employs a directly meditative and generalizing style not found
The Waste Land. It makes a poetic use of place as the subjec
occasion of meditative reflection; in doing so it adopts a cony,
tion which has persisted in English poetry from the descrip
meditative verse of the eighteenth century to the present
The feeling of piety before past life and history, as they.
embodied or brought to mind in the village of East Coker;
example, or in the chapel at Little Gidding, was also usual withi
this convention. Thus, the Four Quartets were a more traditional
and accessible type of poetry than The Waste Lind.
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THE NEW YORK AVANT-GARDE

STEVENS AND WILLIAMS TO THE
ARLY 1920s AND MARIANNE MOORE

» ETWEEN 1912 and 1922 poets and painters in New York
B-. City formed a thriving avant-garde. The dates are chosen
B to mark approximately the first phase of the Moderr‘nst
ovement, extending from the founding of Poeiry magazine
the publication of The Waste Land. During this period there
‘e numerous little magazines in and around New York: Others,
gue, Camera Work, 291, The Seven Arts, Broom, The Dial. The Little
siiew moved from Chicago to New Yorkin 1917. The New Y(?rk
Jots were Alfred Kreymborg, Mina Loy, Maxwell Bodenhein,
rrick Johns, Wwilliam Carlos Williams, Walter Con‘rad Arens-
g Donald Evans, Pitts Sanborn, Allen and Louise N.orton,
A all,ace Stevens, Lola Ridge, and Marianne Moore. Thirty to
' v vears later, some of these New York poets were to become
nous, but compared with Eliot, Pound, and H.D. m London,
my Lowell and Robert Frost in New England, and Masters,
ndsay, and Sandburg in the Midwest, they all seemed of lesser

ificance in the 19108 _
Surveying the city in 1915, we may begin with nearby G}rlant—
wood in New Jersey. Here Alfred Kreymborg shared a t re;—
wom shack with two artist friends, Man Ray and Samuel Hal-
sert. To this shack in 1913 came a parcel from Lo_ndont,-
apped in butcher’s paper, containing the manuscript o
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i atist. His first volume of

Pound’s Imagist anthology (Des Imagistes). Unknowr bered as an exgg??g?ﬁi{aﬁdlﬁﬁh at least enough interest
cur{iil?f .thlough he was, the delighted Kreymbor . ! gﬁgﬁf (Elg()r;ick Johns it excited ;mulitliﬁ;o:;es:ﬁ(?s

ublish 1t 1n 1g14. : : roo ’
F In Greenwic% %illage, Allen and Louise Norton'w S the first issue of .Ot?eﬁg ;Il;zerig?jriously cute “The
Rogue. To them the mode of London twenty~ﬁv_é 3 ; - 1R utterances’oirlig ;n.CTl.”)‘ They are fanciful, WiSth}L
seemed the last word in modern daring, and Rogue a Lam four r%lh thnor and resignation, and expert in
exquisite, dandyfied, and decadent. Allen Norton may be sar eful; touched V\i};\‘;ocmrn ¢” is typical:
pled in Saloon Sonnets: With Sunday Flutings (1914)..Donalg ndd music.
was the best of the Rogue poets, unless we includ
Stevens among them. Poems of Stevens in Rogue were “T
“Cy FEst Pourtraicte . . . ,” and : pure white pantaloons
O'Clock.” underneath the moox,

At parties for Rogue’s contributers Kreymborg m . on a jolly wash line "
Conrad Arensberg. The wealthy Arensberg agreed skipping f;-omdmy oo
that Harriet Monroe’s Poetry was much too conservativ : over to %j;rtlh:;n his noon.
conventional, and the two poets decided to found a rival : who was
monthly, Arensberg paying the printers. Others thus: ca
being in 1g915. Edited by Kreymborg, it printed in its firs
poems by Mina Loy, William Carlos Williams, Walla The snow, . d
Amy Lowell, Maxwell Bodenheim, T. S. Eliot, John ah yes, ab yes, md?;fwhite and beautiful,
Fletcher, Richard Aldington, Ezra Pound, Marianne Moo : is “fh‘te and' F el;fu b
raic Colum, and Carl Sandburg—not to mention Kreymb verily beaurtiln‘(;ow
Arensberg, and numerous poets now forgotten. Afte f;ﬁ?sg;y " '
dergoing the crises of erratic editing and failing .f | : ah ves, ;h yes, indeed, .
common to little magazines, Others folded in 1g19. Its is green and alluring, green and alluring,
was a prose supplement of wild and sour “Belly Music”b

The pantaloons are da?c'mg,
dancing through the night,

> may also be quoted:

verily alluring——
liam Carlos Williams.

: from the shore.
Others was not devoted to a particular group or school. Its Love?—

resentation of the “new” poetry was broad, and Kreymbor ah yes, ah yes, ah Yeg’ h(fmd’
admirably eager to help unknown poets by printing their w verily yes, ah yes, indeect .
His magazine differed from Poetry mainly in that it did ne : , ions of free verse, Kreymborg
find spfce for the more conservgive or t);aditional verse, ike several of the early champion

ing i lar stanzas and meters
age, though this was a considerable difference. Those % later ye?}rs 1;0(;1%E tf(; fglmf(;s:i% ;lrlldl;:e%? ::gnnets- L ferd
helped Kreymborg edit the magazine and published freque d even broug L e, Broom. He o

in it—such as Bodenheim, Williams, Orrick Johns, and M: 922 he edited @ sect(;lnr an admirable anthology of American
Loy—were said to make up an “Others group.” Wallace Steven vels and put Fng ; en 1, (1929), a critical history of poetry in
and Marianne Moore were sometimes classified with them poetry. Our singing T;" gtb dour (’1925) his charming autobiog-
their contemporaries viewed them, the Others poets were the Emtedfﬁiifzsﬁ;iﬂfg? i(:lformation ;bout twentieth-century
fantastics of the avant-garde. i aphy, contai

Alfred Kreymborg (1883—1966) probably most wished tg
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Kreymborg dropped in frequently at the photogr
gallaries of Alfred Steglitz at 291 Fifth Avenue; K
experimental photography and for his magazine; Camer
Stieglitz decided in 19o7 to exhibit drawings and pai
well. Between 1908 and 1911 his gallery showed the
tisse, Toulouse-Lautrec, Henri Rousseau, Cézanne;
Modern European painters had not been publicly:
the United States up tll then, not, at least, in a’sele
quantity that allowed them to be intelligently studie
Work began to publish reproductions of their- painti
drawings and it explained Cubist and abstract a
Stieglitz’s next journal, 291, continued this effort an
sented some literary experiments with dream sequen
with collage techniques adapted from painting. '

