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provision of External Studies Programme and nowdbise Learning Education in Nigeria and bey
The Distance Learning mode to which we are committegroviding access to many deser
Nigerians in having access to higher educationaalhe those who by the nature of their engagende
not have the luxury of full time education. Recgnil is contributing in no small measure to prong
places for teeming Nigerian youths who for one @easr the other could not get admission intc
conventional universities.

These course materials have been written by wrigpecially trained in ODL course delivery. -
writers have made great efforts to provide up t dlaformation, knowledge and skills in the diffie
disciplines and ensure that the materials are fuserdly.

In addition to provision of course materials innprand e-format, a lot of Information Technologyu
has also gone into the deployment of course métehéost of them can be downloaded from the |
website and are available in audio format which gan also download into your mobile phones, |
MP3 among other devices to allow you listen to &luelio study sessions. Some of the study se
materials have been scripted and are being broadiedke university’s Diamond Radio FM 101.1, w
others have been delivered and captured in audigaliformat in a classroom environment for us
our students. Detailed information on availabilapd access is available on the website. We
continue in our efforts to provide and review ceunsaterials for our courses.

However, for you to take advantage of these formais will need to improve on your I.T. skills ¢
develop requisite distance learning Culture. W&l known that, for efficient and effective prowna of
Distance learning education, availability of apprafe and relevant course materials isirse qua nol
So also, is the availability of multiple plat forior the convenience of our students. It is in faigént o
this, that series of course materials are beingtemito enable our students study at their own g
convenience.

It is our hope that you will put these course miatetto the best use.

pollierny.

Prof. Abel Idowu Olayinka
Vice-Chancellor



International Community, the University of Ibad@nstance Learning Centre has recently embarkec
vigorous repositioning agenda which aimed at embgaa holistic and all encompassing approach t
delivery of its Open Distance Learning (ODL) progra@smThus we are committed to global
practices in distance learning provision. Aparinirproviding an efficient administrative and acade
support for our students, we are committed to liog educational resource materials for the usaus
students. We are convinced that, without an upate,dearner-friendly and distance learning conm
course materials, there cannot be any basis toclayn to being a provider of distance leart
education. Indeed, availability of appropriate seumaterials in multiple formats is the hub of
distance learning provision worldwide.

In view of the above, we are vigorously pursuingaasatter of priority, the provision of credil
learner-friendly and interactive course materialsdll our courses. We commissioned the authori
and review of course materials to teams of expents their outputs were subjected to rigorous
review to ensure standard. The approach not onlyhasipes cognitive knowledge, but also skills
humane values which are at the core of educatie@n @ an ICT age.

The development of the materials which is on-goitgp éhad input from experienced editors
illustrators who have ensured that they are aceumirrent and learner-friendly. They are spec
written with distance learners in mind. This is vanportant because, distance learning involves
residential students who can often feel isolatethfthe community of learners.

It is important to note that, for a distance leanweexcel there is the need to source and readan
materials apart from this course material. Therefadequate supplementary reading materials asas
other information sources are suggested in theseomaterials.

Apart from the responsibility for you to read tbsurse material with others, you are also advieestée
assistance from your course facilitators especedigdemic advisors during your study even befoe
interactive session which is by design for revisidfour academic advisors will assist you u
convenient technology including Google Hang OutuYkube, Talk Fusion, etc. but you have to
advantage of these. It is also going to be of insreadvantage if you complete assignments as at
due so as to have necessary feedbacks as a guide.

The implication of the above is that, a distanceneahas a responsibility to develop requisiteastisi
learning culture which includes diligent and disicipd self-study, seeking available administraie
academic support and acquisition of basic inforamatechnology skills. This is why you are encour:
to develop your computer skills by availing youfgbe opportunity of training that the Centre’s yicte
and put these into use.

In conclusion, it is envisaged that the course magewould also be useful for the regular student
tertiary institutions in Nigeria who are faced wahdearth of high quality textbooks. We are thee
delighted to present these titles to both our distalearning students and the university’'s re
students. We are confident that the materialsiveilan invaluable resource to all.

We would like to thank all our authors, reviewensl @roduction staff for the high quality of work.

Best wishes.

@QA—“ oy

Professor Bayo Okunade
Director



Content Authoring

Content Editor

Production Editor

Learning Design & Technologist
Managing Editor

General Editor

Prof. A.O. Dasylva, O.Bgéde

Prof. Remi Raji-Oyelade

Dr. Gloria O. Adedoja
Folajimi Olambo Fakoya
Ogunmefun Oladele Abiodun
Prof. Bayo Okunade



Recent development in modern poetry, particularty ¢éimergence of modern African poetry, is a poirtengw effort
being made to bring about necessary and graduadydéfication and de-mythification of poetry. Itudth this in mind the
| intend to introduce to you, using the DLC, Universdf Ibadan, adopted methodology for effective gtiol moder
poetry. In addition, it is intended to stimulate &mtd’ interest in poetry and possibly assist thamwiiting their ow
original poems.

Part | informs students on the general backgroumtipmssible sources, as well as the distinguisheéatufes and forms
poetry. Part Il focuses on major movements and tiegdi in English Poetry, except in the case of tpi& evhos
peculiarities | find expedient to draw, largely, frahe Anglo-Saxon “Beowulf,” John Milton'®Paradise Lostand othe
selected African epics. Besides, Part Il introdusteslents to the study of some poets and their wamd to understa
each poet’s spontaneous overflow of powerful fealith This is a culmination of the informing ethosttttatalyses t
poet’s creative (manner of crafting of the poenms) eritical sensibility (the poet’s expressed opits on different subjec
and his level of consciousness which, in turn, infolms interpretation of the reality around him)initolves the poet
society-including his general background, experieand exposure, ideological alignment or philosophyipag othe
things.



ENGLISH POETRY
Major Movements and Traditions
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Epic Poetry

Introduction

The development of English literature (not literagiin English) can be identified under five majtdrical movement
These movements, otherwise known as periods or agesletermined by the prevailing language or rolemworlc
philosophy or literary technique or prominent wiig®, or any best thing that characterizes the agrovement. It must
emphasized, however, that there is no clear-cut dextien between one stage and the other. The itiatditerary age
have been suggested to inclutlee Anglo-Saxon (Oral tradition), before 55BC; 48800 Medieval; 1500-1660 Renaissance; 1
1700 Restoration; 1660-1798 Neo-Classical; 1798dé&n; 1939- Contemporary. This study session deigisthe first literary age.

Learning Outcomes for Study Session 3

When you have studied this session, you should be able to:

1.1discuss the significance of epic poetry.

1.2differentiate between primary and secondary epic

1.3discuss the interaction between the humans and the supalmatepic poetry.
1.4 highlight the elements of the epic formulae.

1.5locate the hero of John Milton’s ‘Paradise Lost'.

1.1 Form and Significance

Epic poetry is known to be one of the earliest literary formasd indeed one that has attracted discussions frigynt the
days of Homer up to this present day (Brass 198%s& various discussions at different times ardifierent places shc
that the epic is a long narrative poem that is etvsd on a grand scale. It treats a serious theatehtts both national &
international significance. This theme is preseiitied style that is elevated. In treating its therhegehtres its narration
the celebration of the achievements of one or more hersormege of history or tradition.

It presents characters of high position in a serieglgéntures (Brass 1989). These adventures formgamiorwhole in tw
ways (i) through their relation to the central figuwho has heroic and superhuman proportion; ahpdhfiough the
development of episodes that are important to the hisfarynation or race.

The works of Homer and Virgil are the main exampuléslassical literary epic while “Beowulf and Pdise Lost” are tt
most obvious examples of English epic. In Africa, some @fibpular epics includ®zidi, SunjataandChaka

(Excerpts from) Beowulf
(Anon.)

The Coming of Grendel

A powerful monster, living down
In the darkness, growled in pain, impatient
As day after day the music rang
Loud in that hall, the harp’s rejoicing
Call and the poet’s clear songs, sung 5
Of the ancient beginnings of us all, recalling
The Almighty making the earth, shaping
These beautiful plains marked off by oceans,
Then proudly setting the sun and moon
To glow across the land and light it; 10
The corners of the earth were made lovely with trees
And leaves, made quick with life, with each
Of the nations who now move on its face. And then
As now warriors sang of their pleasure:
So Hrothgat’s men lived happy in his hall 15
Till the monster stitred, that demon, that fiend,



Not hell but earth. He was spawned in that slime,
Conceived by a pair of those monsters born
Of Cain, murderous creatures banished

By God, punished forever for the crime

Of Abel’s death. The Almighty drove

Those demons out, and their exile was bitter,
Shut away from men; they split

Into a thousand forms of evil-spirits

And fiends, goblins, monsters, giants,

A brood forever opposing the Lord’s

Will, and again and again defeated.

Then, when darkness had dropped, Grendel
Went up to Herot, wondering what the warriors
Would do in that hall when their drinking was done.
He found them sprawled in sleep, suspecting
Nothing, their dreams undisturbed. The monster’s
Thoughts were as quick as his greed or his claws:
He slipped through the door and there in the silence
Snatched up thirty men, smashed them

Unknowing in their beds and ran out with their bodies

The blood dripping behind him, back
To his liar, delighted with his night’s slaughter.

At daybreak, with the sun’s first light, they saw
How well he had worked, and in that gray morning
Broke their long feast with tears and laments
For the dead. Hrothgar, their lord, sat joyless
In Herot, a mighty prince mourning
The fate of his lost friends and companions,
Knowing by its tracks that some demon had torn
His followers apart. He wept, fearing
The beginning might not be the end. And that night
Grendel came again, so set
On murder that no crime could ever be enough,
No savage assault quench his lust
For evil. Then each warrior tried
To escape him, searched for rest in different
Beds, as far from Herot as they could find,
Seeing how Grendel hunted when they slept.
Distance was safely; the only survivors
Were those who fled him. Hate had triumphed.

So Grendel ruled, fought with the righteous,
One against many, and won; so Herot
Stood empty, and stayed deserted for years,
Twelve winters of grief for Hrothgar, king
Of the Danes, sorrow heaped at his door
By hell-forged hands. His misery leaped
The seas, was told and sung in all
Men’s ear: how Grendel’s hatred began,

How the monster relished his savage war
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No truce, accepting no settlement, no price 70
In gold or land, and paying the living
For one crime only with another. No one
Waited for reparation from his plundering claws:
That shadow of death hunted in the darkness,
Stalked Hrothgat’s warriors, old 75
And young, lying in waiting, hidden
In mist, invisibly following them from the edge
Of the marsh, always there, unseen.
So mankind’s enemy continued his crimes,
Killing as often as he could, coming 80
Alone, bloodthirsty and horrible. Though he lived
In Herot, when the night hid him, he never
Dared to touch king Hrothgar’s glorious
Throne, protected by God — God,
Whose love Grendel could not know. But Hrothgar’s 85
Heart was bent. The best and most noble
Of his council debated remedies, sat
In secret sessions, talking of terror
And wondering what the bravest of warriors could do.
And sometimes they sacrificed to the old stone gods. 90
Made heathen vows, hoping for Hell’s
Support, the Devil’s guidance in driving
Their affliction off. That was their way,
And the heathen’s only hope, Hell
Always in their hearts, knowing neither God 95
Nor His passing as He walks through our world, the Lord
Of Heaven and earth; their ears could not hear
His praise nor know His glory. Let them
Beware, those who are thrust into danger,
Clutched at by trouble, yet can carry no solace. 100
In their hearts, cannot hope to be better! Hail
To those who will rise to God, drop off

Their dead bodies and seck our Fathet’s peace!

So the living sorrow of Healfdane’s son
Simmered, bitter and fresh, and no wisdom 105
Or strength could break it: that agony hung
On king and people alike, harsh
And unending, violent and cruel, and evil.
In his far-off home Beowulf, Higlac’s’
Follower and the strongest of the Greats — greater 110
And stronger than anyone anywhere in this world —
Heard how Grendel filled nights with horror
And quickly commanded a boat fitted out,
Proclaiming that he’d go to that famous king,
Would sail across the sea to Hrothgar, 115
Now when help was needed. None
Of the wise ones regretted his going, much
As he was loved by the Geats: the omens were good,

And they urged the adventure on. So Beowulf



In all, and led them down to their boat;
He knew the sea, would point the prow

Straight to that distant Danish shore.

Then Wulfgar went to the door and addressed
The waiting seafarers with soldier’s words:
“My lotd, the great king of the Danes, commands me
to tell you that he knows of your noble birth
And that having come to him from over the open
Sea you have come bravely and are welcome.
Now go to him as you are, in your armor and helmets,
But leave your battle-shields here, and your spears,
Let them lie waiting for the promises your words
May make.”
Beowulf arose, with his men
Around him, ordering a few to remain
With their weapons, leading the others quickly
Along under Herot’s steep roof into Hrothgar’s
Presence, the silvery metal of his mail shirt
Gleaming with a smith’s high art, he greeted
The Dane’s great lord:
“Hail, Hrothgar!
Higlac is my cousin and my king; the days
Of my youth have been filled with glory. Now Grendel’s
Name has echoed in our land: sailors
Have brought us stories of Herot, the best
Of all mead-halls, deserted and useless when the moon
Hangs in skies the sun had lit,
Light and life fleeing together.
My people have said, the wisest, most knowing
And best of them, that my duty was to go to the Danes’
Great king. They have seen my strength for themselves,
Have watched me rise from the darkness of war,

Dripping with my chains, chased

All of that race from the earth. I swam 155

In the blackness of night, hunting monsters

Out of the ocean, and killing them one

By one; death was my errand and the fate

They had earned. Now Grendel and I are called
Together, and I've come. Grant me, then,

Lord and protector of this noble place,

A single request! I have come so far,

O shelter of warriors and your people’s loved friend,
That this one favor you should not refuse me —
That I, alone and with the help of my men,

May purge all evil from this hall. I have heard,

Too, that the monstet’s scorn of men

Is so great that he needs no weapons and fear none.
Nor will I. my lord Higlac

Might think less of me if I let my sword

Go where my feet were afraid to, if I hid
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Against the monster. God must decide

Who will be given to death’s cold grip. 175
Grendel’s plan, I think, will be

What it has been before, to invade this hall

And gorge his belly with our bodies. If he can,

If he can. And I think, if my time will have come,
There’ll be nothing to mourn over, no corpse to prepare
For its grave: Grendel will carry our bloody

Flesh to the moors, crunch on our bones

And smear torn scraps of our skin on the walls

Of his den. No, I expect no Danes

Will fret about sewing our shrouds, if he wins.

And if death does take me, send the hammered

Mail of my armor to Higlac, return

The inheritance I had from Hrethel, and he

'7,

From Wayland. Fate will unwind as it must

Then Hrothgat’s men gave places to the Geats,
Yielded benches to the brave visitors
And led them to the feast. The keeper of the mead
Came carrying out the carved flasks,
And poured that bright sweetness. A poet
Sang, from time to time, in a clear
Pure voice. Danes and visiting Geats

Celebrated as one, drank and rejoiced.

There was the sound of laughter, and the cheerful clanking

Of cups, and pleasant words. Then Welthow,
Hrothgat’s gold-ringed queen, greeted 200
The warriors; a noble woman who knew
What was right, she raised a flowing cup
To Hrothgar first, holding it high
For the lord of the Danes to drink, wishing him
Joy in that feast. The famous king
Drank with pleasure and blessed and blessed their banquet.
Then Welthow went from wartior to wartior,
Pouring a portion from the jeweled cup
For each, till the bracelet-wearing queen
Had carried the mead-cup among them and it was Beowulf’s
Turn to be served. She saluted the Geats’
Great prince, thanked God for answering her prayers,
For allowing her hands the happy duty
Of offering mead to a hero who would help
Her afflicted people. He drank what she poured,
Edgetho’s brave son, then assured the Danish
Queen that his heart was firm and his hands
Ready:

“When we crossed the sea, my comrades
And, I already knew that all
My purpose was this: to win the good will
Of your people or die in battle, pressed
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My death!”
Welthow was pleased with his words,
His bright-tongued boasts; she carried them back
To her lord, walked nobly across to his side.
The feast went on, laughter and music
And the brave words of wartiors celebrating
Their delight...
Out from the marsh, from the foot of misty
Hills and bogs, bearing God’s hatred,
Grendel came, hoping to kill
Anyone he could trap on this trip to high Herot.
He moved quickly through the cloudy night,
Up from his swampland, sliding silently

Toward that gold-shinning hall. He had visited Hrothgar’s

Home before, knew the way —

But never, before nor after that night,

Found Herot defended so firmly, his reception
So harsh. He journeyed, forever joyless,
Straight to the door, then snapped it open,
Tore its iron fasteners with a touch

And rushed angtily over the threshold.

He strode quickly across the inlaid

Floor, snarling and fierce: his eyes

Gleamed in the darkness, burned with a gruesome
Light. Then he stopped, seeing the hall
Crowded with sleeping warriors, stuffed

With rows of young soldier resting together.
And his heart laughed, he relished the sight,
Intended to tear the life from those bodies

By mourning; the monster’s mind was hot

With the thought of food and the feasting his belly

Would soon know. But fate, that night, intended

Grendel to gnaw the broken bones

Of his last human supper. Human

Eyes were watching his evil steps,

Waiting to see his swift hard claws.

Grendel snatched at the first Geat

He came to, ripped him apart, cut

His body to bits with powerful jaws,

Drank the blood from his veins and bolted

Him down, hands and feet; death

And Grendel’s great teeth came together,

Snapping life shut. Then he stepped to another

Still body, clutched at Beowulf with his claws,

Grasped at a strong-hearted wakeful sleeper

- And was instantly seized himself, claws

Bent back as Beowulf leaned up on one arm.
That shepherd of evil, guardian of crime,

Knew at once that nowhere on earth

Had he met a man whose hands were harder;
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Hard grip. Grendel’s one thought was to run
From Beowulf, flee back to his matrsh and hide there:
This was a different Herot than the hall he had emptied.
But Higlac’s follower remembered his final
Boast and, standing erect, stopped
The monster’s flight, fastened those claws
In his fists till they cracked, clutched Grendel
Closer. The infamous killer fought
For his freedom, wanting no flesh but retreat,
Desiring nothing but escape; his claws
Had been caught, he was trapped. That trip to Herot
Was a miserable journey for the writhing monster!
The high hall rang, its roof boards swayed,
And Danes shook with terror. Down
The aisles the battle swept, angry
And wild. Herot trembled, wonderfully
Built to withstand the blows the struggling
Great bodies beating at its beautiful walls;
Shaped and fastened with iron, inside
And out, artfully worked, the building
Stood firm. Its benches rattled, fell
To the floot, gold-covered boards grating
As Grendel and Beowulf battled across them.
Hrothgat’s wise men had fashioned Herot
To stand forever; only fire,
They had planned, could shatter what such skill had put
Together, swallow in hot flames such splendor
Of ivory and iron and wood. Suddenly
The sounds changed, the Danes started
In new terror, cowering in their beds as the terrible
Screams of the Almighty’s enemy sang
In the darkness, the horrible shrieks of pain
And defeat, the tears torn out of Grendel’s
Taut throat, hell’s captive caught in the arms
Of him who of all the men on earth
Was the strongest.
That mighty protector of men
Meant to hold the monster till its life
Leaped out, knowing the fiend was no use
To anyone in Denmark. All of Beowulf’s
Band had jumped from their beds, ancestral
Swords raised and ready, determined
To protect their prince if they could. Their courage
Was great but all wasted: they could hack at Grendel
From every side, trying to open
A path for his evil soul, but their points
Could not hurt him, the sharpest and hardest iron
Could not scratch at his skin, for that sin-stained demon
Had bewitched all men’s weapons, laid spells

That blunted every mortal man’s blade.
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To hell he would go, swept groaning and helpless

To the waiting hands of still worse fiends.

Now he discovered — once the afflictor

Of men, tormentor of their days — what it meant

To feud with Almighty God: Grendel 330

Saw that his strength was deserting him, his claws

Bound fast, Higlac’s brave follower tearing at

His hands. The monstet’s hatred rose higher,

But his power had gone. He twisted in pain,

And the bleeding sinews deep in his shoulder 335
Snapped, muscle and bone split

And broke. The battle was over, Beowulf

Had been granted new glory: Grendel escaped,

But wounded as he was could flee to his den,

His miserable hole at the bottom of the matsh, 340
Only to die, to wait for the end

Of all his days. And after that bloody

Combat the Danes laughed with delight.

He who had come to them from across the sea,

Bold and strong-minded, had driven affliction 345
Oft, purged Herot clean. He was happy,

Now, with that night’s fierce work; the Danes

Had been served as he’d boasted he’d serve them; Beowulf,

A prince of the Geats, had killed Grendel,

Ended the grief, the sorrow, the suffering 350
Forced on Hrothgar’s helpless people

By a bloodthirsty fiend. No Dane doubted

The victory, for the proof, hanging high

From the rafters where Beowulf had hung it, was the monstet’s
Arm, claw and shoulder and all. 355

And then, in the morning, crowds surrounded
Herot, warriors coming to that hall
From faraway lands, princes and leaders
Of men hurrying to behold the monster’s
Great staggering tracks. They gaped with no sense 360
Of sorrow, felt no regret for his suffering,
Went tracing his bloody footprints, his beaten
And lonely flight, to the edge of the lake
Where he’d dragged his corpselike way, doomed
And already weary of his vanishing life. 365
The water was bloody, steaming and boiling
In horrible pounding waves, heat
Sucked from his magic veins; but the switling
Sutf had covered his death, hidden
Deep in murky darkness his miserable 370
End, as hell opened to receive him.
Then old and young rejoiced, turned back
From that happy pilgrimage, mounted their hardhooved
Horses, high-spirited stallions, and rode them
Slowly toward Herot again, retelling 375



On earth or under the spreading sky

Or between the seas, neither south nor north,

Was there a warrior worthier to rule over men. 380

(But no one meant Beowulf’s praise to belittle

Hrothgar, their kind and gracious king!)

Example of an African oral epic
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IZIBONGO: Zulu Praise-Poems.

Shaka

Dlumgwana son of Ndabal

Ferocious one of the Mbelebele bridge,

Who raged among the kraals,

So that until dawn the huts were being turned upside down.
He who beats but is not beaten, unlike water,

Axe that surpasses other axes in sharpness;

Shaka, I fear to say he is Shaka,

He is the chief of the Mashobas.

He of the shrill whistle, the lion;

He who armed in the forest, who

Armed in the forest, who is like 2 madman,

The madman who is in full view of the men.

He who trudge wearily the plain going to Mfene;

The voracious one of Senzangakhona,

Spear that is red even on the handle.

The open- handed one, they have matched the regiments,
They were matched by Noju and Ngqgengenye,

The one belonging to Ntombazi and the other to Nandi;
Brought out by the white one of Nandi.

They called him to Mthandeni despising him, they said

We cannot compete in dancing with this Ntungwa from up country,
Whereas he was going to annihilate Phakathwayo in the return competition.
The small beast of consent flying like a flag,

Why did the ferocious one consent?

Why has he accepted Godolozi,

Thinking that he was on this side at Nandi's place?

Whereas he was far away at little Ntombazi's place?

The sun that eclipsed another with its rays,

For the present it eclipse the one of Mthandent.

There are two words for which I am grateful,

I am grateful for that of Mpandaba and that of Ndungenkomo,
Saying “The string of beads does not fit the neck’

Please inquire from the people of Zinkondenti,

They said he who is frustrated they would stab at Hlohloko,
The curdled milk got spilt and dish got broken.

The joke of the women of Nomgabhi,

Joking as they sat in a sheltered spot,

Saying that Shaka would not rule, he would not become chief,
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And all the ridges heard its wailing,
It was heard by Dunjwa of the Yengwenikraal,
It as heard by Manggcengeza of Khall's kraal
Fire of the long dry grass, son of Njokwane;
Fire of the long grass of scorching force,
That burned the owls on the Dlebe hill,
And eventually those on Mabedlana also burned.
He who travelled across to Ndima and Mgovu,
And women who were with child gave birth easily;
The newly planted crops they left still short,
The seed they left amongst the maize-stalks,
The old women were left in the abandoned sites,
The old men were left along the tracks,
The roots of the trees looked up at the sky.
He who reached the top of the Bhuzane mountain,
He came across a long line of buch,
He passed by Mcombo as the cattle were leaving.
He whose routes they inquired from Dunjwa,
Whereas they should have asked Mbozaneaboutthem,
As for him he was hurrying to go to Nomagaga,
A cock came and prevented him.
He who is only the adults who will flee by themselves,
Dunjwa alone it has crushed
He who went and erected temporary huts at the Thukela,
Where a leopard was ensnared in a trap,
He defeated Khungwayo by means of the Ngobizembes.
He who moved slowly along one ridge and returned on another,
Attacking Bhoyiya son of Mdakuda;
Ndaba did not intend to go there
He was going to fetch Macingwane of the Ngonyameni kraal.
He who moved slowly along a long ridge,
He traversed the bones of the people of Tayj
Who were cold going to Macingeane at Ngonyameni.
The people of Zihlandlo...
I criticized them, the evil-dowers,
They did not tell the king the ford,
Which was recently vacated by Ntube of the Majolas:
They made him cross at the one with hippos and crocodiles,
The hippos and crocodiles gaped with mouths wide-open
He who looked down towards Hadungela,
The cattle of Sihayo returned,
And then there followed those of Agfongosi,
That were milded by an hysterical person at Mavela's place.
He who was a pile of rocks at Nkandla,
Which was a shelter for the elephants in bad weather,
Which sheltered Phungashe of the Butheloziclan.
And Zihllandlo of the Mkhize clan,
And the elephants ran away from the place;
Feather that bobbed down on the side of Nkanla,

Bobbing down always and devouring men.



