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INTRODUCTION

Poctry is a form of speech, or discourse, written or spoken. To
the person who is not well acquainted with poetry the differ-
ences between poctic speech and other forms may scem to be
more important than the similarities, but these differences should
not be allowed to obscure the fundamental resemblances, for
only by an understanding of the rescmblances can one appre-
ciate the meaning of the differences. Poctry, like all discourse,
is a communication—the saying of something by one person to
another person. But what is that “something”? We usually
identily it with information. As practical people going about our
aflairs, we ask dircctions, read road signs, order a dinner from a
menu, study football scores or stock market reports. It is altogether
natural, therefore, that we should tend to think the important
and central matter in all discourse to be information. But, after
all, we may do well to ask how much of the discourse of an
average man in any given day is primarily concerned with in-
formation for the sake of information. After he has transacted
his business, obeyed his road signs, ordered and eaten his dinner,
and read the stock market reports, he might be surprised to reflect
on the number of non-practical functions speech had fulfilled for
him that day. He had told the office boy a joke; he had com-
mented on the weather to the traflic officer, who could observe
the weather as well as he; he had told an old friend that he
was glad to sce him again; he had chatted with his wife on
some subject on which there was already full knowledge and
agreement, Even when he had been at lunch with some business
associates, with whom the talk ran on informational topics, the
trend in the stock market, for instance, he had not intended
to use the information for buying or sclling. The interest in
the conversation had not been finally practical. This practical
man might discover that a large part of the business of dis-
course had been concerned with matters which are not ordinarily
thought of as really “practical,” but with his relations to other
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2 INTRODUCTION

people, that is, with such clusive matters as feclings and attitudes.

That “something,” then, conveyed by discourse is not neces-
sarily information to be used for practical purposes. But even
when the man in question was concerned primarily with a
matter of practical interest, his discourse was colored by other
considerations, If he telephoned an associate to ask a price he
probably prefaced his question by saying, “Ilow are you?”
and concluded his conversation by saying, “Thank you,” and
“Goodbye.” Tor even the ost practical man a large part of
discourse is not prompted by purely practical considerations; an-
other “something” is present.

Morcover, even when a man is using speech for the purpose
of conveying information, it may prove surprising to sce how little
of such discourse is purc information, and how diflicult it is to
make speech deal only with pure and exact information. Al
most always a speaker conveys not only the pure information
but an attitude toward and a fecling about that information.
For cxample, let us consider the case of a motorist who stops
a man driving a hay wagon to ask about the condition of the
road ahcad. The man on the wagon says, “It’s a tolerable good
road, you won't have no trouble on it”” The motorist drives on,
encouraged. ‘But after a mile or so, having experienced a few
substantial jolts, he hails another motorist and asks the same

question, This new ‘man says, “It’s a devil of a road, it'll jerk’

your tecth out.” Both the man on the hay wagon and the man
in the sccond automobile think that they are telling the truth.
Both intend to be helpful and 'to give exact information. And

- both fecl that they know the road. But each man's language

reflects his own experience with the road, Tor the man on the
hay wagon the road ras tolerably good, but for the sccond
motorist, anxious to make time on his trip, the road was devil-
ishly bad.

IC this scems to be a fairly obvious example of conflusion about
information in ordinary speech, let us consider an example in
which a trained scholar is trying to make an exact statement,

For sentimental pacifism is, after all, but a return to the method
of the jungle, It is in the jungle that emotionalism alone deter-
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mines conduct, and wherever that is true no other than the
law of the jungle is possible. For the emotion of hate is sure
sooncr or later to follow on the emotion of love, and then there
is a spring for the throat. It is altogether obvious that the only
qu:llityl which really distinguishes man from the brutes is his
Ieasoil.

The author of this statement is Robert Andrews Millikan, the
internationally famous physicist and winner of the Nobel Prize.
Ie is making a plea for the scientific attitude in political and
international affairs, but when one inspects this statement care-
fully onc finds some propositions about human beings that cannot
be proved by Mr. Millikan, or by anyone else, in the same way
that he can prove certain formulac of physics in his laboratory.
Furthermore, waiving this question of whether the propositions
stated and implied are really true or not, one finds that a very
important part of the statement consists not in information about
human Dbeings but in appeals to the reader to take a certain
attitude toward the statement. The comparisons concerning the
jungle and the leap of one infuriated beast at the throat of
another represent the sort of comparison one finds in poctry;
for the comparisons are not based on scientific analogy—the re-
semblance is prompted by the emotional attitude of the speaker
and is calculated to incite a corresponding attitude in the reader.
But the coloring of the general statement—that is, the bringing
in of an implicd interpretation of the statement—extends beyond
the mere use of a “poctic” comparison. In the first sentence,
for example, the word pacifism is qualificd by the word senti-
mental. Presumably it is a particular sort of pacifism here de-
fined to which Mr. Millikan's objections apply; but docs the
adjective sentimental really sct off a “bad kind of pacifism” from
a good kind? Could the reader determine from Mr. Millikan's
statement. whether or not he would consider the pacifism of
Jesus Christ, the Prince of Peace, a sentimental or a non-senti-
mental sort? Since the only kind of pacifism that Mr. Millikan
scts over against his sentimental pacifism is a scientific pacifism
operating through an organization of sociologists and cconomists,

1 Science and Madern VLife, The Arlantic Monthly, April, 1928,
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one might conceivably assume that Jesus Christ would fall into
the former classification. Or, to staic the matter otherwise: is
the basic argument for peace to be found in the fact that war
is unprofitable or is horrible, or in the belicf that it is wrong
to kill onc's fellowman? As a matter of fact, the adjective
sentimental is, on logical grounds, a bogus qualification: its
real function is to sct up an attitude in the reader that will
forbid his inspection of the basis of the statement.