In 1913 the famous exhibition of Modern Art at the
on Lexington Avenue brought paintings by Renoir;:Ma
casso, Cézanne, Braque, Gauguin, and Picabia to Ameér:
interest in modern European painting that had grady
spreading among avant-garde writers in New York no
new intensity. “We’'d have arguments,” Williams later Tec
his Autobiography, “over cubism which would fill an afterno
There was a considerable whipping up of interest in:the
ture of the poem.” In his apartment on West 67th Street; A
berg had already begun to assemble the famous collectio
modern paintings now in the Philadelphia museum. P:
and writers met at his parties. Stevens, for example;’ st
evening with Arensberg and Marcel Duchamp. Lookin
champ’s “things,” he “made very little out of them,” for,
told his wife, he was “withou. sophistication in that dir
and with only a very rudimentary feeling about art.” (Despi
these intimidated disclaimers, he had a very considerable
est in paintings and later collected them to the modest e
that his purse would bear.) The intentions, values, and
niques of all the painters thus brought to the attention of
differed widely. Moreover, they could not easily be adapted
the different art of poetry. But familiarity with Modernist pain
ers, sculptors, and photographers was possible in the Unite
States only in New York, a fact that helps explain why poets
the avant-garde in New York developed somewhat differen
from “new” poets elsewhere. :
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A COMPRESSED IDIOM

tish poetry, we dwelt on the

. - ble

active texture of the phraim%{—)—mfo:e?::énif;eﬁ; fﬁbof
! re ot e , |

Enizgidliisgggell;rﬁ iuch tejgure developed 1n th::3

$ wufh the work of Eliot an important stlmuili.s.hihei;aglie

Jus was felt by younger poets who began publis 1llg o the

3 tates in the twenties. But in New York an equally fa e
texture of phrase had evolved independently o

ig the 1g10s.
magism was a COnclse, prec

ssing Modernist style in Bri

ise, elliptical way of \-vriting, l*j;:t it

seldom packed or difficult, at least as pr;ct}:ﬁi I:Efas gllz

ol 1 i lowers. Net

: D.. and their American fol 's. N L
__11, ?ngh’uinson, Frost, and the so-called “Chicago scioolwgi

u:ar:) Lindsay, and Sandburg. But in the 1g10s Mina Loy

ting:

i d
We might have couple -
In the bed-ridden monopoly of 2 moment;

.I ) as § €58101 f i met p
]ViaI 1anne M[()()[e 1§1 WIE‘ LICCESSLO Ol W1 a 0Ol

rring to a carrot:
with everything crammed belligerent-
ly inside itself, its fibres breed mon-
opoly-— . .
aaaiilike, wedge shaped engine with the
secret of expansion;

.d Maxwell Bodenheim in “An Old Negro Asleep,

. . h
illed, dried wine that colors earth,
éi:p;eﬁow-white light sinks into his rubbed brﬁwin ‘face,
And perhaps reaches even the seeded dreimlsd' elow,
Melting then to webbed shapes he cannot hold;

. . . .
and William Carlos Williams, adapting Futurist and painterly e

ects in “Spring Strains™:
. But—

(Hold hard, rigid jointed trees!)
the blinding and red-edged sun-blur—
creeping energy, concentrated
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counterforce—welds sky, buds, trees

rivets them in one puckering hold!
Sticks through! 8o

nal was thereafter open 1o avant-garde poets. In fact,
ns himself was first published in Trend—*Carnet de
ge” in 1914 Sanborn’s Vie de Bordeaux poems arc some-
antastical in their conceptions. They have a French set-
jay be influenced by Laforgue, and indude nicely flowing
se. Sanborn became 2 noted music critic and a radio
.ntator for the Philadelphia Orchestra. Walter Conrad
erg was also a friend of Stevens from Harvard days. His
tions of French symbolistes were valuable but he soon
iedito write poetry.
ause Maxwell Bodenheim (1892-1954) ended as a dere-
ling poems for whiskey, his life has been more talked
than his writing. He has been viewed as the prototypical
hemian, free and tragic, whose existence is someliow closer 1o
ntials than that of most of us. This is a sentimental myth. As
Moore points out, in the only book about Bodenheim,
s nothing to romanticize in the mental fears that preyed
m.
the start of his career he seerned promising. Some poems
printed in Poeiry. He got to know a number of writers in
cago before moving to New York, where he stayed for a
hile with Kreymborg and his wife. Here he met other poets
also became acquainted with the Provincetown Players, who
ormed two of his plays in 1917 He was now twenty-five.
e next year his first book of poems appeared, to be followed
ve more in the next {ive years.
Many of Bodenheim’s poems show the influence of Sandburg.
ey are warmly sympathetic, free-verse impressions of people
nd scenes, usually in an urban, working-class milieu (“The Vag-
nd in the Park,” “The Rear-Porches of an Apartment Build-
7). They differ from Sandburg’s in that they make a more
requent and surprising use of metaphor. His metaphors, typi-
I am the jealous store-house of the candle-ends “cally, are vivid as images or pictures and indefinite in their impli-
That lit your adolescent learning. * cations. In “Sunday in a Certain City Suburb,” for example, the
lives of the dominoe-players

and Wallace Stevens, at the start of “Le Monocle dé.Mon

“Mother of heaven, regina of the clouds
? hsce[;)l.:re of the sun, crown of the moor.’l
ere 1s not nothing, no, no, never no ing,

‘ » 10, NO, thing,
IXke the clashed edges of two words that kﬁl 7
nd so 1 mocked her in magnificent measure
Or was it that I mocked myself alone? .

Pi . .
tixtts S_anb(.)rrlocfcas10nally experimented with eliptical jir
ons in his “Vie de Bordeaux” poems, and even Are

whose verse was oft i
‘ en old-fashioned, is i
ticle as having written, '8 quoted in an Q%

which have the butters of extra broken

though I have not seen '
; the poem F : e
quotations are all taken frorf}) Omer;om which this is cited

Mi .
N ina Loy was Enghsh and came to New York with im
ant;gai"lde credentials, for she had known Marinetti it
and Apollinaire in Paris. A
: - . As a woman poet, she was regar
! , egard
serious rival to Marianne Moore. Her best-known W(;gi”k W,

“Love Songs.” The . ) _
. ; y are witty, ph 1 : .
sentimental, and vigorously ph};asgd?/slca . philosophica

I must live in my lantern
Trimming subliminal flicker
Virginal to the bellows
Of experience
Coloured glass;
or,

tli)fgksozr?}s we;re }Ilaubli;‘hed in journals but were not collééted
. east, the only volume of hers I ha 2
192§ and was printed in Paris by Robert MCJ‘:}I:IZEJI dare

John Pitts Sanborn (18
at 79—-1941) knew Wallace St :
Harvard. He joined the editorial staff of Trend in 1961‘:‘2;2

are the centers of half-cloudy days,
With now and then a noisy evening
In which they hang the crude litdle japanese lanterns
of their thoughts
On the ever-swaying strings of their minds.
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In * i »

Advice to a Forest” there are hier, Holly Stevens. In 1916 he joined the Hartford Aca-
and Indemnity Co. and moved to Hartford, Connecticut,
e he lived for the rest of his life, working with the same firm
-oncealing his activity as a poet from his business colleagues.
least, he concealed it as well as he was able and until he was

established in his firm. At his office he is said to have hid his
ms by writing them on small pieces of paper which he tucked
ide large law books.
rough Arensberg, Stevens met the Others group in New
k. He published in little magazines (* Peter Quince at the Cla-

’ and “Sunday Morning” in 1915, “Letiers d’un Soldat” and
« Monode de Mon Oncle” in 1918, for instance) and wrote
e experimental, hopelessly undramatic plays.