They were not contending over castor-oil seeds in deserted sites,
They said just a moment, wait for the pigeons,
And he came and killed them both.
100 Pursuer of a pursued Zwide son of Langa,
Talking him from where the sun rises
And sending him to where it sets;
As for Zwide he folded his two little shoulders together.
105. It was then the elder Was startled by the younger.
Flerce animal in the homes of people;
Wild animal that was in charge at Dibandlela's
He who dressed late was eventually overtaken,
He who puts on his fivery at the water's edge.
110. His things will be washed away.
Trickster, abstain from enemies, it is summet,
The grass is long, it will get the better of you.
Buffalo that stood glaring with a spear on the banks of the Nzimvubu
And the Pondos feared to come down to it;
115. You Gambushe and you Faku,
Do not stab him,
If you do stab him,
You will not be stabbing him,
You will then be stabbing him, Phunga and Mageba.
120. You will them be stabbing the unborn Ngqungqushe.
The attacker has long been attacking them:
He attacked Phunga she of the Buthelezi clan,
He attacked Sondaba of Mthanda as
he sat in council, He attacked Macingwaneat Ngonyameni.
125. He attacked Macingwame
Of the Mbathaclan,
He attacked Diadlama of the Majolas
He attacked Gambushe in Pondoland,
He attacked Faku in Pondoland.
130. The young viper grown as it sits,
? Always in a great rage,
with a shield on its knees.
He who while devouring some devoured others,
And as he devoured other he
devoured some mote,
135. He who while devouring some devoured others,
And as he devoured others he devoured some more,
He who while devouted othets
And as he devoured others he devoured some-more;
He who while devouring some devoured others,
140. And as he devoured others he devoured some more;
He who while devouring some devoured others,
And as he devoured other he devoured others
And as he devoured others he devoured Some more.
Painful stabber, they will exhort one another,

Those who are with the enemy and those who are at home.
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with colours in circle as if they had been painted on,
He who is hazy as the shadows of the mountains,
When it is dark the evil-doers move about,
The rival of Phunga and Mageba
Which looked at me until I got accustomed to it,
Powerful limbs, calf of a beast,
The kicking of this beast puzzled me,
it kicked the milker and left the one holding it.
Hawk that I saw descending from the hills of Mangcengeza,
And from those of Phungashe he disappeared,;
They said 'Hawk, here he is, thete ho is',
Wheteas he was silent in the forest
like the leopards and lions.
Shaka went and erected temporary huts.

Between the Nsuze and the Thukela,
In the country of Nyanya
Son of Manzawane,
He ate up Mantondo son of Tayi,
He devoured Sihayo.

He who came dancing on the hillside of the Phuthies,
And overcame Msikazi among the Nclimoshes.

He met a long time oh haha-dedahs (ibis birds)
When he was going to destroy the
Foolish Pondos,
Shaka did not raid herds of cattle,
He raided hers of buck,

He who gets stiff!
He who was cooked in the deep pot of Ntombazi,
He was cooked and got stiff.
He who goes about making fires
and leaving behind conflagrations.
Who when he who rubbed flareed like a fire
There was no longer a beast lowing
at little Ntombaz's
It was now lowing at our place at Bulawayo.
Our own bringer of poverty at Bulawayo.

Who made Zwides destitute by great strides.
The sky that rumbled, the sky of Mageba,
That thundered above Nomange mountain,
It thundered behind the kraal at Kughobeken and struck
It took the shields of Maphela and the Mankayiya,
And the little melons of the Zam paka were left on the vines.
He devoured Nomahlanjana son of Zwide of the Maphelas,
He ate up Nphepha son of Zwide of the Maphelas,
He killed Nombengula son of Zwide of the Maphelas,
He destroyed Dayingubo son of Zwide of the Maphelas,
He ate up Sonsukwana son of Zwide of the Maphelas;
He devoured the chief wife, daughter of Lubongo,
He ate up Mtimona son of Gaqa of the Maphelas,
He killed Npondo-phumelakwezinde of the Maphelas,



195 He devoured Sihla-mth ini-munye of Zwide' d people
He destroyed Ngwangube son of Lundayane,
He belonged to our side, having turned round his shield.
Return, Tricksters, indeed you have finished this matter,
As for Zwide, you have made him into a homeless criminal.
200 And now today you have done the same to the son.
The people of Zwide, Shaka, you have lept over them
Sikhunyana is a girl, he has married you,
He found you sitting in council in the cattle- fold at Nkandla,
Not knowing that your soldiers had a cross-questioning.

205 Bearer of the homed viper, they have beaten you!

0 What distinguishing mark may first become obvious to yidheasight of an epic poem?
e The length. The entire oeuvre of some poets may not attaierthth of a single epic.

1.2 Types of Epic Poetry

As already mentioned, there are two types of epic poetaglitibnal or folk epic, and literary or written epic.

1.2.1 Traditional epictells the tale of a man who has superhuman qualities thext mien do not have. These qualitie:
used for the benefit and development of his people. Suebiaris a product of a non-literate society. The poem is
“narrated” or “performed” by a bard or a griot who acconigghis rendition with musical instruments. The baka, inost
oral poets, is conscious of his audience and he perforthglegp sense of public image (Finnegan 1981). When this |
is orally transmitted, information passes from mouth totmand from generation to generation. There are no specific
authors for specific poems. Each poet builds on andowasron the information that he has received about @ylartepic
poem. In other words, the content does undergo some chaogetimie to time. It could treat subjects that are heroic,
romantic or historic in nature.

1.2.2 Literary epic like the traditional epic, tells the tale of a maho has superhuman qualities which he uses fi
development of his generation. It has similar cameéth traditional epic. However, the poetry is initten form because
is a product of a literate society. So the issupesformance does not arise. It is different froaditional epic in that it h
specific authorship.

Both traditional and literary epic poetry aim t@ase through the medium of word and the imagesatieatreated throu
them (Okpewho 1979). The basic difference betweaditional and literary epic is in how they are sw@nitted and tf
process that is involved in transmitting them.

Hint: Primary epic—memorised and recited; secondary epidtten and read

1.3 Basic Requirements of an Epic Poem

In whatever form and through whatever means epetrpds transmitted, there are certain basic remergs that a
generally agreed upon for it to be regarded as an epic. Taeag dollows:

1.3.1 Action

The action should normally consist of deeds of great valbichamvould require superhuman courage. It depends hea
ancient legends and depicts the adventurous esmbieome great warriors. The action further tellthe nature, charac
and spirit of their national heritage. In generatgeflects an age, a race, a civilization and a celltbrough its hero’s lif
“Beowulf” involves the values of a warrior society whérere is mutual trust and respect between a warrior iaridrt.

The action of the traditional epic stresses thdliobrof the individual against his society or agsti himself. Beowulf, tt
hero of “Beowulf’ concerns himself with fate. He tedis relationship with an unknown destiny by m¢ing to sla
mother-dragon, Grendel and later, Grendel’s siblibfgsis very much aware that he either kills thenhergets killed k
them. He is lucky to kill the siblings but he is gt lucky when he challenges the mother-dragon.ifatgainst him so
is killed. In John Milton’s “Paradise Lost”, Satan’s dowhé&éso comes about by fate (line 116-119):

This downfall since by fate the strength of God
And this Empyreal substance cannot fail,
Since through experience of this great event



1.3.2 Interaction between men and the supernatural forces

Supernatural forces like gods, angels and demomsesttthemselves in the action of the poem. Thewllysaonstitut
problems for the human characters in the poem.thigsproblem that the epic hero usually faces,lehges and conque
For example, Grendel, her mother, the dragon andviren are some of the supernatural forces Beowudf tiaconten
with. In “Paradise Lost” all the characters thated the poem apart from Adam and Eve, are supeatdtrces — Gol
Satan, Beelzebub and the other fallen angels. Shpiiarthe African epic, for example, Clark-Bekede@sn“Ozidi” the
supernatural forces are either directly engaged or Ozédisstheir support.

1.3.3 The Epic Hero

The hero is a figure of imposing stature. When Bdbthe hero of “Beowulf” appears with his party tive coast of Dan
he is immediately noticed by the Danish coast guard whitrécted by his good looks: (“Beowulfihe 247-25):

I have never laid eyes upon earl on earth

More stalwart or sturdy than one of your troop

A hero in armor, no hall-than he

Tricked out with weapons, unless looks believe him
And noble bearing.

He is of national and universal significance inwief his great historical and legendary relevandee Tero is like tt
spokesman and saviour of his age and communitythler evords, he embodies the mores and the aspisabioims societ
In the case of the hero of most African epics, ghisrusually something mysterious about his biritl kis early yout
Sunjata is an example of this. He stayed seven yeais mother’'s womb before he was born (linesi89®-This advanta
of his supernatural conception puts him above berg For example, the hero of “Sunjata” is the gamking and also
emperor. When finally born, it is during the dry swasThe sky darkens, there is great cloud with thungiebling an
lightning flashing and strong wind blowing. Rainrstaand then stops and immediately, the sun appeEsanveyed in t
following lines:

Suddenly, the sky darkened and great clouds coifnorg the east hid the sun, although it was during sbason.
Thunder began to rumble and swift lightning rerg thouds, a few large drops of rain accompaniea loyll rattle of
thunder burst out of the east and lit up the wis&leas far as the west. Then the rain stoppedtendun appeared and it
was at this moment that a midwife came out

of Sogolon’s house, ran to the antechamber andusnted to Nare Maghan that he was the father ofya bo
(“Sunjata” IV, 13).

These mysterious circumstances set the hero apartthe natural course of life. This serves as acgoaf inspiration ft
the hero who sees himself as possessing superhgumadities. It serves as a source of awe about the foe other peop
who see him as possessing “storage” qualities. Histlh and development from childhood is usuallyr&etdinary. H
appears too advanced, too serious for children of his ageat&wojuld not associate with children of his age. When th
playing, he is too serious to join them. Apart from thesstarts walking (at the age of seven) as a resulsaftep-mother
cynical comment about his inability to walk. On #@me day he uproots a whole baobab tree. In additeobends an ir
rod made by his father's blacksmith into a bow. Befthe age of ten, he has become a master huntitiecathat i
reserved only for men who have distinguished themselves.

1.3.4 Setting

The setting of the poem is vast in scope coveriggtgnations, the world or the universe. In “Pamadisst”, the settir
covers the whole of heaven, hell and the earth.

1.3.5 Style

The poem has a grand style of sustained elevatidngeand simplicity. It usually has sublimity of letyand grandeur
content. There is extraordinary richness of rhetdretaboration, which alternates and, at times, coesbwith the bare
simple statements. In one of Beowulf's speechemglnis first meeting with Hrothgar, the King of the [@anhe conclud
his mission in his determination to come back and challdrgmonster thus:

But I shall show him soon now,
The strength and the courage of the Geats, thefarea
Afterwards he will walk who may be



Shines from the south on the children of men.

1.4 The Epic Formulae

There are common devices and conventions which are geapio most epic poems. They include the following:

1.4.1 Theme

The poem opens by stating the theme. In “Paradis¢’ Litve theme is man’s first obedience, fall andnéwal restoratio
This is declared in the first lines of the poem:

Of man'’s First Disobedience, and the fruit

Of that forbidden tree, whose mortal test
Brought Death into the World, and all our woe
With loss of Eden, till one greater man
Restore us, and regain the blissful seat.

1.4.2 Invocation

This is a call for help from a more powerful being such as Gedarbestors, etc. He implores the Muse to ir
and to instruct him. In “Paradise Lost” the poet calls on semiu lines, 6-19, for example:

Sing, Heav'nly Muse, that on the secret top...
| thence

Invoke thy aid to my adventurous song,
Instruct me for thou know’st;

1.4.3in mediasres

He opens the narrative not from the very beginning but imikddle of events. He later gives the necessary expositithr
latter portion of the epic thereby filling the misgigap.Paradise Losbegins with Satan and his legion of angels disog
their miserable fall into Hell. This is obviouslyetimiddle of events. Apparently, so many actions ba&drt place befo
then - Satan had rebelled, had lured some angels to hisaitejihed his relationship with God, lost his position iaves
and had been thrown out of heaven before the reaweounters him and his cohort. The chaos accomparthiei
condemnation into the burning lake and their confuttieneafter are also exempted at the beginning qfdben. Similarly
Beowulf was in his early fifty’s and already had aael of great achievements at home and abroad aatvgarrior by tt
time the reader first encounters him.

1.4.4 Sporadic Wars

These include catalogues of warriors, ships andesndifter the arrival of Beowulf and his company, ploet describes t
situation thus:

The boat lay fixed, rested on the rope,
Boar-images shone, over check-guards
Gold-adorned gleaning and fire-hardened...
The warriors hastened, marched together...

1.4.5 Epic Oration

The poem gives extended formal speeches by the main arardair example, in introducing himself in the presences
people of Heorot, Beowulf states his mission in forsnal speech before the gathering of people. (K&nedy, Beowu
1978, lines 407-421).

‘Hail! King Hrothgar! | am Hygelac’s thane,
Hygelac’s kingsman. Many a deed.

Of honour and daring I've done in my youth.

This business of Grendel was brought to my ears
On my native soil. The sea-farers say

This best of buildings, this boasted hall,



The best of my people, prudent and brave,
Urged me, King Hrogthar, to seek you out;
They had in remembrance my courage and might.
Many had seen me come safe from the conflict,
Bloody from battle; five foes | bound

Of the giant kindred, and crushed their clan.
Hard-driven in danger and darkness of night

| slew the nicors that swam the sea,

Avenged the woe they had caused the Weders.
And ended their evil-they needed the lesson!
And now with Grendel, the fearful fiend,
Single-handed I'll settle the strife!

Prince of the Danes, protector of Scyldings,
Lord of nations, and leader of men,

| beg one favor-refuse me not,

Since | come thus faring from far-off lands-
That | may alone with my royal earls,

With this hardy company, cleanse hart-hall.

1.4.6 Epic Simile

Epic simile is a simile of great length and ranafion which functions as a separate ornament wittenpoem (Onsl
1992). Its function in the poem is lyrical rather tharratare.

Unlike the straightforward simple simile, it suspertide action of the poem by causing a digressiom it. In other word
rather than advance the action, it suspends it. Ttligsessions are largely responsible for the unusugth of the epic.
good example is found in “Paradise Lost” when Satan andsdiédion of angels, out of confusion and shock, talk of tt
overcome their calamity. They talk of what reinferamnt they may gain from hope. The poet suspendadtiens of thi
scene but comes in with an extensive comparisomdaet Satan and Leviathan the whale in the poemn $&ataid to be
huge in length as the whale (Lines 192-209).

Thus Satan talking to his nearest mate (4)

With head uplift above the wave, and Eyes
That sparkling blaz 'd, his other Parts besides
Prince on the flood, extended long and large
Lay floating many a road, in bulk as huge.

As whom the fables name of the monstrous size,
Titanian, or Earth born, that warr 'd on Jove,
Briaries or Typhon, whom the Den

By ancient Tarsus held, or that sea-beast
Created hugest that swim th 'Ocean stream.
Him haply slumbering on the Norway foam.
The Pilot of some small night-founder 'd skiff,
Deeming some lIsland, oft, as sea-men tell,
With fixed Anchor in his scaly rind

Moors by his side under the lee, while Night
Invests the sea, and wished Morn delays:

So stretch out huge in length the Arch-fiend lay.

But from line 242 the poet resumes the discussfdbatan and his angels on their discovery of ththfrand their dism:
about their situation.

1.4.7 The Structure of an Epic

An epic, as | have mentioned earlier, is a very loagative poem. Usually, the traditional (oral) emiay take about sev
days for the bard or griot to perform. The perforo®is unique in many ways. For example, the struaifig traditione
epic is foregrounded in the multiplication of singided units of episodes in the daily celebration lastihout seven day:
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suspense rhetoric, repetitions, and allusiongicoiairly, the ep|c S|m|Ie is largely responsmbethe unusual length of the epic.

1.5 The Example of John Milton:Paradise L ost

John Milton’s “Paradise Lost” readily provides abgcexample of a literary epic. Even though it isem&issance protest
epic, it is unique in many ways as a very succéssfwistian epic. Therefore, | shall briefly discutstheme and sor
aspects of the technique employed by the poet shortly.

1.5.1 Theme

The thematic preoccupation of an epic, as | havetioreed earlier, is usually of great importance. Etfeugh most epi
have their subjects revolving around such issuedeasruction of cities, or the foundation of an empthe subject

Paradise Lostevolves round the fate of man and the world, the revolitidtveaven and on earth, the rebellion of Sata
his cohorts against God and the overthrow of theit &ed punishment of their crime. John Milton cleatbtes his missic
and theme in the introduction: “And justify the gagf God to Men” (line 26). This he achieves by simgnGod’s effort
following the defeat of Satan and his host and thenulsion from Heaven. The efforts include the cosatif a new race
reasonable creatures and their original state ppihass and innocence, their morality, all of whtisly forfeit because
the sin of disobedience, their final restoration to haipe: peace through Jesus Christ, the Son of God.

Milton himself, a young and uncompromising gentlemandeterminedly moralistic iParadise LostLike any standa
epic, the book involves issues that directly brimngnanity and the supernatural together. It celebrdtesheroic hinge
partly on greatness and partly on rare virtues. qumestion then arises: whose heroism does Miltoebcate inParadis
Lost— Satan, man (Adam) or Jesus? This question tops tloé tiet controversies that this poem has generated.

John Dryden has described John Milton as beingtltefdevil's party without knowing it". This positiois justifiable
considering that Milton is more comfortable cel¢img the daring and promethean spirit of Satan, xploits an
doggedness. Given the romantic spirit and thrusthvhord Byron readily recognizes as the propelfimige that informe
the actions of Satan/Lucifer, it is correct to dagttSatan vehemently opposes and rejects the miistagiatus quothat h
remains defiant, uncompromising, promethean in the & defeat, and as a true leader of the falleelanpads where t
action is hottest, and being fully aware of the egjences of his actions, takes full responsibilfeghe same, all qual
him as a romantic hero or Byronic hero.

In the context of Milton’s vision and thematic ceng, a romantic hero is not good enough. Therefcatars put in
clearer perspective, is a tragic figure. Despiteghilities, like Chinua Achebe’s Okonkwo in his nipviéhings Fall Apar
Satan/Lucifer remains stubborn, adamant, and unrapierdis spirit is undistilled, his being turned it@erpent that mi
crawl and forever eat ashes; all these have nothifide in it. There is nothing about Lucifer and,his cohorts that
worth emulating. Therefore, he qualifies better as adrigire.

Man (Adam) is believed by some critics to be the her@asfidise LostA critical study of this character, Adam, will hell
this regard. Adam, in the beginning, is in a perféates immortal, he is the King of the new world. Anfgorary separati
of his wife, Eve, from his “protective side” at thesiance and insistence of the latter leads to &@mgeof the “forbidde
fruit”. Adam also made a deliberate choice of the path dfutgt®on by taking the forbidden fruit. The full implicatti of hi
action qualifies him as a romantic hero. Howeverthasplot unfolds further, Adam undergoes a distdlatof spirit, h
comes thoroughly purged and repentant. He is asitamteand purged as Sophocles’ King Oedipus orRaiami’'s King
Odewale. Adam (Man) in the context of Milton’s artisticietsis a tragic hero, but certainly ribe hero inParadise Lost.

Is Jesus the hero? If we cast our mind back toolfét thematic concern: “And justify the ways of Gdmen”, it i
obvious that Jesus Christ’s choice to leave Hisiglis throne and His choice to give Himself uplesgcape-goat qualif
the boundless love that God has for mankind. Jesugffect becomes the carrier-hero and through Hiattd an
resurrection He defeats Death and restores Maistoriginal state of immortality and perfection. Jgstherefore, becon
the hope and peace of those who care to acceptBli@od’'s medium of reconciliation. As a Christiaicefesus Christ
the hero inParadise Lostln the context of Milton's vision, therefore, the pbas been able to “justify the ways of Go
men”.

1.5.2 Hints on Milton’s Technique

John Milton is fond of the use of apposition. Instbase, he introduces a new dimension through thefusemi and fu
colon to emphasizeauseandeffect e.g.

“She eat:
Earth felt the wound” IX, 782-2



“1nis intellectual good” meaning Fruit/Deatn".

Milton uses parallelism to achieve a balance betvadsstract and concrete terms, to balance oppoaitdsto equate tir
and space e.g., “Day/Cloud”.

The poet uses copula (word joining the subject Enedlicate) for equating abstractions in didactiteshents not only f
startling metaphors but for throwing doubt on idtézg in a way that often reflects real uncertaiatyl achieves meditat
or ironic effects.

Through his use of simple reference (SR), Miltonids vagueness and deliberately creates doubtallitgeanings by
use of “the” and “my”

“the faithful side...my conduct”

There is the use omake-link with its strong active element that suspends defbéor vivid expression such
“flight/wheel”, “heaven/hell”. At times, the link is comied with others to suggest several things, even ambigi@ugl:

“The rest, we live,
Law to our selves” (IX, 653-4)

Milton also makes use of ttgenitive link That is, the use of “of” and the “possessive”, whiehuses for all relationsh
instead of the common apostrophe and “s” (‘s), e.g.

“Nature...her seat
...words...gave signs of woe” (IX, 782-3).

Milton’s use of adjectives is very flexible and ist. The adjectives are employed to create sereftegts such as tas
pain, light and dark. They are also employed to humanizeditime and divinize the human.

The poet’s choice of sentence structure is Latjrthte explains the unusual placement of the stlgjed the accusative i
sentence. It is an apparent imposition of the Latin libgratence structure, e.g., “Adam, by sad experiment | know” X

We have examples of the use of epic simile whiatstitute the major source of digression®aradise Loste.g. (I, 19¢
209 see Pg. 41.)

The issue of techniqgue may remain inexhaustive irdmaussion ofParadise LostWhat we have done is to bring out u
that tend to confirm this work as a standard “modern” epic.

Summary of Study Session 1

We have attempted, so far, to explore the epic pdrddition in general and identify its basic claesistics in particule
However, it is instructive to note that not all epic peesatisfy all the characteristics we have considkezd. Where this
the case, it does not mean that such a work is notianlteig our hope that our discussion so far wilvgeas a guide to a
student who wishes to identify the basic characterisfies epic poem in works that we have not examined in thig.stu

Self-Assessment Questions (SAQs) for Study Session

Now that you have completed this study session, you cassakew well you have achieved its Learning
Outcomes by answering these questions. Write your answgosii Study Diary and discuss them with your
Tutor at the next Study Support Meeting. You can check goswers with the Notes on the Self-Assessmen
Questions at the end of this Module.

SAQ 1.1 (tests Learning Outcome 1.1)

The epic does not fall into the category of personal poetrgyolves around nationally, internationally or eve
universally significant themes. Recognize traces of theiowulf.

SAQ 1.2 (tests Learning Outcome 1.2)

The primary epic is produced by pre-literate societiesenthié secondary epic is produced by literate societi
Put differently, the former is oral but the latter is writté/hat other differences are there between them?



Show, from epic poems that have been used in this study sdssimithe world of humans and that of the
supernatural intermingle.

SAQ 1.4 (tests Learning Outcome 1.4)
Invocation and epic oration are some elements in the faamaflan epic, what are others?

SAQ 1.5 (tests Learning Outcome 1.5)

There is controversy on whether Satan, Man (Adam) or Jettus nero of ‘Paradise Lost’, who really is the h
and why?

Notes on the Self-Assessment Questions (SAQs) fou®/ Session 1

SAQ 1.1Beowulf fought for the Danes, a whole nation. His destructigdrendel is of national significance tc
the Danes as Grendel had been a terror to the whole nation.

SAQ 1.2The primary epic is meant to be performed by griots befosudrence but the secondary epic is wri
and so meant to be read by any individual who lays his handsoa usually to her/himself; though one cani
rule out the possibility of a reader reading it aloud to fers@ns around him/her, it is ordinarily not an audie!
thing. The primary epic is transmitted orally and thus sutiigeembellishment and modifications by individua
griots, but the secondary epic is open to no embellishmenbdification because it is written. The primary e
is collectively owned by a whole nation or ethnic groupthatsecondary epic has an author. All the differen
hinge on the oral/written status of the poetic form.

SAQ 1.3The setting may span both worlds, as in ‘Paradise Lost'. €erhay have supernatural beings to b
with or beseech for support; he may even have had a supatrmtth. Events may be largely on supernatura
beings.

SAQ 1.4Statement otheme in the beginningy medias ressporadic wars, epic simile and so on

SAQ 1.5The hero is Jesus. This is because in the actions and saaifitesus is the themeAnd justify the
ways of God to Men"—realised.



Medieval Poetry

Introduction

In the former study session, you studied the poetry toadif epic. In this study session, you will learn about
something close to the epic but also different in some Wagsnedieval poetic tradition of romance. The
principal beliefs and general atmosphere of Medieval&mylconstituting the background for the romance, !
be exposed. You will learn about the characteristics of romamincipal figures in the tradition and some of
masterpieces, which will be analysed.

Learning Outcomes for Study Session 2

When you have studied this session, you should be able to:

2.1lanalyze the structure of the society within which the mediieadition flourished.
2.2 differentiate between romance and epic.

2.3 contrast the works of Edmund Spencer and Geoffrey Chaucer

2.1 Medieval England and the Romance

Medieval England was a predominantly Christianamatits literature, particularly poetry, was largelpyaproduct of th
Christian religion and doctrines: the bottomlinewdfich is that man could receive divine grace dahkpugh the love
Christ and obedience to God’s commandments. Indeedsdciety was of the belief that the whole worldnifested tf
presence of God. The red rose, for example, was afieociated with the blood of martyrs, and the twebalendar montl
with the twelve apostles, etc.

Furthermore, the Medieval English poetry exprestesthas a welcome phenomenon because by it man is fireedthe
world’s boredom. Like the Anglo-Saxon society, thediéeal English society was stratified and the kivas at the apex
the hierarchy. Being a feudal lord and the soleraeéfigure in the society, the king was next onlyGod. Directly undé
him were the knights who owed him allegiance likeiit counterparts, the Lords, in Anglo-Saxon soci€¢he king wa
apparently a feudal lord. A number of the medieval Engligmsoreflect the society.

The religious themes of the Anglo-Saxon poetry wads® carried over to the early period of the mealigime. By th
second half of the Medieval period, there was a figadion informed by the influence from Francewias the allego
mode which suggests an indirect way of communigatiressage. Therefore, instead of a direct narrptieen having ju
one straight meaning, the allegory mode has twoldegé meaning, the plain/surface (or primary) megniand th
underlying (hidden) or secondary meaning which imaye historical, philosophical or moral connotatjcas we have in
parable.