Whether or not the general statement is logically sound, Mr.
Millikan has not stated it with scientific precision; in Mr, Milli-
kan's defense it may be said that the proposition is one that
cannot be stated with scientific precision by anyone, Mr. Millikan,
a-scientist trying to state the virtues of a scientific method in
human relationships, is forced to resort to devices which we
associate with poctry, We should never find him coloring a
mathematical formula by referring to a “sentimental figure four,”
or describing a well known chemical reaction by saying that two
ferocious atoms of hydrogen spring at the throat of onc delcnse-
less atom of oxygen.

LIMITATIONS OF SCIENTIFIC STATEMENT

The advantages of scientific statement arc not to be had with
out the limitations of a scientific statement also. The primary
advantage of the scientific statement is that of absolute precision.
But we must remember that this precision is gained by using
terms in special and previously defined senses. The scientist
carcfully cuts away from his technical terms all associations,
emotional colorings and implications of judgment. Ile gives up,
then, all attempts to influence the reader’s attitude toward his
statement. )For™ this reason, only certain kinds of statement
and certain kinds of meaning are possible to true science. Scicnee
tends, indecd, toward the condition of mathematics, and the
really exact scientific statements can be expressed in mathemati-
cal formulac. The chemist describes water as IIyO—two atoms
of hydrogen and one atom of oxygen. The formula, 11,0, diflers
tremendously from even the common word water, for the word
water, ncutral as it scems in connotation, still may posscss all
sorts of dillcrent associations—drinking, bathing, boating, the

e . A ————————,
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pull of the moon to create tides, the liquid from which the
goddess Aphrodite rose, or, as Keats put it,

The moving waters at their priestlike task
Of pure ablution round carth’s human shores.

As with the liquid itself, so with the word: the scientist needs
a distilled product, ;

The language of scicnce represents an extreme degree of speciali-
zation of language in the direction of a certain kind of precision.
It is unnccessary, of course, to point out that in this specializa-
tion tremendous advantages inhere, and that the man of the
twenticth century is rightly proud of this achicvement. But it
is more often necessary to point out that scientific precision can
be brought to bear only on certain kinds of matcrials, Literature
in general—poctry in particular—also represents a specializa-
tion of language for the purpose of precision; but it aims at
trcating kinds of materials different from those of science.

We have already scen that science has to forego, because of
its method, matters of attitude and interpretation; or that, when
it docs not forcgo them, it is so much the less science. For
better or worse, certain kinds of communication are not possible
to scicntific statement, To return to the question raised at the
beginning of this discussion, what is the “something” which
is conveyed by speecch? We have already seen that it is not
exclusively information in the ordinary sense, and even less
exclusively information in the scientific sense. The speech of
that ordinary citizen in an ordinary way conveys many things,
attitudes, feclings, and interpretations, that fall outside of these
restrictions,  These things, though they fill a large part of the
specch of that ordinary citizen, are never stated very clearly or
preciscly by him. The specialization of speech which we find
in poctry aims at clarity and precision of statement in these
matters.

That the communication of attitudes, feclings, and interpreta-
tions constitutes a real problem, and indeed, in one sense, a more
diflicult problem than that offered by the communication of mere >
information, may be clearly illustrated by such an example as the

®
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" following. Suppose, for instance, that a student sitting on the

front row in a class room turns to his neighbor and whispers
to him the information that it is ten minutes to cleven,  This
information might be passed from onc person 1o another in the
same manner through a whole class to the last man on the
back sow, and the probability is that the last man would reccive
correctly the message: it is ten minutes to cleven, The communi-
cation has been a relatively casy matter. But suppose that the
fiest man on the first row, instead of whispering a mere bit of in-
formation, had made even a relatively simple statement involving
a fecling or attitude: suppose he had said, for example, “John
Jones is a finc fcllow, but I feel sometimes that he is a little
stuck-up.” In all probability the last man who reccived the
message would get an entircly different view) of John's character
from that intended by the original speaker, Indeed, anyone
who is familiar with the distortions which often, and as a matter
of fact, usually take place in the transmission of gossip will not
be surprised at whatever the version has become, by the time
it has been transmitted through thirty people. One of the
rcasons for the crror is simple. The original statement about
John is an interpretation. The person who hears it, naturally,
recognizes that it is an interpretation and not a statement of
objective fact, and therefore, in turn, interprets the remark in his
own fashion. TFor example, the last man makes an interpre-
tation of an original interpretation which has been altered more or
less. by twenty-cight intervening interpretations, The “something”
of the first picce of communication—that it is ten minutcs to
cleven—arrived safcly at its destination. The “something” of
the sccond picce of communication, unlike that of the first,
involves feclings which cach hearer has to definc for himsclf.
In_ordinary life, a hearer unconsciously bascs much of his
definition of such picces of communication, not on the words
themselyes, but on the pesturcs, tonc of voice, and facial ex-
pression of the speaker, and on what he knows about the speaker.
Tor instance, every one understands how difficult it is to deal
with a delicate personal matter in a letter, for the letter has
nothing but words—that is, symbols written on paper and di-
vorced from the tone of the voice, gestures, and facial expression.

INTRODUCTION 7
MATERIALS OF POLTRY

I'he basic problem of communication in poctry is, thercfore
onc ?E q totally different character from that imrolv::d in com:
munication of matters of fact, and we shall merely confuse our-
s{il:‘cs about tlhlc meaning of any poctry if we do not realize this
distinction, The specializati i i '
to deal with this 1pn'.ll:h:n‘:"m s g
. By the very nature of the human being, the ordinary citizen
in the ordinary day speaks much of what we might call iucipiti‘nt
!mclry—hc. attempts to communicate attitudes, feelings, and
interpretations,  (Unfortunately, most of this poctry i; bad
poetry.) And poctry in this sensc is not confined to the spcclch
of Illltc ordinary citizen. It appears also in editorials, sermons
political specches, magazine articles, and advcrtiscménu W(;
have scen that Mr. Millikan's essay can be discussed as.poctr
rather than as science. This, of course, is not apparent to cvcr)rj:

body. Many a person would Al
statement b regard as mere poetry the Biblical

All they that take the sword shall perish by the sword.