1 1928 Harmonium appeared in an edition of 1,500 copies.
The book aroused little interest and was soon remaindered. For
next few years Stevens wrote very litile. He devoted his en-
gies to the insurance business and relaxed with books, music,
d gardening. But his reputation as a poct continued to grow,
.d his sense of this helped revive his imagination or ambition.
is fifties his career entered its second phase. Beginning with
leas of Order in 1935, one book followed another in rapid suc-
cession: Ouwl’s Clover (1936), The Man with the Blue Guitar and
ther Poems (193'7), Parts of a World (1942), Notes toward a Supreme
iction (1042), Esthétique du Mal (1g45), Transport to Summer
1947), and The Auroras of Autumn (1950). The Necessary Angel
g51) was a collection of essays on his central theme of “Reality
nd the Imagination.”

Until the 1g50s Stevens had enjoyed only a gradually
preading succés d'estime as a “poet’s poet” or a “Critic’s poet.” He
ow discovered that graduate students were reading him with
nthusiasm, and some wished to write about him. At this aca-
emic reception he was wryly ironic as well as incredulous.
Honors piled on him in his sixties and early seventies, including
the offer, in 1954, to serve as Charles Eliot Norton Professor of
oetry at Harvard. (He turned it down, for he was diffident
bout lecturing on poetry. He also feared that acceptance would
ntail Tetirement from the insurance company.) Despite his
growing reputation, he had been unwilling to bring out a col-
ected edition, fearing lest such a climax to his career might also
prove a termination. But in 1954 he admitted to his publisher,

trees, tolwhom the darkness is a child
Scampering in and out of your long, green beards;

and in “To Li T’Ai Po,”

Faces where middle age
Sits, tearing a last gardenia.

He is a relatively inward poet, whose elaborations of me
capture complex emotional impressions. “Images of Emio
the tlt_le of one of his poems, indicates the intention and m
to which he was increasingly attracted. |

We come now to three poets who were later to acquir
reputation—Wallace Stevens, William Carlos Williams
Manann.e Moore. Of Williams and Stevens we shall here n
only th(?ll’ early careers down to 1923, when Stevens pu.bl"i'
I-_Iamomum and Williams Spring and All. Both continued p
!zshmg into the second half of the century and became nfé
influences in modern American poetry. Hence it seems useful
postpone a full discussion of their whole career until the"foff;h
coming volume, where they can be viewed along with
younger poets who turned to them for example. Witl% Mari
Moore the case is different. She also continued to publish;,
her reputation grew steadily. But her style was so idiosyncr;

th&t Other pOetS COu]d n m Il h 1t nc s W a(lll[l[
" c as

WALLACE STEVENS

Wallace Stevens (1879~1955) was born in ing, Penn:
vania. He stu_.died at Harvard (51897_1 go0), actiila;i;;%egsgn Y
:ihe college literary magazine, the Advocate, and met other étz

ent poets such as Arthur Davison Ficke, Witter Bynner, and
.Walt.er Conrad Arepsberg. He tried to make a living at jou,rﬁ :
;f:leii Ne;v York City until, yielding to his father’s arguments
he en ered Law School. He was admitted to the bar in 1904 an
or the next twelve years practiced law or did legal work for ’i)IiSI
ness i_irms in New York. In 1gog he married Elsie Kachel ¢
Reading, whom he had long courted and by whom he had
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the “old world spirit” was “run down,” while the “Ne
spirit,” in which he naturally included himself wa.s
ignorant l?ut . . . full of the strength of abundan,t resour:
opportunity not unmixed with contempt for old forms ;

But his early poetry did not exemplify this contem .fo
forms.” In his teens Williams had admired Whitmanpa.nd
out occasionally in imitations. But he loved Keats and com
a long verse romance in what he conceived to be Keat:
Qne of his starting points as a poet may be seen in a sonn
1nc1uf:ied in a letter to his brother. It was written in 190'6.
meeting “one of the most sensible and generally likeable; be:

ful g’lr’l’s I have seeninalong time.” He “came home feeling sort
funny” and sat down to write: SOrt

serly debated their theories, and felt that he was in the thick
new movement. Throughout his life his happiest times seem
I_i_ave been of this kind, when he saw himself as a member—or
2 Jeader—of a movement that was going to capture the fu-
re of poetry, or the poetry of the future. A favorite rhetorical
vice in his prose is the ﬁrst—person~plural “we,” which he used
dentify himself with unspecified fellow writers, with the
ovement: “What a battle we made of it. Merely getiing rid of
pitals at the beginning of every line!” From 1920 to 1923 he
ited Contact I with Robert McAlmon.
Meanwhile, he had also met the painters Marcel Duchamp
d Man Ray and the photographer Alfred Stieglitz. In 1913
me the Armory Show. Moreover, between 1914 and 1919
ound had printed some of Williams® poems in The Egoist, and
liams had become an attentive reader not only of the literary
art of the magazine but also of the feminist and philosophical
says by Dora Marsden with which each issue began. He was
oth an Egoist, he said, and an Imagist.
These excitements were reflected in his volumes of poetry in
the next several years: 41 Que Quiere (1g17), Sour Grapes (1921),
d Spring and All (1923). There was also Kora in Hell (1920), a
roup of prose poems he wrote as spontancous improvisations.
ra in Fell had a Preface attacking Pound and Eliot for aping
the poetry of Europe, and Spring and All included swatches of
theorizing about poetry. In fact, many of the poems in these vol-
umes were intended as demonstrations or metaphors of poetry,
what it should be and how it should be written. These early
books contained many of the poems that were later to be re-
rinted in one anthology after another—“Tract,” “The Young
ousewife,” “El Hombre,” “Danse Russe,” “To Waken An Old
Lady,” “Queen-Ann’s Lace,” “The Widow’s Lament in Spring-
ime,” “Spring and All,” “To Elsie,” and “The Red Wheelbar-
‘row’—and in them Williams’ poetry was fuily formed in its first
phase. The attractions of this poetry are at least fourfold: the
ersonality and attitudes of the speaker; the clarity and vi-
“vidness in presenting things to the senses; the use of spoken lan-
guage, in other words, Williams’ liveliness, authenticity, and
mmediacy in imitating spontaneous, characteristically Ameri-
“can talk; and the subtlety and many-sidedness of emotional
awareness and response.

Last night I sat within a blazing hall
And Flrank of bliss from out a maiden’s eyes.
The jeweled guests passed by . . .

_In 1gog his first book. of poems was printed in Rutheff 1
his own expense. In 1913 a second book, The Tempers, was pu
lfsbed in London, Pound having persuaded Elkin M;ltthevg
I:?la"mg’ it out. Pouéflld hwas now the dominant influence on' W
1ams’ writing, and The Tempers included se in:tyg
.Pound had favored in hif early verse, s‘::;lﬂ fsoirﬁl; llglrgxgn
ingesque monologue and the Renaissance lyric— ..

Lady of dusk-wood fastnesses,
Thou art my Lady.