There is a basic difference between this allegoparted from France and the dream-allegory whidt en in vogt
since the Anglo-Saxon era. The dream-allegory ap@rly so called because, in it, somebody falls psléeeams and la
narrates his dream. In such a narrative, the dreaiorviechnique neither gives room for a logicalusege of events r
plausibility in a strict sense. The advantage of this nietleat it allows for unbridled freedom of expression.

Let me quickly warn that by “romance” as used iis tontext, it has nothing to do with necking in sopark, or und
some tree. No, it was strictly a literary traditioglibved by literary historians to have its origin Rome. Romanc
however, characterized the literary poetic tradiiiomedieval England about the eleventh century,rfieence of whic
was traceable to France. The Romance generally ¢pmdioto what came to be regarded as the “escapedtlire of th
medieval aristocracy because it presents life Bdt was lived, but as it was desired (or oughtheolived. Like the ep
poetry, the romance is a long narrative poem butasdbng as a standard epic. Also like the epicast dn episodic pl
structure. However, unlike the epic, the romance is writtenless elevated style and language.

The romance tells a tale of chivalry involving dagant, higly cultured gentleman on horseback. Tmgrakecharacter
often presented battling against awkward peoplsitoation in order to portray the kind of desiréé.| The romance
usually categorized according to where the stoigirmates from. Some of the stories that are drawmfclassical literatu
are classified under “The Matter of Greece”. Other hisébtegends are given different titles.

Under “The Matter of Greece”, there existed the clabsizaances with the following stories;
i Alexander the Great



Under “The Matter of Greece”, the romances centre on the agtesrof Charlemagne and his knigfise Song of Rola
is the most popular in the series. “The Matter oflish” concentrates on the careers of the Engligh German heroe
Finally, the romances in “The Matter of Britain” mve round the activities of King Arthur and the ignts of the Rour
Table.

In the romance, the ideal is, among other thingsreésgmt the marvellous. The woman is idolized, elevaighe pedest
of a goddess and worshipped by a horse-riding knigire romance involves different adventures, whictuides fightin
with dragon and giants, and displaced heirs fighttingegain their lost kingdoms. The romance may atssgnt beauty a
the love of beauty, besides portraying life as ighduto be lived. Love of external beauty is oftemwh through th
beautiful houses, castles, medieval streets, and beantfubnd women that we come across in the poems.

o ITQ Apart from the Medieval Romance treated hereyrdhis another tradition, a contemporary one, tbate
people also call romance. What differentiates them?

 The romance treated in this study session is padtinighthood and chivalry. The romance of Harleguan
others are novels about romantic relationships.f@fmaer is a poetry tradition and is elevated artlevthe latter i
constituted of novels and is popular literature.

2.2 Characteristics of the Romance

Women aristocrats were especially fond of romanaoe, because they had enough leisure time, they @cttipemselve
by reading. This partly accounts for the unusuagtlerof the poems. The poetry, however, fails to tate account tt
struggles of the lower class people as individuals amdgasup.

It is characteristic of the romance to dwell so moeo minute description, e.g., of shoes, the shirtsucalbthe hats, tt
sky, etc. Like the epic, digressions abound in the nrmmaome of which do not seem intelligible. The eligions like tho
of the epic, are largely responsible for its length.

The romance is characteristically monotonous amygestive. For example, the noble class characterprasented harc
with any observable fault, quite contrary to whatadts in most literary works where the good andlihé characters :
represented. Chaucer, the greatest poet of the agdigxh the characteristics of the medieval literatin the “Tale of S
Thopas.” It was the romance that actually set inianothe interest in character development, setiithgf, developmer
among others, which were to lay the foundation for thasteahovels of the eighteenth century.

2.3 Two major Medieval Poets
The two that will be focused on aeglmund Spenser (1552-1599) abebffrey Chaucer (1340-1400).

2.3.1 Edmund Spenser (1552-1599)

Sir Gawaine and the Knights of the Greene Cadstlene of the best Romances of “The Matter ofdrit It is perhaps tl
most popular about King Arthur, and a perfect exampl all romances of the period. This is becauseynnthe
shortcomings observable in other romances are notfoutSir Gawaine”. For example, there are no digoessin a stri
sense, the loose plot are hardly distracting, ananopotony. In other words, it does not leave roomdny extren
idealization of characters. Similarly, regardlesshef different events that constitute the narratikie, poem has a unifi
plot that is made up of different episodes and plauséné&al hero: Sir Gawaine, who is both human and humane.

Again, a significant feature in this poem that i$ faund in other romances is the poet’s conscidwesk on the exces:
earlier discussed. The poem is divided into fotis for cantos, and each fitt is subdivided intosgesegments. There
ninety-one verse-segments in all, with a total oB@%ines. The first two verse-segments attempt twda similarit
between the Sir Gawaine story and the long estealistory of the Trojan. Without necessarily makamy claim t
originality, the poet gives a background to the historyrit, upon which the story was based.

The introductory part narrates the height and taity of civilized life lived in King Arthur's Cort, by the king and h
knights, and the celebration of Christmas. From 4#Bewe are introduced to the delectable and ovemihgl joy of th
most celebrated knight(s), as well as the most eignpeople. The intention of the poet is to bring allithe celebrate
Arthurian ideals for people to admire and be influenced by

Fitt 1. vii announces the advent of the Green Kniglttile Fitt 1.viii, ix and X, give the general destigp of the unusu
glamour, and the awesome appearance of the GreghtKhote also the poet's restrained descriptiothefminute thing
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not want the highly revered King Arthur to be exgbgo ridicule and danger. Like Jesus Christ, highfgrred to as tl
“Saving Christ” (Fitt 111 line 51), Sir Gawain vokanmily accepts to bear the burden of the King, apdextension, tt
burden of the whole English race in order to fiem= King and the society from shame and perpetusivity of the strang
Green Knight. The King, now relieved, advises Sir Gavi@a strike with precision, and well. Fitt 1. xix, deibes how tf
blow is dealt. Despite the Green Knight's decapitationtiiéadks and threatens.

Fitt 2. xxii, describes the passing of time. Fitt 2. xxiilheis in another year. It is now twelve calendar noafter the vis
of the Green Knight. In Fitt 2. xxv, Sir Gawaine gptspared for his journey. He is armed for the landg dangerous tr
Note the medieval English love for beauty in Sim@me'’s elegance and the caparisons on his stdalidicative of hi
excellent virtues. Fitt 2. xxviii, gives the meaning of the Bagie.

Sir Gawaine’s journey is in itself a trial. The joey is described as a most difficult one. He isragaous and neitt
falters nor runs away. In the course of his jourimegearch of the Green Knight, he encounters maffigulties, fight:
dragons and defeats many giants. Sir Gawaine isdelntd a true Christian who prays because he rezegrhis ow
inadequacies and fully acknowledges God’'s omnipmeand omniscience. Fitt 2. xxxvi, introduces the rifagmt castl
where Sir Gawain prays on his way to the Green Kighe castle is owned by Sir Bertilak, the elegadtessed knigl
Although there is a striking similarity betweensthiastle and King Arthur's Camelot in terms of alege, wealth al
importance, there is more orderliness in Sir Bertilak’sile@s observed by the poet.

In Fitt 2. xiv, an argument ensues between Sir Bé&rind Sir Gawain. Fitt 3. xlvii, describes how aaisnare hunted a
killed, Sir Bertilak’s games hunting skills. Note lyaBertilak’s adulterous moves. Note also how Sir @iawresists tt
temptation.

Even though Sir Gawain is a wonderful knight, ha isuman being; therefore, he is not perfect. The pgletly observe
this: none on earth is perfect but God. When Sir &avinally meets the Green Knight the blow is retd but Sir Gawa
is protected by the magic girdle given him by L&brtilak. After the blow is dealt, the Green Knightrevealed to be
other than Sir Bertilak. This discovery makes Sinv@ia to feel downcast. He finally returns to Camelbiere he narrat
his ordeals.

Generally, the medieval poets found it more convdrtie celebrate only the joys of spring and sumbesrause winter w
too harsh to sing about. However, unlike this commnadition, the poet of “Sir Gawain and the Greendfitii, chooses |
celebrate the inclement weather of the mid-wintiee: rain, snow, fierce wind, hostile storm, the uningittopography
the landscape of uncharted regions in the thenhortEngland. The poet twice makes a dramatic cstnbretween tf
warm indoor joys of human life and fellowship, and the stamkeliness of the icy desolation in the wilderness.

The poem can be divided into two broad parts: #teehding game, and the trials (temptations) of Siwvd@ine. Critics a
of the opinion that the two parts have two différenurces and, indeed, constitute two different esoThe poet, howev
has succeeded in fusing the two stories into aiatchiplot. The highlights of the plot include, thdraduction, whic
presents the life of the cultured English socighe challenge of the Green Knight, which precipitathe action; ¢
Gawaine’s acceptance of the challenge which bapmsction; Sir Gawaine’s journey to the North; émalinterlude at €
Bertilak’s castle represents the complication i@ piot. The resolution or denouement includes thpeeted blow and t
shocking discovery (the exposure) of the Green Kirsgrue identity. The discovery includes the Gré&eatight's apprais
of Sir Gawaine’s triumph over his trials, and thesm® why things happen the way they do. There is anmaetion and tl
Christian Catholic Faith, in particular, rituals of cosfes, penance and forgiveness.

Apart from the poet’s effective management of toeysin the main plot highlighted above, there apegts of the interr
structure which are, by every standard, unique. Famgke, the use of parallelism and symmetry: Sir iBdts castl
parallels King Arthur's Camelot in beauty. Similgrithe exchange of gifts between Sir Bertilak and Gawain i
asymmetry in the poem. Other examples of parallelishude the conditions Sir Bertilak and Sir Gawainfeethemselve
with their symbolic implications.

Sir Bertilak kills a deer on his first hunting daydeer is known for its speed and stealthiness. paiallels the way La
Bertilak makes her adulterous moves to her guest&ivaine. Sir Bertilak, on his second hunting dals ld boar. Tt
boar symbolizes persistence; and as we know, Ladyldepresses further on her adulterous plan erGawaine. On tt
third hunting day, Sir Bertilak kills a fox. This suggis the cunning and rough manner in which LadyilBemakes a fin
move to influence Sir Gawaine. She succeeds in gigirmagic girdle to Sir Gawaine. The magic girdleapable
making Sir Gawain invulnerable to any serious harm. Silyjlanportant events are made to happen in “threes”.

e  Sir Beritlak hunts three times in three days, afidhcee different animals;

* Lady Bertilak makes three separate efforts to se@icGawain;
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Bertilak and finally at the discovery that he issand the same person as the Green Knight. The vaédiaglish socie
believed that the circle is the most perfect ofgebmetrical symbols. It seems, therefore, that thet pb“Sir Gawaine
consciously made his poem to have a circuitous mew, suggesting a perfect plot. For example, thengmegins at Kir
Arthur’'s banquet at Camelot, it moves out far and wide, add anArthur's Camelot.

The descriptive power of the poet and his abilityriake his subjects (characters, events, vegetation),come alive !
vividly in the lines of the poem is another excelleharacteristic of the poem. For example, the agdies made to s
through the powerful description of (i) the seasbsummer in Fitt 2 xxiii, (i) Sir Bertilak’'s mannef hunting and killin

Even though one observes the celebration of ngbiddurage and chastity as represented by Sir Galsaimumph over &
obstacles and ordeals, particularly, moves of LadgtilBk, Sir Gawaine, being a mortal, is not a perfe@an. This |
because he accepts the magic girdle from Lady|Blerind hides it form Sir Bertilak despite the &gnent to hand over
each other whatever each gets from wherever eigherhis is infidelity on the part of Sir Gawaine.rlRaps if he h:
accepted the protective girdle or hidden it from Bértilak, he probably would not have had a scratchll, perhaps n
His acceptance of the protective girdle presupptisgsany mortal man however powerful or couragesusound to k
overwhelmed with fear in an encounter with deatls &ticeptance of the protective girdle as well asshjht faltering
the approach of the Green Knight's stroke, therefore,esigganic, a failing faith and lack of absolute trusteénAtmight)
God.

In the end, Sir Gawain seeks forgiveness. He alsoute®s all women from Eve, Delilah to Bethshebaathdrs. Perfe
as Sir Gawain seems in the various trials andotfelseroism, courtesy, and loyalty up to the time ¢eepts Lady Bertilak
girdle and hides it from Sir Bertilak, it is when peepares to leave Sir Bertilak’s castle to faeelhrbaric and incredil
head cutting game that Sir Gawain reaches his brgakiimt. His final panicky choice is more vividly cimstanced by t
icy dawn, the cruel snow, (ref. Fitt 4. Lxxx). The psehoice of moment is perfectly conceived andiséa, such th:
what Sir Gawain loses in ideal perfection he gainsuman credibility. It must be emphasized thattti@matic contentic
here is, among other things, that besides Christ Jesus,rted person is perfect. In other words, the issue in the ps&i
the proof of herohood, or a celebration of chasRigther it is the proof of failure even in the baksknights to keep perfe
integrity. Therefore, in keeping the girdle that ntighve his life, as we have earlier pointed out,G&ikvain breaks t
promise and betrays his own faith. However compaasioand understanding Bertilak’'s remarks might Hmeen, they st
hit on target:

...But here your faith failed you, you flagged someatyh

Sir, Yet it was not for a well-wrought thing, narfwooing either,
But for love of your life, which is less blame wioyt

(Fitt 4. xcv. 2366-8)

Overwhelmed with shame, Sir Gawain returns to King Arh@amelot and confessed publicly a failure for which he

blames only himself. Through his admission of tierecomings, Sir Gawain gains a nobility, a deepkoveship with hi
kind and a deeper significance for the reading audienS@ @awain and the Green Knights.

2.3.2 Geoffrey Chaucer (1340-1400)

A. The Man

Chaucer was one of the greatest of medieval Englgts. His greatness was partly through the cistances of his birt
and partly by virtue of his chosen career. He was o aristocratic family in London city. Apartoim his advantagec
social class, Chaucer, through sheer determinatidrhardwork contributed to his own greatness. He neagr a “spoi
child”. John Dryden, a much later poet, said of himefélis God’s plenty”. His father was a wealthy wimerchar
through whom he got introduced to the royal family, by chanc

His appointment as the controller of customs offdrign the opportunity to come in contact with peopf different make
and callings. He was also exposed to literary warkslifferent nation — Italy, France, Germany, etc. Wwhiwad gre:
influence on his creative sensibility. It is surprgsthough that despite his very busy career sdbethe still had time f
literary creativity. This was informed by the varoliterary activities going on around him, as wallhés determination
satisfy his society.

Critics have attempted to analyze the evolutiorieepd of Chaucer’s writing career. They concludé thare are maj
phases that include his works which he wrote baetwE259 and 1372, believed to have been influencethéyFrenc
literary style. Similarly, those works he wrote betwel372 and 1386 were said to have ltalian inflaefinally, work
written between 1386 and 1400, a period he was deresi a truly natural writer, are thought to havd tiee Englis
influence.



togetner but capable of existing Independent oramaner. Other examples or poems with similar nmee rorm Include
A Thousand and One NightEhe Arabian Night) Ovid’'Metamorphosisaind Boccaccio’®ecamion Chaucer was, large
influenced by these models when he wrble Canterbury Tale§ he poem is particularly unique in the sense ttatale
are made to cut across the entire English societyn the commonplace worker to the highly placedl@aohith the
exception of the King. His choice of the church aslibious activities made this possible. Of sigrifice also is his cho
of time-setting particularly at the time winter wapproaching which allowed such a gathering of apfge with ver
different orientations and background, and a sydienmsychoanalysis of the characters in #logue Their pas
achievements and dispositions, the competitivetspive provision for an umpire and the idea of atb be won by tl
best story-teller are all contributive to the uniquesnasChaucer’s technique.

B. His Work: General Prologue to the Canterbury Tales

It is almost autonomous. Often the tendency isriterested readers to go througbneral Prologuewithout bothering t
read the tales. Critics have often regardbe Prologueas Chaucer’s greatest literary achievement. Herprasents tl
romantic image of spring, in part, his own genergriassion of, and response to the setting, the waybitds grow ar
little birds filling the air with their melody. Thiigh-spiritedness is suggestive of his audiendedla anticipation in th
tales proper.

In addition, Chaucer achieves realism and concrsgetigough tell-tale names such as Tabard Innddcat Southwar
and through the heterogeneity of a people united bymmon purpose and impulses: the pilgrimage, thaaghecessar
on religious basis. It is through a consciously isgmb fellowship caused by Henry Bailey, reported,tsgeéms, by
faceless observer. There is a primary introductfathe pilgrims who later exhibit same traits in t&olding plot. In othe
words, the tales (proper) are an extension of@hreral Prologuédn the sense that the story of each pilgrim gréftect
the information we already have on each character iG#meral Prologue

Similarly, Chaucer succeeds in devising connectiokslthat ensure a natural flow of the tales. Thasein form c
exchange of opinions, comments, quarrel, argument on traasthr spirit of the tales.

Chaucer’s England was a society in cultural, econand religious transition; a society moving ratbteradily towards
new economic order — capitalism. The compositiothefpilgrims clearly shows the mixture of charast@presenting t
different social classes: the aristocrats, the churtisaar the businessman, etc. It shows a truly stratifieidtyoc

Pilgrimage is considered a more suitable forumgfihering of this nature. Chaucer’s technique o€idason varies fror
character to character in detail and in lengthsTgiprobably because of his characters’ uniquivithahlity. There is, fc
example, less time given to characters of lowerscl@sten, he merely summarizes their characters ghroloeir physic:
appearance in vivid and enduring images. The Yeofoamxample “his head was like a nut, his face m@svn” sugges
the Yeoman'’s toughness and, perhaps, penchant forvak. Chaucer’s description of the cook seemsetlhortest
them all. His professional ability is linked ironligawith his open ulcer. The most apt of the phyki@scription is that |
the miller. It hints on the inner character of thédlen One also suspects that this manner of de$mnipcould hav
influenced Chinua Achebe’s description of Okonkwe tentral character, in the opening paragraphsofamous nove
Things Fall Apart.

Again, Chaucer's direct references to personalitiess often reinforced with characters’ previous nilgage, or pa
experience and professional (mis) conduct. For el@ntipe Knight's description shows his past heroic @xperience. Tl
wife of Bath is portrayed through her appearanae,niian of law and a physician by profession. In ewase, there is
overwhelming use of irony. Often, the human reastynade naked; thereby exposing the pretext, sulggerdr deceit wi
which it is masked. A good example is the legal etige of the man of law which Chaucer commendsdugts furthe
through irony, to imply that the man of law pockets his clgentbney without exerting himself in a way commensurate
the huge fee charged. Chaucer says of the man of'Adimvas fee-simple to his strong digestion”. Bgtfong digestion
he refers to the lawyer’s greed for exorbitant f8dwe physician is also praised for being, “a pérfeacticing physiciar
who cautions his diet but remains imperfect in the kndgédeof the bible.

Chaucer sometimes approves of the misdemeanous @hhlracters by presenting disrespectful commientise guise «
approving observation. Chaucer observes, for exaneayife of Bath’s appetite for experience as though admiratior
pretending to admit the irregularities of her yoeindays. She had had five husbands all at the cldooh The poet go
further to mention that she had had other companiorher youth but lightly dismisses further comiseon her, sayir
there is no use going any further.

Ironically, again, Chaucer agrees with the monk’sit@emous argument that the so-called traditionidzaied with. Th
is because the monk desires a monastery life that is netatifffrom that of a franklin with no religious rulestraming hi:
personal enjoyment. The poet reports the argument adhtlmpgessed by it.
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note too that on the point of view, Chaucer is lbthpoet and a pilgrim. He exploits the dualizedspea to the fullest |
being omniscient and not just an observer but actied and amused insider. By presenting the chesabteugh the ey
of his co-pilgrims who seem not to notice the imimplications of his own remarks, he achieves armsiasns the iron
thrust.

The General Prologueabounds in elements of social satire, particuliarlyis account of the representatives of the chut
shows the poet’'s concern in the alarming degremarfil decadence and the materialistic outlook efghnerality of tt
people. For instance, the prioress whose passioniréstell at dogs and rats rather than human beings,wdos
sophistication surpasses that of a nun too. The tiii@ a character so plausible, is but a hypocriteedy, snobbish at
strangely enough, promiscuous. The summoner also takebéoytand encourages adultery among men.

On a more general note, Chaucer’s attitude is thahacking amusement at man’s ambivalence and adiotrans,
pointer that man is good and bad at the same fimeexample, the poet’s description of the skipgews on the ol
hand, efficiency. Similarly, the pardoner’s dark sigleapped with the fact that he sings well and sehd lesson well. £
of the above go to show Chaucer as a highly creativd imaginative poet whose “novel” approach fothes basis fi
modern satire.

Summary of Study Session 2

In this study session, you have studied the literary tosddf romance as well as its background: the hierarcl
structure of the Medieval England society, the king beingpnegmpowered by God, the Lords and the knigt
being under him (the king). The dominant characteristicsefradition were exposed to be knighthood and
chivalry. The works of Edmund Spencer and Geoffrey Chaareensed to exemplify the romance tradition. E
works are analyzed.

Self-Assessment Questions (SAQs) for Study Sessin

Now that you have completed this study session, you cassakew well you have achieved its Learning
Outcomes by answering these questions. Write your answgosii Study Diary and discuss them with your
Tutor at the next Study Support Meeting. You can check goswers with the Notes on the Self-Assessmen
Questions at the end of this Module.

SAQ 2.1 (tests Learning Outcome 2.1)

The general structure and atmosphere of the society oeMadtngland falls under which of the following
systems:

a) Democracy
b) Communalism
c) feudalism

SAQ 2.2 (tests Learning Outcome 2.1)
(a) Romance and epic bear affinity in their digressions bugiff what?
(b) What is one major flaw of the romance?

SAQ 2.3 (tests Learning Outcome 2.3)

The works of Edmund Spencer and Geoffrey Chaucer both dikethp romance tradition. Contrast the work
the two poets.

Notes on the Self-Assessment Questions (SAQs) fau®/ Session 2
SAQ 2.10ption C—feudalism

SAQ 2.2
(a) The epic is longer than the romance, and the former treateshef more significance than the latter.

(b) The noble class characters are presented hardly with aegvabke fault, quite contrary to what obtain
most literary works where the good and the bad charactersp@resented.

SAQ 2.3
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Metaphysical Poetry

Introduction

The metaphysical poets existed between mid sevethteentury and early eighteenth century. They werealled becau
they wrote differently from their Elizabethan camigoraries, and poets in the preceding period. Theyded John Donr
George Herbert; Andrew Marvell; Henry Vaughan anchBrd Crashawin this study session you will learn about
pattern in their works.

Learning Outcomes for Study Session 3

When you have studied this session, you should be able to:

3.1pinpoint the major difference between metaphysical p@atdypoetry of former ages.
3.2demonstrate knowledge of works and guiding philosopbii@setaphysical poets.

3.1 Nature of Metaphysical Poetry

The Elizabethan poets wrote under the Petrachalititia They wrote poetry of embellishment: floweagd rhetorice
Their attitude to women was that of empassionetbpia love. It was always the man’s love which waser reciprocate
however he tried. This attitude is similar to chivaldve of the fourteenth century- an unfulfilled éolbetween the man ¢
the idolized lady. The lady was often placed ondeptal of a goddess. In addition, the physical ajpearof the lady w
usually exaggerated with the use of Petrachan etpitthat is, appellations, adjective expressingitigs)l. Furthermor
there was also usually a uniform verse structuch si3 we have in a Petrachan sonnet, and thayo€aThis was becau
the Elizabethan poetry was informed by a tradition.

The tradition however witnessed a radical twisthwiihte coming of the metaphysical poets. They indudehn Donn
George Herbert; Andrew Marvell; Henry Vaughan and Ricl@Grashaw.

John Donne (1572-1631) rejected the Petrachantiadilnstead, he dragged women to the beggar ftdanis owt
tradition. Women, according to him, are not to beskipped for the sake of love. The Elizabethan teghais artificia
rhetorical, ornamental and literary. But Donne wrioteolloquial, casual manner. He wrote the way talydelt abou
women.

o ITQ What attitude towards women differentiates poethefformer ages from John Donne?

e ITA While the former extremely adored, almost wapgied, women, the latter demystified them, treativeg like
normal people that they were, casually.

John Donne was versed in law, cosmology, philosomgic| classics and religion. Therefore, he often binowg bear ©
his poetry this knowledge. This approach was ratieer and unusual and quite contrary to the famgizetry before hir
He belonged to the metaphysical school of poetalsit was difficult to comprehend this poetry.Beodifficult was a
achievement to him. He had a selected target awlieha few people who were as knowledgeable as hiverefore, F
often used metaphysical conceit. John Dryden waditsieto formally identify this obscurantism inehpoetry of Jot
Donne and his school. He, therefore, used the teratdiphmysical” to describe the poetry. Furthermore, i@oamploye
dialectics in his poetry. His poetry is argumentativa manner that is dramatic (a dramatic monologue).argumentati
poetry often takes the form of syllogism: A thremtpmathematical approach the question, the workimg) the answ
Donne’s lines do not read smooth when comparedBdligabethan. His verse can best be described agédudhythm”. H
wrote love and religious poems with equal vigour and teampent.

In criticizing John Donne’s poetry, Ben Johnson désed Donne as a good poet simply because Donled tai write il
the Elizabethan tradition. It was T.S. Eliot and a few other nmopleets who discovered Donne as a great poet becau
own poetry was informed largely by Donne’s traditidohn Donne was unrivalled in his tradition eMeough poets lil
George Herbert had also been described as great hafh. Significant among such poets are Crashawghau an
Marvell. They did not copy Donne but they conscigugtiove to be individualistic in their approach@snne was. F
example, Crashaw is associated with baroque sethgiblaughan with hermetic philosophy, while Marvslluse ¢
metaphysical wit qualifies him as a cavalier poet.