But 'sucI} a person might, during the next minute, regard Mr.
Millikan’s paragraph as a sober and verifiable scientific pronounce-

ment. Or to take another case, thi i
is person might
avowed pocm: : ; s

THE MAN HE KILLED
tiiomas 1ARDY  (1840-1928)

Had he and I but met
By some old ancient inn,

We should have sat us down to wet
Right many a nipperkin!

But ranged as infantry, 5
And staring face to face,
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[ shot at him as he at me,
And killed him in his place.

I shot him dead because—

Because he was my foc, 10
Just so: my foc of course he was;

That's clear enough; although

He thought he'd 'list, perhaps,
Off-hand like—just as I—

Was out of work—had sold his traps— 15
No other rcason why.

Yes; quaint and curious war isl
You :Loot a fcllow down )

You'd treat if met where any bar is, .
Or help to half-a-crown. 2

fle might dismiss this as mere lifcraturc,”[ailing to sce fthat Mr.
Millikan’s paragraph is “merc literature .nlso—:md 0 .ic?;rs::,
infinitcly poorer literaturc. As has been indicated, Mr .Mx li :}.r:ls
argument is not “science,” And, as a matter qf fact, it is possible
that Hardy has, in his poem, put the case against war on a more
solid basis than Mr. Millikan has done in his argument.

Mr. Millikan might or might not have been aware that hlc
was using some of the methods of poctry to c.olor thc. attitude
of his readers and bring them to his own point of view; but
any writer of advertising copy is perfectly awarc of the fact ll{\iat
he is trying to persuade his readers to adopt a certain attitude.

PORTRY AS A SPECIALIZATION OF ORDINARY SPEECII

From the cxamplcs' already given we have seen Ehnt lJOl}ll. the
impulse of poctry—that is, the impulse to communicate feclings,
attitudes and interpretations—and some of the methods of poctry
—that is, comparisons, associations with worltls, cte—appear in a
great deal of our discourse that is not ordullanly considered as
poctic at all. It is important to rcmcs)nhcr this fact because fO}nC
people think of poctry as a thing entircly scparate from ordm.rrly
life and of the matters with which poctry deals as matters with
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which the ordinary person is not concerned. More will have
to be said about the special characteristics of formal poctry—
characteristics which set it off from this “stuff of poetry” ap-
pearing in ordinary life; but it is highly important to sce that
both the impulse and methods of poetry arc rooted very decp
in human cxperience, and that formal poetry itsclf represents,
not a distinction from, but a specialization of, thoroughly uni-
versal habits of human thinking and fecling.

CONFUSION DETWIEN SCIENTIFIC AND POETIC COMMUNICATION

The distinction carlier mentioned between the communication
of science and the communication of poctry is also an extremely
important one. Pcople, as we have scen, are constantly confusing
the two sorts of communication. They will often accept as sober
scientific doctrine what is essentially a poctic statement, or they
will judge formal poctry as if it were aiming at scicatific truth,

An example of the first type of confusion has already been
indicated in the quotation from Mr, Millikan. Mr. Millikan
does not rest his case on scientifically verifiable facts but also
makes an emotional appeal for a certain attitude concerning
those facts, Mr. Millikan is speaking, not as a professional
scicntist, but as a man, and he is thoroughly justified in using
this kind of speech; but it is important that the reader know
exactly what Mr. Millikan is doing. Even to the person who
thinks that he has no interest in formal poctry an awarencss of
this distinction is valuable, for he cannot move through the'
mass of conversation, scrimons, editorials, historical and sociologi-
cal writings, and advertisements without encountering situations
in which this distinction is fundamental to an understanding
of the actual meanings involved. The case of advertising, of
course, raises the question in an extreme form, Advertisers
naturally are not content to rest on a statement of fact, whether
such a statement is verifiable or not. They will attempt to as-
sociate the attitude toward a certain product with an attitude
toward beautiful women, little children, or gray-haired mothers;
they will appeal to snobbishness, vanity, patriotism, religion, and
morality. In addition 1o these appeals to the consumer’s most
basic and powecful feclings, the advertiser often attempts to




s INTRODUCTION

imply a scientific yalidity for his claims—2a yalidity which may,
or may not, be justificd by the product—by pictures of whitc-
robed surgeons and research cxperts, statements of abstruse
scientific formulac, hints of recent discoverics, €0y references to
the rescarch laboratorics of the plant involved, and very frequent
ase of the phrase “science tells us” | Even the man who cares
nothing for “iterature” will find that he constantly has to deal
with litcrary appeals and methods while living in the hard-
headed, scientific, and practical rwenticth century. -(

The sccond type of contusion mentioned above—the confusion
that causes people to judge formal poctry as if it were science—
is the source of most of the iisunderstandings of poetry and of
literature in general. It is highly ncccssary, if onc is to under-
stand poetry, to take up some of these typical misreadings.

1. "MESMGE-IIUNTINO"

"Mcssagc-hunting"—-thc business of looking only for the state-
ment of an idea which the reader thinks he can apply profitably in
his own conduct—is one of the most ordinary forms of this general
confusion, Here is a poem by Longfellow that hag been greatly
admircd by many people who read poctry in this fashion:

A PSALM OF LIFE
‘Wiar tug Hearr or TIHE Youno MAN Saw 1o THR PsaLmisT
JIENRY WADSWORTIL LONGIELLOW (1807-1882)

*Tell me not, in mournful numbers,
Lifc is but an empty dreaml—
For the soul is dead that slumbers,
And things arc not what they scem.

Lifc is reall Lile is carnest! 5

And the grave is not its goal;
Dust thou art, to dust returncst;
Was not spoken of the soul.

s g - e T
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Not cnjoyment, and not sorrow
Is our destined end or way; ,

But‘_ln act, that each tomnrrow' I
Find us farther than today.