Despite t}}e stylistic and thematic emulations of Pound, Willia
chara_cterlstic humor, liveliness, unpretentiousness ’ .
happiness, and charm are also strongly present.
I?‘y 1912 POHI-ld was propagating, as Imagism, the princiz les
of “efficient writing” to which he had gradually sifted dufi'ri "
four years of conversation, experiment, and self-criticism in
Londo’n. No American poet was more receptive than William t
Pound’s practical instructions for Imagists. The founding
Poetry had another, less traceable, impact on his career Afte%*}?
h-ad appeared in its pages, he could henceforth feel th‘at he wa
himself among the “new” American poets. This feeling was en.
m_ously reinforced by his association in and around New Y(?r
City with the Others group. He read their works in manuscrip

, ingenuon
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“STh_e images are close, fresh, concrete, and empal
pring and All” he catches “the stiff curl of -wildcarr

with meglorable, typical exactitude. There are no
and motion in the '

d i, is seen in “To Waken An Old Lady.” If the poem is
d as a metaphor of old age, every detail expresses a delicate,
plex awareness. It is winter and life is on the whole dimin-
o a “shrill piping.” But, just as the poem is the opposite of
sentimentally wishful, it also refuses to simplify into mere
J0s or pessimism. Winter is no unchanging state but a varied
son that includes its times of content:

surge of the blue
mottled clouds driven from the
northeast—a cold wind,

but aJ.SO in “suree” and “dri N . S
organic partic I;Sation - drlven _ there Is.WﬂlIams’ charac Old age is
the obiects ynamic energies and tension a flight of small
o 131" ; or events he renders. In the same poem cheeping birds
gly lifeless bushes of early spring are described in skimming
B bare trees

accurate yet unexpected adjectives:
above a snow glaze.

Gaining and failing
they are buffeted

by a dark wind—
But what?

On harsh weedstalks
the flock has rested,

All along the road the reddish

purplish, forked, upstanding, twi
stuff of bushes . . P B issy

“Tragct” illustrates his rendering of American speec
p}t:em is an address to his “townspeople,” telling hows afu
should be performed. The directions are implicitly a comy

£a. 1t tc
hfz;s(:inh?e er? o8 of poewy: Knock the glass out’ 0 Si(j\?;:d with broken
. he says, for glass suggests a wish to deny reality seedhusks
My God—glass, my townspeople! and the wind tempered
by a shrill

For what purpose? Is it for the dead
to look out or for us to see

how well he is housed or to see

the fiowers or the lack of them—

or what?

To keep the rain and snow from him?

piping of plenty.

“Though Williams was bringing out books steadily from 1gog
ntil his death, his appeal to readers and his influence on
ounger pocts increased greatly toward the end of his career.
‘He himself felt that his own poetry was the polar opposite of
liot’s and that the hegemony of Eliot had delayed his recogni-
on. The Waste Land, Williams said in his Autobiography, “wiped
ut our world as if an atom bomb had been dropped upon it.”
He felt that Eliot's poem had set back for twenty years the accep-
ance and spread of the poetic values for which “we” contended.
Be this as it may, in the 19408 and 1gpos, when younger poets
began to follow his Jead, the reason was partly that he was a poet
of the older generation—and pound’s friend—whose work of-
fered younger poets a way out of the cul-de-sac in which many
of them felt that contemporary poetry was expiring. This is not
the place to tell the history of American poetry between 1930

?}?;uszglilmﬁuon, the heaped-up questions, the blunt irony

. e ;" the mention that there may be no flowers are all

w?;g” t;}ti ;1 ficus_ in the aggressive-contemptuous questioh,"s_‘-‘ds

b recognizg tf:lstlton .would lose .mud} of its effect if we could
the question there tomes a5 the line sadicues, 5 deafeni
, @ e line indicates, a deafenin

gﬁ::tei,o Eef[?}rle tl;le speaker pl‘leS on another aggressively irohigc

. The whole passage is flat, blunt, energetic, and driving

and renders what Williams conceived to be a typically Americ

voice. g

V‘:E“ = . L 1] 3
he fineness of Williams’ “emotional equipment,” as Poun
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ey are presented casually, as an omnpipresent, natural as-

life.

poetry exhibits Williams vis-
ts only the world, or parts of it, leavi

case the situation is essentially the prototypical one of Ro-
- poeury, the poetic imagination alone with nature. Gon-
ting the welter of phenomena, the imagination attempts t©
or create order and meaning; especially it strives for an
er or meaning that would support feelings of acceptance, oY
f joy. So also with Williams.
The poetry of Williams can be read as a demonstration that

now, and everywhere the world is always fresh, full, and

More exactly, the world has this character for whoever can
tions, habitual

it this way. We must strip away preconcep
ociations, and literary and social conventions in order to see

hing as it immediately is. This fresh, authentic perception is
ugh, but there may also be a discovery or creation of aes-
otic value in the objects seen. In Williams' well-known “The
d Wheelbarrow,” composed in two minutes, the objects—a
eelbarrow, rain water, chickens—evoke no associations from
etic tradition. Neither, as Williams renders them, do they
oke any particular associations of other kinds; we do not think
- ural life, for example. They are merely things perceived and
ey are so familiar that they would usually rouse little interest
In each pair of lines the poem notes first a color and
( s 2 process in which a bright, pleas-
ing quality is located in an ordinary thing. Together the things
ake a pattern of contrasts, an aesthetic composition. The poem
ays that so puch depends on these objects or the composition
‘they make. But it also means that so much depends on the eye

at perceives.

and 1950, but it may be noted, in i
‘ , i1 a too simpli 1
gi, f;:éll;:est I;amd methods of the NewIIg;‘ilf:fiic:esdt:r::;l:‘r1
Huence rea):j . € poetry and critical writings of Eliot, th
S S I;Sfesp?clzlally to appreciate formally complex
teaching of litera:\ixr;zllilf silllld tlh and e iﬂﬂﬁzn
proach to literature began tgoseseill:(:l‘: 011; o EVCnm?}ﬂ
ature from life. G o
Rebelling against this i
oo , young writers aft A
Wﬂﬁii«i :bzg; ior altelrnatwe premises and sf;le‘s/v?;tie “;
beginnin.g s ;1:2 g;c:lfggputt iF’ Williams was “u;abl e
oc8 °TS, ests in praise of Willi #
lievzz}ggg t}cl)tvgnti becaus.e tl.ley feI}z, “Well, if ;fii:;;n S:)é:v o
eve I mi gw e able to X.'VI‘.lte it, too!” The attractionspof hl':y
Ceptual,mOiiiprlrge;ilgrzgsgizogn :lvere further enhanced by
ceptu ind manifestos. The inla
© (}))r?xslsd :1;.:1 ciefended his way of writing; u::yfﬁgsﬁla
more gg ;}re y because‘they were vague. But Willi .
crease Onlp};; in the forties, fifties, and sixties did niams
They werg resczusg_young poets sought a new parental
R Sh;a) ndimng to trends in American life that shap,
erapare b7 rplélg feellng§, values, and life styles Inp’e h
pord ;m_mdy eaders, especially the young, recogniz'ed o
s altisuc I;ats with which they felt a warm sympath e
presenm e :11;“ of thes<'e poems is the “L” the s e);k .
presents himel as a plain, unpretentious man, a dpoctoer,l
an ordl hasyfrmhmth his family in Rutherford. i—Ie has ax?d f
fote e v s ness of response, humor, wholeso }
- Watching his “wife’s new pink slipperTfneSs’..Et

3-vis the world. Sometimes it
ng the speaker out. In

or.emotion.

who
then an object, and thus enact

n

~ Ltalk to them
I my secret mind

out of pure happi
Ppiness. so much depends

His pose is
“The Ogre” rﬁ‘;‘iﬁ?tﬁ; ot I;land; his subject matter frank upon
much charm of his se 4 wheel
xual response to a red whee
ponseto barrow