Metaphysical poetry is synonymous with the usenzétéphysical) wit and conceit. Wit, in this casehis inventive pow:
of the mind. That is, the poetic faculty or imagipatitself. It has to do with the ability of the mitmlcreate. Conceit is 1
unusual (strange) far-fetched comparison — metaphamdesin this case conceit is subjected to metaphysical wit
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mmd of the fa|r sex W|th nice speculatlon of pkidphy when he should engage their hearts and aintéhem with the
softness of love.

Dr. Samuel Johnson remarks in the same vein:

The metaphysical poets were men of learning arghtav their learning was their sole endeavour, thetrheterogeneous
ideas are yoked by violence (together) nature angra ransacked for illustrations, comparison alhgsion.

To His Coy Mistress
(Andrew Marvell)

HAD we but world enough, and time,
This coyness, Lady, were no crime.
We would sit down and think which way
To walk and pass our long love’s day.
Thou by the Indian Ganges’ side
Shouldst rubies find: I by the tide
Of Humber would complain. I would
Love you ten years before the Flood,
And you should, if you please, refuse
Till the conversion of the Jews.
My vegetable love should grow
Vaster than empires, and more slow;
An hundred years should go to praise
Thine eyes and on thy forehead gaze;
Two hundred to adore each breast;
But thirty thousand to the rest;
An age at least to every part,
And the last age should show your heart;
For, Lady, you deserve this state,
Nor would I love at lower rate.

But at my back I always hear
Time’s winged chariot hurrying near;
And yonder all before us lie
Deserts of vast eternity.
Thy beauty shall no more be found,
Nor, in thy marble vault, shall sound
My echoing song: then worms shall try
That long preserved virginity,
And your quaint honour turn to dust,
And into ashes all my lust:
The grave’s a fine and private place,
But none, I think, do there embrace.

Now therefore, while the youthful hue
Sits on thy skin like morning dew,
And while thy willing soul transpires
At every pore with instant fires,
Now let us sport us while we may,
And now, like amorous birds of prey,
Rather at once our time devour
Than languish in his slow-chapt power.
Let us roll all our strength and all
Our sweetness up into one ball,
And tear our pleasures with rough strife
Thorough the iron gates of life:
Thus, though we cannot make our sun

Stand still, yet we will make him run.
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tradition that we intend to discuss some metaphysaetispand their works.

3.2.1 John Donne (1572-1631)

A. Elegie: To His Mistress Going to Bed

The language is highly colloquial, while the openisigpoth dramatic and conversational. The secomdidirironic. Donne
impatience with the monarch is betrayed. There peHyolic comparison — thinking of the woman’s badya universe, t
hair-do as coronet.

Sometimes, Donne praises and celebrates the womamisytses the Elizabethan do but unlike the latter, lpaas himse
on her. He is the master, not the helpless suppliddotie the use of conceit: hallowed temple referbad kingdon
America, Paradise —all refer to women.

Note also the use of classical allusion, the myti\ttdnta and Hippocrene. Atlanta was a fast rurimérHippocrene
trickster character) used fruits to distract hégrdton. This slowed her down. He succeeded in magriger in the end. T
rhythm is rugged, jerky with occasional couplets. Tdee is devoid of ceremony, it is conversationabkides, the poem
largely argumentative. At the end the poetic persondhgasoman on his side but not with the intention to workhip

B. The Flea
Mark but this flea, and mark in this,
How little that which thou deny’st me is;
Me it sucked first, and now sucks thee,
And in this flea, our two bloods mingled be;
Confess it, this cannot be said
A sin, or shame, ot loss of maidenhead,
Yet this enjoys before it woo,
And pampered swells with one blood made of two,

And this, alas, is more than we would do.

Oh stay, three lives in one flea spare,
Where we almost, nay more than married are.
This flea is you and I, and this
Our marriage bed, and marriage temple is;
Though parents grudge, and you, we are met,
And cloistered in these living walls of jet.
Though use make you apt to kill me,
Let not to this, self murder added be,

And sacrilege, three sins in killing three.

Cruel and sudden, hast thou since
Purpled thy nail, in blood of innocence?
In what could this flea guilty be,
Except in that drop which it sucked from thee?
Yet thou triumph’st, and say’st that thou
Find’st not thyself, nor me the weaker now;
"Tis true, then learn how false, fears be;
Just so much honour, when thou yield’st to me,

Will waste, as this flea’s death took life from thee.

The argument in this poem is more forceful: thekiwg of blood of both man and woman by a flea (@ect). Since the
blood has become mixed in the flea it is no use for thmamoto resist the love advances of the man.

In term of rhythm, the lines of the poem are, as lusugged (masculine). The force of the argumemesponsible for tf
occasional pause in the movement of the lines. The temg® gradually and, finally, suspends at a point.

The poem is a good example of metaphysical wita@asad with John Donne, in particular. Associatingressect with lov
and using marriage as a point argument to win a woman’'salmeeints to pure academic exercise.
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Busy old fool, unruly sun,
Why dost thou thus,
Through windows, and through curtains call on us?
Must to thy motions lovers’ seasons run?
Saucy pedantic wretch, go chide
Late school-boys, and sour prentices,
Go tell court-huntsmen, that the King will ride,
Call country ants to harvest offices;
Love, all alike, no season knows, nor clime,

Nor hours, days, months, which are the rags of time. 10

Thy beams, so reverend, and strong
Why shouldst thou think?
I could eclipse and cloud them with a wink,
But that I would not lose her sight so long:
If her eyes have not blinded thine,
TLook, and tomotrrow late, tell me,
Whether both the Indias of spice and mine
Be where thou left’st them, or lie here with me.
Ask for those kings whom thou saw’st yesterday,
And thou shalt hear, All here in one bed lay. 20

She is all states, and all princes, I,
Nothing else is.
Princes do but play us; compared to this,
All honour’s mimic; all wealth alchemy.
Thou sun art half as happy as we,
In that the world’s contracted thus;
Thine age asks ease, and since thy duties be
To warm the world, that’s done in warming us.
Shine here to us, and thou art everywhere;

This bed thy centre is, these walls, thy sphere. 30

The man (poetic persona) does not want the Sunt#oruipt their lovemaking. He feels more secureth e woma
around him than the Sun which travels. By this harseto suggest that he values the woman becauggdsamce giv
him a sense of consistent security which the mobile Sus muteguarantee.

The poem has a dramatic and colloquial opening.siyle is conversational. The crux of the argumertha love shou
be eternal. It should know no bounds, no reason, day or hour.

The poetic persona does not want to brook the appea of the sun, because the woman is prettierah&ings and stat
of the world. He contends that no wealth is gretiten that of the woman. The bedroom becomes theecehthe univer:
(of love). The first has an emblematic mode — Sun sprgadi

D. A Valediction: Forbidding Mourning

As virtuous men pass mildly away,
And whisper to their souls to go,
Whilst some of their sad friends do say

“The breath goes now, ‘and some say, ‘No’:

So let us melt, and make no noise,
No tear-floods, nor sigh-tempest move,

“Twelve profanation of our joys



Men reckon what it did and meant;
But trepidation of the spheres,

Though greater far, is innocent.

Dull sublunary lovers’ love
(Whose soul is sense) cannot admit
Absence, because it doth remove

Those things which elemented it.

But we by a love so much refined
That ourselves know not what it is,
Inter-assured of the mind,

Care less eyes, lips and hands to miss.

Our two souls therefore, which are one,
Though I must go, endure not yet
A breach, but an expansion

Like gold to airy thinness beat.

If they be two, they are two so
As stiff twin compasses are two;
Thy soul, the fixed foot, makes no show

To move, but doth, if the other do.

And though it in the centre sit,
Yet when the other far doth roam,
It leans, and hearkens after it,

And grows erect, as it comes home.

Such wilt thou be to me, who must
Like the other foot, obliquely run;
Thy firmness makes my circle just,

And makes me end where I begun.

The idea that is powerfully sustained through tee of conceit in this poem is that of a pair of pass where perfectior
attained when the longer hand (the man) is beiligWfed by the shorter hand (the woman), in ordescimplete the circl
There is reference to virtuous people who have passayl geacefully.

The conceit is further extended by the comparidotheir love with the movement of the heavenly lesdiThe planets
the universe make perfect, graceful and peacefulemewnts. The movement of the earth causes harm andTteeir lov
could therefore, not have been earthly, it is transcendent.

He contends that human love does not admit abssude that when one goes away, the love goes away Hdsveve
heavenly love is consistent and permanent even wWiemwoman is not around. There is also compansitim gold whicl
can be purified until it expands and becomes rdfifidere are images of alchemy, compass, and maticeniEte poem,
love poem, is one of Donne’s secular poems.

John Donne also wrote a number of poems groupedri8atred PoemaMost of those in this category are sonnets
topicality of which includes God, Death and the soluDonne himself. Donne had a sense of guilt. Thas Wue to h
deliberate betrayal of his catholic faith. He wasrba catholic but because of the discriminatotyuake towards Catholi
in being denied public offices, he had to renouriseatholicism. He became an Anglican but he wascaontverted dee
down in his heart. So there was always this senggiitifthat kept haunting him. He even felt he migk damned, her
his holy sonnets, always asking God for the salvation detysa his soul.

When he lost his mother and later his wife he becaary miserable. He actually began to write higi@ls poems aft
his wife’s death. He later became sickly and hadight he was going to die. He was always thinkingualvdhat woul
happen to him after life. Donne might be called fingt poet who wrote religious poem of an intenspbrsonal ar
mystical form. Even though, there had been religippsms before him, they were impersonal and onlyadoatl biblice
stories. They lacked intense personal touch.

E. Holy Sonnets

John Donne followed theetrarchan(or the Italian) form. His sonnets are about man’s unweess in the presence of C
the consequences of sin, and the love of paradisendwas always haunted by a sense of guilt caugdtshdenial ¢
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religious poems were of intense personal and mystical hasvef spiritual agony.

i) Holy Sonnet 6

DEATH, be not proud, though some have called thee
Mighty and dreadful, for thou art not so;

Die not, poor Death, nor yet canst thou kill me.

From rest and sleep, which but thy pictures be,

Much pleasure-then, from thee much more must flow
And soonest our best men with thee do go,

Rest of their bones and soul’s delivery.

Thou’rt slave to fate, chance, kings and desperate men,
And dost with poison, war, and sickness dwell;

And poppy or charms can make us sleep as well,

And better than thy stroke; why swell’st thou then?
One short sleep past, we wake eternally

And death shall be no more. Death, thou shalt die.

ii) Holy Sonnet 4

AT the round earth’s imagined corners blow
Your trumpets, angels, and arise, arise

From death, you numbetless infinities

Of souls, and to your scattered bodies go:

All whom the flood did, and fire shall o’erthrow,
All whom war, dearth, age, agues, tyrannies,
Despair, law, chance hath slain, and you whose eyes
Shall behold god, and never taste death’s woe.
But let them sleep, Lord, and me mourn a space.
For if above all these my sins abound,

“Tis late to ask abundance of thy grace

When we are there. Here on this lowly ground
Teach me how to repent: for that’s as good

As if thou hadst sealed my pardon with thy blood

ii) Batter my heart
Batter my heart, three-personed God for you
As yet but knock, breathe, shine, and seek to mend;
That | may rise and stand, o’erthrow me and bend
Your force to break, blow, burn, and make me new,
, like an usurped town to another due,
Labour to admit you, but O, to no end.
Reason, your viceroy in me, me should defend,
But is captivated and proves weak or untrue.
Yet dearly | love you and would be loved fain,
But am betrothed unto your enemy.
Divorce me, untie, or break that knot again,
Take me to you, imprison me, for I,
Except you enthrall me, never shall be free,
Nor ever chaste except you ravish me.

God is knocking to enter but he could not becahsepbetic persona is already under the controladvérs There is t
image of a military garrison. The persona is thg. &i¥e also have the image lolve — marriage, matrimony. In the oct
the persona is a captive, over-run by the enemynyain the sestet we have the image of marriagepénsona is, agail
his will, married to God’s enemy, Satan. He is, noldpin love with God. There is also the image of dieo He calls c
God to rescue him from Satan. We have a very stpamgdox running through from line two to the end. ¢dn only &
chaste, or be a virgin if God ravishes (rapes) him; he carnbeclyme free (from Satan) if God imprisons (enthralis). hi
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hlmself for death. He built a coffin and prepardukd but he was confident in God that he would gmem/en It is a poe
rich in metaphysical conceits. His body is now a nsapwhich cosmographers work. ‘A passage to Indiatoantn
flowing with gold and fortune — it was fashionalieDonne’s time to seek such fortunes “abroad”, usta@dably, Indi:
Hence the idea of passage to India is used metigallysn the poem. The conceit here is also assediwith geograph
cosmography, etc. Donne seeks a southwest passameit passage. It was the passage people soughtirafizonne’
time. It reminds one of the Strait of Gibraltar. Here, ia foem, it symbolizes Jerusalem or paradise.

This strait is symbolic. It is narrow and difficult — like theh@stian “straight and narrow path to righteousnessc
heaven.” So the persona is passing through a ngmemsage. He likens his sickness to his passingghréite for
resurrection into paradise.

West becomes an image of death because the Sun sets in thEd¥ebecomes an image of life or resurrection becat
Sun rises in the East. There is also the paraddxdéeth is not an end in itself (also see “Deatmbeproud”), but
transition from one form to another form. Death, therefigra,prelude to a new birth.

In the time of Donne, it was a common belief thaitaglise was in the far sea. That it was after thege that the sons
Noah spread abroad to bring about the whole wortgi®y, Donne plays on the idea (which was commoridrtilme) the
the place where Christ was crucified was the eaghtadise - the Garden of Eden, hence the behé¢fifa started with tt
Calvary. The location of the two places is one and the slim@eople of his time had contended.

But Donne also plays on the idea that crucifixiertie source of resurrection into eternal life. Bea rhyme scheme
consistent. Some of the rhymes are more importamt tihe others. For exampleastandWest Finally, there is a hymn
God the father.

3.2.2 George Herbert (1593-1633)

George Herbert was a poet of High Anglican ideak poems celebrate Anglican piety and love. In agldithe we
preoccupied with affliction and death in some of hisofioems.

Herbert's collection of poems titlethe Templavas posthumously published in 1633. It celebrates religimmes. Herbe
did not write love poems like Donne or Marvell diof all the metaphysical poets, Herbert was the stoseDonne eve
though he was twenty years younger. His mother, Magdawas a friend of Donne’s; it is no wonder, tfames the
Donne had an influence on Herbert's poetry. Herbeardreer is strikingly similar to Donne’s. He stdréss a courtier, th
secretary, but because of his love for God, he beeapnst and settled at Bemerton as a rector. Béfisrmother’s dec
he had written informing her that his poems woudddevoted to God. This expressed decision must imoemed hi
religious concern in a manner similar to Donne’se Tnly difference is that Donne was a much morerdified an
comprehensive poet whose topicality embraced all aspEbtaman experience.

Unlike Donne, Herbert was less metaphysical analastic. Like Donne, however, he was down-to-earth eaglial i
expressing his own inner anguish of the soul. HésMumte about this anguish of the soul in a quiahner than the viole
and turbulent Donne (ref. Batter My Heart). Herbeptems end with a note of acceptance of the wa@odf At times t
might begin as a rebel, but there is always a pahoetonciliation at the end. Because Herbert digde years after
began writing his poems, it was not possible for turbe vast. He could have written more and gaineckregperience h
he lived longer.

Herbert's poetry appears to be more polished, molestrectured and his imagery more accessible thannB’s. He wro
of his journey to God. His experiences were less ¢exnpherefore he was able to convey them in a sirapld more dire
way than Donne’s. Herbert seemed to avoid being as scatastietaphysical as Donne. He had two poems “Jordan
“Jordan 1I” in which he thought of how to write hpems, there is no use of elaborate images. In ddohd Herbel
criticized the Elizabethan convention as well as pabiorages.

Herbert employs the use efmblematic conceitEmblematic poems are usually in the form of aypewith details abou
picture which concerns a basic idea. In “Easterg&/iror “The Alter” he suggests concrete visual ymief whileDenial ha
a rather subtle use of emblem. In his lettefTha Templgto Nicholas Ferrar his great friend, Herbert has this tp say

The Templavas a picture of many spiritual conflicts that @gassed between God and my soul before | couj@cdub
mine to the will of Jesus my master in whose serVicave now found perfect freedom.

We shall now discuss some of Herbert's poems. They incliidhe, Agonies”, “Redemption” and “The Flower”.



Israel. There Is a visual Image of the man's agongoAn stanza two sin IS personified. Sin causes anetpat torments
individual. Herbert attempts a visual image and legarical representation of sin and suffering. Etimiceit is allegorice
Throes..., (stanza three) — suffering, death, love lhigessonified. Furthermore, ‘sacrifice’ is an emblemlove and fc
love to be understood and fulfilled, the sour juicetioe cross must be taken. The blood of Jesus isitteethat is served
Holy Communion. There is an attempt to define love, peacagmal in the poem.

The poet begins by rebuking mankind for expendithgesource on scientific investigation without nrak any effort t
understand the nature of sin and love.

The stanzas are evenly structured, and that is anoonfieature in Herbert's poems. The rhyme scheraés@sregular. “tr
Agonie” is similar to “Vanitie”.

B. Redemption
(George Herbert)

HAVING been tenant long to a rich Lord,
Not thriving, I resolved to be bold,
And make a suit unto him, to afford
A new small-rented lease, and cancel the old.
In heaven at his manor I him sought.
They told me there that he was lately gone
About some land, which he had dearly bought
Long since on earth, to take possession.
I straight returned, and knowing his great birth,
Sought him accordingly in great resorts:
In cities, theatres, gardens, parks, and courts.
At length I heard a ragged noise and mirth

Of thieves and murderers: there I him espied,

Who straight, Your suit is granted, said, and died.

Like “The Agonie”, this is also an allegorical poeRedemption literally means “buy over”. The basic gmas that of
legal transaction especially between the Lord of thadvi@lesus Christ) and his tenant (mankind). The richdams lanc
and can lend to his tenants who pay in cash outftraervice. Apparently, our physical earth is tmsl lawned by Jes
Christ. Sin took over the world (the land) and Ghieing the landlord, has to “buy over” the landpgaying with hi
blood. This way, the Christian idea of redemption is wdrdet.

The form of the poem has for sometime been a subfecontroversy. Some critics believe that it ig aosonnet eve
though it has fourteen lines. Others argue thaastdil the characteristics of a sonnet. And yetesare of the opinion tt
since a sonnet has ten syllables and “Redemption” hasstgrtajualifies as a “sonnet manqué.”

C. The Flower

This is George Herbert at his best. It is a very @anat poem. The tone is that of meekness and humilitg. flower make
effort to grow towards god, but when frost comes it ruinsltweelr and stunts the growth. A decline sets in. So also th
of man, like the flower, strives to go straight todsthe direction of God. But then like frost, or thied or winter to th
flower, human weaknesses, frailties (sin) do not allow ttieous soul to link with God. The return of spring that make
flower forget the inclement winter is likened to theuratof God’s grace which makes man forget the waiting trilouls.

In stanza one, there is subdued exaltation. Forxhkation not to have been disciplined amountsrtoganceln stanz
two, flowers of spring symbolize a virtuous soul, ehiunderground” can be physical or a symbol oftk
purgatory, or hell. Flowers going underground in tura cycle of the seasons suggest that just asigjht be
natural sequence of events leading to redemptiongaveinderground and the blood of Jesus redeer
Redemption belongs only to those who believe in JesustChnis word “quickening” in stanza three is impor
to Herbert. It is loaned from Christian mythologyetefore, it is a biblical register. The idea ofifajland rising
killing and quickening suggests “bring[ing] fromathk to life.” “Passing bell” is the traditional furaé bell runi
with a single tone at intervals.

In stanza four, there is expansion of the floweoaging (groan-ing) is annomatopoeiaWe have groaning in pains;
groaning to God is a completely different thing. Wave a rather functional rhyme in stanza five. Aigtit line and
declining line — quite suggestive of contrastivieitions. God’s anger is the worst frost, worse thanseverest cold; sc



D. The Pulley

WHEN God at first made man,
Having a glass of blessings standing by,
‘Let us’, said he, ‘pour on him all we can:
Let the world’s riches, which dispersed lie,

Contract into a span.’

So strength first made a very;
Then beauty flowed, then wisdom, honour, pleasure;
When almost all was not, God made a stay,
Perceiving that, alone of all his treasure,

Rest in the bottom lay.

‘For if T should’, said he,
‘Bestow this jewel also on my creature,
He would adore my gifts instead of me,
And rest in Nature, not the God of Nature:
So both should losers be.

E. Easter Wings

Lotd, who createdst man in wealth and store,°
Through foolishly he lost the same,
Decaying more and more,
Till he became
Most poor: 5
With thee
O let me rise
As larks, harmoniously,
And sing this day thy victories:
Then shall the fall further the flight in me. 10

My tender age in sorrow did begin:
And still with sicknesses and shame
Thou didst so punish sin,
That I became
Most thin. 15
With thee
Let me combine,
And feel this day thy victory:
For, if I imp® my wing on thine,

Affliction shall advance the flight in me. 20

0 ITQ Like Donne, Herbert was down-to-earth and casuaxpressing his own inner anguish of the soullikg
Donne, however, he differs in what?

» ITA Herbert used less diversification, unlike Dorwleose topicality embraced all aspects of human expeei Hi
poetry was less complex and more accessible; it was evedithme, more polished and well structured.

3.2.3 Henry Vaughan (1622-1695)

Vaughan cannot be separated from Herbert. Vaughdusdtaout to do the same thing Herbert did thouith l&ss succes
Vaughan also wrote poetry of religious meditation likelidet. His poetry is largely informed by Hermetic philosaphy
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London, and during the civil war (1642-1649), foughtthe side of the king. He believed strongly indhene authority ¢
the king. However, he became disillusioned at théndiauthority of the king. However, he became disitined at tt
defeat of the king, and therefore retreated to hlage, Breckonshire. This could also have been msipte for hi
intensely personal religious faith. Besides, Vaughwde an open admission of Herbert’s influencéieriife and art. F
confesses, “George Herbert whose holy life and art gaineyg pians converts of whom | am the least.”

Despite the influence on Vaughan, he cannot be dafieriginality. He was his own personal voice. WalHerbert ar
Donne, Vaughan is not troubled by any sense of guilt in his pddowever, he thinks of man’s soul as being imprisor
our human body. The soul is uncomfortable in the dnutmody because of the desecrating or pollutingceffof sin. Tt
soul always wants to return to its origin. Theretierefore, this overwhelming spiritual nostalgia.the soul is n
comfortable here, there is a promise of reconailiain death. It is a reconciliation with the greaybnd. Thus, we ha
some elements of mysticism in his poems.

Vaughan talks of a place where we lived before agnmto the world. He acknowledg®iturein his poetry because
believes that God dwells in the nature and nataelleen more faithful to God than man and thatreaxpresses 1
beauty of God, and that nature is more united witd ¢han man ever is. An example of this can be fonrf@ihe Mornin
Watch.”

The idea of “retreat” is important to Vaughan. He egpes the desire to go back to the origin of thedvotte pre-Adam
fall experience. This he calls “angelic infancy.” BExales abound in “The shower” and “The Water-fallé employs tt
description of nature objects to interprete and ex@giritual matters.

Vaughan’s thematic preoccupations include alienadimh reconciliation of soul. The soul of man is eéxhnd but has n
completely lost heavenly link; so it strives toanrthe eternal orbit; it quests for eternity. Tlsisvhat he refers to as “wa
of light.” Light represents paradise, divine beauty.

Some of Vaughan's poems are influenced by Christihiics. For example, the poem Baster celebrates the virtue
Christ and His supernatural powers, love and demotiblchemy, neo-Platonism, and Hermeticism are amdre
philosophical premises upon which Vaughan's po&rpased. Often, there is a fusion of both Christatiefs an
Hermetical philosophy. Neo-Platonism and Hermetica®, in a way, related. They share a common beliehimlier
distant world of perfect beauty from where we all came anchioh the soul of man longs to return.

We shall briefly discuss a few of his poems.

A. Water-fall

The physical fall of water here suggests the fall of Methe Garden of Eden. (the Adamic fall). It is a nkstall right; bt
fortunate incident because it is through the fadittwe have redemption through Jesus Christ. Netdalfowings: fall -
suspense, chide — murmur of water; end — finalityt ot the end of the water even thoughaisfallen into a grave; long
course — the water flows into a larger water “mbright and brave.”) The poet’s concern here is thatshould not |
afraid of death. There is the image of continuitg aegeneration. Water is continually flowing, moviiidpis parallels tt
cycle of life.

B. The Retreate

This poem expresses return to a world from whicé came. In other words, it is a withdrawal from therld/ in order t
become holy and to avoid all vices of the world.

“Shootes”, the persona, sees himself as a flowerpbarat the growth of which Satan seeks to destrely Herbert's). Tr
soul always quests after immortality, that is, tleatuity of life perhaps by returning to the saurftom where Me
originated.

C. Morning-Watch

It suggests prayer and religious meditation. Theni affirmation of life, the acceptance of the gbyiving, while the so
serves as tool to a perceived receptivity. It is d @i submits itself to divine blessings. The soul, essalt, blossoms.
presented in the poem, nature is an affirmatiomefglory of God, for example, the spring and bird, €tere is a mood

exaltation; of nature singing and praising God. €heralso a prayer: “Prayer is the world in timeheTpersona wants

soul to rise to God through prayer — a veritable “latitteGod.



Torm of deatn. |hat though the soul Is clouded In sigepit Is alive and still sees the neavenly radianceeplthererore,
a temporary setback for the soul. There is an appardmitdimy between the body and the soul.

D. The world

The poem again suggests two worlds-human and &tem the dichotomy between body and soul. The muwarld i
identified with body and the eternal world with §0lhe image of a doting lover in stanza 1, the ptidfua statesman,
stanza 2 and the miser in stanza 3. These are W@dshave the images of light and darkness; a fusfo@hristian an
hermetic images and beliefs. For example, sun, kgitt day all symbolize the eternal world. Nighttiates, does n
suggest darkness. It is also associated with meditation.