Art is long, and Time is flecting
And our hearts, though stout and brave

Still, like muflled drums, are beating :
Funcral marches to the grave. *

In the world's broad field of battle
In the bivouac of Life, :
Be not like dumb, driven cattlel
Be a hero in the strifel

20
Trust no Future, howe'er pleasantl
Let the dead Past bury its dead|
Act,—act in the living Present]
Heart within, and God o'crheadl|
Lives of great men all remind us 25

We can n‘:akc our lives sublime,
And, (Ic[mrtmg, Jeave bchind us
Footprints on the sands of time;

Foot[‘mfints,‘lhat perhaps another,
Sailing o'cr lifc’s solemn main

A forlorn and shipwrecked brother 30
Seeing, shall take heart again. i

Let us, then, be up and doing
With a heart for any fate; g
Still achicving, still pursuil;g
Learn to Jabor and to wait.

35

'rlcl:::;ch:;? :;rc\n::q:n ;:u'vc a great deal of good advice, It tells the
gt aste his time but to be up and doing; not to b
( Imlr:lq,‘t by failures but to have a heart for an f,ﬂt - :
!lult ge life by temporary standards but to look to ctycmaf, s :]0

iere are probably few people who would quarrel wri:l‘:mtrht;
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imoral value of these statements, But granting that the advice : X | X3
is good advice, we can still ask whether or not the poem is a ' g POSTULATION AND REPLY
good poem.’ If the advice is what the pocm has to offer wus,

then we can ask why a short prose statement of the advice itsclf
is not as good as, or even better than, the pocim, itsclf. DBut
even the people who say they like the poem because of its “mes-
sage” will usually prefer the poem to a plain prosc statement.
If such people would reject the prosc summary in favor of the
poem, they would also- reject certain other versions of the poetic

WILLIAM worbswontit (1770-1850)

“Why, William, on tha

L] ¢ t ol(l L
Thus for the length of llaﬁr?(ls:lum’
Why, William, sit you thus alonc?’

nd dream your time away?"

“Where are

2 your books?—that lipl
To beings ‘clsc f at light bequeathed 5
Upl upl nkd s¢ forlorn and Dlind|

drink the spiri
] pirit breathed
From dead men to their kind,

statement. Tor instance, let us alter onc of the stanzas of the
poem, taking care in the alteration, however, to prescrve the
idea. The original stanza is:

Aaf

“You look round on
_ your Mother E
AA‘S if she for no purpose lmrcw;oﬁmh’
s if you were her first-born birth, i

Lives of great men all remind us
We can make our lives sublime,
And departing, leave behind us

.

Footprints on the sands of time.

An alteration might run:

Lives of all sorts of great men remind us

That we oursclves can make our lives sublime,
And when we die we can leave behind us

Noble recollections printed on the sands of time.

The fact that any admirer of the poem would unhesitatingly
choose the first version proves that “something” aside from the
mere valuc of the idea is involved in the choice.

The fact that we have just an idca in itsclf is not cnough to
make a poem, even when the idea may be a worthy one. The
neglect of this principle causes frequent misunderstandings and
‘misrcadings of poems. But another type of misrcading may
result from the fact that the reader does not happen to agree
with an idea cxpressed in a poem. We may treat this distine-
tion by a concrete case: is an admirer of Longfellow’s pocm, even
one who says that his admiration is bascd on the worth of the
idea, disqualificd from admiring the following pocm, which
states an idea rather opposed to some of the ideas in Longlcllow's
pocm?

Shmperpmar e s L,

And nonc had lived before you.”

One morning thus, by Esthwai
Tthn life was swcgt, I knc't::cnI:tk ::rh
© me my good friend Matthew spak &
And thus [ made reply: ® =
“The cye—it cannot choos
We cannot bid the ear b: sl::;lt =
Qur IJ_odu:s feel, where'er they i:c
Against or with our will, y
{ 20
Nor .lcss I deem that there
Which of themselves our m;
That we can feed this mind
In a wise passiveness,

are Powers
nds impress;
of ours

“Think you, *mid all this mi
' is
Of things forever spcakil:mghty o
That nothing of itsclf will co
But we must still be sccking?

25

me,

i ,11 l r l I
— wn .1Sk no ;]
COHVCI‘SIIIg as I mqu,

I'sit upon this old gray stone, a4
nd drcam my time away,” '
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This pocn scems to give the advice that one should neglect the
“light bequeathed” by the great men of the past in favor of
what onc can only learn for himsclf; that one should not fritter
away his time by being “up and doing” or by being a “hero in
the strife”; and that onc should learn in contemplation to cul-
tivate that “wisc passivencss” by which, only, onc comcs into
harmony with the great pOWCES of the universe. 1f the admirer
of Longfcllow’s pocm means literally what he says when he
praises the pocm for the “message,” then he is absolutely dis-
qualificd from cnjoying this pocm, for its “message” is diametri-
cally opposcd to that of “The Psaln of Life” | OF coursc, many
people who Jescribe their appreciation of pocms in terms of the
“messages” do not mean literally what they say; they are simply
groping for some ground to justify the fact that they like poctry
“at all, Since they are accustomed to think of all communication
as concerned with practical information, they try to put their
liking on some “practical” or uscientific” basis. |
As a matter of fact, the place of ideas in poctry and their
relation to the goodness of a pocm cannot be treated in such
an over-simplificd manner. We know, for cxample, that devout
Protestants can accept the poctry of the Catholic poet Dante, of
that Catholics can accept the poctry of the Protestant poct John
Milton. The fact that the Protestant reader, who holds his
religious beliefs seriously, may still accept the poctry of Dantc
does not mean that the reader regards poetry as mercly trivial
and unscrious. This whole matter is one that cannot be dis-
missed in a few sentences, but requires for a satisfactory under-
standing the analysis of many special pocms. It will suffice to
say here that the “message-hunting” method of reading poctry
breaks down cven in the simplest cascs.