Sweet child,

little girl with weil-shaped legs. glazed with rain

water

beside the white

EI ot g’S € I se g ut SpoOnses ens
2
(thk

not only to peo
¥y to people but to weather, Howers, trees, and bushe
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"The Red Wheelbarrow,” like so many of Willian: er ages could not embody contemporary states of conscious-
about poetry, but it is also about finding and. relatin ! L 't is likely that in his mature years he spent more time

%ty.—the themes are inseparable for Williams. The p : : Jittle magazines than in reading the great poets of the
its interest solely from its character as an implicit cred %etry that is alive, he told Miss Monroe (she had criticized
onstration. It is remarkably easy and obvious and:mig st ems he submitted to Poery), must be, like life itself, “at
have been written as a parody, reducing Williams' s nent subversive of life as it was the moment before.
theme to their minimum, - . 10 be alive must have infused into it some tincture of dis-

But Williams’ poetry is built on the paradox that less : ‘
Beneath this there is the paradox that all is nothin A bscri};ed to the ideas of Imagism as Pound had formu-
most human beings, Williams’ beliefs were partly shape hem. A poem, as he then thought of it, “was an image, the
jective needs. His emphasis on making “contact” with: ”m.e wa-s the im{)ortant thing.” Just what was pictured mat-
was a natural expression of a personality for which som . ess. “We have discarded beauty,” he said in 1914. Follow-

of contact were difficult. And his poetic exhibitions ths . e principles set forth in “A Few ‘Don'ts’ by an Tmagiste,”

one, could be vital, full, happy, and related to the world ari stressed the value of swift, uncluttered, functional phrasing,
] d by the effort

to be taken literally. They were counterattacks in a lifelong b ut the inversions and redundancies impose
‘x:mh disgust and despair. The prototypical situation S tha 1l out a standard form.” On this ground he still argued at
Dansef Ru§se,” where the speaker dances alone and 1 ime for free verse. He differed from Pound, how_ever, in
dawn in his “north room.” Who, he asks, “shall-say I he put less emphasis on a compressed presentation but
not / the happy genius of my household?” But the ke rather of momentum, “an unimpeded thrust through a
stration is for himself. He is watching his dance in a em from the beginning to the end.” He was highly attracted to
The only person Williams® poetry characterizes in-d " S ancous composition as a S hod: it would guarantee chat
himself. Many poems, however, are sketches of other people. ~ries about “formal arrangements” would not defiect the
portrays especially the unfortunate—the impoverished, ' Jevelopment of what you se¢ and feel”; it would bring about
alienated, deprived, derelict, criminal, or ill—and he m ; T tlegst promote «;mmediate contact with the world.” He was
sympathize with their situation and feelings. His attitude towa, o be 'n’ning o iress that poetry must find its “primary im-
such‘ characters 1s unsentimental, tolerant, and appreciative: tus ”g;s he Tater put i, 1 “local con Jitions.” Local impl'@s, i
admires their tough-mindedness, endurance, vitality, and: : slé;ganizing the opposite of cassical, medieval, or simﬂarlz
bf)m assertion of identity. He sces himself in them, and them remote subject;«—“l was determined to use the material T knew.
himself, with a fellow feeling that might be called democrat And among “local conditions” Williams included the spoken
Despite this, there is an essential detachment, for his interest merican language, its vocabulary, rhythm, and syntax.

such persons is primarily aesthetic. As he later explained in his Williams was forty years old when Spring an d. Al was pub.—
Autobiography, he sought “poetry” in the lost, the dispossesse lished. His life henceforth continued to center his active medi-
. . writer, along with the usual do-

the r_enegade, and the uneducated because such persons seeme Al practice and his career as a
to him to be whole and integral. They were “sure, all of.  estic troubles and happinesses. In the early 1g20s he started to

piece . . . instant and perfect.” rite his important prose work, In the American Grain. His aim
His program for poetry—or “the poem,” as he called it—ma was “to try to find out for myself what the land of my more or
. .. The plan was to try t0

be quickly stated, at least as it was by 1924. The core of it was th ess accidental birth might signify. -

idea that poetry must be “consonant” with the modern age get inside the heads of some of the American founders . . . by
Despite his early fondness for Keats, Williams soon convince examining their original cecords.” The book “fell flat” when it
himsclf that previous poetry was irrelevant, for the forms of ear was published in 1925 and was s00n remaindered, though it has

0
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since be.en reprinted several times. In 1924 he.s
months in Europe, where he saw much of th%: f&m s
Zte colony in Paris, and he was again in Europe ine1. Sz -
: ;}geii :EOfotutrﬁd or help others found little magaz? Zs
One, vitho Su em h.e wquld himself “have been early
Fress, in which e was asnoiascd wich Bkl Dot o

, ciated wi i i 1
gltcﬂ;}cifsky. At this time he also articu;:atiiazll}l Bgrll)jleiiw
e poem.” About this time he also edited '
o ited Contact
Vitzﬁlr;o?ezrédg:t;xﬁzl Z‘gest.l 1In the 1g9g0s he begaﬁ
. colleges. He was not yet ¢
:‘ri?;ggetl;;n}ge 11:1‘1port.ant”p_oets, however, and hiss;a;wa
Grerage fec fo ; reading in those days—twenty-five :
magaZi.ne rfz etry won the Dial award in 1926 and the P,
e £ee I:e in 1931, tht‘m there were no more prize
945 Betwe 1946 and his de::lth, however, he recei”
nonor: v grees.and sevenl prizes or awards. From~ig48
958 he was working on Paterson, which he left unfini h94
suffered a stroke, and resigned from medical ractims D
further paralyzing strokes, he heroically contimlfed t write
some of his finest poems date from his last years o

d (1921-1925) in the Hudson Park branch of the New
‘Public Library.

g15 she began to publish verse in the Egoist, Poetry, and
5. In 1g21 the Egoist Press, without her knowledge,
ht out a volume of twenty-four of her poems. In 1920 she
n to publish in the Dial, and received the Dial award for the
volume she herself published: Observations (1g25). She be-
ne acting editor of the Dial (1925-1029) for the remainder o
_-publishing life. Her verse, praised by Ezra Pound for its
ce of the intelligence” (1918), continued to receive applause
m distinguished poets and critics, such as T. S. Eliot, Yvor
nters, W. H. Auden, and Randall Jarrell. Selected Poems
with a commendatory Introduction by Eliot, was fol-
owed by The Pangolin and Other Verse (1936), What Are Years?
941); Nevertheless (1944), and Collected Poems (1951), which re-
-ved the Bollingen and other prizes. By now Miss Moore’s rep-
ation was widely as well as firmly established. In 1954 her
ng-awaited translation of the Fables of La Fontaine appeared,
nd in 1955 a collection of essays, Predilections. Now almost sev-
ty, she continued to publish prolifically: Like a Bulwark {1956);
o lectures given at the University of California, Idiosyncrasies
ond Technique (1958); O To be a Dragon (1959); The Abseniee
1962), a comedy based on Maria Edgeworth’s novel of the same
me: The Arctic Ox (1964); Tell Me, Tell Me (1966); and Complete
q ovems (1967).
aughter of John Milt E According to her own testimony, Miss Moore met no writers
when she wastt.ill a chil(c)inalr\:[(f 211;: wlje];) father left' the fam efore 1916 and until then was, as she said, “isolated” from con-
of her maternal grandfa,lther John F%NI‘OUght up in the.bg ary poetry. The Imagists, she said, were not an impor-
Presbyterian church. Her girfh ood am}?lg.ner, a pastor in th ant influence on her work. She had not read the French sym-
painter, though she was also interested Iirllon' “:;S.to beco ( _ olistes. Perhaps she learned more from prose writers, but she
ogy. In 1894 the family moved to Carlisl Hfl’e teme and b was aware of no literary antecedents for her style. The statement
she received her education at the Met ¢, Pennsylvania,a orrects some stock notions about literary history. It suggests
later at Bryn Mawr College (A.B etzger Institute there a that modern poetic style depended rather less on Hulme,
Carlisle Commerdial College sh;a s elngzog). After a year at'th Pound, the Imagists, and the Symbolists than is usually sup-
teaching stenography and bc;okkeepi ou; years (1911-1915 posed. Instead, it developed from sources and tendencies so
dian School at Carlisle. Always integ ntg 3t.t - UmFed States In multiple that is was in the air, so to speak, and by 1915 even a
good tennis player, and in her lateres € Inbathletlcs (she wa young schoolmistress fresh from Bryn Mawr College could be
astic baseball fan), she also coached th};eigsd' ec:ﬁne an enthus writing it. For stylistically her poems are Modernist. She shared
sports. In 1918 she moved to New Y kian oys in outdoo; with the Imagists the effort for exact presentation of the object