The image of marriage: Christ as the bridegroomtaactlect (the church) as the bride is graphicalpresented. The rit
an image of perfection, seals a marriage pact. Teenpbegins with the striking image of “ring”. Thegihas a divir
radiance destroying every impurity. Eternity is tiess while the human world is time-bound. In stanziagkness sugge
lives in the dark, earth-bound; while eclipse isoaited with absence of sunlight. Being an Epicutdarself, Vaughan
stanza 3 uses fearful miser to suggest the fear of Chestize epicureans who have the love of Christ.

3.2.4 Richard Crashaw (1613-1649)

Crashaw's poetry represents a new trend in metagaiysoetry. This trend conveys the baroque seiitsilibservable |
Crashaw’'s poetic technique. Were he not English, beldvnot have been referred to as a metaphysical. gdis i
because his tradition is continental; but this atsmfirms the elasticity and the comprehensivenaekghe terr
“metaphysical”.

Crashaw knew Donne and other contemporary podtsegberiod but then, he was different. For examihie, Herbert, I
attended Cambridge. He also became a priest of itje Ahglican Church in 1639. Even though he was yalist, h
harboured strong Romanist inclinations. He was dal/¢d ecclesiastical exercises of the Jesuit ofdee. liturgy of th
Catholic Church appealed to him very much; saménfoense smell, worship, etc., what he calls “that tyeafuiholiness’
This overwhelming impact of Rome resulted in hisv@rsion to Catholicism between 1645 and 1646. Heipally lef
England and went to Rome. Rome had always beenplritual home, not England. In addition, he submithéchsel
aesthetically to the influence of Italian writers.

Italian poets like Giambattista Marino (1569-1625)sar of popular conceit, strongly influenced Crashamt'sThere wel
other influences, like the writers of emblem booés, well as the Jesuit writers of Latin epigram. kinlhis Italia
counterparts and other metaphysical poets Crastaugbt his Christianity to bear on his poetry. Hisd poems al
conceits are strictly expressing love for God. He, like Manwrote spiritual love poetry.

While Herbert's employwisual emblems, Crashaw usesrbal emblems. There were sacred objects that stoodi
conceits. The emblem, the epigram, the conceits, atribate to the rhetoric in his poems. Rhetoric wad still is, th
language of ritual worship.

The use of wit and conceit is the exhibition ofaéstive ability. It operates by piling metaphor mpmetaphor, and ima
upon image. This explains why we have extravagamapheric images, hyperboles, ingenious elaborations eacessiy
ornamentation otherwise known as baroque. Therefoeesay Crashaw’'s wit is baroque’s wit, and hiscein baroque
conceit. His Barogue sensibility, in other words, idggtishes him as a metaphysical poet. This is app#@mehis sensuo
treatment of sacred objects.

Baroque is a word associated with architecturaigtssand art between the sixteenth and eighteemttuiges. It marked
great departure from what obtained in the Renaggsarchitecture of art generally. The Renaissandeurfeenth centu
was ordered, formal, logical, classical and disciglinBaroque architecture was picaresque with stramgmssiv
ornaments. It was wild, fantastical and bizarre.

This is why Crashaw’s poetry appears exuberanthgpdrbolic. For example, in “To Our Lord...” we havekunetapho
like water and wine. In “The Weeper”, he was the metaphor of:tha equates tears with floods.

His lines are not as rugged as Donne’s. “The teafglts to Mary Magdalene’s tears (weeping at tle¢ ¢ Jesus) not |
(Crashaw). His poems could have been more congri€ithey had been personal. He acknowledges Heshefforts t
return poetry to GodUrania is his heavenly muse and Helicon/Cleon his eanmhlise. The titles of his poems are
close to those of Herbert. While Herbert wrote “Tiiample”, Crashaw wrote “Steps to the Temple”. He mdghis poet
as steps (or ladder) which one can climb to reachdmear God. Apart from “Caritas Nimia” none of Craal's poems w:
influenced by Herbert’s technique.



diversification of knowledge on the part of its tahfigures as well as their desire to bring thiefound learning to bear
their works. The four central figures: John Donnepi@e Herbert; Andrew Marvell; Henry Vaughan andiRid Crasha
were discussed in details and their works were analysed.

Self-Assessment Questions (SAQs) for Study SessBn

Now that you have completed this study session, you cassakew well you have achieved its Learning
Outcomes by answering these questions. Write your answgosii Study Diary and discuss them with your
Tutor at the next Study Support Meeting. You can check goswers with the Notes on the Self-Assessmen
Questions at the end of this Module.

SAQ 3.1 (tests Learning Outcome 3.1)

Metaphysical poetry is different from the poetry of pregiages mainly because while poets of the former a
were following one tradition or the other, the metaphygoaits were inspired by something else; what is it?

SAQ 3.2 (tests Learning Outcome 3.2)

(a) The metaphysical poets were men of learning amsthéev their learning was their sole endeavour, thetheterogeneous ide
are yoked by violence (together) nature and artameacked for illustrations, comparison and adlnsi

How is this remark bypr. Samuel Johnson demonstrated in Andrew Marvell’s ‘“T@Eby Mistress’?
(b) Differentiate between John Donne’s love poems andioels poems.
(c) While Crashaw is associated with barogue sensibilitygiian and Marvell are associated with what?

Notes on the Self-Assessment Questions (SAQSs) fau®/ Session 3
SAQ 3.1Materials for their poems are from eclectic sources, andstiia¢ defining factor of their poetry.
SAQ 3.2

a) The theme of romance is yoked together by violence witlsiftean religion and history as well as
knowledge of foreign lands

b) His love poems are casual and philosophical while hisioelkgpoems are of deep feelings and agony
c) Vaughan with hermetic philosophy and Marvell as a cavpbet



Neo-Classical Poetry

Introduction

In this study session you will learn about the preor of neo-classical poetry. Much will be reveladdout th
history of England consequent upon which neo-atasgpoetry evolved. The works of Alexander Pope
Samuel Johnson will be analysed in exemplification ofiddition. Lastly, the two will be compared.

Learning Outcomes for Study Session 4

When you have studied this session, you should be able to:

4.1discuss the historical background to neo-classicism.

4.2 expose the main theme in the works of Alexander Pope andeSdahnson
4.3compare the works of Alexander Pope with Samuel Johnson.

4.1 General Background to Neo-Classical Poetry

The metaphysical tradition phased out under thewdwelming influence of John Milton. He was criticsl metaphysic
poetry both in topicality and style. Milton’s positi is that poetry is neither an expression of thet'’s own fear or hog
nor any of his idiosyncracies, but a driving forceti@h moral principle, ethical objectives, and manaknts foregrounds
by ethical considerations. So Donne and other mgtagdl poets were regarded as vulgar rhyming expékt poe
according to Milton, is a seer engaged not with laffairs but with public themes of undisguised ngmarpose. Milto
stands distinctly alone in the history of English largguand yet distinguished himself in lyrical mode, poeta, etc.

Milton had anticipated the neo-classical age indssicism, hence he made use of classical mythokig. He had al
anticipated this period in the language of his poetryudin his use of highly elevated diction. = He agrees witlydet
that elevated poetry demands elevated languageorMiti this end creates for himself poetic idiomsiclhare quit
different from everyday language. However, his ctassi is very unlike Dryden’s, Pope’s or Dr. Johnsohle does n
imitate classical poets as they did. He simply malsesof their literary heritage such as the useahan and Greek gc¢
and myths.

After Milton, English poetry suffered a decline base none other was as comprehensive nor as dstiwapoetry :
Milton was. Therefore, in the Restoration peridre was no great poetry. Restoration was an adeaofa, particularl
comedies, not tragedies. It was an age that could not eventeguamhmatic fulfillment of the Elizabethan age.

The English civil war (1643-1649), the executionGffarles | (1649) and the restoration of Charlgd660), all had the
psychosocial implications. Shortly after the dust sittlee society began to acknowledge and appreciate vituest@in
good sense and reason. The causes of the Englistwaivhad been attributed to lack of these virtudew that orde
returned, people were prepared to keep the placeenmin united and to do only things humanly pdssilbhe gre:
philosopher of the age John Locke in his Essay @wmirtg Human Understanding has pointed to thetifraibind limitatio
of human knowledge. In the same spirit, scientifiesis were disapproved of, while the Elizabethan egatsc “knov
yourself’, became the guiding philosophy.

The English society was aware of the role of Empétagustus who brought peace, order, and restraiRiotoe after tt
death of Julius Caesar. Under Augustus, art had grewrarkably. And since Charles Il was now back, peopgarde
him as the “Augustus of England”, because he broygfsice, order, and moderation. Art also grew towaraew
dimension under him too. Therefore the period wadsrred to as Augustus Age. The writers were catlgcis nam
because the age and the art were considered papaltmse of his time. In other words, the Romantpoé Augustus a
were their classical models, hence the return to clEdRimme (neo-classical age).

In addition to the English situation of the period, poeingd art generally witnessed, at the continental Iém France, etc
a radical change, a rebirth, a phenomenon. Thereoppgsition to extravagance, unwieldy boldness anderance
literature. Writers began to favour simplicity, ctgrirestraint, good sense and positive behaviourtiarad life. Ambitiou
experiments in literature were also disapprovedMain as a social animal must have his conduct guigeethical norm
the age insisted. Consequently, the poet found himselfditicanhl responsibility: the voice of social consciendae poet’
social responsibility gave rise to the use of satiurlesque, etc. such that those who failed tootomfo the social norr
fell under his critical sledge. The role of literature meeamore distinct: to entertain and teach.

The lyrical poem gave way to longer poems for tbheppse of accommodating social criticism. Even tiougit is on
significant faculty which makes a poet, the metajd@asvit came under attack. Alexander Pope vehemyeanposed it
we have in hisEssay on Criticispwhich he modeled after Horace.



4.2 Contributions of two Major Neo-Classical Poets

4.2.1 Alexander Pope (1688-1744)

To Pope and his school, wit does not consishaughtbut inform. They advised that a poet should concern himséy
with beauty of expression, that tgchniqueandform. Pope defines wit as “thought but never expressddle the nec
classical poets were opposed the usavitf they favourednventionof new poetic techniques. Under form is techr
informed by the use of conceit-heroic couplets aredisure poetry (verse) by classical poets. Popeua@ upon this. H
poetry makes for natural and easy reading. Theceafssmanship in his poetry: balanced anti-thedigses, etc., whic
makes the poetic voice seen to simply be talking to its acéie

Similarly significant isnature as a concept. The neo-classical poets regatdre as thesuperior reality and what |
universalin human experience is that which is permanentamsi@ant in human behaviour. Pope, for example, ec
nature with Homer, Ovid, Shakespeare and other gnatars of the past. To him, Nature and the Ancimat one and t
same. In this case, nature does not constitute in plamegetation or birds, etc. (réEssay on Criticism

Hint: Pope sought nature in the antiquity, not in the natusaf@rmment.

Therefore, neo-classical literature, poetry in patéic concerns itself with human nature, norms tteternine soci
behaviour and acceptable to the society. It is tdsz fail to conform to the social norms that fatider the critical sledc
hammer of the neo-classical poets. So Pope is baibral poet and social critic. In the same vein lasoP Pope and t
school regard poetry as an imitative art, thereiimitating what is best in the great authors of plast. This was the rea:
for Pope’s translation of Homer’'s and Virgil's epidde was of the opinion that since these greabatifd done virtual
all there was to do, what was left was to imitate tHeence the mock heroic poems. In the pétape of the Lockye hav
a very trivial event elevated to epic proportiondiler Samuel Johnson imitated Juvenile satire innftyaof Humal
Wishes”.

There are two types of satire:

D The Horatian mode: through gentle, mild and happy mockery;
2) Juvenilia mode: through a serious and savage reprimand.

However, Pope appears to have combined both modassh of his poems except Rape of the Loclkwhere he adopts
more gentle Horatian mode.

Hint: Neo-classical poets believed the ancients, the cladigjuads, embodied purity and the best of literary prodostis
he believed in imitating them.

From “the Rape of the Lock”
(Alexander Pope)

The Toilet

AND now, unveiled, the Toilet stands displayed,
Each silver vase in mystic order laid.

First, robed in white, the Nymph intent adores,
With head uncovered, the Cosmetic powers.

A heavenly Image in the glass appears,

To that she bends, to that her eyes the rears;
The inferior Priestess, at her altar's side,
Trembling, begins the sacred rites of Pride.
Unnumbered treasure so peat once, and here
The various offerings of the world appear;

From each she nicely culls with curious toil,
And decks the Goddess with the glittering spoil.
This casket India's glowing gems unlocks,

And all Arabia breathes from yonder box.

The tortoise here and elephant unite,
Transformed to combs, the speckled and the white.
Here files of pins extend their shining rows,
Puffs, powders, patches, Bibles, billet-doux.

Now awful Beauty puts on all its arms;



Ana calls forth all the wonders of her face;

Sees by degrees a purer blush arise,

And keener lightnings quicken in her eyes.

The busy sylphs surround their darling care,
These set the head, and those divide the hair,
Some fold the sleeve, whilst others plait the gown;

And Betty's praised for labours not her own.

Rape of the Lock

The feud between the families of Lords Petre anmdthBeinformed the poem. The two families were cathiike Pope. H
wanted to poke fun in order to provoke laughtet thauld bring the warring families into reconcil@t, hence his choi
of mock-heroic mode.

Belinda’s pettiness is compared with the heroiclevof Helen of Troy, etc. Belinda is raised to thisiestal of a “goddes
to heighten the mockery. Therefore, she is endowd divine eyes reserved only for gods and goddeddes is ironic
Similarly, the title of the poem is ironic. Ordingrithe word “rape” is not associated with the lodkhair but with
woman’s forceful and unpleasant dishonour. The paends to cause a deliberate distraction throbghuse of contrasti
irony.

This he achieved by the transfer of the trivialttisathe loss of hair lock to the significant. Evillough we may not
impressed by it, we are nonetheless, amused. The Idwkirdeads to other chain of actions and reactionsnkmgges cla:
of forces as if there is an epic battle. Simplévigtlike drinking coffee assumes an ironic dimems almost a ritual as t
coffee cup becomes the vessel. Significant amonghttmatic concerns of Pope is loss of reputatiosstioned by hir
Loss of reputation is represented in the lady’'sitg down of request (?) openly. There is an allusmcorruption by tt
king of England, among other satiric elements.

There is, among others, a celebration of the joyefliving after the civil war, of unity, of peace thfe eighteenth centt
England. We admire Belinda’'s say, sparkling world, émel freshness of her dressing room. Her body isyigold
beautiful and charming.

In the fifth Canto, there is a twist. The theme ahgience or impermanence or ephemerality beconmese. The ima
of death looms all over as the ultimate terminatblife. Perhaps this awareness, the poet seemgte ashould ma
Belinda happy that a man proposed love to her. iEhisie of the arguments of the persona in Andrewwblés “To His
Coy Mistress” — a metaphysical poem — the awareokfise limitations of a woman’s beauty. SimilarlyelBda’s life i
relatively short, it is only wise to respond positively wetshe is youthful and beautiful.

In canto five (lines 145-150) even though the ptaisbody may die, yet Belinda could be immortaliZEde eighteen
century had witnessed serious attacks on womamigyand weakness. The poet must have reactedgattifude in h
gentle criticism of Belinda’'s charming and polished world.

The poem, even though simple, has the complex epadligla: (epic) journey to the underworld; invocatito the muse
the beginning which reminds one of John MiltoRaradise LostIn “Rape of the Lock”, the epic battle is foughtwegmet
using their eyes (blinking or winking). This is mel&roic and not actually an epic battle. Even thoagpe is indebted
John Dryden who initiated the heroic couplet as a tecienig poetry, he succeeds in perfecting the sanieegise. We al
have the use of Caesura, that is, the use of pausshireen a line of a poem. At times, a line balamreslea on anott
line —antithesis. Use of balance was a common featuthe eighteenth century poetry. It is believetitémary quarters th
neo-classical poets unwittingly crippled imaginatidhe crippling of imagination (poetic) necessitiatepoetic revolutic
after Pope.

Rape of the Locktimulates a charmed atmosphere. There is too rauphbrficiality and dream/vision technique in
poem. The characters are larger than life and thereireal: small (tiny) spirits instead of havihg usual intervention
interaction of real gods as often common in re@dsfrhe characters are extremely feminine. The merffieminate ar
therefore, masculine vitality is absent. It is alolate inversion from the masculine world of a tepé. But the inversic
also gives Pope’s poem its unique form (mock-hérdit this poem, Pope talks about sylphs, airy, moombshin
indecent charm. These words seem to reinforce the argtinaRape of the Locls a dream, not a poem.

However, the factor that necessitates the poenfeticbon a trivial matter between two families, ane poet’s intention
make a mockery of the whole event for the purpdseeconciling the two families, makes it a poem eisure, unlik
Milton’s Paradise LostThis explains why “Rape of the Lock” has, more or less,dtmld admonition at the end.



4.2.2 Samuel Johnson (1709-1784)

We shall consider Johnson under two distinct heglias a literary critic and as a poet (téfes of Poets)Dr. Johnso
applied the neo-classical critical standard injhdgement of a literary work. He believed that atpoest of necess
instruct and delight. The poet, he had instead, nmestept what is universal in human nature which radbiere strictly |
the Aristotelian prescriptions. Johnson had desdribleakespeare as a Nature-poet, who supremely egpreand evok
human passions — love, jealousy, etc. To Johnson, Shakepasa creator of memorable characters:

Nothing can please many and please long but reqia of general nature. Shakespeare is abowsridirs, the poet
that holds up to his readers a faithful mirror cirmers and of life; his characters are the genpingeny of common
humanity such as the world will always supply arzservation will always find... in the writings of a@h poets, a
character is too often an individual, in those bélsespeare, a character is commonly a specy.

Johnson’s comment on poetry is very important too:

Aristotle has called poetry an imitation act andsha father of criticism. Poetry is the act oftimg pleasure with truth by
calling imagination to the help of reason.

On moral and poetry, Johnson pontificates further:
The poet's first work is to find a moral...afterwatdsillustrate and to establish [it].

On this note, he praises John Milton’s poetic intention:

Milton’s purpose was the most useful and the mosiu@us to vindicate the ways of God to man, to shbw
reasonableness of religion and the necessity afiebee to the Divine law.

According to Johnson’s comments on grandeur expression;

Great thoughts are always general and consistsitipas not limited by exceptions and in descripiaot descending to
minuteness.

Johnson is noted for word balancing which givedldriguage its Johnsonian uniqueness. As a poet,doisgdebted t
Juvenal, a Roman poet. Juvenal was the inspirdtaind two of his major poems: “London” (1738) mibeld: afte!
Juvenilia third satire and “The Vanity of Human Was” (1749), modelled after satire number ten. I Ipatems, Johnst
adheres strictly to the Latin original. In thd 8atire Juvenal had extolled country virtues agatims inconveniences a
complexities of the city. This Johnson did in “LomioLondon is shown as an uninhabitable city, asctmre of crime:
and as the breeding ground of all the forces that destroptihefsman. Johnson suggests that we live our lives in far
isolated yet unpolluted country — side. Similarlyh&TVanity of Human Wishes” is Johnson’s contribatio the C18t
moral and philosophical poetry. It is in the spaitthe great Roman critic of society. The poem bggiith an attack c
PRIDE which in C18th had a biblical connotationwlis synonymous with Satan’s crime against the Altyigsod. It wa
a tragic flaw in Satan. Pride is synonymous with iimitp and with human insatiate nature in the poB@asonaccordin
to Johnson in this poem, is a great enemy of pride. Johtisrefore, attacks six major factors in human Heman desir
for wealth (22-48), political power (78-134); aGcademiy knowledge,(135-175), filitary) honour, (175-254)longevity
(255-318) andphysica) beauty.

4.3 A Comparison of Johnson and Pope Works

If metaphysical poetry relies on thought for itsnfip neo-classical poetry seeks for a perfectionfain through synta;
This makes the former a lot easier to understaad the latter. Pope’s poetry, particularly, “Rapeha Lock” is highly
artificial and has a lot of juxtaposition and interminglof objects. Johnson’s poetry, on the other hand, is legsambran:
less sophisticated. Pope is more of a poet whiveskan is more of a literary critic, a prose writed dess of a poet. Poe
to Johnson is rather incidental. Nevertheless, “Tlanity of Human Wishes” is more vigorous, action-pgatkan
masculine than Pope’s “Rape of the Lock”. On matersimglab artifice and style, “Rape” is a better poem.

The poetic cosmos of Pope is peopled with polite @legant men and women. On the other hand, thecpasirerse c
Johnson is peopled with heroic passions of amlstiaod power hungry soldiers in “Vanity”. Johnson Ey® poetic
statements with historical illustrations of absti@ts. The personification is often dramatic, tangibhnd active. Th
approach injects life into the lines. Furthermore,idiéond of the use of line — fillers even wherevieuld have don
without them. He is equally fond of extreme use of epithenventional qualifiers, for example, lines 166, 172, 176,
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emotions, aspirations, wishes, etc., and the consequenaedihate ambition.

Like Pope’s “Rape of the Lock”, Johnson’s “Vanity” comestoend with a Christian moral.

In essence, common place ideas which are not newallateere in the poem. This is because, in line Withbelief of nec
classical poets, ancient poets have said all therebis $aid. What Pope has done is simply to imitate them.

Hint: Above all, neo-classical poets believed in order, reasdrtee use of poetry towards didactic purposes (that is, t
teach morals).

Summary of Study Session 6

The study session commenced with the effect of the Englighvar on literature, how it evolved the neo-
classical poetic tradition. The two dominant figures unkerttadition, Alexander Pope and Samuel Johnsor
were discussed alongside their main works, the themes pfmbeds and the techniques they favoured. Their
works were revealed to be didactic, with some making useicé.datvas revealed that they favoured order a
the imitation of classical figures.

Self-Assessment Questions (SAQs) for Study Sessibn

Now that you have completed this study session, you cassakew well you have achieved its Learning
Outcomes by answering these questions. Write your answegosit Study Diary and discuss them with your
Tutor at the next Study Support Meeting. You can check goswers with the Notes on the Self-Assessmen
Questions at the end of this Module.

SAQ 4.1 (tests Learning Outcome 4.1)

Discuss the historical background to neo-classicism.

SAQ 4.2 (tests Learning Outcome 4.2)

Didacticism is a common feature in neo-classical poetsksvavhat main theme shows this in the major worl
Alexander Pope and Samuel Johnson?

SAQ 4.3 (tests Learning Outcome 4.3)

Pope’s poetry, particularly, “Rape of the Lock” is highlyfari@l and has a lot of juxtaposition and interminglifgbjects
Johnson’s poetry, on the other hand, is less compact ansidgkisticated. What is one other point of divergentedss
the works of the two poets?

Notes on the Self-Assessment Questions (SAQs) fou®/ Session 4

SAQ 4.1

At the close of the English civil war, the societyibtited its cause to the lack of restraint, good sandgereason and be
to acknowledge and appreciate those virtues. Nowdtter returned, people were prepared to keep I pto remal
united and to do only things humanly possible. The Ehglociety was aware of the role of Emperor Augustus brougt
peace, order, and restraint to Rome after the d#atblius Caesar. Under Augustus, art had grown maabéy. And sinc
Charles Il was now back, people regarded him as“Mugustus of England”, because he brought peacegrpm@h
moderation. Art also grew towards a new dimensioteaiim too. Therefore the period was referred tAagustus Ag
The writers were called by his name because the age and werearconsidered parallel to those of his time. In otheds
the Roman poets of Augustus age were their classicallsyddamce the return to classical Rome (neo-classical age).

SAQ 4.2

The main thematic intention Bohnson’s and Pope’s works is satirization of vanity; thesmbodied in Pope’s
‘Rape of the Lock’ and Johnsor{'she Vanity of Human Wishes”.

SAQ 4.3

The poetic cosmos of Pope is peopled with polite and dlegam and women. On the other hand, the poetic universe
Johnson is peopled with heroic passions of ambitiougpaner hungry soldiers in “Vanity”.



Romantic Poetry

Introduction

In this study session you will learn about the infing ideology of romantic poets and how this $ktsn apart from the
neo-classical counterparts. The effects of the dfrerevolution, the German movement and transceatiemt o
romanticism will be examined alongside the preasrsd romanticism in England. You will learn abdole place of natu
and reasons for lamentation in romantic poems. Lasthycatie the life and works of major romantic poets.

Learning Outcomes for Study Session 5
When you have studied this session, you should be able to:

5.1recognise the dominant spirits and ideas of romanticidifereintiate between romanticism and neo-
classicism.

5.2 point out the precursors of romanticism.
5.3relate romantic ideas to the works of romantic poets

5.1 Romanticism versus Neoclassicism

Romanticism is a reaction against neoclassicism. &tm Movement is synonymous with enquiry; queglits of
investigation; the urge to challenge establisbiatius quoand, or assumptions. Though much more pronouncétiary
circles, it swept through all fields. Romanticismidentified with the spirit to aspire towards greakmowledge, an
challenge the established status quo.

It was an intellectual movement that challengedsibaal, political and literary assumptions of néassicism (i.e. the a
of Alexander Pope — or the Augustan age). If we Gatm neo-classicism with Apollonian instinct fander in life and ar
(spirit of rigid conservativism) we could connebetRomantic with the Dionysiac impulse thie free expression of t
human spirit in life and argspirit of freedom).

Romanticism encourages the cultivation of what eeatric or idiosyncratic, the free expression of the ngiahary will, it
endorses the spirit of non-conformity and of raballagainst established authority. It demands the&at principles ©
prudence; it approves of the spirit of aspiratiowl af the urge to advance to new achievements. Téralmprinciples ¢
Romanticism are in conflict with the rationalistileterminism of the eighteenth century thinkers likdn Locke fc
Romanticism is on the side of motion rather thaimdpstatic; it is opposed to self-complacency aadspve acceptance
one’s fate or destiny.

The Germans were the first to determine the rorodreind in literature. The drift from neoclassicedi@r and imperative
to freedom which resulted in the romantic moventmgan in Germany in the second half of the eighiteeentury. Th
German idealists, Schiller and the Schlegel broéimer others postulated idealistic philosophy. Thefjndd the charact
of the new development as Romantic, e.g., Schlegehatkfihe contrast between intellectual tempter ef dlghteent
century and that of his own age as that of clamsi@nd romanticism respectively. In 1809, he madsetimction betwee
poetry of infinite desire by embellished poetry and poetrgnguish and agony.