2. "PURE REALIZATION”

Many readers and critics of poctry, realizing the insufficiency
of the “message-hunting” approach to poctry, have adopted a
view that poctry docs not deal with any ideas or truths at all,
but is an “cxpression of pure cmotion,” or “deals with emotion.”
This view is somctimes put in other terms, as when one critic
says that a poem is the cxpression of “a moment of pure realiza-

e e
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tion of being”—that is, i
at is, it attempts mercly to bring vivi
reader some scene or sensation e
W]‘ Ll iti 1 i .
. crs:"'l cl;mc trying to point out the distinguishing marks of
o ym;,f,:i 1at pocul'y cx[I)rcsscs an emotion or that poetry deals
on, exactly what does h
0 ¢ mean? Does |
i . ) ocs he mean
g poat poc.n:‘, afbo;:t gricf, for instance, would “express” the gricf
ct might feel, or have fclt, i
in the same wa b
tears would express the i i Sl
emotion of grief? Or docs |
the reading of a i g
- poem about gricf would pr i
i : ovoke in the read
an cmotion of gricf in the y ey
same way as would a
o 0 . personal bercave-
C:r::? 1lec' ?bvmusly, the answer to both questions is “No.”
rc};,_-fm %r, writing of a poem would be no substitute for ti;c
l."mli“o fa burst of tcars; nor would the response to the
hc.rm g of a pocm lsc as intense as the experience of a real
cmo.l.vcmlcult. ll.u:rc is some difference. On the mere ground of
i r|im|:'l m&cns:fy l}lc pocmn does not compete with the real
itsl' c!-;::e. . ‘he justification of poctry as “pure realization,” like
‘ justi lC:"ltlulll on the basis:of “message-hunting,” hrc'lks’down
cven in simple cases, for tl izati :
: ; i¢ pure realization of i
is the experience at tl i fie libiace,
at the moment it occurs. For i
o : . For instance, the
s (:,Z th:; sm.d! of a real apple is always more intense 'than
- y poem cscnhm‘g the taste or smell of an apple. The follow
: :,Fn I::llssngc from ‘Odc to a Nightingale,” by John Keats has
etimes been praised as a moment of “pure realization”:

O for a draught of vintagel that hath been

Cooled a long age in the dec
: g clved
Tasting of Flora and the coun[t):; ;,1;nr:(r::r:.m“hl

Dance, and Provengal song, and
: , and sunl i
O for a beaker full of lhcgwarm élc?u)lllllim P

Full of the true, the blushful ITi

: il Iippoc

With beaded bubbles winking t!tl l.h:ci::i,m
And purple-staindd mouth. . . . :

I ' zation Of wine E'I.Icll 'r} ll"l?; 15 F
5t l t l Lt ol tl.l. 1 HE y

it gives an effect thoroughly different in kind from the experience
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i there is a “purc realization” ©
. (Irilnkiqg i gl;slsh:fp::::.th:rflking about the wine as @ t:“(r\;]l;
sgug & 2 (tjs to him a certain kind of life—a warm, II““ ‘u:x;
whish st wan kind of life, which in the tota rpn :
carcfree, healthy, pag? rast to his own troubled and fretlu
Ofvthc s l5m‘:1(()1:}:1ntow:: Nightingale” and analysis, P- 4073:;
g (Sccf {act, when we inspect the passage we dEscolvc
e i muc,h a pictorial description of. a bcn'kc.r 0 ;Nll:c;
e £ the sensation of drinking Winc, asitisac tll(s :
S dcsFr1pt10:1 0-111 the wine—associations which‘ suggest the 1;‘1 :
of < s RN entioned. The poct is not saying, aculmlg, tl ﬂE
(l)lf l'![ctl"?;t];?;i :'nndrink of wine but tlfat he wants a certain Xin 0
¢ is thirsty for : S
e e g B2 oil‘rh:lit ::tc!s[r"thio conceive of poctry as the
WC llﬂ\’c scen L :J: o op il "purc rcalizatim'l" [Cpfﬂscnts an
. “expression o c;n‘:;mnfm; ;hc “mcss:lgc-hunting”_ "I"Pm"‘dl‘l “::
= t];} gc:l the )::nsc which we have just examined we 1:::(1
8 i ult ) exnerience which is "rcalizcd"' or r:cumrmlr;u:..m1
i :116 is {I'}nr diffcrent from the experience of a p\}’s: .
3 _:hc e in this instance), an cmotional rcaf.lmnl. 0 s
B i (wmfl"l exnerience, we have seen, really 1“"":‘“51, i
ol ;:: thtI:J poet, so that in so far as thc. tefmn acs "zi"’
-“-ltct'p;:t;:_.(:]nto?imply an absence of intcrpretation it 1S thoroughly
tion

.« inaccurate.

L1 1]

i arising from
There is another confuscd conc:ipt:c.m 10§ [;oizt]:y t;:; twgo -
inc i mechanical lash
1t to combine in a M . 3ok
o rﬁiztr:::ls which have just been discussed. Tlusbznnfu’:zss(:d 'mp,-.
:‘:I:JI:I i; variously stated, TFor instancc, it n{:my e ;:-ll e
to “fine sentiments in fine language.
ition of poctry as “lin ' n il vy
‘31:5 ?'llt)lc‘:luti[ulll statement of some high lrul_h.. 1 Wi;.;tcui;:c smcg i
icc manner of description may be, the basic idca 11 );l e
mﬁ octry is a “truth” with “dccorations,” which ma s
5 : [ i ’ cc
{:ch::asfm in themsclves or disposc the reader to accep
truth. ' '
Most often victims of this general misco

poctry as a kind o

nception have treated

£ “sugar-coated pill.” i

hey have justified the

‘
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characteristics of poctry—rhythmical language, figures of speech,
storics and dramatic situations, ctc—as a kind of bait that leads
the reader to expose himsclf to the influence of the “truth”
contained in a poem, They value these characteristics only in
so far as the characteristics lead to the acceptance of the “truth.”
The final value of a poem for such people would depend on the
value of the “truth” contained—which leads us back to the
mistake of the “message hunters,” which we examined with
reference to Longfellow’s poem. : :
But even if the person who regards poctry as “fine sentiments
in fine language” says that he values the language as much as he
values the sentiments, or “truth,” he is still using a mistaken
approach to poctry, For he is apparently committed to saying
that the language, quite apart from its rclation to some central
idea or “truth,” is valuable. He scems to be saying that certain
words, or certain objects suggested by the words, are in them-
selves “poctic.”” Ie would be forced to consider a poem as
simply a bundle of melodious word-combinations and pretty
pictures. He would probably be embarrassed if we asked him
what held these things together in any given poem, making it a
poem rather than simply a collection of pleasing items, And he
would probably be further embarrassed if we asked him to show us