ork, taught, and the and the use of prose rhythms. She employed with Pound and

MARIANNE MOORE

Marianne Moore (1887-1972) was born in St. Lou
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oems such as “Virginia Bri-
d or at least halted these
nd accessible,

w years, in important p
or “The Pangolin” she reverse
cies. These poems were more spacious 2
to the descriptive-meditative tradition.

ward a more accessible style continued.
ing the Second World War some poems were in an emo-
1. rhetorical vein (“In Distrust of Merits,” “Keeping Their
d Large”), and throughout her later work there was 2
hily more direct expression of personal feeling. The looser
nner was also present in a good many occasional poems
tten either to support worthy causes or out of local Brooklyn
otism. The humor of her verse was also more varied. Where
s once a tart remark or darning-needle stab, it now ranged

m broad effects to verbal play:

those he influenced, the technique i rar
p;)lsullon by gxcision of connecti(rllg :t;)tigll:;?se%g;? .
ilz« 0¥1$1€al cIliev'wal was 'much heard of, she was ;vriti:r?
Cauyy :::1 Er?:;.n I—Slpez flcti'f;)il:l sought the colloquial a
e en idiom. She was react
;‘32 zlt“ia:)clill;orﬁlly be’autiffﬂlor poeticin fgj; (c))tiz ?.hl: uilh
Comracted.r tlllllme $ opinions that poetry should be inor
conmracted ad er than expansive, impersonal, disciio ined.
e Vzas 1S;fldan _exemphﬁcation in her work. But if:
pique wa odernist, her. temperament was not. She
have She connection with conventionally modern
it rectide, her views were Simple, S sos aotousb
\ : , ere sim '
Ef:gtl;liaxﬁlgst, anc! the delighted i;&;};eoﬁiein;zﬁ
ma giong y sophisticated writers resembles Werther's lo
Styl;ial(;;azrtlt('etl\/g)ore s career evolved without dramatic chan
SR 11aunde.' Téle poems published in magazines o
19151921 n Poems (1921) are often astringent com
in discursiv » economical speech. They deal especially with
mu,er o ype; en‘cou.ntered in the literary world (tﬁé'-st
afforés / th]E)e antic literalist), ideas about writing (“-.E
aftords | Telrl gccamﬁn and expediency determines the f
and Verse.: althrnuc -quoted “Z}’oetry” is typical. They are
tional and,suchogggn‘;}sleasc‘z‘igfllgln ch ey B Pk
onal ] and,” “When 1 Buy Picty
pmse.’[‘g(;sle ‘i]fq%f SCEIIIP"EIS” are in a free verse erilzfuis
poemsaﬁﬂ}; n e Fish” does one find among these e:
poers a fy z : ﬁ'e oped_ example of the several idiosyncrasies
arely o é) n’cl;a y associated with her, although she never
merely one Sub.nner.b‘lf\hth the Sielected Poems of 1935 the liki
Jerboa” “Th J;tltts ecame _notlceable for the first time ("”:}.?“h'g
Buffalé,”) ang ?met Basilisk,” “The Frigate Pelican,” Th
tar onplace, promptin
FI?) n?:iyn(;i f;;(;;ur.agement that helped elicit hir tr;;lslagtigtlledc -
o e etsh in 1%54.) The poems written between 1921-2&1‘
1985 were on | e w‘ ole more elliptical, oblique, and difficult
than the ea ones; they showed for the first time an effi .
observation that went almost to fantastic lengths Iorllﬂttltlj

approach to

‘he pin-swin or spine-swine

(the edgehog miscalled hedgehog) with all his edges out . - -

the same time there was an occasional or partial return to tra-
nal versification, either in poems that scan and rhymein the
ways or in the blending of syllabic with accentual verse, as,
example, in “The Mind is an Enchanting Thing.” The mel-
lowing was not necessarily 2 good thing, for her work tended to
ccome rather less taut and brilliant. But neither did it go very
r. The poetry still gave the effect of “stepping as though
ough / harp-strings in 2 scherzo.” She could still say: “If trib-
tes cannot / be implicit, / give me diatribes and the fragrance
f iodine.”
. Her technical or stylistic innovations were chiefly four: syllabic
light rhyme, inorganic stanza forms,

rse on a new principle,
and miscellaneous quotation. By syllabic verse is meant simply
hat the line is measured by counting not the number of accents

‘but the number of syllables. 1t is the ordinary scansion of French
poetry. What is novel in Marianne Moore, however, is that the
line may have any number of syllables from one to twenty, and
caesuras fall where they may. As a result, there is no way of
knowing that it is a meter until the same number of syllables are
counted In corresponding lines of each stanza. This compels, as
‘one reads, a primary attention to the prose rhythm. Other
rhythms are going at the same time of course, created by the di-
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oincide with the units of the verse, even while they run
1d the partial violation of a norm is itself expressive, a fur-
cer(litual scansion and allow the prose rhyth refinement of meaning. In the case of Marianne Moore,
and receive first emphasis. For the oz:t mltlo.- me er, the syllabic verse, the light thyme, and the arbitrary
serve more personal needs. One easil}}’) Iea,r syllabi of the line contribute to a stanzaic pattern that may be
Verse, for example, and to a lesser degree s tomm I cctually recognized but is not much felt in reading:
meters 1. O
unconséﬁf& ghUS, for most poets the metrical aspec
Syllak;ic o p i élsteil)fsia;?;cl?leter can never become habitnal
st be filled s itself to the poet as an external fo hut where they
“Light rh consciously. B stable it, need not fear comparison
me” o . - . 0 - - .
Moors was £Oin 15121 %hrasze applied by T. S. Eliot to's . :lvltl(libls_ok?, with the twins,
takes a special eipgas_nghﬂ:ip oetry the rhyme word- i e O‘F;X Z‘ll}e;estry
. 15, and amo LR :
C.ontmbutlons of the Modernist W -the unquestionabl 1 or lack of relation between the pattern of verse
tion that, since the rhyme word poets 1s their renewed reco | mplet i this inst
7 is em i : e rarely so complete as in this nstance,
funcuon, it should be worthy of the aahailized. by its positio eparation is the norm tl}ie expe(}iation with which the
it must do ention it receive i ’
cver thererincn;: than merely rhyme. In Marianne MOSO : der starts, and any, even slight convergence of these patterns
ticl; ; there 15 rhyme that receives no emphasis and g pomes the more noticeable and feit. This indeed is one gain to
climactic if it did. Eliot points out that “th and would 155 Moore’s poetry If you begin with external, inorganic
qures giving a word a slightly more an lt ?effeCt sometimes cms any mofe orga.mic relation of pattern and m:eaning dra-
;tsreIS:lng a syllable more than ordinarif; }’f’tl(;? I“f}fonunciaﬁpn tica’illy enhances expressiveness. More than this, however,
rhyme words™ ’ € use of arne ese arbitarary forms make the meaning more difficult to grasp
nd so rouse attenton. They also contribute to the air of eccen-
ricity and self-imposed difficulty that pervades her verse,“the