With the advent of Romanticism, there came a new definitigooefry, namely, (1) spiritual satisfaction for the soul ah
(2) the expression of a reality that was profournetimes mystical ( as in the case of Coleridged, inaxplicable an
personal as we have in Shelly’s poems. It is famfioeing a mechanical imitation of classical modé&lature was
redefined, the physical universe, external phaseeofrttiterial worldNatureis between the air and the forest; but then
brought in a mystical concept of natuNaturewas seen as the image of the divine God; a maaifestof superior reali
called theideal-pantheism the divine immanence inature. They believe it was only throughature that a man ce
communicate with the infinite, with God. And the ortyiman faculty capable of perceiving the infinitofl) is
imagination.Imaginationwas therefore redefined — it must be allowed tedbm; it is the greatest weapon (power) tl
poet needs to get an insight into reality, to neaireand her symbols and her gods.

Hint: Neoclassical poets rigidly followed order; romantiefsareely deviated from it.

Johnson and Pope reacted sharply to the overdepemdd romantics orimagination They considered imaginati
unrealistic, deceitful and, therefore, a false weathan should not be trusted. Imagination, accordinghtam, must b
checked and disciplined by judgment. The duo (i.endon and Pope) saw themselves as neo-Platonistaich of th
ideal, superior reality which appears to be unadtaer a quest for the eternal. Poetry, accordinget-Piatonists, is
endless quest for beauty, the elusive, the unati@nghch role is subjective, symbolic and mythiglaage to which on
the poet has the key.
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(a) New definition of poetry as an expression of profoundsqrmal and sometimes, mystical emotion.
(b) A new interpretation of nature as a pantheistic phenomenon

(©) A new interpretation of imagination as a free creatpigtsn man.

(d) The use of myth as symbol and as significant tools of poetry

5.2.1 Romanticism in England (1798-1832)

In 1798 The Lyrical Balladsco-authored by Wordsworth and Coleridge was publisifhe German movement and
French revolution influenced the English movemeite German movement influenced Coleridge while Woeoilth wa:
affected by the French revolution which was in favour eédom.

Romanticism in England was, however, not only assaltref foreign influence. At the period, people wenere thal
bored, they were dissatisfied by the mechanicalatificial rigidity of the literary practice of thseventeenth century
England. Wordsworth and Coleridge championed theedor a necessary and imperative change. Even Wbipe wa
alive, people doubted (his style and rigid adhera@nagassicism) if he was a poet. His poetry wad saibe mechanic
and artificial. But, indeed, Pope cannot be said toabeon-poet though his technique might be quedtiotigs is
responsible for the revival of tHgallad, (Shakespeare the poet). There was the urge to revive Shakespeastura
speech and his artistic charm which was its simmpkegination. The new spirit led to people writingthvaut artifice, n
mechanism unlike the rigid mechanical techniques of Dryd®l Pope.

Hint: Romanticism was prominently influenced by the riéte revolution, which stressed freedom, and the Ge
movement. There were also some poets even during the ssoalage whose poems were closer to the romantic trac

Before The Lyrical Balladswas an earlier publication, Thomas Perdgsliques of Ancient English Poet(¥765). The
publication was welcomed because it was the typmplpewere expecting. It included a lot of Balladsl amords o
Shakespeare and Chaucer. This book influenced Wordsegrimt deal. Said Wordsworth;

“The poetry of the age has been revealed by it.”

So we have Thomas Percy as one of the pioneersrofiRticism in England. There are also pre-Romamt@ts who wel
precursors of the Romantic movement in Englandhéir town way, they preached against the neo-cldgsiery. Ther:
was James Thomson 1700-1748. He publishesl Seasond 730) which includes: Winter, Spring, Autumn, et@ems o
graphic description of nature and its elements. Bthclude; Thomas Gray (1716-1771) “The Elegy W¥ritin Countr
Churchyard; William Collins- (1721-1759) “Ode to EveninGulliver Goldsmith (1730-1774) “The Deserted Village”,
William Cooper (1731-1800) “The Cast Away".

They may be referred to as transitional poets mxthey were between the “fence” that separateslassical age frol
Romantic age. This explains certain trails and charatitefeatures identified with both ages:

(a) Natural description

(b) A reaction against Industrial Revolution (Wordswortld &hake)

(c) Use of native dialects, simple speeches, consideratioagprdciation of natural objects (Coleridge)
(d) Poem about simple characters put in simple life.

(e) Expressions of death wish and graveyard sentiments XGray

4) Some still use heroic couplets and rigid meter; some aisof@etic diction as Pope.

(9) Concept of imagination.

William Blake is sometimes considered as a pre-Ruimg@oet. But for the purpose of this study | sipadifer to put him i
the centre of the Romantic movement for being neti@hary during his time. He developed the concdptmagination
Imagination, for him, is the only means of reaching Godhead. This principle is similar to that of I8gkl of Germany
Blake also distrusted reason and Newtonian Physib&h he considered as abstractions. Intuitive difel the life o
imagination were the only things that mattered to him.

Blake rejected society as arbiter and absoluteodigst of moral. For him morality consists in the i judgment of th
individual and in the expression of the individwall. There should be neither lawyers nor judgexsiwhat may be go
for you may not be good for me. Blake said that Milton was of #né@l® party without even knowing it. According to hi
we cannot reject the fact that good could have dhixgh evil and that if there is no evil, we cankobw good; that it i
even difficult to discern what is good or what igl.eWe therefore have the theory of contraries imichi he sought 1
demonstrate interpretation gbodandevil. Blake also extols the expression of his energy (Dynamisewvofutionary will:
that Rebellion against the status quo is imporfantrevolution and social change). He welcomed thenéh and th
American revolutions. However, people (critics) thougjake was eccentric. He was not accorded muchgréton until
the nineteenth century when interest in him wasiaantly revived. Note the particular conceptiof moetry he
introduced.



(i) Poetry — became an expression of profound emotifeetihgs or of mystical (dimension) experience.

0] Nature — redefined as outside world but also inhabitespbits.
(i) Imagination — a creative agent, vehicle of communication

Note: The term, romantic, here, has nothing to do with amorous pamstbactions; it is about the literary
movement of romanticism, in which strong feelings are seemoas important than reason.

5.2.2 The Informing Philosophy of Romantic Poetry
(Aesthetic Movement: The Concept of Transcendentalism)

The Romantic poets believe that reality is ugly. yiitberefore, have a tendency to escape into platstapiaeither by
direct physical separation from the ugly everydég by escaping into quiet countryside called loausenusor paradise
Others do it via psychic projection, that is, by neahpowerful imagination they take a poetic flightevoke a differel
kind of world (And still some by the use of opiungpé, etc.) John Keat's “Ode to a Nightingale” offa good examp
of the working of the mind of poets in this category.

However, it is the destiny of man to live in thishugvorld. So the escape into this paradise canndbig. It is for thi
bitter truth of reality that we have a lament in gsnof their poems — viz. on how ugly this world ispecially ir
Wordsworth, Coleridge and Keats. In their works, canigis and conflicts are suspended to make useirnd bealizability
or achievability.

In Shelley, the celebration of energy and of naturesziolence appears to resolve something in hinBlake, it is a que:
for revolutionizing society; getting rid of the &ta quo and appreciating the fact that none cagejumthers $ongs ¢
Innocencg

Our preoccupation in the next pages will be oncdete three major Romantic poets. Earlier in the trapve ha
attempted to trace the history, the philosophy and thueraesthetics that informed the creative sensibibfidisese poet
To really understand each poet and his works, homvévere is need to know some details such as thidyfaeducatione
background, and facts about each poet’'s emotiospbrese and reaction to issues raised in his porthsugygest reasc
for the marked differences in their work even thouhey belong to the same literary tradition, thenRntic tradition
Examples:

(I) London
(Williams Wordsworth)

I WANDER through each chartered street,
Near where the chartered Thames does flow,
And mark in every face I meet

Marks of weakness, marks of woe.

In every cry of every man,
In every infant’s cry of fear,
In every voice, in every ban,

The mind-forged manacles I hear.

How the chimney-sweepet’s cry
Every blackening church appalls;
And the hapless soldier’s sigh

Runs in blood down palace walls.

But most through midnight streets I hear
How the youthful hatlot’s curse
Blasts the newborn infant’s tear,

And blights with plagues the marriages hearse.

(1) My Heart Leaps Up When | Behold
(Williams Wordsworth)



S0 was it when my lite began;
So is it now I am a man;
So be it when I shall grow old,
Or let me die!
The Child is father of the Man;
And I could wish my days to be
Bound each to each by natural piety.

(IT)Upon Westminster Bridge
(Williams Wordsworth)

EARTH has not anything to show more fair:
Dull would he be of soul who could pass by
A sight so touching in its majesty:

This City now doth, like a garment, wear

The beauty of the morning; silent, bare,

Ship, towers, domes, theatres, and temples lie
Open unto the fields, and to the sky;

All bright and glittering in the smokeless air.

Never did sun more beautifully steep

In his first splendour, valley, rock, or hill;
Ne’er saw I, never felt, a calm so deep!
The river glideth at his own sweet will:
Dear God! the very houses seem asleep;

And all that mighty heart is lying still!

(IV)The World Is Too Much with Us
(Williams Wordsworth)

The wotld is too much with us; late and soon,

Getting and spending, we lay waste or powers:

Little we see in Nature that is ours;

We have given our hearts away, a sordid boon!°

This sea that bares her bosom to the moon; 5
The winds that will be howling at all hours,

And are upgathered now like sleeping flowers;

For this, for everything, we are out of tune;

It moves us not, — Great God! I’d rather be

A Pagan suckled in a creed outworn; 10
So might I, standing on this pleasant lea,

Have glimpses that would make me less forlorn;

Have sight of Proteus rising from the sea;

Or hear old Triton blow his wreathéd horn.c

(V) Ode to a Nightingale
(John Keats)

MY heart aches, and a drowsy numbness pains



One minute past, and Lethe-wards had sunk:
“Tis not through envy of thy happy lot,
But being too happy in thy happiness,
That thou, light-winged Dryad of the trees,
In some melodious plot
Of beechen green, and shadows numbetless,

Singest of summer in full-throated ease.

O for a draught of vintage! that hath been

Cooled a long age in the deep-delved earth,
Tasting of Flora and the country-green,

Dance, and Provencal song, and sunburnt mirth!
O for a beaker full of the warm south!

Full of the true, the blushful Hippocrene,

With beaded bubbles winking at the brim,
And purple-stained mouth;

That I might drink, and leave the world unseen,

And with thee fade away into the forest dim:

Fade far away, dissolve, and quite forget

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

Here, where men sit and hear each other groan;
Where palsy shakes a few, sad, last grey hairs,

Where youth grows pale, and spectre-thin, and lies;

Where but to think is to be full of sorrow
And leaden-eyed despairs;

Where Beauty cannot keep her lustrous eyes,

Our Love pine at them beyond to-morrow.

Away! away! for I will fly to thee,
Not charioted by Bacchus and his pards,
But on the viewless wings of Poesy;
Though the dull brain perplexes and retard:
Already with thee! Tender is the night,
And haply the Queen-Moon is on her throne,
Clustered around by all her starry Fays;
But here there is no light,
Save what from heaven is with the breezes blown
Through verdurous glooms and winding mossy ways.
I cannot see what flowers are at my feet,
Nor what soft incense hangs upon the boughs,
But, in embalmed darkness, guess each sweet
Wherewith the seasonable month endows
The grass, the thicket, and the fruit-tree wild;
White hawthorn, and the pastoral eglantine;
Fast fading violets covered up in leaves;
And mid-May’s eldest child,
The coming musk-rose, full of dewy wine,
The murmurous haunt of flies on summer eves.
Darkling I listen; and for many a time
I have been half in love with easeful Death,
Called him soft names in many a mused rhyme,
To take into the air my quiet breath;
Now more than ever seems it rich to die,
To cease upon the midnight with no pain,
While thou art pouring forth thy soul abroad
In such an ecstasy!
Still wouldst thou sing, and I have ears in vain

To thy high requiem become a sod.



‘I'ne voice I hear this passing night was heard
In ancient days by emperor and clown:
Perhaps the self-same song that found a path
Through the sad heart of Ruth, when, sick for home,
She stood in tears amid the alien corn;
The same that oft times hath
Charmed magic casements, opening on the foam

Of perilous seas, in faery lands forlorn.

Forlorn! the very word is like a bell
To toll me back from thee to my sole selfl
Adieul! the fancy cannot cheat so well
As she is famed to do, deceiving elf.
Adieul adieu! thy plaintive anthem fades
Past the near meadows, over the still stream,
Up the hill-side; and how ‘tis buried deep
In the next valley-glades;
Was it a vision, or a waking dream?

Fled is that music:---do I wake or sleep?

(VI) Ode on a Grecian Urn
(John Keats)

THOU still unravished bride of quietness,

Thou foster-child of Silence and slow Time,
Sylvan historian, who canst thus express

A flowery tale more sweetly than our rhyme:
What leaf-fringed legend haunts about thy shape

Of deities of mortals, or both,

In Temple or in the dales of Arcady?

What men of gods are these? What maidens loth?
What mad pursuit? What struggle to escape?

What pipes and timbrels? What will ecstasy?

Heard melodies are sweet, but those unheard
Are sweeter, therefore, ye soft pipes, play on;
Nor to the sensual ear, but, more endeared,
Pipe to the spirit ditties of no time:
Fair youth, beneath the trees, thou canst not le
Thy song, nor ever can those threes thou kiss,
Bold lover never, never canst thou kiss,
Through winning near the goal---yet, do not grieve;
She cannot fade, though thou hast not thy bliss,

For ever wilt thou love, and she be fair!

Ah, happy, happy boughs! that cannot shed
Your leaves, nor ever bid the Spring adieu;
And, happy melodist, unwearied,

For ever piping songs for ever new;

More happy lovel more happy, happy love!
For ever warm and still to be enjoyed,
For ever panting and for ever young;
All breathing human passion far above,
That leaves a heart high-sorrowful and cloyed,

A burning forehead, and a parching tongue.

Who are these coming to the sacrifice?
To what green altar, O mysterious priest,

Lead’st thou that heifer lowing at the skies,



Or mountain-built with peacetul citadel,
Is emptied of this folk, this pious morn?
And, little town, thy streets for evermore
Will silent be; and not a soul, to tell

Why thou art desolate, can ¢’er return.

O Attic shapel! fair attitude! with brede

Of marble men and maidens overwrought,
With forest branches and the trodden weed;

Thou, silent form! dost tease us out of thought
As doth eternity. Cold Pastoral!

When old age shall this generation waste,

Thou shalt remain, in midst of other woe

Than ours, a friend to man, to whom thou sayst,
‘Beauty is truth, truth beauty, --- that is all

Ye know on earth, and all ye need to know.’

Hint: While the dominant spirit of neoclassicism waseorand the following of it, the romantic poets hadgination an
freedom as their defining tool and feature, and natureeaisihspiration.

5.3 Major Romantic Poets

5.3.1 William Blake (1757-1827)

Born in London, and of a rather poor parentage, lientaformal education having left school at a teratge of 12. H
went to an art school to become a painter and graeer. In 1788, however, he went to the Royal Acadaman Ar
student. He was in love with sculpting, carving, etashlia Reynolds was the principal of the Academy.wds at
eighteenth century art critic. But Blake hated Reynolds.&Ve&s a revolutionary, a rebel and non-conformist. Reynd
far as Blake was concerned, was a symbol of thélegtenent, who drew and painted as the society waadt him to
But Blake wanted to do these laes(Blake) had always wanted. It is in this sense higabecame the first Romantic. BI:
was critical of the university dons and wits beeatigy prostituted their learning by serving thiealesshment. They we
enslaved to conventions. As far as Blake was cordertine university wits were in bondage. He theretoiticized the
artists of his time because most of them wereridtevith the attitudes and values of an elitistietycand they served t
establishment rather than God and humanity. Thoeghald no formal education, he was well read in pbjhhy, religion
history and Arts. He earned his living as an engratte became what he was because he lived in adpef
revolutionaries. He attacked the society and its rigithsoit was for these reasons that he was considered gaither.

Blake’s time was marked by political, industrial aintellectual revolutions and all of this affectbiin greatly e.g., tr
America and French revolutions. The Industrial ratiohs and the Anglophone wars also happened itirhesand thes
no doubt, contributed to his revolutionary attitutiesssues, and life in general. Blake was also iangsy. He believed |
the life of the spirit — imagination. He saw himsetfie poet, as a seer or a visionary. He said: “Htera of my world i
visionary or imaginative”.

() Blake’s Philosophy and Influences

Emmanuel Swendenbory and Jacob Boeane were medinochstheosophists who influenced Blake in his mgt
tendencies. He became confinednmaginations -the most important faculty in man. Imagination is treative instin
(God) and also the intuitive spirit that can peredhe divine of the infinite nature. The spirituadrld to Blake is real ar
concrete. One can communicate with the spiritual worldéf knows how to. Blake led two forms of life:
) The corporal (physical) life
(2) The spiritual — life of the soul; imagination. Ittrenscendent and idealistic i.e. superior to the corpiéealllhe
spiritual life can at the same time, become theesththe mind. It does not have to exist in the otherld. It
can exist in a trained mind i.e. trained into aestat superior awareness. What the soul visualizegesfec
must of necessity be perfect.

A kind of practice that can best be elsewhere and in man.

The purpose of Art according to Blake is to recomebring back the golden age. The England of hi tivas dirty an
ugly because of the industrial revolution. Blake kwar worked beyond the criminal pollution of smaled industric
lethal gasses of technology and machinery, for thagaint land of “Songs of Innocence”. He longed fosthmy aspect
the eighteenth century London that could be peecehwy a boy who could see vision (the best), whaddceee through th



Hint: Romantic poets lament the destruction of the mhtenvironments through the Industrial Revolutiord ahow
profound yearning for paradisaic conditions.

(I1) Technique

Blake was a mystic, hence his technique has profeyntbolic implications, though of simple diction. M&as a rebe
whose energy waged war against the society andtabgiorms and conventions which deny the man irang the
achievement of our aim etc. Important vocabularsseeiated with Blake includgpectre, emanatiofBy spectre he mear
those things that prevent us from being oursehsxidty, self, etc), whilemanationis theselfthat yearns for fulfillmer
(energy, Jesus, Jerusalem). Bpectretherefore is the negative frustrations in humameint in any situatiorEmanatior
on the other hand, is the positive element; thendiyotentialities in everything. It is by realiziitg emanation that tl
holiness of each thing is revealed. ®pectrecan appear in many forms — tyranny, empire, falasae and conventior
ethics as in “Songs of Innocence”.

We must emphasize that Blake is not calling foriadognarchy; he would want order in society. He was calling fol
licentiousness either, but for the fulfillment ofdimidual life; freedom from unnecessary constraume laws could |
very rigid or stupid, those laws should be modified, aftettladly are especially meant of the welfare of humanity. Blak
not believe in conventional religion. As far as imew one could realize Jesus in oneself. Jerusaleas (aot have to be
‘heaven’ — the unreachable) becomes the promigk (l@neenland) where there is neither pollution sweial dislocatior
He believed in revolution that would set man friemf conventional beliefs. There was a constant mrifl him betwee
spectreandemanation -spiritual (mental) and corporal war i.e. the spaituersus the material. Blake used a phrabe
Great Positivewhich, according to him, is humanity itself; the supreme eti@navian’s duty is to reject the spectre an
seek after the emanation. It is possible only teehapiritual fulfillment when one or one’s soul é&ssociated wit
emanation. Hence in Blake’s “Songs of Innocence”, we havea&ina blossoming and flourishing.

The most powerful of the spectre is the Reasonovgep of man. Romanticism marks the conflict betwimeagination an
Dialectics. Blake associated Reasoning with thectigje of imagination. Reasoning is associated withlegtics. This
Blake found in the eighteenth century philosopheBacon, Locke, etc and the established church. Smtido evolve
personal religion and distrusted Bacon, Locke, Deéssartc. who rejected imagination and failed to picttee validity o
the intuitive life.

Blake often withdrew to the pastoral mood, viz., siaipyl of vision and nature images. City landscapes @andemne
where we have them asliondon a city full of crime and materialism. At times, he uses naiserasice (adults who spe
like children) while there are allusion to the coyside and the seasons. Often in his poetry there dvenall simplicity o
ballad.

Blake was very much interested in Isaac Wdltigne Songs for Childrepublished in 1715; therefore, he modelled r
of the Songs of Innocencafter it. They develop from pastoral convention&rignce and children songs. For child
freedom and joy is much more important than digo@l Blake hated ‘Jehovah’ because this is a symbalenial
mortification of the body, discipline, etc. Blake petd and tolerated Jesus. Jehovah according te Bsaa God c
vengeance. One finds the celebration of unity otmdhtions — trees, birds etc. At this time wherk8lavas writing, th
issue of child-abuse was rampant as children webgested to a kind of slave labour, especially thghans (they wel
usually put in the cold or in the charity homes)ad¥ children were common sight in the orphanageskeBivas not on
moved by their dehumanized condition but also angry atelatnent meted out to them.

(1)) Dominant Themes

@) Innocence:Simplicity of a child’s mind and the hardship clién undergo. We are called to have a child
naive attitude of life.

(b) Experience:tyranny from authority e.g. the harshness of — fatbevernment, those in authority in cha
homes. These are condemned, including lack of operindsve relationships. People who undergo suft
find it difficult to express themselves.

© The Shepherd image and theme of Jesus.

(d) Infant Joy —Only children attain this joy and also adults who possai&e minds like children.

(IV) Decoding Blake’'s Symbols
Heaven - is only in the mind
White - is the colour of angel
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The statement “white as snow” - symbolizes authority

School-boy - revolting against school authority. Thel fieeschool children to be free.
Angel - an agent of Jehovah, symbol of authority

Rose - traditional symbol of love

Crimsom Joy - not real joy; it is a red joy.

Hint: Blake believed in the dismantling of oppressiwtharity. He believed that to be truly happy, one nhesfree an
must have a childlike heart.

5.3.2 John Keats (1795-1821)

John Keats was perhaps the best Romantic poetrinst®f techniqgue. He was more of a conscious vege
Unfortunately Keats died at the age of 26. At chiloith, he was a sort of tragic figure for he was qahan. He took the ¢
of poetry very seriously and he believed that & pugst express sensations and feelings with nanbssiwith ideologic
or sociological commitments other than that of Astperceived imature Remember the question pature coming uj
again — however in a different dimension from tbaBlake. Poetry should essentially be the poetfession of his ow
feelings; that is, a sort of art — for art's sake.tfiis end, Keats was a poet of pure luxury but nimigortantly, a poet ¢
sensations.

Keats had a profound faith inmagination (a common factor that binds others of his ilk t@ tkame tradition
Romanticism) which he calletthe authenticityof the imagination so that the imagination seeBeautyand Truth musi
indeed béeautyandtruth whether it existed or not. Keats stresses:

“I am certain of nothing but of the heart’s affects and the truth of imagination”.

We have here an opposition betwesaenceand poetry According to Keats, truth cannot be discoveredrdgsonin
exceptonly by means of poetry. Hence he longed for a life of sensatitingr than of thought. Reason, logic and argur
made him uneasy. He talked of his ability to entéwo the position of the other and feeling the elmpais the other doe
This is so because he developed his capacity for feelings.

“If a sparrow came before my window | take paritinexistence and pick about the gravel.”

Keats believed in what he called timensity of feelingdn this regard, the essential function of art iarouse the intensi
of feeling either of joy or sorrow. He was at his best whenrpigtievoted to excitement of feeling. He contends:

The excellence of every art is its intensity whishcapable of making all disagreeable evaporate fiteeir being in
close relationship with beauty and truth.

Keats also talked of Negative capability. It wasthis theory that he summarized his reaction toaeas thought, &
opposed to emotion and feelings which, accordingrg the creative artist must possess. Negative dapab the ability
to be in “uncertainties, mysteries, doubts withowt. arreaching out of facts and reasons.” By this stathdthe poet shou
not be committed like Coleridge who was incapalbleemaining content with half-knowledge. A true posist encountse
uncertainties, mysteries and doubts.

Keats, frightened by the poetry of Pope and Johnson, eimptidkat poetry should not of necessity be didactic. Haear

We hate poetry that has palpable desire upon us.
We do not want to be bullied into a certain ploloisy

Poetry, according to him, should comatural to the poet as leaves come naturally to a tree.rfPeetKeats is sel
expression, an expression of feelings rather thadeafls or moral precepts. There is in Keats a mexof pleasure ar
pain. Pleasure is incomplete without pain and wvieesa. To this end, any given situation gives off iest itself exce
there is a mixture of the two opposing forces — pleasurea&nd p

John Keats loved Greek culture and civilization.lbleed Greece because he was fascinated by its begmgat source
human civilization, hence, he had many images derfvtem Greece (e.g. “Ode to Grecian Urn”). In thisdgtul shal
briefly comment on one of his four great Odes; “Ode to dfiigale”.

The beauty of the natural song of the nightingatd kriggers off the poet’'s imagination. He wishesdscape to ¢
imaginary world where there are no problems ascaremon to human world. He realizes that such aspesisaonly :
fallacy and so he is forced back to reality.
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only a temporary measure and he is always forcettept reality no matter how unpleasant. Strudyyrddere are thre
principal movements or stages in “Nightingale” that ssgtfee three means of escape from reality.

1 First, he hears the song of nightingale and becanineppy because of the contrast within the world loé kird an
that of his. He therefore desires a death- wish.tBerte is a suspension of this death wish and heswarescaj
with the bird, his first means of escagheath

2 The second means of escape is thrauigie warm South-South of France where we have grapavidewine. W
can picture the red bubbles of wine in glass _ a vivid sgmtation of situation with clear images, typical of Kee
3 The third form is in the hyperthetic stanza. fssthe world is full of many experiences. The poahts to esca

from the lot i.e. from what the bird has never knowithin the leaves, by means of poetic flight (imadgian)
There is an evocation @farkness He also says that we live in a dark universe.