by what standard he would call a particular combination of

sounds or a particular sct of pictures poetically fine. If he should
say that he took as a standard for poctical fitness the fact that any
item—Ilct us say, for instance, a rose—was pleasing in real life,
he would be making a dangerous confusion. It is certainly true
that in real life various combinations of word sounds and various
objects and scenes, such as the rose, the moon, the ruins of a:
mediacval tower, a maiden standing on a balcony, etc, are
pleasing. But poetry does not consist merely in the use of objects
of this sort or in the usc of agrecable word combinations. Nor
docs the mere presence of these things make poctry. DBut the
falsity of this conception can quickly be demonstrated by turn-
ing to great poctry from Shakespeare or Milton where we find

material that in real life would be disagreeable or mean used for

poctic effect. The image of a man grunting and sweating under

a burden too heavy for him is not a poctic thing if judged by

®
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18 : ‘ INTRODUCTION
the above standard, but we will find it used in a passage of great
poctry that is universally admired. In Hamlet's most [amous

specch we ind these lines:

For who would bear the whips and scorns of time,
The oppressor's Wrong, the proud man'’s contumely,
"The pangs of despised love, the Jaw's delay,

The insolence of office, and the spurns

"That patient merit of the unworthy takes,

When he himsclf might, his quictus make

With a bare bodkin? who would fnrglcls bear,

To grunt and sweat under a.weary hic,
But that the dread of something after death,
The undiscovered country from whose bourn
No traveller returns, puzzles the will, . .« .

things used in this passage would be thought
tsclf in actual lifc. The passage docs
ble pictures that would be considered
“ooctic.” Indecd, the more we examine good poctry the more

difficult will appear the attempt to say that certain objects or
situations or even ideas are in themsclves poctic. The poetic

effect depends mot of the things themselves but on the kind
of use the poct makes of them.
ORGANIC NATURE OF POETRY

m is not to be thought of as
in themselves.

In fact, nonc of the
of as being pleasing in i
not give us a sct of agreea

We have scen, then, that a poc
mercly a bundle of things which are “poctic”
Nor is it to be thought of, as the “message hunters” would scem

to have it, as a kind of box, decorated or not, in which a “truth”
or a “finc sentiment” is hidden. We avoid such difficultics
by thinking of a pocm as a picce of writing which gives us @
certain effect in which, we discover, the “poctry” inheres.

This is very different from considering a pocm as @ group of
mechanically combined clements—meter, rime, figurative lan-
guage, idea, cte—which arc put together to make a poem as
bricks are put together to make a wall. The question, then
about any clement in a pocm is not whether it is in itsclf pleasing,
or agrecable, or yaluable, or “poctical,” but whether it works

Te ey
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witl
l,(:;tl l!it; olhi:r .clcllncnts to create the effect intended by the
. 'T'he relationship among the el i

g mony clements in a pocm is there-
onrc ‘:lll 1}m!10}tnnt, :mdl it 1s not a mechanical rci;:(ionshi ‘l:)r:t
i num is far morc intimate and fundamental. If we s[l:ould
01,g]££ :-::Utnt plt:cm to the make-up of some physical object it

ot o be toa wall' but to something organic like a plant,
i y investigate 'thts general principle by looking at som(;
“;c]odio‘u: cx.I-n::Ip!cj. ll’l he following lines could scarcely be called
. ; ced, they may be thought to h ibilant

. a i

ing quality rather than that of mclody.k B

If it were done when "tis d
: one, then 't

g wlfjm done quickly: if the ;smssina:?;;c N
‘GJ-!.I] ]t.mrnmcl up the conscquence, and catch ;
M'“ 1 his surcease, success, that but this blow J
X Jfllﬁ be the be-all and the end-all here

here, upon this bank and sl i
We'd ]ump'lhe life to come. PR o

This is the s
peech of Macbeth at th
aswl ¢ moment when he is debati
i urder (;f I?unc:m; the passage has been considerc; thE
cou.smpoct]ry »y innumerable critics and readers. We arc not to
ordimir lmtl il;c passage is great poctry in spite of its lack of
bmk! y hmco ious effects; but rather we are to sce that th
cs‘mc:llr ythms and the tendency to harshness of sour:d -
o t-m::: :; lhf:l_communicalion that Shakespeare wished IE:;
ance, the piling up of the s sounds i g
g o i unds in the second, third, and
wlps pgive an impressi ; oo
o | an impression of desperate h
;:;::::ﬁc'ssl c:;r:ftcmcnt. The lines give the impf'):ssion o?t: .
atorny -
1]1,9“ :: whisper, The rhythm and sound effects of the pnsszo?:
lcgili,n;-uc plt;clrc in the only scnse which we have scen to Li)c’
ate: they are poctic becau i
e, I s¢ of a rclation to the total effect
Or w
i “t; ?‘Lny l?pprol:tch] the gencral problem in another way
: o lines by Robert Burns whi ‘ .
_ . which have b
admired by the poet William Butler Yeats: e

[ .
I’I};: \t'i'h'},':? moon is sctting behind the white wave
nd Time is sctting with me, Ol :
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Let us suppose that the lines had been written as follows:

The white moon is setting behind the white wave,
And Time, Ol is setting with mec.

Literally considered, the two versions say cxactly the same thing:
they describe a scenc and give an cxclamation provoked by it.
If one will, however, read the two versions carclully with an
car for the rhythm he will discover that the transposition of the
word O has made a great difference in the movement.