ove of doing hard things.”
The quotations from various

vision into lines and i i

: the occasional int

vision In onal counterpointing c

with acc ri’lt;l&l meter, bljlt syllabic verse does II':Oté eat 0'
. Its function in English seems primarﬂ t .

The Indian buffalo,
led by bare-legged boys 10 a4 hay

e separatio
pattern of meaning is

ac-
cident—Ilack
of corni i
ornice, dynamite grooves, burns, and

hatchet str
okes, these thi
. ngs s
out o it. gs stand

gources, such as the National Geo-

aphic Magazine or the sports pages, are a further oddity. They
e not usually memorable in themselves. Miss Moore explains
‘hem as simple integrity: if you use someone else’s words, it is
ght to acknowledge the borrowing. But, then, why use some-
one else’s words? Moreover, SOme of the quotations she secms to
ave invented herself, and quotations axe used with a frequency
that gives some readers the impression of a nervous tic. Her
uotation marks function generally in two ways: they call atten-
ton to the words and they give them an ironic cast. Quotation
- may be a way of disowning the words she uses, of refusing to
‘take full responsibility for them. It is a mode of armor, of hiding
from the reader. Her book reviews are frequently mosaics of

quotation.
In structure

Similaxly with i

1 stanzalc patt i

gk patterns. In the simpl 0

ma%i o ::lgse the pz.ittern of the stanza coincides xl:rlfll; t{?rms..o
syntactical ordering of sense and feeling: “E

Apepeck .Sweeney spreads his knees
Letting his arms hang down to laugh
The gebra stripes along his jaw =
Swelling to raculate giraffe,

‘ g over :HO W Oor run on ]:)e OIld the VETS
ox Eh.e stanza a counter p()lllt 18 set up, ih.e V erSlﬁca[‘.l()Il main:
tainin one atterr W[”E I]]e SENnse l! Iee]!!l 5e anot €

t l & P s
But lle dIS unction is I‘arel COom Iﬁte t an fee].lll
he ense d g

her poems seem often to}
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sition, whether b i |
; Y narrative, argumen i '
lgonsmousness’ by na aSSOCi;tiO fuThe it;nmed‘l't ons to reflection upon it that typifies meditative verse. The
From the fae that e pe e pr;g_ on; ari ov-in her work to construct poems by aggregating rather
:;Stances fo5 et she ofen prefers to. ZI;ZE:) nthr eloping is only a tendency, not a rigid instinct.
me i c

Sin_g(-)un < fl_lt, if there is one, must be inferred throu h

images. But there is much disc o
work, although it is likel
Hero” is an example:

diom, like her stance generally, is low-keyed, prosaic,
n, and precise. Precision is the master word. Itis the ef-
d-~because it is a moral as well as a stylistic value and ef-
to some degree the meaning of her poetry. It involves not
CUracy (“certainty of touch™) but also self-discipline. It is
the game of bowls or from the “Chinese lacquer carving,”

layer after layer” is

: ursive stat
y to be elliptical and fragmen

We do not like some things, and the hero E
doesn’t; deviating headstones
and uncertainty;
going where one does not wish
to go; suffering and not
saying so; standing and listeni
sayi ; st
1s hiding. § g wher

exposed by certainty of touch and unhurried incision
that only so much color shall be revealed as is necessary

e somethin .
mething to the picture,

Here th i i .
follow Ie assertions, though slightly elliptical, are no i Moore i gratie?
- Immediately, however, one comes t(; a deﬁé’e

negativ iti
gative or positive examples, and the ellipsis is drast

learn that we are precisionists,
ot citizens of Pompeii arrested in action
one’s correspondence would seem

a cross section of
to imply.

Jacob when a-dying, asked

i};os;:lph: Who are these? and blessed
oth sons, the younger most, vexing Joseph A.

Joseph was vexing to some. - ﬂd

(jlll(lnllatus was Regulus aIl{i SOome ()f our EH()W
? > f

1t the carving exposes layer after layer may be taken as a re-
der that precision does not preclude suggestion. The
gestions are activated here by the associations and semi-puns
» 18 tricky and noncommittal, as the h (layers exposed—cross sectionw—incision—preci_sionmcarving—pic-
heroes. Th ph. But Cincinnatus and lie 1e ero . mire—arrested in action, with a separate pun in “ar?ested”), but
throssh he poem as a guius were the suggestions are as controlled as everything else in the poem.
o thg.;- instances of his attitudes, tastes, behavior, and e s;eemmgl;lf prosaic and low-keyed tallk_zsl minutely ordered
K purpose 1s to give his character (“Thi > ah nd vibrant with intellectual energy. This idiom stands equally
now / as the hero”), which, as in a best his then you removed from romantic beauty, direct emotion, and vagueness,
start, not thought out in the course e;uiry’ is known from .+ the one hand, or modern tolerated opaqueness, on the other.
way, the poem is an assemblage 01? the poem. Put another Miss Moore’s opacities are the opposite of self-indulgence; they
around a general theme. In this it t ‘ﬁlmages and stateme are excesses of excision.) The precision appears not only in the
poems, such as “England,” or “Marili);: :S,,many of Miss Moo ay of saying but in the selection and ordering of things said,
EY;}& Itr(;)r;;c modesty as “Statements thgt’toaollz (:rell;fsaiifoog ) d the prf?cision of spes.egh apd fo.rm expresses 2 further Preci-
ment pm;::(ie I;lfatumb%y.” In other poems, however ya::-ar sifn.gf feeling. But precision s easiest to iltustrate as a quality of
I , often in ample dj . ’ e idiom.
Sjé]al.<es’ Mongoose, Snake Chgrmg;ss,c?i?llélseti}eakaOTn such. as For one thing, there is the scrupulous minuteness of descrip-
mingly casual or natural transition £ ike” enacts th ion: the newt “with white pin-dots on black horizontal spaced /
" rom 3pprehending.':.t_ ut bands”; “The fine hairs on the tail” of the jerboa that repeat
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vertical though a seedling—all / needles.” Tersencss
s search for the exact word, and she illustrates the search
h unexpected discriminations of nuance or implicaton:
ge, for example, “This institution, / perhaps one should
erprise”; “Henry James, ‘damned by the public for de-
not decorum, but restraint”; her father used to say,