Finally at the end, all the urge to escape is ritest asfancy but “fancy cannot cheat so well as it's to do”.
recognizes the vanity of illusions and of his elusive dssiis he is, sadly, forced back to an unattractive reality.

5.3.3 The Lakeside Romantic Poets

(I) William Wordsworth (1770-1850)

Wordsworth acclaimed Blake’s poetry especially “§oof Innocence”. The Romantic poets were refemeasteccentri
Individualistic and sometimes grouped accordingamtere they lived in their time. Initially the poetgere known ¢
Romantic poets. Wordsworth lived in the Lake Distwith Coleridge and Southey, hence they were calée: District o
Lake-side poetKeats lived in Londomnd poets living in London were known@sckney SchooPoets like Hazlitt, Leic
Hunt were known to be non-conformist. There was tigoSatanic (later Byronic) School (i.e. Byron &gl because
the “gueer” ideals of the school.

The Lake District is of beautiful landscape, hencardf§worth’s love of beauty of nature. He had roamhedrural distric
from childhood and formed an acquaintance with rogfoets. He took a degree in Cambridge in1791. & bedieved that
was during his stay in Cambridge that, he went #n€e and Alps. It was at the time of the Frenchlwiam and h
declared himself a democrat (i.e. republican). Thed¢kraevolution was a historical expression of tlmmEntic perioc
This was basically the reason why the revolutiorzadl of the Republicans which went rather tooftaged most of ther
Wordsworth and Coleridge inclusive, to turn against thesi. But they became conservatives at the latter pareiofiitres
There are two basic school, Keatian School of Roimaidets or Cockney School; especially Byron (11824) an
Shelley (1792-1822).

The Lakesideromantic poets recanted (i.e. went back from) timéfial political positions as regards the Fremekiolution
However, they still believed in freedom of ideas. tBa other hand, the Cockney School supported thiach revolutio
absolutely. According to this school, the Revolutiid not go far enough. But in terms of political ade the young
generation differed from the older, though in poetryrtltsias are similar.

When Wordsworth met Coleridge, they found they @l common interests in the imagination of poéirhow poetr
should be, in poetic fashions of the day (Poetry writtg Pope and others). This was to be the beginnirfieaffriendshi
so much so that they undertook researches togigthpretry. The poems they co-authored were publishedd’48 as tt
Lyrical Ballads

Note: Romanticism in poetry is not simply poetry of urat There is an exploration of the mystical, hiddeccult
Wordsworth was in love with nature but Coleridgel laa inspiration towards the supernatural, the rogktind the occu
There lies the difference.

Wordsworth wrote poems about children, vagabondglpen humble life, lunatics, people who are sogidisplaced, tt
wretched of the earth, the rejects of society. Thus he veghkttb nature in its innocence and unadulterated form.

In 1800, there was a second edition of the “Lyri8allads”. There was a preface (a manifesto of Ropwatry) in whic
Wordsworth defines what he means by poetry andfipsthis approach. There should be no poetic dichat dictiol
spoken by men that would impose his feelings or emstin his characters. "Poetry” according to hing,ttie spontanec
overflow of emotion.” For the first time in the tosy of English Poetry, what is called the lyric Was approved. Befc
this period, the “I” was not brought into poetry (self). iWatthus offers an escape from experience, a recreatiostatieac
innocence.

Let us briefly consider “Intimations of immortality.) Thierust of the poet’'s argument is that man had a pre-exisbefior
he came to the world. Curious enough, this beliefoimmon to what obtains in any animist society lilke indigenot
Africans. The basic idea is that before you wermpygou lived in a world of souls where everythisgspiritual. Anothe
poet, Vaughan calls it the “Sea of life.”



life, he was unable teelnature as ne did earlier. Nature was not makingngct as betore. Ihe 10ss of his Inspiratic
part of what is being lamented in the poem. Thethadoss of his sense he was getting blurred ancbhld no longer fe
nature as he did in his childhood and adolescest Agthat time he could see beyond the naturahgsipal objects in
something spiritual - some kind of Buddhism. Wordgtvaalls this a loss ofisionary gleamHe traces the progressior
man:

Childhood-adolescence-manhood/adulthood, virile dtad, but this is lost in old age which is asstethwith the loss
feeling of Nature at old age.

(I) Samuel T. Taylor Coleridge (1772-1834)

He was a friend of William Wordsworth. A drug (opiyaddict, a brilliant philosopher but was said ¢éifidolent. He w:
fond of abstract talks: he was influenced in this regardi®erman philosopher-master, Schlegel. He wrote a bidge
work titled Biographical Literariawhich contains most of his thoughts and ideas on lAragination to him is of tv
dimensions: primary and secondary imagination.

By primary imagination, he means the creative willimagination, or the creative sensibility in evéndividual. Ever
individual is a creator, a (divine) god. This creatwill, however, cannot be of use except one is eedowith seconda
imagination. Coleridge says of primary imagination;

The primary imagination | hope to be living powadgprime agent of all human perception and as atitegn in the
finite mind of the eternal act of creation in tindinite | AM (I am here means GOD).

Secondary imagination is simply the moving actigecé that actualizes the creations itself. It igreffore, responsible
the potency of the inate creative will in the indival. It is the ordering power on experience whiclobess the artwork.
other words, it is the vehicle. It makes the artist. Commeimtingecondary imagination Coleridge emphasizes:

The Secondary imagination | consider as the echtheoformer (primary imagination) co-existing wiahconscious will
yet still as identical with the primary in the kiraf its agency and differing only in degree andthe mode of its
operation. It dissolves, diffuses, dissipates iteoto recreate; it is essentially vital.

Furthermore, the word fancy is made to assume asaiphical dimension in Coleridge’s poetic thouglfaricy” is no
synonymous with “imagination” According to him, it is a reoof memory, while memory is a productlomeandSpace

Coleridge also expressed his view about the streicifia poem. According to him, a poem is organic ahis parts mu:
work as a unit. He gives priority to poetry becaobdis belief that only poetry, not science, camnesthe world. In thi
regard, he extends the existing mechanical theory to poetry;

A poem is that specie of science which is opposedadrks of science by proposing for each immedadject pleasure
and not truth. And from all other species having thbject in common with him, it is discriminateg proposing to
itself such delight from the whole as is compaatahith a distinct glorification from each componeatt.

Coleridge insists that all the parts of a poem Ehbarmonize one another, explaining and suppoitinggreement. F
likens the whole structure of a poem to that ofiake with loops and a head. He argues that forrthkesto move forwal
each loop constitutes a vital link and the loopssimioe achieved. This is similar to what he referagdmaginatior
constructin poetry.

Poems by Coleridge include: “The Rime of the aricMariner”. “The Eolian Harp”; “Forest at Midnight*;Dejection
Ode” and Kubla Khan.”

Coleridge gives much of his poetic thought to wisaserious, or mystical, or supernatural, sober, addeni element |
man and nature. The mystical or the supernaturahit informs the Romantic Movement. Wordsworth terapent i
lightheaded, but Coleridge’s is not as can be eeskin the latter's poems. While Wordsworth’s poéasrydescriptive
Coleridge’s poetry is highly reflective and meditat A good example is “The Rime of the Ancient Nheri.” His poetr
conjures an atmosphere of mystery or some dreaimRvessoking something immense and almost incomprabie. The
open lovely sea symbolizes this vast incomprehditgjlprovoking a frightening suspense and deattheéRime of th
Ancient Mariner” is simply about crime, punishment angdiation.

The Albatross symbolizes a benevolent spirit whighinadvertently, killed by a Mariner. The Marinershahrough hi
crime, affected the goodly nature, turned good td, és@ding to the death of most of the crewmembel®e Warine
realizes and has to atone for the crime he commits. Heeblaasure and ask for forgiveness after which his saivied.
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“Albatross” is Christ-like figure, the “Mariner” as thenfil man.

5.3.4 Percy B. Shelley (1792-1822)

Shelley is often regarded as being in the centtheBatanic School. He was from a rich family bedided to abandon t
luxury and follow the inclinations of his mind. Heauepted for justice, equity and fair-play in humateraction. Hi
vehemently opposed unwieldy privileges and conoessiie was a natural rebel, a revolutionary, icorsicad destroy
of myth. He had a high contempt for orthodox religion andgratessed atheism.

Shelley attended Eton and Oxford, but got expellednfOxford on account of the pamphlet titled, “Thecessity C
atheism” which he co-authored with Jefferson. In ynamys he was like William Blake such as not beéfigvin the
institution of marriage. Marriage to him is a tyraal social institution. His belief was that orthadeeligion anc
conventional morality were at the root of sociall.eMis life indexicated this belief to the degrdeat he lived only b
instinct and disregarded all moral and social cpttess marrying and divorcing as many times asrigsrict would perm
him.

William Godwin, a social philosopher of Shelley’si& had wielded immense influence on people likdi&hesodwinisn
preaches a doctrine of necessity. It insists that religial other similar social institutions should be abelisland that me
should return to Nature. It calls on people to diy avhat they felt like doing regardless of religiand moral etiquett
Shelley fell out with his family on account of Hiequent marriages and strange philosophy. He wgarded as a soc
outcast on account of his self-alienation. This 8lgrvoice crying in the wilderness, forsaken by raad God” is given
rather graphic representation in his poetry. Byduws judgment, God is not just nor the universe radtite was skeptic
of the society and this skepticism informed his Romantigtspi

He believes in the law of change or mutability:tthaither are human laws nor anything constantgeti®eno protectio
from cosmic power, that man is trapped in a weblwf; fthat nothing is constant except man’s trarsteand nature
inconsistency. In other words, the only thing coristanchange. In “Mutability” and another sonnet heote for
Wordsworth he had celebrated “change”. His usuabarf®r man and human condition is cloud which oftexlergoe
change. Similarly, he had many images to repres@madion or isolation of man. He believed that oalghange cou
bring about continuity.

(I) Neo-Platonism and Intellectual Beauty

There is the quest for the ideal, perfect worlcel®ly believed that there were signs or emanatfiam this world of idez
visiting the human world. Shelley claimed he waganmtact with the emanations which, according to tame, sources
inspiration, capable of consoling him in time ofuilbbe and possibly transform (or translate) himmy poet into a peacef
(perfect) state. These emanations he referred totellectual beauty which is eternal, indestructibte subject to deca
and through which all things are perfected.

In his, “Hymns to Intellectual Beauty”, Shelley celates the temporary visitation of emanations symbdl by ar
incandescent streak of light. It is an ode celebgatiie beauteous form. The experience of the momevitgitation cause
Shelley sorrow and lamentation.

(1) Nature and Imagination

Nature manifests itself in natural forms such asdwrain, water, etc. Shelley celebrates nature inlitths in “Ode to the
West Wind". Shelley’s cloud and wind are ever inmaiag, violet motion, a spectacular means by whiduneaprove
itself. To him nature is heroic, nature is dynamic, and he lnad/s identified with the dynamic wind, active thunder, o
wind and the cleansing rain. The fact that he hagys identified with nature marked him out as dedént specie of tf
Romantic school of poets.

Imagination to him is a creative principle of syesls, while poetry is the vehicle for actualizihgim his critical essay “I
Defence of Poetry”, Shelley defined the poet.

Criticism of Shelley’s poetry has not been favoueable is not a popular poet. He is accused of beiray@st — celebrat
always himself, makes himself the poetic persondrinally all his poems. Unlike what we have in Kear Wordswort
where the poet distances himself from the “I” of the poatice, Shelley is both the poet and voice.

In addition, Shelley is accused of romantic selfxpits we have in “Ode to the West Wind.” Besides, desdot have
firm grip on his images. But can we take these viawshe absolute truth? We shall, on this note, exasvome diverge
views of some critics on Shelley in order to arrive at aenadnjective criticism of Shelley’s poetry.
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thirsting after the impossible and indulging indoef power and newness at the expense of trutmatude. F.R. Levis h:
a similar view on the shortcomings of Shelley’'shi@que. T.S. Eliot, on his part, has dismissed Shellgysming
philosophy as adolescent or puerile exuberance. Eliessharther:

| find his ideas repellant...humourless, pedantitf;ntred...a cloudy Platonist.

On the part of pro-Shelley critics, he is regardedhe great artist of his age. According to WordswdiShelley is one ¢
the best artists of us all; | mean in workmanship of stMeB Yeats also was an admirer of Shelley. Shelleyarats hav
had many things in common- they were both singérstellectual beauty. Both were interested in maaic platoni
ideals. Both also gave absolute power to the imagination.

Contemporary criticism does not favour Shelleytead it maintains that Shelley is a bad poet, wismental and hard
uses a firmly developed image. He is accused ofgb®int too keen on the world or ordinary perceptldis. gaze is alway
in the clouds, in the invisible.

Shelley’s major poems intensely celebrate his peadalifferent stages of his life. These includedé to the West Wind
“The Cloud”, “To a Skylark”, “Mutability”, “Ozymandias”, “Hym to Intellectual Beauty”.

(111) Ode to the West Wind

It is an invocation of the mind and of the Infinitetbe unseen Power. The wild energy of Nature islaatidn of Shelley
restless soul. By wild energy, it is to mean thet fimgages of wind and its ambivalence: as a destragd a healer at tl
same time; a killer and preserver of life. In maraywit is a wildness that is akinigtiO- in the Yoruba pantheon- god
iron and war patron: a creative force and destroyex.pidem is set in autumn — and since autumn is thedowhien leave
fall off treetops to begin a new life wherever thaves find themselves, autumn symbolizes deathntihat necessitate
new life. The seasonal cycle is again reaffirmedumn — winter — spring — summer. At the end of tbem, the win
becomes a symbol of this (poem) artistic work that the watldt read.

The poem has a languid tone: suggesting a moveofie@spair or the poet’s low spirit. He desires ¢oas violent as tt
mind again (stasis). There are four main sectioisdérShakespearean sonnet mode. Section 1 expreeg@sy/sical natul
of the wind as observed in the falleraves section 2 shows the action or manifestation efwlnd in the air in form c
Cloud section 3 shows the action of the wind in 8®ea The final section, that is section 4, is the synthesis whiclices
the whole actions in the air, sea, earth terminatingarpbet’s expressed desire or wish to be the wind itself.

Most of Shelley’'s poems are sonnets. He is alwaysaous of his technique and rhyme. “Ode to the Wéisid”, for
example, ends in a couplet reminiscent of Shakespeavaaats.

5.3.5 Gerald Manley Hopkins (1844-1889)

Victorian poetry, even though it lacks the vitaldf romantic poetry, could be said to be a contirmmabtf the romanti
spirit. Therefore, from the point of view of time, Haps is more properly described as a Victorian. Hewever
abandoned the Victorian dreaming, sleeping, sentimheltiose, declamatory and rhetorical poetry. Ratherchose t
revitalize the language of poetry, such that inispie can safely say that Hopkins is modern from ploint of view o
technique. This is why modern poets see Hopkinkegitand ancestor of modern poetry. Like John Dddopkins wrote
religious poems. Meditative poetry indeed, both Donne andiHgad a lot in common.

For example, like Donne, Hopkins was a conscious innowdtpoetic technique. And like Donne, Hopkins wassidere
to be odd with unusual idiosyncrasies by his immatdacquaintance, Robert Bridges (1844-1930). Britdgéisved the
Hopkins went against the established norms of his,tivhich Hopkins considered to be inadequate andnigdRisincerit)
and vitality. To Hopkins, any object or any feelingshits own uniqueness and identity, and therefaethe duty of th
poet to locate and show this.

To Hopkins, his contemporaries are Parnassian mdeisbelieved in doctrine of art-for-art’s sake. Aating to Hopkins
this group of poets are at best described as teiansiin the art of poetry; they express emotianistieey do not feel |
their blood the emotions or feelings so expressed. As fappkit was concerned, his contemporaries could not hav
inspired. Hopkinsian conceit is associated withteatlition, onomatopoeia, assonance, rhythm, etc. F.R.d.eaes son
sort of affinity between Hopkins and Donne’s school:

“Hopkins’ conceit and metaphorical symbolism link him witle metaphysical poets.”
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Hopkins’ nature poems are reminiscent of Henry Vaung Nature to him reveals the wish and the willGafd; Natur:
fulfills God’s will. This Hopkins captures at the ment when Nature iBiscaping itself. Byinscape Hopkins means tf
individual's quality, thethisness There is, therefore, admiration for the beauty ature scenery, natural object, nat
seasons particularly spring and summer.

Another concern of Hopkins is the effect of the ustlial revolution on the soul of man. The soul estdoyed b
materialism and so-called progress. Further to bigcern is the question dfansience— that is,changeas a factor ¢
human tradition. In his poetry, God features promiyehe external manifestation of which is emanatid the beauty ar
radiance of God.

It must be emphasized that for Hopkins, Nature’s tyeigLconserved by the quest progress. The destruofinature in th
name of industrial revolution implies man’s unwigirejection of the higher beauty of God while Godivinity suffer:
through the suffering of nature. Unlike the Romasjtidopkins does not see Nature as a completenessnagid in itse
but that it is God that gives Nature its beauty.ukatto him is not for its own sake but a preliminatep towards
comprehension of God. Therefore, Hopkins' first loyaltyi&iod and not to Nature.

Inscapeis Hopkins’ organizing motif. In his poetry what loes is to capture vividly and to convey cle#iily essence, t
particularity of an emotion, a feeling, a thought or an idetheuniqueness of an object in Nature.

Hopkins’ encounter with Duns Scottus’ philosophyli®72 gave him the idea of inscape, the theorgebfing.Hopkins
also talked abounstresssprung rhythmandoutride By instress, it means the perception of the innerrdondeature whic
is associated with artistic perception of whichthed to inscape. It is related to primary (or ditlsimagination. Inscay
stands for secondary imagination; “Sprung rhythny,"ifplication suggests that poems are for the satshe eyes.
insists that stress should be done according wralagpeech. Byputride he simply meant very long times with up to 1.
more beats in a poem.

Summary of Study Session 5

In this study session you have learned that romantic deet¢snphasized neoclassical ideals such as rigid or
conservatism and reason and emphasized reliance onagpmation, freedom of thought and expression, an
idealization of nature. You now know the precursors of theartim tradition and the influence of the French
revolution, the German movement and transcendentalismnoanticism. You have learned about the life anc
works of major romantic poets such as William Blake, Williarard¢worth, Percy B. Shelley, John Keats,
Samuel Taylor Coleridge and Gerald Manley Hopkins.



Now that you have completed this study session, you cassagsw well you have acnieved Its Learning
Outcomes by answering these questions. Write your answgosii Study Diary and discuss them with your
Tutor at the next Study Support Meeting. You can check goswers with the Notes on the Self-Assessmen
Questions at the end of this Module.

SAQ 5.1 (tests Learning Outcome 5.1)

While romantic poets de-emphasized neoclassicalsdgich as rigid order, conservatism and reasor, avi
they emphasize?

SAQ 5.2 (tests Learning Outcome 5.2)

Apart from being to some extent inspired by the French uéeol and the German movement, Romanticism
forerunners such a$homas Percy and who else?

SAQ 5.3 (tests Learning Outcome 5.3)
“If a sparrow came before my window | take paritfnexistence and pick about the gravel.”

How does the above submission, the idea of escapistnthe idealization of nature surface in Keat'sleOto
Nightingale'?

Notes on the Self-Assessment Questions (SAQSs) foeud® Session 5

SAQ 5.1- Romantic poets emphasized reliance on the imaginati@udne of thought and expression, and a
idealization of nature.

SAQ 5.2 -James Thomson 1700-1748. He publishkd Seasond 730) which includes: Winter, Spring, Autumn, etc.
poems of graphic description of nature and its elementsr&ti@ude; Thomas Gray (1716-1771) “The El
Written in Country Churchyard; William Collins- (172189) “Ode to Evening”, Gulliver Goldsmith (1730-
1774) “The Deserted Village”, and William Cooper (1780Q) “The Cast Away".

SAQ 5.3 -Keat escaped from the sad realities of life into the paeaxdisality of the birdentering into the positio
of the other and feeling the empathy as the other doese Aathe time he idealized and eulogized nature
profoundly rhapsodic manner.



Modern Poetry

Introduction

In this section of the study, | like to concentrateention on three notable pioneers of modern Ehgioetry; they al
William Buttler Yeats (1865-1939), Ezra Pound (1885-2) and T.S. Eliot (1888-1965). | have pointed ouhe previou
chapter that Gerard Hopkins even though a Victonaterms of historical location, began what is pdeferred to &
modern verse. In this study session, you will learn altaunhi

Learning Outcomes for Study Session 6

When you have studied this session, you should be able to:
6.1discuss the catalysing factors of the modernist poetritibad

6.2 explain the inspiration for the poems of W. B. Yeats.

6.3 Account for the inspiration for some of the poems of T.S. Eliot

6.1 Modernism in Poetry

Modernism is, indeed, an extension of the Romantidt $p its preoccupation with bold experimentationPoetry. It i
almost synonymous with revolution of the word ametc feeling. Modernism is a continuation of thisv8lution of the
word and poetic feelings. Modernism is a continuatid the Revolution — of the word, poetic feelingsd dechnique:
Even though the modernist movement was felt inyeaspect of the art; painting music, etc., in Europg, discussio
shall centre only on how it affected, and still affects, Bpoetry.

Modernism in poetry was manifested in a new kinctrativeness and, or imaginativeness, and some gaasibility
Science, in recent times, has evolved a thoroughadrenced technology which made safe landing omtben or ai
unmanned space-ship to land on Mars possible. lm#éas vein, visual artists, musicians, poets wentrthadox the
manner they went about their art. Poets within modearniait began to evoke verbal technology for th@@se of creatin
an unusual but unique impression in poetry. SinyiJarl visual art, artists started to favour abstgaihtings as opposed
the specific; the musicians cultivated “a-tonality"a complete disoriented harmony — all in the lighes spirit agains
orders.

The revolt against order in poetry was of a differkind altogether. This does not mean there wasrder in moder
poetry. It was just that the emergent poets weresatisfied with the Victorian poetry of Browning, Wold and Tennysc
which was either interpreting dreams, or mournings@mmonizing. Verses which lacked the vitality oé thucceedin
poetry. In other words, the Victorian poetry, besittepkins, was indeed very passive compared with nmistepoetry
which succeeded it. By implication it simply meahattthere was a decline in the quality of Ameriaad English poeti
as T.S. Eliot observed between 1900 and 1910. Paetrprding to him, has degenerated into a lifelessegao longer
game of words. It was Ezra Pound that offered #eessary panacea at this point. He would readillifg@es the cataly:
of literary modernism, particularly in poetry. Pouhdd come to England in 1908 in search of a newestylwas i
England he met Yeats who at the time was the mdisiential poet. Pound became Yeats’ secretary litliowt success
his quest for a new poetic style.

Hint: Poets of the modernist leaning had some things in commabrrawitanticism.

We must emphasize here also that there are ths\atble stages of artistic development in Yeate'tgy. They includ
1889-1914; 1914-1926 and 1926-1939. The early padtieats, that is, the poems he wrote between 168894814 wer
similar to the romantics, for example, “The Lake Isfelnnisfree”. In this poem, the style is fraughthwinversions an
biblical phrases. It was at the time Pound met Wwith. However, Yeats developed very rapidly, partidultom the poin
where he wrote “Responsibility.”

Pound had insisted that the Victorian poetry rhetaf ideas of flavour and stylized poetic dictimust be discouraged.
addition, according to him, there must be no preamieinversions, no verbage and borrowed book-wordané ha
insisted on direct treatment of any subject oraapiclear precise and concrete images. His sugtjgstetry was to k
identified asimagist poetry It was a poetic movement whose moving spirit wasrnid. The imagist poet aspires, am
other things, to present poetic ideas which may sakee time to achieve. In addition, he does not ogenard that doe
not contribute meaningfully to development of tbpitality. Besides, the imagist poet favours natimirnal rhythm t
the neo-classical rigid metrical conventions.

Pound had defined the “image” as “that which preseam intellectual and emotional complex in andnse of time”. /
good example of an imagist poem is, “In a Station of the MeTito& apparition of these fries in the crowd; Petals on a
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worries); “crowd” (masses, anonymity); “petals” (multig); and “wet” (winter, cold, snow/rain).

In this poem, language is used to evolve and suggtsr than to describe or declare in the attempt taup®iaj dream-lik
atmosphere. A French poet Mallarme once said thapibet should mention names or identify subjectsbfects to assi
his audience, he would have made his audience t® loa most of the enjoyment. He emphasized thahnemjoymen
and satisfaction are derived when the audienceftstd guess a meaning or suggest an interpretafionording t
Mallarme, such a thing triggers off the imagination.

In mostimagist (or symbolist) poetry there is absence of verbs® of connectives. In other words, the syntactichire
often suffers, dislocation. The topicality of anylsumeans usually revolves round frustration, andhegh in the cities, tl
longing of the soul of man for a more ideal world even thougtihre type of paradise quested after by the Romantics.

Similarly, T.S. Eliot was interested in the fact thaetry can be made out of the ugliness of the gisyfor Yeats, he tc
was equally interested in symbolism. His referemcaind was, naturally, symbolic. Yeats’ poetry hasdabstructure. I
other words, despite Yeats’ love for symbolism, hi# wtote in traditional metric pattern, which thensbolist poet
rejected.

Surrealismwas not so much an influence in the developmernaodern English poetry. Like the symbolist moverr
surrealism was yet another French movement.

The idea of going back to the mind which was firsticed in 1918 and was later revised in 1924 heaple like Andr
Breton and Louis Aragon as its early proponentstealists opine that the subconscious mind is bodered and ration
in its operation. The mind, it is believed, is the koof poetic imagination. Surrealists prefers towllthe stream ¢
consciousness to inform and shape their poetry.eftwer, what comes from the mind is what they detth directly — «
world of nightmares, dreams and hallucinations. Rébel and U'Tamsi (Africans) belong to this movent.
Surrealism neither influenced Yeats nor Eliot. Perhaps Domm Hopkins could rightly be said to have contriloute the
development of surrealism. For example, it hasmtdramatic opening and the invigorated languagenafbme across
Donne’s poems, neither does it have the eccentric usagidge as in Hopkin’s poetry.