But this difference is not finally important mercly because the
first version may be in itsclf more mclodious than the sccond.
The movement of the first version is superior primarily because it
contributes to the total effect, or to what we might call the total
interpretation, of the scenc. The placing of the ery at the
emphatic position of a lincend implics that the speaker had
scarccly realized the full force of his own statement until he had
made it. The lingering thythm caused by the position of the
exclamation at the end of the second line coincides with the fact
that the poet sces in the natural scene a representation of the
pathos of the passing of Time and, of his own life. By placing
the cxclamation anywhere cse we impair this relationship be-

" tween the rhythm and the other clements involved—the image

of the moonset and the poct’s statement about the passing of
Time. Yeats has summarized the general effectof the passage
and the relationship of the parts as follows:

"Take from them [the lines] the whiteness of the moon and of
the waves, whose relation to the setting of Time is too subtle
for the intelleet, and you take from them their beauty. But,
when all are together, moon and wave and whiteness and sct-
ting Time and the last melancholy ery, they cyoke an cmotion
which cannot be cvoked by any other arrangement of colors and
sounds and forms.

The remarks by Yeats here apply, as we can scc, to the clements
of the scenc itsclf as well as to the rhythm. Ie is not praising
the lines mercly because the scene of the white moon setting
hehind the white wave gives in itsclf a pretty picture. As a mat-

1 w]e Symbolism of Poctry,” Lssays, New York: Macmillan, p. 19%.
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:;::dzf; f::.:, a [Mlit"; moon may not appear as beautiful as a
on, but if we rewrite the li 1
: incs with a gol
we have lost something from them: i i

The gold moon is setting behi
it g behind tl
And Time is sctting for me, O‘!c gold wave,

[ . 1"
El-:iomr"ahl?g that has been lost obviously depends on the
eﬂ;ct ns ’1l‘1]p o 'lhc color to the other clements in the general
o .1 he wlntcfncss of the moon and the wave in conncction
1 . L] ;
; :mt ‘L il::hutli:a oj sclfnnf * and then more specifically in connec-
1c idea of the irrevocable pas i
sage of Time
even though unconsciousl ; oo il
to most reade i i
: : : Y : aders, a conncction wit
:,:; 1‘:11;:(:;;5; 1of somct'hmg waning or dying. The conncction 111
3 al connection, as Ycats inti
not a : = ats intimates when 1|
o i e says the
K 1:on 0 f is too subtle for the intellect,” but it is noyncthc-
s p?wcr lu! one. All of this mercly means that Yeats is
c. [%cctg_;fm[ the beauty—by which he means the total poctic
the lines depends on the relationship of th
cach other, i
This last poi ov
o ;:I“Eisﬁ::itn én:ly be .-u'nplgr proved, as we have already
he passage from Iamlet, b ideri
passage of great poctry in whi i i il it
| vich the pictures used, unli
in the lines from Burn : e
s, would be considered i i i
2 in
as positively ugly or at least neutral, - =

&mc 13:1[!1, my lord, a wallet at his back

herein he puts alms for oblivion '

%} great-sized monster of ingmtitud'cs:

i 1(;.«: scraps arc good deeds past; which are devoured
s fast as they arc made, forgot as soon

As donc: perscverance, dear my lord

Keeps honor bright: to have done, is to ha

Quite out of fashion, like a rusty r’nail iy

In monumental mockery. . . .

(From Troilus and Cressida)

This i i

ci,-‘::a :: a %TCCI] which .Slmkcspcare puts into the mouth of a
m.rt ; :r? Jlysses, who is trying to persuade Achilles to take
art again in the war against the Trojans and not to rest on
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for valor he has already made. The pictures
definitely unattractive: a beggar putting alms in
his sack, a monster, Scraps of food, a rusty suit of armor. The

poctic cffect of the passage, then, cannot depend on the intrinsic
¢ objects mentioned. 1f we speak of the

prettiness of any of th
beauty of the passage, as Yeats speaks of the beauty of the lines

from DBurns, we must mecan the rclation of the objects to each
other and to the idea of the passage.

Let us try to scc what these relationships are. Ulysses is say-
ing that a reputation for good deeds is quickly forgotten. Good
deeds are like alms given to an ungrateful beggar, or are like
scraps of food which the beggar forgets as soon as he has satis-
ficd his appetite. The picture is poctically good because it

accuratcly indicates the atitude which Ulysses wishes Achilles

to take toward his past achicvements, 1£ Ulysscs had merely given
Achilles the general statement that the public forgets good deeds,
he could not have stirred the feclings which Achilles, the hero
and aristocrat, must have felt toward beggars and broken scraps
of food. He plays on this contempt and disgust. The images
of the first five lincs, as we have scen, arc closcly bound together
to definc a certain attitude, Then, after a general statement
that perseverance is necessary to keep honor bright, the image of
the coat of mail is introduced: a man who bases his claim to
honor mercly on a deed Jone in the past is like a suit of mail
that, although it is hung up as a trophy of some great cvent,
simply rusts. It is important to sc¢ that this is not a mere rep-
ctition of the general point made about perseverance, but that
it also develops and adds to the idea, for it carrics with it a
" special urgency to immediate action. There is not only the
~ application, as it were, of the general idea in a concrete image
that can be scen as @ picture, but also an application appropriate
to the special situation, the need for Achilles to put on his armor
and return to the battle.

The use of images in this passage, then, represents not only a
close-knit organization because of the relation of the images 10
cach other and to the intention of the passagec, but also a psy-
chological development, for the images lead from onc attitude
and state of mind to another, One can show the closeness of

the reputation
given here are
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a3
the organizati
TFor ctﬂ:tl:lflncno:l I?f ﬂl;c passage cven in the use of a single word
‘ , take the word mo . : 3
great deal of the “meaning” numental in the last line. A
el T w;:&ng of the passage is concentrated in
; ' monumental literall
the qus f iterally means
" r:}:-nhty ?IE somcthing that stands as a mo:umcnt » ?If'l course,
& ma 1 ' . 1C
s nytr:;q:l which Ulysses uscs in his comparison is one thMt
mormmcmrltl‘}: l:'r|mom"m:nt to past achicvement. But the wotg
size. The w::idn i?z ::SCd - indicate something tremendous in
, then, as it appears in tl
rcsls . . 1c I‘CSCDI:
l;n onml:;o t."lppl;r::'tllonss to the rcader: the m'El is huclf?tcxt sug-
n 4 5 u
iyt ;::: : ::::t n‘;ockcry is monumental, or trcmtndt[:u: 4 i:
applicationt givcs 4 s;::cxlord .suggcslts to the reader these ’two
! i wat ironical, or i
YASSA L : bl sarcastic
I 'l'hte_;whmh is exactly what is intended by the ’scﬁ:l::: g
I . . .