“the other pale / wmarkings, len
ﬁll_lf; out in a tuft—black gnd / gvt\filiitz}}l}tﬁfhe
iﬁz ttlel?nbgy;iﬁEIﬁI(;Irulme, 21116 1}5; ordinarily compelled
e exactly throug
Ehe whiskers of Peter the c);t arg l‘l‘sgll;latcig:rll);xfgn Iz
tT Icleent_rl}zuth / to droop or rise in unison liké_i)t%;l -
et ngs compared are ordinarily quite disp r
1\;1"0(:10115 chr‘ysanthemum head”—and a special
v (1)2:,3 1M:oore is that Ehe t'hing used for illustration
close E seen as the t_hmg itself. Fledgling mockihg irds e

Cg -keyed intermittent squeak / of broken carriage
amellia Sabina has a pale stripe “that looks:'ge =
IH‘IEEI'OOIII the / sliver from a beetroot carved intc
aid. Ev-en when she uses metaphor to conve someth
mte,_ an impression or feeling, the particular )'Eh .
‘}‘)artlcular, as in the brilliant impression of the ln'gsdar
The Mind Is an Enchanting Thing™ e

?
he deepest feeling always shows jtself in silence:
t in silence, but restraint.”
or was he insincere in sayin
nns are not residences.
eness is related to understatement: “Discreet behavior is
now the sum / of statesmanlike good sense”; the mind is
Herod’s oath that cannot change”;

people right 1s in itself an afflictive
disease.

g, “Make my house your inn.”

The passion for setiing

Distaste that takes no credit to itself is best.

d the juxtaposition of laconic statements almost always pro-

es the surprise of wit:

1 have seen this swan and
1 have seen you; 1 have seen ambition without

understanding in a variety of forms.

in Miss Moore’s verse that is not a

is an enchanted thing
like the glaze on a

katydid-wing

SL;lbdivideci by sun

till the nettings ;
Like Gieseking playing Sziliﬁon'
here is rarely anything
cies of wit.
"he animals which make up the subject or illustration of so
any of her poems arc of either the more harmless or exotic
rt (jerboa, swan, basilisk, frigate pelican, buffalo, cat, unicorn,
nail, ostrich, reindeer, pangolin, liwi, arctic oX, elephant). Be-
2use they are used as in fables to present moral types and states
they are not always beheld sympathetically, but even so her
etry creates through them a simpler and more charming
orld than our own. Moreover, they are usually treated not as a

mirror to the human race but a contrast, and the contrast 1s al-

together in favor of the animals. Miss Moore admires their pru-
the conditions of

dence, courage, and functional adaptation to
their life. Above all she admires their seriousness and sensible-
pess, that they are free from affectation and romantic illusion,
how precisely they know and submit to the discipline of fact.
They are rigorists. Miss Moore would have liked us all to be

like the apteryx-awl
_ asa beak, or the
kiwi’s rain-shawl
of haired feathers, the mind . . .

W .
abz 11;22?}71 never have noticed the glaze on a katydid wing,’
avout ebapteryx {also called kiwi), or heard Gieseking’. 1
o ra; ;11; Etdthti particularity elicits confidence that Mi%s%v?
rked these things and that, i , vie
if we look '
ﬁnl;il out exactly what she means. ’ e BB
ven i i i .
_ Fven S\Zhen Miss Moore is not elliptical, her style is ters
pever us s more WS)rds than she needs and is always trying f
aph.oris Hf mffesul.t is a mode of statement that, if no% ui
e Er it is part of a context—can at least be sﬁ?d
caunry 2 hu;cilitx;lea‘tlmng- in as few words as possible: “His shie
his h ; “uncircuitous simplicity / wi ssi
v nility plicity / with an ex

inquiry”; “all are / naked, none is safe”; “apl;(;jfs
E 3
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like that. “Iti i
. “It is self-evident” :
. that the way to “ i
- 3 . 0
ment is prosaic “capacity for fact™: v
that one must do as one is told

and eat ri .
and & :V rlclec,1 Erunes, dates, raisins, hardtack, and t
ould “conquer the main peak of Mo:ant Ta. o1

23

The : i i
here t;r;orf\i;ils*:a;&m is as plain and inexorable as the n
ore, tra, Vs oore_wozﬂd have us “rigorists.” :“G'
P it',is OF Shomle}:loilves ’alfe notallowed in the N :
cveryoneabatof e ”self—e‘wdent / that it is frightfu“
ereryoneatraid o one. Shfe is cpmmitted toa copybc')'o T
heroes*Gincimaos s B oot e o
e . ; Regu us”—of the ¢
a};ldlzelglzsss ::n:h Whate‘ver Is integral, positive, szllg’[:)oﬁ
. Er ; rl}Igl%.nRSz;lT(l::;l;:lee’isla vi;tue, and few thm .
adventiti €'s lap. In poetry th nust
anythintgl?}llst;}iii?bor sedu.ct.lveness. It ‘Prnustynof:evlz:ieslli1 ;105 :1?
cytng. Tomust e wi}at itis and you must like it or leavei
s indivi(}; Ill_perlor people behave. They res ec
intimacies, mucli1 31:;}; ailgn(ézszm intrﬂ"de by offering OI; |
omaces. ; ions, the way th
hemselve i) 1:;;:_:;21::11" comphcate:d and punctilious? thisei}; Zxﬂ
ot 1e predse tIIlaI:lCC and implication, partly to seCLi:r cl
g r,]muerpgl Ill"d}&l it must be acknowledged, to keep pec
e e mauer e rind of her poetry are somewhat e
pright spruce tree, “all needles,” like the hegg'qkl
og

“with all his edge »
tiger,” ges out,” like the monkey puzzle tree, “this p

WILLIAM BUTLER YEATS

HROUGHOUT the entire period covered in this volume
Yeats was one of the major living poets. We have dis-
_ cussed his work in connection with the poetry of the
ltic Twilight, with the development of Symbolism in the

gos, with the reaction against lart pour Part after the turn of

he century, and in several other contexts. For his reason he can

ere be discussed more briefly than would otherwise be the case.
Jand in 1863, and named William Butler after

He was born in Ire
his grandfather, 2 clergyman. His father, John Butler Yeats,

married Susan Pollexfen, who was descended from 2a family of
shipowners. J. B. Yeats was 2 painter. He delighted in conversar
ton and argument, and his opinions cgmﬂjﬂ_c_l,l‘g;c__gb_qt_ﬂlj.
‘Chesterton used to say that he never knew but one man who
could talk like old Yeats, the painter, and that was young Yeats,
he poet. Yeats spent his boyhood and early youth in London
and in Sligo, on the west coast of Ireland, where he stayed with
his maternal grandparents. Between these two homes was 1o
very long journey, but they were different’ worlds.

In the 18gos Yeats's lyrics evoked a bleakly beautiful land-
scape of streams, lakes, hills, rocks, woods, wind, and clouds,

and it was the countryside about Sligo that planted these images

in his imagination, Persons an

This i i
o iSplc))ra(l:u{:une—qullled, complicated starkness
e S 4 : -
uty—"a certain proportion in the skeleton
which gives the best resuits.”:

d places in the vicinity came back

565