Attention shall now be focused on two major modern poets

6.2 W.B. Yeats (1865-1939)

For Yeats, poetry is the articulation of sweet gethe ordering of emotions. His poetry is logicatl antelligible. His
poems seem superficially simple on the surface migrgficantly because he does not indulge in the af allusions as v
often find in Eliot. Besides, it is easy to read ‘éatoetry from the beginning to the end becauskait transition:
connectives. He retains the traditional form of ayntisage, and like Donne, his poetry is charactedizethe use c
colloquialism. Yeats is a highly emotional and passiopatt who uses poetry as a means of pouring out his emotion

Easter 1916
(William Butler Yeats)

I HAVE met them at close of day

Coming with vivid faces

From counter or desk among grey
Eighteenth-century houses

I have passed with a nod of the head
Or polite meaningless words,

Or have lingered awhile and said
Polite meaningless words,

And thought before I had done
Of a mocking tale or a gibe

To please a companion

Around the fire at the club,

Being certain that they and I

But lived where motley is worn:

All changed, changed utterly



In ignorant good-will,

Her nights in argument

Until her voice grew shrill.

What voice more sweet than hers
When, young and beautiful,

She rode to harriers?

This man had kept a school

And rode out winged horses;
This other his helper and friend
Was coming into his force;

He might have won fame in the end,
So sensitive his nature seemed,
So daring and sweet his thought
This other man T had dreamed

A drunken, vain glorious lout.
He had done most bitter wrong
To some who are near my heart,
Yet I number him in the song;
He, too, has resigned his part

In the casual comedy;

He, too, has been changed in his turn,
Transformed utterly:

A terrible beauty is born.

Hearts with one purpose alone
Through summer and winter seem
Enchanted to a stone

To trouble the living stream

The horse that comes from the road,
The rider, the birds that range
From cloud to tumbling cloud,
Minute by minute they change;

A shadow of cloud on the stream
Changes minutes by minute;

A horse-hoof slides on the brim,
And a horse plashes within it;
The long-legged moor-hens dive,
And hens to moor-cocks call;
Minute by minute they live:

The stone’s in the midst of all.
Too long a sacrifice

Can make a stone of the heart.

O when may it suffice?

That is Heaven’s part, our part
To murmur name upon name,
As a mother names her child
When sleep at last has come

On limbs that had run wild.
What is it but nightfall?

No, no, not night but death?
Was it needless death after all?
For England may keep faith

For all that is done and said.

We know their dream; enough
To know they dreamed and are dead,;
And what if excess of love
Bewildered them till they died?

I write it out in a verse ---
MacDanagh and MacBride



‘Wherever green 1s worn,
Are changed, changed utterly:

A terrible beauty is born.

The Second Coming
(William Butler Yeats)

TURNING and turning in the widening gyre

The falcon cannot hear the falconer;

Things fall apart; the centre cannot hold;

Mere anarchy is loosed upon the world,

The blood-dimmed tide is loosed, and everywhere
The ceremony of innocence is drowned;

The best lack all conviction, while the worst

Are full of passionate intensity.

Surely some revelation is at hand;

Surely the Second Coming is at hand

The Second Coming! Hardly are those words out
When a vast image out of Spiritus Mundi

Troubles my sight: somewhere in sands of the desert

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

A gaze blank the pitiless as the sun,

Is moving its slow thighs, while all about it

Reel shadows of the indignant desert birds.

The darkness drops again; but now I know

That twenty centuries of stony sleep

Were vexed to nightmare by a rocking cradle,

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

Slouches towards Bethlehem to be born?

0 ITQ The term ‘The Second Coming’ indicates intett@kity with the Bible. The title of which Africanavel did &
line in the poem inspire?

» ITA Chinua Achebe’§ hings Fall Apart

Even though Yeats always writes about himself, he is unhilei€y because his poetry has order. For Yeats, style isg
proper words in their best order. Style, accordinbito, is the greatest quality a poem must have. iBhighy in “Adam’s
Curse” his stanza form is deliberate and its peotssciously stitched into an inter-related whole.igl@ more affectiv
genius and more orderly than Pound or Eliot’'s poetry. He isobous of poetic sound, this is why, in his opinion, both
good ear.

Yeats could be said to have graduated into a mopleeh He did not start off as a modernist. His posfranned thre
major phases: 1889-1914, 1914-1926, 1926-1939.

By 1889-1914, Yeats was still suffering from Victorirhetoric and general decadence. His poetry amtidbe said to t
modern here. He was writing on Irish myths, legend fatktales, e.g., “A Coat”. He was involved in theskriDramati
Movement, through the plays he wrote and acted syéise became tighter by moving completely angthirat did nc
count or that did not bear direct relevance. Itasgible too that his contact with Ezra Pound ofithagist school mo
likely affected his theatre, hence his vigour.

Between 1914 and 1926, there were apparent chamdes poetry. While in the first phase he wrote dbdsh past, her
he began to write about the Ireland of that momlestand was the first British colony and even ndw trish are violentl
opposed to British rule. Yeats was a nationalistcheme wrote on issues of political interest suchr@sellion again:
British yoke as well as crisis within the Irish il This is largely responsible for the toughnassreats’ poetry statir
whatever he means in simple and clear terms.
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Yeats believed in true love between man and womaldde poems, it is believed by critics, were writfeom person:
experience of unreciprocated love, for example, “M@&ahne.” Gonne was said to be a nationalist and raamoactivist
Yeats later criticized her and advised that women shaltenpolitical agitators but should go into love.

Gonne remains a constant image in his love poemsdNB&Bonne remains a symbol of beauty, like HelenrofyTYeat:
shared a number of things with William Blake. Foammple, they both believed in a sense of historyithayclical: that ¢
every two thousand years there is usually a newnarked by some violence, or some shock. This iseavith his poen
“Second Coming”, which marks the end of Greek civilizatind the dawn of Christian civilization.

Yeats read Blake a lot. We have mentioned earl@r‘imagination” is, to Blake, God. Yeats made us@ragination toc
He considered as a non-poet, any poet that dodsamet or make use of it. He believed in symbols earistendent wor
where one can communicate with God. The world of Astimmortal. Whenever he wrote on nature, he mageo
symbols, but whenever he wrote on Irish situation he vinoéemore clear language.

Innisfree

This is a lake in Ireland. England to Yeats syntssimaterialism and technology. The pressure ofsinds while Yeat
was in England was so much that he wanted to nm@entore quiet place away from England (cf. pabtdemies). Ever
line of the poem has supportive filler. However, e tlast line, there is a direct structure. He quémtsgpeace an
tranquillity. The rhythm is regular and it flows, ‘Greéte suggests materialism (or civilization) and inhunyanit

No Second Troy

The legendary Helen of Troy was said to be the rheautiful damsel in the whole ancient world. Yeats a politica
agitator. The subject of the symbol here teacheslént ways” in politics as she is here identifiedrma noble but nc
peaceful mind.

To the Rose upon the Rood of Time

The rose is a significant symbol in Yeats poetryell®ly, in this regard, has a great influence on himseRstands f
intellectual beauty, beauty, love; Maude Gonne, heblalream. Like Blake, Yeats is a symbolist poet. lhithe light o
this that the Rose represents Ireland — The oppresked/ad England, “upon the rood of time”

Ireland has continued to experience oppressioménhiands of the English for quite a long time. “Rraase” refers t
Ireland considered to be a proud nation. “Cuchul@nan allusion to a mythical Irish hero, “Druid” &ssociated wif
nature, “grey” suggests old age. “Fagus” is Yeatsy whexpressing love dreaming. He is made a king lamdccep!
responsibility which spells his doom.

Yeats is often caught between decision and indmtidilis poetry is direct and functional, always conigy itself with
socio-political issues of the day; it is not justapist. “Eire” is the Irish name for Ireland. Orfetlee early poems whe
imagination is hoped to be given direction — a po&itith practical values. Thus in Yeats’ poetry tlomes vary fror
meditative and almost elegiac, dignified apostrophe, andeasure rhythm. The rhythm scheme in this case is comple

“Down by the Salley Gardens”, like “Innesfree”, is@la garden location in Ireland. Here Yeats’ quiestan escape fro
the harshness of life’s reality to a place of seland peace, far removed from worries like Blakd® &ometimes t
associated these places of escape with “Bower isE'B(ref. Edmund Spenser’s “Faerie Queene”) withetb one. Th
embellishment of the stanza simply suggests thaipalybeauty of the lady, note the “snow-white” as lave in Pope
“Rape of the Lock”. “The Salley Gardens” is one of Yeats’ poenegiest of love or nature.

Easter 1916

It is an elegy dedicated to the executed revolati@s. 1916 was a memorable day for those natginakh who fougr
for the land. They seized power in Dublin. Howevenrdi after the brief success, the British forcegrpowered then
and by May of the same year, those who led the uéeol had been executed. The poem is epical in &ppean though
is an occasional poem. Among those who led the wéeol were Constance Gore-Booth (1868-1927) who lates
released, those executed were Patrick Pearse (BA®);IThomas MacDonagh (1878-1916), and Major John Bfide
(18? -1916).

There is an imposed correspondence between Jesist'Corucifixion and Easter resurrection on thee dand, and tt
executed nationalist on the other hand. Jesus Ghaistkilled for the salvation of the whole world, were the executt
Irish men killed for the total emancipation of the enliirgh nation. Yeats was more or less surprised that the mdoh rige
to this heroism. The new heroic dimension to thehldtruggle marked the birth of a terrible beadgduse the Irish we
thought of as being incapable of any rebellion.



apout the Irisn betore the revolution. I nere IS NS @lsparadox about a beauty that Is terrible. In givnar lives, there |
beauty, but that the beautiful action led to th&&aaition is terrible. That is, it was terrible to bawad them executed. T
other references are to: Constance Gore-Booth ridestanza); (Pearse) his school master (line 8nskestanza); ar
Thomas MacDnagh (line 10).

That their hearts came together is suggested bisthre” that was to trouble the British coloniale (stanza 3 line 4).
also has a biblical underpinning of the “rejectémhe”, or condemned stone, the image of Jesus GlwiStaviour of tr
world, so were the executed nationalists now wheehaecome a significant foundation of the Irish oratiln anothe
dimension, “stone” is the condition of the hardemeidd of the Irish people. Their mind is petrifiegl batred (stone
against the British colonial rule. In th& dtanza, it is only heaven that can judge the wisdbifmecaction. Action here go
either way: the revolt of the Irish, and the exemutdf their leaders by the imperialist British gowment. Poets can or
write about the event. Yeats’ indecision is noticed@amza four line ten where he wonders if it was wiskave revolted
all. The “green” here symbolizes Ireland. The languagd verse have taken on new form. The verse itestand th
longer lines in his earlier period had given way to dranm@isentations.

6.3 T.S. Eliot (1888-1965)

The Waste Land
(Thomas Stearns Eliot)

1. Burial of the Dead

APRIL is the cruelest month, breeding

Lilacs out of the dead land, mixing

Memory and desire, stirring

Dull roots with spring rain.

Winter kept us warm, covering

Earth in forgetful snow, feeding

A little life with dried tubers

Summer surprised us, coming over the Starnbergersee
With a shower of rain; we stopped in the colonnade,
And went on in sunlight, into the Hofgarten,

And drank coffee, and talked for an hour

Bin gar keine Russin, stamm' aus Litauen, echt deutsch.
And when we were children, staying at the arch-duke's
My cousin's, he took me out on a sled,

And I was frightened. He said, Marie,

Marie, hold on tight. And down we went

In the mountains, there you feel free.

I read, much of the night, and go south in the winter.

What are the roots that clutch, what branches grow
Out of this stony rubbish? Son of man,
You cannot say, or guess for you know only
A heap of broken images, where the sun beats
And the dead tree gives no shelter, the cricket no relief,
And The dry stone no sound of water. Only
There is shadow under this red rock,
(Come in under the shadow of this red rock).
And I will show you something different from either
Your shadow at morning striding behind you
Or your shadow at evening rising to meet you;
I will show you fear in a handful of dust.
Frisch webt der wind
Der' Heimat zn
Mein Irisch Kind,
Wo weilest dn?

"You gave me hyacinths first a year ago;
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Your arms full, and your hair wet, I could not
Speak, and my eyes failed, I was neither
Living nor dead, and I knew nothing
Looking into the heart of light, the silence.
Oed'und leer das Meer.

Madame Sosostris, famous clairvoyante,

Had a bad cold, nevertheless

Is known to be the wisest woman in Europe,

With a wicked pack of cards. Here, said she,

Is your card the drowned Phoenician Sailor,

(Those are pearls that were his eyes. Look!)

Here is Belladonna, the Lady of the Rocks,

The lady of situations.

Here is the man with three staves, and here the Wheel,
And here is the one-eyed merchant, and this card,
Which is blank, is something he catries on his back,
Which T am forbidden to see. I do not find

The Handged Man fear death by water.

I see crowds of people, walking round in a ring.
Thank you. If you see dear Mrs. Equitone

Tell her I bring the horoscope myself:

One must be so careful these days.

Unreal City,

Under the brown fog of a winter dawn,

A crowd flowed over London Bridge, so many,

I had not thought death had undone so many.
Sighs, short and infrequent, were exhaled,

And each man fixed his eyes before his feet.
Flowed up the hill and down King William Street,
To where Saint Mary Woolnoth kept the hours
With a dead sound on the final stroke of nine
There I saw one I knew, and stopped hi, crying: 'Stetson!
"You who were with me in the ships at Mylae!
"That corpse you planted last year in your garden,
'Has it begun to sprout! Will it bloom this year?
'Or has the sudden frost disturbed its bed?

'Oh keep the Dog far hence, that's friend to men,
'Or with his nails he'll dig it up again!

"You hypocrite lecteur! -monsemblable,--mon frere!

A Game of Chess
(Thomas Stearns Eliot)

The Chair she sat in, like a burnished throne,

G lowed on the marble, where the glass

Held up by standards wrought with fruited vines
From which a golden Cupidon peeped out
(Another hid his eyes behind his wing)

Doubled the flames of seven

branched candelabra

Reflecting light upon the table as

The glitter of her jewels rose to meet it,

From satin cases poured in rich profusion;

In vials of ivory and coloured glass
Unstoppered, lurks her strange synthetic perfumes,

Unguent, powdered, or liquid-troubled, confused



these ascenaed

In fattening the prolonged candle flames,

Flung their smoke into the laquearia,

Huge sea-wood fed with copper

Burned green and orange, framed by the coloured stone,
In which sad light a carved dolphin swam.
Above the antique mantel was displayed

As though a window gave upon the sylvan scene
The change of Philomel, by the barbarous king
So rudely forced; yet there the night in gate
Filled all the desert with inviolable voice

And still she cried, and still the world pursues,
"Tug Jug' to dirty ears.

And other withered stumps of time

Were told upon the walls; staring forms

Learned out, leaning, hushing the room enclosed.
Footsteps shuffled on the stair.

Under the firelight, under the brush, her hair
Spread out in fiery points

Glowed into words, then would be savagely still.

"My netves are bad to-night. Yes, bad.

Stay with me.

'Speak to me. Why do you never speak. Speak.

"What ate you thinking of? What thinking? What?

'T never know What You are thinking of? What thinking? What?
I think we in rats alley

Where the dead men lost their boens.

What is that noise?
The Wind under the door.
What is that noise now ?What is the
Wind doing?
Nothing again nothing,.
Do
You know nothing? to you see nothing?
Do you remember
Nothing?
I remember
Those are peals that were his eyes.
Are you alive, or not? Is there, not-

hing in your head?

OOOO that Shakespearian Rag--
It’s so elegant
So intelligent
"What shall T don now? What shall do?
'T shall rush out as T am, and walk the street
"With my hair down, so. What shall we do tomorrow?
"What shall we ever do?'
The hot water at ten.
And if it rains, a closed car at four
And we shall play a game of chess,

Pressing lidless eyes and waiting for knock upon the door.

When Lil's husband got demobbed, 1 said--

I didn't mince my words, I said to her myself,
HURRY UP PLEASE ITS TIME

Now Albers coming back, make yourself a bit smart.

He'll want to know what you done with that money he gave you



He saiq, I swear, | can't bear to look at you.

and no more can't I, said, and think of poor Albert,

He's been in the army four years, he wants a good time,
And if you don't give it him, there's others will, I said.
Oh is there, she said. Something O' that, I that, I said,
Then I'll know who to thank, she said

and give me a straight look.

HURRY UP PLEASE ITS TIME

If you don't like it you can get on with it, I said.

Others tan pick and choose if you can't.

But if Albert makes off, it won't be for lack of telling.
You ought to be ashamed, I said, to look so antique.
(And her only thirty-one)

I can't help it, she said, pulling a long face,

It's them pills I took, to bring it off, she said

(she's had five already, and nearly, died of young George.)
the chemist said it would be all right,

but I've never been the same.

You are a proper fool, I said.

Well if Albert won't leave you

alone, ther it is, T said,

what' you get married for if you don't want children?
HURRY UP PLEASE IT’S TIME

Well, that Sunday Albert was home, they had a hot gammon,
And they asked me in to dinner,

to get the beauty of it hot-

HURRY UP PLEASE IT’S TIME

HURRY UP PLEASE IT’S TIME

Goonight Bill. Goonight Lou. Goonight May. Goonight
Tata. Goonight, Goonight.

Good night, ladies, good night sweet ladies, good night, good night.

T. S. Eliot who died some years back, met Ezra PoriBial, and he settled in London in 1915, the yraifrock anc
Other Poemsvas published.

Eliot was seriously in love with English civilizati even though, to him, humanity, culture and tradjtiwhich have
peculiar way they affect the soul, were more important themiblogical advancement. England typifies urbane cudton
civilization which informed his becoming a Britistubject in 1927. he emphasized that poetry, likeyeather art mu:
identify with, reflect and keep abreast of the stycighich produces it in terms of topicality andheiue. T.S. Eliot he
died in a rather complex age and this probablya®plhis very complex poetry, and for which he nuy admitted b
readily offered an explanation:

Our civilization comprehends great variety and claxipy and this complexity operating upon a refirsshsibility must
produce various and complex result. A poem musbimecmore and more comprehensive, more and morsivadu
indirect, in order to force or to dislocate if nesary language into meaning

This explanation offers a clue to Eliot's deliberalimination of connections, transitional phrases] a build up of
pattern of meaning through juxtaposed images withoect clue to meaning. Some critics refer to thishnique as publ
technique, and allusions to other literary workshaf past and of the present are his means of dgaaviranalogy betwe
the past and the present.

Shelley was of the opinion that Eliot has a concept of ingpailiy of art. This is because he believed that a poet shot
bring his personality into poetry. Poetry is not @ams by which we loosen emotions but it is a mégnshich we escay
from emotions and from self. This is made possilpl@ising a persona, a situation, or an object to sasveehicle of th:
emotion. Eliot called thisbjective correlative

The Love Song of J. Alfred Prufrock

This is a poem that celebrates self-defeat, frustra poem of someone who has some heroic aspisatiot not backe
up with corresponding actions. He is a typical examgd what we can best describe as modern roméetio. He is



Eliot, no doubt, intends to express his concern atbtait love has become in modern times — debasedievald of the
long cherished romantic ideal to this end, Prufriadks the idealized rhetoric of the Elizabethanmsbeers, particular
Donne’s love poems. If love is an impulse that esifinstead of elevating the soul, such that Prufomekd not even ac
then he might have other pervert forms of makindarghis desires. Even though, this is not cleadyip the poem but v
can arrive at such conclusions based on Prufraekteat into the underworld of the sea where metmeaannot sing —
the end of the poem.

Setting is important in Eliot's poetry because it Baenery. In this poem we have a middle-classigeltie perceive sor
air of mobility around Prufrock. A world drawing room, a saloa society of culture. We also see the slums of the cig
setting also represents the mind of Prufrock.

The technique here borders on a dramatic monoldgudrock talks to himself and when there is a donfit is normally
between Prufrock and an imaginary persona. Eliomse® seek the metaphysical conceit once more. Heoisloubt
influenced by Donne’s sheer intellectual magnitaael poetry: Donne’s hardness of thought, his usanafjery an
symbolism. For example, the “fog” in this poem suggdise city; compared with the movement of a cati the evenin
being like a “patient”.

In addition, Eliot shares the tendency of trivializing ameotvise serious matter with Andrew Marvell. There aresaihs tc
John the baptizer, Hamlet's indecision and Michaegélo. They function as heroic foils to Prufrock. ldetheir exac
opposite. Eliot’s allusion to Lazarus suggests Pakfis borrowed existence. This is also suggestedeabeginning of tr
poem of Prufrock’s psychological prison — lockedaga in the prison of his mind. Not at ease with gheial milieu ir
which he finds himself; and since he cannot transcend @oheemns it.

In the poem too, there abounds juxtaposed ideamagfes and allusions without adequate connectivethid case, the lir
can only be provided through the provided historizabiblical allusions through the arrangement of asitor similarities
The language is rather colloquial but the dictiotearned and disciplined with dramatic questiomsfreck who even he
occasions to laugh at himself can, at best, be destds an anti-hero. The poem evokes a mood, natsadg, meanin
This is why it may not be possible to attempt an interpogtdine by line.

The Wasteland (1922)

This is the most important of Eliot's poems. It is hoetic comments on modern situations: a pictfirdesolation, wast
spiritual aridity and waste land, of the ruin broughout by so-called modern civilization, of evifsaotechnological worl
where God seems to be dead and His place taken ywaadhines and cannons. It is a world that offers n@sgatvfor the
soul of man.The Wastelands formed by Eliot's Christian background — thatass through selfless sacrifice and rit
there can be no hope for salvation of humanity. tEdjoes back to classical mythology. This God is sylimbd by
“thunder”, the God of vegetation is absent becausema sinned against God of fertility; only a rébran bring back tt
fertility, only sacrifice can remove the curse.

In other words, “The Waste Land” is a continuatidrth® expressed topicality we perceived in “Prufod’he poem i
something close to an epic about humanity. The #dipjcis relevant to all ages. World War 1 (1914t89is powerfully
captured here. So also are destination of livesdéisumanizing effects, wickedness, power obsessioreriaiEm
Godlessness etc.

During the war years, guns boomed in London. Evargthafterwards seemed probational. London was ngelonapital o
the West. It became a ghostly city like most otherogean cities such as Rome, Berlin, and Vienna. dhave earlie
pointed out, ancient pagan myths and rituals inforirteel Waste LandEliot got the idea from Jessie WestoRtem Ritua
to Romanceand patrticularly, the chapter titled, “The Waste-laamdl the fisher-king”. It concerns an ancient mydlg
about a land which was in ruin. The land was infertilemen were barren, the king was dying and could belyevived i
a knight pure and whole would intervene. After tiealing of the king, there was reversal of situattbe,land was heal
and the women became fruitful. Where a king is impothlet myth has it that nature cannot be fruitful. Inrthgh adopte
by Eliot, there was hope fdihe Waste LandSomeone offered to make a sacrifice. The wastetlamwas better than t
waste land now because there was salvation, but none now.

Other works that informed and influenced Eliot ird#d |1.G. Frazier'§he Golden Bought discusses legends, myths
ancient spiritual. There is information on vegetatgod, and the renewal of seasons. There is theabhnenewal of th
land. In the extant mythology, deities were associatedthitlileath and resurrection of vegetation and fertilitisc

In this poem, men and women are emotionally unstabéee is no water except the water of barrenmésgsh drowns th
women. We have vast arid land, and sounds of critledtannoy instead of providing music of naturavashave in, sa:
John Keat's “Ode to Autumn”. Instead of the rose, we haviisand flowers with thorns.



(b) A game of chess (euphemism Tor sexual game)

(©) The fire sermon (against human passion).

(d) Death by water (The culmination of the function of wateaalestructive element)

(e) What the thunder said (thunder the voice of Godikipg to men asking them to change their ways ttieay
may be saved. The need to control their passionsemmdions if they must be saved from destructiore
necessity of love, happiness and selfless sacrifice — animingaprocess. It is essentially a religious poem.

The “hanged man” is the Christ figure image — Theifitance of rock of water. The five parts are intetetdaand as
sequence, they constitute an epic of the condition of madan.

Summary of Study Session 6

In this study session, you have been introducetteémbetry of William Buttler Yeats (1865-1939) ahdb. Eliot (1888
1965). ‘Easter 1916’ and ‘The Second Coming’ wemnmes@f Yeats poems examined, the former revealecve bee
inspired bythe Irish rebellion against British rule and theextion of Irish revolutionarieg.S. Eliot's ‘The Wast
Land’ was revealed to have been influenced by Blichristian backgroundSome other poems also were analyse
details and situation informing their themes, stylestanlniques were exposed.

Self-Assessment Questions (SAQs) for Study Sesstn

Now that you have completed this study session, you cassakew well you have achieved its Learning
Outcomes by answering these questions. Write your answegosit Study Diary and discuss them with your
Tutor at the next Study Support Meeting. You can check goswers with the Notes on the Self-Assessmen
Questions at the end of this Module.

SAQ 6.1 (tests Learning Outcome 6.1)

Poets in the modernist tradition were influenced part@jiyechnological advancement. What other factor
catalyzed their revolt against the previous poetic ti@u?i

SAQ 6.2 (tests Learning Outcome 6.2)
What event particularly inspired ‘Easter 1916’ by Yeats?

SAQ 6.3 (tests Learning Outcome 6.3)

‘The Wasteland’ is the most important of Eliot'semes. It is his poetic comments on modern situati@ngicture o
desolation, waste, spiritual aridity and waste laridhe ruin brought about by so-called modern cration, of evils of
technological world where God seems to be dead asighlelce taken over by machines and cannons. Whatricusas ¢
work in Eliot that made him to write this poem?

Notes on the Self-Assessment Questions (SAQSs) foud®/ Session 6

SAQ 8.1- Theywere not satisfied with the Victorian poetry of Browningnéld and Tennyson which was either
interpreting dreams, or mourning or sermonizing

SAQ 8.2 - The lIrish rebellion against British rule and the executiblish revolutionaries
SAQ 8.3 - Eliot's Christian background
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