& illustl:-a:iws}c in giving the passages and commc::a aI:‘ i
" the fpmu:lph: that in judging the various lovc s
¥ or ciemen
ok must‘:: a C[;nssngt: of poetry—rhythm, image dictio:
glacsdhyg onsider not the elements taken in isoI:ttion b :
" elnents 4 1c total organization and intention. That i .

ust play an organic part in the pocrn. ST

DRAMATIC ASPECT OF POETRY

It ma j

s [tol:nc ;;:]c:tzd dlhjtt most of the examples given above are
e g yBUtn y ) n.ot represent poctry as we more ordi-
applies to all other poct‘:; P'iltﬂ :g;:?ic;lll‘:smtc‘l H}’ oo v

applies . It ccause a try, i i
. oc:;t“:;rzr;iiosr d';.lsc-npfwc picces (p. 171)’1’?;:}'1;25?‘-3:133
s iml,lics‘«l g iis is clear when we reflect that eve -
pocin i pcrsm.l opc:: er of tl‘lc poem, cither the poet writin i
i L ,0; som‘conc into whose mouth the pocm isgt:fl
i alsc::n represents the reaction of such a pcrp;on’

b thi,s b ne, or an idea. In rcading poctry it is well
matic aspect and to be sure that one scc: tl:o
{+]

part it plays in any given pocm.
WIIAT GOOD 1S POETRY?

[ . . "
1S o ' 5 c
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~value of science we all know. But we have attempted in the

~preceding pages 10 show how diffcrent the organization of poctry

is from that of science, and how diflerent are their objectives.
It is only fuir to admit that what makes science valuable cannot
be held to make poctry vyaluable also. Science gives us a certain
kind of description of the world—a description which is within
‘its own terms verifiable—and gives us a basis for more cffective

practical achievement. Scicnce is, as Bertrand Russell has called

it, "powcr-knowlcdgc."

Dut scicntific thought is « « - essentially pnwcr-t’hought—thc sort
of thought, that is to say, whose purposc, conscious OF UNCONSCious;
is to give power to its posscssor. Now power is a causal con-
cept, and to obtain power over any given material one need
only understand the causal laws to which it is subject. This
i an cssentially abstract matter, and the more irrclevant details
we can omit from our purview, the more powerful our thoughts
will become. The same sort of thing can be illustrated in the
cconomic sphere. The cultivator, who knows every cornct of
his farm, has a concrete knowledge of wheat, and makes very
little moncy; the railway which carrics his wheat views it in
a slightly more abstract way, and makes rather more moncy;
the stocrc exchange manipulator, who knows it only in its
purcly abstract aspect of somecthing which may go up oF
down, s, in his way, as remote {rom concrete reality as the physi-
cist, and he, of all those concerned in the cconomic sphere, makes
the most moncy and has the most power, So it is with science,
though the power which the man of science sccks is more r¢-
mote and impersonal than that which is sought on the stock

exchange.!

But we have scen, and can scc in real life every day, how much
of our expericnce cludes the statements science can make; and how
mercly practical statements of statements that approximate a sci-
entific form satisfy only a part of our interests. One docs not
have to look farther than the fact that this wide domain of
human interests cxists to find a justification for poctry. Most
people are thoroughly satisfied to admit the value of any activity

“A;hr Scientific Outlook, by Bertrand Russells London: Allen and Unwin,
p. B
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:rlc‘lildlh(?:::ics a h:l;:lc and healthy human interest, It may be
Hits ’illlcn:st c:i::; ‘:"3 Tof:‘;v:r kmomt.:nts to f’CIflind the reader that
l’o\c,:;r)’ secks to s::{isﬁ‘- SR AR T Sl Y

i : : a non-practical interest, It i
Lz {;?;nf“;utﬂm“")[ ulthcr aspects of our expericnce that I:c:t‘:g
eking Toe t;:ct peop Tvcn pc_oplc who think that they care
N sntisﬁcs : ry—really have interests which are the same as
g Snlis[a.ction 3 1;0ctr¥. Very few people indeed depend for
g s these interests merely on their routine activities.
gisns ,rc-u{ n: en 1o 51’““]}“: go to church, listen to radio pro-
l’nllcrs’. S.uch ﬂg“?lll(l; storics or the gossip columns of news-
itics and poctrml);p: o not sce any relation between these activ-
e o imcrz;“ u 1V{;(;lctr)r docs concern the same impulses and
ture in general 5 ’i and 1‘0‘_’" E°?d poetry, and good litera-
interests is a ;1,t§wc 'll SE S & SN Jupies ol
w7l e CI:l mh’; ¢r [:E iich can best be stated in connection with
ite ki e e v and the attempt in this book to
matter will be gradually developed by the study of

bcgil':mmg of any attempt to study poctry

" sr:c' qucrilmu‘- of t!lc value of poctry, then, is to be answered
ayh;sﬂn!lz that it springs frora a basic human impulse and fulrﬁc.l
asic human interest. To answe i i

: | A r the question fina
:11:): :nlmt:dl?d]y’ onc would have to answer the qucstit::\y’u: ntd
alue of those common im i v

‘ 5 c pulses and interests,

is;“a rq_m:snonl which lics outside of the present concern Buft\ .

C o . £l ;
2 lmtmm-a .;lud)r of poctry it is only necessary to sce that ’cr(c
S an m; iutcd and cccentric thing, but springs from .thepo .
amental interests which human beings have i






